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Abstract

Poetry translation evaluation from ancient Chinese to English has been subjective inTGising
FDXVHG E\ WKH LQGHILQDEOH DQG LQWDQJLEOH QRWLRQ RI
translatordcriteria, and by the lack of a systematic investigation of translation evaluation. The
problem of subjective criteridaasremainedunresolved for nearly a century. In order to improve the
subjective criteria of poetry translation evaluation, this thesis is an attempt to make objective
evaluations of the English translations of an ancient Chinese poem using stylistic theories. To make
an objective criticism, it is necessary to offer evidence which is based on systematic and reliable
criteria and replicable evaluation procedures. By applying stylistic thetoriesth the source text

and the target texts, it is possible to make a judgerbased on the stylistic features found in the
texts themselves. Thus, objective evaluation of poetry translation from ancient Chinese to English
can be made. This research is qualitative with the data consisting of one ancient Chinese poem as
the sourcdext and six English translations as the target texts. It carries out stylistic analyses on the
data with two approaches based on the cognitive stylistic concept of figure and ground and the
linguistic stylistic theory of foregrounding. The target texes jadged by the evidence of locative
relations and foregrounding features. This research also explores and proposes a practical
framework for poetry translation. The research findings suggest how to make objective poetry
translation evaluations and impmtranslation techniques. They also point out the need to integrate

stylistics with translation evaluation to make improvements in the field.
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Chapter 1

Introduction

1.1 Introduction to the study

The research reported in this thesis is an attempt to evaluate the English transtaimm@scient

Chinese poem using the cognitive stylistic concept of figure and ground and the linguistic stylistic
theory of foregrounding. Quite apart from vocabulary, there are, of course, significant differences
between Chinese and English at all lirgigi levels: phonology, graphology, syntax and semantics.
%XW GHVSLWH WKHVH GLIITHUHQFHV WUDQVODWLRQ LV SRV\
RQH ODQJXDJH FDQ EH VDLG LQ DQRWKHUY +RZHYHL

samething that critics argue about.

2QH SDUWLFXODU LVVXH ZLWK &KLQHVH VFKRODUVY HYDOXD)
of evaluation that they use are not objective (see for exampl€0Gd; Zhuo 2011; Xu 2003).

, QVWHDG VXEMHFWLYH RSLQLRQV DUH RIWHQ SUHVHQWHC
SURSRVLWLRQV RIWHQ UHIHU WR D RBEPKRXNVDODQ G JL & RHDWQL E EU
Zeng 1928a; Luo 1984; Fu 1984; NA06; Chen 2011). This indefinable notion makes for purely
subjective evaluations of poetry translation. My thesis addresses this issue directly by exploring the
possibility of evaluating poetry translation from ancient Chinese to English using obgtisgc

techniques.
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In the past, little study has been done of the relationship between stylistics and translation study as
Boase% HLHU FRPPHQWYV DSSURDFKHY DQG LQVLJKW IURP V
on the developing disciplH Rl WUDQVODWLRQ VWXGLHVT D 2QH R
WKDW VW\OLVWLFV VHHPV WR EH RBeigrRCORY.LHOWev& QvitR thé H Q W
fast development of integration across disciplines, stylistics has begun to appearslation

studies from various aspects even though it is still insignificant (Marco 2004:74). With the impact

of stylistics, introduced to China by stylisticians from the west such as Mick Short (1996) and by
Chinese scholars such as Dan Shen (2008),first steps towards integrating stylistics with
translation study have been made. This work opens a new door to the possibility of applying
stylistic theories to translation study in an objective way. Traditional translation criticism focuses on
thep RHWLF PHVVDJH WKH SRHWLF IRUP DQG WKH XQFOHDU uS
is undoubtedly vital because style, by carrying the attitude of the author, and by having profound
effects upon the reader, is central to a poem (BBaser 2006a). Thus, this thesis argues that it is
possible to make objective evaluations on the basis of stylistic analysis. It also explores and

proposes a practical framework for evaluation.

Applying stylistic analysis in the evaluation of literary work iQaDSSURDFK ZKLFK pLC
GHWDLOHG DQG V\VWHPDWLF DFFRXQW RI >D WH[WIV@ OLQJ.
details of the reading process, in order to arrive at the detailed account of how readers understand
particular texts in theZzD\ WKH\ GRY 6KRUW 6HPLQR 7KLV DS
used in the study of stylistics (see Fowler 1986; Herman 1995; Leech 1969; Leech & Short 1981;
Semino 1997; Short 1996; Simpson 1993,1997; Toolan 1988). The tradition in China is that
faithfulness is the ultimate dictum of translation evaluation (for example, Xuan Y@&71740;

Yan 1897. However, there is no systematic explanation for how to translate faithfully. So the
problematic issues of poetry translation criticism in China ligthésubjective criteria. As a bridge

linking linguistics and literary criticism, | argue that stylistics can be used to make objective
11



judgements of poetry translation in the sense that detailed linguistic descriptions and evaluations are

based on the téxthemselves.

Recently in translation studies, BoéBeier (2006) claims, there has been a cognitive turn. For
example Wilss (1966)andBoaseBeier (2004b)Jdemonstrate the cognitive process of the translator
as readerGutt (2000), Tabakowaka (1993&)yd Setton (1999)are interested in a more general
cognitive persuasion; and Stockwell (2002a) &=inino & Culpeper (200Zpcus on cognitive

stylistics or poetics. In this thesis, | argue that using the cognitive stylistic concept of figure and

ground as @& approach (see Unger&fSchmid 2006 Stockwell 2002a; Jeffries & Mcintyre 2010),

it is possible to objectively evaluate poetry translation from ancient Chinese to English. With
detailed cognitive stylistic analysis of the source text, an ancient Chinese poem, and the various
target texts, g English translations of the ancient Chinese poem, the translations in my thesis are
evaluated based on the evidences found in the cognitive stylistic analysis. For example, when
faithfulness is set as the criterion, the cognitive stylistic featuresnpeelsm the source text can be

used as a reliable reference for evaluation by comparing target text against source text. This is to
say that the more cognitive stylistic features in the target text duplicating the stylistic features

observed in source texhe more faithful target text can be judged to be.

The other possible approach to objectively evaluating poetry translation is to use the linguistic
stylistic theory of foregrounding (see van Peer 1980, van Peer 1986, Leech 1969) to compare target
textsagainst each other. Evaluation in this case is made on the criterion of how linguistic stylistic
foregrounding features in each translation work to create a similar function to that seen in the source
text. Based on comparisons of objective linguisticuo@nces, | argue that evaluation that uses
both cognitive stylistic analysis and mainstream linguistic stylistic analysis is significantly more

objective than that the evaluative propositions of Chinese scholars.

12



1.2 Research questions
My argument cemés on whether it is possible to objectively evaluate poetry translation from
ancient Chinese to English by applying stylistic theories. Hence, my research questions are as

follows:

RQ 1. Is it possible to evaluate the quality of English translationsnoérecient Chinese poem

objectively?

As mentioned earlier (1.1), the traditional evaluation of poetry translation in China, influenced by
WKH pSRHWLF VSLULWY RULHQWHG FULWLFLVP LV SULPDUL
VWDQGDUGM LN uV@GLYLGXDOO\ DFFRUGLQJ WR WKHLU RZQ
VWDQGDUGL]H WKH QRWLRQ RI puSRHWLF VSLULWYT WR WHVW \
make objective criticism, it is necessary to offer evidence whichsisdban systematic and reliable
criteria and replicable evaluation procedures. Applying the cognitive stylistic theory of figure and
ground and the linguistic stylistic theory of foregrounding, | investigate the possibility of making
objective claims by coparing the presences of spatial relations in both the source text and the
target text and by comparing linguistic occurrences at various linguistic levels in the source text. By
incorporating stylistics into poetry translation evaluation, it ought to bsilple to make a relatively
objective evaluation of the quality of English translations of an ancient Chinese poem based on

these facts.

RQ 2 If objectivity is possible, how can the quality of English translations of an ancient Chinese

poem be evaluatedlith special reference to image schema and foregrounding?

13



Following the hypothesis inherent in the first research question that it is possible to evaluate the
guality of the English translations of an ancient Chinese poem, the next research questésronent

KRZ WKH HYDOXDWLRQ FDQ EH FRQGXFWHG up4XDOLW\Y LV D
as a measurement against other things of a similar kind. In this study, first of all, the quality of
English translation refers to the standard of reowEnglish translation can faithfully transfer the
ancient Chinese poem to an EngishSHDNLQJ UHDGHU 7KH pIDLWKIXOQHVV
in relation to my chosen texts concerns whether or not a target text is able to present the same
locativerelations as found in the source text. This is the criterion of evaluation that | follow using
the cognitive stylistic approach. For instance, using the cognitive stylistic theory of figure and
ground (see 3.3.1), it is possible to claim the objectivitthe image schemas presented in both
source text and target texts. The cognition experience of image schema such as in/fout or up/down is
universal (see Hapme 2005, Jakbson 2002). The presence of image schemas in a source text can b
used as a reliable \ence in evaluating the faithfulness of the target text. Based on a reliable
reference, it is, | argue, possible to objectively verify the faithfulness of a target text to its source
text in terms of the spatial relations and related effects it produ¢itls.a specific evaluating
procedure, the evaluation of the target text against its source text should also be falsifiable. The two
ends of an evaluation scale of this type would consist of the least faithful target text and the most
faithful target textdepending on how well a translation manages to duplicate the locative relations

presented in the source text.

Secondly, the quality of a translated text can be evaluated by referring to the extent to which
foregrounding features in the target texts are &b reflect and enhance the themes of the source
WH[W $V 6KRUW DQG 6HPLQR VWDWH pnzZH FDQ FRPSDUH IR
VLPLODU LQ VRPH IXQFWLRQY %YHFDXVH WUDQVODW
various target tas of one source text should, to some extent, express the theme of the source text.

The foregrounding features are relatively objective as unexpected linguistic occurrences. Based on
14



the foreground features, these facts at various linguistic levels aaseldedo objectively verify the

target texts of a shared source text against each other.

RQ 3. Can a framework be made for objectively evaluating poetry translation from a stylistic

perspective?

Based on the presumption of the previous two questioagplbre the possibility of making an
objective evaluation regarding the quality of the English translations of an ancient Chines& poem
an evaluation that can be carried out objectively using reliable evidence. | argue that it is possible to
establish armework from a stylistic perspective for evaluating translation from ancient Chinese
poetry to English. To evaluate the faithfulness of a target text against its source text, the framework
includes the analytical instruction regarding the locative relatand a set of criteria differentiating
unfaithful instances from faithful instances. In the case of evaluating the target texts against each
other, the quantity of variations of linguistic occurrences makes evaluation difficult and so | discuss
how this might be dealt with from a stylistic perspective. The summary of the frameworks is

presented later (see 8.1 Summary of the thesis). | will introduce the overall strica

1.3 Structure of the thesis

This thesis consists of 8 chapters. Followingitttieoduction, which explains the background of the

study, research questions, and the outline of the thesis, Chapter 2 presents a succinct explanation of
both spoken and written Chinese. This is to help readers who have little knowledge about Chinese
to follow the Chinesdocused sections easilZoncerning the argument that translation criticism in
China is subjective, the first part of Chapter 3 offers a detailed review of the development of

translation studies from a historical point of view to the cursgtuation in China. The subjectivity

15



of translation studies is addressed with evidence from major translators and translation theorists. In
the second part of Chapter 3, the perspectives on stylistic studies are presented. These include a
review of cogitive stylistic theories and a review of linguistic stylistic theory. In Chapter 4, the
methodological issues of this thesis are discussed. As a qualitative research project, the thesis

presents a detailed analysis of one selected ancient Chinese pGere | Eheng Sheng

Man~ DQG VL[ RI LWV (QJOLVK W SHiz@\SbebyWaR QW PDIGH FRK@ LW KIH]
that it contains adequate image schemas. Under the criterion of faithfulness, the spatial relations are
used as the reference for the sake akimg objective evaluations of the target texts against the
source text. These six target texts are evaluated using two approaches, both stylistic in orientation.
The first approach is the cognitive stylistic theory of figure and ground, which is usée in t
comparison of the target texts against the source text. The second approach is the linguistic stylistic
theory of foregrounding, which is applied to compare the target texts against each other. The
methods for evaluating the target texts with thesedaparoaches are explained and demonstrated

In Chapter 4. Other than that, Chapter 4 also offers a pilot study showing how the stylistic theories

work in analysing poems.

For the cognitive stylistic approach mentioned above, Chapter 5 not only offersanpyetation of

WKH DQFLHQW &hehddshehg MeiIRBIY WKH VRXUFH WH[W EXW DOVF
stylistic analysis of the source text using the theory of figure and ground. In Chapters 6 the target
texts, the six translations, are analysath@g the cognitive stylistic theory of figure and ground.
Based on the objective evidence found in both the source text and the target texts, the evaluation
based on the criterion of faithfulness is made by comparing the target text against the soatce text
the end of this chapter. In Chapter 7, | carry out linguistic stylistic analyses of the target texts using
the theory of foregrounding; here | also make evaluations based on linguistic foregrounding features

observed in the target texts by comparirgntragainst each other.
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Finally, Chapter 8 presents the findings of this thesis with regard to how stylistics can be used to
offer objective evaluations of poetry translations from ancient Chinese to English. It also concludes
the thesis with a summary atite considerations of the strengths and limitations of the research,

and directions for further study.

1.4 Conclusion

This chapter has introduced the background to this study. Incorporating stylistics with translation
evaluation, this research explsr¢he possibility of evaluating poetry translation from ancient
Chinese to English using objective approaches. The research questions listed are aimed at
identifying the key issues that this study aims to address. Based on the argument of the research, the
purpose of this thesis is to fill a gap in the study of translation evaluation from ancient Chinese
poetry to English. Finally, the explanation of the structure of this thesis offers a general guidance of

this study. In the next chapter, | discuss then€ée language.
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Chapter 2

Chinese language

2.1 Introduction

The main concerns of this study centre on ancient Chinese poetry and its English translations. For
readers whose knowledge of Chinese language is limited, this chapter explains the typdlogy an
structure of Chinese in order that the analytical chapters can be followed. In the following sections,
first of all, I will briefly demonstrate the phonetic system of Chinese language. Because Chinese is
not an alphabetic language, a specific phonet¢ 8yHP FDOOHG p3LQ\LQY ZDV LQV
pronunciations of Chinese characters in alphabetic forms. | will explain Pinyin system in details.
The other half of this chapter will illustrate the writing system of Chinese language. The illustration
will include the aspect of pictograms as the root of Chinese language and the six methods of
IRUPLQJ &KLQHVH FKDUDFWHUYV ZKLFK LV FDOOHG upu7KH 6L][

start with the phonology of Chinese language in the following section.

2.2 Chinese language

As a SineTibetan language, Chinese has developed from the inscriptions on bones and tortoise
shells of the Shang Dynasty (16thth century B.C.) intdPutonghua(Mandarin Chinese), the
official term of Chinese language used in China today. There remain two versions of written
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characters which are a simplified version and a traditional version respectively. The simplified one
is used widely in Mainland China anbet latter is used in Hong Kong, Taiwan and other areas
wherever there are Chinese populations such as Malaysia and Singapore. The next section contains

a brief introduction to the Chinese phonetic system.

2.2.1 Chinese phonetic system

As a vast country, there are a large number of dialects spoken in China. For example, within
Kunming City, my home city, there are various dialects existing in various districts even in a same
city. However, there are two types of spoken Chinese, Man@duiimese and Cantonese Chinese
which are weHknown for those who live outside of China. Although Cantonese Chinese has a big

influence in the Englisilspeaking world, in this research, | only discuss the issues of Mandarin

Chinese as it is the official langge in China nowadays. 1]pbonology of MandariChineseis

based on th|@eijing didect of[Mandarin a large and diverse group of ChingBalect$spoken

across northern and soutfesterriChing /L 7TKRPSVRQ FRPPHQWYVY pWKH GLD

JURXS GLYLGHG LQWR IRXU VXEJURXSV QRW RQO\ FDQ FODL
but also have a higher degree of Mbt®@ LQWHOOLJLELOLW\Y ,Q PDLQOI

Macao, Mandarin Chinese is recognizedPastonghua ZKLFK OLWHUDOO\ PHDQV upFF

Taiwan it is known a&Suoyu ZKLFK OLWHUDOO\ PHDQV pQDWLURaaEE ODQJ

andSingapor@t is known adHuayu ZKLFK OLWHUDOO\ PHDQV p&KLQHVH OD

VLQKKIDBnds for HLQJ &KLQHVH FXOfeahs ay@age DAGNguthese three
interchangeable term$utonghuais the most commonly recognized as the official Chinese

language.

As Chinese is not an alphabetic language, the pronunciation is not directly relatedwadtten

&KLQHVH FKDUDFWHUV 7KXV D VSHFLILF SKR/&H{@Hirfesd/\VWH
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language) P86 VSHOO VRXQG § LV XVHG WR GHPRGWVWISDWHM WKIHQ

official title for the phonetic system transcribing tandarin pronunciations of Chinese characters
into the Latin alphabet, and it is used to indicate the phonetic symbols wherever the sound of the

&KLQHVH FKDUDFWHUV DUH PHQWLRQHG 7KH VXFf2FW YHU

LV ZKRVIHQ/DWSKDEHW Wibyin @ V Figyin&WdedRtQ indi¢atg pronunciation

of Chinese characters in alphabetic forms (Li & Thompson 198BifYyin is currently the most

commonly use(Romanizationsystem fofMandarin The symbols ofPinyin are adopted Latin

letters which are the same as English letters with one exception which will benedgkter. The

basic structure of the Pinyin of a Chinese character is a single syllable, which is usually composed
Rl D@ Y PHDQLQJ PRQVHWSISKHR PHDHALQD wuK\PH SK&QHPHY
1T PHDQLQJ pW R QiRyir(§eb QHddJXP68L. yovin 19Y. Because onest phonemes come
EHIRUH UK\PH SKRQHPHV pLQLWLDOVY DQG plLQDOVY DUH |
Pinyin )RU WKH IROORZLQJ GLVFXVVLRQ , ZLOO XVH pLQLWLDC(
HUK\PH SKRQH Pit4 thefnyin IRQ VWWIKOH F DUPADGUQH méR R LLIQ KX Du

'LFWLRQDU\ my LAVHWK Hpf QUUWWEE | LhOac@iR® WK2S RV u

the tmme marker, second tone in this caGenerally speaking, the syllable begins with an initial
which is similar to a consonant in English and ends with a final which is similar to a vowel in
English. But there are exceptions. For example, there is a gralaaicters represented with the

final alone, such as tHeinyin R WKH FKIOJUPHWAHLQHJD uVDIHY ;LQKXD '"LFWLI

ZULWWHQ DWKRXW DQ\ LQWLDOV 7KHVH FDVHV DUH GHVFU

1989:3).

Specifically, there are 21 initials and 39 finals in Bigyin system. The symbols of initials are the
same as consonants in English. The symbols of finals are not exactly the same as the vowels in

(QJOLVK IRU LQVWDQE fis uSed>afietWKH VOREGU@ENqovdean to represent
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the sound [y]. This helps to distinguish the front high rounded finals, for instance, 3lt@E\L Q pO -«

RI WKH FKDIUPHW/@IUQHU XiGHRaMcHAfary 1992:301from the back high rounded
finals, far example, in théPinyin Wy RI WKH F K UBH DVHLOIXipHi Biidgnary

1992:303.

The 21 initials are shown as below in a table with phonetic classification in Table 2.1 Initials and

the 39 finals irPinyin are fitted within three categes shown in Table 2Rinals (reference ihi &

Thompson 1989)%

Table 2.1 Initials

Bilabial| [|Labio |||Alveolal||Retrofl |||Alveolo Velar
Palaal

- ﬂ ﬂ -palata

dental
Plosive b, p t.d g k
Nasa m n
Lateral I
approxi
mant
Affricate z,C zh,ch |j,q
Fricative f S sh, r X h
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Table 2.2Finals

Mono- [ u u
vowel a ia ua
finals 0 uo
e
é ie ue
er
Compound | ai uai
vowel ei u(e)i
finals ao lao
ou iou
finals with | an ian uan tan
Nasal sound| en in u(e)n un
ang iang uang
eng ing ueng or same same asong
asong
ong iong

Specific conditions for the use of finals are as follows:

1. :KHQ WKRILSHDWY DORQHT LWR U VH ZEi@sveatbng tda). |
2. :KHQ WKH ILYARDWRQ PUH QRW LQWURGXFH @riteh dsQ LW L

ALY pADY p\HY p\DRY p\RXT 1MOQRADILVT u\DQJIT up\LQJIT
22



3. :'KHQ WKH IWRQPROXIP® (DUH LQW UR G XMiryié DA HQ RUIL @MAMH. @ MW
HZDYT pZRY pZDYL pPZHLY DQBHIMWTUZHQYT pZDQJT

4, :KHQ WKH IUDIFRWOARMQuUDUH LQWUR G X FRingin Bre \@iRenLa® L W L D
AXT p\XH T DQ X0

5. :KHQ WKH IiRFROXRQUDUH LQW UjR GXFBI@HE W R®inie. DOV |
ZULWWMRT DIFEX i % XW LQWURGXIMHDQ®B JMKIHV LIDOH Z1U L W
IODIQ Q-

6. :KHQ WKH idWIQuRi® VD @& TuDUH LQWURGXFHG ERnPQareLQLWL
VLPSOLILHG L QVUR uff KDIQI® WPRRI LQ QiR Fehiaragte(Xinhua

Dictionary 1992:372 nJ X thg chaD F W#(Xinhua Dictionary 1992:156 D Q@Xi@ 1

WKH FK DY RikhvaHittipnary 1992:303

In addition to the use of initials and finals, the other feature which differentiates Chinese from
English is the tone system. One of the possiblesamgible reasons for using the tone system in
&KLQHVH FRXOG EH pWKDW WKH &KLQHVH &apptpilin@ey-4abd VvV Y H L
while English has about 12,000 (Chen 1998:2). For this reason, there may be more homophonic
words *(that is, wads with the same sound expressing different meanings), in Chinese than in
most other language¥yan & Gao 2002)Because of this, using tones to at least quadruple the
number of meanings of the same syllable helps the relatively small number of sytlatesey as

many various meanings as possible. For further information regarding pronunciation of initials and
finals using IPA as equivalences see Appendix 1.

In comparison with the southern Chinese dialect groups, the tone system of Mandarin is relatively
simple (Li & Thompson 1989:6). There are four tones in Mandarin Chinese with significant pitch
variations and one tone without pitch change. Li & ThompsonekpL QV ptHDFK WRQH FDQ

DV D UHODWLYH FRQWUDVWLYH SLWFK SDWWHU BAyMRFLDWF
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the variation of pitch, which can rise, fall, or remain at the same level. The tone of a character has
the key role ofdiscriminating its meaning from other characters that have the same pronunciation
EXW D GLIITHUHQW WRQH )RU H[DPSOH GHSHQGLQJ R& ZKLF

syllable in Chinese, it can be used to indicate many meanings. With t}heViftwW RQH )&W FDQ
PHDQLQJ pRifhwWaKDittibfiary 1992:308 ZLWK WKH VHFRQG@® WRIBBIQ LW
M Q X P E QXInh¥vaf Dictionary 1992:309 ZLWK WKH WKLUG /WRQMHHDIQWK QB D
1 K R Xt & Dictionary 1992:310 with the fourth toneL W FDQTEHHDPQL QJIXjnkiaHD U

Dictionary 1992:311 DQG ZLWK WKH ILAIKZWIRRXKHLVLW FRQULHWHU XV

sentence to turn a statement to a questiinhfua Dictionary 1992:31)1 There are five distinct

tones in MandarirChinese pronunciation which can be seen in Table 3. The pitch remains level in
the first tone and the fifth tone, so the difference between these two tones is that the first tone is
stressed while the fifth tone is unstress€de pitch changes of thesenes are demonstrated in
detail in figure 2.1 Pitch movement with ordered number for easy memorizing. As mentioned
earlier, the pitch remains level for both first tone and the fifth tone, so the fifth tone is not shown in

the figure below.

Figure 2.1 Pith movementyYuan & Gao 2002)
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7DNH WKH IRXUnAYRQ BV REOHKAHQWLRQHG DERYHOBD YV PIRQVK HIP ¢
VWD\V KLJK DQG OHYHO DV WKH UHd DQXREQWKRZ W VWDKINV V HZ
tone, then rises to th& RS OLNH WKH JUHHQ DUURY% IRPRWREYVFRMKWHDWC(E

movement that begins at low pitch with dip to the bottom then rises toward the top, as the purple

DUURZ GLUHFWYV /AWKH/ZRBRUWEKHVRQW PW W K Hplvoeven © Ltha FK W I

bottom like the blue arrow points. If we set the pitch level from low to high as 1 to 5, the

explanation of these tones is summarize@able 2.3 Tones.

Table 2.3 Tones

Tone | Tone mark | Description Pitch Example
change
1st Macrong @ | High and level 5-5 P—
2" Acute accer)| Start with medium tone, then rises to { 3-5 ma
— top, i.e. What?
3 Caron R Starts low with dip to the bottom thg 2-1-4 Pe

rises toward the top

4" Grave accevI\ Starts at the top then falls sharply g 5-1 ma

~

strongly to, i.e. Stop!

50 No mark Flat, with no emphasis No change | ma

Because of the pitch variations in Chinese language, the constant pitch changes could create a
melodylike substance in speech. ttme absence of a similar tonal system in English, this might be
new to English speakers. For example, when one is greeting with the most common Chinese phrase

WV (nin, the second tonep (hao WKH WKLUG WRQH § ZKRVH HTXL&DOHQI
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polite sense), one needs to start from the middle pitch (3) and rise up to the high level (5) to
articulate the first character on the second tone and lower the pitch straight away to the low position
(2) with a rapid drop to the bottom (1) to start #eeond character on the third tone and finish with
rising up to the pitch (4) which is slightly lower than the position at the end of the previous second
tone character. So even a tefoaracter greeting requires a severabagdown pitch changes. This

is important for the analyses | present in later chapters, particularly with regard to understanding the
sound symbolic associations which ancient poets attempted to incorporate into their poetry writing,

using certain phonetic arrangements.

Commonly, thedne marks are placed above the finals in a syllable. Nevertheless, in practice, there
are some descriptive rules regarding their usage.
1. IfthereisthesingktYRZHO a1 Q@QQODuUW\OODEOH WKH WRQH PDUN ZR
2. If there are two singleoZHO | LeJDDABGULQ VIOODEOHYVY WKH WRQH PLC
above any one of them. They would not occur in the same syllable.
3. If there are three singlf RZHO | CDIOW/RY £tQ D VIOODEOH WKH WRQ
placed on the second sieglowel final. The tone mark would be placed above any of these

three single vowel finals if they occur alone in a syllable.

What | have explained above regarding the Chinese phonetic system is intended as a brief guide for
nonnative readers to gain senunderstanding of the phonetic system of Chinese language. This
will be of help when reading the later sections wherever Chinese characters are involved. As
mentioned earlier, Chinese is not an alphabetic language, and its writing system is not rékated to
sound. The next section will briefly demonstrate how Chinese characters are formed from a

historical point of view.
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2.2.2 Chinese writing system

Chinese characters are individually formed with various components and these are different from
EngishOHWWHUV RU JUDSKHPHV $V /LX FRPPHQWYV pLW LV JHQ
characters instead of an alphabet feature which is the ultimate source of many of the
FKDUDFWHULVWLFV Rl &KLQHVH SRHWU \that many ancigén) GhWwdséi U R |
poems were neatly written as a fixed format with three, four, five or seven characters per line
because each character takes the same space. Similar to the ancient Egyptian hieroglyphics (westerr
pictograms), Chinese is a languageich uses pictograms. This means the meaning of a pictogram

is related to its pictorial resemblance to a physical object. For instance, the ancient Chinese

FKDUDFWHU IRU ‘BQ PN AKLOYRRINQVDOLNH D VLPSOH GUDZLQJ

YHUVLRQ RI WKLV FEKDWHIORRASHHWG WV RIP WKH LFRQLF LPDJH +RZ

small part of Chinese characters and there are other methods of forming them. Compared with the
formation of English words which are made up by combining any of 26 letters, Chinese characters
are more complex in terms of graphological formation than English. A brief introduction of the
formation of Chinese characters will be a useful foundation dtoviing discussions. In this
section, in order to offer Englisspeaking readers a handy way to be aware of the sound of Chinese

characters, they are all marked with Pinyin.

Chinese characters are written in the shape of a square, thus they are al€p Khdiv p-ghaped U H
FKDUDFWHUVY =KDQJ (DFK FKDUDFWHU FRQVLVWYV RI
lines as the fundamental components. Thus the visual impression of Chinese characters to non
native speakers can be simple or intricatages. Since readers who have little or no knowledge of
Chinese read Chinese characters as individual pictures, it will be beneficial to explain the Chinese
etymology behind the formation of the Chinese characters from pictures. One of ti@aovell

featues of Chinese characters is that they are often a combination of pictograms and ideograms.
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Over the last three thousand years of history, the change of the written form of Chinese characters
had been owgoing. The earliest Chinese characters are theimtieers which are found engraved

on tortoise shells or animal bones and on ancient bronze objects. Throughout the process of
development of the character form, ancient complicated characters with many strokes are simplified
to the modern versions which arsed widely in China now. But because of this unique foundation

RI WKH ZULWWHQ IRUP RI &KLQHVH ODQJXDJH pPpWKHUH LV D
RXWVLGH VLQRORJLFDO FLUFOHVY QDPHO\ WKDW DQ@D &KLQI
1966:3). Pictograms and ideograms in Chinese characters are only a small number, as Zhang states.
HURXJKO\ RI WKH WRWDO &KLQHVH FKDUDFWHUVY 9

basic method of written Chinese and the foundatichahese characters.

According to Liu, there are six methods of forming characters. The term for all these methods is
HOQOWLWOHG DV Xy WKH IRXUWK WRQH VKX WKH ILUWW WRQI
PHDQLQJ pVLI[YT ;LQKXD®6)lindivateRtenidiadl number of methods , and the second
FKDUDFWHKLEK PHDQV MERRNY ;;LQKXD 'LFWLRQDU\ L C

MSULQFLSOHY LQ DQFLHQW &KLQHVH 7KH (QJOLVK HTXLYDOH
astUDQVODWHG E\ -DPHV /LX ZKR VWDWHV WKDW WKLV pwWu

SULQFLSOHV NQRZQ DV /LX 6KXT B7KH [LDQW WZXKRI SEKQF
[LQJ WKH VHFRQG WRQH JL WKH IRXURKFPWR QW 17 FZRUF B FRH
77 JKL WKH WKLUG WRQH VKL WKH IRXUWK WRQ$HOODDWRH

FKDUDFWHUV =KDQJ =KDQJ FRPPHQWY RQ WKH ILUVW
scripts are simple drawings regenting people or objects referred to. They are derived from
pictures of natural phenomena, people, human features, animals, plants and tools of production or

LQVWUXPHQWY IRU GDLO\ XVH WKDW DUH HDV\ WR GU®ZYT =K
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WKDW WKH FKDUDFWHU PHDQLQJ pPRXWRX XMKHWWKOQUGLWRAJ

from a circle, the pictorial resemblance of the object an open mouth. (Xinhua Dictionary 1992:210).

The second traditional type of Chinese charactgrs» 7 § DUH WKRVH VLQJOH FKD
abstract meanings are expressed by the combination of their strokes (Zhang 2007:120). Zhang
further classifies them into two st/ \SHY puRQH W\SH RI WKHP LV SXUHO\ V)
Is of pictographic scrigvV ZLWK DQ H[SODQDWRU\ V\PEROY =KDQJ
of the first subW\SH V\PEROBPQRYBO®RU\ FKDUDFWHUVY DUH WKH
HRQHY pPWZRYT DQG PWKUHHY ZKLBK\DUW KH Ll WNHQLOR Q&K N &P
; LQKXD 'LFWLRQDUY HU WKH IRXUWK WRQH § PHDQLQJ pW
D@ GWDQ WKH ILUVW WRQH 1 PHDQLQJ PWKUHHYT ;LQ
observed with no difficulty that it is symbolic that thabeee Chinese characters represent the

QXPEHUV pRQHYT WR pWKUHHY ZLWK WKH QXPEHWWIHKRWKR

SLFWRJUDSKLF VFULSW ZLWK DQ H[SODQDWRU\ VIPEROY WK
RI WKH FKOQUBRWMWWEKH IRXUWK WRQH § ZKLFK PHDQV PEODGHT
FKDUDFWHU LV GHULYHG IURP WKHGEDR/ LW KSH AFIMRJW DB RQH MKI
(Xinhua Dictionary 1992:83) which derives from a simple drawing of a cleAvieng dot is added

across the leftalling stroke (0 : 3), which indicates the specific position where blade is on a

cleaver.

On top of these two, the other four principles are demonstrated with some examples. The Third

SULQFLSOHLAQ BXHBWHKWK WRQH \L WKH IRXUWK WRQH RU

(Liu 1966:4). The idea of this principle is that two or more basic single characters form a new
compound character which indicated the meaning derived from the basic meanings of these single

cKDUDFWHUV DV FRPSRQHQWY 7KH VLQJOH FKDUDFWHUYV F
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,GHRJUDP , RU DQRWKHU &RPSRVLWH ,GHRJUDP & T /LX
IRUPDWLRQ DV p&RPSRVLWH ,GHRJUDPVT DN HYVBRBLHWMaR WK
VHFRQG WRQH § ZKLFK PHDQV puPDQY ;LQKXD 'LFWLRQDU\
H6LPSOH 3LFWRJUDRVIWWEE AKIOWDIHFRQG WRQH § PHDQLQJ
DQG WKH EKIDUthdFRWHIUNK WRQH § PHDQLQJ pVWUHQJYV
1992:278). Forming these two characters graphologically into one combines their semantic
LQGLFDWIHRQWKBRPROH LQ &KLQHVH LV DVVRFLDWHG ZLWK \

Based on this fonation, Liu summarizes some possible formulation of this principle of Chinese
FKDUDFWHU IRUPDWLRQ DV pé& 3 39 3, , .1 & 3 & &Y [/LX

MHBQGHUVWDQGLQJ WKH PHDQLQJY FKDUDFWe¢iuestY PDGH RI RQ

M6LPSOH 3LFWRJUDPT M6LPSOH 3LFWRJUDPY
M6LPSOH ,GHRJUDPY M6LPSOH ,GHRJUDPY
M6LPSOH ,GHRJUDPY M6LPSOH ,GHRJUDPY
M&RPSRVLWH ,GHRJUDPY M6LPSOH 3LFWRJUDPY

M&RPSRVLWH ,GHRJUDPY M&RPSRVLWH ,GHRJUDPY

7TKH IRXUWK JUDSKLF ®@.0F[ISHO HWIKWH ARDHOFRRHDG: W RQH  VKHQ.

H+DUPRQL]LQJ WKH VRXQGY $FFRUGLQJ WR /LX MWKLV SULQC
FRPSRQHQW SDUW RI DQRWKHU WR LQGLFDWH WKH VRXQG R
complicated than the others. This is because the two basic component characters contribute to
suggesting not just the meaning of the new formed character but also the sound. Liu names this type
DV D p&RPSRVLWH 3KRQRJUDPY DQG UHFRKDWWOHW HJKHDW ZIRS H
ZKLFK UHIHUV WR WKH VRXQG RI WKH QHZ FKDUDFWHU DQ
PHDQLQJ 3$V /LX FRPPHQWY uSKRQHWLFY UHIHUV WR WKH |
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FKDUDFWHU DQG pVLIJ@QUQBDQM K uVLIQWBQHWPWDQFH RI WKL

H ]JKRQJ WKH ILUVW WRQH 1 ZKLEK PHDQV pOR\DOW\{ :LQK
SDUWMIRQJ WKH ILUVW WRQH T PHDQV uPLGGO Kk, the. ilsK XD 'L F
WRQH § PHDQV pPKHDUWY ;LQKXD 'LEFWLRQDU\ %\ WKH

QRWLFH WKDW WKH VRXQG RI WKH p&RPWYR\GHQHV B KR Q RAIWDKR
SLFWRJUDPYT/AKDURRWHYHLQ VKD U Hh¥/dase, WU teres WiBHD aryLfem

FDVH WR FDVH 6R MKKIHWL LQIGILFDWWY WKDW pOR\DOW\ KDV

/LX $FFRUGLQJO\ WKH FKDUDFWHU PHDQLQJ pOR\DOV
ZLWK LWV ERPBROKWOMNM FKDUDFWHU DQG LW LV DVVRFLDWI
FKDUDFWHU PHDQLQJ pKHDUWY WR VXJIJHVW LWV LQGLFDWLF
represented as an N, Liu summarises the fourth principle in practice that an Ntscarfisa

HSKRQHWLFY DQG D pVLIQLILFDQWY LQ D ZzD\ WKDW ERWK uS
FDQ EH D p6LPSOH 3LFWRJUDPY RU p6LPSOH ,GHRJUDPY RL
principle, in fact, forms the majority of Chinese BWDFWHUV ZLWK WKH EDVLF
MLGHRJUDPY VLJQLI\LQJ WKH FRPPRQ REMHFWY RU HVVHQWL

are actually just the minority as mentioned earlier.

7KH ODVW WZR pu*UDSKLF AeszQuah,SHe Hity Hne, W, tHd fowvthtane) qu

HOXWXDOO\ GHILQLQMWA@TIDMEDVMARQ®EBLYUG WRQH MLH WKH |

7KHVH ODVW WZR SULQFLSOHV GHDO ZLWK WKH pH[WHQGHG
they do not generate mmewformed characters (Liu 1966:5). These two principles work in a very
complex way which relates to the actual usage of ancient Chinese, and an explanation involves
more demonstrations of the historical review of Chinese language. Additionally, teeme aew
characters that can be made from them. So it is therefore unnecessary to offer further illustration.

With regard to the fact that the last two principles are not original means of structuring Chinese
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characters, there are in total, then, only fewmdamental principles in the practice of forming
&KLQHVH FKDUDFWHUV WKHVH DUH p6LPSOH 3LFWRJUDPVY

H&RPSRVLWH 3KRQRJUDPVT

This brief section has aimed to explain the common categories and types of Chritese w
characters. The main focus of this study is on the Chinese language and the information in this
chapter serves to explicate some of the analytical commentaries offered in later chapters. So far,
both the phonetic and graphological aspects of thegski language have been briefly explained.

As a tonal language, the variation of tones in speech is not just a feature of Chinese in general but
also plays an important part in ancient Chinese poetry writing. In the following section, the general
ideas ofhow poetic phonetic features work in Chinese poetry writing and examples will be

explored.

2.3 Conclusion

As mentioned in 2.2.1 and 2.2.2, apart from using Latin alphabet transcriptions in Pinyin, Chinese
has no similarity with English in terms of phonetics and its writing system. So this chapter has
attempted to guide readers through a brief illustrationhef €hinese language. Following the
introduction of the Chinese phonetic system and writing system, | hope that readers with little or no
prior knowledge of Chinese should be in a position to follow the discussion of Chinese language
features in the analyal chapters. In the first half of the next chapter, | will focus on the review of
the translation development in China from a historical point of view and discuss how the translation
criticism has become subjective. | will also review the sinologicataliiee on the English
translation of ancient Chinese poetry by introducing the three translation proposition and briefly

demonstrate how stylistics can be incorporated with translation evaluation. For the other half of the
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Chapter 3, | will review the cogfive stylistic and linguistic stylistics theories which will be applied

in the later analyses.
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Chapter 3

Literature review

3.1 Introduction

The argument of this thesis centres on how to evaluate poetry translation from ancient Chinese to
English objectively, which is based on the presumption that current evaluation is not objective
enough (for example Gu 2010, Zhuo 2011, Xu 2003). In this chapter, | will review the historical
development of translation in both China and the West. For the fitstl pall briefly discuss the
history of translation from ancient time to the current stage including the ultimate dictum of
translation in China; and more importantly, | will explain how poetry translation criticism has been
subjective in China. The digssion of translation in this section serves the purpose of critically
revisiting protescientific aspects of translation studies that are still in use today from a historical
point of view. This means that the translation studies in China discussedr&xdog the aim of
application. | will also introduce the three mainstream translation propositions in the specific area of
translating ancient Chinese poetry into English and how linguistics has influenced the translation
study. For the second part of tlukapter, | will review the cognitive linguistic theory figure and
ground and the linguistic stylistic theory foregrounding. These two theories will be used as the
foundation of the analytical frame for the analyses in this research. My own Englishtivassiae

used in this chapter for the Chinese quotations.
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3.2 A review of translation study in China

This section aims to reveal the historical development of translation in China and the possible
reasons for subjective judgements. Introduced in chrge@border dated from the very beginning

of translation occurrences to recent study, it will include the introduction of translation events in
ancient times and early modern stage. Following that, | will introduce the initiation of literary
translation ad poetry translation. In these two sections, the historical review of how poetry
translation evaluation has become subjective will be discussed. Coming to the end, | will explain

the current situation of translation evaluation in China.

3.2.1 Early trandation

Translation in China can be traced back nearly 4000 years. Although it has experienced many stages
of changes and establishments through the civilization in the last few thousand years, there is still
some impact on current translation from theywaot of the ancient translation events. Thus, it will

be beneficial to briefly introduce what happened regarding historical translation issues in China a

long time ago.

The earliest translation event in ancient China appeared as early as the first helotism dynasty, when
the Xia Dynasty (2070BQ600BC) started (Chen 2011:1). Over the period of the Xia Dynasty,
when emissaries travelled to pay tribute to the Xia emperesuprably translation was involved

for the simple sake of communication (The Chinese language was first unified in the Qin Dynasty
221BC to 206 BC). It is said that because Confucius, the most influential philosopher of the Spring
and Autumn period (770 B@ 221) of Chinese history, saw translation as unimportant, there are
only three peaks of intensive translation periods in the thousands years of history in China (Chen

7DQ 1 +RZHYHU LQIOXHQWLDO QRWLRGMhRE UHFH
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MIDLWKIXOQHVVY ZKLFK PHDQV WUXWKIXOO\ WUDQVIHU VRXI

traced back from these ancient translation events.

At the late stage of the East Han Dynasty-22B), translating sutra (a text in Hinduison
Buddhism) to ancient Chinese became popular which set off the first peak of translation events in
China (Zhi 224). During this period, the earliest translation theory was mentioned by translator
BV(Zhi Qian) and more progressive translation guidance dexeloped by the renowned mohk

" (Xuan Zang). Zhi Qian devoted himself to the translation of the Buddhist sutra over the 30 years
of his career. The earliest article that includes a statement regarding translation theory by him is the
preface of the sta collection entitledE # 4y E (Preface of Fajue Sutra) (Zhi & Luo 1984: 26).
Across the period of the sutra translation in ancient China, there are two main translation
SURSRVLWLRORXY ZXOFHKOLQGLFDWH WKH DSSURDFK fREZMuRYHUL
VXJIJHVWYV WKH PHDQV Rl pGHWDLOHG WUDQVODWLRQY &KH
proposition of overall translation means to transfer the overall meanings of the source text and
express them in an easy way for readers of the targatdgego follow. In contrast, translations by
GHWDLOHG SURSRVLWLRQ OBHOXMUSWEKLFKIJQLWIFDRGEB\RRHDQ
which indicates the importance of duplicating details of the original text to translations. At the end
of this sutradranslation peak, different versions of translations became available for criticism and
translators started becoming aware of the issue of translation quality. For instance, trefislator

(Dao An), who was also a monk, doubts whether translated sutrstlafi@ enough to the original

ones. In the Tang Dynasty (6987), the eminent monK =~ (Zang Xuan) made progress on
translation and his sutra translation was seen as the highest quality at that time (Chen 2011:9). Zang
Xuan made the journey to India areturned with more than 650 collections of sutra scriptures, and

he spent nearly twenty years translating sutra to ancient Chinese. In order to make sure his

translation was as faithful as possible to the original, Zan Xuan even set up a procedure for
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traQVODWLRQ DV EKOW<KH&EKDQOHGUWDQVODWLRQ %XUHDX ZKL

team first started serving the event of sutras translations from the East Han Dyn&0)(Zbhe
Translation Bureau allocated 11 steps in a specific oodengure faithfulness and readability of the
translated texts (Xuan 1937:16). From his translation propositions, around the end of the first

translation peak, faithfulness first became an important factor regarding translation in China.

The second peakf eranslation started from the beginning of the 17th century to the middle of the
18th century, and this translation trend was triggered by the frequent visits of Catholic missionaries
WR &KLQD &KHQ 7KH PDMRULW\ R latdhK Hre Zhd \BiMdéHdnd®) P LV
other religious books and the translations themselves served the purpose of Catholic propaganda.
Most translations relied on the interpretations of those western missionaries who had acquired very
basic Chinese and which were theanscribed into Chinese by Chinese native speakers. The
mission of these translations of Catholic doctrine was to spread the word about Catholicism and the
progress of translation study was not a priority, so no significant progress in translationanthgory

made until later. Towards the end of this pe@kB’ ® (Xianggian Wei) concluded his translation

propositions iNE4%.$5B8% £Talk of Translation from Chinese to Manchu). He states:

[PBC 3" "65E ] ?E%/EIEN2)DEP}ZE=I=yE=ND=BE=5 ?

E6<$5 240 EF2 f] <A

7R GR uTXDOdanWong néeddDi@und@eiand the original thoroughly then express its
spirit in the target keeping the same style of the original. Do not add or omit content

randomly. Do not rearrange the structure of the original.)

(Wei 1740:53)
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This article explicitly listed items, such as thorough understanding of the source text and keeping
the same style in the target text, that need to remmatranslation for the sake of faithfulness.
&RPSDULQJ ;LDQJTLDQ :HLTV WUDQVODWLRQ SURSRVLWLRQV
guide of translation is faithfulness but the focus has been extended from just keeping content
transferred to the tget faithfully from the original to keeping the style and grammatical structure

of the target faithful to the original.

Echoing the previous notion of faithfulness which appeared in the first translation peak, Xianggian
"HLYV WUDQYVODW L RghersUlReSiRpottaide Rof beingy/ Githful to the original in

translations. In 1724, for political reasons, Emperor Yongzheyq ), banned Catholics and shut

ancient China from the outside world (Chen 2011:56). This then prevented communication between

Chinaand the West, and consequentially, translation study stopped for nearly a century.

3.2.2 Early modern translation history

In 1840, with breakout of the three subsequent Opium Wars between the United Kingdom and Qing
Dynasty (16441911) over their conftiting viewpoints on diplomatic relations, trade, and the
administration of justice, China was forced to gradually open its doors to the world (Mou 1982).
Responding to the situation, the Qing Dynasty witnessed a flood of various western inspirations into
this archaic Asian country. Many patriots were keen on seeking the help of western advanced
achievements with the hope of saving the Qing Dynasty. The third translation peak was initiated at

this point and translation thus became very important in China1989:1). 3 r8U (Guifen Feng)

who was keen on reforming China with western thoughts around the late Qing Dynasty promoted
translation as the key approach to learn from the advanced West (Chen Z)1:58e SeH
strengthening Movement (18@B95) initiatel various communications and cooperations between

the Qing Dynasty and the West. Even though it failed in its objectives of retaining the dying feudal
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society in China and strengthening the power by developing industries in the end, it created a surge
of interest in learning from the West and some Chinese elites had the opportunity to study foreign
languagesPae * (Jianzhong Ma) is one of them (Chen 2011:70). Born in a Chinese Catholic
family, Ma was gifted in language and studied French and Latin in timel-@atholic College of

St. Ignace in Shanghai. He became one of the very few Chinese translators who could speak
western languages at that time. As a translator, he wrote an article after China lost the Sino
Japanese War of 1894 entitled A76+B —L’APE u3 U BIS&® Founding a Translation
&ROOHJIHY ZKLFK ZDV VHHQ DV WKH YRLFH RI KLV HWKRV WF

LQWURGXFHG KLV WUDQV®DW PRIQQILORSRVXWAQRW\ DVYRQV OD

Following previous translation notis, he believed that faithfulness should be the major concern of

the translator. He states:

[6<>E7-1565p C{LUE>?0]- 2A I B A
(After translating, readers in the target language should feel the same as readers in the original

language do. This can be certifiasl quality translation)

(Ma 1894:72)

This is to say that the translation should be faithful to the original in all aspects, miglt not be
SRVVLEOH GXH WR WKH OLQJXLVWLF DQG FXOWXUDO GLIIHUE
the notion of faithfulness from the previous translators, but the progress he made is that the focus of
faithfulness is extended to includ®w readers in the target language respond. His translation
proposition brought out a century ago shares very similar core notions with the modern translation

theory of Functional Equivalence (Nida 1969, Tan 1999)
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Around the end of the 19th century, fiivst set of translation criteria was brought out by= (Fu

<DQ ZKR LV WKXV PDUNHG DV WKH ILUVW WUDQVODWLRQ W
2007:78). Fu Yan was born in Fujian. He went to Fujian Arsenal Academy and studied English and
navigdion. In 1877, he was sent to the Navy Academy in Greenwich for two years. This period of
study in Britain improved his translation skills greatly and also had enormous impact on the birth of
his future translation proposition. As a patriot, losing theoSapanese War of 1894 shocked him

and he was massively convinced that the only way to save China was to learn from the West. In

1897, he published his translation of Evolution and Ethics which was enftl¢@DAE (Chen

2000:108). In the preface, he states first set of systematic translation criteria on translation:

B »9LTE AETALGA
(There are three difficulties in translation, faithfulness, expressiveness and elegance)

(Chen 2011:84).

2QFH SXEOLVKHG WKHVH pWKUHH GLIILFXOWLHVY DUH ZLGH
of translation ove a century and appreciated by readers as quality translation criteria (Zhou
7KH WKUHH GLIILFXOWLHY LQ WUDQVODWLRQ DUH VF
comes to the top priority among the three standards. This conforms to thierteadiriority in
translation that previous translators held in China historically. In the broad sense, the process of
translation is to make information in a foreign language understood by people who do not speak it,

and the top priority is to ensure thiae information is transferred faithfully.

7KH VHFRQG ¥EWD@GCIUH/ YNYIHQHVYV ZKLFK GHDOV ZLWK WKH

the target language. For Fu Yan, when a translation is faithful to its original, how readable it is

would be he next priority. The efficiency of understanding the translated information depends upon

40



the readability of the translation. The standard of expressiveness is also connected to the standard of

faithfulness. He states:

N® . =ETE<-B (6 =B *EIETJ9A
(A faithful trarslation without being expressive is like the work being translated but does not
do the job of translation. So expressiveness is prior.)

(Yan 1897:24)

This is to say when target readers read a translation with many hitches and bizarre expressions
which might confuse them, no matter how faithful the translation is it cannot be categorized as a

quality translation unless it is meantd®@ate the effect of odd expressions existing in the original.

7KH WKLUG VONDEBOHBUMQEFWH u ,Q &KLQHVH WKH OLLEVCERHOD

MSOHDVDQWY uVW\IOLVKY DQG HMQREOHY $GKHULQ»ksW&R WKH
interpretation of this standard is that translations should be pleasant. It is a stylistic issue since it
FRQFHUQV UHJLVWHU WKDW UHIHUV puD YDULHW\ RI ODQJ>

2001:337).

In the preface where Fu Yan proposedHthy W KUHH GLIILFXOWLHVY KH FRPPH
relationship between the last standard of elegance and the first two of faithfulness and

expressiveness. Fu Yan states

u Ei6<FE'r!DLGA
(elegance can be considered after reaching the standards aflfi@isisfand expressiveness)

(Ma 2006:45)
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3ODFHG DW WKH HQG LW LPSOLHV WKH VWDQ &Drangat®h. pHOH.
However, the least important standard is ambiguous. The argument mainly concerns the unclear
definition of the elegance standard in translation criticism. Applying these three standards to
translation criticism, the third standard of elegais vaguer compared with the first two as it lacks
relatively specific criteria to test. For instance, faithfulness can be checked, to some extent, by
testing the equivalences from various linguistic levels, and it is also possible to examine the
smootmess of translations from the point of how a translation is written according to the
convention of the target language. But the judgment of whether a translation is pleasant is
subjective as it depends upon personal interpretation of pleasantness. @metheand, Fu Yan
himself gave no detailed demonstrations regarding applying this standard to translation practices but
exemplified with his own translations. With the standard of Elegance, Fu Yan maintained that the
vocabulary and syntax existing prior tbe Han Dynasty should be used in translation. This
principle was widely criticized by translators. But, from a historical point of view, this principle had

its own advantages and attracted many conservative government officials to read the translation
work through which many democratic and scientific ideas were penetrated into their mind. So Yan
believes the archaic writing style works best to translate the western emerging subjects into

HHOHJDQWY &KLQHVH &KHQ VXJJHV WD DWKIDRAQ W IORV VWMCKWDIW WV IUF

T PHDQLQJ pnOLWHUDWL LQ IHXGDO VRFLHW\Y ZKR ZHUH HGXF
VSHFLILF WUDQVODWLRQ HYHQW )X <DQYV PHOHJDQWY WUDC
expectations and supgpdhe readability of the translations to some extent. However, the standard of
elegance would be judged differently when the target reader changes. Translators who do not prefer
translation in ancient Classic Chinese would argue that their translatighsmot conform to being
HHOHJIJDQWY EXW VWLOO FRXOG EH TXDOLILHG DV EHLQJ IDLW
Fu Yan might be achieved by using the ancient Chinese writing style but this definition is limited to

fit in a particular perid of time and applicable for some translations but not all. Therefore, it is not
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surprising the arguments regarding the third standard of elegance never come to an end.
Additionally, because Fu Yan made no adequate comments on whether this is the only
inteUSUHWDWLRQ RI WKH VWDQGDUG RI pHOHJDQFHY RU QRW

of room for other interpretations.

'"HVSLWH WKH DPELJXLW\ RI phHOHJDQW WUDQVODWLRQY )X <
LQ &KL Q ation higtorp&Ep iaas great impact for the development of translation in China (Ma
2006:44). Since then, this concept has been used as the standard for translation practices and
translation criticism. Undoubtedly, faithfulness, which is seen as the fifisulty and the most
LPSRUWDQW IDFWRU LQ )X <DQfV WUDQVODWLRQ SURSRVLWL

field of translation in China.

3.2.3 Literary translation

In the past, the peaks of intensive translation cover from religious matters, such as sutra translation
and Catholic propaganda, to learning from the west for the sake of strengthening China. Around the

beginning of the 20th centuryC41 (Shu Lin) (18521924) made a start on literary translation.

Similarly to Fu Yan, Shu Lin preferred the ancient Chinese writing style in translation and was also
an expert in ancient Chinese literature (Lin 1909.1 He believed that introducing foreign
literature to Chiness&) HDGHUV ZRXOG EH RI VRPH XVH WR FLYLOL]H &K
being able to read literary works in the original language, Shu Lin managed to translate many world
classics based on interpretations by those who were fluent in both foregyrad¢ges and Chinese.

His literary translations cover a wide range of authors from America, Britain, France, Spain,
Greece, and Japan with the significant outcome of more than ten million words in total (Chen
2011:96). Following this start of literary trslation, many authors devoted themselves to translating
foreign literature into Chines®+EdXun Lu), one of the most influential authors of the first half of
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the 20th century in China, was also a strong believer of introducing foreign literature to make
progress on the process of civilization in China at that time. Xun Lu worked individually and

cooperated with his brothef E € (Zuoren Zhuo) on translation, and their translation covers a
great variety from European to Japanese literary works. The ultimatgypof translation was still
faithfulness but the contribution they made was to point out a method for translation practice (Chen
'XQ /X DQG =XRUHQ =KXR LQVLVWHG RGBMKRHDQRQYV O
HOLWHUDO WU D Qks@dDméakeRréaflerd KnLtRK talet language aware of the original
OLQJXLVWLF IHDWXUHV VXFK DV OH[LFDO RU VIQWDFWLF WU|
explicitly used by them (Chen 2011:147). The main distinction over the time raf tsaihslation
regarding translation propositions (mentioned in the section of the early translation event) is the two
RSSRVLQJ SURSRKVIGWMMNRQ\O RG pWEOXD QR OIDWILR@ WIUP® VODWLRQ
3.1 Translation Propositions in Ching HULYLQJ IURP WKDW SBPRAY HHD RISGR\
HOLEHUDO RU SDUDSKUDVLQJ WUDQVODWLRQY DSSHDUHG V
translation propositions. Later, translat®&. (Dun Mao) and 08a (Chunfang Jiang) clarified
that what Lu Xu KDG SUHVHQWHG DV OLWHUB O WEBRQUYVBDBDW LWVRQD QK
other word, termZLVH,B Y OLWHUDO WUDQVOIBWL R@L EHWU RG SRV E® UA

WUDQVODWLRAQ EXW LQ GHSWK ;XQ /XfV uOLWHUDO WUDC
translation (Chen 2011:241). Since then, the new pair has become popularly applied in translation

practice.

Table 3.1 Transhtion Propositions in China

Time Translation propositions

Sutratranslation time X VXJIHVWLQJ RYHUDOO WU
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(25-1000AD) VS.

kT VXIJIHVWLQJ GHWDLOHG V

Modern literary translation time peB 1 VXJIHVWLQJ eéhLWHUDO W

20" century VS,

wB 1 VXJIJHVWLQJ OLEHUDO W

After A F @ upu0OD\ )RXUWK ORYHPHQWTY LQ WKH QHZ WKRXJ

awakened some scholars who were keen on making their voice heard via the channel of literature.

$W WKH EHJLQQLQJ RI D O1-VPH U DW X UW HARFW N WK H QA GW 6
found. As the first organization focusing on promoting new literature, the Literature Study Society
aimed to introduce worldwide literature to readers in China. The founders of the Literature Study
Society include Zuoren gL, who has mentioned earlier, a8d_Jp (Zhenduo Zheng). Since the
outbreak of the a - FF O HIHZ &XOWXUH ORYHPHQWY &KLQH
appreciation had improved greatly and some of them started questioning the possibility of
duplicating the aesttic characteristics of the original literature in translations (Chen 2011G84).

_Jp (Zhengduo Zheng) made some of the earliest comments on literary translation. Facing doubt

as to whether literary works could be translated, Zheng confirmed

AjO-—— _5)°7-0 6+B, E= [p[9 ?M7-0% ", +al-0+ B
GUM Ea_[-,82_,5% 16, 0+=%B -] (I believe that literary
works are absolutely translatable, not only the meaning can be duplicated but also the beauty

of the original aesthetics can be transferred to the translation)

(Zheng 1921:43)
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To support his point, Zheng explains that the emotions and aesthetic appreciations are universal
among all races as human beingsetiin Chen 2011:185). The only differences lie in the various
linguistic forms in which these feelings are described. He further explains, for instance, if an
English poem by Byron written in a sad tone is translated into Chinese, it is very possible for
Chinese readers to be inspired with the appreciation of the sad feeling created by his poetic words
EHFDXVH WKH pHPRWLRQVY DUH pXQLYHUVDOY PHQWLRQHG
literary translation at that time and it formed the backbohehe new born trend of literary
translation study. However, there is no concrete guidance regarding the feasibility of translation

DSDUW IURP WKH WZR RSSRVLWH WUDQVODWLRQ SURSRVLWL

3.2.4 Poetry trangation

Along with the development of literary translation, poetry translation, in particular, had begun to
attract attention with the evolution of literary translation around the beginning of the 20th century.
At that time, the principal arguments of pgetranslation centred on two main points: whether it is
possible to translate poetry and how to translate poetry (Ma 2006:122). As the first translator to

introduce English poems to Chirg§ ,!° (Manshu Su) translated and published an anthology of

the BritiVK SRHW %\URQYfV SRHPV LQ &KHQ 7KLV LV
WUDQVODWLRQ LQ &KLQD $SDUW IURP WKH DQWKRORJ\ RI %'
Les Misérables by Victor Hugo and other poems from known poetg iw#st. Coincidentally, the

first 30 years of the 20th century did not only witness the initiation of poetry translation from
western languages to Chinese but also a growing fashion for ancient Chinese poems being
translated and introduced to the West. Egample, the first English translation anthology of
ancient Chinese poem Cathay by Ezra Pound was published in 1915 (1915). Other anthologies
appeared around that time including Gem from Chinese Verse by W. J. BairbBledtsher
published in 1918(citecth Zhu 2009:89), Chinese Lyrics by J. Whitall in 1918 and Lotus and
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Chrysanthemum by J.L French in 1928. To some extent, the feasibility of poetry translation is

proved by the evidences of practices and publications.

As an early poetry translatog8 $5 (Ziging Zhu) thinks it is likely that when a poem is translated

to another language the literary appreciation of the translation might be lost to some extent. Being a
poet himself, he believes that, despite the inevitable losses over translation, whatiohsoeah do

IS to create something new in the target language. He states,

BB )%IE 6+B xv)%4B @, B@OE?f [i?3EalCCOVKEA

AD=v?3E3SF 5 A a4, B OEa,B fEa,  ?Ea,’LAB

T 7 UDQVODWHG SRHPV DUH WUDQVODWLRQV RI WKH RULJL
not only emich the artistic conception creatively, but also offer target readers the experiences

of new sensations of language, new poetic styles, new syntactic structures and new

metaphors)

(Zhu 1947:14)

7KH QHZQHVYV RI =KXV WUDQVODWLRQ SURSRVLWLRQ LV WR
poetry writing in the target language by importing foreign poetic features. This natjires later

translators such a&€$: & (Yunchong Xu) around the end of 20th century and he takes it further to

claim that translated poems can even be more aesthetically valuable than the originals (Ma 2006:38

, ZLOO GLVFXVV ;XT1V \Withergnserowd. &R Q SURSRVLWLRQ

Around the 1920s some poetry translations were made with a literary approach which resulted in
what95-. 'XQ ODR F&BOPOHEHRPQLQJ pGHDG WUDQVODWLRQYT &KHQ
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a method whereby the original syntactitusture is identically copied over to the translation
without consideration of the linguistic differences in the target language at all. In contrast, Mao

suggested the appropriate method of translating poetry should®e{[(liberal translation) (Mao

1922 QS $V RSSRVHG WR WKH pGHDG WUDQVODWLRQY WKH O
or deleting of the original content in order to ensure the readability of the translation but also
PD[LPL]LQJ WKH FKDQFHV RI UHEVMIb&It pilit) BydPaly ckdosidteO H G
most appropriate lexical or syntactic expressions in the target language with adequate readability
ODR QS :KDW LV QHZ KHUH LV WKDW WKH FRQFHSW RI p
poetry translabn. But Mao offered little specific explanation on whatthek® OOHG upSRHWLF

and how it can be applied practically in evaluating translation.

Another poeG "U9 (Moruo Guo) was also a strong believer in thsEB® OOHG FRQFHSW R
VSLUQWYUDQVODWLRQ SUDFWLFH *XR SApAN¥A QW NVNFKLNHWE QD Qi

DSSURDFK RI FKDUP WUDQVODWLRQ ZLWK SRHWLF VSLULWY
also difficult to define; however, the progress Moruo Guo madthe proposal of some more
specific aspects than the general literary translation or liberal translation which translators Xun Lu
VHH /ILWHUDU\ WUDQVODWLRQ DQG 'XQ ODR KHOG SUH
WUDQVODWLRQYT wWiktesUirl oetalH consiKieradioh: N.Jinatching forms, 2.)faithful
contents and 3.)charm of the original (Chen 2011:218). The first two seem straightforward in
practice if one can present target text in a similar form to the source text and keep theotranslat
faithful to the original content. The third aspect is difficult to follow as a criterion because the
definition of being charming varies from one reader to another. As the important part of Moruo
*XRIV WUDQVODWLRQ SURSRYV L tétryRi@ns|atida HyivesXrBEdvhHd- Wdreatd L Q ¢
poetic charm in the translation. As a poet himself, he suggested that translators should transplant

WKHPVHOYHYVY LQWR WKH RULJLQDO SRHWTTV pPLQGY DQG WKF
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target languagd +H VWIIBEHE Eu 7+ A@/MI9GE 7+ M9a@jA 1 :KHQ
WUDQVODWLQJ 6KHOOH\YY SRHPV WR &KLQHVH , QHHG WR EI|
7R VRPH H[WHQW WUDQVODWRUVY VXEMHFWLYH LQV
rational guideto the translations. However, when faithfulness is the top priority in translation, the
subjective interpretation along with many incidents of subjective creativeness might not be able to

transfer the source text into target text keeping the faithful atpnees.

,Q ORURX *XRfTV WUDQVODWLRQ SURSRVLWLRQV NHHSLQJ V

important. @ / n (Fangwu Chen), a literary critic, agrees with him and states

BB<-+_ 90/ -1B @11 %, 0y EEf6< jpB, B 2 0z0Z B E
pF & 3W?+4Ei B *e’5 [«AB B AF 07+, ‘E- B$F _
qgCa,” ‘& (Sufficient Condition) Although poetry translation is still translation which

transfers a text from one language to another, because the text is poetry, it is very important to
keep the translated text as being po€lhys is a necessary and icient condition)

(Chen & Luo, 1984:51)

It confirmed the importance of keeping the translated text as being poetic to match the original
literary characteristics. With his own poetry translation proposition, Fangwu Chen offered two
H[SHULPHQWDO P HW KREGA QIHTHOL\QW M([SUHVVLBHEAMN KRG |
1T PHDQLQJ p&RPSRVLWLRQ OHWKRGYT &KHQ % RWK WK
OHWKRG DLP WR UHVWRUH WKH pHPRWLRQYT RI WKH RULJLQDC
WKH WUDQVODWHG SRHPV SRHWLF thé/kédyHdHdOMg ddRwheiK the WK
duplication of content and form has been achieved. Under the priority of faithfulness, Cheng further

illustrates three specific aspects which translators need to consider in order to keep the translated
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poems still poetic. Thegre 1.) content, 2.) emotion and 3.) poetic form (Chen 2011:229). This is
VLPLODU WR WKH WKUHH DVSHFWV WKDW ORUXR *XR SUHVI
MHPRWLRQY $JDLQ WKH VWDQGDUG RI pHPRWLRMifiglinva OLNH

UDWKHU VXEMHFWLYH SRVLWLRQ $QG WKH FRQFHSW RI WKL

WR EH YDULDWLRQV RI 'X.€5,0 IpRIBA! ZRrRjRAdS8HbeEs VS L U L W

ITEpBC 3/ZN%65E]=_>gf=C L? E =E+_(EFA5 %B+65 0y OAA

" BB$ E_B+650&¥, ;TS E+X pFP @, 0/y O A T(Actually, the ssFDOOHG uSRH
VSLULWY LV QRW VRPHWKLQJ VLJQLILFDQW EXW othetHOLQJ)\
ZRUG WKH SRHWLF VSLULW LV WKH IHHOLQJV WKDW HFKR

(Zeng1928b:23)

7KH pIHHOLQJVY E\ =HQJ LV VLPLODU WR WKH FRQFHSW R
FRPPHQWY pOLWHUDU\ HPSDWK\ RU WKH VRdINdryRéadinigF D U L F
feel as real as genuine directly generated emotion. This is a result of the simulation (another sort of
SURMHFWLRQ WKDW UHDGHUV RIWHQ VHW XS ZKHQ WKH\ H(
When readers engage with literarpnks, such as a poem, they are influenced in a certain way by

the messages or emotions the poet sets up in the poem and, this reading experience would be more
than likely to invoke empathy with their own life experiences. If translations could managat® cr
similar empathy which readers in the original language experience for readers in the target

ODQJXDJH WKDW LV ZKDW ;XEDL =HQJ TXDOAQ&HY-BY WKH EH
,7070 [7>7)a % 1T WKDW LV WR IDLWKIXOO\ HI[B’odkbwas ta/eHV H 1THF

WUDQVODWLRQ =HQJ E 6R =HQJ EHOLHYHV WKDW WK
IHHOLQJVY LQ WUDQVODWLRQ LV D YDOLG FULWHULRQ RI
GHILQLWLRQ WKH LOQWIH®IRE RID WY DREG Rl HIBEHWLW Jf ZRUNV Rt
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scale where whether the reader in the target language can feel the same as the reader in the sourc
language would be the key. It appears that Chinese translators seem exclusively concerned with
evaluation without providing specific translation frameworks by which translators can make a

decision about how best to translate.

Lx? % (Xiying Chen) criticized the standard of Elegance introduced by Fu Yan as being not only

totally unnecessary but alsotrapplicable. He comments

B65XB —{}E=Af8 IXE;0Z70E=Aé LGE ETE_Q E_FJ E
_H5%E CXdE6<C [.,"76/70 (before starting translation, translator should
not set a standard as being elegant, expressive, archaic, modern, pleasant or simple. The

standard should be set accordiaghe style of the original)

(Ma 2006:46)

‘LWK WKH LQVSLUDWLRQ RI WKH SUHYLRXV QRWIORKXYYRI plRU

;L\LQJ &KHQ SUHVHQWHG KLV pWKUHH VLPLODULWLHVY DV

DUH/B?IE/LZ] f )RUP 6LPLODULW\ OHDQLQJ 6LPLODULW\ D

2011:265268). In order to demonstrate how a translattan be evaluated, Chen evolved these
three levels of similarities from human portraiture criticism. For instance, three portraits of the same
model are selected for criticism. First of all, portrait A might get recognized by audiences who are
not well acgainted with the model but not those who are familiar with the model. This is rated at
the bottom of the rank since the portrait just outlines the model roughly. Portrait B is good enough
WR EH UHFRJQL]J]HG HYHQ E\ WKH PR Gidnftvate @ Rghhést belkcalis®iGV E
barely shows the striking characteristic of the model. So portrait B is rated in the middle. Coming to
the last one, portrait C clearly expresses not only the characteristics of the model but also these
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subtle inconspicous personality traits that would be appreciated by both the professional critics and
even the model himself or herself. This portrait is thus rated as the best among these three. Chen
borrowed the portrait similarity rating concept to apply to poetrystagion criticism and named his

three levels of translation quality as Form Similarity, Meaning Similarity and Spirit Similarity
(Chen 2011:266). The translation reaching the level of Form Similarity is the least faithful and those

of Spirit Similarity the PRVW (FKRLQJ WKLV D ODWHU WUDQVDDWRU
L70~rQ  .JZ1_91° 00 r'Q 9 JRUP VLPLODULW\ LV WKH ORZHVW \

Is the highest standard) (2003:85). Xu does not only believe in the concept of Spirit Similariy, but

also biing up his own interpretation of poetry translation criticism (Ma 2006 11135.

,Q DSSO\LQJ WUDQVODWLRQ FULWLFLVP WKH ILUVW WZR OH
are relatively practical as they can both be tested on the basertaincdegrees of linguistic
HYLGHQFH %XW WKH WKLUG p6SLULW 6LPLODULW\Y PLIKW Q
IURP WKH FRQFHSW RI puSRHWLF VSLULWY 7KH VXEMHFWLYI
mysterious associations athed to the application make the standard of Spirit Similarity very
difficult to test for. Even Xiyin Chen himself sees it as a standard that can never be reached (Chen

S5HIDUGLQJ WKH LQDSSOLFDELOLW\ RI WKH pVSLULWY

6+B a26<8 h5 )AJI-~ 3/ZN% EOE9é*Gy?d,  y)A j69[é°

2o gfoy,” 3/ ZN% "hF7a=Tk?0,8 ™ ..9 32| Jj5#EF 95)7

GE9 32| “j5HJEOQ0Je=E+_ ()" (There must be disapprovals against those
WUDQVODWRUYVY ZKR ERDVW WKDW WKH\ KDYH RKhO&S WKH

because other XVW |IHHO D GLIIHUHQW pSRHWLF VSLULWY LQ
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VXEMHFWLYLW\ I WKH pOHDQLQJ 6LPLODULW\Y LV VHW I
VWDQGDUG EXW LI p6SLULW 6LPLODULW\Tativ¢ avitdBéspV FUL

(cited in Luo 1984b:41-213)

7TKH LQIOXHQWLDO WUDQVODWRUY EURXJKW RXW ERWK FRQF
highest priority in translation criticism, but there are no further explanations regarding the details on
application. So these criteria are persamadl subjective depending on various understandings of
MVSLULWY ,QFRUSRUDWLQJ VW\OLVWLFV LQWR WUDQVODWL
addressed with a set of reliable criteria, which is discussed in later chapters. Furthermore, later
translators not only leave the subjective standard of translation criticism unchanged, but also carried

it on and developed it further on the foundation of subjectivity.

,Q WKH PLGGOH RI WKH WK FHQWXU\ IROORahd @& thadyof SUHY
three similarities,pM* /HL )X FRQILUPHG WKH LPSRUWDQFH RI WKH
VD\LQX/GKAE E6+B Ay d+k0gEpr=X"1E6<X/Z/ f LQ WHUPV RI HI
criteria for translation should be the same as that for painting copy (Fu & Lub3B98As an
LQIOXHQWLDO DUW FULWLF DQG WUDQVODWRU KLV FRPPHQV
the previous point and prioritizes the Spirit Similarity as the ultimate standard for translation
criticism. His professional background art and excellence in translation practices made his
translation proposition very influential at that time. Moving to the 19883, — (Zhongshu Qian)
SUHVHQWHG D FREFHSWUOQDRHIKBUDY. QJ DUWLVWLF FRQFHSWLR

tranVODWLRQ ZRXOG EH WKRVH ZKR QRW RQO\ UHWDLQ WKH pu
trails of form restrictions caused by possible linguistic differences (Chen 201342311t was
VHHQ DV WKH GHYHORSPHQW RI| W(RIH&LEESI984L1B). Bihd2ha@gDLud W \ |

IXUWKHU H[SODLQV WKH HVVHQFH RI pWUDQVIHUULQJ DUWL
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ODQJXDJH ,W GLIIHUV IURP WKH WUDGLWLRQDO SULRULW\ R
to release theU RZQ DHVWKHWLFDO LGHRORJ\ LQ WUDQVODWLRQV
OLEHUDOLW\ SURSRVLWLRQ PHQWLRQHG HDUOLHU +RZHYHU
VSLULWISFDWRH G/ RWUDQVIHUULQJ DUW Luppoit fof saRdQdydtetdtic R Q

LQYHVWLIJDWLRQV IRU SURSHU DSSOLFDWLRQ /DWHU 0D SRL

ZZF4U *A8 :F4U 30 o 1CCS§A6+B =ae<- «B8 /ZN% A F 31y#1 (15% —, Aé
Ev_)5% 76I'N9E*$0,” A (Half a century ago (from 1930), known
WUDQVODWRUV GLVFXVVHG WKH GLFWXP RI 3SRHWLF VSLL

are related with aesthetics, but it seems there was no direct response on the standard of

beauty)

(Ma 2006:52)
So far, | have demonstrated the details of poetry translation developments in China around a century
ago. Table 3.2 (below) summavHVY WKH GLIITHUHQW WUDQVODWRUV DQG

poetry translation.

Table 3.2 Development of poetry translation in China

Translator Translation Propositions Subjective focus
Ziging Zhu Translation could enrich the target language
Dun Mao Liberal translation Spirit

JLUVW PHQWLRQHG pSRHWLF VSL

Morou Guo M7KH DSSURDFK RI FKDUP WUDQV\ Charm
Three key notes into consideration:

1. Matching forms,
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2. Faithful contents,

3. Charm of the source text

Fangwu Cheng | Poetry translation has to be poetic Emotion
Three key notes into consideration:
1. Content
2. Emotion

3. Poetic form

Xiying Chen HM7KUHH 6LPLODULWLHVY Spirit
1.Form Similarity
2. Meaning Similarity

3. Spirit Similarity

Lei Fu ReconfrmWKH LPSRUWDQFH RI uVSL| Spirit
Zhongshu Translation could be creation in the target language | Minimize form restriction
Qiang H7UDQVIHUULQJ DUWLVWLF FRQF| Spirit

Translation studies in China started from the sutra translation a long timarabthe dictum of
ILGHOLW\ p)DLWKIXOQHVVY KDV D ORQJ KLVWRU\ JRLQJ EDF
QRWLRQ Rl p(OHJDQFHY ODWHU WUDQVODWLRQ VWXG\ zZzDV D
artistic perfection. Thus the bitR1 WKH pVSLULWYT FULWLFLVP FRQFHSW ZD
IURP WKH WDEOH DERYH RQFH WKH QRWLRQ RI pSRHP VSLUL
poetry translation in China, it remained the focus of poetry translation criticism. Jdgwibe
LOQWDQJLEOH QRWLRQ RI pvSLULWY DV D FULWHULRQ LQ WUD
not surprising that translation criticism was subjective without any objective measurement for
justification. The domination of the mysteus substances embraced in the influential translation

SURSRVLWLRQV PDGH SRHWU\ WUDQVODWLRQ FUILWlFLVP UD

-—E fi,’ACAEé Jj k?0A0&€ ?,” 1 KLVWRULFDOO\ WKH OLWHUDU\ FU|I
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subjectivitybased...) (Wand@004:108).The lasting historical impact of subjective criticism on
translation results in little development regarding setting up relatively objective criticism on literary

translation.

3.2.5 The current state of translation study in China

After a long peiod of argument about the various aspects of translation, the current trend in China
IROORZV WKH KLVWRULFDO VWHS WKDW WKH XOWLPDWH W
VHHPLQJO\ QHZ WKHRULHV DUH DOO FOXD\OHVWVEG =XWD QUKH
JROORZLQJ WUDGLWLRQDO SRHWU\ WUDQVODWLRQ DSSURDF
the 1980s,HGy¢ =KRQJGH /LX SURSRVHG KLV WA DQVJQ)DW\RIXOH
Expressiveness and Closeness) (Liu 200Fiu 1991:32) andCB 2 (Yutang Lin), replaced the
VWDQGDUG RI H(OHJIJDQFHYT ZLWK u%HERWAASK @ K)LDL WK Q Q®
Expressiveness and Beauty). This modification aims to clarify the ambiguous standard of
M(OHJDQFHY ZLW Kt oVtKeHstdnttb8IQvDdthdtive style of the translation matches with
WKDW RI WKH RULJLQDO FORVHO\ HQRXJK 7KLV PLJKW EH VI
WKDW WKH pVWI\OHY RI D WH[W FDQ EH SURYHG ZLWKXWHOYH§GH
In terms of poetry translation criticism, this might suggest that it is possible to make objective
HYDOXDWLRQ DV IDU DV WKH VWDQGDUG RI pFORVHQHVVY LV
with Nida (1969) and Tan (1999) that lingtics is one of the essential approaches of translation
study (Liu 2007:52). Based on linguistic descriptions, it might be possible to apply the standard of
MFORVHQHVVY ZLWK V\VWHPDWLF DQDO\WLFDO DSSURDFKHV
checklist concluded by Short (1996) in term of the foregrounding at various linguistic levels might
EH DSSOLFDEOH WR WHVW WKH pFORVHQHVVY %XW XQIRUW
make the criticism retrievable as a theoretical approacterins of poetry translation, he agrees

with Theodore Savory (1957) that a poem in the original language should be transferred as a poem
56



in the target language, and if rhyme is observed, it should be reproduced. However, it is not the only
way. Liu also agges that the nerhyme translation could work if reproducing rhyme in the target
language costs meaning alteration (Liu 2007:85). This reflects the openness of the translation
proposition in current Chinese translation study. In terms of translationsenitiu follows the
WUDGLWLR QD Oogelted)pomt-of mighs andLcEifis that a good translation should not
RQO\ WUDQVIHU WKH puPHDQLQJY EXW DOVR WKH pVSLULWY
GHILQLQJ pVSLULW Y view dhHNs #é ¥angRaks hevirddslators in the past by also

ignoring objective criticism.

As mentioned in the previous section (3.2.4 Poetry Translation), one of the most influential
translators around the end of 20th century in China, especially ory poaislation, isAe$: a
(Yuangchong Xu). During the 60 years of his translation career, Xu has translated nearly 3000
ancient Chinese poems into both English and French, and many Western masterpieces to Chinese
0D ;X VHHV plIDLW K I XadtQ@tdndatrq irDtandation whielSiR same as the
WUDGLWLRQDO &KLQHVH WUDQVODWLRMG#GY BANXP [EEKWW KHW
appreciation might be more important than faithfulness in literary translation) (Ma 2006:34). In line
with his belief,he proposed a series of notions regarding translation criticism criteria. Some of them
DUH MXVW UHSHWLWLRQ RI WKH SDVW QRWLRQV VXFK DV Wil
7TKH QHZ QRWLRQ EDVHG RQ WHKHBWRHR QY @V HPIL & B XWLLHW
LQFO XN 552 OHDQLQJ %HDXW\ 6RXQG %HDXW\-DDQG )RUP
7KH WKHRU\ RI p7KUHH %HDXWLHVY KDG JUHDW LPSDFW RQ L
%HFDXVH RI WKH LQWHQW LriRpBasizés |t RipQriancs of Be)radugiing khymiels
and phonetic traits observed in the original language in the target language, and is an advocate of
the proposition of rhymeVUDQVODWLRQ VHH KLV WUDQVODWLRQ LQ

Yuanchong Xu). RZHYHU WKH VWDQGDUG RI p6RXQG %HDXW\YT LV
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that phonetic constructions in different languages vary, and it is inevitably impossible to find
equivalences in some cases. Xu thus criticises that the inadequate intelligénaceslation is the

reason that some translations lack rhyme duplication (Ma 2006:45). Even though Xu believes that
KLYV WUDQVODWLRQ UHDFKHV WKH VWDQGDWUG(YRykgrhiR)X QG %

FRPPHQWY WKDW RQH RI KLY WRPQW GeHjtYABRR@iGnaMpopiD(Liu DZ D\

1986:54).

$SDUW IURP p7KUHH %HDXWLHVY ;XTV PDLQ FRQWUOMIPAEWLR Q

1 7UDQVFHQGCAEHRIRP SIHW LW L R 7AKEARY\ $SDYEVWLF &UHDWL
(Ma 2006:38).These notions centre on the core concept that literary translation is a kind of
MHFUHDWLRQY DQG D pFRPSHWLWLRQY EHWZHHQ WKH VRXUFH
translation can be even better than the original is somehow against thatellStandard of
HIDLWKIXOQHVVY EXW WKH VLIQLILFDQFH RI KLV WKHRULHYV
WUDQVODW L Re@B IR/ K8 6NN DWHAY fJu WUDQVODWHG OLWHUDU\ ZF
works in the target language) (Xu 2003:17%).id indubitable that literary works should be
WUDQVIHUUHG LQWR WKH IRUP RI OLWHUDU\ ZRUNV EXW uF
SHUVRQDO LQVSLUDWLRQ EXW FORVHO\ RQ WKH pPHYLGHQFH
commentsif+B8 _0/=f 1 WUDQVODWLRQ LV D NLQG RI UHSURGXFW!I
WKDW WLPH ;X DGPLWV WKDW pIDLWKIXOQHVVY LV WKH pX
MFUHDWLRQY LQ WKH SURFHVV RI OLWHUD U eld Wit \M@ODsW L R Q
UHJDUGLQJ WKH GHEDWH ROHW " 71K HWF K H Q GALUR FOIVRIIDUM LRV L ¥ |
DUJXHG WKDW ZKDW pVFLHQFHY FDQ GR RQO\ UHDFKHV WKH
reaches the high standard of translafgn, 1990:preface). But setting science in opposition to art

is to misunderstand both what science is and the value of the objective approach. However, Xu
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DJUHHV PRUH ZLWK WKH QRWLRQ R%%UHH{IRK ZEH Q EKIHD XAWILDH

appreFLDWLRQ LV PRUMH-Q®SBHIDKLVY WKDQWKIXOQHVVY DV PH(

JURP WKH WKHRU\ RI WKH p7KUHH %HDXWLHVY WR WKH SU
FUHDWLRQYT LQ OLWHUDU\ WUDQVODWLRQ ;X KDV LQIOXHQFF
and he once claimed that his translation theories are dptin@taking and leading in the world (Ma
2006:57). However, the reality is that the core concepts of these theories all can be traced back to
WUDQVODWLRQ WKHRULHVY RI WKH SDVW 7KH QHZQHVYV ZRXC
DQG p7UDQRMBEANVG. LMK KLIJIKO\ SURGXFWLYH WUDQVODWLRQ
have had a great impact on translation criticism criteria. However, the subjective notions of
pH%HDXWLHVY DQG puyDUWLVWLF FUHDWLRQY EUL&8N 0BRe REMH

VXEMHFWLYLW\ WKDQ ZKDW WKH KLVWRULFDO KLJKHVW VWDC(

In the last twenty years, translation study in China has developed to a new stage, and the argument
regarding the ideal translation approach has settledambmmonly accepted notion that various

translation propositions are accepted for various circumstances to serve different translation
purposes (see Yang 2001a, Liu 2008). For instaBide’ =KHQNXQ *X SRLMHG RXW
B76=7- 902 T WKH FR Q&ibhHveposihohszannot be narrowed down to one)

(Gu 2010:317). Since Xiying Chen, who has been mentioned earlier (see 3.2.4 Poetry Translation),
ILUVWO\ EURXJKW RXW WKH QRWLRQ WKDW pIDLWKIXOQHVV
golden UXOH XS WR QRZ DV SUHVHOQ&B VYD Qa/ GEWRUV TV WIKH F
absolute standard of translation is the source text itself) (Gu 2010:318, Yang 2001b:13). To apply
WKH VWDQGDUG RI pIDLWKIXOQHVVY WR WUDOQMB®OMLIR QV KSHJH
would be a solution because it aims to make the translation perfectly faithful to the original by

ensuring that the effect of the target text on the target reader is roughly the same as the effect of the
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source text on the source reader. Blifing Liu argues that this is a Utopian idea (1989:13). It is
sensible to be aware of the inevitable differences linguistically and culturally between two
languages which are even within one language family such as Spanish and French, let alone
languagedrom different groups and cultures such as Chinese and English. Knowing that perfect

HTXLYDOHQFH FDQQRW EH DFKLHYHGO£FX/ EURXBHKWHRXR/ W6 K

Similarity) with several sets of concrete standards to test from different anglesstioce, the

angles of linguistics or genre (Gu, 2016:31 7KH WHUP pVLPLODULW\Y PLJKW
WUDQVODWLRQ SURSRVLWLRQV DV LQ p6SLULW 6LPLODULW)
M6SLULW 6LPLODULW\Y Zd&hklriergrEtMioMsXvndut Gyskemedicidthvidards in the
SDVW *XfV QRWLRQ VHHPV WR RIIHU PRUH )RU H[DPSOH IU
OLQJXLVWLF OHYHOV IRU WKH VDNH RI WHVWLQJ WKHdu'HJU}

the original text. They are:

Phonetic standard,
Lexical standard,
Syntactic standard,
Graphological standard
Semantic standard

(Gu 2010:321)

In terms of applying these standards listed above on practical translation evaluation, Gu further
demongrates a mathematic approach of average value. For instance, when a Chinese poem is
translated to English, the similarity of each linguistic level would be evaluated with a percentage of
MVLPLODULW\Y 7KH DYHUDJH SHUFH WnQuldtic Rveld/isRHe BverageSHU F

YDOXH RI WKLY WUDQVODWLRQ DQG LW LV DOVR FODLPHG W
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original. Following that, a set of certain percentages would be made for the sake of ranking; for
example, above 8@ is a high quality translation. Gu is not the only one who believes the

guantitative approach is appropriate for literary translation evaluation (Gu 20432323f 9!

(Zhenying Zhuo), who specialises in translating ancient Chinese literary works telfadgio uses

a similar method to evaluate poetry translation from ancient Chinese into English (Zhuo 2011:41
51). Although the detailed list of standards can be seen as an improvement on translation study
FRPSDUHG ZLWK WKH QRWLRWQSEH QWU LQJWKH NSXOWW 1 BWHVAV
iImpossible aim. The issue these mathematic measurements raise is how to quantify the similarity at
one linguistic level of a translation by percentage. It would be difficult in the extreme to claim an
objectve judgement and it is almost impossible to make it replicable because of a lack of

FRQYLQFLQJ FULWHULD ,Q FRQWBD\OW o *& KLPVMWQIDDE D DW\

ERWK VFLHQFH DQG DUW *X ZKLFK P D Nchritadlitkod IHD V.
as if art criticism can be made on the basis of a quantitative approach, the measurement of open
ended imagination which art work evokes in an audience would require standardization of human
PLQGV WR D IL[HG VHW * XflovitisiSRi@eels InfRr@ coRsideiatiorDoQobjeciwtyL. R

but he has opened a new door for translation study in China, stepping out of the traditional

mysterious translation criticism standard.

The last few decades have generally been seen as a bloomingfstageslation study in China,

and translation criticism has also developed greatly with both practical and theoretical aspects (Wen
& Liu 2006:40). Compared with the past, current translation study is morenoipeled to various
translation concepts, bttWKH XOWLPDWH GLFWXP LV VWLOO upIDLWKIXC
study assisting with other disciplines, such as linguistics, benefits from looking at the practice of
translation from different angles in order to make improvements. However,seechthe long

KLVWRU\ RI WUDQVODW L Roerited pkplositiol i ChiA& the \influérgé Of Lt |
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VXEMHFWLYLW\ KDV QRW \HW EHHQ UHPRYHG IRU LQVWDQFH
the attempts of applying theories ohet disciplines on translation criticism have much more to
explore and it is far away from the establishment of systematic translation criticism theories. So, the
current situation of translation criticism in China stands between the traditional mysterious
RULHQWDWLRQ DQG WKH PRGHUQ pVFLHQWLILFY SHUVSHFWL

main translation propositions of the specific area translating ancient Chinese poetry into English.

3.2.6 Three translation propositions

In practice, he English translations of ancient Chinese poems can be classified as three types which
conform to the three main approaches. Xu concluded that the main three approaches favoured today
are rhymed and metrical translation, free style translation and onitaanslation (Ma 2006:124

134). Translations with different translation approaches feature various aspects of the source text.
For instance, translations using the approach of rhymed and metrical translation stand out as the
phonological replication fromource text to translated text. On the other hand, translations by free
style approach might leave the rigid phonological pattern alone but focus on conveying the meaning
of the source text in the most accurate manner in the translated text. The folkaetiumns will
introduce these three translation approaches briefly including their advocates. For each approach, an

example will also be offered to demonstrate the differences between them.

3.2.6.1 Rhymed and metrical translation

The first approach ishe school of rhymed and metrical translation. The representative of this
school is Herbert Allen Giles (1848935) who was a British diplomat and sinologist. Among his
prolific works, there were translations of Confucius and ancient Chinese poems such as
Confucianism and Its Rivals (1915), Chinese Poetry in English Verse (1898) and Gems of Chinese

Literature (1923) (cited in Mao 2007:2). He is also the author of the first widely published Chinese
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English dictionary A ChinesEnglish Dictionary (1892). Thapproach of these translators is to
translate a poem in the source language to a poem in the target language with the aim that the
meaning of a poem is duplicated as well as the features of the poetic in form, particularly the
phonetic aspects. Ma sugge&e WKDW puFRPSDULQJ ZLWK RWKHU JHQUHV
RI WKH ZHOO EDODQFHG FRPELQDWLRQ RI FRQWHI]123),2rdG IRUI

it is this combination that these translator aspire to.

Similarities between any two lgnages are rather limited such as in phonological, lexical,
grammatical and syntactic levels even though they come from the same language group, for
instance, in the Germanic language group Spanish and German share few similarities. The
translation betweetwo languages from two different language groups, such as Chinese from the
Sino-Tibetan language group and English from the Germanic language group, is even more
GLIILFXOW 7KXV LW PDNHV LW H[WUHPHO\ GLIILF¥X@iNe WR FF
poetic features in form which may be impossible to do because of the linguistic absences in the
target language. Translators who believe that a poem should be translated into the other language in
the poetical form are a).duplicating the phonelycaloetic features, for instance end rhyme, as
much as possible. b). trying to retain the traditional English poetry phonetic features in the English
translation (Zhao 1999: preface). The criteria of evaluating this translation work are mostly related
totKkH p7KUHH %HDXWLHVY PHQWLRQHG HDUOLHU VHH 7KFE
Xu strongly holds the approach of rhymed poetry translation (Li 2009:49, Huang 2009:78). Xu is a
fruitful translator, who has translated more than 3000 Geimmems so far from the ancient The
%RRN RI 6RQJV WR WKH PRGHUQ &KDLUPDQ ODRYV SRHPV WR
translation career, and he has practised his translation approach throughout his translation work (for
example, one of the tdartHW WH[WV LQ WKLV WKHVLYV +H FODLPHG WKI
DQFLHQW &KLQHVH SRHPV SURYLGHVY WKH PRVW DHVWKHWLF

of the poems. So it seems that, in his eyes, this poetry translation dpwodeal to transfer the
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MVSLULWYT RI &¢KLQHVH SRHPV DV ZHOO DV WKH pPEHDXWLHV
Chinese language features. Apart from him, another translator (Zhongjie Xu) is also a

believer in this translation proposition (Xw086). Nevertheless, the translators holding other
translation approaches argue that the strict metric duplication limits the choice and order of words
translators can use. They believe that the consequences of metric translation might be damaging
through he restriction of the maximum quality translators might achieve by free choice of word and
order without being concerned with metric patterns. Furthermore, it might also result in a less

faithful transference of meaning.

/LX DUJXHV pDQRWRHQW RS RYHWWUVQW AFHDOMLRQ LV UK\PHT

speaker, one might find the poems with conventional rhythms sound more poetic because the
UK\WKPV DUH HVVHQWLDOV RI YHUVLILFDW IiR€)[sicl@ctudmLH QW
DOO &KLQHVH YHUVHT 7KLY HFKRHV WKH GLVFXVVLRC
mentioned before. For other language speakers, it is somehow universal that rhythm works as a
VWULNLQJ IHDWXUH RI SRHWU\ Bhnidfa@baHeIp\us\piziott bhiaseQ D O
and meaning from strings of syllables, and to create and shape these rhythms, manipulating readers
ZLWK ZRUGV XQGHUSLQQHG E\ WKHP LV SDUW RI D SRHW{YV
transfer ancien€hinese poems into English with original phonetic traits, but in practice, it is rather
GLIILFXOW EHFDXVH RI WKH GLITHUHQW SKRQHWLF V\VWHPV
poetry can never be fully reproduced in translation, even with elded languages like, say,
JUHQFK DQG ,wDOLDQ OHW DORQH WZR ZLGHO\ GLIITHUHQW R
tone system used in Chinese has no equivalence in English at all, and it makes translating tone

related poetic feature to Engjti impossible.
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3.2.6.2 Free style translation

The second main translation approach for the specific case from ancient Chinese to English is free
style translation. Its advocate is the British orientalist, Arthur David Waley {18886), the author

of A Hundred and Seventy Chinese Poems (1918) and Chinese Poems (1946). In the former, Waley
illustrates several key points of his translation methods. These are summed up in the list below

(Reference in Waley 1918:13D):

1. Translating poems in source langedao in target language that they still keep the essential
characteristics

2. It should be literal translation rather than paraphrase

3. 7U\ WR DYRLG HLWKHU DGGLQJ LPDJHVY RI WUDQVODWRU
when imagery is consided the soul of poetry

4. M(DFK FKDUDFWHU LQ WKH &KLQHVH LV UHSUHVHQWHG I
VWUHVVHV XQVWUHVVHG VIOODEOHY DUH RI FRXUVH LQWHU:
5. He does not use rhyme since it is impossible to produce poetic metric impa@QJdCB.VK uDV
DOO VLPLODU WR WKRVH RI WKH RULJLQDO ZKHUH WKH VDP
DQRG PUHVWULFWLRQV RI UK\PH QHFHVVDULO\ LQMXUH HLWKH

ROQHTV YHUVLRQY

The obvious distinction beten rhymed translation and free style translation is the way of dealing
with rhyme and metrical aspects. However, translators on both sides believe that the poetry
translation needs to be transferred in the poetic form rather than other literary gatires Weed

of using rhyme, the translations with free style enjoy the freedom of choosing words from the whole

range of vocabulary with no sound limitations. Additionally, this translation approach also benefits
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IURP PGRPHVWLFDW LR QdhsldittLié Be &QIDSE @3-pdssWl& td pakbhs written by
native English speakers, so an English reader would read a translated Chinese poem as an English
SRHP ZLWKRXW IHHOLQJ WKH pIRUHLJQQHVVY FDXVHG E\ GX!
approach does not only free the traditional poetic rhymes in ancient Chinese, but also the English
poetic phonetic conventions. Waley is not the only advocate. Joseph L. Malone, a translation
WKHRULVW FRPPHQWV pVXFK D UH BeRwWehtREemUy @&thaw Br EH U
translating poetry into free verse, whatever the structure of the sourcet éextrocedure that
PRUHRYHU RIWHQ SURGXFHV XQGHQLDEO\ HIFHOOHQW UHV X(
DUH RQ :DOH\Y VeshihessHof HeQdindr thid type of poetry without following the ancient

rules.

To distinguish between how these two translation methods are practiced in translation, | have
chosen a popular poem by Bai Li, one of the most influential poets in the TangyDfmas can
also be seen as Po Li in some books). The source text with my brief explanation is presented below

before moving on to the two different target texts.

EM% L B Thought on a quiet night
~,- Bai Li

°}>8y <guang>E The bright moonlight is on the floor in front of my bed,

+A_ "ML <shuang>A | questioned if it was hoarfrost on the floor.
ndK>8 <yue>E | raised my head to look atetbright moon,
~dMu* <xiang>A Then | lowered my head to think of my hometown.
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,W LV D SRHP GHVFULELQJ WKH SRHWIV QRVWDOJLD 7KH

KRPHWRZQ 7KH ODVW VHQWHOQF#d XVRNVDQZQ . RSERIBMEA KHD F \\

PHDQLQJ pORZHU KHDGY WR OLQN WKH EULJKW PRRQ ZLWHK
traditional enerhyme (<ang>in bold). Below are two English translations of this poem with rhymed
and metric translation approach (translation A) and $tgke translation approach (translation B)

respectively.

Translation A (rhymed) by XuYuanchong

A Tranquil Night

Before my bed a pool of light
Is it hoarfrost upon the ground?
Eyes raised, | see the moon so bright;
Head bentLQ KRPHVLFNQHVV ,1 P GURZQHG

(Xu 1992:58)

Translation B (free style) by Cooper

Quiet Night Thought

Before my bed
there is a bright moonlight

So that it seems
like frost on the ground;

Lifting my head
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| watch the bright moon,
Lowering my head
| GUHDP WKDW ,1P KRPH

(Cited in Mao 2007:62)

W LV QRW GLIILFXOW WR EH DZDUH RI WKH UK\PH VFKHPF
distinction between the two translations can be spotted in A beinghgnied and B being
rhymeless. Graphologicallyranslation A keeps the same layout as the source text by being written

as a quatrain with four lines. By reproducing the-andK \PH DV uDEDEY LW DOVR PDQ
poetic phonetic feature of the Chinese poem in a slightly different way as tme-shiteme is
uDDEDY 7UDQVODWLRQ % LV ZULWWHQ LQ HLJKW OLQHV ZK
ilambic diameter poem in this case, B is also able to create, to some extent, the impact of poetic
rhythm by using this free style translationpagach. Without duplicating the poetic feature of the
original poem, free style translation might benefit from suiting the English readers better by the

freedom of lexical choices and using English poetic conventions.

Free style translation aims to manze the possibility of transferring the source text to the target
text in the form of poetry (Ma 2006:180). There are no boundaries such as matching the
sentence lengths with the source text or copying the rhyme and metrical features. Anything which
might restrain the vocabulary choices and the orders is not appreciated by translators with this
approach. Nevertheless, it does not rule out the possibilities for them to contain some kind of
rhythm. What the translators do is to maximize the chances mdféraing the message in the

source text fully and faithfully while avoiding compromising meaning for the sake of rhyme.
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3.2.6.3 Imitation translation

7KH WKLUG VWUHDP RI WUDQVODWLQJ DQFLHQW &KLQHVH SF
E\ OD W LV VLPLODU WR pSURVH WUDQVODWLRQT
representative of this translation approach, with his Yptiblished in London 1915 as the first of
this kind historically. Different from either rhymed translation or free style translation, Pound
SURSRVHV WKDW ZKDW VKRXOG EH WUDQVODWHG LQ D SRHP
than copying & form or tiny details, for instance, the order of words in the source text (Zhu
1996:318). This means that Pound believes that the most important part of poetry translation is the
message of a poem. Translators holding this approach are inevitably atainstethod of
translating ancient Chinese poems to English by duplicating rhymes and the original poetic layout.
,Q 3RXQGYVY WUDQVODWLRQVY WKH SULRULW\ LV JLYHQ WR F
English based on his own interpretation. Tisi®choed by another translator, Burton Watson who
agrees that it is this imagery that is most important to bring across effectively in translation (Watson
$V D SRHW 3RXQGYV SRHWU\ WUDQVODWLRQV PRUH R
own poetic mind. So his translation is evaluated as unfaithful to the source text by those who hold
the fundamental translation principle that being faithful to the original poem means duplicating the

poetic form of the source text into the target text.

SRXQGYV SRHWU\ WUDQVODWLRQ WKHRU\ LV VXPPDUL]HG DV
HSVHBGRKDLF WUDQVODWLRQ GLFWLRQY ZKLFK ZDV SRSXODL
HYHU\ VLQJOH WUDQVODWHG SRHPVBY RDQMWKHYV RDULIOQ DO P ADN
translated poem should be a new poem (Ma 2006:133). These three principles are the opposite of
the popular translation approach in Western translation study. For instance, Nida comments on the
nature of transldt RQ WKDW pWUDQVODWLQJ FRQVLVWY LQ UHSURG?>

natural equivalent of the sourtanguage message, first in terms of meaning and secondly in terms
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RI VW\OHY 7KLV PHDQV WKDW E Hd t@adsféDthaAsgurgdeQedtV R W

into the target text without unnecessary and extra modification.

3RXQGYVY WUDQVODWLRQ SULQFLSOH PLIJKW QRW EH IDYRXI
translation practice is appreciated widely among English rea@ersnstance, the Mexican poet,
2FWDYLR 3D] FRPPHQWY RQ KLV WUDQVODWLRQ ZRUN VD\LQ
&KLQHVH SHUVXDVLYH W GRHVQIW PDWWHU WKRXJK KLV
convinced me but, lite@ O\ HQFKDQWHG PHY :HLQEHUJHU , W
DHVWKHWLF YDOXH RI 3RXQGYVY FUHDWLRQ RI KLV SRHWU\ ZL
not to be evaluated as faithful translation when the ultimate standard is set afaitefngto the

source text. However, Pound is not alone with this translation approach. Among Chinese
WUDQVODWRUY WKHUH DUH VRPH ZKR IDYRXU 3RXQGYfV DS
translation approach, Xianliang Weng believes that ttab sW LR Q VKRXOG NHHS WKH p\
WHI[W VHH SRHWU\ WUDQVODWLRQ +H GHILQHV W
rhetorical features but the imagery of the original poem (Weng 1983). Accordingly, a piece of good
poem tanslation work can be enjoyed only if the imagery of a poem has been transferred fully.
"HQJ fVv YHUVLRQ RI WKH DQFLHQW &KLQHVH SRHP 37K

below as translation C.

Translation C (imitation) by Xianliang Weng

Nostalgia

A splash of white on my bedroom floor, hoarfrost?

| raised my eyes to the moon, the same moon.

As scenes long past come to mind, my eyes fall again on
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The splash of white, and my heart aches for home.

Mao argues that, compared with translation A and B mentioned before, this version is more like
prose than poetry (Mao 2007:64). This might be due to the grammatical strifciaestation C

being normal with natural flow of speech rather than rhythmic structure like in translation A. In
terms of the phonetic aspects of his translation, Weng explains that, in terms of meter, the
differences among languages require creativeskating without the conventional boundaries such

as rhyming and using poetic layout (Weng 1985:51). The description of the delicate images of this
WUDQVODWLRQ VXFK DV ubD VSODVK RI ZKLWH RQ P\ EHGURF
mearing to English readers. However, on top of that, this version is interpreting the source text and
leaving it less opeended than the Chinese poem. In the next section, | will discuss how linguistic
has influenced translation study and the possibility pplyng stylistic theories to poetry

translation evaluation. | will also discuss the issues of cultural differences in translation studies.

3.2.7 The Linguistic turn in translation

The early stage of translation study in the West shares some feattinestiaditional translation

study in China. As mentioned in the earlier sections (322.5), from ancient time such as the
7DQJ ''\QbDVW\ WR WKH SUHVHQW IDLWKIXOQHVYV KDV DOZD
translation and many theories dervd RP WKLV FRUH QRWLRQ ,Q WKH :HV\
PLIKW QRW EH XVHG DV PXFK DV LQ &KLQD EXW WKH WHUP
VWDJH DV *HQW]J]OHU FRPPHQWY pWUDGLWLRQDO WUDQVODYV
meaning, training translators to interpret that meaning correctly in order to reproduce it properly,
DQG UHVXOWHG LQ UXOHV DQG ODZV DERXW WKH SURFHG?

FRPSDUHG DQG HYDOXDWHGY *HQW]QHUHFWY WWBOQMO DWW HRL
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LQIOXHQFH WR WKH GRFWULQH RI pIDLWKIXOQHVVY 7KLV PL

of a text does not exist, and such a view could mislead the evolution of translation rules in practice.

However, compaHG ZLWK WKH XQVSHFLILF VWDQGDUG RI pSRHWLF
HIDLWKIXOT WUDQVODWLRQ LQ &KLQD WKHVH pUXOHYV DQG O
details to offer systematic investigations. For instance, Holmes bdeaks translation study into

three branches, the descriptive branch, the theory branch and the applied branch (Holmes 1975:9
10; 1988:712). Within these three branches, he further illustrates several levels of focus within
each branch. The descriptive bech is divided into three focuses: prododented, function

oriented and processiented descriptions (Holmes 1975:12; 1988:7273). With detailed
explanation of each item, the categorization could offer more perspectives for the systematic
investigaion of translation study with theoretical manners. Apart from Holmes, Lefevere also
revealed his own detailed objective approach in Translating Poetry: Seven Strategies and a Blue
3ULQW %DVHG RQ WKH WUDQV Ok RpEM, S efdversvlistedt R1 &
seven types of translation with correspondingly distinct methodologies. They are: phonetic
translation, literal translation, metrical translation, prose translation, rhyming translation, blank
translation and interpretation. He alslustrates the advantage and disadvantages of each type as
each of them opens some possibilities but closes others at the same time. These various translation
types offer concrete methods in translation practice with their own focuses. A similar ideotificat

of different elements of translation was introduced a few decades |a&#¥ By (Zhengkun Gu) in

his China and West: Comparative Poetics and Translatol(®310). During the early stage of
translation development, faithfulness in China or correctness in the West seemed to show the notion
of ideal translation. However, along the further investigation, the West turned toward systematic

approaches fortranslaetRQ VW X G\ EXW &KLQDYVY GHYHORSPHQW LQ WKD
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A problem that troubled the development of translation theory was that very little systematic
theoretical investigation has been done as Graham summarized the theoretical contibilniso
1RUWK $PHULFDQ WUDQVODWLRQ ZRUNVKRS ZKLFK DSSHDUH:
written on the subject of translation yields very little when sifted for theoretical substance because it
has always been written as if spoken in theksiop. The personal anecdotes and pieces of advice
may well provide some help, but certainly not the coherent and consistent theory required for
translation (Graham 1981:23). These fragments might be fine for the early translation before
systematic inveggation started, but it was clearly not enough to meet the more rigorous

requirement of its coming development.

This problem needed to be solved when translation study became more and more theoretical as a
GLVFLSOLQH 7KXV pFOHD Wah toDraRsiitibH wed Weaddd Brid/the dibcipine

that appeared to have the theoretical and linguistic tools necessary to address the problem was
OLQJXLVWLFVY *HQW]OHU $FFRUGLQJ WR *HQW]OH!
characterized byeskcriptive research with details of individual grammar but not much research on
the side of comparing these details, so there was little contribution to the study of translation as it
requires at least two individual languages (2004:44). However, Noam €mbohffV 6\QWDFV
6WUXFWXUH DQG (XJHQH 1LGDYV 7RZDUGYV D 6FLHQFH |
impact on the course of translation theory, and they still remain influential today. Chomsky initially
proposed generative linguistics, which maale important change in linguistics (Boa3eier

2006h:8). According to Lyons, the basis to Chomsky's linguistic theory is that the principles
underlying the structure of language are biologically determined in the human mind and thus
genetically transmitk (1978:7). So Chomsky argues that all humans share the same underlying
linguistic structure, irrespective of soetoltural differences (Lyons 1978:76). If it is so, translation
would be very possible because each language might have its own linguistic fot the deep

structure seems the same. It is arguable whether Nida had initially applied a similar concept of deep
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VWUXFWXUH WR WUDQVODWLRQ WKHRU\ EHIRUH &KRPVN\ E.
with its legitimacy within the field of LQJXLVWLFVY OHQW FUHGHQFH DQG LQI¢
WUDQVODWLRQY *HQW]OHU 1LGD DV D PLVVLRQDU\
because he disagreed with Bible translation by the scholarly approach, in the 19th cetitury, wi

emphasis on technical accuracy and adherence to form, and literal rendering of meaning. For
LOQVWDQFH KH FULWLFL]J]HG WKH $PHULFDQ 6WDQGDUG 9HUV
JUDPPDU LV QRW DQG WKH VHQVH bYe WxsLoat¢tmDen FaNihdalfay 1 L G [
of translating the Bible into a version which could make sense with appropriate grammar, and, with

WKH DGRSWLRQ RI &KRPVN\TV WKHRUHWLFDO SUHPLVH 1LG
MKDV EHFRPH WKMNVMWUROH% RO WUDQVODWLRQ EXW IRU \

2004:45).

In terms of translation practice, Bible translating has a large set of data with more diverse culture
involving translators from different backgrounds than any otdtU DQVODWLRQ 1LGDYV
contribution was that he developed this praetidgented translation to a new stage where the
theoretical importance was recognized. Because his belief and missivigamted attempt is to

unite people around a commonlf&V K XQGHU WKH %LEOH WKH SULQFLSOH
FRPPXQLFDWLRQ DFURVYV FXOWXUHV RI WKH VSLULW RI WKH
MWKH SDUWLFXODU IRUP LQ ZKLFK WKDW PHVVDJHfEhN&SHDUYV
PHVVDJH LV FOHDUY *HQW]OHU -VWUXF&RX BK RIPNVW\WKH>-HRBH
translation theory and it offers the theoretical support from a linguistic perspective. Later on, in The
Theory and Practice of Translation (196%), series of specified aspects of translation are
GHPRQVWUDWHG RQ WKH EDVLV RI pUHSURGXFWLRQY DV 1L
reproducing in the receptor language the closest natural equivalent of thelaogt@ge message,

first in teUPV RI PHDQLQJ DQG VHFRQGO\ LQ WHUPV RI VW\OHT

HM'\QDPLF (TXLYDOHQFHY DQG GHYHORSHG WR pu)XQFWLRQDO
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VRFLDO VHPLRORJ\ LQ 1LGDfY ODWHU ZRUNV Zén@es onthe, 7K
issue of whether what the reader in source language experiences can be reproduced for the target
ODQJXDJH UHDGHU (VVHQWLDOO\ WKH WKHRU\ RI p(TXLY
HMIDLWKIXOQHVVY EXW ZLWK eriBRrBnGva@ioud &blés. Ris &40 pdinvéd. 6ub O F
WKDW WKHUH LV QR DEVROXWH FRUUHFWQHVY LQ WUDQVODYV
1LGD &KDUOHYV , Q FR QW U D Volerddd \WatsMtisnHhddkywbohin U L R X\
&KLQD u(TXLYDOHQFHY WKHRU\ LV D GHWDLOHG \WX/BSHPDWL
“ 1431y 120 “ 6 [_ ]?TH6+B *6A8, >~ f M6SLULW 6LPLODULW\Y DQ
HM(TXLYDOHQFHY DUH WKH UHSUHVHQWDWLYHV RI DQG WUD
respeFWLYHO\ 7TKHUHIRUH VKDULQJ WKH VDPH FRUH
WUDQVODWRUV ZKR DGYRFDWH WKH pu(TXLYDOHQFHY WKHR
regarding how to reproduce appropriate translation, and how to test thattcenglork. To some

HIWHQW WKH FRQFHSW WKDW \igrieQ advay the antasy khRetXHeré ist H |
one perfect translation which would be suitable for all circumstances. This also helps to settle some
historical arguments in ChinaXsSFK DV pOLWHUDO WUDQVODWLRQY YV uO
different versions of translation of the same text should be acceptable as they serve different

purposes.

Stylistics, defined as a stdiscipline of linguistics (Jeffries & Mcintyre(A0:1), has been practices

for over a century. After stylistics became a discipline around the 1950s, many attempts were made
to explore the precise property of style. For instance, Pischel (1980) listed various ways of defining
VWI\OH LQFOXGRQDRWOWIHR @Y HRVWI\OH DV FKRLFHY -6DQG puV
However, it is not easy to offer a simple definition of style asBdadd LHU SRLQWYVY RXW uG
style will vary according to whether their authors wish to make links with rleeteith structuralist

linguistics, with generative linguistics, or with any other subsequent development in linguistics or
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OLWHUDU\ VWXGLHVT E 7KLV LV WR VD\ WKDW WKHU
related and they all can define styfrom a certain angle and style is dependent on choice from a
range of alternatives. Thus, style can be considered to be different things in relation to language and
in relation to translation. For the recent study of translation from a stylistic pevepebe main
IRFXV FHQWUHY RQ LVVXHV RI pUHODWLYLW\Y puXQLYHUVDOL

with the question of what can be translated (Bdzsier 2006b:12).

An important question regarding the style in translation is whggects of style are universal and

how these aspects are linked with a particular language. Seeking the answer to this question, it is
ZRUWK ORRNLQJ DW 5RPDQ -DNREVRQYY ZRUN -DNREVRQ D
Linguistic Circle and of thatructuralist Prague Linguistic Circle, had a central role not only in the
GHYHORSPHQW RI VW\OLVWLFV EXW DOVR LQ WKH VWXG\ R
criticised during the 60s and 70s as being overly formalist and ignoring the effsdtsaton and

WKH UHDGHU )RZOHU EXW pKH PDNHV UHZDUGLQJ UHDC

W R G D\ 1-Bé&eRAD06HE12).

-DNREVRQYV ZRUN FRYHUV D ZLGH VFRSH LQFOXGLQJ SKRQF
(Bradford 19943). From these diverse aspects, Jakobson offered his own definition of translation.
According to Jakobson, translation can be defined in various ways within the linguistic forms or
not, termed as interlingual translation, intralingual translation and sergotic translation
(2004:139). Interlingual translation refers to translation between two different languages, such as
Chinese and English. The second intralingual translation means a text in a local dialect, such as a
poem in Yorkshire dialect, is trafiesred toBirmmingham dialec{BoaseBeier 2011:4). The first

two translation events are within the range of linguistic representations as both the source and the
target are in linguistic form. The third type, intersemiotic translation, is for cases thkeseurce

DQG WKH WDUJHW PLJKW EH IRUPXODWHG LQ RWKHU UHSU
76



WUDQVODWLRQ RI WKH 6ZHGLVK FULPH QRYHO LQWR D ILOI
(BoaseBeier 2011:4). Thus, for Jakobson, everythimg e translated with linguistic forms or

other forms of representations.

Interested in what made texts literary, Jakobson preferred to work with poetry because he felt that
the essential nature of literature can be seen through the easily obsernkabketviieen form and
FRQWHQW $FFRUGLQJ WR %UDGIRUG WKH XQGHUO\LQ.
PDWHULDO VXEVWDQFH RI WKH VLJQ LV QHYHU IXOO\ GLVWLC
This might not be a good sign for tréatson because, if this is so, the nature of translation is to
WUDQVIHU WKH VLJQ LQWR DQRWKHU ODQJXDJH RU VLWXD\
different. Boase%o HLHU WKXV TXHVWLRQHG pVR LV WKDW XQLW\ EH
IRVW LQ WUDQVODWLRQ" 2U ZRUVH GRHV LW UHQGHU WUDQ)
RQ WKLV zDV WKDW LQ D VWULFW VHQVH SRHWU\ WUDQVO|
SRVVLEOH EHFDXVH pPFRJQLW la¥ bfe lddrBat BelatdrésFdfl floettry suckp asyitd U V [
FRQFHUQ ZLWK VW\OH DQG SDWWHUQ 7TKH XQLYHL
-DNREVRQ VHHPV WR HFKR 1LGDYV EDVLV RI u(TXLYDOHQFF
expressed in different sy ROV EXW WKHVH IHHOLQJVY DUH XQLYHUVDO
HVVHQWLDOO\ EDVHG RQ D phVWUXFWXUDOLVW LQGXFLWLYH
centre of linguistic explanation (Boaseé HL H U E +RZHYHU tificatdoN&KEVRQ
FRPPRQ 3FRJQLWLYH YDOXHV”’ RI ODQJXDJH ZKLFK X
meaning in poetry, were translatable, emphasizes the interaction between universal and specific as
WKH EDVLF IRU WiB&i&p Y00GhW3L RER] WKRUVMHWUDQVODWDEOH pFER
ZHUH FDOOHG pVHFUHW ERQG DPRQJ DOO ODQJXDJHVY E\ /H
MVHFUHW ERQGYT PLJKW UHIHU WR YDULRXV DVSHFWV DPRQJ
WierzbickaVWDWHY LGHQWLI\LQJ pVHPDQWLF SULPLWLYHVY VXFK

being universal (Wierzbicka 1997:26). A semantic example would be what Catford (1965:50)
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QDPHVY JHQHUDO pIHDWXUHV RI VLWXDWLR QriéhXeE ViNguds@cF HY L
patterns such as rhyme and rhythm were mentioned as being universal by McCully (1998:23) and
Goldsworthy (1998:40). Similar to the previous two scholars, BBaser (1987) suggested that
figures such as metaphor, iconicity or ambiguaitg also universal because they contain the nature

of stylistic principles. van Peer suggests a stylistic point (1993:73) that an example of a universal
stylistic feature of literature is foregrounding. Apart from him, Miner also argues that
MHVWUDRIHPHEQ@WUDO WR DOG40). Sd Wi a3 WdHmake systematic

evaluation to test the faithfulness of translated text based on these universal properties.

Another important perspective in translation is cultural difference, whiclhéms studied broadly

in the last twenty or so years (see Aixela 1996, Asad 1986, Bassnett 1998, Gao1989 and Gentzler
1996). With the confirmation of the universality among humanity discussed above, it is sensible to
claim the validity of translation, bub¢ inevitable differences between two cultures in the practice

of interlingual translation might not be easily translatable in some cases. Zhang recognizes this

VD\LQR J1°°_FP @6+B LI, Gy?+] T WKH FXOWXUDO GLITHUHQFHYV

resulting in makingranslation difficult) (2004:187). This is because, according to Aixela (1996),
there are cases where the equivalences of either cultural phenomenon or cultural concepts of source
language cannot be found in target language. For instance, nearly hdlfirg ego, many Chinese

people struggled to get fed properly following the tragedy caused by Three Years of Great Chinese
Famine (19581961), so the attention of greeting was drawn on whether one has eaten in the circle
of social life during that time. As ieflection of that period of historical time from which Chinese

SHRSOH VXIIHUHG LW EHFDPH SRSXODU QDWLRQZILGBHITWR RS

OLWHUDOO\ PHDQLQJ pKDYH \RX HDWHQ \HW"Y DV D ZD\ RI .
ceDUO\ KDV QR HTXLYDOHQFH LQ (QJOLVK DV WKH FRPPRQ JU

DUH \RX"Y] EXW QRW DVNLQJ D VSHFLILF TXHVWLRQ 6R ZKHQ
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into English in a context, say a casual dialogue betweenrigrad for a catclup and one of them

VWDUWIEUWK Wil WKH OLWHUDO PHDQLQJ DVNLQJ ZKHWKHU |

\RX HDWHQ \HWY WKH UHDO SXUSRVH RI JHQHUDO JUHHYV
misunderstood by English speaker a specific question concerning whether some food is taken.

For cases like this, Liu suggests that the translation should follow the cultural customs of the target
language which is able to help readers follow the translation with their familiar sS20@&117).

+RZHYHU LW LV GHEDWDEIXJMW Z K HDWK H KR LDDUGHV OV 1 QLIV uW K H

solution. From the point of keeping the translated text close to the features of source text, another
way of tackling this issue would be transferrindthOLWHUDO PHDQLQJ pKDYH \RX H
an endnote explaining this particular cultural phenomenon occurred in China. These two approaches
represent the targetriented translation and the sowagented translation respectively. However,

from the current translation trend, the tarfU LHQWHG WUDQVODWLRQ pKRZ D
popular than the soureRULHQWHG WUDQVODWLRQ pKDYH \RX HDWHQ \
most important shift in theoretical development in translation thestast two decades is the shift

from being sourc@riented to being targetriented (2004:70). In thighesis although the cultural
differences might not be the most importance aspect of the research, | am fully aware of the
translation difficulties cased by the cultural differences. However, because the aim of this research

Is to make systematic evaluation based on the commonly shared properties in both source text and
target text, | will focus on the universal features such as figure and groundanalyses of both

source and target text. Following the review of translation studies, | will discuss the cognitive
stylistic theories figure and ground and conceptual metaphor and the linguistic stylistic theory

foregrounding in the next section.
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3.3 Peaspective on stylistic studies

In the following sections, | will discuss the cognitive stylistic theories figure and ground and
conceptual metaphor theory. For the other half, | will discuss the linguistic stylistic theory

foregrounding.

3.3.1 A reviewof cognitive stylistic theories

3.3.1.1 Figure and ground

Foregrounding is an important theory in stylistitswv{ll further discuss foregrounding in 3.3.2)

The suggestion that readers attach more imperative significance to foregrounded elemestssof text
demonstrated by empirical tests of the psychological realization of foregrounding (see van Peer
1980, 1986; 2007). The phenomenon of figgreund shares similarities with foregrounding as the
foreground can be seen as the figure whereas the backgoaunbe seen as the ground. The
foreground and figure are both more striking than background and ground and they stand out, thus
attracting moreattention. With the origins in the work of the Gestalt psychologists of the early
1900s, the features of figetground were first studies by Rubin (1921). Rubin proposed that, in our
visual field, we make a distinction between figures and background (1194bgr & Hershenson
H[SODLQV WKDW pWKH ILIXUH KDV WKLQJ OLNH BXIDISMWLHV
One of the most famous instances exploring the phenomenon of figure and ground is the picture of
the illusion of face and vase shown below in figure 4.1 Face/vase illusion. It can be observed either
as a vase when the white is seen as backgrourdlo human faces when the black is seen as

background. It is easy to flip the perception between the two images with different background

setting, but it is impossible to see them both at once. As Ung§eBahmid commenftZKDW OLH\

behind our inability to see both the vase and the faces at the same time mgien called
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ILIXUH JURXQG 20066163 JJIhusiin. Bn@ $ase, the vase is the figure and the rest is
ground, while in the other, the two faces are figures and the rest is ground. But you cannot see both
cases of vase and faces at the same tanidedbb points out that this segregation is necessary and

inevitable for perception (1949).

Figure 3.1 Face/vase illusion

When we choose to see the picture as a black vase contrasted with a white background, what singles
the vase out as a figure resides in some specific traits. First of all, the vase has a shape while the
background is shapeless and the contours shared hyséein to belong to the figuas the edge
distinguishes the figure from the grounlb HFRQ GO\ WKH Y DU HNAHR QX\DDOLLQWVL W K |
certain vase structure whereas the ground is the opposite in being unstructured. Looking at the
picture with loth possibilities, it is always the case that the figure appears in front of the image
whereas the ground stands behind the figure. So, the figure is more prominent perceptually than the
ground and it is more likely to be identified and remembered (StdicR@@2a:19). Contrasted with

the elements that do not attract attention, certain elements in a field are chosen with prominence.
These elements are conventionally considered figure whereas the unselected elements are ground.

Stockwell concludes:
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The partof a visual field or textual field that is most likely to be seen as the figure will have
one or more of the following features that make it prominent:
X it will be regarded as a seatbntained object or feature in its own right, with  well

defined edgeseparating it from the ground,;

X it will be moving in relation to the static ground;

X it will precede the ground in time or space;

X it will be a part of the ground that has broken away, or emerges to become the
figure;

X it will be more detailed, better foced, brighter, or more attractive than the rest of
the field,;

X it will be on top of, or in front of, or above, or larger than the rest of the field that is

then the ground.

(2002a:15)

This list outlines the potential features of being figure in visual field or text fidldat
foregrounding theory deals with is the foregrounded elements in texts which challenge the normal
expectationsri order to attract more attention in its simplest sense. Foregrounding can be produced
by two means: deviation and parallelism, However, the figure and ground phenomenon is more to
describe a process of the figure receiving more perceptual prominendbadhgnound with certain

locative relations as Jeffries and Mcintyre explain,

The concept of figure and ground adds a further cognitive dimension to the notion of
foregrounding by providing an explanation of why we are attracted to deviant and parallel

structures.
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(2010:134)

It might be difficult to understand how the phenomenon of figure and ground, as used in visual
field, is applied in the textual field (same as how theory of foregrounding is borrowed from art
criticism) and how the notion of figure can b&ew in a similar way to the linguistically
IRUHJURXQGHG HOHPHQW p,W LV DOVR nanidithads/ tHeyWigyoby W H [
LPEXHG ZLWK D VHQVH RI PRYHPHQW 7KLV LV H[SODLQHG E
(Jeffries & Mclintyre 2010:134). In the next section, | will introduce this cognitive notion image

schema.

3.3.1.2 Image schemas

As mertioned in the last section, the figure and ground phenomenon was originated in the work of
gestalt psychology. The notion of image schema is also rooted in gestalt psychology and the
phenomenology of the body; and it was developed by cognitive linguisbicsthe early 1980s
RQzZDUGV .LPPHO /IHRQDUG 7DOP\YV ZRUN LV JHC
the main inspirations of image schema theory. According to Hampe, the initial identification of
image schemas was mainly achieved througtctbsslinguistic analysis othe concept of motion

DQG VSDWLDO UHODWLRQV DQG WKH 3LQIRUPDO DQBe@\VLV~
HISHULHQFH , Q WKH WHUP pLPDJH VFKHPDY ZDV
(1987) and Lakdf (1987). Mandler & Pagan Canovas summarize the initial definition of the term
asfollows: pLPDJH VFKHPDV ZHUH GHILQHG DV G\QDPLF DQDORJ
ERGLO\ PRYHPHQWY PDQLSXODWLRQ RI REMHFKFWYGIHDLRE H[SH
&ROVWRQ PDGH DQ LPSRUWD%xah gGRdrady\be WefimewVagiL P D .
G\QDPLF DQDORJ UHSUHVHQWDWLRQV RI VSDWLDO UHODWLR!

accepted by cognitive linguists. More recently, imteof the abstract nature of image schema

83



Gibbs hasfurther poined outthat uLPDJH VFKHPDV DUH PRUH DEVWUDFW W
images and consist of dynamic spatial patterns that underlie the spatial relations and movement
found in actual coFr UHWH LPDJHVY %RWK GHILQLWLRQV HPSKI

of spatial relations in image schemas.

Under the study of cognitive stylistics, in terms of the previous discussion of figure and ground,
Stockwell points out that, in prodietion, characters are figweDJDLQVW WKH VWRU\TV
JURXQG EHFDXVH pWKH\ PRYH DFURVV WKH JURXQG HLWKHU
or qualitatively as they evolve and collect traits from their apparent psychologicedl @& SP HQ W
(2002hb:16). This means the reason characters are foregroanddtiusattract more attentions is
EHFDXVH RI WKHLU pPRYHPHQWYV $uchtribvdiXedtW Brototypic8li D L Q V
represented by verbs of motion and by locative expressiospamie and time which is realized
through prepositional phrases. This is to say that the way reader comprehends the movement in text
is through the understanding of image schenaasJeffries & Mcintyre commentuNH\ WR R XL
understanding of movement in téxt DUH LPDJH VFKHPDV] 7TKH F
8QJHUHU 6FKPLG GHILQH LPDJH VFKHPDV DV uVLPSOH DQ
GHULYHG IURP RXU HYHU\GD\ LQWHUDFWLRQ ZLWK WKH ZRUC(
image schenwmare a result of repeated experience of locative concepts for which we form schemas
in the same way we form schema for people, places, objects and situations (Jeffries & Mcintyre
+HQFH 6WRFNZHOO VXPPDUL]JHV pLxXpressodfaf \WacéH O L

DQG PHWDSKRULFDOO\ WLPH DUH XQGHUVWRRG DV LPDJH \

There are different image schemas such as image schemas of a bounded space, of a path, of contac
and of human orientations like «fown and frondback. Lakoff andlurner explairthat p, Q (QJOLVK
SUHSRVLWLRQV DUH WKH PHDQV IRU H[SUHVVLG@8). MéicelVH VF

there are various basic image schemas with different prepositions indicating different locative
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relations, such alNTO imageschemaQOUT image schema, an@VER image schema. Here, the

OVER image schema is explained in detail. For instance, in the situation of a small notebook placed
over a book, it is more likely we will regard the notebook as the figure and the book asuttie. gro

In diagram 3.1of the OVER image schema, the notebook is moved over the book. Thus, in the
locative relationship betweethe figure (the notebook the ground (the bool is understood as
MRYHUY ,Q WKLV LPDJH VFKHPD ZK HKh® buwok Hhe @&koHEeRMONNG.V P R
notebook is called the path. The elementhaffigure, here the noteboopls called the trajector as

the path it takes is seen as the trajectory (see Stockwell 2002a, Jeffries & Mcintyre 2010 and
Ungerer &Schmid2006§. The element ofhe ground,i.e. the book is here called the landmark as it

LIXQFWLRQV DV D UHIHUH QrigéteSSSthin2008: U688 ULHQWDWLR QY

Diagram 3.1 OVER image schema

We can say that theVER LPDJH V FKH P Da Ga¢edtdr thbinghMngla path that is above
WKH ODQGPDUN DQG JRHV IURP RQH HQG RIUng&rer ORIGMEP D U N
2006:168. In terms of cognitive linguistics, an instance of the OVER image schema like the one
above is a basic image schema becauaetually presents a locative relation between two objects.

But this cannot rule out the variations that the trajector, path and landmark may experience. These
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variants containing certain components of a schema are called elaborations when they dechot def
from its overall compositionUngerer &Schmid2006. The following are some elaborations of the

OVER schema based on the examples given by Lakoff (based on Lakoff 198)7:419ff

1. Andy walks over the garden.

Trajector is in contact with landmark

2. The rew bulb lights spreads light over the whole floor

Trajector covers landmark

3. The tree fell over.

Trajector is identical with landmark

My Diagram 3.2 Elaborations of OVER image schema below illustrate the three examples.
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Diagram 3.2 Elaborations of OVER image schema

The variants listed above show different aspects of the OVER image schema. The first variant
works as common verb that involves direct contact between trajector and landmark. The second
presumes that the size of the trajector can be sital#rat of the landmark and they can be very
close. The last demonstrates a rather odd variant as the trajector is the same size as the landmark

When the tree collapses as the trajectory, it moves along the path, and at the same time it is the

landmark WKLFK pIXQFWLRQV DV D UH I KUngepereiSRIJZDE8: 16R)U RULHQV

Including the essential instance of OVER geaschema (a ndieok over a book) and its
elaborations, the common characteristics of trajector in the OVER image schema listed above are

attention being attracted, because the moving elements attract more attention than the static
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elements in a visual dld. This explains how the trajector/figure attracts conceptual importance
WKURXJK G\QDPLF PRYHPHQW +HQFH pWKH ILIJXUH JURXQG
foregrounding theory as it allows us to explain more clearly how we as readers slifteotion
EHWZHHQ YDULRXV SDUWYV RI DV WH[W DV ZH UHDGY -HIIUI
section, | will briefly discuss Cognitive Metaphor Theory as Stockwell points out in many cases

that the language we use discussing figure and gnsunddamentally metaphorical (2002a:105).

3.3.1.3 Conceptual Metaphor

The essential way metaphor works is that we talk about one thing as if it were another on the basis
that they share some sort of similarities (JeffrieM&ntyre 2010:138). For instance, when | say
MORYH LV LFH FUHDPY , GLVFXVV WKH HOHPHQW pORYHY DV
between these twmight be that love is swegas ice cream is traditionally sweet. Under the terms

of traditional rhetoric, the element that is being discussed is cdlégdnor (love) and the other one

is calledthe p2&YHKLFOHY LFH FUHDP ,Q WKLV PHWDSKRU WKH Pl
HMORYHY KDV VRPH TXDOLWLHVUWRBPY WV RKdEDMUE @ay At WR |
similarity is referred to asthground that is, the basisf comparison under therms oftraditional
UKHWRULF 2Q WKH OHYHO RI OLQJXLVWLF H[SUHVVLRQ unO
ZKHUHDVLVU@RAYWH LFH FUHDPY ZRXOG EH VHHQ DV VLPLOH 7k
linguistic realization, but underneath these two surface forms, the same underlying metaphor,
QDPHO\ /29( ,6 ,&( &5($0 DSSOLHV 7KH H[DPSQ HerfohsriddY H LV
FRQILUPV /DNRII -RKQVRQYV SRLQW WKDW PHWDSKR
VRPHWKLQJ FRQFHSWXDO DQG &ULVS DOVR FRPPHQW
modalities because its underlying reality is concepaunal so not confined to any single mode of

H[S U H MN.BROQrfventionally, conceptual metaphors are written in small capitals).
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In cognitive metaphor theory (see Lakoff & Johnson 1980, Turner 1987, Lakoff & Turner 1989,
Crisp 2002 and Semino 2008),ighunderlying metaphor LOVE IS ICE CREAM s called
HFRQFHSWXDO PHWDSKRUY 7KH FRQFHSWXDO PHWDSKRU LYV
realized with various surface expressions as it underlies several possible surface expressions such as
pHL-Eredm ORYHY pORYH LV FROG DQG VZHHWYT DQG pORYH FDQ
MHFRQFHSWXDO PHWDSKRUV DUH FRIJQLWLYH VWUXFWXUHV W
(Jeffries & Mcintyre 2010:139). Conceptual metaphors consist of attdaogeain which is the
element being discussed and equivalent to the tenor in terms of traditional approach and a source
domain which is the source of the metaphor and similar to the vehicle (Ungerer & Schmid
2006:1189, Jeffries & Mcintyre 2010:139, Stockt/O O D &ULVS VWDWHV WK
PHWDSKRUV VRXUFH GRPDLQV DUH W\SLFDOO\ pPRUH H[SH
5S5SHODWLQJ WR WKH WHUP pJURXQGY ZKLFK LV XVHG
metaphor, cognittH OLQJXLVWLFV PRGHOV WKH SURFHVV RI PHWDSK
the two domains (Stockwell 2002a:107). Ungerer & Schmid explains the process of mapping by
LOQWURGXFLQJ WKH WHUP pPDSSLQJ VFRSHY ZKLFK WPHDQV
FRUUHVSRQGHQFHY DUH HOLJLEOH IRU PDSSLQJ IURP D VR
(2006:119). This suggests that, through conceptual metaphors, concepts of source domains are
mapped onto certain target domains. For example, in the conceptegphor ARGUMENT IS
WAR, some experientially concrete concepts from the source domain WAR are being mapped onto
WKH UHODWLYHO\ PRUH DEVWUDFW WDUJHW GRPDLQ $5*80(1
of things we do in arguing are partially structuied WKH FRQFHSW RI1 ZDUY 7
UHDVRQ ZK\ ZH VD\ p, QHHG WR GHIHQG P\ WKHVLV LQ WKH Y
is likened to bimng attacked by weapons so a candidate needs to defend him/herself from the attack
during the viva metaphorically. This leads us to see howvein whichlanguage is used reveals

much about how we conceptualize the woltldkoff & Johnson (1980) distinguished a number of
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types of conceptual metaphor. While it is not the intention of ggearch to explore the complete

list of conceptual metaphors, | will summarize some of the most prominent as shown below:

1. The CONDUIT metaphor

7KH WHNR (W&PHWDSKRUY ZDV XV H@9E9) BakeikeDIbhOsdmn e xXpl@ins it

as the speaker puts ideas (objects) into words (containers) and sends them (along a conduit) to a
hearer who takes the idea/objects out of the word/containers (1980:10). Reddy observes three
conceptual metaphors under the overarchiGgNOUIT metaphor; and these CONDUIT metaphors
RITHU H[SODQDWLRQ IRU H[SUHVVLRQV VXFK DV pu, FDQ JLY

UHSRUWY

IDEAS (or MEANINGS) ARE OBJECTS.
LINGUISTIC EXPRESSION ARE CONTAINERS.
COMMUNICATIONS IS SENDING.

(Lakoff & Johnson 1980:10)

2. Oriental Metaphor

'LITHUHQW IURP WKH PHWDSKRUV GLVFXVVHG DERYH GHVFU
Johnson 1980:14), oriental metaphor provide a concept with a spatial orientation rather than
structuring one concept in terms of another. There are many expressions belonging to this category
which are commonly used and it might be difficult to explain why wetligse expressions in a
particular way without comprehending oriental metaphors. For instance, why, in the sense of being
HQFRXUDJLQJ GR ZH VD\ pFKHHU XST RU pSHUN XSY WR VRPFH
& Johnson offers an answer to this guen with two oriental metaphors HAPPY IS UP and SAD

,6 '2:1 EHFDXVH WKH\ KDYH WKH SK\VLFDO EDVLV WKDW pGl|
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VDGQHVY DQG GHSUHVV HUHFW SRVWXUH ZLWK D SRVLWL"®
metaphors iolude:

CONSCIOUS IS UP / UNCONCIOUS IS DOWN

GOOD IS UP / BAD IS DOWN

HEALTH IS UP / SICKNESS AND DEATH ARE DOWN

MORE IS UP / LESS IS DOWN

HIGHT STATUS IS UP / LOW STATUS IS DOWN

THE FUTURE IS AHEAD / THE PAST IS BEHIND

(cited in Jeffries & Mclintyre 2010:142)

7TKHVH RULHQWDO PHWDSKRUV DUH RI PXFK XVH WR H[SOCL
HQFRXUDJHPHQW WUXO\ OLIWHG PH XS bDtbeSe mBtaphbks & W O |
WKHLU RULJLQV LQ D SK\WWLFDO EDVLV DQG 6WRFNZHOO FR
science view which claims that human psychological processes all derive at some fundamental level

IURP WKH HPERGLHG KOREDDQ.FRQGLWLRQT

3. Ontological metaphor

Lakoff & -RKQVRQ H[SODLQV pMXVW DV WKH EDVLF H[SHULHQFH
oriental metaphors, so our experiences with physical objects (especially our own bodies) provide
the basis for an extraordinarily wide varieties of ontological nietey that is, ways of viewing
HYHQWY DFWLYLWLHV HPRWLRQV LGHDV HWF DV HQWLMW
tend to conceive of events, activities, emotions and ideas as entities and substances. These
ontological metaphors can bead for various purposes such as referring, qualifying, identifying
aspects, identifying causes and setting goals and motivation actions. For example, in the linguistic
LQVWDQWLDWLRQ RI WKH RQWRORJLFDO PHWDSKRU 28(6685(

KLYV GHSUHVVLRQY WKH DEVWUDFW FRQFHSW pPuSUHVVXUHY |
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FDXVH RI pKLVY GHSUHVVLRQY LGHQWLI\LQJ FDXVHV 7KH IXU\
& Johnson is the CONTAINER metaphor. Jeffries & McCIntfeRPPHQWYV pHQRWLQJ WKD
territorial by nature, Lakoff & Johnson suggests that the notions of bounded objects and bounded
SK\VLFDO VSDFHV DUH SULPH FDQGLGDWHV IRU PHWDSKRUY
FIELDS ARE CONTAINER thus resahces on the basis that we conceptualize our visual field as a
container and conceptualize what we see as being inside it (Lakoff & Johnson 1980:30). Some of
WKH OLQJXLVWLF LQVWDQWLDWLRQV RI WKLV FRQFHEWXUDO F

MWKH DLUSODQH LV RXW RI P\ VLIKWY

So far, | have briefly demonstrated the conceptual metaphor theory. The examples of conceptual
metaphors examined in this section point out that many of the source domain of these metaphors
derive from bodily expéence, such as HAPPY IS UP and VISUAL FIELDS ARE CONTAINER.
-HITULHV OF,QW\UH IXUWKHU SRLQWYV RXW puLQ WKLV UHVSH
metaphor theory and the notion of image schema, namely that image schema often work as source
domDLQ LQ FRQFHSWXDO PHWDSKRUVT HM7KH DLUSODQOQI
the linguistic instantiation of the conceptual metaphor CONTAINER where the CONTAINER
image schema is the source domain. In this research, | tend to use titevegylistic theory

figure and ground as an approach to make objective evaluation of poetry translation from ancient
Chinese into English. Because the connection between the conceptual metaphor theory and the core
cognitive notion image schema, | willscuss the issues whether there are instances of conceptual
metaphor related to the instances of image schema in the source text and, if so, whether these
instances can be used as a valid references for the evaluation in the next chapter. In the following
section, | will discuss the other stylistic theory, foregrounding, which is of use in making the

relatively objective evaluation of the target texts against each other.
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3.3.2 A review of linguistic stylistic theory

3.3.2.1 Foregrounding

The concept ofdregrounding is borrowed from art criticism. In art criticism, foregrounding is a
means to describe something prominent perceptually located in the centre and towards the bottom
of the canvas. The items in the foreground of a painting attract more attéh@rothe items appear

at the background. In terms of linguistics, foregrounding deals with the prominence in texts and its
effects on readers (see van Peer 1980, van Peer 1986, Leech 1969). As mentioned above, the
foregrounded element attracts more dtten in a painting. In a similar way, linguistic
foregrounding attracts more attention by unexpected occurrences. It is to say that the foregrounded
HOHPHQW LQ D WH[W LV ZKDW pVWDQGV RXWY IURP WKH LU
FRQFHSMW RXRWGY DQG MEDFNJURXQGY LQ WHUPV RI OLQJXLV
what is linguistically normal+the rules, norms and expectations which we associate with a
particular kind of speaking or writing; the foreground is, in large part, diniops of text or talk
ZKLFK GR QRW FRQIRUP WR WKHVH H[SHFWDWLRQY 6KRUW
linguistic foregrounding feature: linguistic deviation and linguistic parallelism. Linguistic deviation

is a method of foregrounding bydaking the normal linguistic rules; linguistic parallelism is the

repetition of certain patterns in a text. | will introduce them in the next section.

3.3.2.2 Deviation and parallelism

As | noted, linguistic deviation and linguistics parallelism areo twmeans of producing
IRUHJURXQGLQJ IHDWXUHV LQ WH[W /HHFK VWDWHV pWKH F
VWIOHT W LV GLIILFXOW WR GLVFXVV VW\OLVWLFV Z
called style is because the cept of style indicates that it is something, more or less, deviant from

the norms, which are regarded as common use or expectation under specific circumstances. So, to
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some extent, style is deviation. In terms of linguistic deviation, there are two tiypgsroal and

external deviation depending on whether the norm a deviation against set up by the text itself or not.

Internal Deviation

6KRUW H[SODLQV pLQWHUQDO GHYLDWLRQ LV GHYLDWLRQ D
Thus, internal daation is supposed to be something deviant from the general pattern, or the norms,
WKH WH[W LWVHOI VHWV XS $ OLQH RI WKH SRHP QXPEHUH:«
good example to demonstrate how internal deviation works in poetry. Bedatsedgstinguishing
graphological style used by him consistently, readers who are familiar with poems by
E.E.Cummings would not be surprised to observe instances of using lowercase letters wherever
capitalization is required. Jeffries and Mcintyre commegnf HUKDSV WKH PRVW VWU!
GHYLDWLRQ LQ PXFK RI &XPPLQJVY SRHWU\ LV WKH XVH RI ¢
HISHFW FDSLWDOVT 7KLY FDQ EH VHHQ H[WHUQDOO\
rules, but the consistense of lowercase letters can also be seen as the norm his poems set within
WKHPVHOYHV ZKLFK FDQ EH XVHG DJDLQVW WKH RFFXUUHQF

word of the third line below:

wonderingly come
(bright than prayers)
riding through a Dream
like fire called flowers

(Cummings 1963:10)

$V WKH ILUVW ZRUG ZLWK FDSLWDO OHWWHU p'UHDPY VWL
GHYLDWLRQ LV WR IRUHJURXQG DQ\ LQVWDQFHV ZKHUH &XP

OF,QW\UH 7KH DGYHUE pZRQGHULQJO\Y DW WKH E}
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P\WVWHULRXVY DWPRVSKHUH LQ WKLV SRHP W VHHPV WKDW
DORQJ IURP VRPH VRUW RI IRJJ\ EDFNJURXIQW® K BRXX\W K KOD W HKI
%HFDXVH RI WKH XQH[SHFWHG FDSLWDOL]DWLRQ WKH LPDJL

WR HQKDQFH WKH P\VWHULRXV VXEVWDQFH &RQVHTXHQWO\

notion in the poem.

External Deviation

Compared with the above discussion of internal deviation, the cases of external deviation are those
ZKLFK PGHYLDWH IURP VRPH QRUP H{WHUQDO WR WKH WH[W!
WKH WH[WY LQGLFDWHYV WKH JHQhus,afy ibskatcH deviadt fagndtbel V K
common expectation of general English language can be seen as a case of external deviation. For

HIDPSOH H[WHUQDO GHYLDWLRQ LV REVHUYHG IURP WKH WK

shown below.

M/RYMDILG *RG pupu6D\ /RYH 1

H1IR QR Y VDLG *RG pu6D\ /RYH 1RZ WU\ LW /29( 1

H$ ILQDO WU\ § VDLG *RG p1RZ /29(fY
(Hughes 197@:6)

TKHVH WZR LQVWDQFHV RI ZULWLQJ WKH ZRUG pORYHT LQ
conventions. In English, the norm is that, apart from the first letter of the word being capitalized to
start a sentence, the rest of the sentence shouldlbwer case letters. Of course, the specific rule
KDV HI[FHSWLRQV IRU H[DPSOH GHILQLWH QRXQV OLNH WLW

/IHVVRQ +XJKHV XVHV WKH FDSLWDO OHWWHU IRU WKH ZKRO
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be in capitals conventionally. The impact for this special arrangement is to produce a foregrounding
feature which could both make the poem more-@tehing and indicate the specific attempt the

poet wanted to convey.

When one comes across a certaord in the middle of a line of a text in capitals, it is a signal to
prolong the length of the time of saying it and also more or less to give extra emphasis to it. Thus,
LQ WKH LQVWDQFH RI WKH ZRUGV pORYHY DE Rstaddingvtkere | D FW
SHUFHSWXDOO\ OHDGVY WKH UHDGHUV WR DUWLFXODWH WKH
SLWFK VSDQY 6KRUW 7KH HYHQWXDO LPSDFW RI W]
FRPPHQWY p*RG LV EHFRPLQJ éeddl kis DnQallikeRdiltde td [ddpeStiy D W

&URZYV HGXFDWLRQYT 6KRUW

Parallelism

S3DUDOOHOLVP RQ WKH RWKHU KDQG LV QRW DERXW LUUHJ
VWLOO EUHDNV UHDGHUVY H[SHF W D4 rBgQIatity -chrhes frarm\paraileF , Q W\
structures. For instance, if three noun phrases of a poem are written with the same structure of noun
and modifier, we say it is a parallelism because of the repeated structure. The effect of parallelism
as a foregrouridg feature is, similar to that of deviation, perceptual prominence which is highly
LOQWHUSUHWDEOH G6KRUW FRPPHQWYV pZKDW LV LQWHUHVWL
perceptual prominence, is that they invite the reader to search fommeamnnections between the
SDUDOOHO VWUXFWXUH LQ SDUWLFXODU LQ WHUPV RI WKH
out in texts by parallel structures of different linguistic elements. For instance, if three noun phrases
of a poem are wrién with the same structure of noun and modifier, we say it is a parallelism
because of the repeated structure. The effect of parallelism as a foregrounding feature is, similar to

that of deviation, conceptual prominence which is closely related to th&iameon which the
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DXWKRU ZDQWV WR IRFXV 7DNH WKH SRHP p'R 1RW *R *HQW(

as an example:

Do not go gentle into that good night,
Old age should burn and rave at close of day;

Rage, rage against the dying of the light.

Though wise men at their end know dark is right,
Because their words had forked no lightning they

Do not go gentle into that good night.

Good men, the last wave by, crying how bright
Their frail deeds might have danced in a green bay,

Rage, rage againsite dying of the light.

Wild men who caught and sang the sun in flight,
And learn, too late, they grieve it on its way,

Do not go gentle into that good night.

Grave men, near death, who see with blinding sight
Blind eyes could blaze like meteors andjog,

Rage, rage against the dying of the light.

And you, my father, there on the sad height,

Curse, bless, me now with your fierce tears, | pray.
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Do not go gentle into that good night.

Rage, rage against the dying of the light.

(Thomas, 1952:18)

7KLY YLOODQHOOH ZDV ZULWWHQ ZKHQ 7KRPDVYV IDWKHU ZD
gradual loss of life. Howeverjshfather did not know this, and the poet used this poem to express

the furious sensation caused by being unable to talk to his father about this without mentioning the
fatal news (Fenton 2002:20). As the poetic feature of villanelle, there are twonmel,are single
underlined and double underlined, being repeated a few times. Apart from the first stanza and the
last stanza which contain both of the repeating lines, the four stanzas in between end with one
repeating line alternatively. So the intensivD QG XSVHW VHQVDWLRQV GHOLYH!
DQG pubDJH UDJH DJDLQVW T DUH SRLQWHG RXW IUHTXHQW
end. The reader is reminded of this specific negativity after gaining other messages from the poem.
Additionally, the enerkhyme scheme aba/aba/aba/aba/aba/abaa contributes to creating a rhythm to
make the reader aware of the phonetic repetition, which could accompany the semantic repetition to
HISUHVV WKH SRHWY{V DQJHU SR Zéitbhusxedhi@ance the ldersabtld Bffecd td O H C

PDNH WKH UHDGHU IHHO WKH SRHWYfV pUDJHY PRUH YLYLGO\

3.4 Conclusion

As mentioned at the beginning, the argument of this thesis is how to evaluate poetry translation
from ancient @inese to English objectively. In the first part of this chapter, | discussed the
translation development in China and demonstrated the subjectivity of poetry translation criticism
from both the historical point of view and the situation of the curreiystualso introduced the

three main translation propositions in the particular area of translating ancient Chinese poetry into
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English. Recent developments of stylistics have resulted in the enormous popularity of cognitive
approaches to text analysis,dacognitive stylistic has been widely applied in Translation Studies.
6XSSRUWHG E\ -DNREVRQTV QRWLRQ pFRJIJQLWLYH H[SHULHC
foregrounding is universal, | argue that it might be possible to make relatively objeditisnarof

poetry translation from ancient Chinese to English by applying stylistic theories in analysing source
text and target text. Hence, in the second part of this chapter, | reviewed the stylistic theories which
include the cognitive stylistic theorfygure and ground, the conceptual metaphor theory and the
linguistic stylistic theory foregrounding. This thesis seeks not only to employ stylistic techniques to
improve the objectivity of translation, but also to apply the very latest theories and séthod
cognitive stylistics. Therefore, in the coming chapter, | will discuss the methodological issues in
this thesis, including research questions, data, research design and how a pilot study demonstrating

how stylistic theories can be applied.
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Chapter 4 Methodology

4.1 Introduction

This study attempts to evaluate the English translations of ancient Chinese poems with an objective
approach of using the cognitive stylistic concept and linguistic stylistic theory. As we have seen in
the previous section (3.2.38.2.5), throughout the development of the poetry translation in China,
the evaluation of translation quality has been a subjective matter. Applying the intangible criterion
WKDW LV UHODWHG ZLWK uSR bfféf Ay abfettivel j\iddméent. BK WargddRiat E H [
incorporating stylistics into translation evaluation might be able to evaluate the translated text
objectively. In this chapter, first of all, | will restate the research questions. This explains the aim of
the study. Following this, | will introduce the data chosen for this thesis including an ancient
& KLQHV HSI®2RgHSReAg Man E\ 4LQJ]KDR /L DQG WDUJHW WH[WV E\
6 target texts are evaluated by two approaches. The first appsa@ehcognitive stylistic theory of

figure and ground with the application of conceptual metaphor wherever required, and the second is
the linguistic stylistic theory of foregrounding. At the end this chapter, | will demonstrate how the

cognitive and liguistic stylistic theories can be applied in texts by offering a section of pilot study.

4.2 Research questions

As introduced in Chapter 1 Introduction, there are three research questions in this thesis, which are

restated as below:

RQ 1: Is it possibleéo evaluate the quality of English translation of an ancient Chinese poem

objectively?
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RQ 2: If objectivity is possible, how can the quality of English translations of an ancient Chinese

poem be evaluated with special references to image schema anddockgg?

RQ 3: Can a framework be made for objectively evaluating poetry translation from a stylistic

perspective?

4.3 Data

4.3.1 Source text and target texts

Over three thousand years of poetry history in China, there are many poems written byopoets fr
dynasty to dynasty. At the very beginning of West Zhou Dynasty as early as 1000 B.C., the earliest
poems are found in the collection®B4/E ZKLFK LV WUDQVODWHG DV p&ODV)\
Ren 1995:5).0Over the following five hundred years, there atep®@ms embodied in Classic of

Poetry that covers a wide range of themes such as history, satire, love, climate, work and war (Gao
1980:24). These poems tend to be short and they were written with strict patterns. These poems are
DOVR FDOOHG 1$WKIHH QWHPNUXYBLWWHQ DIWHUtWKADY&€J '\QL
FDOOHG pORGHUQ 9HUVHY /LX JRU WKH SHULRG RI poO
Dynasty, the Song Dynasty (960 A.D1279 A.D.) and the Yuan Dynasty (1279 A.1368 AD.)

DUH WKH EORRPLQJ HUD LQ &¥5 QDIMISRBDWH\GKLNWRU\ /TKH
7DQJ "\QDVW\ VHH 2ZHQ ZDV HYROYHG IURP AYKH/\SQFLHC
OHWHUV /LX LQ WKH 6RQJ '{@D\WD\P D QEEWISEBI IO UH R
WKH <XDQ '\QDVW\ DUH WZR QHZ JHQUHV RI SRHWU\ MKDW 10
X]--—":9-ptjGy?t, - —"1%4 0"} 1 7KH /\ULF OHWHUV Rl 6RQJ

paramount value in the history of Chinese literature) (®)09he poems written in the Song
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Dynasty not only follow the classic conventions but also significantly contribute to making new
development. One of the new developments was a large increase in the popularity of the Metrical
Lyrics, a form based on theatlitional versifications and rhythms, drawn from popular songs, but
with new lyrics. The ancient Chinese poem chosen for this reseafeh is  E (Sheng Sheng

Man) written by the poet-$5'— (Qingzhao Li) (10841151) during the Song Dynasty. Qingzhao

LiisawelFNQRZQ IHPDOH SRHW LQ &KLQDYV OLWHUDU\ KLVWRU\
E\ GHVFULELQJ LPDJHV ZLWK ILQH GHWDLOV 5H[URWK & KXC
RXW KHU JULHI VKH H[SUHVVHG L\97R:Q0)\W Ketantckett EhiRdsa~gdéi W D C
Sheng Sheng Man ZLOO EH LQWURGXFHG LQ WKH VHFWLRQ )R
versions of English translation of this ancient Chinese poem available, for example, Li collected 21
versions by various trafators (2009:184.87). In this thesis, | select six target texts which are

listed as below:

36/2: 6/2: 621* AES: & (Yuangchong Xu) (Xu 2003:523)

Sheng Sheng Mdn EA (Zhongjie Xu) (Xu 1986:48)

360ORZ 60 RZ GBXIYWitaigLin) (Lin1983:2627)

BKHQJ 6KHQWadiQYang Xianyi) & Gladys Yang (Yang &Yang 2001:246)

S6RUURZ™ E\ -RKQ 7XUQBEBH) 7XUQHU
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3$ :HDU\ 6RQJ 7R $ 60RZ 6DG 7 XQ HJaE fLingl ChQrig\Rexmih [&J R W K

Chong 1979:31)

As mentionedin 3.2.6, there are three approaches in the field of English translation of ancient
Chinese poetry. Among these six versions, translation 1 and translation 2 are rhymed and metrical
translations with neat enthyme; translation 3 and translation 4 are fetde translations; and
translation 5 and translation 6 are imitation translations. | will reveal these six target texts in

Chapter 6 and Chapter 7. In the following section, | will briefly discuss direction of translation.

4.3.2. Translation directions

In translation practice, it is very rare for a translator to attain equal knowledge of both the source
language and the target language (Jing & Huang 19985h2This means that a translator may be
capable of translating from a foreign language intmhiser native language, but not the other way

round. In terms of direction of translation, there are three types summed up by Baker shown below:

A. Direct translation

7TUDQVODWH IURP IRUHLJQ ODQJXDJH LQWR WUDQVODWRUTV

B. Inverse translatn

7UDQVODWH IURP WUDQVODWRUYY QDWLYH ODQJXDJH LQWR |
C. Team translation
Combination of the above two translations

(1998:6367)
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In this thesis, because the target language is English, a translation by a native-dpaglishg
translator is a direct translation: for example, the translation by John Turner. By contrast, a
translation by a native Chinespeaking translator is the inverse translation, such as the translations

by Yuanchong Xu, Zhongjie Xu and Yutang Lin. The third type of translation combines translators
whose native languages include both the source language and the target languagenad lzete
WUDQVODWRUYV RI 3% :HDU\ 6RQJ 7R $ 60RZ 6DG 7XQH" DUH .F
English and Ling Chung whose native language is Chinese, so this target text is a translation by

team work.

According to Baker, the consensus regardnagslation direction in the West agrees with direct
translation (1992:65, 1998:64). From this point of view, it seems the only valid translation would be
the one by John Tuner (introduced in the next chapter). But Si comments that one often finds
misinterpretations in English translations of ancient Chinese poetry which are transferred by native
Englishspeaking translators; this might be caused by the fact that their knowledge of Chinese might
not be sufficient to understand the ancient Chinese poempemrand their interpretation of the

source text might not be reliable (2001:241). For the inverse translation, a translator whose native
language is Chinese seems able to understand the target text accurately, but another issue would be
whether the knovedge of their target language is sufficient to express their understanding in the
target language in order to ensure that readers receive their interpretations. This concerns the
readability of the target text (readability was considered the second musttamt standard in
translation practice in China, see 3.2). As Wang suggests, although it might be sensible for a native
Chinese translator whose knowledge of English is excellent to attempt to transfer ancient Chinese
poetry into English, his or her siesxs must be on the side of transferring English text into Chinese
(1980:27). This point of view echoes the consensus Baker holds that the priority is direct
translation. Combining translators whose native languages are both the source language and target

language, translation by team work might be a solution for this dilemma. As Yu states:
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0%6# B# EAB _JF, -65E&®2 T-(8EE]-6 6@ EG}:95%é9! -~
SSEFEEf °=Y (The ideal approach for transferring ancient Chinese poetry into

English is team work including both scholars from China and the West. It ensures the accurate
understanding of the source text and the readability of the target text)

(2000:66)

Holding this point, the team work translations could be truly valid with both accurate understanding
of the source text and sufficient readability of the target texts as it combines the advantages of both
a Chinesespeaking translator and an Engigbeaking translat. In the next section, | will

introduce the research design of this thesis in the following sections.

4.4 Research design

In this section | describe the design and structure of my project and explain how the research will be

carried out and why the theetical framework is suitable for this research.

4.4.1 The cognitive stylistic approach

In this thesis, | argue that, by applying cognitive stylistic theory figure and ground. It might be
possible to make an objective evaluation comparing target texhsigsource text under the
criterion of faithfulness. In China, faithfulness is always the priority of translation criticism (see
$SDUW IURP WKH IRFXV RQ WKH LQWDQJLEOH QRWLRQ RI
regarding how to faithX OO\ WUDQVODWH KDV EHHQ EURXJK#atdd XW 1

notions, it is almost impossible to make reliable judgment. However, incorporating stylistics with
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literary evaluation, it is possible to make objective judgment: BBaser (2004, 2006, 2011)

argues that cognitive stylistics plays a significant role in the practice of literary translation.

Cognitive stylistics (it is also called cognitive poetics) has been studies in a number of key texts
such as Tsur (1992), Stockwell (20028gmino & Culpeper (2002), Gavin & Steen (2003) and
-HITULHV OF,QW\UH -HITULHV OF,QW\UH H[SODLQV WKL
on hypothesising about what happens during the reading process and how this influences the
interpretat RQ WKDW UHDGHUV JHQHUDWH DERXW WKH WH[WV WK
of cognition in this research is to explain the mental process how readers reach the understanding of
a text by conducting cognitive stylistic analyses on the spgué#fispective of figure and ground as
6WRFNZHOO FRPPHQWYV pWKH SXUSRVH RI D FRIQLWLYH SRH

H[SODLQ KRZ WKDW UHDGHU UHDFKHV WKDW XQGHUVWDQGLQ

Because the focus of this reseh is on objectively evaluating English translations of Chinese
poetry incorporating stylistics, one the side of cognitive linguistic approach, the foundation of the
evaluation relies on the cognitive stylistic figure and ground analysis on both sextread target

text. Cognitive stylistics has a linguistic dimension which means we can engage in detailed and
precise textual analysis of style and literary effect. This could offer systematic comparisons between
source text and target text based on th@seQJXLVWLF GHWDLOV $V GLVFXVVHC(
WKDW pFRIJQLWLYH H[SHULHQFH LV XQLYHUVDOY VXSSRUWYV
REMHFWLYH HYDOXDWLRQ RI WUDQVODWLRQ TXDOLW\ PLJKW
that readers in both source language and target language share from reading the texts in both
languages. Precisely in this research, the spatial relations realized in both texts linguistically are
chosen to the measure of the evaluation, namely, image ash@esented in both the source text

and the target texts. The evaluation is made by comparing source text against target text which is a
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commonly used approach for similar research (see Short & Semino 2008 aneBBmas2006).

By comparing the image Bemas presented in the target text against those in the source text, the
relatively objective evaluation could be made under the criterion of faithfulness as the cognition of
LPDJH VFKHPDV DUH XQLYHUVDO +DPSH FRQILUBAMemMasH V FRF
including image schemascan be seen both as expressions of universal principles at work in
LQGLYLGXDO FRIJQLWLRQ DQG DV SURSHUWLHY RI DQ XQGHU
(2005:6). This means that the cognition of imageestas which are primarily based on spatial
relations is universal as the underlying principle across humanity. For example, the directional
indications of up/down suggest the same spatial relations for readers in different languages. So, by
setting locatie relations presented in source text as a reference, it might be possible to evaluate
how faithful a target text is to the source text by comparing locative relations presented in target

text against the reference.

6WRFNZHOO FRPPHQW \McswhnikddzM/ thg piRdeQsLby WhdH irBuRieVihterpretations

are formed into expressible meanings, and it presents the same framework as a means of describing
DFFRXQWLQJ IRU WKRVH UHDGLQJVT D $SSO\LQJ WKH
the target text, detailed discussions is required through the whole analytical process in order to
illustrate how these locative relations are related to the evaluation. Additionally, the data of this
research includes one ancient Chinese poem and a smeaditiool of its six English translations.

Based on these factors of this research, qualitative analysis is chosen as the more appropriate
method for this research than other research methods such as quantitative analysis or corpus
analysis. Qualitative reaech aims to investigate an-depth understanding of information on
SDUWLFXODU FDVHV DQG DFFRUGLQJ WR -HIITULHV DQG OF,Q\V
traditionally been the mainstay of stylistic analysis and will no doubt convil® EH VR

For the analytical procedure, | take three steps. First of all, | start with the ancient Chinese poem

36 KHQJ 6KHQJ 0ODQ” $V PHQWLRQHG HDUOLHU ‘DWD WK
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Qingzhao Li in China nearly a thousapéars ago, so there is a general interpretation offered for
readers who are not familiar with it. Following that, | examine the source text with the notion of
image schema in order to point out the locative relations presented in the source text amelyhow t
JHQHUDWH HIIHFWYV RQ WKH UHDGHUTV LQWHUSUHWDWLRQ F

instance of image schema, I

1. identify the presence of image schema,
2. explain how the figure moves
3. explain what conceptual prominence theriggecan produce

H[SODLQ KRZ WKH SURPLQHQFH PLJKW LQIOXHQFH WKH UHL

The summary of the instances of locative relations presented in the source text is used as a reference
for the comparison of target text against source text uhdecriterion of faithfulness. Comparison
is a method used in translation evaluation (for example BBam 2006). The introduction and the

cognitive poetic analysis of source text will be included in Chapter 5.

Moving to the next step, this analysithe translations is carried out on a 4oe@ne basis. The six

target texts are examined following the similar analytical process. For each instance of image
schema presented in target text, apart from the cognitive stylistic analysis, it is evatuaiad o
faithful it is compared against the image schema presented in the source text. The evaluation is
based on two elements: the form of locative relation and the effect the image schema creates.
Thirdly, after analysing the six target texts, | summatime image schemas presented in each of
them and evaluate them on the criterion of faithful duplication of the source text from least faithful
to most faithful. | carry out the second step and the third step in Chapters 6. It cannot rule out the
possible vaations of interpreting source text and target text, but following the analytical process

and these three steps, the outcome of the evaluation ought to be reliable.
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4.4.2 The linguistic stylistic approach

In this thesis, apart from evaluating the faithess of a target text as | have discussed it might be

also possible to evaluate target texts against each other with an objective approach. As | noted, van
Peer agrees that foregrounding (see 3.2.7) is a stylistic feature which can be observed in differen
language because it is universal. In this sense, the foregrounding features can be observed in both
source text and its translated texts. But applying foregrounding theory might not be the most
appropriate way to evaluate the faithfulness of targetagatinst source text. This is because the
linguistic system of source language is not the same as that of target text. As a consequence, the
foregrounding features observed in source text might not be necessarily replicable into target text
because of thenevitable linguistic differences between source language and target language. This
means that it might be difficult to set up a reliable reference for the sake of evaluation. However, it
might be possible to objectively evaluate various target texts afre source text against each
RWKHU )LUVW RI DOO 6KRUW DQG 6HPLQR FRQILUTF
SXUSRVHV WZR WH[WV ZKLFK DUH VLPLODU LQ VRPH IXQFW
sharing the similar function of intergneg the source text and express it in target language.
Secondly, the comparison is based on the linguistic system of target language as a reference. So it is
possible to make objective evaluation based on these two points. In practice, the checklist of
linguistic levels at which foregrounding might occur (Short 1996) works as a systematic approach
to analyse the possible foregrounded elements in a text and their potential effects on readers. This is
not to say that foregrounding is a completely objectielcWHULRQ DV 9HUGRQN FRPPE
guestion of what is and what is not foregrounded against the background of language can only be
DQVZHUHG RQ WKH EDVLV RI VXEMHFWLYH LPSUHVVLRQVY

of foregroundings still, in some respects, a good platform for observing the process of evaluation

as an objective approach with linguistic evidences.
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As | have discussed in 4.4.1, considering the purpose of this research and the data, qualitative
analysis is the suitde approach. | have also mentioned earlier that foregrounding theory might not

be the most appropriate method to test how target text is faithful to source text. What might be
possible is to compare target texts against each other. For the analytiealupeodhere are three

steps to follow. First of all, 1 will run linguistic stylistic analysis on each of the six target texts.
Using the checklist (Short 1996) introduced in section 3.3.2.2, the instances of linguistic deviation
and linguist parallelismra analysed systematically. These analyses include the explanation of both
the foregrounding features at various linguistic levels and the effects they create on readers. At the
end of this step, these instances of foregrounding features are ready tatiemallt is worth

pointing out that, for the purpose of this research, | use a selective collection of these instances for
evaluation and those that are not selected are not discussed in this thesis. Secondly, based on the
occurrences of foregroundingateires, | select instances of foregrounding features. The selection is
based on the criterion of whether they share a similar function, for example, enhancing the
negativity. Finally, after the process of grouping, | compare the foregrounding featur@sounsyv

target texts on the basis of how the linguistic deviation or parallelism work to create effects on
UHDGHUYV LQWHUSUHWDWLRQ RI WKH WDUJHW WH[W $00 \

coming section is Pilot study.

4.5 Pilot study

In this section, | will discuss how the cognitive stylistic theory figure and ground and the linguistic

stylistic theory foregrounding cdre applied to poetry analysis.
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$ FRIQLWLYH SRHWLF DQDO\VLV p7KH '"RRUTY E\

The Door

Out under the sun stands a body. 1

It is growth of the solid world. 2

,W LV SDUW RI WKH ZRUOGYYVY HDUWKHQ ZDOO

The eD U W K 1 ¥ si&cO & Gheévgénitals 4
And the flowerless navel 5
Live in its crevices. 6

Also, VRPH RI HDUWISHh esthelmMoMK UHY 7

All are rooted in earth, or eat earth, earthy, 8
Thickening the wall. 9
Only there is @oorway in the wak 10

A black doorway: 11

7KH H\HfV SXSLO

Through thatdoorway came Crow. 13

Flying from sun to sun, he found this home. 14

(Hughes 1970:14)
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H7KH '"RRUYT LV RQH RI WKH SRHPV Qr@v. Wéttidcts &tenmiddirwalioisQ R1 +
ways and the following is an analysis of the text with the phenomenon of figure and ground. This is
my interpretation of the poem, which, of course, may vary from other analysts. The first aspect of
the poem, which caught my attention, is the & QLILFDWLRQ DV WKH LQDQLP
DVVRFLDWHG ZLWK WZR ZRUGV JdERG\YT DQG pIJURZWKY ZKL
creatures in the linel and 2. A door as an object is not regarded as an item that has the ability of
growing physicly like either human beings or any other animate creatures are able to do.
Connecting with the second half of the first stanza, the personifications indeed draw all the attention

RI WKH SRHPYV WKHPH WKH GRRU WR puD BRg®ufiidDV WKH ILJXU

The second set of instances that attract my attention are two inversions that occur on line 1 and line
13 respectively. These are foregrounding features embodied by syntactic deviations. The standard
clause order of the first line should bebject (a body) + predicate (stands) + adverbial (out under

the sun), and the penultimate line as subject (crow) + predicate (came) + adverbial (through that
doorway). The subjects in these two lines are placed at the end, which establishes the effect tha
when the subject is revealed at the end, more attention is granted than opening the sentence with the
subject. When the elements such as predicate and adverbial function as embodied information in a
clause which precedes the subject, all the informatiah defines the subject by the predicate and
adverbial are like unattended bags, which appear to readers first, then when the reader approaches
the end, the mysterious owner of the bags is revealed. The way that the subject attracts the attention
is similar to the answer of a riddle after spending some time figuring it out. The prominence of the
subject is created by illustrating the information that defines the subject first because of the
perceptual process of wondering who the actor would be. Thuithd6ZR HLERG\Y] DQG pFUF

UHJDUGHG DV ILJXUH ZKHUHDV WKH pVROLG ZRUOGYT DQG pWi
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Thirdly, in the second stanza, my attention is caught by several lines that are related with earth, such
DV pLW LV SDUW RI WBRHN ZORWULOHS TV HHDEWKK IR/ DAJGY B W XPUREKWV K 1
MHURRWHG LQ WKH HDUWK RU HDW HDUWK -rRtEiteMin éathQ H
VHQWHQFH DSDUW IURP OLQH ZLWKLQ WKLV VWhéxD SUF
repetitions as a foregrounding feature. One of the effects of this foregrounding feature is to establish
an earthrelated theme throughout the whole stanza, which may add the earth theme into line 9 as
the expectation. One who reads the last linddcancover the possible hidden message interpreting

LW DV pWKLFNHQLQJ WKH ZDOO ZLWK HDUWK{

JXUWKHUPRUH WKHVH OLQHV WKDW SURGXFH WKH pHDUWK(
Line 3 might not be deviant as it refers to possibly the natefia wall that can be made of earth.
JURP OLQH WR OLQH RI WKH VHFRQG VWDQ]D WKH FKRL
HPRXWKYT GR QRW DVVRFLDWH ZLWK WKH FRQFHSW RI HDUWK
should, conventiorly, be plants such as trees or grass. When the examples offered following
DSSHDU DV pWKH JHQLWDOVY DQG pWKH IORZHUOHVV QDY H(

expectation stand out in order to create distraction and to attract attention.

The noticeable phenomena in the poem here are the prepositions used throughout the poem. These

prepositions present a dominant idea and they are illustrated in italics:

Line2  growtlof
Line3  parof
Line 6 livein its crevices

Line 8 all are rootedn earth
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Linel0 a doorwain the wall
Line 1 out underthe sun
Line 13 throughthat doorway

Line 14 flyingfrom sunto sun

Among these prepositions in the poem, the most frequent image schema is the INTO image schema
with various elaborations. The INTO image schema is one of the basic types of image scheme, and
MWKH WUDMHFWRU WUDFHV D SDWahdhaR B DfiQallredting/goBiton 1RV L W
ZKLFK WKH ODQGPDUN FRQWDLQV WKH WUDMHFWRUY 6WRFN
EH DV REYLRXYVY DV WKH RWKHUV 7KH SUHSRVLWLRQ pRIY FL
relation (the midte of the shop) and possessive relation (it is a book of mine). Here, the two
examples of the schema in the list above seem to combine these two relations to give the static
images that the trajectors (the growth, the door) are a part of the landmarkslid@heorld, the
ZRUOGYTV HDUWKHQ ZDOO ,Q WHUPV RI WKH ORFDWLYH UHOI
trajectory is part of the landmark as a possessive relation. Opening the poem like this, the attention
is led to, first the personitDWLRQ DV DSSO\LQJ DQ DQLPDWH ZRUG pJU
GRRU FRQWUDVWHG ZLWK WKH VROLG ZRUOG SUHVXPDEO\ F
WKH ILJXUH FRQWUDVWHG ZLWK WKH pWKH HDUWsKattgady D O O |

integrated as a part of nature since it is a part of the wall made of earth which represents the nature.

The next two examples of the INTO image schema are more noticeable compared with the two

discussed above because they contain the a8udH SRVLWLRQ puLQY 7KHVH WZR |
FUHYLFHVY DQG pURRWHG LQ WKH HDUWKY H[SUHVV WKH P}
establish an imaginary space with the metaphorical correspondences of the door (the genitals and
the flowerlesv QDYHO DV WKH WUDMHFWRUVY DQG WKH pHDUWKH

SURQRXQ pLWVY UHIHUULQJ WR HDUWKHQ ZDOO 'LITHUHQW
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relatively static statement, the figure here is mobile. It almost pushagader to believe that the
LQDQLPDWH REMHFW GRRU DFWXDOO\ FDQ OLYH LQ WKH HDU
DQG QDYHO GR JURZ LQ KXPDQ ERGLHVY ORUHRYHU WKH puD
last body part of the pessification (mouth) to enforce the further sense that the door has the root in
earth and it is supplied by earth. The last example of the INTO image schema expresses a static
VWDWHPHQW WKDW puD GRRUZD\Y LV WKH WhuHe speice WiRimaieQ G W
VFKHPD FUHDWHYVY WKH WUDMHFWRU KDV VOLJKWO\ FKDQJHC
VSDWLDO LQGHILQLWH FRQFHSW pubD GRRUZD\Y DQG WKH ODC

poem (earthen wall).

What hasEHHQ GLVFXVVHG VR IDU DUH WKH LQVWDQFHV RI ,172
general, this schema underlies many concepts involving not only movement but also transformation
DQG LGHQWLW\Y D ,Q WKH LPDJL QEeUNTY S$iiagetsehevdd DW
creates, the attention first begins with the rather animate term (growth) to point out the theme of the
poem the door with personification. Then selection moves from one body part to another and finally
reaches the summary pronourl)(#iat presents the human beings, contrasted with the ground earth
WKDW SUHVHQWYV QDWXUH $W ODVW WKH WUDMHFWRU LV
ODQGPDUN pWKH ZDOOY 7KLV PD\ SRLQW RXW W KibvwfaeE\ XVL
door as connecting or separating two spaces, the door suggests a kind of connection between nature
and human beings. Coming to the end of the poem, the crow came through that doorway as the

correspondent through the natural and the-made world

Apart from the INTO image schema, a different schema, OUT, has been observed at the very
beginning of the poem (out under the sun stands a body). The trajector is the body, representing the
door, whereas the landmark is earth. This schema expressesstmial movement that in the

initial position the trajector is either a part of the landmark or in a space occupied by the landmark,
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WKHQ LQ WKH ILQDO SRVLWLRQ WKH WUDMHFWRU LV LQ puD C

HDFK RWK H&Echm 2086J169) In the poem here, the schema suggeststic stage that

uD ERG\T LV RXW Rl HDUWK ZKLFK JLYHV WKH YHU\ ILUVW LF
part of the earth. This opening obviously is followed well by the next incidences of the INTO image

schema.

Another image schma, FROM is noticed towards the end of the poem. In terms of a foregrounding
IHDWXUH LW LV LQHYLWDEOH WR SDXVH IRU WKH XQXVXDO
norm where there is only one sun in the universe conventionally. ThuRiG& WR 10O\ plURP
VXQYT ZKLFK LQGLFDWHYV PRUH WKDQ RQH VXQ ,W LV DQ HJ\
deviation is to enforce the sense that the crow is the correspondent between the nature and human
beings and has the power to fly freeLQ WKH XQLYHUVH 7KH VHPDQWLFDOC
VXQY FDQ EH LQWHUSUHWHG DV WKH LPPHQVH XQLYHUVDO V
trajector and the endless universe is the landmark. In the imaginary space this image schema
createsthe crow as figure flying freely contrasts with the ground; the endless universe is presented
E\ WKH VHPDQWLF GHYLDWLRQ pIURP VXQ WR VXQYf 7KLV JXL
poem, the crow, even though most of the previous linexdéy@ various scenes of the door as the

title of the poem. This is reasonable as the whole collection is about the famous crow. To end the
SRHP pKHY SUHVXPDEO\ WKH FURZ IRXQG pWKLVY WKH IUHH

truly belongs.

The mgnitive poetic analysis of the poem is, of course, based on my own interpretation. What |
have discussed is an analysis based on the concept of figure and ground. The elements of figure and
ground change throughout the poem according to the various gpasested. Then, the irrelevant

HOHPHQW RI WKH WLWOH RI WKH SRHP pWKH GRRUY HYHQW
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collection the crow to reveal the profound meaning of the poem: freedom and the connection

between human beings and nature.

45.2 Foregrounding in English poetry

The application of the theory of foregrounding to English texts has been practiced in various literary
genres. Poetry is a genre where foregrounding is particularly prevalent (Leech 1970). The key
notion of foregroundingL,V WKDW D SDUW RI D SRHP LV PRUH pPQRWLFF
6KRUW 7KLV pSDUWY FDQ EH DW YDULRXV OLQJXLVW
levels standing out from the rest. Short summarizes a checklist of linguistis ktvevhich
foregrounding might occur. They are shown as below. Following the summary, | will examine some

examples of linguistic deviation in English poems.

At what linguistic level does the deviation occur:
Phonetic
Graphdogical
Lexical
Discoursal
Metrical
Semantic
Morphological
Pragmatic
Syntactic
Other

(Reference in Short 1996:34)
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Graphological deviation

In terms of graphological deviation, there are cases in English where one might come@ugoss s
deviant formats in texts, for instance, the example mentioned earlier that lowercase letters are used
where the capitals are required. But, apart from that, another way of generating graphological
deviation is splitting a word into two or even moreiwndiual parts where one conventionally would

not expect them to be divided. Instances like this are graphological deviations since they are
different from what one would normally expect in formal standard English. The following is the

SRHP-{RYHY Ear B&&bugh which demonstrates how a word can be split into two parts in

a poem:
40 Love
middle aged
couple playing
ten nis
when the
game ends
and they
go home
the net

will still

be be
tween them

(McGough 1971)
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The odd layout of the poem is intended torespnt a tennis court and when one reads it one has to
shift from one side to the other which establishes an atmosphere of a live tennis game. Borrowing
the idea of playing tennis, the poem describes a stereotypical relationship issue among couples in
middOH DJH DV WKHHWLOMOHFIHIWHY 7KHUH DUH WZR FDVHV ZKH
7KH ILUVW RQH LV pWHQQLVY RQ WKH WKLUG OLQH WKDW L\
right column. It is deviant from the norm that words skt but keeping the syllables together. The

effect of doing so seems to replicate the score in a tennis game, which suggests the side with the
ILUVW KDOI RI WKH ZRUG pWHQQLVY LV RQ WKH ZLQQLQJ SRV
occus WRZDUGY WKH HQG RI WKH SRHP ZKHUH pPEHWZHHQY LV
GLITHUHQW OLQHV 2QH UHDVRQDEOH H[SODQDWLRQ RI WKL’
suggest the equality of both parties of the relationship at the endtlewegh they might have

issues.

7KH VSDFH RI SXUH SKRQHWLF GHYLDWLRQ LV UDWKHU OLP|
covered in parallelism (e.qg. alliteration, assonance, rhyme). We can think of examples where words
DUH SURQRXQFHG RU VWUHVVHG R G and«eifeciVther® atdy BB Bf R 1 S
PDUJLQDO LQWHUHVWY 6KRUW 2Q WKH RWKHU KDQ
graphological means give readers imaginary phonetic impacts on certain deviant formats. For
example, the use of capital letterswomecessary occasions (not beginning of a sentence or names)
would suggest readers to read the capitalized part louder than others in lower case. The poem

MLWDOLFY EHORZ E\ 5RJHU OF*RXJK FDQ EH D JRRG LQVWDQF

italic
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ONCE I LIVED IN CAPITALS

MY LIFE INTENSELY PHALLIC

EXW QRZ LYP VDGO\ ORZHUFDVH
with the occasional italic

(McGough 1979)

Despite the fact thatgetic language is different from normal everyday language uses, it is still very
rare to come across a poem written like this including two couplets with one all in capitals and the
other in lowercase. One of the most obvious foregrounding effects ofspiasific layout
graphologically is using different case of the letters to contrast the exciting life the narrator had in
the past with the boring life currently, which result in generating an instance of phonetic deviation.

It works in a way uppercase lets associate with the image of being bigger and more vibrant and
lowercase visually leads to the picture of being smaller and less exciting. Jeffries & Mcintyre
FRPPHQW pWKH ORZHUFDVH OHWWHUV FRQWUDVW Z2flett K WKF
WKH IDFW WKDW WKH VSHDNHUfV OLIH LV QRZ WKH RSSRVLW
deviation is closely related to and very important to understanding the phonological deviation.
H%BHFDXVH OLWHUDWXUH L\enZadd thevpNdhaogiahll Kerel ZahLbe/ muidhQmaier X L Y
OLEHUDOO\ DQG XVHIXOO\ H[SORLWHGYT 6KRUW KH
unconsciously project the voice a bit louder for the first couplet than for the second couplet. A
similar effectcd EH REVHUYHG LQ &URZTV )LUVW /HVVRQ E\ 7THG +X
of the deviant format is not only the ef)¢eDWFKLQJ p/29(Y DOO LQ FDSLWDO
VHQWHQFH EXW PRUH SRZHUIXOO\ WKH ZRUGYHYLARXIDG OR N

one to prolong its sound and say it louder.

Semantic Deviation
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6HPDQWLF GHYLDWLRQ GHDOV ZLWK pPHDQLQJ UHODWLRQV ¢
VRPH zZD\Y 6KRUW ,Q SRHWU\ LQ R poétsitendi¥dusH §@eH V'V
descriptions that might not be logically possible in reality, and because of the logical impossibility
RI WKHVH GHVFULSWLRQV LQ UHDO OLIH WKH\ FDQ EH GLIIHI
semantic deviations can shgthen the effects of what poems can convey with ordinary
expectations in a way to make readers have more thoughts on the deeper meaning of poems. Below

is a poem by Wordsworth which includes an instance of paradoxes.

My Heart Leaps Up

My heart leaps pwhen | behold
A rainbow in the sky:

So was it when my life began;
Sois it now | am a man;

So be it when | shall grow old,

Or let me die!

The child is father of the man;
And | could wish my days to be
Bound each to each by natupadty.

(Wordsworth 1984:246)

The poem describes the joy the poet experiences when he sees a rainbow and he always enjoys it a
different stages of his life, which points out that his childhood has a big influence on his life. The

WKLUG ODVW OLQH p7KH FKLOG LV IDWKHU RI WKH PDQY FD
/IHHFK FRPPHQWY RQ LW VD\LQJ p«LfathérwhilePSiRactilda@ b isRU ; W

PDQY /HHFK 7KLY SDUDGR[ VXJIJHVWV WKDW ZKDW I
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childhood. Contributing to the profound meaning of the poem, this line implies the joy of seeing a
rainbow, which indicates theonstancy of his connection to nature, as a child stays with him

throughout his life.

Syntactic Deviation
*UDPPDU LV D FRPSOH[ LVVXH DV 6KRUW SRLQWV RXW pWKF
large, and therefore the foregrounding possibiliteBvViiUDPPDWLFDO GHYLDWLRQ D
$FFRUGLQJ WR &KRPVN\ puV\QWD[ LV WKH VWXG\ RI \
VHQWHQFHY DUH FRQVWUXFWHG LQ SDUWLFXODU ODQJXDJH®
grammar, syntadeals with the rules and principles that govern the sentence structure (the other one
is morphology which deals with the word structure). Syntax has twalisiglons of deep structure
DQG VXUIDFH VWUXFWXUH DV /HHFK G+thé QéaMngu@ theisentéiod) X F W
ZKHUHDV WKH VXUIDFH UHODWHY WR WKH ZD\ LQ ZKLFK D VH
to the complexity of the English language in terms of grammatical issues, it is impossible to
illustrate all kinds of syntdic deviations in this limited section. The following instance shows the
importance of predicates in texts and what foregrounding effect of predicate related deviation can

produce to influence the way readers interpret the poems.

In terms of the situ#on type, there is a broad distinction between dynamic verb meanings and
VWDWLYH YHUE PHDQLQJV 4XLUN JRU LQVWDQFH LC
UHOD[HGY WKH YHUE pZDONVY GHVFULEHV D G\QDRHEV b RAW MF
of mind. In poetry writing, there are cases of omission of stative verb which can be observed as
instances of grammatical deviation. Below is an extract from the poem The Biographer by Carol

Ann Duffy.
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Guilt and rage

Hardened me then,

and lder | felt your dislike

chilling the air

as | drifted away.

Your wallpaper green and crimson and gold.

(Duffy 1998:40)

The verb in the last line of the extract above is omitted. The omission does not stop readers
understanding what the poet tries to gegt even though strictly it is not grammatically accurate.
7KH RPLVVLRQ RI YHUE SURGXFHVY WKH DPELJXLW\ RI WKH VW
WKH SRVLWLRQ RI WKH RPLWWHG SUHGLFDWH EHWZHHQ WE
PJUHHQ DQG FULPVRQ DQG JROGY WKH YHUE FRXOG EH SUH\
the poet keeps the options open for readers to interpret themselves. Verb omission is one of the
FRPPRQ ZD\V WR DWWUDFW U H DiGhh th \gramWwalichl Qov. R@rtrén LW L
the omission, the other common way of producing syntactic deviation is inversion (Short 1996:12)
which deals with the order of the elements of a clause such as subject and predicate. | will discuss

inversions in Chapt 7.

4.6 Conclusion
This chapter has been an account of the methodology of this thesis. Bearing the argument of this
thesis in mind, | have chosen an ancient Chinese pg&em ’ E (Sheng Sheng Marby

4LQJ]KDR /L 3®*6KHQJ 6KHQJ 0DQ° FRQWDLQV ORFDWLYH UHC

123



UHDGHUVY LQWHUSUHWDWLRQ RI WKH SRHP 7KH VL[ (QJOLVEK
this thesis are from various translators. The collectionagjet texts covers the three type of
mainstream translation proposition. As | noted in Chapter 3, poetry translation in China is
subjective and incorporating stylistics with translation criticism might be a solution to make
objective judgment. In ordeotprove that it is possible to evaluate poetry translation from ancient
Chinese to English, | have designed two approaches. For both approaches, | have introduced the
analytical procedures with details. Following the design, the outcome of the evalugjturim be
UHOLDEOH DQG IDOVLILDEOH 7KH FRIJQLWLYH VW\OLVWLF D
how the theory of figure and ground works in analysing a poem. The 4 extracts of English poems
are analysed with linguistic stylistic theory of égrounding in order to illustrate effect caused by
foregrounded elements. This chapter serves as guidance for poetry translation evaluation and it
outlines the stylistic theories that might be employed in later chapters. For the following chapter, |
willi QWURGXFH WKH D Q FShé¢\8heh MEHDAHG SRIHPUY RXW WKH FRJ

analysis with the theory of figure and ground.
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Chapter 5

&E &/ (Sheng Sheng MapA cognitive stylistic analysis

5.1 Introduction
As introduced in Chapter 4, the ancient Chinese poendE &/ (Sheng Sheng Marby

Qingzhao Li is the source text of the six English translations that will be evaluated in this thesis. In
this chapter, first of all, | will reveal this poem to readers. Sdgpadorief biography of the poet
Qingzhao Li will be offered. Following that, | will also explain the poem based on my
interpretation. Finally, 1 will conduct a stylistic analysis of the poem with special reference to figure
and ground theory. This analywill be used as a reference for evaluating the target text in the next

chapters.

5.2 The ancient Chinese poem & &/

Below is the source text of the ancient Chinese poem:
EE] (val )
+E+EYMYmp»! | =-=-p»Illj0«0-1A1A
f. _€+z57 Ap»6 fH+®0

U % i Fw=%o Up»/T46 ~6 7 hv/I?
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7020 p»; lkp»# 5x5¢57F [n &

>%..,4,< |—p»1<0I3 p»)* r6+[©'04 >

0% T'J >*"+= a#0O “i>

&E R fA Nnfep»!@nl5-p» @a@a>ce>ce

_:EJOp»/] “000% ./? >

(Xu 2003:522)

5.2.1 The poetm &!- (Qingzhao Li)

As one of the very few female poets in the ancient Chinese wodd. QJ]KD R -1151) is
XQLYHUVDOO\ FRQVLGHUHG WRSBRHWKLYYBD[IMWHEKHDWKX®/J ZR

contribution to ancient Chinese poetry focuses/@n(Lyric Meters) (Liu 1966:30) which were

written for popular tunes in the Song Dynasty (Li 2009:8). Qingzhao Li came from a family of
scholars; her talent for poem wnitj was displayed when she was very young (Rexroth & Chung

1979:8384). Her husban¥ >B (Mingcheng Zhao) who was also from a family of scholars,

shared the same passion for poetry and the art of calligraphy with Qingz{Rextoth & Chung
1979:8384). Shemarried to him at the age of 18. As a young bride, she enjoyed their marriage and

the poems written during that period of time weleerful and content (Rexroth & Chung 1979:84).
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However, her life took an opposite turn later on (Rexroth & Chung 197986)poem & E |
(Sheng Sheng Marwas written when she was in her 50s after she lost her husband (Hu

2009:42). During that period of time, she was in refuge, attempting to keep away from the chaos of
the country (Hu 2009:42). She and her husband had to fmoweKai Feng which was in the
middle of China to Nangjing which was located in the relatively quiet s@etxroth & Chung
1979:91) This was a very long journey. Her husband was an academic specialising in archaeology.

Before the trip, they were compitj an extensive book collection naméd-.# ... E (Jin Shi Ly

which covered the category of calligraphy and characters carved on tombstones and bells (amongst
other things) from ancient times to the Song Dynasty era; the unfinished collection they were
working on was the first edition of this treasure focussing on the history of Chinese chatdaters
2009:42, Rexroth & Chung 1979:890)hus this was extremely valuable to both her husband and
herself. On their way down to the south, they took with them their loob&ction, however a

tragedy occurred; her husband died and most of their collection was lost (Hu 2009:42). The rest of
her life from then on was a dismal one until she passed away in a deep depression. The poems she
wrote during that period of time adbfferent from those written in her earlier life Rexroth &

Chung comment:

These poems were permeated with intense feelings which, however, were dispersed into the
objects around the persona. Instead of explicitly crying out her grief, she expraasi it
form of crystal imagery.

(1979:90)

Thus the poensheng Sheng Mamainly frames a picture of a lonely widow lamenting how much
she misses her husband and how hopeless her life is without him (Xu 1994:226). In the next section,

| will introduce the irst stanza of the poe®heng Sheng Man
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5.2.2 Interpretation of the first stanza

As mentioned in section 4.4 Data, different from Regulated Verse written in lines with equal length
(see an example in 2.4 Phonetic features in ancient Chinese poetig)Meyers, such aSheng
Sheng Man DUH ZULWWHQ LQ OLQHV ZLWK XQHTXDO OHQJWK /L.

indication of division throughout the analysis. | will start with the first three lines in the first stanza.

HEHLY MW A)>*

i éé(2)>*

06 zz 11 (3)

7KH ILUVW OLQH FRAYWMHDIM. QU Z RVHDWEK §1 =KDRPHDQLQJ PA®
=KDQJ 7KHUH DUH WZR DGMHFWLYHY BHEQYHQWHKHBERI
=KDQJ EHDQPEHMDPOQLQI uTXLHWY . Bk hi@dine includes two nouns
DQG RQH DGMHFWLYH 6AKPAHWROR QQRXQRUDRHBEIXIOQHVV Z$KDQJ
PHDQLQJ pPJULHIY] =KDQJ / D PEHDNKH D @EEHFMOLOH EX Q.
These three lines offer readers aa®tion of someone seeking for something in a coldly quiet
place miserably and sadly. Because of the tragic experiences the poet had as introduced above, it is
possible that the speaker in the poem is intended to be the poet herself. If so, this segteroe
interpreted as a melancholy lady in a hopeless situation, ruminating on her poignant life. These

three lines are a weknown extraction of this ancient Chinese poem because of the doubling of

each character (Li 2009:93). Visually, the underlingtH SHWLWLRQV DUH GRXEOLQJV

+£9 Yol 7 & oM zfl DQQ W/ H[LFDOO\ WKH VHYHQ FKDUDFWHU\
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with their own meanings. However, the first six characters can also be formulated into three phrases

thatare aV&) E SKUDMHPHDQLQJ uVHHNY DQ¥ D GAVHDRN IQWHW B R O B VBIQ

DQG DQRWKHU DGMHFRAHIYGLOKUDPLW HIUDEOHY ,Q RUGHU WR

lexical meanings of these three phrases, the poet applied the doubling on teegghthses by
repeating the adjacent characters twice as we have seen above. The first twelve characters set up ¢

pattern: each character in these three WK DUDFWHUBEBKUD YHVQ@@ 1 LV GRXEOH
to three forFKDUDFW H U-£&Kk Ovide/é pfDQ@diez 1 ZKLFK LV VHHQ

LQWHUQDO V\QWDFWLF QRUP $W WKH HQG RI OLRQHV DDWF

doubled. The six characters in line 3 consist of a doubling of ahaacter phrase and a doubling
of a single character. €hnstance of internal syntactic deviation is then observed as the doubling of

WKH VLQJOH /HKDW MWKHUMQG RI OLQH ZKLFK GHYLDWHV Il

character phrasal doubling set by the rest of the sentence.

+L+EYmp» | [é é>* 06z z !/

Phrase Phrase Phrase character

$V DQ LQVWDQFH RI LQWHUQDO V\QWDFWLF G/HYLPMILRIQQJIW

HIRUORUQYT VWDQGYV RXW IURP WKH QRUP DWWmihasi¥die] PRU
GHVFULSWLRQ E\ VKDULQJ D VLed2XDY PHDQLQJ MAR WHUD BE&EL

attached to it.
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Apart from the first three lines, there are three sentences in the first stanza which are presented in 8

lines shown below. | have al®ffered my interpretation of each line in English.

f. _€+z57 A4)>*q ff+®@0 (5)

In a season which can be abruptly warm but still chill, it is most difficult to get enough rest.

U%i Fw=%:(6)>*a 46 ~(7)>*y 7 hv/i (8)

Three or two cups of light wine, how to fight against, thétsvind in the evening.

7ce0 (9)>*G Itk (10)>*7 Y § 52F [n(11)

Geese fly over, in sorrow, but they are old acquaintances.

Unlike the obscure messages one can get from the very first sentence of the Chinese poem, these
three sentences offer more speciiescriptions with tangible notions, such as the weather being
chilly with sudden warmth, a few cups of wine, strong evening wind and geese. Examining this
further, this stanza is mainly about the speaker bemoaning the misery she was undergoing from
variousaspects. With the layout of three sentences, there are three layers of description to gradually
reveal the sorrow that the speaker is experiencing. These descriptions create contrasting visions
from different angles to emphasize the dismal situation peaker was in. There are two lines in

WKH ILUVW VHQWHQFHZ.0 E@mV] DRUUNY DWYLRHNLWPH DGYHUELTL
6SHFLILEDAIOLVUWKH KHDG QRXQ PHDQLQJ pVHDVRQY UHIHU
ZKLFK LV PRBLIEHA EWKWPY PRGLILHU FRQVLVWV RI

SKUDVHV )LWVWLRIIROPH@ ZLW K W KB @OLGM HAVEIUWS WO\] =KDC
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DQG WKH KHDIGPEIRRQQW HZDUPWKY =KDQJ €+A LQFOMERY GH
DGMHF&YLFHDQWLOWLOOY =KDQJ D QGP WE @ L ©H D& QLR

7KH ZKROH OLQH GHVFULEHV WKH pWLPHY ZKHQ WKHL

wpif+®0 1 LV WKH PDLQ FODXVH KHUH WHOOLQ i} rhostDi@Giddity W KD V

JHW HQRXJK UHVW 7KH glIft § VA N\HZ B F KDBBUMDHFRYWHLUYMH [SKUDV H Z

VXSHUODWLYHT LRHLEDRRUPRVWY =KDQJ ff 1 DROH® Q\LIQH |
UGLIILFXOWY =KDQJ 7 KD B R\Y WWARN K KVOHU D PAWHHRUEVPH D Q L
ZHOOY =KDQJ ZKLFK LV DOVR D XVH Rl DUFKDLF &KLC

scene that the speaker is complaining of, regarding the difficulty of getting rest and keeping well,
causedy the unstable weather which is chilly but with some episodes of sudden warmth. With this
description, it seems that the speaker is trapped in the middle of her surroundings with little choice

to fight against the forces of nature (the weatherisoRQEHfY FRQWURO

The next layer of description lies in the second sentence which consists of three 4@)es (6
Functioning as the subject of the sentence, line 6 is a noun phrase which is constructed with the

KHDG @®XQLMWHUDOO\ PHDOQHQDJHDPBPRKRIQRPP BHUPHQWHG UL
2014:772) and two pr® RG L | LUHAF Vi PHDQLQJ pPWKUHH ARU PHDR EQY S 1P D.
=KDQJ 7KH ¥Midike gemeralQenm for alcoholic beverage which works with

various notionstoQ GLFDWH VSHFLILF EHYHUBS ¥V V2KAKF B WP H D QVKIHZ 5(
p5- 1 PHDQV pJUDSHY ;LQKXD 'LFWLRQDU\ ,W LV GLI

beverage the poet was drinking, but alcoholic drinks made of fruits have been anothodi$ands

RI \HDUV LQ &KLQD ©6R LW L4CYDNFHSNVOMHEOBIYWR QA\HU 2 QY BON

West historically. The precise components in the firstBRBGLILHU DUH WZBXMIRX@GS KL
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WA Uyl PHDQLQJ pWKUHH RUZ201411279 WteP RG L | L-HAMD QY KHZHEHD G C
PHDQLQJ PIJREOHWY =KDRPHDQLQJIDQWZRY =K DnQdifies the S U
KHDG @WXOHDQLQJ UFXSY =KDQJ ‘KHQ WKHVH WZR
together as one modifier, it indEWHY DQ XQFHUWDLQ QXPEHU EXW VPDOO
English. Line 7 which consists of three characters in the middle of the sentence includes the crucial
JUDPPDWLFDO S8&URHWXIHQY HUEJKW DJDLQVWY chafabtéd are,
ILUVW R4 fDDROUNLQJ PD/GWHWUHE ZKKRZY LQWURGXFLQJ DQ LQW|
RU VHQWHQFH DQG D MWKDUW® HHDNYR\Q PHDRQRX QuKH T
pronoun referring to something that will be mentiomegkt when introducing a clause in this
FROQWH[W 7KH ODNWIRQEWLRQLQJ DV WKH REMHFW RI WKH V
LV IRUPHG ZLWK WWHPKBDRE QARXZL QGY =KIPRLGLILHGYES UH
PHDQLQJ pPHYHQLQJYT6) aKDOD@WStPRGLILHG E\PHDQLQJ pVZLIWY

2014:660). The preP RGLIZAHD pwv DQ DUFKDLF SKUDVH =KDQJ

So the whole sentence delivers a complaint of how a few cups of light wine is inadequate to fight
against the strong evening windpving from the difficulties caused by the climatic conditions to

the explicit scene of the speaker trying to warm up by drinking a few cups of light wine to fight
against the windiness in the evening night. In this layer, the mention of the cups oiinghibrings

the vision closer to the reader. It appears that the speaker is trying to help herself out by drinking
wine but, again, the force of nature (the evening wind) is too strong to be defeated. This scene
contrasts with the first one questioning wiertthe speaker is able to do something for her own
JRRG RU QRW WKRXJK LW LV HYHQWXDOO\ QRW SRVVLEOH

degree of sorrow is, to some extent, deepened.
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The last layer of description lies in the last sentendbeofirst stanza which directs the vision from
the closeup scene to the distant sky where the geese fly over when the speaker is in sorrow. This
sentence involves three lines, and, among them, line 9 and 10 are related to the present time, but

line11rePLQGV WKH VSHDNHU RI VRPH ROG PHPRULHV 744 PHD(
LV WKH DQLPDO pJRRVHY =KDQJ _ORZIZNYRHRIU BV KR P\SHDRF

in that it belongs to more than one lexical class. The two possiblpiiatations are that it is being

XVHG DV DQ DFWLRQ YHUE RU DQ DXJL ®LDIHUDHOWLR RHYDRE PF
RQH SRLQW WR DQRWKHUY =KDQJ ZLWKRXW VBHFLI\LC
/— PHDQLQJ ZDONDGJ®PFURWRDG URKH VSHFELILF DEFWLRQ LV G
ZKLEBIULY LQ $V DQ DXILDQGUKDWMHE WIKH SHUIHEFW WHQVH V
RI DQ DFWLEQ@ ®XK ¢fQPHDQLQJ p, KDYH EHHQ WKHUHY ,Q W
inteUSUHWDXoR QZ RXQG EH WKDW WKH JHHVH 10\ IURP RQH V
FKDUDFWHU RLWID@HD UFKDLF JUDPPDWLFDO SDUWLFOH ZLWK

end of a line suggesting confirmation (Zhang 2014:1741). So Imedhs that the geese fly over.

6HHQ DV D FRQGLWLRQ DGYHUELDO OL®H ZKLIFKKFOQORGHNDW I
SURJUHVVLYH VWDWH =KDQJ o J GZ MKAK ®@BIVDW WZIRGHK

2014:1285). So, the first two lines kg FRQYH\ WKDW WKH VSHDNHU LV plL
KDYH IORZQ E\T )ROORZLQJ WKDW OQH PHDWQR QW \i E2LWK
VXJIHVWLQJ D FRQWUDVWLQJ UHODWLRQVKLS ZLWK \

§5ZF [n fform a noun phrase which consists of the-pr&® GLI1EHAY] PHDQLQJ pROG !

=KDQJ DQG WHEHIKMHDI QR XQOF TXDLQWDQFHY =KD
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In the previous sentences, without the specific mentions of sadness, hardship iseduiggast
implicit way by expressing inconvenience regarding the weather and the natural environment.
+RZHYHU LQ WKH ILQDO VHQWHQFH RI WKH ILUVW VWDQ]D W

sadness directly with line BG // fwhich literally PHDQV PEHLQJ EURNHQ KHDUWH

the poet states that the geese fly over and they are acquaintances of hers, which reminds her of old
memories. This is because, in ancient times, geese were like messenger pigeons used for
correspondence, arttle poet used to correspond with her husband via the geese (Xu 1994:225).
6HHLQJ WKH JHHVH SDVVLQJ E\ WKH SRHWY{V ORQJLQJ IRU
sadness on top of the physical suffering she has had to deal with caused by thenisobnv

weather.

5.2.3 Interpretation of the second stanza

The second stanza of the Chinese poem uses concrete descriptions of the surroundings to express
more difficulties the speaker is experiencing. The speaker ruminates about plenty of yellow flowers
on the ground not being collected, the fear caused by thengadarkness in the evening without
company, and the sorrow worsened by the rain. These lines with my interpretation are shown

below:

>%EONIRY BE2)

The yellow flowers (chrysanthemum) are piled up all over the ground.

0T 3 (13>*0 Ow[O'04 (14)>

Very witheredwho would care to pluck them up now!
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0%TJ’ (15)>*1+-a#0 “i (16)>

Staying by the window, how can | bear the darkness coming over on my own!

E R A Nnfe(1T)>* 2.4 A (18)>*ll/rr  (19)

Gentle rain drips on and through the Chinese parasol trees, till the evening, drop by drop.

_eEJQR0),aMm<b¢“ (21)>

In this situation, how inadequate the word sorrow is!

In the second stanza, there are 5 sentences that are divided into 10 numbered lines as shown above
Sheng Sheng Mdregins the whole poem with a very abstract statement leaving irarapase for

WKH UHDGHUVY LPDJLQDWLR@ sddr€3s @i AbQribellv Byntacticallld, HheBeO R V
sentences are all grammatically conventional without producing many ambiguities. The poetic
scenes that these lines depict are clear, due tosthefuconcrete items that are used to reveal the

story, and the propositions are also straight forward.

If this stanza is divided into three parts, lines1¥#2as the first part, lines 45 as the second and

lines 1721 as the third, the repetitive gatt is observed as in each part the descriptions regarding

the surroundings are followed by the personal feelings that are evoked by these scenes in the poem.
Specifically, lines 12 and 13 are the depictions of the scene that the withered flowers pilthep o
ground, and then line 14 is the monologue that nobody cares to pick those flowers now because they
are withered. The next two lines 15 and 16 fit the same frame, in that line 15 depicts a picture of the

speaker staying by the window and line 16 cgsvemotional concern regarding the fear caused by
135



the oncoming darkness in the evening all alone. Moving to the last part, lirfE® dive the

readers a picture of light rain on the Chinese parasol trees while enhancing the brightness of the
depiction byusing the fowrFKD U D FW M r S KV 2 X Rigyth are dian><dian><di><di>

in line 19. This can be interpreted as representative of the sound of rain drops because they carry
some effects of sound symbolism generated by the repetition of the alvesiae gound /d/. The
FXOPLQDWLRQ FRPHVY LQ WKH ODVW OLQH RI WKH ZKROH SRH
WKDW WkH PRID® LUQJ pVRUURZY LV DEVROXWHO\ QRW HQRX.
explicit details, this stanza portrays asgienistic environment where a widow is drowning in her
JULHI 7KHVH GHVFULSWLRQV RI VXUURXQGLQJVY DQG WKH V
LPSDFW 6R WKH GHVFULSWLRQ RI WKH VXUURXQGLQJY WRJH

semond stanza convey more specific poetic messages to the readers than the previous lines.

A detailed explanation of each sentence is offered for the sake of a comprehensive understanding of
the source text. The first sentence which is line 12 containsghae@matical components. The first

FRPSRQHBWPHDQLQJ pDOO RYHU WKH JURXQGYT IXQFWLRQV
FKDUD®MVHYQEWLRQLQJ DV DGYHUE PHDQLQJ pDOO RYHUT
PHDQLQJ pJURXQGY =KDQW FRPSR QHGWQHX If HL V XIE \DRRFWD  SIK |

which is made of the pr RGLILHU D Q&f) GPVHIDFQL QYHU\HOORZY =KDQJ

KHDG QGRIXRHPQLQJ HIORZHUY =KDQJ 7KH uW\HOORZ IOR
yellow FKU\WDQWKHPXP ;X 7KH ODVW FRPBRWHDW HWE
PHDQLQJ PWR SLOH XSY =KDQJ 6R WKH ILUVW VHQ

GHVFULSWLRQ WKDW D JUHDW QXPEHU RI pMiPGORZHBRQH WG

XSYT ubOO RYHU WKH JURXQGY 7KH VHFRQG VHQWHQFH LQFC
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DQ DGMHBFWIPHDQLQJ WZLWKHUHGY =KDQ3 f PHDQLRQ G KDQR

GDPDJHY =KDQJ L Q wangQime 14 is7aK khterREAYR clause which
FRQVLVWYV RI D WOMHPEBQHQELI®RZAY =KDQJ [T TXH\
PHDQLQJ pZKRYT =KDQJ 1 WKBD IRGIDOFPRYE KD QJ
SUHGLFPWHDROQLQX PP OXKDQJ TRIHWKHU ZLWK WKH IL

that the ground is covered with chrysanthemums but nobody is interested in plucking them up now
because they are all withered. This scene conveys the shame that no one appreciatiesvthe y

flowers any more as the poet used to pluck them up and enjoy them as decoration (Xu 1994:225).

The third sentence which contains lines 15 and 16 is made of an adverbial phrase and a clause. The

DGYHUWRATDOTUFRQVLVWY RI D YHUEKIKYBYEH BRGDN H) REPOXGH
PHDQLQJ PHVWD\Y] =KDQJ LQ WKLV FRQWAHW=KDIE W

VXJIJHVWLQJ WKH DFWLRQ LVJLQ PHRILHMIVUZIWQBAY R
LQFOXGHV MWKMHORXLQIBERZ] =KDQJ DQG WKH JFRIOICAKT X L

LV ORFDWHG DW WKH HQG RI QRXQ PDNLQJ WKH QRXQ LQIRU|
in English (Zhang 2014:331). The main clause is again an interrogative sentence which has three

JUDPPDWLFDO FRPSRQHQWYVY W VWDYVVPEDWKQY RRQEDQWMI
DQG WKHQ WKH &#3H PWDRQQD GIK-RIE] ZKLFK LV D

7KH SHQXOWLPDWRHBRDQD FVEHMEBRPH Y r=tki® @dtext
IXQFWLRQV DV WKH SUHGLFBW H HDIGL QXK H EODVFW | F KIXDPW H

IXQFWLRQV DV WKH FRPSOHPHQW %\ UHDGLQJ WKLV VHQWH

RQ P\ RzZzQY ;X W KH U HeD Borhuh Vhside 1 lthe Qutside st&n¥ where
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the speaker is bemoaning how difficult it is to bear the darkness which is coming over in the

evening without any company.

The following lines 1719 belong to the fourth sentence which offers more descrigtictine

RXWVLGH VXUURXQGLQIJVEA ®RKIHHHVHWEBUQRRQ MWUHH =K
FRQQHFWHG FRRUGLQDWHO\ &if\§ K DV® R X@D ¥ KW I/\Z RmBdKi& H DREIVWWY
Wnf PHDQLQJ pJHQWOHY =KDQJ 7uf DRH® QVLIQH KHDGQDF
EVAL Y PHDQLQJ pMIXUWKHUPRUHY =KDQJ IXQ
ZKRVH (QJOLVK HTXLYDOHQW ZRXOG EH pubDQGY LQ WKLV FD
connecting two elements coordinately, this joaotion also suggests a gradual worsening of the

situation. It seems to say that the poet has being suffering from the lonely situation and even that is

QRW HQRXJK VR WKH OLJKW?3dALIQI OQFMRLRRNMHDV /WEH D GY HU
sentelFH W LQ@AOX@HFWPRRQLQJ DV D SUHSRVLWLRQ PHDQLQJ pV
AT PHDQLQJ pHYHQLQJY =KDQJ 6R LW WHOOV UHDG
the already lonely situation which lasts till the evening. [Hs¢ four characters echo the doubling

RI WKH DGMDFHQW FKDUDFWHUV ZKLEK RFFXU DW WKH YHU\
FRQVLVWYVY Rl WZR V\QRQ\PV ZKLFK GCRYMBPOQLEH YBRMWKE®D V]
DQ@IUPHDQLQJ PpGURSY =KDQ WKLV FRQWH[W WKLV SKUDVH

RI WKH PHQWLRQ RI pJHQWOH UDLQY LQ WKH SUHYLRXV OLQ

with the initial <d>; their Pinyin are dian> (/) in the third tone andde> ( r) in the first tone

(see 2.2 Chinese phonetic system). The repetition of the alveolar plosive sound /d/ generates the
effect of sound symbolism which might remind readers of the rain dripping. Additionally, as a

SLFWRJUDSK WKH &KL&QBVHERWY AW MK ERWWRP DG WKE
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has 6 dots indicating the image of the raindrops, so the graphological effect of the raindrops is also
generated. Hence, by doubling the adjacent characters, théfr D UD FW HIF r'SKY DX KRW H
English HTXLYDOHQFH -ZpaiX @ité SDHWfiSRW pUDLQ GURS E\ GURSY ¢
semantic force but also the onomatopoeic effect and the graphological effect of the raindrops. More
discussion of this will be included in 5.3@N, THROUGHImage schemas. The fourth sentence
might not be a grammatically complete sentence in terms of English syntactic conventions because
of the absence of a predicate, but it is indeed characteristic of ancient Chinese poetry. As Yu

commented:

Z [u/(/(#— sFOE .. #O+3Pfu #—euY) ... ~0YRe2V Y H*$xU [udslud T
LE[up»/(/(¥H#— €[ uY) ...€0pl, 3% [+&D5/<}2$40- /i 2S_Qae6 (IF,.a/l J#—
P¥/I (the subject can be omitted...even the predicate can also be left out...grammatical

words such as determiners, prepositions or conjunctions which are necessary in English
syntax can all bégnored...this is the reason why ancient Chinese poetry writing is able to

construct syntactic structures most flexibly and express meanings in many possible ways)

(Yu 2000:4)

The last sentence of the second stanza seems to conclude the whole poarstwithly negative

culmination. It consists of one short line and one long line. Line 20, the short one, covers the
GHWHUPT PHWD Q@LQJ pWKLVY =KDQJ ~ T PHDIA QUKHVQRXQ WL
2014:217) which is used in archaic Chinesgylaage. These three characters form the adverbial of

WKLV VHQWHQFH PHDQLQJ puLQ WKLV VLWXDWLRQY /LQH
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TXHVWLRQGQDPEWPQEQJ pKRZYT DV LQWURGXFHG DERYH 7KH IR
LQFOWG@MIXQFWLRQLQJ DV DQ LQGHILQLWH DUWLFOH PHDQL(
QRXQ SKONVIHVUPDGH PIRGKH BW@HDQLQJ PVRUURZY =KDQJ

KHDG QRIXPHDQLQJ MFKDUDFWHUY =KDQJ ¢“ 9 7BdHetO D V W
XVHG DW WKH HQG RI D SKUDVH RU D FODXVH WR H[SWUHVV W
_€¢" T LV XVXDOO\ XVHG WR H[SUHVV WKH VHULRXVQHVV RI

FRQWH[W LW PHDQV ULQDGHTXBWBXYV H KA R & HEKH W R KR @ b
EHPRDQLQJ RI pKRZ LQDGHTXDWH WKH ZRUG VRUURZ LVY W
'RUNLQJ ZLWK WKH DGYHUELDO pLQ WKLV VLWXDWLRQY ZKLF

poem, the last claeswith great negativity draws a sorrowful conclusion to the Chinese poem.

Lines 12, 13, 15, 17 and 19 that describe the environment, the subject and other grammatical
positions (object and complement) are filled with nouns indicating specific objedis\ Th, &, K u
PHDQLQJ P\HOORZ IORZHUY FXRHUDQD QW KiZ EER®S RZHD QLQJ M&KLC
SDUDVROMAWTURHDRLYJ pOLAKW UDBRPED @I pwubDLQ GURS E\ GU
IRU WKRVH OLQHV WKDW H[SUH YV VaWriferdoyaivd uiNditing thathe B¢/ L R Q
is interested in the flowers and line 16 is an exclamation which emphasizes the hardship caused by
the coming darkness in a lonely evening. By alternating the descriptions of the surroundings and
subjective feelingsthe poem guides reader through an experience where the outside concrete

scenes link with personal sensations by the detailed descriptions. As Rexroth and Chung (1979)

comment:
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She became extremely sensitive to the subtle changes in her environment tted to
transiency of time. In her famous poem, "A Weary Song to a Slow Sad Bineeitf Sheng

Man), when she consumed two or three cups of wine, her five senses were sharpened.

(1979:90)

$V LOQOWURGXFHG DERYH WKH SRH Rt fédiuked/ MeppiQess asU L Q J
she was enjoying her marriage. But the poems written at her 50s after the poet lost her husband,
such asSheng Sheng Maexpress her emotions of sadness and loneliness. This might be defined as
ALQJK]KDR /LYV VWSEHWRU KHHWOQWHYV 9HUGRQN H[SODLQV
DV D VSHDNHUYV RU ZULWHUYY RIWHQ FKDUDFWHULVWLF PF
9HUGRQN DOVR QRWHV WKDW WRQH u@R9SpdrbpgctivéV R E H
FRQYH\HG E\ D VSHDNHUYV RU ZULWHUTV VW\OHT , Q
might set a particular attitude as being negative. Following the negative tone, these messages
accelerate the relatively light sadness enésd in the first stanza to the next level where the misery

becomes unbearable and fatalistic.

On top of this, at the end of lines 14, and 16, exclamation marks are used instead of full stops to
indicate emphasis. This also adds emphasis to the sensarofv in these sentences, which
develops the grief further. Another exclamation mark is used at the end of line 21. Here, it is worth
mentioning that the syntactic construction of line 16 is interrogative with the question indicator, the

FKDUDFWKUQLVK HTXLYDOHQFH LV pKRZY LQ pKRZ FDQ , EH

RZQ"T $OWKRXJIK WKH VIQWDFWLF VWUXFWXUH LV LOQWHUUR.:

FRQYHQWLRQDO FORVHG TXHVWLRQV WK DabificUgdastiond) tHatV L P S (
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requires more specific answers (similar to the cases afjueistions in English). This is a rhetorical

guestion where there is no answer to be expected. As Quirk (1985) comments:

The rhetorical question is interrogative in structimg, has the forces of a strong assertion.

It generally does not expect an answer.

(Quirk 1985:825)

$FFRUGLQJO\ WKH HIIHFW RI WKH VSHDNHUfV XQZLOOLQJQH
by the use of an exclamation mark. The following sectsothe stylistic analysis of the poem with

the theory of figure and ground.

5.3 Stylistic analysis of figure and ground in the source text

In this section, | will analyse the source text by employing the cognitive stylistic theory of figure
and ground. As introduced in previous chapter (3.3.1), the concept of figure and ground adds a
cognitive dimension to explain how foregrounding attradtendion. The figure and ground
phenomenon is presented by locative relations in texts. In the following sections, | will analyse
these locative relations presented in the source text; and these analyses will be used as a reference

for evaluating the souectexts in next chapter.

5.3.1 OUT OF image schema

f. _€+z5ZAp» 4
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g ff+®@0 & 5

7KH WZR OLQHV/.DERSHATUXDOK HLt WLPH ZKHQ WKH ZHDWKHU LV
ZDUP m@@0u] WKH PRVW GLIILFXOW WR JHWmeaRiRgxal teseH V W

two lines is that during the period of time when the weather was so unstable, usually cold but with
sudden warmth coming along, it was the most difficult time to get enough rest because the
temperature changed unexpectedly. Line 4 funstemthe adverbial referring a particular period of

time, while line 5 functions as the main clause expressing the hardship. The scenario seems
ordinary; this is how the human body reacts to changes in the natural environment such as the
weather. Howevemnvhat is interesting here is the figure and ground relation presented through the
ILUVW IRXU FKDUDEW&DNV Y MIIOH FRIOEH BEXW DEUXSWOY ZDUP
PHDQLQJ PFROGY LV GHILQHG E\€W RH DEHLGRXIO MWMivih E2@hEHH KD D
HVWLOO FROGY LV WKH QRUP ZLWKLQ H[SHFWBMM)IRQN uDHEIU R &
VHFRQG FKOUDHMWHWU pZDUPY LV IRUHIJURXQGHG EHFDXVH ul
Is out of expectation. As a result, the HESHFWHG upuDEUXSWO\ ZDUPY LV IRU
EDFNJURXQG pVWLOO FROGY 7KLV UHOD¥IinfRge BcheraNixbid W X U
scene (see the list of image schemas in Stockwell 2002a:16). As discussed in section 3.3.1.2 figure
and gound, in cognitive stylistics, the foregrounded element is the figure while the backgrounded

HOHPHQW LV WKH JURXQG 6R LQ WKH]VREURISWOH[ED WK H VR
DQG WKHEQRUPWMLOO FROG LV JURXQ,@& folidid @ psivhik bechuskXieéH P R

SDWK RI D EXOOHW FDQ EH XQGHUVWRRG DV D WUDMHFWRL
JURXQG LV FDOOHG pODQGPDUNY ZKLFK UHPDLQV VWDWLF D
(Ungerer & Schmid 20066 WRFNHZHOO D -HIIULHV OF,QW\UH 6
DQG SODQGPDUN" DUH VSHFLILF PDQLIHVWDWLRQV RI WKH P

S3JURXQG"™ 8QJHUHU 6FKPLG OUT BEII8d0e Ishdmuik thisceneR W K H
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WKH pDEUXSWO\ ZDUPY LV WKH WUDMHFWRU DQG pvVWLOO F!
IDNRII 7XUQHU FRPPHQW pWKH EDVLF PHDQLQJ RI 3SRXW”™ LV
LV UHJDUGHG DV KDYLQJ D QotyfsV ékbhip WNthOUT OF image SheRa
FRXOG EH pODR ZHQW RXW RI WKH KRXVHY ,Q WKLV ORFDWL
HWKH KRXVHY LV WKH JURXQG ODQGPDUN 'XULQJ WKH PRYH
asadynamicePHQW ZKLOH pWKH KRXVHY UHPDLQV VWDWLF 7KLV
EHIRUH WKH PRYHPHQW RI pZHQW RXWY KDSSHQHG EXW DIV
PLJKW LQIHU LQ WKH VRXUFH WH[W W K D Wo\ekaH elidéd BudjecE W R U
PRYHV I URP D VWDUWLQJ SRVLWLRQ ZKLFK LV LQWHULRU WHF
where it is exterior to the landmark. Thus, the dynamic process of the weather changing from being
cold to being warm receive®rceptual prominence and we give more attention to the unexpected

ZDUPWK 6R WKH VSHFLBPAG MRPGLWNVRHBIL WHKWHHE WR WKH |

that the weather is usually cold but suddenly it is warm. Returning to the source taxghttire
presence of thOUT OFimage schema, the prominence the weather receives makes this period of

time which is defined by the specifications regarding temperature variations prominent.

8QGHU WKH FRQGLWLRQ RI W#H®R QV W& aifficult kbeV soméres® L Q H
suggests that, within this specific period of time, the difficulty of getting enough rest reaches the
KLIJKHVW OHYHO &Y WKHF KQOWGLHHWRY WKH VXSHUODWLYH OHY

the reason why it idifficult to get enough rest is the unstable weather caused by the sudden warmth
out of the normal coldness. It seems to suggest that getting enough rest is not usually difficult but
only during the time with the unpleasant weather conditions. This fanedsothe difficulty of

getting rest, which creates the effect of emphasizing the hardship. So by the presence of the locative
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relation, the specific time as the condition causing the difficulty is emphasized and, consequently,

the sorrow caused by the tarbus experience of poor sleep is deepened.
5.3.2 AGAINST image schema

UYai Fw=% Up» 6

a4o ~p» 7

v hvila 8

Following the scene with unstable weather, ines & HVFULEH DQRWKHU VFHQH ZL
i Fw=%% WKUHH RU WZR FX5B/6~F| RRIKWRDIUQ@N WIIHQGT u W K H

swift evening wind). These three lines suggest how a few cups of light wine could fight against the
swift evening wind. As Stockwell (2002b) explains, the movement in a text is prototypically

represented in the verb phrase or by DR FDWLYH UHODWLRQ RI VSDHEH DQG

(fight against) in line 7 represents the movement caused by the clashing relationship between a few
cups of light wine and the windiness coming from the swift evening wind. The evening wind here is
MHWDSKRULFDOO\ VHHQ DV WKH OLJKW ZLQH GUIEQENHG TV HQ
WIND IS EMAMY (see 3.3.1.3). The hostility of the source domain is mapped into the target domain
WKH pWKH VZLIW HYHQLQJ ZLQGY VB wiikdtinkeLHgie, Hh@ drvikérV D E C
needs to defend or fight against the attack associated with this natural phenomenon. In this scene,
the AGAINST LPDJH VFKHPD LV SUHVHQWHG %HFDXVH pWKUHH RU
GHIHQFH DJDLQVW WKH pVZLIW HYHQLQJ ZLQGY OLQH KHU
would gain from the alcohol in the wine. As Rexroth and Chung introducedgdtis lonely time

WKH SRHWY{V pORYH IRU ZLQH VHHPHG WR EH WKH RQO\ FRQ
drinker here is intended to be the poet herself. So in the locative expression presented here, the
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ILIXUH LV pD IHZ FXKS3IMIRHUWKQQ WIRQWKH ZDUPWK WKH SRHW
ZKLOH WKH JURXQG LV WKH ZLQGLQHVV RI WKH pVZLIW HYH
normal state of natural affairs remains static and is the landmark, whilst the gaining of 'wvarmth
drinking wine is the trajector. Equivalent to the previ@sT OF image schema, the trajector
follows a particular path in this relational structure. W@AINST image schema expresses the
ORFDWLYH UHODWLRQ DV pWKH MrdmavkHffahRd) Adjs¢enhDts H ¥ndd S D!
EORFNLQJ LWY 6WRFNZHOO D $ VLPSOH H[DPSOH RI W
HODR UXQV DJDLQVW WKH VWURQJ ZLQGY 7KH WUDMHFWRU
the strong wind, finising adjacent to it and blocking it. Returning to the source text, the trajector, a
wine drinker with inadequate warmth, traces a path up to the landmark, the windiness caused by the
VZLIW HYHQLQJ ZLQG HILQLVKLQJ DG M bBdeHi@\podesR of Yaind@ G E (
warmth by drinking the light wine to fight against the windiness in the evening receives conceptual
prominence. However, the attempt the wine drinker makes to gain warmth from drinking wine turns
out to be inadequate becausehaf limited amount of alcohol suggested by two-pradifiers of the

head QR X4QTu ZLQH LQUBGAL/EMO4CTy WKUHH RU WAN FXBMKWQG7 K>

through thisAGAINST image schema, the process of wine drinker gaining warmth is made
prominent, and vih the suggestion of the inadequacy of the wine, either in terms of quantity or the
sense of alcohol content, the unsuccessful attempt of drinking wine to gain warmth is emphasized.
As Culler suggests that literature is a speech act or textual eventlititat @& certain kind of
DWWHQWLRQ WKURXJK WKH SUHVHQFH RI WKH LPDJH VFKHP
thoughts are taken through the struggle of staying warm in a windy evening night (2011:28).
Continuing the hardship of lack of retiig level of the grief expressed by the inadequate warmth in

a windy evening is increased by the conceptual prominence generated AGAMNST image

schema.
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5.3.3 OVER image schema

7o p» 9

G l/kp» 10

7Y§52Fnd 11

The three lines above rupfceo  fgeese flying over) G ik f(being hearbroken) andy” Y §
5ZF [n f(but they are old acquaintances). As we have learnt earlier (see 5.2), the poet used to

correspond with her husband via the geese, using them like messenger pigeons. So the one who is
MEHLQWUEKIHRINHQYT LQ WKLV VFHQH PLIJIKW EH WKH SRHW ,Q WK
this line depicts a scene where the poet is bréigarted, geese flying in the sky, over her head,

and the flying geese remind the poet that they used to beteaiatances in the past. One could

argue about whether the poet was in a sad mood already before the geese flew over, but it is
undeniable that the appearance of the geese in the scene either triggers the sorrow or, at least,
increases the degree of sawoHowever, for my interpretation, it is very likely that the poet is
already in a sorrowful mood. This is because a) the descriptions in the previous scene express the
grief caused by these difficulties of getting enough rest and staying warm and h)Uhé W FKDUD F\

G] =KDQJ LQ OLQH IXQFWLRQV DV WKH DGYHUE PH
onrJRLQJ VWDWH R/ KH KHEMRNEMQ Y H6 |G kL D HE H L Q-brokehD U W

suggests that before seeing the geese the poehwasad mood already and the appearance of the

geese in the scene increased the degree of sorrow the poet was feeling.

The movement in this scene is the geese flying over, so the locative relation presented in this scene

is the OVER image schema includinthe geese which are flying over in the sky, and the heart
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broken poet who is below the flying geese. Because of the natural mobility associated with the
SURFHVV RI 10\LQJ LQ WKLV LPDJH VFKHPD WKH plOYLQJ R)Y
brRNHQY SRHW ZKR UHPDLQV VOWWBRALIPD IN WHKKHPD QGRRQDVNV WK
moving along a path that is above the landmark and goes from one end of the landmark to the other
DQG EH\RQGY 8QJHUHU 6FKPLG FR$OWGNEHK WRIW (5 LD D0 E
RYHU WKH URFNVY ZKLFK HPSKDVL]HV WKH PRYHPHQW RI WK
the landmark, the rocks, to the other and beyond. There could be variations of an image schema
which are known as elaborationgdq&kwell 2002a:16). In this scene, the elaboration ofGkeER

image schema is that the trajector is above the landmark and the trajector moves from one side of
the landmark to the other side. As explained in 4.5.1.2 Image schema, in the visual world, the
moving element is more noticeable than the static element because it renews the attention. Applying
this to the textual field, a certain element is chosen to be the figure because it contains certain
features as concluded by Stockwell. One of the feattivesfigure contains which make it
SURPLQHQW LV WKDW pupuLW ZLOO EH PRYLQJ LQ UHODWLRQ \
process of the geese flying overthe hdat) RNHQ SRHW FRQFHSWXDO SURPLQH

JHHVHY

It seems thAV WKLY ORFDWLYH UHODWLRQ FRQWULEXWHY OLWWOF
WKH ILIXUDO HOHPHQRWN HIRRIWS RIKW  H{EEEDEUSHF ) (Out ey are old
DFTXDLQWDQFHYVY UHYHDOV WKH UHDVRQ ZK\ VHHLQJ IO\LQJ
the geese remind the poet of her past, messaging her husband through the geese. Furthermore
through thisOVER LPDJH VFKHPD cahéeptudl HronGndndd/Ifes on the flying geese, the
ground. However, the poet in a sad mood is normalized without receiving any attention in this
UHODWLRQDO VWUXFWXUH YEUHRQRQAD®ORHIWYNVRWRRE U R/K W \1 KEH

the degreH RI FRQWUDVW ZLWK WKH IRUHJURXQGHG pJHHVH [10O\LC
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WKH JULHI WULJJHUHG E\ WKLV LPDJH VFKHPD LV JUHDWHU \
sorrow, but another element and the sorrow is not normalizedher words, this seems to suggest
that the grief presented in this source text is the totality of the sorrow emphasized through this

OVER schema and the sorrow normalized in the ground.

5.3.4 OVER, UP image schemas

>%0&NIRY ®/— &2

OoT 3p» 13

6 0Ow[©04p° 14

The sene described focuses on the multitude of yellow flowers. There are three instances of image

VFKHPD SUHVHQWHG WR PDNH WKH \HO®RZn/RYREHUNMODURREP I

chrysanthemums are over the ground and piling up) reveals all the elements wincthdee
ORFDWLYH UHOD¥WWYRQMHOTKRA DDORAHUURRGGU %\ UHDGLQJ W

scene being put in front of the readers is that the yellow flowers are piling up all over the ground.
As mentioned in 5.2.3 Interpretation of second zathe yellow flower indicates chrysanthemums,

in the scene the chrysanthemums are piled up and spread all over the ground. In this scene, there are
two image schemas presented: ¢ER image schema and the first instance of theimage

schema. For botimage schemas, the chrysanthemums are the figure/trajector and the ground is the
ground/landmark. First of all, as discussed in 5.3.30MER image schema expresses the path of

the trajector being above the landmark and moveing from one side of thealdknid the other. The
elaboration of th®©VER image schema here is that the trajector is in contact with the landmark and

the size of the trajector is the same or bigger than the landmark (Ungerer & Schmid 2006:171). The
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movement of the chrysanthemums eorg the ground receives conceptual prominence. So the

ILUVW ORFDWLYH UMQMWWDRDRQ BYHVHWKHHGUIRX Q@G JXLGHV WK

the yellow flowers are everywhere. This emphasizes that the yellow flowers abound in great
guantiyy by describing them as a carpet as large as the ground. Secondbp timage schema
H[ISUHVVHV WKDW pWKH SDWK RI WKH WUDMHFWRU KDV D YH
DV LWV YHUWLFDO LV FRQFHUQHG Y e g&etidrurndves vedtle&lp frdtn a
starting point to a resting point which is higher when compared with the landmark. In the locative
UHODWLRQ SUHVHQWHG LQ pODR FOLPEV XS WKH ZDOOT W
trajector, Mao, makes. The@QGPDUN pWKH ZDOOYTY LV RQO\ XVHG WR UHI
elaboration of theJP image schema in the source text is that the trajector is in contact with the

landmark and the ascending path is made by the growth of the trajector itself.

ThXV WKH H[SBHVSLRQQJ XS GHSLFWV D G\QDPLF SURFHVV R

overlapping each other in many layers. Again, this process and the chrysanthemums are given
conceptual prominence. Through the prominence the trajector genérategnificant quantity of

the yellow flowers is implied by the image of thickness created through the piling up process.
Together with theODVER image schema, line 12 describes the scene; the chrysanthemums are in
great quantity as observed from two direns, the horizontal mass and the vertical thickness. The

VFHQH ZKLFK LV IXO0 RI FKU\WWDQWKHPXPV LVOoGIBQNHG®G Z\LWI

ZLWKHUHG WR VXJJHVW WKDW DOO WKHVH p\HOORZ IORZHUY\

nobRG\ LV LQWHUHVWHG LQ SLFNLQJSGWK@PLXS BRRUERXOG §Q

them up now). Through th@eVER image schema and th# image schema, readers have received

the conceptual prominence of the scene which is full of chrysanthemums. Bytingliteat the
chrysanthemums are no longer attractive as they are all withered, the negativity of this notion
creates more awareness of grief for the readers. This creates a contrast which suggests that the morce
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yellow flowers on the ground, the more savfol the scene becomes. In addition, the second

instance of th&/A LPDJH VFKHPD LV SUHNEQMWHGZ KR ZR)QHG SO@XFN W

Similarly to the firstuP LPDJH VFKHPD LQ WKLV ORFDWLYH UHODWLF
IORZHUVY DQG WKH JURXQG ORPQBHPIWXDIOV SIWRKCH HRRD GV J |
IORZHUY LQ WKH SURFHVV RI EHLQJ SOXFNHG XS ngHeLHZLCQ
negativity coming with the sadness that nobody cares to pick the flowers up is emphasized. On the
other hand, presumably the chrysanthemums could be picked and appreciated before they are
withered as the poet used to do so (see 5.2 The Anciene€ehiPoem), a possible reason that no

one is interested in picking them up is because the poet was too sorrowful to enjoy the flowers.
Thus, the prominence generated by thiisimage schema might emphasize that the reason why the
flowers are not plucked ug not only because they are withered, but also because there are no
HQMR\PHQW RI WKH IORZHUV GXH WR WKH SRHWTfV VRUUR
associated is greatly increased. Therefore, with the presence of the three instances of ensge sch

the scene of chrysanthemums is visualized and sorrow is emphasized.

5.3.50VER image schema

0% T >* 15

"t AH0 “i> 16

7KH FKDUMAWHOL®H LV D YHUE LW LV DOVR D &KLQHVH FKD
(Zhang 2014:1365). For instancERPELQHG ZLWK R W K HFR ¥ ® 6 WPDHDMHAWRA/D Liw |
UNHHS4B AT pIXDUGI LQE uVWD\ WRIHWKHWKHQVRXUFH WH]

HVWD\LQJ VRPHZKHUH ZLWKRXW PRYLQJY 7KH SRVVLEOH Y

window withRXW PRYLQJ 7KH RMWMKHVY FKNOLDFPOWMWILARDO FKDUDFWH
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VLPLODU WR -WEDWSRPRUWKMHL $OH YHUE LQIOHFWLRQ LQ (QJO

SURJUHVVLYH +HQFH pVWD\LQJ E\T FDQ RHo@M H@ DWKDQ HOWX

These two lines express the hardship of spending evenings alone staying by the window, especially
ZKHQ LW LV JHWWLQJ GDUN LQ WKHOMNHPLOYWDW FREOWWKEVZ
DQG WKH PD1a#DDBTXVH |KRZear the darkness coming over on my own!).
Spending the evening without any interactions with others when good company was available in the
past is not a nice experience for the speaker, particularly in a scenario where there are no others
available ad being alone is the only option. On top of this, the darkness, coming along with that
specific time of a day when the daylight gradually fades away, makes the evening unbearable. So
the scene depicted contains a window with someone staying by and thessadaused by the
coming evening. The interesting feature here is a locative relau@&R image schema presented in
OLQH 5/EY WFRPLQJ RYHU GDUNQHVV ,Q WKLY ORFOWILYH UFE

ZLQGRZ//MQGDUNQHVV IK}HWRMHULQQW&K :HVW D PZLQGRZY
surface of a building or vehicle, fitted with glass or another material (for example oil paper in
DQFLHQW &KLQD LQ D IUDPH WR DGPLW OLJKW RU DLU DQG |
J  1TZLQGRZ UHPDLQV VWLOO LQ PRVWYFDNHWHVVEHETLWK R QDN
discussed above. So line 15 (staying by the window) is the ground in this locative relation. As we
have learnt that the speaker in the poem might be the pselfheve might infer that the poet is the

RQH ZKR VWD\V E\ WKH ZLQGRZ] GEHNRWKMU LWOBRAHQW Q1 E
FKDUDFWHKRQJ ZKLFK VXJIJHVWYVY WKH SURJUHVVLYH S

VHQVH RI pWKHHYW@EREPLGDBMHUY 7KLV GHVFULEHV WKH VF
WR WKH JUDGXDO FKDQJH RI WKH GDUNQHVY 6R WKH-pFRPL(

motion of being dark but a dynamic process of the daylight starting to dim fevimggs, the late
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DIWHUQRRQ WR WKH SRLQW ZKHQ WKHUH LV QR GD\Q/LJKW DV

FRPLQJ RYHU GDUNQHVYVY LV WKH ILIJXUH 7KH pFRPLQJ GDUNW
RYHU WKH SRHW ZKR ZV Q¢RVDN\LIBM WKMWIODQGPDUN $V GLVF
OVER image schema describes the locative relation of figure being above ground. The elaboration
here is that the trajector, the darkness of the evening, moves from a starting point whichds on on
side of the landmark, the window, to a resting point which is on the other side of the landmark; and
the trajector covers the landmark (Ungerer & Schmid 2006:171). So conceptual prominence is
given to the process of getting dark from later afternoomeoetvening, and by emphasising the
path of the trajector, the scene is thus visualized. The-thmeensional effects bring the reader

closer to the interpretation of the poem.

$V PHQWLRQHG DERAME#OWKH JOLKRZ WR EHDU WKH 6t QHVV

own!) explicitly expresses the hardship which is caused by facing the darkness of the coming
HYHQLQJ ZLWKRXW DQ\ LQWHUDFWLRQ ZLWK RWKHUV 7KH
increased by putting the cause, the darkness, in the pnoinpiosition. The image schema helps to
UbLVH WKH UHDGHUVY DZDUHQHVV RI WKH XQEHDUDEOH
Consequently, for readers, staying by the window as a terrifying experience is presented as a
dynamic process including waitingrf the darkness of the evening coming, resigning to the

darkness hopelessly and being beaten by the darkness without any company.

5.3.6 ON, THROUGH image schemas

E R A Nnfep» 17

153



rr 19

The three lines describe an evening scene suggested by th®tEné H UBLADPD MWLOQ HYHQ
FROQWDEGFIQ&KILQHVH SDUDNDNROIJWOQMHOWH DRIGQR 7KH\ DUH FRQC

WA 1 D FRQMXQFWLRQ PHDQE®@Y BKYLIM PR S ZD WKYT WUHHYV
heartshaped broad leaves, whicepicts a scene of drizzle and trees with broad leaves. The line 19

Wil rr T HITSUHVVHV WKH QRWLRQ RI WKH UDLQGURSV/ GULSSI
PHDQV uVPDOO GRWY =KDQJ r D @G DVQVH P\NGHIALRSJ G =FKKODQUID
This refers back to the raindrops in the line 17 with the effects of sound symbolism. The sound of
these four Chinese characters generates the effect of sound symbolism relating to the intrinsic
proposition they convey. Sound symbolism is a type of phokads¢ LD )L U WK ZKLF}
study of the expressiveness of sound, particularly those sounds which are felt to be appropriate to
WKH PHDQLQJ RI WKHLU OH[HPHY :DOHV SUHFLVHO\

the phonetic structure gt invoke a particular sound as Short explains:

There are various words in English where the phonetic rapkdoes appear to bear an
intrinsic relation to the thing which the word refers to, and it is for this circumstance that we
reserve the terrsoundsymbolism

(1996:115)

The effects of sound symbolism here are caused by the pitch variation create®inyithef these
four characters. As mentioned in 2.2 Chinese phonetic system, each Chinese character has a tone
which refers to the pitch changes.terms ofPinyin, the Chinese phonetic system, the initial of the

first two characters isd> and they are on the third tone, and the initial of the last two characters is
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also 0> and they are on first tone (see 2.2 for more details). With the doulbleecb character,
the pitch variation generated with the sound pattetr<d><d><d> contains the effect of sound
symbolism for readers as they might be able to put readers in mind of the sound of the consecutive

raindrops dripping.

On top of this, as deaissed in 2.3 Chinese writing system, because Chinese is a language which
uses pictograms and Chinese characters are individually formed with various components, the four

GRWYVY DW WKH ERWWRHRP WK N WK FKB UDRFPWMW\H B Qe \doksHn@hE oy VLG
FRPSRQHQW RI WKH ULIHWOVEBHRO § DR WAHWHW WKH ZHPWHU

offers the readers not only the onomatopoeic effect and effect of sound symbolism regarding the

sound of the raindrops, but also the visutd@fthrough the unique writing system of pictograms.

In this scene, there are two locative relations presentedNhemage schema and ti#{ROUGH

LPDJH VFKHPD %RWK LPDJH VFKHPDV VKDUH WKH WMBPH HOI

(gentle rain) s WKH WUDMHFWRY) ZKUAHWKISDUDVRO WUHHV DUH

raindrop falls naturally, it would either land on the tree leaves as a-ugoseene @N image

schema) or it would go through the tréeHROUGH image schema) in a view from astance.

Without a specific indication regarding the locative relations mentioned in the source text, both
image schemas are reasonable. The locative relation oOiNlmage schema expresses the process
WKDW WKH WUDMHFWRU PRYHV RQWR WKH ODQGPDUN -HIIUL
RQ WKH EXVY HPSKDVL]HV WKH G\QDPLF SURFHVV WKDW WKH
In the scene of the RXUFH WH[W WKH WUDMHFWRU WKH pJHQWOH
HM&KLQHVH SDUDVRO WUHHVY 6R WKH GUL]]JOH DWWUDFWYV P
dynamic item. It thus creates a vivid depiction of the process of raindropsndrigpiis seems to

share some similarities with what the Imagism movement in English poetry aimed to do. In the
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early 20thcentury, the Imagism Movement was initiated with poetry that favoured precision of
imagery, clear and sharp language. As Hughes comsménhas been described as the most
influential movement in English poetry since the activity of theRaphaelites (1931: Preface). A
FKDUDFWHULVWLF IHDWXUH RI WKH LPDJLVWVY SRHWU\ LV V

essence. TakeRU H[DPSOH RQH RI WKH $PHULFDQ SRHW :LOOLDP &

The Nightingales

My shoes as | lean
unlacing them

stand out upon

flat worsted flowers
nimbly the shadows

of my fingers play
unlacing

over shoes and flowers

(Cited in Tomlinsorl972:82)

The items in this poem create imagery, such as shoe laces, worsted flowers and the shadows of my
fingers. They are used in the description of two motions a) the shoes stand upon the flowers and b)
the shadows cover over the shoes and the flowerme, reading the poem seems to be an
experience like one of the moments when watching a movie is abruptly switched to an image. The
scene is displayed with extreme stowotion; someone steps on a flat worsted flower, attempts to
unlace their shoes andetihadows of the fingers which are unlacing the shoes cover over the shoes
and the flowers being stepped on. With all the details, the process of these two motions generates a
vivid depiction to English readers. It is not an easy task because the limithtElements in a

simple closeeup scene restrains the possibilities of building up adequate details for readers to gain
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IXOO LQWHUSUHWDWLRQV +RZHYHU DV 5RVHQIHOG FRPPHQ
be able to put the finger on anyifji as unobvious and fine as the vision contained in The
1LIJIKWLQJIJDOHVY 7RPOLQVRQ 7KLV LV VLPLODU WR WK
in the source text. Without the two image schemas, the description of the raindrop would be two
dimensional and it might be difficult for the readers to perceive the prominence of the process of the
UDLQGURSVY PRWLRQV &RQVHTXHQWO\ DQ\ HIIHFWV FDXVH

readers.

The locative relation of th#HROUGH image scbkma conveys that the trajector initially moves

from one side of the landmark toward the landmark in order to become a part of it; then the trajector
move out of the landmark reaching a resting point on the other side of the landmark. So the mobile
drizzle receives more conceptual prominence during the process of raindrops falling through the

&KLQHVH SDUDVRO WUHHV 7KLV FRQWULEXWHV /ANR HRPKDQF

created, as a more detailed indication of the mobility of the raindropsdsiged. Hence, the two

image schemas presented emphasize the process of the raindrop dripping so the scene is clearly
YLVXDOL]HG WR JHW FORVHU WR WKH UHDGHUVY LQWHUSUH
sorrowful experiences isheng Shenlan which have been discussed previously, such as the
inadequate warmth to fight against the evening wind and the fear which is caused by the coming
evening darkness, the raining scene here adds nothing but negativity to enhance the grief of all these

sufferings.

5.3.7 IN image schema

_«:EJOp» 20

aMmebe” > 21
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As the concluding sentence, it consists of two lines. The line 20 is the adverbial including the

GHWHUREQRHD QLQJ puWKLMIRXQGH WHHD BHPG unVLWXDWLRQY 71
exclamatve VHQW B @FHAE “ > 1 PHDQLQJ uKRZ LQDGHTXDWH WKH

conveys the exclamation that, in this situation, the word sorrow is inadequate to express all the
grief. As the ending of the poem, this sentence brings the previous melancholy obtbgudm

to a culmination as a conclusion. The instance ofNhenage schema is presented in the adverbial
HLQ WKLV VLWXDWLRQT 7KH ILJXUH WUDMHFWRU LV WKH RQ
SRHP DQG WKH JURXQGLNVVVWWNDDNGYRHNE LDKO.VUWKITHUHU FRX
PHQWLRQHG HDUOLHU JLUVW VWDQ]D $V D FRPPRQO\ X
special. But it contains the application of the Container Metaphors defined by Lakoff & Johnson
(1980:29 VHH ,Q OLQH HLQ WKLV VLWXDWLRQY WK
metaphorically seen as CONTAINER OBJECT with a boundary. Hence, the miserable experiences
are seen as a territory that can be entered into or moved dMtRUd DQG -RKQVRQ H[SODI
metaphor is a natural one that emerges from the fact that, when you look at some territory (land,
floor space, etc.), you field of vision defines a boundary of the territory, namely, the part that you
FDQ VHHY 7KLV LV KRZ ZH FRQFHSWXDOL]H WKH DEVWUDFW
with boundary, which links with the application of tiheimage schema. For this IN image schema,
6WRFNZHOO H[SODLQV WKLV LPDJH VFKHPi@jetids credte aWwdH-V F R
from a starting point outside the landmark to an ending point in which the landmark contains the
WUDMHFWRUY D $ VLPSOH H[DPSOH FDQ EH VHHQ LQ
HMODRY PRYHV IURP WKHoRBWNLGWKRHI KMRXENVIDD VR WKH LQVLC
KRXVHY FRQWDLQ VINuibhBge §chdéni, the triljektar\Vthe poet, follows the path from a
VWDUWLQJ SRLQW RXW RI WKH ODQGPDUN WR D UHVW§QJ SR
WKH WUDMHFWRU 7KH G\QDPLF SURFHVV RI WKH VXIIHUHU

conceptual prominence. It seems different from the previous locative expression in the way that the
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landmark here is an abstract domain, but Lakoff & TWndRQILUP LWV YDOLGLW\ V\V
VFKHPD FDQ EH XVHG WR VWUXFWXUH ERWK SK\VLFDO VF
mentioned earlier, as the ending of the poem, this sentence seems to bring all the earlier attentions

to a conclusion. Thusy«.£JO0Y WKLV VLWXDWLRQ VXJJHVWV WKH VSl

sorrowful experiences the poet has previously experienced are included. Throuth ithage
VFKHPD WKH SURPLQHQFH JHQHUDWHG HPSKDVL]HVuU$KH SR

ZKLFK H[SUHVVHV WKWMH{PODRDWLARRUB KWIRWWRZ LV IDU IURF

deliver the degree of grief, the significantly high degree of sorrow is delivered to Chinese readers.

5.4 Conclusion

| have analysed the source text with tognitive stylistic theory of figure and ground. Table 5.1

below shows all the instances of image schema identified in the source text:

Table 5.1 Image Schema in the Source Text

Source text | Image schemas

Lines 45 OUT image schema

Lines 68 AGAINST image schema

Lines 911 OVERimage schema

Lines 1214 | OVERimage schema
UPimage schema

UPimage schema

Lines 1516 | OVERimage schema

Lines 1719 | ONimage schema

THROUGHimage schema
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Lines 2021 | IN image schema

As mentioned earlier (see 5.2 The ancient Chinese poem), one of the striking characteristics of the
poet Qingzhao Li, is tha®heng Sheng Maexpresses sorrow inexplicitly through these detailed
descriptions of surroundings. Therefore | argue that a ggnif degree of awareness of grief is
delivered to Chinese readers through the conceptual prominence generated by the dynamic
processes in these image schemas. As | have discussed above, the effects of visualizing the text in
threedimensional scenes enablreaders to get close to the interpretation of the poem. Stockwell
EHOLHYHV pUHDGLQJ D OLWHUDU\ WH[W LV D G\QDPLF H[SHU
WR FUHDWH DQG IROORZ WKH UHODWLRQV EHW Zéseh@dlih JXUH
this poem changes from abstract concepts such as the abrupt warmtkb{limedicoming darkness

(line 1516) to physical objects such as the geese (ling$)2and yellow flowers (lines 124).

Through these changes of figural elements iati@h to their locative expressions, the poem seems

to guide readers through a filmic process with emphases on various difficulties in each scene which
are given conceptual prominence. As a result, the sorrow integrated in these scenes is greatly

emphasizd.

From the beginning of this chapter, | have presented the source text in the thesis, the ancient
Chinese poensheng Sheng Mam Chinese. The rather short biography of the poet Qingzhao Li
might offer those who are unfamiliar with her poetry some&danind knowledge in relation to the
particular poem | chose. Although there may be variations regarding the interpretations of certain
aspects in the poem, my demonstration should be adequate to give English readers a reliable
interpretation of the poenthe stylistic analysis conducted through the poem is in detail, including

the form of the locative relationships and the effects generated by the presence of image schemas.
As mentioned in a previous chapter (3.2.7, 3.3.1.2, 4.4.1), locative relatiams\aesal for human

beings. This means that both Chinese readers and English readers receive the same cognitive
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process the locative expressions convey, despite linguistic or cultural differences. So using the
stylistic analysis of the source text as thdyareference, evaluating the faithfulness of the target
WH[W EDVHG RQ LPDJH VFKHPDV FRXOG EH PRUH REMHFWLYFH
VSLULWY FDQ HYHU EH 7KH RXWFRPH RI WKH HYDOXDWLRQ
will initiate the stylistic analyses of the six English translations and evaluate them by comparing

them against the source text.
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Chapter 6

Comparing the target texts against the source text

6.1 Introduction

In the previous chapter, | introduced the ancient Chinese poem Sheng Sheng Man; and | also carried
out a stylistic analysis of the source text using the theory of figure and ground as a guide. In this
chapter, | analyse the target texts with the theorfigafre and ground and make evaluations of
these translations under the criterion of faithfulness. This means that, in terms of image schemas,
the translation with the most faithful duplications of the locative relations presented in the source
text is themost faithful target text. | discuss the same locative expressions under esecsab,

but there might cases where a few image schemas presented in one scene are gathered under on
subsection. In the analysis of each target text, first of all, | dsalkthe locative relations
presented. The discussion of each image schema in relation to the source text is evaluated on the
basis of a), whether the linguistic realization of the image schema is faithful to the source text and
b) whether the effect cresd by the image schema presented in the target text is faithful to that in
the source text. There are instances of image schemas presented in the target text as new image
schemas, which means they have no references in the source text. For those walses, |
demonstrate how these locative relations work and what effects they might generate. At the end of

this chapter, the overall evaluation will be presented.

6.2 Cognitive stylistic analyses of the target texts by Chinese translators
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360RZ RMRZ B\ <XDQFKRQJ :X

360RZ 60RZ 6RQJ’

| look for what | miss;

| know not what it is.

| feel so sad, so drear,
So lonely, without cheer.
How hard is it

To keep me fit

In this lingering cold!
Hardly warmed up

By cup on cup

Of wine so dry,

Oh, how could |

Endure at dusk the drift
Of wind so swift?

It breaks my heart, alas!

To see the wild geese pass,

10

15

For they are my acquaintances of old.

The ground isovered with yellow flowers

Faded and fallen in showers.

Who will pick them up now?

Sitting alone at the window, how

Could I but quicken

20
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7KH SDFH RI GDUNQHVYV WKDW ZRQfW WKLFNHQ"
2Q SODQHYYVY EURDG OHDYHV D ILQH UDLQ GUL]]OHV
As twilight grizzles.

Oh, what can | do with a grief 25

Beyond belief!

6.2.1.1 UP image schema

In the scene illustrated in 5.3.2, the AGAINST image schema presented in the source text is absent
in this target text, but a new locative relation UP image schema isnfgdsén order to avoid
repetition of explaining the same scene twice, | will discuss the absence of the AGAINST image
schema firstly. The poet as the wine drinker who is represented by a few cups of light wine in the
source text is presented as the IBEsHUVRQ SURQRXQ u,f LQ WKLV WDUJHW
light wine is not enough to warm the poet up in order to fight against the strong wind has been

transferred in lines-83:

Hardly warmed up 8
By cup on cup 9
Of wine so dry, 10
Oh, how could | 11

Endure at dusk the drift 12

Of wind so swift? 13

The AGAINST image schema in the source text is not presented. As a consequence, the perceptual
prominence given to the warmtiained by drinking a few cups of light wine as the trajector is

missing in this target text, the prominence of the sorrowful message regarding the poet in the source
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text is not delivered, which makes this translated text unfaithful to the source teris of the
linguistic realization of image schemas and the related effects. Consequently, the degree of
sorrowfulness readers receive in this target text is reduced by the absence of the conceptual
prominence which is generated by the AGAINST image sehémnother noticeable difference in
WKH WDUJHW WH[W LV WKH FKRLFH RI WKH YHUE pHQGXUHY
This interrogative clause is used to express the hardship that the warmth gained from drinking the
light windisnotDGHTXDWH LQ WKH ZLQG\ HYHQLQJ +RZHYHU WKH

WKH VLWXDWLRQ DQG UHVLIQDWLRQ WRLUWW ZKLFKQMNVNGLQB!

the AGAINST image schema, readers are likely to be aware that theians sgaken for the sake

RI SURWHFWLRQ ,Q FRQWUDVW pHQGXUHY VXIJIJHVWYV WKDW
acceptance of the situation. In relation to the AGAINST image schema in the source text, the
sorrow which is associated with thegt is thus more prominently viewed than that in this target

text. Hence, the target text here expresses the hardship but fails to reach the same level of

prominence.

+RZHYHU LQ WKLV WUDQVODWHG WH[W WKHUH LV D FRQFHS
(see 3.3.1.2). This is one type of conceptual metaphor that Lakoff and Johnson note as an
HRULHQWDWLRQDO PHWDSKRUY W AU LIHLQHW D WOLRR Q IYOU PiHI
WKHLU RULJLQV LQ D SK\VLFDO EDVLVY JRU H[DPSOF
KDV D uSK\VLFDO ED V:+heihgl Rdppifadd,) MeBI,Di® addHdor@ dhe things that
principally characterized whas good for a persohnDUH DOO XSY /DNRII -RKQV
6WRFNZHOO FRPPHQWV WKDW pWKLYVY LV FRQVLVWHQW ZLWK
human psychological processes all derive at some fundamental level from the embodied human
conditionf 6 WRFNZHOO D $V LQWURGXFHG HDUOLHU
concept dealing with a locative expression of space or time, (Stockwell 2002a:16). Lakoff and

7TXUQHU VWDWH WKDW pZH FDQ XVH WK H\abisttddd dbomddd,\WDand\ L P L
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GR LQ 3LQ ORYH'T ,Q FRQFHSWXDO PHWDSKRU LPD
GRPDLQ 7KH VSDWLDO RULHQWDWLRQ LQ OLQH HZDUP XX
+RZHYHU EHFDXVH RI WKH fodl dD pasiiuity ptiad theeept§al rdétaphorH |
generates works in completely the opposite way. So the negativity of not being able to warm up is
emphasized. Both the AGAINST image schema and conceptual metaphor GOOD IS UP with the
negator produce the effectRkl HPSKDVL]LQJ WKH SRHWVY PLVHUDEOH
HISUHVVLRQV DQG WKH\ ERWK LQFUHDVH WKH IRFXV RI WKH
GLVFXVVLRQ UHJDUGLQJ WKH DFWLRQ H[SUHVVHG ftwve plLIK
DFFHSWDQFH VXJJHVWHG E\ pHQGXUHY LQ WKH WDUJHW WH
between the inadequate warmth and the windiness. So in the translated textlBnae &infaithful

to the source text in terms of the image schema. fitealess it does produce the effect of raising

DZDUHQHVYV RI WKH SRHWY{V KDUGVKLSV

6.2.1.2 OVER, DOWN, IN & UP image schemas

In the scene discussed in the source text (line$) 13.3.4), conceptual prominence is given to the
WUDMHFWRU WKNUWHERKRDORKZ UIORD UHODWLRQ WR pWKH JUR X(
and UP image schemas. This depicts a scene of a great number of chrysanthemums. The passive
clause in line 17 (the ground is covered with...) in this target text shares similaregualtth the
HODERUDWLRQ RI WKH 29(5 LPDJH VFKHPD LQ WKH SKUDVH pu
WKH WUDMHFWRU LV WKH VDPH DV WKH VL]H RI WKH ODQGPI
fails to convey the locative relation of th#> image schema in the source text, but it contains two

new image schemas, the IN image schema and the DOWN image schema. In both locative
HISUHVVLRQV WKH p\HOORZ IORZHUY LV WKH ILIJXUH WUDN
MEKRZHUVY G ldivskeUih oW the Kddavers drop. The IN image schema here emphasizes

WKDW D JUHDW QXPEHU RI p\HOORZ IORZHUVY DUH IDOOLQJ L
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The DOWN image schema does not help to build up the scene with plenty of flowers either. The
UP image schema ($¢ 21 7+528*+ LPDJH VFKHPDV LPSOLHV WKDYV
KDV D YHUWLFDO GLUHFWLRQ WKH ODQGPDUN LV RQO\ UHO
The trajector moves from a starting point to a higher position vertically weiference to the

ground. As a pair of opposite directional indications, this is also applicable to the DOWN image
schema, only with the opposite direction of movement. So we can infer that the DOWN image
schema indicates a path where the trajector ménaes an initial position to a lower position
vertically with reference to the landmark. Returning to this target text, the two image schemas of the
M\HOORZ IORZHUY DQG WKH ODQGPDUN WKH VN\ HPSKDVL\
flowers falling from a high position to a low position. In contrast, the UP image schema in the
source text focuses on the process of the flowers ascending from a low position to a high position,
which emphasizes the thickness of the flowers. The directional indicajemsrated from the

image schemas in the source text are thus different from the target text. Although the image
schemas in both source text (ABOVE, UP image schemas) and target text (DOWN, IN image
schemas) serve the purpose of delivering the image hbatidwers on the ground are in great

TXDQWLW\ WKH RSSRVLWH GLUHFWLRQDO LQGLFDWLRQV DIlIl

J)LUVW RI DOO LQ WKH VRXUFH WH[W WKH puSLOLQJ XSY SDV
falling and the prominent procebsre is that the flowers are being stacked up on the ground. The

IROORZLQUQYRWLRHUM ZLWKHUHG LQ WKH VRXUFH WH[W VX.

the ground are all withered. If something is piled up on a ground, the bottom layer shoulthée on
ground first then another layer added on top of it following with the repetition of adding layers. So
the process of withered flowers being added up to a great quantity is prominent; the scene described
here could be that many layers of the witheled/iérs overlap on top of each other. This leads to

the interpretation that these withered flowers have been on the ground for a while over the piling up
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SURFHVVY ,Q FRQWUDVW WKURXJK WKH '2:1 LPDJH VFKHPD L
flowers falling into the ground receives conceptual prominence. Because of gravity, the process of
MIDOOLQJ L QWwnhbflonLMovBmant §tidngh the yellow flower is in great quantity, as
VXJIJHVWHG E\ pVKRZHUVY -6atida\meverkebtQoiniieénd, Lthe réddérs of kthis
WDUJHW WH[W PLJKW LQWHUSUHW WKH VFHQH DV IROORZV
than the repetitive process which is suggested by UP image schema presented in the source text.
Hence, through different imagschema, apart from the horizontal mass of the flowers being
presented, the thickness of the flowers presented in the source text is not duplicated in this target

WH[W QRU LV WKH WLPH VSDQ RI WKH IORZHUVY H[LVWHQFH

The second instance of the UP imagehema presented in the source text focuses on the
chrysanthemums pointing out that nobody has any interest in picking them up. In the target text,
WKLYV 83 LPDJH VFKHPD LV SUHVHQWHG LQ OLQH H:KR ZLOC
source tetW. ,Q WKLV ORFDWLYH UHODWLRQ MPWKHPY UHIHUULQJ
effects generated here are the same as in the source text; namely that the poet is too sorrowful to
consider picking them up even though they are in great quahtdgce the degree of grief is
deepened. This instance of the UP image schema is faithful to the source text for both the form of

the locative relation and the effect it creates.

6.2.1.3 ON image schema

Yuanchong Xu, introduced earlier in 3.1.6 Curreanslation study in China, is an advocate of the
translation proposition of rhyraganslation. He applies this proposition to his translation practices
and this target text is no exception. The rain scene (lin€y &Y the source text is transferred to
lines 234:

2Q SODQHYV EURDG OHDY¥HV D ILQH UDLQ GUL]]OHV
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As twilight grizzles. 24

,Q WKLV WDUJHW WH[W WKH SUHGLFDWH pGUL]]JOHY LV PRY
adverbial and also matches with teed UK\PH RI pJUL]JOHY LQ WKH QH[W O
construction of the main clause fits in one of the major clause types as subject + verb + adverbial

(Quirk 1985:721) shown below:

$ ILQH UDLQ GUL]]JOHV RQ SODQHYYVY EURDG OHDYHV
subject predicate adverbial
7KH 21 LPDJH VFKHPD LY GXSOLFDWHG LQ WKLV WUDQV!

LV WKH WUDMHFWRU ZKLOH WKH pSODQHYY EURDG OHDYHVY
is not transferred, the feature of the Chinese parasol trees with broad leaves is expressed explicitly
in this translated text. As the ON image schema suggests, perceptual prominence is given to the
G\QDPLF ILJXUH pD ILQH UDLQY ZKLFKNIVRXD E6R QYDFQH X VWAL
As the analysis of the source text shows, because of the ON image schema, the process of the
raindrops dripping is made prominent. The prominence of the process helps the reader visualize the
text and brings them closer the interpretation of the poem. The other image schema, the
THROUGH image schema, which is presented to create a similar effect of visualizing the rain scene
is not duplicated here. Consequently, although readers are able to be aware of the promihence of
raindrops dripping, through the ON image schema, the mobility of the raindrops generated in this
target text is as same as that in the source text. Another point which is worth making is the effect of
the sound symbolism in the source text. The effe€tsound symbolism generated by the pitch
YDULDWLRQV RI Wk#HLéERFMRFOALKIHUD FVDRILHVDIEOH WR LQYRNH W
GULSSLQJ IRU UHDGHUVY 7RJHWKHU ZLWK WKH FRQFHSWXDC

UDLQT DQG W Kdf raimdrggd @mabinédtRe process of water dropping), the scene can be

interpreted with not only visually, but also aurally. This allows readers of the source text to
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experience a real surrounding with various senses. However, because the duplidagoeffeicts

of the sound symbolism is missing, it is impossible to interpret this target text in the same way. So,
it is a faithfully translated text in terms of the locative relation ON image schema, but it is neither
able to express the same level of ihtgbregarding the raindrops because of the absence of the

THROUGH image schema, nor invoke the sound of the raindrops dripping.

6.2.1.4 BEYOND image schema

As the ending of this target text, Yuanchong Xu uses an exclamative sentence in-bnes 25

Oh,what can | do with a grief 25

Beyond belief! 26

As | discussed in 5.3.7 IN image schema, the conclusive ending brings the whole poem to a strong
negative culmination in the source text. The exclamative structure in thetegeould point out

this force of culmination (Quirk 1985:83. In the source text, the IN image schema which
LOQYROYHVY WKH HOHPHQWYV RI WKH SRHW DQG pWKLV VLWXD
image schema has no replication in tlasget text. The absence of the duplication of the image

VFKHPD LQWR WKH WDUJHW W W@z §V LF® XWKILG/ BAL WK B'W DR @/

WUDQVIHUUHG LQWR WKLV WDUJHW WH[W ,Q WKLV WD QVOD
WKH UHDGHUYVY DWWHQWLRQ DW WKH YHU\ EHIJLQQLQJ RI Ol
JHQHUDWHY LQ RUGHU WR HPSKDVL]H WKH SRHW{fV VRUURZ
expressed. However, a different image schema is presantdte target text. Just before the
HIFODPDWLRQ PDUN puD JULHI EH\RQG EHOLHIT FRQWDLQV
VFEKHPD ,Q WHUPV RI SRVLWLRQ LQ VSDFH WKH SUHSRVLWLF
English Dictionary). InthV % (<21' LPDJH VFKHPD WKH ILJXUH pD JULHI
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RI WKH ODQGPDUN WKH peEHOLHIY 7KH FRQFHSWXDO PHWDS
VHQVH WKDW WKH DEVWUDFW FRQFHSWYV pJULHIPbEcsG phEHO
WKH FDVH ZKHUH RQH FDQ EH SODFHG EH\RQG WKH RWKHU

PRYHV IURP WKH JURXQG pEHOLHIY WR VRPHZKHUH IDU IURP
D G\QDPLF HOHPHQW 7KLWIYVLW R R\ VDKW WHWKHQUWHURIT WKH |
readers, the effect this process generates makes them aware that the experience is incredibly
sorrowful as it is out of the existence of faith. Together with the emphasising effects created by the

exclamative structure, the significance of the negativity can be delivered.

As mentioned earlier (3.2.5 Current translation study in China), Xu believes the aesthetic value of
the target text can be higher than that of the source text. Based on tiiahpaalso favours the
SRLQW R Y-L6+B \WWB @O F+J8%_ TH -F{LS 1CE- /y-17-$-~

>SENTE ué 9 OLWHUDU\ WUDQVODWLRQ LV QRW MXVW D FRPS

competition between two cultures with the criterion of which one can express the aintieat

source text better) (Xu 2000:29). There might be creative input in the target text, but the
competition is not between the languages or cultures which the source text and the target text are in.
The comparability lies in the variations of the sammegdistic or cultural system. Song also
FRPPHQWEB @0 % - F{L$,1C/="X 9 WKHUH LV QR FRPSHWLWL
languages and cultures) (Song 2000:38). It is possible to conduct a comparison of, say two versions
of the same Chinese text, for the purpose of etialyavhether one is better than the other on the
basis of a certain set of criteria. The linguistic variations between these two versions might be used
as the reference to back up the evaluation. But the outcome of the evaluation might vary according
to different sets of criteria. In the case of evaluating the target text against the source text on the
basis of faithfulness, the source text is the only reference, not the two linguistic or cultural systems.

For example, when we say the criterion is faithégts regarding locative relations, the comparison
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is based on whether the target text manages to duplicate the instances of figure and ground

presented in the source text. This creates a reliable evaluation, as the understanding of the spatial
structure whFK LV EDVHG RQ KXPDQ EHLQJYV ERGLO\ H[SHULHQFH
other elements, say aesthetic value, it might become difficult or even impossible because the

aesthetic value in the source text might not share similarities withthiae itarget text. This makes

no reliable claim that the Chinese text is better than the English text in terms of aesthetic value as

they are judged with different references.

JROORZLQJ ; XYV SRLQW GLVFXVVHG HDUOLHUof WekBEYQNDZ LPDJ
image schema could be a competitor of the IN image schema in the competition between the source
WH[W DQG WKH WDUJHW WH[W %XW WKH\ DUH QRW pPFRPSHW
is the source text under the criterionfaithfulness. Consequently, the target text is not faithful to

the original text because of the absence of the image schema presented in the source text. At the
vVDPH WLPH WKH SUHVHQFH RI WKH QHZ LPDJH VFKHPD PDQL

RI WKH JULHI ,Q WKH QH[W VHFWLRQ , ZLOO DQDO\VH WKH W

36 KHQJ 6KHQJ 0DQ" E\ =KRQJMLH ;X

36KHQJ 6KHQJ 0DQ’

I've a sense of something missing | must seek. 1
Everything about me looks dismathd bleak.
Nothing that gives me pleasure, | can find.
Even the weather has proved most unkind.

It is warm, but abruptly it turns cold again. 5
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An unbroken rest most difficult to obtain.

Three cups of thin wine would utterly féil

To cope with the rising evening gale.

Myself, into woe, a flight of wild geese has thrown.

But with them, very familiar | have grown. 10
Above the ground, chrysanthemums are bestrewn.
Gathering into heapsbruised? withering soon.

With myself in utter misery and gloom,

Who cares to save them from their approaching doom?
Standing by the window watching in anguish stark, 15
Could | bear alone the sight until it is dark?

Against the tung and plane trees, the wind rises high.
Thedrizzle becomes trickles, as even draws nigh.

How, in the word "Miserable”, can one fiAd

The total effects of all these on the mind! 20

6.2.2.1 OUT OF image schema

Even the weather has proved most unkindl.
It is warm, but abruptlyt turns cold again. 5

An unbroken rest most difficult to obtain 6

Lines4 VXJJHVW WR UHDGHUV WKDW LW LV GLIILFXOW WR upRE
HXQNLQGYT EHFDXVH pLW LV ZDUP EXW DEU X 8Wehy ¢colty iserk U Q V

XQH[SHFWHG VWDWH LW WXUQV WR FROG pDEUXSWO\Y ZKLF
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EHLQJ ZzDUP DV WKH QRUP LQGLFDWHG E\ pLW LV ZDUPY ZLW
the weather being cold is out of the egfation of being warm in this target text. So this pair of
specifications of the temperature variations presents a relational structure like the OUT OF image
schema. In this image schema, the figure/trajector is the coldness and the groundi/trajegtor is th
ZDUPWK 7KH 287 2) LPDJH VFKHPD H[SUHVVHV WKH ORFDWLY
VSDFH ZKLFK LV UHJDUGHG DV KDYLQJ DQ LQWHULRUY /DNF
LPDJH VFKHPD DV LQ pODR ZHQW RXW IRRDWKHYKRXKRDB § oD R v
WUDMHFWRU PRYLQJ IURP WKH LQVLGH RI WKH ODQGPDUN p\
the cold weather foregrounds from the warm weather. The emphasis is on the cold weather because
it is unexpected. Additionally WKLY SURPLQHQW SURFHVV LV UHSHWLWLY
SXWWLQJ WKH XQVWDEOH ZHDWKHU pupuDEUXSWO\ LW WXUQV V

MDQ XQEURNHQ UHVWY LV HPSKDVLVHG

In the source text (5.3.1 OUT OF imayeF KHP@/6 i § WKH PRVW GLIILFXOW WR

OLQH LV WUDQVIHUUHG W R FOMW H5 L Iji5BDX ®QE WRNRIBWDH QW 7
KDUGVKLS LV HYRNHG E\ WKH VXSHUODWLYH DGMHFWLYH uP
ZKLFK GHILQHV WKH QRXQ pUHVWY LQGLFDWHV WKHUH LV QR
LV D GLITHUHQW GLIILFXOW\ IURP pJHWWLQJ HQRXJK UHVWY
HJHWWLQJ HQRXJK UHVWY D @é&quabify of BeErebRgsine@ abidHhe \Wuhlit afH V L
WKH UHVW :LWK UHJDUG WR WKH UHDGHUVY LQWHUSUHWD\
understood as problematic sleep for both Chinese and English readers. Hence, this target text
duplicatesthe effects generated by the OUT OF image schema in the source text. However, the

figural element (coldness) and the ground element (warmth) presented in the target text are

completely opposite in the source text, in that the warmth is the figure analtmess is the

ground. This reversed pair of temperature specifications in the target text leads the readers to
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LQWHUSUHW WKH VHDVRQ GHVFULEHG LQ MEKH&Y FI QB W WKH

season when the weather is still cold but abru@ UP § PLIKW LQGLFDWH WKH HD
coldness of the winter carries on while the warmth from the spring turns up from time to time.
+RZHYHU IURP WKH GHVFULSWLRQ WKDW pLW LV ZDUP EXW
interpretel as early autumn as the ending of summer retains the warmth but the approaching autumn
brings the temperature dropping down every now and then. So, apart from the different
interpretation of the problematic sleep, this target text manages to make @eadeyof the same

effects caused by the OUT OF image schema. Therefore, it is faithful to the source text in terms of
the locative relation. But because of the opposite indications of the temperature variations, this
translated text fails to offer the oppuanity to interpret the season presented in the source text

accurately.

6.2.2.2 INTO image schema

7TKHUH DUH IRXU LQVWDQFHYV RI WKH ,172 LPDJH VFKHPD SUH
;X 7KH ILUVW LQVWDQFH LV SUHHHOWBEGJKW (RUQH.- O @O0IMHOH
we can see both the object (myself) and the prepositional phrase (into woe) are moved to the
beginning of the sentence leaving the subject and the predicate to the end of sentence. The standarc
order of this lines (Quirk 1985:721):
A flight of wild geese has thrown me (myself) into woe.

S P @) A
Moving the object that normally follows the predicate to the front makes the object foregitounde
$V D UHVXOW WKH REMHFW pP\VHOIYf UHFHLYHV PRUH DWWt
ORFDWHG DIWHU SUHGLFDWH 6R WKH IRFXV RI OLQH OLHV
Rl ZLOG JHHVHYT EHFDXVH Rionedkebirlidy lBH) Xhomyje X6 Yrefeis Ghe/
rhymed and metrical translation proposition. The other possible reason for this specific arrangement
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RI WKHVH VHQWHQFH HOHPHQWYV LV WR HQVXUH WKDW WKH (
ofthe I DVW ZRUG RI WKH IROORZLQJ OLQH pJURZQY 6R WKH SK

poetry might be shown to an English reader by using these end rhymes as Wu suggests:

J-BI9IB E<-f# 9[e "2 —|E-xEEv_AB Ae 7-AX9B |»{

]® 0OZ"E3F2f '2E C{,BB 0Z"E3%m, F' (In the pradte of
translating ancient Chinese poetry into English, it might be impossible to duplicate the
identical original form, but it should (if possible) search for appropriate metric approaches in

(QJOLVK SRHWU\ LQ RUGHU WR J. O HRWRMH WUDQVODWHG W

(1992:96)

With the conventional order, one can clearly see the locative relation of the INTO schemas as
HP\WOIY LV pWKURZQY LQWR pZRHY ,Q WKLV UHODWLRQD
ILIJIXUH WUDMHFWRU DQG WKH ORFDWLRQ LQ WKH DGYHUELL
metaphor EMOTION IS A CONTAINER applies in the sense that the abstRQEHSW HZRHT
metaphorically seen as a container where someone (myself) can be thrown into. Referring to the
discussion regarding the earlier INTO image schema (5.3.7), this relational structure describes the
trajector following a path starting from a gtoon which is outside of the landmark to a position
ZKLFK LV LQVLGH RI WKH ODQGPDUN DQG WKH WUDMHFWRU
LOQWR WKH KRXVHY 7KH GLIITIHUHQFH KHUH LV WKDW WKH LPD
the DQDO\VLYVY RI WKH VRXUFH WH[W VKRZV /DNRII 7TXUQHU FI
FDQ EH XVHG WR VWUXFWXUH ERWK SK\WVLFDO VFHQHV DQG
HMP\VHOIY VWDUWYV JHWWLQJ FORVH MZARKHIRHEYE SODAOIGQ H QWGAIH XS
produced by the image schema to the propositional meaning, we can interpret this line as the scene

LQ ZKLFK pP\VHOIY ZKLFK PLJKW UHIHU WR WKH SRHW LI U
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corresponding with her hband via geese before he passed away (5.2 The ancient Chinese poem),
is powerfully propelled into ultimate sorrowfulness because of the appearance of the flying wild
geese. In this case, the forcefulness created by the prominent process of throwing th& poe
MZRHY LV H[SUHVVHG +HQFH WKH UHYHUVLRQ RI REMHFW D¢
FUHDWHY HPSKDVLV WKXV pP\VHOIY UHFHLYHV WKH PRVW D\

well delivered to English readers.

The corresponding section of the first INTO image schema in the source text is presented in 5.3.3
OVER image schema. As | have discussed, in the source text, the OVER image schema helps to

HPSKDVL]H WKH VRUURZ ZLAMK IWXH JLJX&bnat2apsbPoOAtEEVidoet
ZKR LEVopY PEHLQEWKRNDHIQM DV WKH JURXQG &RPSDUHG DJDLC

text shares these similar effects of expressing grief with the source text. However, the prominence
Rl VHHLQJ WKH plAHLWU LUIHHVYHW D \VZDWKH WKH SRHWYV PHPRU
emphasis in this translation. The other issue regarding faithfulness is that, in the source text, the
FKDUDFWHBKLEK GHILQHYV 7TW KH KOHEBOWHYFSigestd an -going state. Tis

means that before seeing the geese the poet was in sorrow already. By presenting the INTO image
VFKHPD LQ WKH WDUJHW WH[W WKH SURPLQHQW SURFHVV V
WKDW pP\VHOIY ZDV RXWVLGH R bliWHsHIifieieRck fhake® iveLt@ndatedd Q )
text unfaithful to the source text in terms of the form of image schema. Secondly, this difference is
crucial in relation to the degree of the sorrow the target text is able to deliver. As a result, without
transtHUULQJ WKH LQGLFDWLRQ RI WKH SRHWTV PRRG EHLQJ V
translated text, the degree of expressing grief in the target text is as great as in the source text.
Although the presence of this INTO image schema in the ttaey® generates the effect of

emphasising grief, the overall interpretation of this translated text is unfaithful to the source text.
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7KH VHFRQG LQVWDQFH RI WKH ,172 LPDJH VFKHPD2DSSHD
bruise ZLWKHULQJ VRRAWLRERMR WWMKH SUHYLRXV OLQH pFKU\VE
NQRZ ZKDW DUH pJDWKHULQJ LQWR KHDSVY DUH WKH I0R:
VXJIJHVWLRQ RI WKH pKHDSVY ZKLFK PHDQV DQ XQWLG\ FRO!
other, it offers an impression of a pyrariile shape which is filled with yellow chrysanthemumes.

,Q WKLV ORFDWLYH UHODWLRQ WKH pFKU\WWDQWKHPXPVY D
ground/landmark. The path which the trajector follows is the senike first instance of the INTO

image schema: the trajector gets close to the landmark and ends as a part of the landmark. So, in
this scene, the process of these yellow chrysanthemums petals being assembled into -a triangle
shaped collection receives aaptual prominence. When something is gathered into heaps, it
requires a significant amount to build up the pyraiikd shape. Through the presence of this
image schema, the impression that the prominent element, chrysanthemums, is in great quantity
with certain thickness is delivered. In the source text (5.3.4), the same effect is produced by the UP
image schema. Although the specific directional indication conveyed by the UP image schema is
not deliberately duplicated in the target text, the image ofttiamgleshaped collection of
FKU\WWVDQWKHPXPV FRQYH\HG WR VRPH GHJUHH E\ pKHDSVY

WHPB& fu SLOLQJ XS +HQFH WKH ORFDWLYH UHODWLRQ SUH

target text, which makes it annfaithfully translated text from that point of view. However
regarding the effects of the presence of this INTO image schema, by reading this translated text, it

is possible to come up with the same interpretation of the thickness of the chrysanthemums.

If we see line 11 and line 12 as the description of the withering chrysanthemums in great quantity

JDWKHUHG RQ WKH JURXQG WKH QH[W WZR OLQHV DQG

faces these withering chrysanthemums. The third instanttee dNTO schema is presented in line
M:LWK P\VHOI LQ XWWHU PLVHU\ DQG JORRPY /LQH DQG

MXWWHU PLVHU\ DQG JORRPY LV WRR PLVHUDEOH WR pVDYH
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GRRPY 7KH DEVWIEBDV¥WUFRORHS WM RRPY DUH PHWDSKRULFDC
ERXQGHG SK\VLFDO VSDFHV ZKLFK FRQWDLQV pP\VHOIYT 7KH
domain of the conceptual metaphor SADDNESS IS CONTAINER. In this conceptual construction,

pP\MHOLVY WKH ILIXUH WUDMHFWRU DQG puXWWHU PLVHU\ D
ILIJXUH WUDMHFWRU pP\WVHOIY IROORZV WKH SDWK WR EHF
UHFHLYHY FRQFHSWXDO SURPLQHQFH 7KURXJK]WKLWRYUREZL:
emphasized. However, line 13 has no origin in the source text. Referring to the source text (see

29(5 83 LPDJH VFKHADVY OHQHZLWKHUHG LV LQWHUSUH

chrysanthemums are withered, which expresse specific suggestions about whether anyone else
VXFK DV WKH SRHW LV pZLWKHUHGYTY RU QRW )URP WKLV SF

the target text is evaluated as an unfaithful translation.

However, as | have mentioned previous.2(5 Current translation study in China, 6.2.1.4
BEYOND image schema), Xu argued that the aesthetic value of the target text can be even higher
than that of the source text (Xu 2003:A2). We can see, in 5.3.4 OVER, UP image schemas, that

the possible r@son why the chrysanthemums are left on the ground without being plucked up is that
the poet was too sorrowful to enjoy them. In this target text, Zhongjie Xu explicitly spells out this
possible interpretation to English readers in line 13. As discusskel ehe presence of the INTO
LPDJH VFKHPD PDNHV WKH SRHW ZKR G\QDPLFDOO\ PRYHV L(
PLVHU\ DQG JORRPY SURPLQHQW 7KURXJK WKLV SURPLQHQF|
ultimate sorrow is well deliveredn cases like this, it is worth adding a possible interpretation that

has no explicit origin in the source text to the target text as Zhou comments:
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-OI“CS+ B65EOE?+S, J 3470 + F_TPEF_S$>AEF_’'» E+J8#Gy
E 7KH UHVSRQVLEOH WUDQV O BthéymighP nevdib &R d&et®tRigs,R |1 pV

or edit the text, or use other examples or even rewrite it).

(Xu 1998:60)

So the added line 1i8 unfaithful to the source text, but it might offer English readers a chance to

explore one of the possible interpretations of the source text.

The last instance of the INTO image schema is presented at the end of the translation ir2nes 19

How, in the word "Miserable", can one fidd 19

The total effects of all these on the mind! 20

$V WKH HQGLQJ RI WKLV WUDQVODWLRQ WKH pWRWDO HIIH
effects of all the aspects regarding hardships destrin the target text. This concludes the
translation, bringing everything to a culmination with the final emphasis of the grief. In addition to
this, the exclamation mark used at the end of this interrogative sentence suggests the emphasising
effects. BB ORFDWLQJ WKH DGYHUELDO DW WKH YHU\ EHIJLQQLQJ |
placed in the focal position where it receives more attention than being located at the end of this

sentence in the standard order:

How can one find the totalfefcts of all these on the mind in the word "Miserable"!

Solines19 H[SUHVV WKH JULHI E\ VXJJHVWLQJ WR UHDGHUV W

HITHFWV RI DOO WKHVH RQ WKH PLQGY ZLWKLQ WKH UDQJH
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FRQFHSWXDO PHWDSKRU (;3(5,(1&( ,6 686%7%$1&( DSSOLHV q1
PLQGY UHIHUV WR WKH SRHWfV H[SHULHQFH RI ZKDW KDSSH(
abstract concept is metaphorically seen as substance for whiateorseek. On top of this, the
conceptual metaphor SADDNESS IS CONTAINER applies as well in the sense that the proposition
of the negative adjective describing something dismal and depressing is metaphorically treated with
the notions of bounded objectsdamounded physical spaces. The INTO image schema is the source
GRPDLQ H[SODLQLQJ WKH HVVHQWLDO ERGLO\ H[SHULHQFH
HITHFWVY LV WKH ILJXUH WUDMHFWRU DQG pWKH hakRdé&en OLVH
in the discussion of the previous instances of the INTO image schema, the trajector moves closer to
the landmark, becomes a part of the landmark and eventually receives conceptual prominence.
Hence, the totality of the effects of all the aspeetmrding hardships is prominent. Consequently,
the proposition the figure/trajector expresses is emphasized. On the other side, through this image
VFKHPD WKH JULHI DVVRFLDWHG ZLWK WKH JURXQG pWKH
attracting as muchttention as the figure does. It seems to suggest that misery is what is expected,
which builds a certain degree of negativity in the ground element in this locative relation. As a
result, with the prominence of the figure, the degree of the inadequatyPPEUDFLQJ pWKH
HITHFWV RI DOO WKHVH RQ WKH PLQGY LOQWR WKH QRUPDO
hardships conveyed in the target text are far beyond just being miserable. Comparing against the
source text, the same form of IN image soheis presented in this target text, but the figural
HOHPHQW DQG WKH JURXQG HOHPHQW DUH GLIITHUHQW 7KH
WKH SRHW LQ WKH VRXUFH WH[W LV GLIIHUHQW IURP WKH
text. This, consequently, makes this translated text unfaithful to the source text, although the same
locative relation is presented. However, the effect the IN image schema generates in the source text
LV WR GHOLYHU WKH SRHWY{V VR dngR H1 X6 ((hgLisc reakzétiorHdIR U H

image schema, this translated text is unfaithful to the source text, but, in terms of effects produced
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by the locative expression, lines-20 are able to interpret the propositional notion of sorrow

expressed ithe source text.

6.2.2.3 ABOVE image schema

In the discussion of the second instance of the INTO image schema in the previous section, | have

mentioned the scene in lines-12 which depicts features with plenty of chrysanthemums. In line
MSERYRHUWRKIPG FKU\WDQWKHPXPV DUH EHVWUHZQY WKH Dt

sentence, which is foregrounded. The standard order of this line runs with the structure subject +

predicate + adverbial (Quirk 1985:721):

chrysanthemums abeEstrewn above the ground.

subject predicate adverbial

As | have discussed in the analysis of this first instance of the INTO image schema, one of the
possible explanations for this arrangement is to match thehgnte of WKH ODVW ZRUG pJUF
previous line 10 as it is a rhymed and metrical translation. Nevertheless, by doing so, the adverbial
LV IRUHJURXQGHG WR HPSKDVL]H WKDW WKH ORFDWLRQ ZKH
WKH JURXQGYT QR.WhiDiQriis & lrelationdl Structure as the ABOVE image schema. As
WKH VWDWLF HOHPHQW WKH pJURXQGY LV WKH ODQGPDUN I
WKH ILJXUH DV 6WRFNZHOO FRQFOXGHV RQH RI WKH IHD
EH DERYH WKH JURXQGY D 7KLY ORFDWLYH UHODWLEF
landmark. The figure, chrysanthemums, thus, receives conceptual prominence. With the proposition
Rl HEHVWUHZQY LQGLFDWLQ 1hiE ster@ anpiRadizesthaGthg Ehysansherhums V
DUH VSUHDG RXW DQG FRYHU WKH ZKROH JURXQG KDSKD]DUC

JURXQGY LV SODFHG DW WKH EHJLQQLQJ RI OLQH WKH OLC
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degree, but ot to the same extent as the figure. So the depiction of line 11 is visualized with
focuses on both the chrysanthemums in great quantity and the ground on which the flowers are laid.

,Q WKH VRXUFH WH[W WKH 29(5% PP JR Y\HRKIEdNDBE F1) fReviddafesy H G L

similar effects (see 5.3.4 Section 4). In terms of relational structures in the source and target texts,
in this case, the common ground of both the OVER image schema and the ABOVE image schema
lies in the locative relation as theajector is on top of the landmark and the trajector is the same
size as the landmark. So the ABOVE image schema presented in the target text is unfaithful to the
OVER image schema in terms of linguistic realization. However, sharing the same grounil of bot
the OVER image schema in the source text and the ABOVE image schema in the target text, the

HITHFWYV JHQHUDWHG E\ WKH YHUE SIR br®sihtlapuitg the/sSaucel&x DERY

6.2.2.4 FROM image schema

As part of the scene where theRIKQG LV FRYHUHG ZLWK ZLWKHULQJ FKU\
FDUHV WR VDYH WKHP IURP WKHLU DSSURDFKLQJ GRRP"T VX
FRQFHSWXDO UHODWLRQDO VWUXFWXUH SUHVHQWHG LQ Ol
referring WR WKH FKU\WWDQWKHPXPV DV WKH ILJXUH WUDMHFWRU
the state of being withered as the ground/landmark. The path that the trajector follows in relation to
the landmark is the process of stopping the chrysanthemums fithharing. In the scene, the
conceptual prominence is given to the process of stopping the figure, the chrysanthemums, from
withering. As a consequence, the cruelty of letting the chrysanthemums become withered is

emphasized. In the source text, the UP iHag/ FKHPD LV SUHVHORIEG LYY QKRH

would pluck them up now). The conceptual prominence generated in the UP image schema lies in
the process of the flowers being plucked up. With this prominence, the negativity and
disappointment that nobodyres to pluck the flowers up is emphasized. Comparing the target text

against the source text, the process of stopping the flower from becoming withered is different to
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the process of plucking the flowers up because they are withered already. The attgnypDof L Q J 1
WKH IORZHUV IURP pWKHLU DSSURDFKLQJ GRRPY VXJIJHVWYV
Consequently, the notion that no one is bothered to pick them up does not deliver that suggestion
explicitly. Therefore, the presence of the image seéhpresented in the target text is unfaithful to

the source text.

However, as the discussion in 5.3.4 OVER, UP image schemas shows, in the source text,
presumably the chrysanthemums could be picked and appreciated before they are withered, but a
possibleinterpretation of the reason that no one is interested in picking them up is because the poet
was too sorrowful to enjoy the flowers. This assumption echoes the emphasis of the FROM image
schema in the target text. The presumption of the poet being soktoag no explicit origin in the

source text. It is one of the possible interpretations. But by adding line 13 into this translation, this
potential interpretation is revealed to readers of the target language explicitly (see discussion of the
third instarce of INTO image schema in 6.2.2.2 INTO image schema). Thus, although lides 13

are unfaithful to the source text, it is possible to offer one of the possible interpretations from the

WUDQVODWRUYVY SRLQW RI YLHZ

6.2.2.5 AGAINST image schema

In the souce text, the instance of the AGAINST image schema is presented with the locative
relation as that the warmth gained from drinking the wine defends against the windiness of the
strong evening wind (5.3.2 AGAINST image schema). However, in this targethiexthstance of

the AGAINST image schema is not duplicated to build up the same scene as in the source text. It is
SUHVHQWHG LQ OLQH H$IJDLQVW WKH WXQJ DQG SODQH W
WUHHVY DV SHUHQQLD Oung Geh@nvétdtidaR eelf iHaurdl Qharaétetisticland the

MZLQGYT ZLWK QDWXUDO PRELOLW\ ZKLFK pULVHV KLJKY LV
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regarding the AGAINST image schema earlier, the AGAINST image schema expresses the locative
reODWLRQ DV pWKH WUDMHFWRU\ WUDFHV D SDWK XS WR WKt
(Stockwell 2002a:23). In the scene line 16 depicts, the trajector, the wind, traces a path up to the
ODQGPDUN WKH pWXQJ DQG $IEDQRANW U HHR/H OGS FILY BN WXL
relation, the process the figure/trajector, the wind, moves towards the ground/landmark, the trees,
and receives conceptual prominence. As a result, the conceptual prominence helps readers visualize
the wind hiting the trees on the leaves or on the branches. The strength of the windiness might also
be suggested by the dynamic movement in a tim@ensional mode. In addition with the
GLUHFWLRQDO LQGLFDWLRQ RI JRLQJ X Sate®oftheltiéddark hidwn] LW
XS GXULQJ WKH SURFHVV RI WKH ZLQG ULVLQJ KLJK 7KH QH
GUDZV QLJKY LQGLFDWHV WKH OLJKW UDLQ pGUL]]JOHY EHF
rainwater flows in a small gam. Putting lines 178 together into one description is very likely to

be interpreted as a stormy scene. This is not the same scene the source text describes. In the
corresponding source text (5.3.6 ON, THROUGH image schemas), the ON image schenga and th
THROUGH image schema are presented to emphasize the vision of the raindrops dripping.
However, there is no mention of the scene described in the target text that the wind rises high
DIJDLQVW WKH WUHHV 6R WKH $*$,167 L pr&atidn vffhe ddiide ket W K H

without corresponding text in source poem.

In terms of the effects, the raining scene (lines2yin the source text adds nothing but negativity

to enhance the grief from which the poet suffers. In that sense, the effediscgnt by the
AGAINST image is similar to those produced by the ON image schema and the THROUGH image
schema in the source text. The stormy scene plays a role as the background for the hardship,
including all sorts of aspects from the problematic sleeye () to the inadequate warmth from
GULQNLQJ pWKLE). is@elgs to@ddie \émphasis of the sorrowfulness. However, the

vision in the source text presented by these locative relations between the drizzles and leaves of
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Chinese parasol treés not presented in this target text because of the absence of duplicating the
same image schemas. The other feature presented in the source text is the effect of sound
symbolism caused by the phonetic patted»<d><d><d> . This evokes the sound of raiogs
dripping, which helps readers to interpret the image schema presented in the source text with not
only the visual effect but also the sound effect. Without duplicating the effect of sound symbolism
into this target text, the sound effect is missingthis translation. Therefore, by presenting
AGAINST image schema in the target text, the stormy scene with wind rising up and heavier rain
cannot depict the same scene presented in the source text. Maybe in terms of the effects produced
through the AGAINSTimage schema, this target text, to some degree, manages to create some
effects which are similar to those in the source text. But with the presence of a different schema
describing a different scene, this translated text is unfaithful to the sourcenttd.fbllow section,

, ZLOO DQDO\VH WKH WKLUG WUDQVODWLRQ 360RZ 60RZ 7XQl

36ORZ 60RZ 7XQH" E\ <XWDQJ /LQ

36ORZ 60RZ 7XQH"~

So dim, so dark 1
So dense, so dull,

So damp, sdank,

So dead!

The weather, now warm, now cold, 5
Makes it harder

Than ever to forget!

How can a few cups of thin wine
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Bring warmth against

The chilly winds of sunset? 10

| recognize the geese flying overhead:
My old friends,

Bring not the old memories back!

Let fallen flowers lie where they fall.

To what purpose 15
And for whom should one decorate?

By the window shut,

Guarding it alone,

To see the sky has turned so black!

And the drizzle on the kola nut 20
Keep on droning

Pit-a-pat, pita-pat!

Is this the kind of mood and moment

To be expressed

%\ RQH ZRUG 3VDG™" 25

6.2.3.1 AGAINST image schema

In the source text, the AGAINST imagehema presented in 5.3.2 emphasizes the hardship that the
warmth gained by drinking light wine is inadequate to fight against the windiness of the swift

evening wind (lines ). In this translated text, the same locative relation is presented indifes 8

How can a few cups of thin wine 8

Bring warmth against 9
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The chilly winds of sunset? 10

,Q WKH VFHQH WKH pZDUPWKY pD ITHZ FXSV RI WKLQ ZLQHT |
ZLQGV RI1 V Xapstiddvdbnc@K ebldness of the evening wind is metaphorically treated as
being hostile through the conceptual metaphor EVENING WIND IS ENEMY. The hostility of the
VRXUFH GRPDLQ LV PDSSHG LQWR WKH WDUJHW GR®fdlEQ WKF
to attack the wine drinker. This is faithful to the source text in term of the application of conceptual
metaphor. Referring to the discussion of the source text, Stockwell describes the AGAINST image
VFKHPD DV pWKH WUDMHMVKRIUO MQUDAHWND 18 QWKKX Q JWIRG MD FH
D 6R ZH XQGHUVWDQG WKH VFHQH LQ WKH ZD\ WKDW
WKH SDWK WRZDUGV WKH JURXQG ODQGPDUN pPFKLOO\ ZLQGYV
the ODQGPDUN 7KH SURPLQHQFH OLHV LQ WKH ILJXUH DQG W
SURFHVV RI GHIHQGLQJ WKH GULQNHU DJDLQVW pWKH FKLO
With the notion of the inadequacy of the alcohol expressed byltQeW HUURJDWLYH VHQ
FDQ T WKH GLIILFXOW\ RI VWD\LQJ ZDUP E\ GULQNLQJ DOFF
image schema. This is faithful to the source text. Although the same locative relation presented in
the source text is replited into the target text, the ground elements presented in the target text is

GLIIHUHQW ,Q WKH VRXUFH WH[W WKH JURXQG HeHP®HQW L\

WKH VZLIW HYHQLQJ ZLQG OLQH 1L QG LQuhY M felativelyH V X J.
high. In the source text of these four Chinese characters, the notion of coldness is not explicitly
pointed out. It might be inferred by the notion of windiness, as it feels cooler when the air moves
faster. The ground element in theddd W WH[W LV pWKH FKLOO\ ZLQGV Rl VXQ
RI FROGQHVVY FRQYH\HG E\ WKH DGMHFWLYH pFKLOO\Y WKH
text instead of duplicating the original propositional notion. So the differencen#tkiss in terms of
interpretation is that readers in target language is unaware of the high speed of the wind presented

through the AGAINST image schema in the source text. The reason that the source text has no
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specific indication for the notion of coldreesnight be because poetry writing in ancient China
favours image creating which leaves readers some room to interpret with their own imagination, as
Tang comments, building up images on top of images is one of the characteristics of ancient
Chinese poetrg2010:172). So, by presenting the image of windiness, it is likely that readers will
come up with the notion of coldness themselves. Based on the philosophy of image building up, Li

comments,

VB AA0,,” _ y;a Y u#a E GAG 0B Ff.d EmGY 6 6B: [:6 y PFBE "5%):
(The essence of ancienhi@ese poetry writing is that one should try to avoid using explicit
notions but keep the expression as implicit as possible. The priority lies on the beauty of

indirectness)

(2009:111).

So when the image of the windy evening described in the source text is transferred into English,
revealing the inference, the coldness, might be a possible way for readers to interpretrég infe
notion of the source text. But, at the same time, the cost of this is the sacrifice of the original
SURSRVLWLRQDO QRWLRQ 7KLV LV DOVR DSSOLFDEOH WR
warmth is inferred from the description of a few cupsvime in the source text. Therefore, apart
from explicitly expressing the inferences of the source text in linE3, $he presence of the image

schema and the effect it produces in the target text is faithful to the source text.

6.2.3.2 OVER image schea

%\ XVLQJ WKH FRORQ DW WKH HQG RI OLQH M, UHFRJQL]HF

EHPRDQLQJ WKH LPSRVVLELOLW\ RI pEULQJLQJ WKH ROG PHP
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HMP\ ROG IULHQGVY OLQH &/ackdh HdDe\Vdtwea R readely &hO the R 1 |
WUDQVODWRU DQG WKH RWKHU RQH EHWZHHADdepic] aBeee WKH
ZKHUH p,T LGHQWLILHY WKH JHHVH IO\LQJ RYHUKHDG DQG Wi
%\ WKH DeEMHKBED®RY] WKH 29(5 LPDJH VFKHPD LV SUHVHQWH
29(5 LPDJH VFKHPD GHPRQVWUDWHY WKH ILIXUDO HOHF
M, T ZKR UHFRJQL]HVY WKH JHHVH UHPDLQV VW DdsistsioVa WKH .
trajector moving along a path that is above that landmark and goes from one end of the landmark to
WKH RWKHU DQG EH\RQGY 8QJHUHU 6FKPLG 6R LQ \
the path the trajector, the geese, followDERYH WKH ODQGPDUN u,f DQG JRFE
other side of the landmark. With the presence of this image schema, the figure and the dynamic
process of its movement receive conceptual prominence. Liné8 $RAggest to readers that the
recognition of the geese triggers the grief because the appearance of the geese reminds the poet of
memories from the old time that are not returnable. Consequently, the grief is emphasized because
of the prominence given to the figure. Comparing against the staxtcehe OVER image schema
is faithful in terms of the locative relation, but the difference between the presences of these two
image schemas lie in the ground elements. Referring to the source text, the ground element is the
SRHW ZKRo LWV g HL Q-brokdhD Because of the indication of thegming state by the
FKDUDFWHMWKH JURXQG HOHPHQW WKH SRHWEURNHQUHDE\ D @t
WKH QHJDWLYLW)\ DVVRFLDWH® RN WET W.KHQRRIHP\Br A &itQ JD R 6L
helps to increase the degree of the grief emphasized by the presence of the image schema ever
IXUWKHU +RZHYHU LQ WKLV WDUJHW WH[W WKH JURXQG
GHPRQVWUDWLRQ UHJDUGLQDW Kit WRRDW H] H © VZaK MWFKHpPJH H V HZ |
WKLYV WUDQVODWHG WH[W FRQWDLQV QR VXJIJHVWLRQ RI W
appearance of the geese. Accordingly, the grief expressed by the image schema in the target text is

not be as grat as that in the source text.
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W LV ZRUWK PHQWLRQLQJ WKDW OLQH H%ULQJ QRW WKH F

WH[W ,Q WK HoVR&MF H] WEXW WKH\ DUH WKH ROG DFTXDLQWD

seems able to recognizetbvH JHHVH IO\LQJ RYHUKHDG EHFDXVH WKH\ D
LV FRQYH\HG E\ OLQH HPV ITULHQGVY %XW DV PHQWLRQHG
QRWLRQ Rl EHPRDQLQJ WKH LPSRVVLELOLW)\ RdditidaUihe3LQJ W
PLIJKW EH WKH WUDQVODWRUYY LOQOWHUSUHWDWLRQ RI WKH V
introduced in 5.2 The ancient Chinese poem, the poet used to correspond with her husband via
geese, using them like messenger pigeonsthgan her husband passed away, and this old time is
QRW UHWXUQDEOH 6R OLQH HEULQJ QRW WKH ROG PHPRUL
source text. Hence, comparing this target text against the source text, it is a faithful trairslation
terms of the presence of the OVER image schema, but the degree of the sorrow conveyed by the
image schema is interpreted differently. Although the addition is unfaithful to the source text, it
offers readers in target language a chance to interpreWtReX UFH WH[W IURP WKH WU

SRVVLEO\ EDVHG RQ WKH SRHWY{V ELRJUDSK\

6.2.3.3 DOWN image schema

In the source text, there are two image schemas, the OVER image schema and the UP image
schema presented to emphasize the scene where plentyilos¥ ghrysanthemums are over the
JURXQG DQG SOLHG XS 29(5 83 LPDJH VFKHPDV ,Q OLC
IDOOY WKH VFHQH LV GHVFULEHG ZLWK WKH SUHVHQFH RI
completely opposite directional BLFDWLRQ WR WKH 83 LPDJH VFKHPD 7KH
high position to a low position are the dynamitengent as the figure/trajectorThe
JURXQG ODQGPDUN ZKLFK LV QRW VSHFLILFDOO\ QDPHG EX
flowers iIHY UHPDLQV VWDWLF $V GLVFXVVHG LQ WKH '2:1 LPD
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6RQJ" E\ <XDQFKRQJ ;X 29(5 '2:1 ,1 83 LPDJH VFKHP
schema indicates the path where the trajector, the flower, moves vertically from arposiien

to a resting position which is lower than the initial position towards the landmark. Through this
image schema, it makes the figure/trajector, the flowers and the process by which they fall down
prominent. The prominence emphasizes the effesisnfalizing the process that the flowers fall

somewhere and lie on the place where they fall.

Compared against the source text, the DOWN image schema is an unfaithful duplication of the
OVER image schema and UP image schema presented in the souréeldéidnally, the effects
produced by the DOWN image schema are also unfaithful to the source text. First of all, in the
VRXUFH WHMDQLQJ pPJURXQGYT LV VSHFLILFDOO\ H[SUHVVHG I
element is not explicitty named inth WDUJHW WH[W :LWK WKH QRWLRQ RI \
to interpret the source text with a specific location, which helps to set up the scene with plenty of
yellow flowers. Secondly, the OVER image schema and UP image schema emphasize the
horizortal mass and the vertical thickness of the chrysanthemums. Whereas, the DOWN image
schema focuses on the process of the flowers falling but not the quantity of the fallen flowers. In
DGGLWLRQ WR WKLV WKH JUDPPDWLFDOWRMDWYWH&FMWJL RWX HR I\
only focuses on granting permission, not on describing the great number of flowers and how they

DUH VHW &RQVHTXHQWO\ WKH SHUFHSWXDO S/O&#% L HOPORZ R
IORZHUV D%H Vv SRIHDIG MMKHGIED @ GSLOHG XS LV PLVVLQJ 7KH
flowers being in great quantity conveyed by these two image schemas is not be delivered in the
WDUJHW WH[W )LQDOO\ WKH FKRLFH RI pIORZHUVY InQ WKH
VSHFLILFV UHJDUGLQJ GHWDLOV VXB&IDVH®RR ZVKDREAH B U UAR
chrysanthemums. So the presence of the DOWN image schema cannot faithfully transfer the source
WH[W DV +XfV FRPPHQW RQ6 QUBSRRPHEGWE DQVODWLRQV RI
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o 360  %iBj *IDOOAHQWLWENHIVE»TE 9 3PDV¥E*KKIISE
84 KV27 VR LW LV XQIDLWKIXO WR VB IQBOO WG X\KHDW ZRD

SOLWWHU" RQO\ 3PDVV"™ H[SUHVVHV WKH JUHDW TXDQWLW

(2009:44).

+ XV VXIJIJHVWLRQ RI pPDVVY DV D IDLWKIXO WUDQVODWHG V
notion of great quantity to thtarget text. Therefore, line 14 is an unfaithful translation of the source

text both in terms of the locative relation and the effect of emphasizing the great quantity of the
chrysanthemums. By reading lines- 18, the interpretation of the scene depidtethe source text

LV GLITHUHQW +RZHYHU WKH UHSHWLWLYH H[SUHVVLRQV RI
WKH IDOOHQ IORZHU OLH ZKHUH WKH\ IDOOY FRQWULEXWH W
lines through the conceptual #¢D SKRU %$' ,6 '2:1 $V GLVFXVVHG LQ
typically goes along with sadness and depress (La&kaibhnson 1980:15) and image schemas are
often seen as the source domain of the conceptual metaphor (Jeffries & Mcintyre 2010:143), so the
fallen flowers fall on the ground are metaphorically mapped to some kind of indications for sadness

and negativity.

As mentioned at the beginning of this section, the notions of the locative relations presented in the
source text regarding the trajecttine chrysanthemum, and the landmark, the ground, create a
vibrant imaginary scene where the process of these flowers in great quantity being grouped on the

JURXQG LV YLVXDOL]HG 7KLV EXd9BGX" X% WKR RDRIXWGCG BRBRWW

them upnow) that the poet is too sad to pluck any of these flowers up for the sake of enjoyment,
even when a huge amount of them are available on the ground, which results in deepening the grief.

Another UP image schema presented in the source text is miséimg 115 16:
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To what purpose 15

And for whom should one decoraté®

Without presenting the UP image schema here, the prominence of the process of plucking the
flowers up is not duplicated into the target text. So the gmpfessed by the shame that no one is
interested in picking up the chrysanthemums is not emphasized in the target text. Instead, the
WUDQVODWHG WH[W VXJJHVWYV WKH SRLQWOHVVQHVMGERI XVLC(
As introduced in 2, the poet used to pluck the flowers up for the sake of decoration. Based on that,

RQH RI WKH SRVVLEOH LQWHUSUHWDYBLROQV] RZKRKHDRWYIVI MWERC

them up now) is that there is no point in plucking the chrysanthemums nowefasake of
decoration. Lines 136 are unfaithful to the source text because of the absence of the UP image
VFKHPD EXW GHOLYHULQJ WKH WUDQVODWRUYfY LQWHUSUHYV
WKH VRXUFH WH[W IURP W .Ht isWdiEhQne @ieniwgRthaf ivalSoRsadgfisesRHe

opportunity of expressing the original proposition to readers in target language.

6.2.3.4 ON image schema

A vivid scene of raindrops dripping on and through the Chinese parasol trees is depitied
source text to enhance the sorrowful atmosphere (5.3.6 Section 6). The type of trees in the source

WH[W LV xZOPHKGLEK PHDQV p&KLQHVH SDUDVRO WUHHY 7KLV

image of hearshape broad leaves. It is popular inFIOHQW & KLQHVH SRHWU\ ZUI
favourite of Chinese poets, ...with tall noble stem and great dark leaves glaucous underneath and a
SURIXVLRQ RI IORZHUV ZKLWHU WKDQ KDZWKRUQ LQ VSULQJ)\
the notion of WKH &KLQHVH SDUDVRO WUHHV LV WUDQVIHUUHG DV

NROD QXWY ,W LV DQ XQIDLWKIXO WUDQVODWLRQ DV WKH I
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+RZHYHU WKH QRWLRQ RI puNROD Q-¥hWw % HHGSQXW VHIW. MKK HVL R D
NROD WUHH DQ HYHUJUHHQ SODQW JURZLQJ XS WR PHWHU)
(Duke 2001:110). The Chinese parasol trees are mainly located in China and parts of Taiwan and
Vietnam, so readers are unfdiar with the stereotypical impression of the broad leaves associated
ZLWK LW ,Q WKDW VHQVH WKH QRWLRQ RI pNROD QXWY PLJ}
the link between the kola trees, which also feature with broad leaves, likhithese parasol trees.

7KH HIDFW QRWLRQ WKDW LV XVHG LQ WKH WDUJHW WH[W L\

be able to invoke the scene of trees with broad leaves from reading the target text.

Apart from that, in line 20, the ON imag¢ FKHPD LV SUHVHQWHG ZLWK WKH
GUL]JOHY DQG WKH JURXQG HOHPHQW pWKH NROD QXWY ¢
schemas, the ON image schema is an elaboration of the essential ONTO image schema, which
expresses the path by whidhe trajector moves onto the landmark. In relation to the scene

GHVFULEHG LQ WKLV WDUJHW WH[W WKH SURFHVV RI WKH W
RQWR WKH ODQGPDUN pPWKH NROD QXWYT UHFHth¥ @NinkeBEQ FH SV
schema and the THROUGH image schema are presented to emphasize the raining scene with the

LI XM JHQWOH UDLQ xBEQG &KKQQHVRXSP® MVRO WUHH 3UHYV

trees with broad leaves might be interpreted as hppghKLQHVH SDUDVRO WUHHY DQC(
schema which is presented in the source text is duplicated into the target text. So line 20 faithfully
duplicates the image schema presented in the source text, and the same effect of emphasizing the

raindropsdripping is generated.

2QH RI WKH FKDUDFWHULVWLFV RI 4LQJ]KDR /LTV SRHWU\ L

favour of the method of doubling the characters as Li comments:
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~$5'—Ay q 6 [BIN# € WAG<F/yN# €W X, W0, O :OF x C,ii 45 Ay,” @ IF +X
(Sound effect plays a very mppW D QW SDUW LQ 4LDQJ]KDR /LYfV OHWL
effects heavily rely on the successful application of doubling the characters).

(2009:90)

JRU H[DPSOH WKH MR LEK DURINMBUN PHDQLQJ WJHQWOH ZL(
UDLQY ZKLFKG VUHRRWUDGH KPR E BHV/RQHO\ 6ZDQ° DUH WKH GF
VDPH FKDIWD FWWKIHU WLWOH LV WUDQVODWHG E\ PXYIQIRKRQJ ;
FKDUDIWWHW @QLDR! LQ WKH ILUVW WRQH ;LQ +XD 'LPbWwé& RQDU\
WKH GRXEALOHQHIUDWHY WKH HIIHFW RI VRXQG V\PEROLVP E
natural sound of the wind, which helps to bring readers closer to the scene with the effect of sound

symbolism. When cases like these are transferreceingtish, it is difficult to duplicate the effects

RI VRXQG V\PEROLVP )RU LQVWDQFH <XDQFKRQJ :X WUDQVO

A grizzling wind and drizzling rain

(Xu 2003:495)

In this translated text, an attempt is made to expf@d§ H HIITHFWV RI VRXQG V\PERO!
DQG pGUL]]IOLQJYT 7KH IHDWXUH RI GRXEOLQJ WKH VRXQG RI
conveyed by the eAd K\PH EHWZHHQ pJUL]]JOLQJY DQG puGUL]]OLQJY E
MGUL]]ORKBHVLILQJ WKH QRWLRQ RI pUDLQY UHDGHUV DUH X
nature wind by reading this translated text. Another translation by Rexroth & Chung presents the

sound of the Chinese characters with the Wades Romanization sysm for Mandarin Chinese

(Giles 1931) without transferring them to English:

196



Small wind, fine rain, hsiao, hsiao

(Rexroth & Chung 1979:51)

Although the actual sound of the Chinese characters in the source text is presented in the target text,
LW LV DOVR DOPRVW LPSRVVLEOH IRU UHDGHUYV LQ WDUJHW
of the wind as two foreign words. It is unden&lthat this is a difficult task, but it might not be an

LPSRVVLEOH WDVN DV /L DUJXHV WKHUH DUHWDRRNH R[S Wi\
GURSY ZKLFK FRXOG FRQYH\ VRPH HIIHFWV RI WKH VRXQG

(2009:91) ,Q WKLV WUDQVODWHG WH[W -Rpab pite-G D WKH QY QD RIL

$V , KDYH DQDO\VHG HDUO&d&&5%$P HDWK R JOIDVWR & LFQHGW RS

the raindrops in the first line with the effects of sound symhaliThis is because the pitch
variation generated with the sound pattemt><d><d><d> invokes the sound of raindrops
GULSSLQJ ,Q WKLV WD UasbWW HWV U WKHHD WEYGH WE LWFSH WQ OLQl

GRXEOIL@NBFRUIQUWKH WRXBKHHTWBIGUXSOH UHSHWLWLRQ-81 WKH

pat, ptaa SDW  FRQVWUXFWY D IXOO DOOLWHUDWLRQ 6KRUW

DOOLWHUDWLRQ SOD\'V DQ LPSRUWDQW SDUWt mQHf & KH pF
impossible to duplicate the pitch variations of the source text into the target text as English is not a
tonal language, but the full alliterative pattern enhances the effect of the raindrops dripping with the

parallel phonetic structure. AdLWLRQDOO\ WERBWIGYNUKHMUBSMWUZLWK D V
DOWHUQDWLQJ RU UHSHDWHG OLJKW VRXQGVYT 2[IRUG (QJOL
VRXQG RI ZDWHU GURSSLQJ WR WKH QRWLR QaitRful raaslatiphO HYT L

to the source text.
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Although the THROUGH image schema is not replicated in the target text, the effect of
emphasizing the raindrops dripping can be created by the presence of the ON image schema. With
the duplicating of the effects dfie sound symbolism, this translated text is faithful to the source
WH[W 7KH WLPH DB WHUEQ DHY HQLQJ  L-22.PbweVdr,Ghis is Cor@dy&iH V

E\ OLQH H7R VHH WKH VNV KD \FRQMQUHOBNY R EQ@DBS M DW WK
indicates the parallel relationship between line 19 and line 20, so the time adverbial suggested in
line 19 is also applied to line 20. Therefore, the target text ought to be reliably evaluated as being

faithful to the source text despite the absence of the THROUGH image schema.

At this point, | completed the cognitive stylistic analyses of three translations by native Chinese
translators. In the next section, | will analyse two translations by teantat@sscombing a native

Chinese speaker and a native English speaker.

6.3 Cognitive stylistic analyses of the target texts by teamork translators

3$ :HDU\ 6RQJ 7R $ 60RZ 6DG 7XQH" E\ .HQQHWK

3$ :HDU\ 6RQJ 7R $ 60RZ 6DG 7XQH
Search. Search. Seek. Seek 1

Cold. Cold. Clear. Clear.

Sorrow. Sorrow. Pain. Pain.

Hot flashes. Sudden chills.

Stabbing pains. Slow agonies. 5
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| can find no peace.

| drink two cups, then three bowls

2] FOHDU ZLQH XQWLO , FDQYW
Stand up against a gust of wind.

Wild geese fly overhead. 10
They wrench my heart.

They were our friends in the old days.

Gold chrysanthemums litter

The ground, pile up, faded, dead.

This season | could not bear 15
To pick them. All alone,

Motionless at my window,

| watch the gathering shadows.

Fine rain sifts through the wiWW X QJ WUHHYV
And drips, drop by drop, through the dusk. 20
What can | eer do now?

How can | drive off this wordt

Hopelessness?

6.3.1.1 OUT OF image schema

| introduced earlier that the most known extraction of the source text is the first fourteen characters
featuring the doubling of each character twice (see 5.2). Rexroth and Chung apply a similar method
of doubling two verbs (search and seek), two adjest{¢old and clear) and two nouns (sorrow and
pain) in the first three lines in order to replicate the syntactic deviation of the source text into this

target text. Following that, lines®are in a parallel structure with the pattern adjective + noun:
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Hot flashes. Sudden chills 4

Stabbing pains. Slow agonigs

There are two instances of OUT OF image schema presented here. The first instance of OUT OF
image schema is presented in line 4.-P&GLILHG E\ WKH DGMHFWLYH pVXGH
UDFWLR@HQWY RU FRQGLWLRQV DUH KDSSHQLQJ RU FRPLQJ
(QJOLVK "'LFWLRQDU\ WKH pFKLOOVY DUH XQH[SHFWHG p+R)
SDUDOOHO VWUXFWXUH ,Q WKH VFHWHKH WK GGHQV FIKOLBOLKMY
expectation. Thus, this pair of specifications of the temperature variation presents a relational
VWUXFWXUH DV WKH 287 2) LPDJH VFKHPD 7KH XQH[SHFWHG
WKH H[SHFWDE Gi¢ theKdgronhdllenDrvakkHA&discussed earlier (5.3.1 OUT OF image
schema), the OUT OF image schema expresses the locative relation of being exterior to a bounded
VSDFH ZKLFK LV UHJDUGHG DV KDYLQJ DQ LQWHULRdA of6R WK

MKRW IODVKHVY DQG WKH ILIXUH WUDMHFWRU WKH pFKLOOV

The second instance of OUT OF image schema is presented in line 5. According to the Oxford

(QJOLVK 'LFWLRQDU\ WKH DGMHFWLYH pudueD pdnl @hich iSHVFL
FKDUDFWHUL]JHG E\ WZLQJHV FRPSDUDEOH WR WKH HIIHFW R
DUH DOVR XQH[SHFWHG EHFDXVH RI WKH VXGGHQQHVV XQGH
KDOI RI OLQH WAHLOD@GM HBWHYHUPWVEGRLQJ LQ SURPSWQHVV
ZKLFK VXJJHVWYV pDJRQLHVY LV DQ H[SHFWDEOH VWDWH ZLYV
SDUDOOHO VWUXFWXUH LW VHHPV WR VXJJHVW Waédiotdi DGHU'
MVORZ DJRQLHVY 6R WKH pVWDEELQJ SDLQY LV WKH ILJXL
ground/landmark. As same as the first instance of OUT OF image schema, the trajector, the

MVWDEELQJ SDLQVY XQH[SHFWHGO\. FireRebin¢epRul \WroRihepcd/ iKH V C
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JLYHQ WR WKH ILJXUH WUDMHFWRU pVWDEELQJ SDLQYT DQG
OLQH M, FDQ ILQG QR SHDFHY H[SUHVVHV WKH GLIILFXOW\
RU WKH VXGGHRQ WEBILOMSIHRWWEOH pDJRQLHVY PLIJKW FDXVH \
two OUT OF image schemas, the conceptual prominences generated emphasize the difficulty of
staying at peace. Particularly in the second instance of image schema, because gétihigy ne
LQFOXGHG LQ WKH JURXQG HOHPHQW uDJRQLHVY WKH HPSKI

comparing against the source text, the emphasis of staying peaceful is unfaithful.

The presence of the OUT OF image schema in the source t&xt) (belps emphasize the hardship

of getting enough rest because of the unstable weather. In this target text, the unstable weather is
transferred into line 4, but the specifications of the temperature stated in the target text are opposite
to that in the VRXUFH WH[W $V , KDYH GHPRQVWUDWHG LQ WKH
Zhongjie Xu (6.2.2.1 OUT OF image schema), it is possible to lead readers to interpret the season
described in the scene differently in the target text because of the revensed fganperature

VSHFLILFDWLRQVABSHFLILWGKH\WILPH ZKHQ WKH ZHDWKHU L)\

warm), the source text conveys the notion that unexpected warmth turns up when the weather is still
cold. This temperature variation suggests #asen of early spring when the coldness of the winter
carries on while the warmth from the spring turns up from time to time. Reversing this pair of
temperature specifications is likely to suggest the season of early autumn as the ending of summer
retainsthe warmth but the approaching autumn brings the temperature down every now and then.
Hence, the first instance of OUT OF image schema is faithful to the source text in the locative
relation and the effect of emphasizing the unstable weather, but urfaitlitrms of the figural
element and ground element. As for the second instance of the OUT OF image schema, it is a
creative addition of the interpretation by Rexroth and Chung; there is no origin of this image
schema in the source text at all. So itleac that the second OUT OF image schema is an unfaithful

translation of the source text.
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In the source text, the difficulty, which is emphasized by the presence of the OUT OF image
schema, is getting enough sleep. This struggle is transferred intarties text as the difficulty of

staying peaceful. First of all, this is unfaithful to the propositional notion of the source text. Getting
enough sleep focuses on the physical condition, but remaining peaceful suggests more on the state
of mind. Secondlythe difficulty of getting enough sleep in the source text is indicated as being

VXSHUODONLYH EVYW GLIILFXOW LWKRXW GXSOLFDWLQJ WKH

QR SHDFHY WKH H[WUHPH GHJUHH RI1 GLIIlikFR%tOdaliver8&dJHVHQ
Consequently, readers of the target text might interpret the level of hardship differently. Therefore,
apart from the notion of the unstable weather, lings ate evaluated as being unfaithful to the
source text and the absence of th&eaxe level of difficulty results in weakening the hardship

conveyed in the source text.

6.3.1.2 AGAINST image schema

7TKH QRWLRQ WKDW DOFRKRO FRQVXPLQJ FDUULHV RQ XQWLC

WR ILIJKW DJDLQVWexpessed MWMeRT: ZLQGYT LV

| drink two cups, then three bowls 7
2]l FOHDU ZLQH XBQWLO , FDQTW

Stand up against a gust of wind. 9

,Q WKH FODXVH DIWHU WKH FRQMXQFWLRQ pXQWLOY WKH YF
PDIDLQVWY HHRDIBH Y PR EQG pD IJXVW RI ZLQGYT 7KURXJK WK
ENEMY, the natural phenomenon of wind is metaphorically seen as the enemy which is hostile to

WKH VSHDNHU VR VKH QHHGYVY WR EH pDJDLQVWY diappedK H KR
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LOQWR WKH WDUJHW GRPDLQ WKH pD JXVW RI ZLQGYT W VHHI
attack which is too strong so the speaker cannot even defend herself by standing up. With the
PRELOLW\ WKH DFWLRQ pVWDQUG XSYDAMCHIFWRIY DIQG WKW KZH. Q@ C
Rl ZLQGY LV WKH JURXQG ODQGPDUN LQ WKLV $*$,167 LPDJH
$*$,167 LPDJH VFKHPD WKH WUDMHFWRU pn,1f WUDFHV I
FDXVHG EVWDRJ ZLQGY ILQLVKLQJ DGMDFHQW WR LW DQG |
SURPLQHQW LQ WKLV G\QDPLF SURFHVV LWK WKH QHJDWR
$*$,167 LPDJH VFKHPD HPSKDVL]HV WKH VSHDNdt§ndingQdF-DSDE
against the windiness. In the corresponding section of the source text, the AGAINST image schema
is presented to emphasize the hardship that the warmth gained by drinking light wine is inadequate
to fight against the windiness the swift ewenwind brings. Comparing with the source text,
although the application of the conceptual metaphor and the form of the AGAINST image schema

are faithfully presented, the effect it creates is different from the source text.

Linked by the subordinatingRQMXQFWLRQ puXQWLO Y -8WsKdétetrhived by thed D X V |
VHFRQG FODXVH DV D FRQGLWLRQ ,W VHHPV WR VD\ WKDW
DIJDLQVW D JXHVW RI ZLQGYT DQG u,T ZRXOG NHHSb&hEEQNLQJ

%XW LQ WKH VRXUFH WH[W WKH ILIXUDO BDEBEQW MW WHKH

RU WZR FXSV RI OLJKW ZLQH $OWKRXJIK WKH ZLQG LV PHWIL
both the texts through the conceptual metaphor WINDENEMY, the clashing relationship
between warmth and windiness in the source text focuses on the hardship caused by the inadequate
amount of alcohol to keep the wine drinker warm enough. This suggests the matter of shortage of
alcohol. But the relationshipetween the soberness and the windiness in the target text implies a
scenario where there is plenty of alcohol available to be consumed to the time when no more is
required. Contrary to the source text, this suggests that there is no limit of alcoholegdt, the

difficulty presented in the target text is that the drinker is too drunk to stand up against the
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windiness, while the source text suggests to readers that the wine is too light to keep the drinker
warm. Hence, although the same image schexmadsented, this target text is unfaithful to the
source text in relation to the effect the locative expression creates. On top of this, there are also two

propositional notions expressed in the source text missing in this translation text.

Firstofal WKH HPSKDVLV SURGXFHG E\ WKH ORFDWL¥H UHODW]

(how to fight against) in the source text is not duplicated into this translated text. As mentioned
HDUOLHU EHFDXVH RI WKH VXERUGLQDIFWRYWN PRODMX® K8 LERID
RI ZLQGYT IXQFWLRQV DV DQ DGYHUELDO WR WKH PDLQ FODX
ZLQHY $V DQ DGYHUELDO LW LV WKH pPRVW SHULSKHUD
Accordingly, the emphasis generatadthe relational structure presented in this adverbial is not as
great as that in the source text where it is the main clause. So, readers have less chance to interpre
the same degree of emphasis by reading this translated text. Secondly, the tinkelabDver ptHY H Q L (

LQGLFDWHG BMKH HYHQLQJ LV QRW SUHVHQWHG LQ WKH WD

suggest the level of coldness, as the temperature of the evening is generally lower than the daytime.
Accordingly, this helps emphasize thddreess in the windy scene in the source text. However, in

this target text, because the soberness is transferred in the target text instead of warmth, it might not
be crucial to duplicate the time adverbial into this translated text. Nevertheless, #iil is
unfaithful to the source text. Therefore, overall, apart from presenting the same form of locative
relation and using the same conceptual metaphor, lin@saie evaluated as an unfaithful

translation.

6.3.1.3 OVER image schema

There are two instaes of OVER image schema presented in this target text. The first instance is

presented in the scene linesli®depict:
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Wild geese fly overhead. 10
They wrench my heart. 11

They were our friends in the otthys. 12

,Q WKLV VFHQH ZKHQ u,Yf VHHV WKH pZLOG JHHVH I10\LQJ RY
puP\ KHDUWY LV BWZUHQFKHGY 7KH ORFDWLYH UHODWLRQ LV L!
flying wild geese are the figure/traject QG pP\ KHDUWY WR u,Y1 LV WKH JUR?
analysis of the OVER schema (previously illustrated in 5.3.3), the dynamic process created by this
LPDJH VFKHPD FRQVLVWY RI WKH WUDMHFWRU WKH pnzZLOG
landmaUN p,f DQG JRHV IURP RQH HQG RI WKH ODQGPDUN WR
the wild geese, and the path it follows receive conceptual prominence. On the propositional level,
OLQH FRQYH\V WKDW puWKH\Y UHIHWYYLRI KHD WK H7EKLU GV X E
seeing the geese makes me hbavken. Through the ontological metaphor EMOTION IS
ENTITY, the previous experience related with the geese is metaphorically treated as the reason
which reminds the speaker of the currentesthat she is a hedastoken widow. So the prominence

given to the wild geese emphasizes the sad mood. In the source text, the same locative expression is
presented, but the ground element is not exactly the same. As the analysis of the source text

demonsVUDWHYV EHFDXV H"W KL | WUCHVWGO R IQEHUID A ekéth [ilhitions as

WKHQUY SDUWLFLSOH LQ (Qditgswate, hikline QuUgdeBtdthatbefvré seat@the
geese the heabroken mood already exists and the appeee of the geese in the scene increases

the degree of sadness. So the notion of the sadness being increased is transferred into the target tex
differently as the sadness is only triggered by the appearance of the wild geese. This difference
might make tk grief emphasized by the image schema presented in the target text not as great as

that presented in the source text.
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,Q WKH VRXUFHaWKR[AG WKHEXOL QW KH\ DUH WKH ROG DFTXDLQW

why seeing the flying geese increasésKH GHJUHH RI WKH SRHWY{V JULHI ZlI
UHPLQG WKH SRHW RI KHU SDVW $V LQWURGXFHG LQ D S|
Is that the poet used to correspond with her husband via geese used as messenger pigelths. Tha
time was a happy memory the poet had with her husband before he passed away. In the target text,
WKH SURSRVLWLRQDO QRWLRQ PEXW WKH\ DUH ROG DFTXDLC
IULHQGV LQ WKH ROG GD\¥teft af\it donveys aBimiKnioXdD to\thée Baprcedéxiv H
WKDW u,T UHFRIJQL]HVY WKHVH ZLOG JHHVH DV ROG IULHQGYV

UHODWHG WR WKH SUHYLRXV WZR OLQHV B+ ULHDHikGM R QN K
RYHU /DQCT UEHLQ-EMRBDHY 1 DUH FRQ @{46W fl GEXMVW W uH\ DUH \

DETXDLQWDQFHV E\ WKH VXBERUGHPDWQQJUERW®Y M XQE WLR QV
subordinating conjunction expresses the relationship between the mam atalihe subordinating
FODXVH DV pRWKHUZLVH WKH FDVH LV QRW VKRZQY 2[IRUC
relation suggests the relation as if the geese were not old friends, seeing them flying over would not
increase the sadness. Without castimg line 12 with the previous lines by the subordinating
conjunction, this relation presented in the source text is not expressed in the target text. From this
perspective, the target text is unfaithful to the source text. The other unfaithful expnedsieri2

LV uRXU IULHQGY LQ WKH ROG GD\VY 7KH VRXUFH WH[W RQ
DFTXDLQWDQFHVY ZLWKRXW SRLOQWLQJ RXW WKH VSHFLILF S
WKH WUDQVODWRUVY L Q \axkH WRHItHisVID3AEISSVE® pRhowN, KtHndic&esUtiaH W
VHHLQJ WKH JHHVH UHPLQGV pPHY RI pRXU ROG GD\VY EHFD
LOQOWHUSUHWDWLRQ RI puRXU ROG GD\VY PDWFKHV WKH SRVVLE
mgKwW EH XVHG DV D KLQW WR UHYHDO WKLV SRVVLEOH LQW
husband. Therefore, lines -12 are faithful to the source text in terms of the forms of image

schemas, but the effect of emphasizing the sadness is not agsgire#tte source text. Even though
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the possessive pronoun is unfaithful to the source text, it might offer English readers a chance of

exploring more interpretations of the source text.

The second instance of the OVER image schema here is not involeprégosition explicitly but

E\ WKH LQWULQVLF SURSRVLWLERQ RI WKH YHUE pOLWWHUTY L(

Gold chrysanthemums litter 13

The ground, pile up, faded, dead. 14

JURP WKH DQJOH RI VIQWDFWLF VWUXFWXUH ZH FDQ WHOO
FRQQHFWV WKH VXEMHFW pJROG FKU\WDQWKHPXPVY DQG WK
YHUE LQ WKLV FDVH LW PHD®@&XWWRQV FDWHW i UD Y QV IGR ¥ @ ULGY
URRP ZKLFK ZH IRXQG IXOO Rl VROGLHUYVY DVOHHS OLWWH!
5HPLQLVFHQFH , [YLLL FLWHG LQ 2[IRUG (QJOLVK 'LFW
suggests the relational ¥FW XUH WKDW WKH ILJXUH WUDMHFWRU\ WKH
WKH JURXQG ODQGPDUN pPWKH JURXQGY $V GLVFXVVHG LC
VFKHPDV WKH HODERUDWLRQ RI WKH 29(5 LPDJH VRHEHPD KF
FKU\WWVDQWKHPXPVY LV LQ FRQWDFW ZLWK WKH ODQGPDUN D¢
ODQGPDUN pWKH JURXQGY 7KH FRQFHSWXDO SURPLQHQFH
dynamic process through which they scatter over the groumdugh this prominence, the scene

that the golden chrysanthemums are over all the ground is visualized. This vivid scene suggests to
readers that the chrysanthemums are all over the ground in great quantity. Compared with the
source text, this is a faithfy translated text as the same effect of emphasizing the quantity of the
flowers is generated even though the locative relation is not presented explicitly with the
SUHSRVLWLRQ pRYHUY $SDUW IURP WKH 29(5 LPDJH VFKHF

schema is presented in line 14.
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6.3.1.4 UP image schema

7KH 83 LPDJH VFKHPD HPSKDVL]HV WKH SURFHVV RI WKH pJ
other in order to emphasize the thickness of the flowers. The locative relation is formed between the
figure/ WUDMHFWRU pJROGHQ FKU\WWDQWKHPXPVY DQG WKH JUR
DQDO\WVLV RI WKH VRXUFH WH[W WKH 83 LPDJH VFKHPD
vertical direction; the landmark is only relevant as fartasvertical is concerned (Ungerer &
Schmid 2006:169). So this image schema emphasizes the dynamic process that the chrysanthemums
are vertically piled up and the ground is used as a reference. Consequently, the thickness of the
flower is focalized and thgreat quantity of the flower is emphasized. This is faithful to the source

text in terms of the image schema and the relevant effect created by it.

In the source text, with the presence of the OVER image schema and the UP image schema, the

great quantityR | W&y \HOORZ IORZHU UHIHUULQJ WR WKH FKU\VE
13 LQ 29(5 83 LPDJHAMFKHPBY\ FALWK RWLIBGZ "D QnEo p

ZRXOG SOXFN WKHP XS QRZ VXJIJHVW WR UHDGHUV WKDW W
be picked up. The focus on the quantity of the flowers helps emphasizes the negativity coming from
the shame that nobody is interested in picking up the flowers. Another UP image schema is
presented in the latter line to emphasize the process of plutigntpwers up. Back to this target
WH[W WKH QRWLRQ RI WKH IORZHUV EHLQJ ZLWKHUHG LV H|
line 14. This is faithful to the source text. The shame that no one is interested in plucking them up is

transferred idines 1516:

This season | could not beat5

To pick them. All alone, 16
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$ QORWLFHDEOH GLIITHUHQFH EHWZHHQ WKH VRXUFH WH[W DQ(
, GLVFXVVHG HDUOLHU OLQH LV DQ DiGhe drceRt€xt. Sinlat tww U D Q
WKDW pubOO DORQHY KHUH LV DOVR DQ DGGLWLRQ ZLWKRXW
In the discussion of the source text | mentioned that presuming that the flowers could be picked up
before they becomeithered, the reason why they are not picked up might be because the poet who
suffers from loneliness is too sorrowful to pick them up after her husband died. So the additional
QRWLRQ pDOO DORQHY KHOSV UHDGHUV RWhithkisia YosslblaH W W

interpretation of the source text.

As mentioned above, another UP image schema is presented in the source text. This locative
expression is not duplicated into the target text. The scene depicted in lHidsofPlenty of
chrysathemums piled up over the ground demonstrates that the flowers are located on the ground.
,Q OLQH HSLFNY PHDQV uUWR VHSDUDWH E\ SXOOLQJ UHS
Dictionary). It faithfully expresses the notion of plucking the floweHowever, without
constructing the locative relation, it is impossible to deliver the effect of emphasizing the process of
picking the flowers up. Consequently, the sorrow invoked by the shame that nobody is interested in
picking the flowers up even thougfirey are in great quantity on the ground is not emphasized in the
target text. Comparing against the source text, although line$6 18onvey the original
propositional notions of picking the flowers, it is evaluated as being unfaithful in terms oftingui

realization of image schema and the related effects.

6.3.1.5 THROUGH image schema

A raining scene is described by lines2®
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Fine rain sifts through the wiWW X QJ WU HHYV

And drips, drop by drop, through the dusi0

The Chinese parasol treQi WKH VRXUFH WH[W - X\UDW YV HHMYHIGQ DOVL A
HZXVTXQJY VHHPV WR EH WKH SURQXQRHDPWERD WIKW KWH RKQ Q
DQE&fy WRQJ! WKH VHFRQG W R (Gifes Rasndnizatinsys@mlf@anatim D G H
&KLQHVH DQRWKHU H[DPSOH RI WKLV LV pKLVDRY LQ 2
an alphabetic representation of the sounds of these Chinese characters cannot make English reader:
interpret the type of trees presented in the sa@xecorrectly. Thus, the image of the hestraped

broad leaves of the Chinese parasol trees cannot be delivered by this translated text. However, the
THROUGH image schema presented in the source text emphasizing the raindrops dripping is
duplicated in LQH M)LQH UDLQY LV WKH |L-MWDPHQW UW WMHHFWR W
JURXQG ODQGPDUN $V VKRZQ LQ WKLV LPDJH VFKHPD
initially moves toward the landmark in order to become a part of it; then tleettlamoves out of

WKH ODQGPDUN UHDFKLQJ D UHVWLQJ SRLQW RQ WKH RWKH
PRYHPHQW DQG WKH plLQH UDLQY UHFHLYH WKH FRQFHSW
raindrops going through the trees is emphadmethis prominence. Hence, this locative expression

Is faithful to the source text regarding both the form of the locative relation and the effect it creates.

Apart from the faithful presence of the image schema discussed above, there is anotherahstance

the THROUGH image schema presented in line 20. The second locative setting keeps the same
WUDMHFWRU WKH plLQH UDLQY EXW ZLWK D GLIITHUHQW ODQ
ODQGYV RQ WKH ILJXUH WUDMH FWhirtdphtv RIME IS SRACEAPpli€3 Ther KH F
WLPH VSDQ WR ZKLFK pWKH GXVNY UHIHUV LV PHWDSKRULFD

MILQH UDLQYT GULSV WKURXJK 6R LW VHHPV WR VXJJHVW W
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also through theluskspace. This emphasizes that the rain might last a long time, poentially the

whole evening, in an unusual way as Carter & Nash state:

Language use in literature is therefore different because it makes strange, disturbs, upsets our
routinized normal eew of things, and thus generates new or renewed perceptions.

(1990:31)

This construction is different fronrKVLQJ DQ DGYHUELDO VXFK DV pWLOO H
span, through this image schema, the time length of the raining process is emphasized in an unusual
way: the concrete raindrops drip though the abstract conception of time. Although there is no
corresponding presence of this image schema in the source text, translators transfer the time
DGYHUHFBD® pWLOO HYHQLQJ LQ WKHLU RZQ zZD\ +HQFH W
unfaithful to the source text in terms of the locative relation, but itesgass the time span with the

WUDQVODWRUVY LQWHUSUHWDWLRQ

As illustrated in the analysis of the source text, the effect of sound symbolism is produced by pitch
variation generated witkd><d><d><d> E\ &8&e%$%$ 3IDUWLFXODUO\ LQ WKH U
likely to invoke the sound of the raindrops dripping by this sound pattern. In this target text, the
LOQWHUMHFWLRQ pGURS E\ GURSY LQ OLQH HFKRHV WKH IL.
the effect of sound symbolism. It is not an eask tageplicate the effect of sound symbolism as |
KDYH GLVFXVVHG LQ WKH DQDO\VLV RI 360RZ 60RZ-paQH" E\ -
pittaa SDW 9 LV D JRRG UHSOLFDWLRQ RI WKH VRXUFH WH[W FR(
bydb)RSY LV DQRWKHU )LUVW RI DOO WKH ZRUG pGURSYT LV U

GRXEOLQJ WK&EIFR A DIEQ AMKH W RXUFH WH[W 6HFRQGO\ WKH

DQG MGURSY JHQHUDWHYV D VLPLCGDY thd Idiefett fardallel Gtiueu®er L Q J
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$GGLWLRQDOO\ WKH LQWULQVLF PHDQLQJ RI pGURSY VXJJH
GHWDFKHV LWVHOIY 2[IRUG 'LFWLRQDU\ ZKLFK PLJKW KHOS
of raindrops.This is, of course, different from the way the source text invokes the image of the
raindrops by the pictographic method, but it might have some potential to enhance the vision of the
raining scene. Therefore, as a faithful translated text, the proceassdrops dripping through the

trees till evening is emphasized. By reading this translation, it is possible for English readers to
experience a similar locative setting to that in the source text and also to be aware of the similar
effects of sound symbalVP 6R IDU , DQDO\WHG WKH 3% :HDU\ 6RQJ 7R ¢
WUDQVODWRU ,Q WKH Q Bliatg SheRIMAREN W EHORONBE D ONVHID P W U [

Yang and Gladys Yang.

S6KHQJ 6KHQJ 0DQ” E\ ;LDQ\L <DQJ *ODG\V <DQ.
3S6KH@BKHQJ 0DQ”
Seeking, seeking, 1
Chilly and quiet,
Desolate, painful and miserable.
Even when it's warmer there is still a chill,
It is most difficult to keep well. 5
Three @ two cups of light wine,

How can they ward off the strong morning widd

Wild geese fly past,

while I'm brokenhearted,

But | recognize they are my old friends. 10
Fallen chrysanthemums piled up on the ground,

So withered=
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Who would plek them up now?

Leaning on the window,

How can | pass the time till night alone? 15
The drizzle falls on the wutong trees,

Raindrops drip down at dusk.

At a time like this,

What immense sorrow | must bear!

6.3.2.1 DOWN & UP imageschema

As | have illustrated in the previous analyses regarding the scene of chrysanthemums, the key point
is to ensure that the scene of the flowers in great quantity can be delivered (see 5.3.4, 6.2.2.2 and

6.2.2.3). In this target text, the chrysanthemiscene is described in lines13:

Fallen chrysanthemums piled up on the ground,11
So withered, 12

Who would pluck them up now? 13

7KH DGMHFWLYH pIBEOUBDYH PODOE&HQQRKQ\WDQWKHPXPVY LQ
locative relation as the DOWN image schema. For this particular scene, the same image schema is
presented in the translation by Yuanchong Xu (6.2.1.2 OVER, DOWN, IN & UP image schemas)
and thetranslation by Yutang Lin (6.2.3.3 DOWN image schema). According to the previous
GLVFXVVLRQ WKH '2:1 LPDJH VFKHPD LQGLFDWHYV D SDWK
moves vertically from an initial position to a resting position, which is lower tth@mitial position

ZLWK WKH UHIHUHQFH WR WKH ODQGPDUN pWKH JURXQGTYT 7

and their movement prominent. As a result, the effect of visualizing the process that the
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HMFKU\WWDQWKHPXPVYT IDOO R Qduhdweder,) iR ane fchema lis P& KREPL | H
for describing the scene of plenty of chrysanthemums, which is presented in the source text. In the

VRXUFH WH[W WKH 29(5 LPDJH VFKHPD PB8HVWYHWRR ZV LOHR ZAH
become the sameakH JURXW G URXQG 29(5 83 LPDJH VFKHPDV

the ground is filled with yellow flowers. In contrast, as | have illustrated in 6.2.3.3, the prominence
Rl WKH '2:1 LPDJH VFKHPD OLHV RQO\ RQ WKH i®Udwardsvav RI1 W
ORZHU SRVLWLRQ YHUWLFDOO\ VXFK DV IDOOLQJ RQ MpWKH
LQGLFDWLRQ FRQWDLQV QR VXJJHVWLRQ UHJDUGLQJ WKH -
Consequently, with the absence of the OVER imapemma, the scene that the flowers are all over

the floor with the emphasis on the great quantity is not delivered by the presence of the DOWN
iImage schema. So this image schema is unfaithful to the source text in relation to the form of the

locative expresion and the effects it creates.

Although the first locative expression is unfaithful to the source text, the following two locative
H[SUHVVLRQV SUHVHQWHG LQ OLQH DQG OLQH E\ WKH
faithful duplications ofte image schemas presented in the source text. From the previous DOWN
LPDIJH VFKHPD ZH KDYH OHDUQW WKDW ZKDW DUH pSLOHG
ZKLFK KDYH IDOOHQ GRZQ $V IRU WKH ILUVW 83 LPDJH VF
FKU\WVDQWKHPXPY DQG WKH JURXQG ODQGPDUN LV pWKH JUF
WKH 83 LPDJH VFKHPD LPSOLHV WKDW WKH SDWK RI WKH W
from a starting point to a higher point vertically with theHd HQFH WR WKH ODQGPDU
29(5 83 LPDJH VFKHPDV 7TKH DWWHQWLRQ LV GUDZQ \
FKU\WWDQWKHPXPVY EHLQJ SLOHG XS $FFRUGLQJO\ WKURXJK
FKU\VDQWKHP XP W] isRe@phadizeld. HeiRe the UP image schema is faithful to the

source text. By reading line 11, it is possible to interpret, firstly, the chrysanthemums are fallen and,
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secondly, the fallen chrysanthemums are stacked up with certain level of thickesssité&d with

the OVER image schema and the UP image schema, the source text emphasizes the great quantity
of chrysanthemums in both aspects of horizontal mass and vertical thickness. Comparing against the
source text, it is clear that the thickness ofdhe/santhemums is duplicated into the target text by

the presence of the UP image schema, but the horizontal mass of the chrysanthemums is not

conveyed because of the absence of the OVER image schema.

The reason that nobody is interested in pluckingctirgsanthemums up now, in the source text, is
EHFDXVH WKH FKU\VAEQWKHAXRAVZDWKHUHG $QRWKHU LQVW
schema is presented here to emphasize the process of plucking the flowers up. With the scene of
plenty of chrysanthemumshed shame that they have no chance to be appreciated before they
EHFRPH ZLWKHUHG LV ZRUVHQHG ,Q WKH FRUUHVSRQGLQJ V
IDLWKIXOO\ GXSOLFDWHV WiiH $ URIRR/ WKLLR/Q\W O DERYTIRRAL RO |
HZKR ZRXOG SOXFN WKHP XS QRZY WKH VHFRQG LQVWDQFH
YHUE SKUDVH pSOXFN XS 7KLV ORFDWLYH UHODWLRQ VKDU]
the first instance of the UP image schema discuabede. The effect here is to emphasize the
shame that nobody is interested in plucking the chrysanthemums up because they are withered. This
LV IDLWKIXO WR WKH VRXUFH WH[W $GGLWLRQDOO\ WKH Y&h

Y H UEY £Zhang 2014:1891) in the source text. This action means to hold something then detach it

from its place especially for the cases of picking flowers or fruits from their trees. The verb phrase
HSOXFN XST IDLWKIXOO\ GXSOLFD WitV piaskriedDr- MeLRupceeqtG W K
Therefore, apart from the presence of the DOWN image schema, this translated text of the
chrysanthemums scene is evaluated as being faithful to the source text in terms of the form of image

schemas and the effect they gwoe.
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6.3.2.2 ON & DOWN image schema

Approaching the end of the source text, with the ON image schema and the THROUGH image
schema (see 5.3.6), the raining scene is described with details such as how heavy the rain is, the
specific type of trees the radrops hit and the time adverbial referring to the evening. In this target

text, the raining scene is transferred into lined. 16

The drizzle falls on the wutong trees, 16

Raindrops drip down at dusk. 17

The ON image schema dkplicated into the translated text in line 16. In this locative expression,
MWKH GUL]]JOHY LV WKH ILJXUH WUDMHFWRU DQG pWKH ZXWHF
GLUHFWLRQDO LQGLFDWLRQ VXJJHVWHG H\GWKHOHUE QG DVDIOH
WKH UDLQ FRPLQJ IURP WKH VN\ ODQGLQJ RQ WKH pWKH ZXW
As mentioned in the analysis of the source text, it thus creates a vivid depiction of the process of
raindrops dripping. The figlb O H O HAAHIQ WHQWOH UDLQ LQ WKH VRXUFH W
GUL]]OHY ZKLFK FRQYH\V KRZ KHDY\ WKH UDLQ LV +RZHYHU
this target text is unable to faithfully convey the propositional notion of the esdaxrt. In this
WUDQVODWLRQ WKH &KLQHVH SDUDVRO WUHH LV WUDQVODYV
RI WKH WZR &KLQHE/H EKDQDFWHUYV p6LPLODUNIWRQWK X WHHSU IP(
ZHDU\ VRQJ WR D VORZ VIDGGCWRXXHYJEWAX\WMRRONK LV D IRUHLJ
UHDGHUV :LWKRXW D IXUWKHU H[SODQDWLRQ UHJDUGLQJ zZI
guess this as a type of tree, but it might not be easy for them to be aware of the image of broad
leaves, with is associated with the Chinese parasol trees. Although it is confusing to figure out
ZKDW pzZXWRQJ WUHHY LV WKH 21 LPDJH VFKHPD DQG WKH

landing on the trees generated by this locative relation is faithfbletsdurce text. Apart from the
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ON image schema, the other locative relation presented in this scene is the DOWN image schema in
OLQH JRU WKLY ORFDWLYH UHODWLRQ WKH ILIJIXUDO HOHF
ground elementisno SHFLILHG 5HIHUULQJ WR WKH GLVFXVVLRQ RI
60RZ 6RQJ" E\ <XDQFKRQJ ;X IRU 83 '2:1 LPDJH VFKHPD

image schema), the path of the trajector has a vertical direction and the landmark is only relevant a
far as its vertical extension is concerned. In this raining scene, the emphasis lies on the raindrops
DQG WKH SURFHVV RI WKHP pGULSSLQJY W PLIJIKW QRW EH
land on, such as the trees or other locations. S@rtminence this image schema creates is the
WUDMHFWRU WKH pUDLQGURSVY DQG WKH YHUWLFDO PRYH
EH VSHFLILHG WR FRQVWUXFW WKLV UHODWLRQDO VWUXFW
abstract notion ofdndmark may be more difficult to grasp and to accept than other types of
landmarks, but it makes it easier to imagine that the landmark is unspecified, as in sentences like
H7KH URFNHW ZHQW XS 6R ZLWKRXW Wagerschesa,FLI1LH
the effect of the raindrop falling is still enhanced through the prominence generated by the trajector,
WKH pUDLQGURSVY DQG LW DOVR FRQWULEXWHYV WR YLVXDC

WKH WLPH DGYHUELDGHICDW HAX WKIH G/HP\H PRIW V D7BH P VWAL BOIKD |

HYHQLQJ GRHV 7KH SUHSRVLWLRQDO SKUDVH pWLOO HYHQL
VWDUWLQJ SRLQW GXULQJ WKH GD\ WLOO HYHQLQJ %\ VWI
indicates the relatively shorter time range of just the evening rather than the long time span starting
before the evening, readers of the target language are unable to make the interpretation of the long
torturous time. Similar to the instance of the sectNdO image schema presented in the
translation by Zhongjie Xu (6.2.2.2), the presence of the DOWN image schema in this target text is

evaluated as being unfaithful to the source text but it creates similar effects.

On top of the first ON image schema geated in the raining scene, there is a second presence of

this locative expression in line 14, which is the adverbial of the interrogative sentence in line 15:
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Leaning on the window, 14

How can | pass the time till night alone? 15

7TKHVH WZR OLQHV H[SUHVV WKH ORQHOLQHVV RI pSDVVLQJ
ZLQGRZY $V LQWURGXFHG HDUOLHU WKH 21 LPDJH VF
trajector moves onto the landmark. In the scene describ®@ WKLY WDUJHW WH[W Wi
LQFOLQH RQWR pWKH ZLQGRZY UHFHLYHV FRQFHSWXDO S
HPSKDVL]J]HV pP\ ORQHOLQHVVY H[SUHVVHG LQ OLQH DV u,1
scene is described it WKH QRWWOR®QY RAWD\LQJ E\ WKHEZHQGRZ DQG
(how to bear the darkness coming over on my own) (5.3.5 OVER image schema). The presence of

the OVER image schema emphasizes the undesirable experience of waiting for the darkness alone.

The atsence of this OVER image schema makes this target text unfaithful to the source text. First of

DOO DV , KDYH GLVFXVVHG LQ 29(% ERQWHD IMFK HPHm \ WGt
PHDQLQJV ,Q WKLV FRQWH[W LW PHDQV pWitW e LeQpliciv RPHZ
VXJIJHVWLRQ RI PRYHPHQW pOHDQLQJ RQ WKH ZLQGRZY LV

DFWLRQ RI pOHDQLQJY DMRWKBRB!Y MKH U@ XKWL HMWRQIH P HD (
Dictionary 1992:251) might be more appropWH WKDEHERQGO\ WKH ORFDWLYH
LQ MFRPLQJ RYHU GDUNQHVVY LQ WKH VRXUFH WH[W LV RPLW
RYHU RQ P\ RzQY H[SUHVVHV WKH H[SHULHQFH RI UHVLJQLQJ
With the prominence generated by the image schema, the unpleasant experience is emphasized. By
FRQWUDVW LQ WKH WDUJHW WH[W upuKRZ FDQ , SDVV WKH W]
time till night without company. By reading this, Englireaders could interpret the loneliness but

not the resignation to the darkness. Therefore, without the locative relation and effect it generates,
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lines 1415 are unfaithful to the source text. After the analyses of translations by native Chinese
transatRUVY DQG WKH WHDP ZRUN WUDQVODWRUYV , ZLOO LQLWLLI

John Turner in the following section.

S6RUURZ" E\ -RKQ 7XUQHU

S6RUURZ”

| pine and peak 1
And qusstless seek

Groping and moping to linger and languish

Anon to wander and wonder, glare, stare and start
YJOHVK &KLOOTYG 5
Ghost thrilled

With grim dart

And keen canker of rankling anguish.

Sudden a gleam

Of fair weather felt 10
But fled as fast and the icecold season stays.

How hard to have these days

In rest or respite, pace or truce.

Sip upon sip of tasteless wine

Is of slight use 15
To counter or quell

The fierce lash of the evening blast.
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The wild geesé see?

Fly overhead

$K WKHUHYV WKH JULHI 20
7 K D W gNef@v/dtief beyond bearing,

Wild fowl far faring

In days of old you sped

%HDULQJ P\ WUXH ORYHYV WHQGHU WKRXJKW WR PH
Lo, how my lawn is rife with golden blooms 25
Of bunched chrysanthemurhs

Weary their heads they bow.

Who cares to plucthem now?

While | the casement keep

Lone, waiting, waiting for night 30
And, as the shades fall

Upon broad leaves, sparse rdirops drip.

Ah, such a plight

Of grief2 grief unbearable, unthinkable

6.4.1 OUT OF image schema

One of the hardships described in the source text is the difficulty of getting enough rest because the
weather changes unexpectedly (5.3.1 OUT OF image schema). The presence of the OUT OF image
schema emphasizes the unstable weather, which helps erthaneigect of the difficulty. In this

translated text, the propositional notion of the unstable weather is transferred kiline 9

Sudden a gleam 9
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Of fair weather felt 10

But fled as fast and the icecold season stays. 11

,Q WKH VFHQH GHVFULEHG DERYH WKH plIDLU ZHDWKHUY L\
DFWLQJ DV DGYHUE ZKLFK PHDQV pRFFXUULQJ RU GRRH TX
2[IRUG (QJOLVK 'LFWLRQDU\ :KDWFRDQ EHDHMBAKFWHKGFLKYV uW)
QRWLRQ RI WKH pIDLU ZHDWKHWRP @ WIHOFR RIX &K LUFKRP LW KR |
background. They construct a relational structure as the OUim@dge schema. The foregrounded
piDLU ZHDWKHUY LV WKH | LPROHG WMUHDWHRREMY RIUV DWW KSH WIKIHR XuQL €
GLVFXVVLRQ RI WKH VRXUFH WH[W GHPRQVWUDWHY uWKH
bounded space which is regarded aKk DYLQJ DQ LQWHULRUY /DNRII 7XUQH
WKLV 287 LPDJH VFKHPD WKH ILJXUH WUDMHFWRU WKH pID
SRLQW ZKLFK LV LOQVLGH-RR®GH BDDORB@P WNR R WHIReEE) SRLC
ODQGPDUN $V D G\QDPLF SURFHVV WKH SDWK DQG WKH PR
conceptual prominence. Consequently, we read the notion of the unstable weather with more
attention and the unstable temperature presented inehe s emphasized. As mentioned earlier,

the image schema in the source text generates a similar emphasis in the target text. Hence, lines 9

11 are faithful to the source text in terms of the locative relation and the effects produced.

In the source tdx the unexpected temperature change is the cause of the hardship of getting

enough rest. This difficulty is transferred as in lineslB2

How hard to have these days 12

In rest or respite, pace or truce. 13
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Presented as an exclamative structur& R Z DGMHFWLYHY 4XLUN DQ
HPSKDVL]H WKH VWUXJJOH RI pKDYLQJ WKHVH GD\V LQ UHVW
this target text against the source text, it is unable to express the highest level of the hardshi

GHOLYHOHGPRW)W @LIILFXOW LQ WKH VRXUFH WH[W :LWK WK

to readers that there is nothing more difficult than this at all. The exclamative structure, in this
target text, helps generate emphasis on thecdif§i, but the level of hardship expressed in the
source text is greater compared with this translated text. So readers of the target text are unable to
interpret the extreme degree of the struggle by reading lir Therefore, the OUT OF image
schema pesented in this target text is faithful to the source text, but the total effect of enhancing the

extreme level of the struggle is less great due to the lack of superlative description.

6.4.2 AGAINST image schema

The AGAINST schema presented in the rseutext indicates the clashing effect between the
inadequate warmth gained by drinking the light wine and the severe windiness caused by the swift
evening wind (5.3.2). In the previous discussions, such as the analysis of the translation by Yutang
Lin (6. $*$,167 LPDJH VFKHPD WKLV FODVKLQJ HIIHFW LV S|

explicitly as Lakoff & Turner comment:

HM:KHQ ZH XQGHUVWDQG D VFHQH ZH QDWXUDOO\ VWUXF\
schemas. Prepositions are the meganglish has for expressing these schematic spatial
UHODWLRQVY

(1989:97)

However, in this target text, the locative relation is not explicitly expressed by the preposition, but
E\ WKH LQWULQVLF SURSRVLWLRQ RI WKH YHUE pFRXQWHUT
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Sip upon sip of tasteds wine 14
Is of slight usd.5
To counter or quell 16

The fierce lash of the evening blast. 17

,Q OLQHFRXQWHU RU TXHOOY LQWURGXFHG E\ WKH LQILQLW
YHUE ZKLFK PHDQV pWR DFW RU VSHDN LQ RSSRVLWLRQ WR
HH[SUHVVLQJ PRWLRQ RU DFWLRQ LQ RCG®RI\Ehglish RiCtionaRy).VRP H |
6R PWR FRXQWHUY DQG puDJDLQVWY VKDUH VRPH FRPPRQ TXD
VRPHRQH RU VRPHWKLQJ 7KH FODVKLQJ UHODWLRQ IRUPHG
schema presented in the sourcd.t&@he natural phenomenon the evening wind is metaphorically
seen as the enemy through the concpetual metaphor EVENING WIND IS ENEMY. The hostility of
WKH VRXUFH GRPDLQ pPHQHP\Y LV PDSSHG LQWR WKH WDUJHW
sothe windiness is able to attack the wine drinker. The application of conceptual metaphor in this
WUDQVODWLRQ LV IDLWKIXO WR WKH VRXUFH WH[WV VHH
DWWHPSWV WR FRXQWHU RU TXHGOCEID DAKW T | LAH WHKH. \D DWMKD R V W/
XSRQ VLS RI WDVWHOHVYV ZLQHY DQG OLQH HM7KH ILHUFH OI
and the ground element of the locative relation. Precisely, the figure/trajector, the warmth gained by
dULQNLQJ WKH pWDVWHOHVYV ZLQHY pVLS XSRQ VLSY LV DJDL
I[URP WKH pWKH ILHUFH ODVK RI WKH HYHQLQJ EODVWY ,Q
trajector, the warmth, traces a path up to the landm#&k tZLQGLQHVYV punILQLVKLQJ D
EORFNLQJ LWT D 7KH VDPH DV WKH $*$,167 LPDJH VF
UHFHLYHVY WKH FRQFHSWXDO SURPLQHQFH DQG WKH SURFHV)
VOLIKW XVMIKMXUQBBWVXDF\ RI WKH pWDVWHOHVV ZLQHY LQ

the hardship caused by the little wine in the windy evening is emphasised through the prominence
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generated by the relational structure in this target text. AdditionallyL iQ H WKH YHUE |
ZKLFK PHDQV pSXW DQ HQG WRYT 2[IRUG (QJOLVK 'LFWLRQDL
FROQOMXQFWLRQ pRUY W RIWHQ DVVRFLDWHYV ZLWK WKH XVH
between the warmth and the cotds. Therefore, the emphasis regarding the sense of conflict in the
source text created by the presence of the image schema is duplicated into this translation and this
can be reliably evaluated as a faithful translated text based on the evidence | inte@ qat

above.

6.4.3 OVER image schema

The last scene of the first stanza in the source text suggests to readers that the appearance of the
geese makes the he@roken poet, who is in a sad mood already, even worse. This is because the
poet used toarespond with her husband before he passed away, and seeing the geese triggers her
sorrow (5.3.3 OVER image schema, 5.2 The ancient Chinese poem). The presence of the OVER
image schema in the source text helps to emphasize that the poet misses thdacpast mdt

returnable. This scene is transferred as linR4.& the target text:

The wild geesé see? 18
Fly overhead 19
$K WKHUHTV WKH JULHI 20
7KDW TV Wdsief beyohdblearing, 21
Wild fowl far faring 22
In days of old you sped 23

%HDULQJ P\ WUXH ORYHYWVAWHQGHU WKRXJKW WR PH

224



,Q WKH VRXUFH WH[W WKH SURSRVLWLRQDO QRWLHEQ*RI WKH

JHHVH I0\LQJ RYHU ZLWKRXW RIITHULQJ DPQ&eRWKE@ W LQB LF X\
no origin in the source text, but it seems able&sStd X VH WKH SURFHVYV RI UHDGLQJ
attention on the following line 19. It creates the effect of pointing out the following movement the
ZLOG JHHVH DUH HQJDJHG LQ ORYLQJ WR QH[W OLQH WKH
overheDGY ZKLFK SUHVHQWV WKH 29(5 LPDJH VFKHPD 7KH P
figure/trajector and the person who is under the flying wild geese is the ground/landmark. As
discussed in the analysis of the source text, the OVER image schema describeseabe that the
ILIJIXUH WUDMHFWRU WKH JHHVH PRYH DORQJ pubD SDWK WKD\
WKH ODQGPDUN WR WKH RWKHU DQG EH\RQGY 8QJHUHU 6 Ft
JLYHQ WR WKH ILIJXUH WHD MHRWRMKWERVWHWNG.YHHSURQRXQ
OHDUQ WKDW LQ WKLV VFHQH WKH SHUVRQ ZKR VHHV WKH
in line 20 FDQ EH LQIHUUHG WR EH pPLQHY 7KLV PHDQV DV V
QHIJDWLYLW\ DVVRFLDWHG ZLWK pP\ JULHIYT LV QRUPDOL]HG
FRQYH\V pupuP\ JULHIYT KHUH LV QRW RUGLQDU\ JULHI EXW D pJ
GHJUHH RI pP\ JULHIY LV RXWVarégbld. Rance/ ikhel gkoih@ dlemddt irEthid. Q J

OVER image schema contains significant sorrowfulness.

Lines 23 VXJIJHVW WR UHDGHUV WKDW pLQ GD\V RI ROGYT WKF
FDUULHG pP\ WUXH ORYHTV WHQ®WHUH WXIRXAEKIWHHWR P HHPER C
PHPRU\ LQ WKH SDVW 7KLV PDNHV pP\ XQEHDUDEOH JULHIT
WKRXJKWY DUH JRQH LQ WKH SDVW :LWK WKH SURPLQHQ
sorrowfulness caused by the appeagaotthe geese is emphasized. In addition to that, the grief

integrated in the ground element adds even more emphasis to the sorrow on top of the effect
JHQHUDWHG E\ WKH LPDJH VFKHPD %XW VLPLODU WR 360RZ

the posible interpretations of the source text is explicitly transferred into the translated text without
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GXSOLFDWLQJ WKH SURSRVLWLRQDO QRWLRQ RI WKH VRXUFF
ORYHYV WHQGHU WKRXJKWY line®EB2WiK bin dltendtdm ofHifeS sottéeMadiG L Q
EDVHG RQ WKH WUDQVODWRUTfY LQWHUSUHWDWLRQ $V GLVI
husband by geese practicing used as messenger pigeons. This interpretation might be inspired by
this detalR1 WKH SRHWfV ELRJUDSK\ 7KHVH FRUUHVSRQGHQFHYV

WHQGHU WKRXJKWY +RZHYHU E\ GRLQJ VR 2 W&ASS UR ERXWL W L

the geese are the old acquaintances) in the source text is delivered aftha interpretative
possibilities rather than the original notion in the source text. Comparing against the source text,
this target text is faithful to the source text in relation to the presence of image schema and the
effect it produces. But the agd line 24 is unable to make English readers aware of the original

proposition, even though it offers an interpretation based on the background of the poet.

Similar to the AGAINST image schema discussed earlier, the second OVER image schema is not
presesefWHG H[SOLFLWO\ ZLWK D SUHSRVLWLRQ EXW ZLWK WKH D
ground is covered over by piled up chrysanthemums in the source text, the OVER image schema
and UP image schemas help depict a vivid scene where a grearmfrgbllow flowers have been

spread on the ground (5.3.4). This scene is used to emphasize the grief from the following notion
that, despite the fact that the chrysanthemums are in great quantity, nobody is interested in plucking
the flowers up. To dupfk DWH WKH HIIHFWV FUHDWHG E\ WKH 29(5 LPD
which suggests the condition of being widespread is used (Oxford English Dictionary). In this target
WH[W OLQH HP\ ODZQ LV ULIH ZLWK JROGHROEGMHRRP U R RIA MY
ZLGHVSUHDG RYHU pP\ ODZQY ZKLFK FRQVWUXFWYV WKH UHO
7KH pWJROGHQ EORRPVY ZKLFK DUH ZLGHVSUHDG DUH WKH IL.
ground/landmark. So the prominence helps mpleasize the process that the flowers are spread
over the lawn. This creates a similar effect to the OVER image schema in the source text,

highlighting the horizontal mass of the flowers in great quantity. Although there is no explicit
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SUHSRVLW LréséntgdRnYlineJ b, $he effect of emphasizing the quantity of the flowers is

faithful to that created by the OVER image schema presented in the source text.

Another locative relation presented in the source text in order to convey the great quathity of
yellow flowers is the UP image schema emphasizing the thickness of the piled up flowers. In line

WKH DGMHFWLYH PEXQFKHGY WKDW GHILQHV WKH pFKU\VLE
same things are grouped together (Oxford English Diatign It is unable to deliver the locative

UHODWLRQ RI PRYLQJ YHUWLFDOO\ I[URP ERW®RY WROWR SXIS(

expressed in the source text, but it conveys some sense of the thickness of the flowers being
MHEXQFKHGY RKRQWRBALRHE¥HUHDGY ZKLFK DOVR HPSKDVL]HV W
Following that, lines 2/ H[SUHVV WKH VKDPH WKDW QRERG\ LV LQW!
EHFDXVH pWKHLU KHDGV DUH ZHDU\Y ZKHQ pWKHd bgBEY ,Q
presence of the other UP image schema. Without constructing the locative relation, it cannot deliver
the effect of emphasizing the process of picking the flowers up. Accordingly, the shame that no one
would pluck the flowers up now is not emphasizWithout duplicating the same image schema,

lines 2728 are unable to deliver the emphasizing effect of the shame conveyed in the source text.
Therefore, because there are no explicit prepositions presented in k86si2% unfaithful to the
sourcetext in terms of the linguistic realization of the image schema. But the effects created by
MULIHY DQG pE X-Qdaefsimi@r © th® sburce text. The propositional notion of line 28 is
faithful to that of the source text, but in terms of tinguistic realization of image schema and the

effect, it is unfaithful because of the absence.

6.4.4 UPON image schema
Line3: GHVFULEHV DQ HYHQLQJ UDLQLQJ VFHQH ZKHQ UWKH V
ranr GURSY GULSSLQJY
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And, as thelsades fall 31

Upon broad leaves, sparse rdiops drip. 32

7KH UHODWLRQDO VWUXFWXUH SUHVHQWHG KHUH LV FRQVW
JURXQG ODQGPDUN MEURDG OHDYHVY DnédinG.3x63thé tlajedlodH V F
IROORZV WKH SDWK WKDW LW PRYHVY RQWR WKH JURXQG ,Q \
GRZQY VXJJHVWHG E\ pIDOOY puWKH VKDGHVY PRYH IURP D K
OHDYHVY 7KURKXYHK W[ISIMWOD\WRAFODW WKH ILIJIXUH pPWKH VKDGH\
UHFHLYH WKH FRQFHSWXDO SURPLQHQFH 7KH PRYHPHQW u
DSSURDFKLQJ GXH WR WKH WLPH LQGLFDWLRQ pQLJIJK&NY SUI
emphasizes the image of the gradually approaching darkness coming onto the broad leaves. The
effect, consequently, is to draw attention to the evening coming. However, in the source text, the
presence of the ON image schema creates emphasis on tesspobcaindrops dripping but not the
evening coming (5.3.6 ON, THROUGH image schemas). As the analysis of the source text
demonstrates, the ON image schema and the THROUGH image schema are presented to emphasize

WKddMy JHQWOH UDLQ Dhe @indfépsl laBding BriHor YunRing irough the broad
OHDYHVx Bf pWKH &KLQHVH SDUDVRO WUHHV § ,W KHOSV

dimensionally, which brings them closer to the interpretation of the source text. The effect produced
by this is that a raining background combines all the aspects of hardship described previously in the
source text in order to emphasize the sorrow. By emphasizing the evening coming, the presence of
the ON image schema in this target text is unfaithful to the soutteltee propositional notion of

WKH UDLQ LQ WKH VRXUFH WH[W LV WUDQVIHUUHGdREWR Wtk

GULSY %\ UHDGLQJ WKLV PDLQ FODXVH LW LV SRVVLEOH WHF
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the source text xpresses, but, without the conceptual prominence created by the locative

expressions, the effect of emphasizing the process and visualizing the scene is missing.

7KH WLPH DGYHWEWDOOUHYHQLQJ LQ WKH VRXUFH WH[W LV \

the presence of the ON image schema, which emphasizes the time adverbial. However, the main
clause in the source text forming two locative relations emphasizing the rainingsespeessed

in the target text without replicating any locative expressions. Hence, reading li8@s i@hders

are unable to make the same interpretation of the scene presented in the source text. Therefore, the

UPON image schema is unfaithful to thessme text and the effect it generates is also unfaithful.

In the source text, apart from visualizing the scene by the presence of the image schemas, the effect
of sound symbolism is also created by the sound pedterd><d><d>. Although it is difficultto

replicate the same effect of sound symbolism into the target text, it might be possible to convey the
effect of doubling each character in the source text. As | have demonstrated in the translation by
Yutang Lin (6.2.3.4 ON image schema), doubling tbansl of certain characters is one of the
characteristics of the poet Qingzhao Li in order to enhance the musical appreciation of her poetry.
$V IRU WKLV WDUJHW WH[W WKH DOOLWHUDWLRQ RI GU L

readers awarelo WKH HIITHFW RI1 GR X 81 Q B6W HBEFHGHMIAER WIH S W W L Q J

twice in this full alliterative pattern. However, with the absences of the ON image schema and the
THROUGH image schema, the effect of this alliteration on enhancing thegaoene is very

limited.

So far, | have analyzed the six translations by various translators, in the next section, | will make
initiate evaluating these target texts against the source text under the criterion of faithfulness using

the cognitive stylistic evidences identified aferences.
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6.5 Evaluating the target texts against the source text

Following the analyses of the six target texts in the previous discussion, | present the outcome of
evaluating the target texts against the source on the basis of faithfulness withceeterémage

schema presented in the source text in Table 6.1 shown below:

S.E. = Similar effect

OUT OF = OUT OF image schema

77 7DUJHW WH[W 360RZ 60RZ 6RQJ " E\ <XDQFKRQJ :X

77 7DUJHW WH[W 36KHQJ 6KHQJ 0DQ” E\ =KRQJMLH ;X

TT 3= Targettext 360ORZ 60RZ 7XQH" E\ <XWDQJ /LQ

77 7DUJHW WH[W 36RUURZ  E\ -RKQ 7XUQHU

77 7DUJHW WH[W  3$ :HDU\ 6RQJ 7R $ 60RZ 6DG 7XQH" E\ .|

77 7DUJHW WH[W 3*6KHQJ 6KHQJ 0DQ’” E\ ;LDQ\L <DQJ *OD

If an image schma presented in the source text is faithful to the source text in term of locative

expression and the related effect, it is highlighted in red. If a similar effect is generated without

presenting the same locative expression, it is highlighted in blue
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Table 6.1 Summary of image schemas in target texts schema

Source Image Image Image Image Image Image Image
text schema schema | schema |schema |schema in schema | schema
in ST inTT6 inTT3 inTT2 TT1 inTT4 inTT5
Lines 45 | OUT OF Absence | Absence | OUT OF | Absence OUT OF | OUT OF
Lines 68 | AGAINST | Absence | AGAINST | Absence | Absence AGAINST | AGAINST
Lines OVER Absence | OVER Absence | Absence OVER OVER
9-11
Lines OVER Absence | Absence | S.E. OVER OVER OVER
12-14 up upP Absence | S. E Abserce Absence | UP
el up Absence | Absence | UP Absence | Absence
Lines OVER Absence | Absence | Absence | Absence Absence | Absence
1516
Lines ON ON ON Absence | Absence ON Absence
17-19 THROUGH | Absence | Absence | Absence | ON Absence | THROUGH
Lines IN Absence | Absence | S.E. S. E. Absence | Absence
20-21
Table 6.1 above shows that there is a significant difference between the faithful duplications of

LPDJH VFKHPDV LQ 36KHQJ 6KHQJ 0DQ" E\ ;LDQ\L <DQJ *ODG
6RQJ 7R $ 60RZ 6DG 7XQH  E\ .HQ Q Koihktasddd)UTRaY Kre eval@tdd&aE X Q J
the least faithful and the most faithful translations among the 6 target texts. Interestingly, they are
both translated by team work including a native Chinese speaking translator and a native English
speaker. Yutang LQYV 360RZ 60RZ 7XQH" PDQDJHG WR WUDQVIHU W
WKH WDUJHW WH[W EXW LW LV QRW HYDOXDWHG DV DV IDLW
of constructing the scenes described in the source text faithfully. Betwesrthfang Xu and John

LV VOLIJKWO\ PRUH IDLWKIXO W

7TXUQHU 7XUQHUTV 36RUURZ"

due to the difference of one more instance of faithful duplication.
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As a noted husband and wife translation team, the Chinese tran&atgrXianyi and his British

wife Gladys Yang devoted themselves to introducing Chinese literature to the Espgaghing

world after returning to China in the 1940s from Britain. Their translations include ancient Chinese
poems, and Chinese classics sashDream of the Red Chamber. Apart from the three faithful
duplications of the image schema, the new image schemas presented in this target text, such as the
DOWN image schema (6.3.2.1 DOWN & UP image schema) are not helpful for setting up the
scene desired in the source text. However the other instance of the DOWN image schema (6.3.2.2
ON & DOWN image schema) is able to enhance the effect of raindrops dripping, which is
emphasized in the source by the ON image and the THROUGH image schemas. Bedaeise of t
absence of the image schemas, the relevant emphases created in the source text are missing
Overall, in terms of the image schemas and the effects they produce, the translation by Xianyi Yang
and Gladys Yang is evaluated as the least faithful targetdethe source text among these six
English versions of the ancient Chinese po&heng Sheng ManHowever, because most of the
propositional notions of this target text are faithful to the source text, it might be evaluated as

faithful target text witha different perspective as the evaluating criteria.

,Q 3% :HDU\ 6RQJ 7R $ 60RZ 6DG 7XQH" WKHUH DUH LQVWDQ
Among these 8 image schemas, there are 6 faithful duplications of the image schemas presented in
the souce text, which makes this target text the most faithful one among all the target texts
analysed in this research. Even these instances which | have classified as new image schemas are
not completely new as different locative expressions; they all shasathe image schemas with

these faithful duplications in a relevant scene.

$V &KXQJ FRPPHQWYVY p5H[URWK RIWHQ DOWHUV RU RPLWYV V
UDQGRPO\Y ,Q WKLV WDUJHW WH[W ZHWIH) WHEQVIOHD

interpretations without origins in the source text, such as the second instance of the OUT OF image
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schema (6.3.1.2) and the second instance of the THROUGH image schema (6.3.1.6). But they are
not just additions because they are also pagllel relation with the faithful duplications of the
locative expressions presented in the source text. Take the pair of OUT OF image schemas (6.3.1.2)
as an example, the effect (emphasizing the difficulty of getting rest) caused by, for example, the
first OUT OF image schema (unstable weather), is also enhanced by the parallel relation with the
other same image schema (unexpected pains). The instance of alteration occurs with the presence of
the AGAINST image schema (6.3.1.3). The inadequate warmtltedydg drinking light wine
defending against the windiness is transferred as the difficulty of staying sober because of the
XQOLPLWHG DYDLODELOLW\ RI pFOHDU ZLQHY ,W LV FOHDU \
the two additions discusd above, Chung (one of the translators) even comments that Rexroth

might not prioritize faithfulness in the translation:

/[LWHUDO HIDFWQHVY KDG QHYHU EHHQ 5H[URWKTfV JRDO
departure point from which his imagination soars freely. The power and the beauty of his
translations often lie in the passages which he rendered most freelyhaotd bear little

resemblance to the Chinese texts.

(1985:308)

5HIURWK PLJKW QRW IDYRXU pOLWHUDO H[DFWQHVVY DV WKH
English, but an advantage of team work translation is that the understanding of teeteriuby a
native Chinese speaker, Chung, is able to ensure that interpretations of the source are accurate. With
WKHVH IDLWKIXO LQWHUSUHWDWLRQV RI WKH VRXUFH WH])\
language could enable him to faithfully sgt the scenes described in the ancient Chinese pem

'E 6KHQJ 6KHQJ 0DQ LQ 3$ :HDU\ 6RQJ 7R $ 60RZ 6DG 7X

this up because half of the image schemas presented in the source text are faithfully transferred into
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this target textand it is, so far, the most faithful translation to the source text in terms of image

schema.

6.6 Conclusion

In this chapter, | analysed the six English translations of the ancient Chinesefpoern E

(Sheng Sheng ManE\ WKH IHPDOH SRHW 4LQJ]KDR /L 7KLV SRHP ZD
after she lost her husband. Her poems written during that period of time contain much sensitivity, as
5HIURWK &KXQJ FRPPHQW puLQVWHDG RI HisS€d i in\Weforra U\ L Q J
Rl FU\VWDO LPDJHU\Y +HQFH WKHUH DUH SOHQW\ RI
details, which form the locative relations. Conducting the stylistic analyses of the target texts
enables me to evaluate the tranelatquality under the criterion of faithfulness, with reference to

the presence of image schema in the source text. | have argued in chapter 3, that translation
HYDOXDWLRQ LQ &KLQD LV VXEMHFWLYH EHFDXVH RWWKH \
Without a reliable reference and a falsifiable procedure, it is difficult to make valid evaluations,
VXFK DV *XfVv FODLP WKDW WKH DYHUDJH SHUFHQWDJH RI V
out of all percentages at various linguistic levslthe average value of this translation (see 3.2.5).
However, incorporating the stylistic theory of figure and ground might be a solution for objective
evaluation because the cognition of spatial relations is universal. Hence, comparing the locative
relaions presented in each target text against the source text is a way to make a fair judgement with
D UHOLDEOH UHIHUHQFH DQG D UHSOLFDEOH SURFHGXUH 7
:HDU\ 6RQJ 7R $ 60RZ 6DG 7XQH" E\ .HQ Qithe/r{osh faiftduRtd/tke /L Q.
source text with 6 faithful duplications out of 10 image schemas presented in the source text. By
FRQWUDVW WKH O H DStiakig Bhéng/MarXED. W.DQJH W DQH[W* 3D G\V <DQ.
three instances of faithful duphtions of the 10 image schemas presented in the source text. This
means that readers might be able to faithfully visualise significantly more of the scenes described in
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the source text from reading the former translation rather than the latter. Readersalso,
consequently, interpret the source text more faithfully with reference to the original poem. Using
the image schema in the source text as a reliable reference, this evaluation is objective under the
criterion of faithfulness with the reference tmage schema. With the methods set for this
evaluation, it is also replicable. Therefore, this comparison backs up my argument that by
incorporating stylistics with translation evaluation, it might be possible to make an objective
judgement. In the nexthapter, | will compare the target texts against each other based on the
foregrounding features under the criterion how well they can deliver the sad tone set in the source

text.
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Chapter 7

Comparing the target texts against each other

7.1 Introduction

In the previous chapter, | evaluated the target texts against the source text based on the criterion of
faithfulness using the cognitive stylistic theory of figure and ground. Discussed in Chapter 4, it
might be difficult to test faithfulnedsy employing foregrounding theory, but it is possible to make
objective evaluation by comparing target texts against each other. In this chapter, | carry out a
stylistic analysis of the target texts using the theory of foregrounding. As | introduced earlie
(4.4.2), for the purpose of evaluation, only the foregrounding instances with similar function are
presented. After discussing the selected foregrounding instances, an evaluation is offered on the
basis that the linguistic deviation and parallelismwsWdR FUHDWH HIIHFWV RQ UHDGEH
the next section, although there are six target texts, | will explain the foregrounding features in five
WDUJHW WH[WV DV WKHUH DUH QR VHOHS&hng GhémyWMdd BER X Q G |

Xianyi Yang and Gladys Yang.

7.2 Selection of foregrounding features

$V , QRWHG LQ WKH VHFWLRQ WKH WRQH ZKLFK LV GHILQ
(Verdonk 2013:25), in the source text is negative. The poet Qingzhao Li expressesrowerby
MFU\WWWDO LPDJHU\Y 5H[URWK &KXQJ 7UDQVIHUULQJ

into the target text is of great importance. Based on this, | select foregrounding instances enhancing
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the negativity in each target text and discus lthe foregrounding features enhance the sense of

SOorrow.

360RZ 60RZ 6RQJ” E\ <XDQFKRQJ ;X

7XQH B360RZ 60RZ 6RQJ’

| look for what | miss; 1
| know not what it is.
| feel so sad, so drear,
So lonely, without cheer.
How hard is it 5
To keep me fit
In this lingering cold!
Hardly warmed up
By cup on cup
Of wine so dry 10
Oh, how could |
Endure at dusk the drift
Of wind so swift?
It breaks my heart, alas!
To see the wild geese pass, 5 1

For they are my acquaintances of old.

The ground is covered with yellow flowers

Faded and fallen in showers.
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Who will pick them up now?

Sitting alone at the window, how 20

Could I but quicken

7KH SDFH RI GDUNQHVV WKDW ZRQfW WKLFNHQ"
2Q SODQHYYVY EURDG OHDYHV D ILQH UDLQ GUL]]OHV
As twilight grizzles.

Oh, what can | do with a grief 25

Beyond belief!

Regarding the meaning in poetry, Leech (196H[SODLQV WKDW JPFRJIJQLWLYH
PHDQLQJVY RU HGHQRWDWLYH PHDQLQJVY DUH PHEORD®JV WK
WRS RI WKLV QDUURZ VHQVH RI PHDQLQJ /HHFK GHILQ
language mightU HIHU WR HYHU\WKLQJ WKDW LV FRPPXQLFDWHG E\
XWWHUDQFH RU WH[WV LV D SDUW RI LWV WRWDO VLJQLIL
PHDQLQJY PLIKW QRW FRYHU WKH ZKR O Hhgudy€id leldtidn $oRtY VL E L
meaning, but it expresses a part of it. In ines S WKUHH DGMHFWLYHV pvDGY unG
PRGLILHG E\ WKH VDPH DGYHUE pVRY ZKLFK LV DQ LQVWDQI
introduced earlier (3.3.2.2.Q SDUDOOHOLVP p SDUDOOHO VWUXFWXUFE
PHDQLQJY EHWZHHQ WKRVH VWUXFWXUHVY 6KRUW 7
SDUDOOHO PHDQLQJY DPRQJ WKHVH WKUHH DG Mhtl§ideYoHV 7K
sadness (Oxford English Dictionary). As a result of the parallel structure, readers might link the
HMVDGQHVVY DVVRFLDWHG ZLWK WKH ILUVW WZR DGMHFWLYF
FRPSDQ\] ZLWKRXW H[S O LsE biVé@row)Exfbrtl Engldld DibttiRnaby).\Ardd@her
IRUHJURXQGLQJ IHDWXUH KHUH LV WKDW FRQYHQWLRQDOO
between the last and the penultimate linguistic items in this case, so the absence of the conjunction

makesLW VWDQG RXW DV DQ LQVWDQFH RI VIOWDFWLF GHYLDYV
238



SbDUwW OLVW VHHPV WR LPSO\ FRPSOHWHQHVYV ZLWKRXW EHL
three adjective phrases seem to conclude all the sensationg#hkerspxperiences at that moment,
EXW ZLWKRXW WKH FRRUGLQDWLQJ FRQMXQFWLRQ pDQGY W
sensations. The effect of this syntactic deviation is that there are more items that could be added
into the list. Becausef the parallel structure, it is likely that possible sensations are added on
associated with a sense of sorrow. Consequently, by using the syntactic parallelism and syntactic

deviation, the negativity coming from the first two adjectives is enhanced.

Apart from the instance of syntactic parallelism in line$ @iscussed above, there is another one
observed in lines-4. This parallel structure is created by the pattern of the rtUVR Q VXEMHF

followed by the verb in present tense and the d¢bjec

| look for what | miss; 1
| know not what it is. 2
| feel so sad, so drear, 3
So lonely, without cheer. 4

The frst two parallel elements (lines2) seem to suggest the uncertainty of what the speaker is
looking for. However, connected with the last parallel element, lirgst3eems that reader might

infer the uncertainty not just being uncertain, but alsdainimg the sense of sorrow in the process

RI FOXHOHVY VHDUFKLQJ +HQFH WKH ILUVW OLQHV RI 360F

because of the syntactic deviation and syntactic parallelism.

ORYLQJ WR OLQH MRl ZLQHRVRZIGQG VB QYZLOWQH WKH HOOL
SURQRXQ DQG LWV SUHGLFDWH ZKLFK FRQQHFW WKH VXEMH
MVR GU\Y DQG puVR VZLIWY DUH REVHUYHG 7KH HOOLSVLYV 1

includin) WKH REYLRXVO\ SUHGLFWDEOH HOHPHQW V DQG pLW
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ODQJXDJH VW\OHY -HIIULHV 7KH HOOLSVHV KHUH WK
written language does not contain frequently ellipses. The congpiatematical version of those

two could be: of wine which is so dry; of wind which is so swift, but this is not set in stone as the
UHODWLYH SURQRXQ PLJKW EH UHSODFHG E\ phWKDWYT DQG W
relative clause is mainlysed to define nouns as a postdifier. By omitting the relative pronoun

(which functions as the subject in the clause) and the predicate in these SPC clauses, the
complements are visually closer to the noun that they modify. The shortened distanc@wsbuld
readers to increase the awareness of the modifying relation between the nouns and the
FRPSOHPHQWY 7KLV DZDUHQHVYV HPSKDVL]HV WKH FRQGLWL
VZLIWY ZKLFK PDNHV WKH KDUGVKLS RvephkyDrdré aoticZdble.ABI G X S

a result, the unpleasant experience the speaker undergoes is emphasized.

,Q OLQARXOG , EXW TXLFNHQY WKH FRRUGLQDWLQJ FRQMXQ|
H,T DQG WKH SUHGLFDWH pT e Rtk Q& thé KdoxdinGtidg cobjuidtion isU R P
used to join two or more linguistic elements of a similar kind. Subject and predicator are two
different linguistic elements in a sentence. Among the three lines from lin2stB@ére are a nen

finite clause $itting...) and an interrogative clause (how could I...). They are separated by a comma.
7KH FRRUGLQDWLQJ FRQMXQFWLRQ PEXWY VKRXOG FRQYHQW
MVLWWLQJ DORQH DW WKH ZLQGRZ BXXWOKRZ HIfSUMVVH@P? \1 WR
GR DQ\WKLQ Jn thisR&tgetextilfe whole sentence seems implying that the speaker has
already been sitting along by the window waiting for the evening for a while, what else the speaker
could possiblydotomdH WLPH SDVV IDVWHU %\ LQVHUWLQJ WKH FRC
LQ WKH LQWHUURJDWLYH FODXVH WKH DFWLRQ PTXLENHQ

emphasizing the unbearable evening the speaker is experiencing.
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The last sentencom line 25 to 26 is an interrogative sentence that ends with an exclamation
mark. As mentioned earlier in the analysis of the second half of the first stanza, there are other two
instances of changing conventional question marks to exclamation malhiks tiranslated text. The
occurrence thagxclamation marks are used instead of question marks makes it syntactically deviant
from the norm that a question mark is used at the end of an interrogative sentence. An exclamation
mark is conventionally used #te end of an exclamatory sentence where no subjedicate
inversion is required. The syntactic form of both sentences thus features the interrogative structure
DV WKH YHUEV FRPH EHIRUH WKH VXEMHFWY ,Q OLQH nH2
DX[LOLDU\ YHUE pFDQY VWDQGYV EHIRUH WKH VXEMHFW pu,7 $
being interrogative, they are different from the conventional questions that require either simple
DQVZHUV p\HV QRY RU PRUH V&HF whiestdi3) Edidevitiore® inhiéH F D
section 5.2.3 Interpretation of second stanza, they are rhetorical questions where there is no answer
to be expected. Similar to line 21 in the source text (5.2.3), the content of this question is more like
a convesation the poet is having with herself and there is no answer to be responded as a rhetorical
TXHVWLRQ KDV pulRUFHV RI D VWURQJ DVVHUWLRQY 4XLUN

to express exclamation serving the purpose of emphasis. Tileusieissage which is conveyed by

the nature of the characteristic of this question type is enhanced by ending this rhetorical question

with an exclamation mark.

Sheng Sheng Man E\ =KRQJMLH ;X

Sheng Sheng Mdn

I've a sense of something missingust seek. 1
Everything about me looks dismal and bleak.

Nothing that gives me pleasure, | can find.
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Even the weather has proved most unkind.

It is warm, but abruptly it turns cold again.

An unbroken rest most difficult to obtain.

Three cups of thin wine would utterly féil

To cope with the rising evening gale.

Myself, into woe, a flight of wild geese has thrown.
But with them, very familiar | have grown.

Above the ground, chrysanthemums are bestrewn.
Gathering into heapsbruised? withering soon.

With myself in utter misery and gloom,

Who cares to save them from their approaching doom?
Standing by the window watching in anguish stark,
Could | bear alone the sight until it is dark?

Against the tung and plane trees, the wind rises high.
The drizzle becomes trickles, as even draws nigh.

How, in the word "Miserable", can one fidd

Thetotal effects of all these on the mind!

10

15

20

In lines 13, each line includes an indefinite pronoun which is in bold shown below.

, TYH D VdaethihgRiksing | must seek. 1
Everything about me looks dismal and bleak. 2
Nothing that gives me pleasure, | can find. 3
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These three indefinite pronouns are an instance of lexical parallelism. The first indefinite pronoun
HVRPHWKLQJY VXJJHNMMWS/uBpdeiReQ GrluMkhdx®Q (@ford English Dictionary).
'"HILQHG E\ WKH DGMHFWLYH pPLVVLQJY WKLV RSHQV WKH SF
WR VRPH HIWHQW 7KH VHFRQG LQGHILQLWH SURQRXQ MHHYF
(Oxford English Dictionary) is the head noun of the subject of line 2. This points out that all the
DVSHFWV RI pPHY DUH pGLVPDO DQG EOHDNY 7KH VHQVH RI .
thus describes not just a part, but all aspects of thakepdeing negative. As the last parallel
HOHPHQW WKH LQGHILQLWH SURQRXQ HQRWKLQJY ZRUNV RS
ZKLFK pJLYHV PH SOHDVXUHY 2[IRUG (QJOLVK 'LFWLRQDU\
thatitisimposy LEOH WR EH SOHDVDQW EHFDXVH QRW DQ\WKLQJ FD
parallel relation, it is likely to infer the sense of negativity associated with the indefinite pronouns
HHYHU\WKLQJY DQG UQRWKLQJY WR &¥KtHrep WRSP thaVssiow Bfarts+ H Q |
with the sense of losing something first, and then it moves on to the pessimism that all aspects are
QHJDWLYH )LQLVKLQJ ZLWK WKH QHJDWLYH SURQRXQ HQRW
what the speaker mighiind, pleasure cannot be found. The sense of sorrow is enhanced by the

lexical parallelism.

Other than the third parallel element of the lexical parallelism, line 3 also contains an instance of
syntactic deviation. As one of methods of putting an elemerda clause to a focal position,
LQYHUVLRQ LQGLFDWHY VRPH FKDUDFWHULVWLFV RI OLWHU
WHQGY WR EH LQ IL[HG SKUDVHVY RU OLWHUDU\ VW\OHT

(Quirk 1985:721) wold be:

| can findnothing that gives me pleasure

S P O
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The object element consists of a head noun (nothing) and an attributive clause (that gives me
pleasure) as poshodifier. As mentioned earlier (3.2.6), Zhongjiel Y¥refers rhymed and metrical
WUDQVODWLRQ SUR SRSheny ISRe@g MK B S/ D WrBipinats@idnievaasoblcc...,

which means the last words of two adjacent lines rhyme. Based on that, one of the possible reasons
of this inversion is that th© DVW ZRUG Rl WKH QH[W OLQH pXQNLQGY GR
WKH FRQYHQWLRQDO RUGHU RI WKLY VHQWHQFH pSOHDVXUF
keeps the enthyme of two adjacent lines. But, more importantly, by inverting gbsition of

object and predicate, the object is focalized. As discussed in the case of lexical parallelism, line 3
seems to bring a culmination of the sense of negativity of the first three lines. By the syntactic
deviation, the strong sense of negatvilt’W VRFLDWHG ZLWK WKH REMHFW pQRW

is focalized and the degree of negativity is consequently increased.

Apart from line 3, another inversion occurs at line Be Dbject of line 6 (myself) is moved to the
beginning of the senteacand the prepositional phrase (into woe) is also moved to the front. The
UHDUUDQJHPHQW RI WKH DGYHUELDO LV DOVR DQ LQVWDQFF
usually desirable to put adverbials realized relatively long structures BMhFODXVHV DW W]

(1985:649). The conventional order of line 9 as SPOA (Quirk 1985:721) would be shown as below:

A flight of wild geesehas throwmyself (me)into woe

S P O A

7KLV OLQH H[SUHVVHV WKDW WKH DSSHDUDQFH RI ZLOG JHF

,QYHUVLRQ DV D PHDQV RI pYLRODWLQJ WKH VXUIDFH VWUX
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ZKLFK D VHQWHQFH LV XQ46)HOnéBHRISDt stidddle Ko understand the

sentence, but what has changed through rearranging the position of object and the adverbial is the
IRFXV RI WKH VHQWHQFH ,Q OLQH SODFLQJ DW WKH IURC
adverbialpLQWR ZRHY DWWUDFWV PRUH DWWHQWLRQ WKDQ WKH
pub 1OLIJKW RI ZLOG JHHVHYT DQG WKH YHUE pKDV WKURZQT
IRFDOL]IDWLRQ HPSKDVL]HV WKH REMHFW Q®LWHRIJ pPM)WRHZE
WKH REMHFW LV LQ 7KH VHQVH RI QHJDWLYLW\ LQWHJUDW
PLVHU\T 2[IRUG (QJOLVK 'LFWLRQDU\ LV WKXV SXW LQ WKH

the speaker undergoes with the agpace of wild geese flying is emphasized.

Moving to Line 15, DQ LQVWDQFH RI OH[LFDO GHYLDWLRQ RFFXUV
VWDUNY ,Q D SUHSRVLWLRQDO SKUDVH WKH HOHPHQW DI
complement; in the most general terms, a prepositional complement would be ahremen(Quirk
JROORZLQJ WKH SUHSRVLWLRQ pLQY WKH ODVW WZR
/IRRNLQJ DW WKHVH WZR ZRUGV FORVHO\ WKH ILUVW ZRUG
VHYHUH SDLQ RU JULHIYT D QeScrindsVidding Reffsh.of sBv@re @ drdl Englisly H
Dictionary). They both express sense of negativity with the intrinsic meanings. In order to fit in the
grammatical function which this prepositional complement takes in the prepositional phrase, both of
MDRUVKY DQG pVWDUNY ZRXOG EH JUDPPDWLFDOO\ FRQYHUW|
belong to. As a twavord noun phrase, the possibility of word class allocation is limited. One of
these two words needs to be the head noun and the other wdddsenue as either its praodifier
orpostPRGLILHU %HFDXVH puDGMHFW L Y-Hodifiptbe-hedwovitudf B KoL Y H 2
SKUDVHYT 4XLUN ILUVW ZRUG -mbBdijidrahd/tkefsdco@rwid R Q V
HMVWDUNY ZRX®®ui HhigVidganKthial) in this prepositional phrase, the word class of
MDQJXLVKY LV FRQYHUWHG IURP QRXQ WR DGMHFWLYH DQG

DGMHFWLYH WR QRXQ 'HVSLWH WKH IDFW WK DWisWudived H LV
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IURP WKH QRXQ pDQJXLVKY =KRQJ[LH ; XYV XQH[SHFWHG OH
describe the scene that it is unbearable to spend the evening without company when the speaker
ZKR LV VWDQGLQJ E\ WKH ZLUHRAEAG/ WBYHQLW\W WKHXWVIGQY
adjective, it adds description of the movement which might not be associated with the adjective
MDQJXLVKHGYT WR WKH QRXQ SKUDVH &RQYHUWLQJ WKH DGM
the descriptions wider because of the descriptive characteristic of adjective. Hence, by the lexical
deviation, the unexpected change of word class is emphasized, and, consequently, the sense of
negativity integrated with the adverbial is enhanced. It is worth poimtinghat, similar to the
syntactic deviation in line 3, one possible explanation of converting the word classes is to ensure the

ODVW ZRUG pVWDUNTYT LQ OLQH UK\PHV ZLWK pGDUNY DW WHK

7KH ZRUG pPLVHUDEOHY SO D Fisi@pitalzet/(KliderBilel GBOdiscissiod ofQ H
&URZYV )LUVW /HVVRQ E\ 7THG +XJKHV VKRZV WKH QRU
letter of the word being capitalized to start a sentence, the rest of the sentence should be in lower
case. Appfing capitalization to a general adjective in the middle of line 19 thus stands out as an
instance of graphological deviation. The unusual capitalization is a signal to prolong the length of
time of saying it. Reading line 19, it is likely to lead read&"/R DUWLFXODWH WKH ZRU
VD\LQJ LW PRUH VORZO\ ZLWK puD ZLGH SLWFK VSDQY 6KRUW
capitalization attracts emphasis to it. The target text guides the readers through various difficulties
the speaker expiences. Towards the end of the translation, it seems that all the sense of sorrow is

GUuUDzZQ WR WKH FDSLWDOL]J]HG pOLVHUDEOHY ZLWK VLIQLILFD(
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360RZ 60 Rog Yltaiin

360RZ 60RZ 7XQH"

So dim, so dark,

So dense, so dull,

So damp, so dank,

So dead!

The weather, now warm, now cold,
Makes it harder

Than ever to forget!

How can a few cups of thin wine
Bring warmth against

The chilly winds of suret?

| recognize the geese flying overhead:
My old friends,

Bring not the old memories back!
Let fallen flowers lie where they fall.
To what purpose 15

And for whom should one decorate?
By the window sht)

Guarding it alone,

To see the sky has turned so black!
And the drizzle on the kola nut
Keep on droning

Pit-a-pat, pita-pat!

10

20
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Is this the kind of mood and moment
To be expressed

%\ RQH ZRUG 3VDG™" 25

$Q LQVWDQFH RI LQWHUQDO OH[LFDO GHYLDWLRQ RFFXUV D
adjectives (dim, dark, dense, dull, damp, and dank) are gradable adjectives, for example, something
FDQ EH GLPPHU RU GDUNHU +REZ&EY HWR HW KHRWD MW DL Q@ MWK DWAL Y
QRW JUDGDEOH 7KH FKRLFH RI WKH DGMHFWLYH pGHDGY Wk
but the internal norm (see 3.3.2.2) which is set by the rest of adjectives being gradable in this
sentence. Caisting of seven adjective phrases with a strong negative sensation associated with the
DGMHFWLYH 6 k&6 feaderd @itd \the impression of a miserable journey from the
beginning of the poem. Because the first six adjectives are comparablegghtivity they could

convey then is in a changeable state with the potential of being weaker or greater. However, the last
DGMHFWLYH pGHDGY ZLWK WKH QDWXUH RI EHLQJ LQFRPSI

conclusion with stronger negativignd the sense of sorrow could be enhanced.

The seven adjective phrases that set up an internal norm for the lexical deviation are also an
LQVWDQFH RI VIOQOWDFWLF SDUDOOHOLVP 7KH DGMHFWLYH ¢
+ adjectivH /LQ XVHV DGMHFWLYHVY GHVFULELQJ WKH OLJKWLQJ |
GHVFULELQJ WH[WXUH upGHQVHY DQG WKH DGMHFWLYHV GF
HGDQNYT WKH ODVW HOHPHQW RI WKKHSDE&DBPBWOY M WIGHD/GA!
gradable adjectives offer descriptions of environment without particularly delivering the sense of
sorrow. However, parallel structure is either equivalent or opposite (Leech 185948, in this

target text, the syntéic parallelism makes the parallel elements equivalent. So, because of the
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SDUDOOHOLVP WKH QHJIJDWLYLW\ LQWHJUDWHG ZLWK WKH D!
description of these neutral adjectives. Thus, the sense of sorrow is enharmzedh asljective

phrase expresses negativity.

S6RUURZ" E\ -RKQ 7XUQHU

S6RUURZ”
| pine and peak 1
And questless seek
Groping and moping to linger and languish
Anon towander and wonder, glare, stare and start
JOHVK &KLOOTG
Ghost thrilled
With grim dart

And keen canker of rankling anguish.

Sudden a gleam

Of fair weather felt 10
But fled as fast and the icecold season stays.

How hard to have these days

In rest or respite, pace or truce.

Sip upon sip of tasteless wine

Is of slight use 15

To counter or quell

The fierce lash of the evening blast.
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The wild geesé see?
Fly overhead
$K WKHUHYV WKH JULHI 20
7KDW TV Wdief beyohdearing,
Wild fowl far faring
In days of old you sped
%HDULQJ P\ WUXH ORYHYV WHQGHU WKRXJKW WR PH
Lo, how my lawn is rife with golden blooms 25
Of bunchedchrysanthemum’
Weary their heads they bow.
Who cares to pluck them now?
While | the casement keep
Lone, waiting, waiting for night 30
And, as the shades fall
Upon broad leaves, sparse rdirops drip.
Ah, such a plight

Of grief2 grief unbearable, unthinkable

,Q OLQH WKH ZRUG pTXHVWOHVVY LV SODFHG EHWZHHQ W
HVHHNY IXQFWLRQLQJ DV DQ DGYHUE ,W LV DfaRBEngistZ KLFK
'LFWLRQDU\ DQG pWKLV WKLV XVXDOO\ FDOOHG QHRORJLVI
stands out against the norm of the ordinary English vocabulary as an instance of lexical deviation.
+HUH WKH IUHH PRUSKHPHFKVPWR 8 VQ B XAR @0 XE VI\WIF @MV V H D L
LYV DGGHG WR QRXQV WR LQGLFDWH WKH VWDWH RI DEVHQF}

WKH VLWXDWLRQ ZLWKRXW D ORQJ GLIILFXOW VHDUFK 3ODF
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modilLHU WR GHILQH WKH DFWLRQ Rl pVHHNLQJY 7KH HIIHFW
speaker has no clue what to look for. The uncertainty opened the poem with some sense of

QHIJDWLYLW\ UHIOHFWLQJ WKH WLWOH RI WKH WDUJHW WH[W

The grammaVLFDO IXQFWLRQ RI WKH ILUVW ZRUG LQ OLQH M
incomplete grammatical construction, which is an instance of semantic deviation. Conventionally,

WKH ZRUG puZHDU\Y EHORQJV WR WZR ZRUG F@&PivdéstdesD G M H
pPKDYLQJ WKH IHHOLQJ RI ORVV RI VWUHQJWKY DQG DV D Yt
Dictionary). 6\QWDFWLFDOO\ ZKHQ pZHDU\Y LV XVHG DV HLWKHU L
DIWHU WKH VXEMHFWGUWR® HW. KHK HDFGW W KBWMW W KH QH[W HOHP
FKU\WWDQWKHPXPVY KHDGV OLQH FDQ EH UHDUUDQJHG DV |
FDVH WKDW pZHDU\Y LV XVHG DV DQ DGMHFWLYH ,I pZHDU
FKU\WWDQWKHPXPV ZHDU\ DQG ERZ WKHLU KHDGT 7TKH VHEF
LOQWHUSUHWDWLRQV LV WKDW WKH IRUPHU IRFXVHV RQ WKH
ZLWK WKH VHQVH RI DFWLRQ %)\ SO D F k positianKitseBrRsUat fpafhH D U \ '
adjectival and verbal perspectives are applicable, which increase the degree of tiredness. As a

FRQVHTXHQFH WKH VHQVH RI QHJDWLYLW\ LQWHJUDWHG ZLW

/ILQH MZHDU\ WKHLU KHDGV WK HnodifRiZ{p deRng Nhe mdvh WKH
MFKU\WWDQWKHPXPVY LQ WKH SUHYLRXV OLQH )ROORZLQJ E\
VHHQ DV WKH SUHGLFDWH WKDW GHVFULEHV WKH DFWLRQ RI
down. This is conventionally udeon human beings. So this is an instance of semantic deviation.

7KH SURQRXQ pWKH\Yf FRXOG UHIHU WR HLWKHU WKH DEVWULI
SODQW EXW QRW KXPDQV +HQFH WKH H[SUHVVLRQ MFKU\VE

personification. The benefit of personifying the flower of chrysanthemum with the action of
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bending the head down is to strengthen the vividness of the image that these chrysanthemums have
ORVW WKHLU VSLULW :RUNLQJ WRJHWWKHKIHZVMHQ MW KRH BIHWKI
scattered over the ground creates dramatically contrasting effects with the previous notion of
HJROGHQ EORRPVY J/LQH TXHVWLRQV pZKR FDUHV WR SO
withering chrysanthemums and the shamm&t ho one appreciates the chrysanthemums anymore

create the sense of negativity.

An instance of inversion (see 8.2.2) is observed at lines 297KH ILUVW SHUVRQ SURQ!
QRXQ SKUDVH pWKH FDVHPHQWY DUH SSOUHGILG DMAHWU MHRH B D F |
subjective pronoun that indicates the speaker and the noun that indicates a particular type of
window were meant to be the subject, there should be a coordinating conjunction to reveal the
parallel relation. However, the coamdting conjunction is not observed. Looking closely at the

SUHGLFDWH WKH YHUE pPNHHSY LV LQ WKH IRUP RI SUHVHQW
LQIOHFWLRQ WKDW LQGLFDWHY WKH WKLUG SHUWRHES ¥V LQYXHC
UHDVRQDEOH LQWHUSUHWDWLRQ RI WKHVH WZR OLQHV LV
SUHGLFDWH puNHHSY ZKLFK GHYLDWHV IURP WKH QRUP RI (
comes after predicate (Quirk 1985:726). Thus the gramatatrder of these two lines should be

pHZKLOH , NHHS WKH FDVHPHQW ORQH ZDLWLQJ ZDLWLQJ IR

FRUUHV SBQIT "x*Y+a#0 “i> T 6WD\LQJ E\ WKH ZLQGRZ KRZ |

darkness coming over on my own!). The raagement of line 29 agrees with the original message.

The elemental effect of inversion is to put a certain element of a clause into a more focal position
ZLWK PRUH HPSKDVLV %\ PRYLQJ WKH REMHFW WR WKH SRV
WKH DFWLRQ JLYHU NHHS ORQH EXW DOVR pWKH FDVHPHQV

sorrow this specific scene depicts is then deepened.
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3$ :HDU\ 6RQJ 7R $ 60RZ 6DG 7XQH  E\ .HQQHWK

3$ :HDU\ 6RQJ 7R $760QRYZ 6DG

Search. Search. Seek. Seek

Cold.Cold. Clear. Clear.

Sorrow.Sorrow.Pain.Pain.

Hot flashes. Sudden chills.

Stabbing pains. Slow agonies. 5
| can find no peace.

| drink two cupsthen three bowls

2] FOHDU ZLQH XQWLO , FDQYW

Stand up against a gust of wind.

Wild geese fly overhead. 10
They wrench my heart.

They were our friends in the old days.

Gold chrysantamums litter

The ground, pile up, faded, dead.

This season | could not bear 15
To pick them. All alone,

Motionless at my window,

| watch the gathering shadows.

Fine rain dits through the wuW 1 X QJ WUHHYV

And drips, drop by drop, through the dusk. 20
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What can | ever do now?
How can | drive off this wordt

Hopelessness?

From line 4 to line 5, Rexroth and Chung use four nouns phrases that share the same syntactic
structure. These four noun phrases all consist of as noun as head nouru(alegli®ed) and an
adjective as prenodified (doubleunderlined). On top of thathéy are all ended with full stops.

This repetition is an instance of syntactic parallelism.

Hot flashes  Sudden chills.
adjective noun adjective noun
Stabbing pains Slow agonies
adjective noun adjective noun

The first two noun phrases describe the temperature as being hot and cold, which correspond to the

VRXUFH WEAZ AT WKH ZHDWKHU LV FROG EXW ZLWK VRPH HSI

the fact thathe description of the weather in this target text is opposite to the source text, these
specific indications of temperature describe the variations of weather but not to carry any sense of
QHJDWLYLW\ %XW WKH ODVW WZR QEEQQSKIMDIVHW] HJ S G HMVO
which contains a strong sense of negativity. Connected with the parallel structure, readers tend to
seek the semantic relation among the paralleled items (Short 1996:65). So the variations of
temperature are also inclinedLWK WKHVH QHJDWLYH IHHOLQJY LQ D ZD\
DIJRQLHVY DQG pvVXGGHQ FKLOOVY DUH OLNH pVWDEELQJ SDL

the sense of negativity would be doubled.
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Moving to lines 134, an instance o$yntactic deviation is observed. There are three commas that
divide the whole sentence into four parts. Apart from the first clause (golden chrysanthemums litter
the ground), the other three components are a verb phrase (pile up) and two adjectiven(faded
GHDG $Q HOOLSVLVY RI VXEMHFW pJROGHQ FKU\WDQWKHPX
+RZHYHU ZLWKRXW SURSHU FRQQHFWLRQV WKH ODVW WZR
in the ellipsis scheme because an auxiliary verb is reduilhis deviates from what is expected as

an ordinary grammatical English sentence. Lines ®rrespond to the beginning of the second

VWDQ]D LQ WKH RU L 3%QEMR Y&\ QIKOBHO G RFO®4p° ] ZKLFK GHVFUL

the scene that chrysanthemuwisich are scattered over the floor and piled up become withered and
nobody is interesting in plucking them up now. Based on the source text, the grammatical version of

this sentence could be:

Gold chrysanthemums litter the ground (and) pile up, (andttiegnbecome) faded (and) dead.

Comparing the grammatical complete version shown above with lindsth®& two commas which

DUH XVHG WR VHSDUDWH WKH SDUDOOHO HOHPHQWYV RI SL
HOHPHQWY RI FRPPOHPHQUQWHDPEIGHAJH UHSODFHG ZLWK WZI
uDQGY 7KH VXEMHFW pWKH\Y LQGLFDWLQJ pJROG FKU\VDQW
the process of withering are added to turn these two adjectives to a grammatically complete claus
ZKLFK LV FRQQHFWHG ZLWK WKH ILUVW Wt DX &lligses\readéns FR Q
would still be able to interpret these lines without much misunderstanding. By breaking the general
rules of English grammar, lines -B3are foregroundedseparated by commas without any further
demonstrations regarding the relations among them, the four components are in some sort of

SDUDOOHO UHODWLRQVKLS 7KH YHUE SDLU pSLOH XSY DQG
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DQG uGHD G §f theo phafralleXrgl&tion, the dynamic character of the actions expressed by the
verbs is transferred to the adjectives, and the extent of their descriptions is broadened. In a similar
way, the descriptive sense coming with the adjectives is added toRNélaR QV RI pOLWWH
HSLOLQJ XSY DQG WKH VFHQH WKH\ VHW XS LV WKXV PRUH
character. Lines 25 FRYH\V WKH VKDPH WKDW p, FRXOG QRW EHDUY
FKU\WWVDQWKHPXPVIDW®E QWIRRHRQ7 WHKH VFHQH WKDW WKH JF

DQRG GHDGY HPSKDVL]HV WKLV VKDPH

7.3 Evaluating the target text against each other

In the previous sections, | discussed the instances of foregrounding features that enhance the sense
of sorrow observed in 5 target texts. There are instances of linguistic deviation and parallelism at
various linguistic levels observed in these 5 target texts enhancing the sense of negativity. Although
these instances vary, they also share some simigarfier example, syntactic parallelism of the
structure adverb + adjective is observed in bbhORZ 60RZ 6RQJ" <XD®BRRQIORXZD
7TXQH E\ <XWDQJ /LQ VI\QWDFWLF GHYLDWhd@StehgMay HWU V LR (
=KRQJMLH ;X DQB\ :GRWURx&edoregrounding instances are summarized in Table

7.1 Summary of foregrounding features:

Syntactic deviation = an instance of syntactic deviation
TT1=360RZ 60RZ 6RQJ" E\ <XDQFKRQJ ;X
TT2 = Sheng Sheng ManE\ =KRQJMLH ;X
TT3=36RUURZ" E\ -RKQ 7XUQHU

77 360RZ 60RZ 7XQH” E\ <XWDQJ /LQ

TT5 = 3A Weary Song To A Slow Sad TuheE\ .HQQHWK 5H[URWK /LQJ &KXQJ
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Table 7.1 Summary of foregrounding features

TT1 TT2 TT3 TT4 TT5
Syntactic Lexical parallelism | Lexical Lexical Syntactic
parallelism deviation deviation parallelism
Syntactic Syntactic deviation| Semantic deviation| Syntactic Syntactic
parallelism deviation deviation
Syntactic Syntactic deviation| Semantic deviation

deviation

Syntactic Lexical Syntactic deviation

deviation deviation

Syntactic Graphological

deviation deviation

From the table above, it is clear that the instances of foregrounding features enhancing the sense of
negativity occurred in the target text 4 and 5 are evidently less than thattarget text 1, 2 and 3.

‘KHQ UHDGLQJ WKHVH WDUJHW WH[WV WKH IRUHJURXQGHG
means that significantly more attention would be drawn to the aspects of sorrow through the
unexpected linguistic occurrencestarget text 1, 2 and 3. Despite whether the target texts 1,2 and 3
can faithfully transfer the source text, it is more likely for readers to be aware of the general attitude
of the source text because of the effect of enhancing negativity throughitigesstic deviations

and parallelisms. Hence, based on the criterion of using linguistic foregrounding features to
emphasize the tone of the source text, the first three target text in table above are evaluated as more

efficient translations than the la&sto target text.
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7.4 Conclusion

In this chapter, using the linguistic stylistic theory of foregrounding, | analysed the selected
instances of linguistic deviation and parallelism in 5 target texts. These instances of foregrounding
features are used asfeeence to evaluate these translations on the basis of how efficiently the
unusual linguistic usage can enhance the sense of negativity, which is the tone of the source text. In
Chapter 3, | argue that, in China, the translation criticism is subjectivéodibe influence of the
WUDGLWL Pfebtél iptargible botidhs. It is difficult to make valid evaluation without a
reliable criterion. However, by using the occurrences of foregrounding features as a reference, the
outcome of the evaluation (7.% relatively objective. Following the method of evaluating (4.4.2),

my aim is that the evaluation also ought to be replicable. Hence, the comparison among the target
texts supports my argument that it is possible to make objective evaluation by integtgtstics

into translation criticism. In the next chapter, | will summarize the thesis. | will also discuss the

strengths and the limitations of the thesis and the direction for future research.
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Chapter 8

Conclusion

8.1 Summary of thethesis

This thesis has examined the translation into English of ancient Chinese poems, concentrating
specifically on how insights from cognitive stylistics and foregrounding theory can inform an

objective evaluation of the target texts.

Chapter 1 outling the argument and the overall structure of the thesis. As | explained, the
evaluation of poetry translation in China has been subjective because of using indefinable and
intangible spiritrelated notions as criteria. In order to improve poetry transl&vatuation, this

thesis argued that by incorporating stylistics with poetry translation from ancient Chinese to English
it is possible to make an objective evaluation of the target texts. Based on this argument, three

research questions were set out ictis@ 1.2. The three research questions are restated as below:

RQ 1: Is it possible to evaluate the quality of English translation of an ancient Chinese poem
objectively?

RQ 2: If objectivity is possible, how can the quality of English translations ainarent Chinese
poem be evaluated with special references to image schema and foregrounding?

RQ 3: Can a framework be made for objectively evaluating poetry translation from a stylistic

perspective?
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By answering these questions, the purpose of this wsesas to fill a gap in the study of
translation criticism from ancient Chinese to English. The objectives behind this research can be

summarised as follows:

Objective 1. Use stylistic approaches to make objective evaluations on the basis of linguistic
descriptions;

Objective 2. Establish a systematic and retrievable analytical framework for qualitative research on
evaluating translations of this specific area;

Objective 3. Make suggestions about how to improve translation techniques based on the objectiv

evaluations.

Chapter 2 introduced the Chinese language and was aimed at helping readers with no knowledge of
Chinese to understand the Chineskated sections more easily. The first half of Chapter 3 then
reviewed how poetry translation criticism ha=eh subjective in China; the second half answered

RQ 1 by explaining how linguistics has influenced translation study and what impact style has had
on translation in the West. The first part of Chapter 3 pointed out that, from the psakaof
translation faithfulness was the standard for translation evaluation in China (see 3.2.1) This
tradition carried on to the time when Yan brought out the first translation theory, specified as the
HWKUHH GLIILFXOWLHVY RI WUDQ VO HWHR/AY T @G @ M @ HILD/QKIEK
$FFRUGLQJ WR 0D <DQTV PWKUHH GLIILFXOWLHVY LV
history and has had great impact on the development of translation in China. Since then,
faithfulness, which is seen asth ILUVW GLIILFXOW\ DQG WKH PRVW LPS
translation proposition, remains the priority with great influence in the field of translation in China
even now. In this research, | also set faithfulness as one of the criteria by which tohjeakiee

evaluations of poetry translation.
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However, reviewed in 3.2.4round the 1920s in poetry translation, Mao (1921) brought out a new

FRQFHSWLEANOSGREBWLF VSLULW LQ RUGHU WR \ogs5@derdlWw KLV

translation).Mao (1922) explains that liberty lies in not only adding or deleting original content in
order to ensure the readability of the translation but also in maximizing the chances of retaining the
MSRHWLF VSLULWY +RZHYHU ODR R asHUWhG tielsdé 0/QBGIHGS HEFR H
VSLULWY LV DQG KRZ LW FDQ EH DSSOLHG SUDFWLFDOO\ L¢
spirit-oriented notions were made with various subjective foci (see 3.2.4). The review of translation
study in China duringhtat period of time demonstrated the focus on subjective evaluation that was

initiated nearly a century ago.

, DOVR SRLQWHG RXW WKDW GXULQJ WKDW SHULRG RI WLP
factors in poetry translation criticism. Based trese three key notions in translatiahe

M6 LPLODU LMW the Kteindadd of faithfulnesscame popular (see 3.2.4). The standard of
M6SLULW 6LPLODULW\Y ZDV VHHQ DV. MoWeaverKthid Kighést/ standaiQ G D |
cannot ever bebjectively evaluated because it is impossible to set up reliable criteria by which it
ZRXOG EH SRVVLEOH WR LGHQWLI\ pSRHWLF VSLULWY 'HYHC
IUDPHZRUN RI pGHJUHHV RI VLPLODULWhdtradiidha ldr@. BuRt iR 11 H U
still a subjective approach that works by making evaluation by means of a supposed mathematic
guantification of average value. As | commented in in 3.2.5, the issue these mathematic
measurements raise is how to quantify similarity at one linguistic level of a translation by
percentage. It would be difficult in the extreme to claim an objective judgement and it is almost
impossible to make it replicable because of a lack of convincing criteria. Hence, my review of
currenttranslation study in China suggested that the problem of subjective evaluation of poetry

translation remained unresolved over a century on.
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Based on these historical factors regarding the development of translation studies in China, |
pointed out that faéinfulness is the ultimate constant throughout the development of translation and
that the evaluation of this is almost entirely subjective. | also pointed out that, apart from various
notions of how to evaluate poetry translation, there was little effadento build a framework to
guide translators in making the most faithful translation possible. My review of translation study in
China confirmed my point that poetry translation in China is subjective. Based on this, | set the
argument that it ought to bgossible to improve the practice of translation by making it more

objective, and that this might be achieved by integrating stylistics with translation evaluation.

Following that, | introduced the three mainstream propositions of translating ancient Chinese poetry
into English as a part of the review of sinological translation. In order to solve the issue of
subjectivity in evaluating the translation of ancient Cheeoetry, | review the linguistic impacts

on translation studies and the how | can use stylistic theories to make relatively objective evaluation
(see 3.2.7). Graham pointed out (1981:23) that a significant problem that troubled the development
of transldion theory was that very little systematic theoretical investigation had been done. This is
DOVR D SUREOHP WKDW UHPDLQV XQUHVROYHG IRU RI WUD
Syntactic Structure D QG TIlbval§ ¥ Science of Translati{©64), made a significant

impact on the course of translation theory. Nida, as a Bible translator, made a revolutionary
contribution towards this practig@iented translation, developing it to a new stage where
theoretical importance was recognized WD QVODWLRQ VWXG\ 1LGDYV pu(TXLYD
WKHRUHWLFDOO\ VXSSRUW H G-staict@&& fRom \a NiduisticpRrépediv@. RdmG H H ¢
then on, linguistics opened a new door to translation study. | also noted that stylistics, the study
linguistic style in texts, has only become a recognized and established discipline since the 1960s
(Wales 2001:269). It is worth mentioning that stylistics, as a discipline, first acknowledged the
relationship between form and content, noting that stgdates meaning. The review pointed out

that, for the recent study of translation from a stylistic perspective, the main focus centres on issues
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RI uXQLYHUVDOLW\Y pUHODWLYLW\YT DQG pOLWHUDULQHVVY |
of what can be translated (BoaBeier 2006b:12). In relation to the question of which aspects of
style are universal and how these aspects are linked with a particular language, | reviewed Roman
-DNREVRQYTV ZRUN :LW Kmide VextsQitératy akodsoh (1678Y pr&fakted to work

with poetry because the essential nature of literature can be seen through the observable link
between form and content. Jakobson (2000:118) also explains that translation might not be possible
LQ WKH VWULFWMWMHIDWYME WHU EQWSRVLWLRQY LV SRVVLEOH D\
O\ UHYLHZ SRLQWHG RXW WKDW WUDQVODWDEOH pFRIJQLWLYI
LQYHVWLIJDWLRQ , PHQWLRQHG YDULRXYV DY Hor Wadampld, WK H
BoaseBeier (1987) suggested that figures such as metaphor, iconicity or ambiguity are universal
and van Peer (1993:73) suggests foregrounding is a universal stylistic feature of literature from a
stylistic point. This led to my proposealstion of making objective evaluation based on the
VW\OLVWLF IHDWXUHV REVHUYHG LQ WKH WH[W LWVHOI UDWI
my review answered the first RQ 1 from a theoretical perspectiiepdssible to make objeut
evaluations by integrating stylistics in poetry translation evaluation. RQ 2 then focused on the
practical aspects of this; namellgow to make objective evaluations. To this end, Chapter 4
introduced the data for my study and demonstrated two appsotxharrying out stylistic analysis

for the purpose of making objective evaluations of English translations of ancient Chinese poetry.

As | noted in section 4.3, the ancient Chinese poem selected for this research @&a& /

Eheng Sheng Man Z U L Withéhbaet Bingzhao Li. | also explained that, because | intended to
use image schemas presented in the source text as a reliable reference to make objective translation:
XQGHU WKH FULWH Bhén@Skehg RdnVZ B NX O Q HDVS/S BR S UeLsDunéeltektK R L F
for this research as it contains many locative relations. For the target texts, based on the three main
translation propositions for the specific area of translating ancient Chinese poetry to English

summarized in 3.2.6, they included rhymadd metrical translation, free style translation and
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imitation translation (see 4.3). For the sake of making objective evaluations, translations with any
one of these propositions should not be ruled out as the criteria would be based on the stylistic
analsis but not the translation methods. So the selection of the six English translations of the
ancient Chinese poem by various translators covered translations by all these three translation
approaches. In this research, for the purpose of making objesthaations of poetry translation, |
designed two approaches which employed different stylistic theories (see 4.4). In Chapter 4, |
answered the second research question through a discussion data and two methods to make

evaluation of the quality of poettyanslation from ancient Chinese to English.

RQ 3 concerns the possibility of making a framework for the objective evaluation of poetry
translation from a stylistic perspective. This question is answered by the two approaches designed
in this researchrhe first approach was designed to make objective evaluation of poetry translation
quality by comparing the target texts against the source text. Based on the theoretical investigation
of universality, the validity of the first approach was supported byctgnitive stylistic theory of

figure and ground (see 4.5.1) and the fact that the cognition of physical locative relations is
universal. By setting locative relations presented in the source text as the reliable reference for the
evaluation, | was ableotobjectively evaluate the faithfulness of the target text by comparing

locative relations presented in the target texts against a reliable reference point.

&KDSWHU UHYHDOHG P\ LQWHUSUHW CsiebdrSHehgRMan\DKHG DVDIEH +
locaive relations presented in the source text. The six target texts were analysed using the cognitive
stylistic theory of figure and ground in Chapters 6. Chapter 6 included the cognitive stylistic
analyses of the target texts by native Chinspeaking trariators, by teanwork translators and by

native Englishispeaking translator. The evaluation of the faithfulness of all six target texts was
made on the basis th#éfte more cognitive stylistic features in the target text duplicating the

cognitive stylistic éatures presented in source text, the more faithful a target text is. This answers
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the third question; namely that a framework can be made for the objective evaluation of poetry
translation from a stylistic perspective. According to the evidence fourfteicdgnitive stylistic
analysis (see 8.3), the outcome of the evaluation with the first approach # taary Song To

A Slow Sad Tuné E\ . HQQHWK 5H[UR WHs the mQsli faitihf{ anslation arfBheng
ShengMan E\ ;LDQ\L <DQJ b évaMateda® the least faithful translation in terms

of the locative relations and related effects (see 6.5).

RQ 3is further answered by the second approach designed in this research. The second approach
was designed to compare the target textsnagaach other for the purpose of making objective
evaluations of poetry translation. Although van PeE¥98:73 agrees that foregrounding is a
stylistic feature which can be observed in different languages because it is universal, | argued (see
4.4.2) that foregrounding might be inappropriate in evaluating faithfulness of the target text because
the linguistic syeem of the source language might not be the same as that of the target text.
However, based on the linguistic system of the target language as a reference, | was able to make
objective evaluations by comparing the target texts, which share the sametsgijragainst each

other. Chapter 7, thus, discussed how the foregrounding features observed in the target text
enhanced negativity, which is the tone of the source text (see 5.2). Based on the linguistic
foregrounding features occurring in the targetdgxtmade evaluations on the basis of how this
linguistic evidence, via deviation and parallelism, was able to convey the negative tone of the
source text. The result (see 7.3) showed that, between these targef iR Z 60ORZ 6RQJ’
Yuanchong Xy Sheng Sheng Mah E\ =KRQJMLH ;X DQG 6RUURe&allated RKQ 7
DV PRUH HIILFLHQW WUDQVODWLRQ WK DRQWear® BongdoRIAow X QH”
Sad Tuné E\ . HQQHWK 5H[URW Kin tetin® df W Xo€edrounding features make
readers aware of the general attitude of the source text. With the methodology described in Chapter

4 and the data analyses in Chapt&T, the third research question was answered.
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The frameworks based on the two research designs conducted in thicdmeles summarized as

below:

The analytical framework for making evaluation of poetry translation from ancient Chinese into

English from a cognitive stylistic perspective includes three parts.

Part One. Analyse the source text (ancient Chinese poefngithesis)

1. Note down any locative relation(s) you can find in the source text

2. ldentify whether the locative relation(s) contains image schema(s) and what image

schema(s) they are (for example, IN image schema, OUT image schema, or UP image

schema).

3. Forthose who contain image schema(s), explain how the figure moves in the contrast of the

ground

4. Explain what conceptual prominence(s) the moving process can produce

5. ) XUWKHU H[SODLQ KRZ WKH FRQFHSWXDO SURPLQHQFH P

of the source text

6. Summarize the analyses of the presence(s) of image schema(s) and the stylistic effect(s)

observed in the source text
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Part Two. Analyse the target text (English translation in this thesis)

1. Apply the same analytical procedure demonstrated in Part One to the target text

2. Repeat the same analysis to each target text if more than one

3. Summarize the analyses of the presence(s) of image schema(s) and the stylistic effect(s)

observed in the targégxt(s)

Part Three. Set the criteria of evaluation

1. Set the particular aspect of the evaluation (for example, how faithful the target text is to the

source text in this thesis)

2. Once the aim of the evaluation is decided, explain the detailed criteriax@mple, under
the criteria of faithfulness, the evaluation of this thesis was based on two elements: the form

and the effect of the image schema)

3. Use the summary of Part One as comparison references for the evaluation

4. Make the evaluation by compagirthe summary of the target text(s) (Part Two) against the

summary of the source text (Part One)
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The analytical framework for making evaluation of poetry translation from a linguistic stylistic

perspective includes three parts.

Part One. Analyse tharget texts (English translations in this thesis)

1. Analyse each target text by using the checksheet offered by Short (1996:34)

2. Summarize the foregrounding features observed in the target texts

Part Two Set the evaluation criteria

1. Set one or more asgs regarding the source text on which the evaluation is based (for
example, whether the target text is able to convey the negative tone of the source text in this

thesis)

2. Explain the details of the criteria (for example, only those foregrounding feathesre

associated with the negative tone are counted for the evaluation)

Part Three Make the evaluation

1. In the summary of the foregrounding features for each target text, make a selection based

on the evaluation criteria set in Part Two
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2. Make the evlation by comparing the selected linguistic stylistic evidences observed in

each target text

The above recapitulation shows that this study has succeeded in answering the research questions.
By answering these questions, objectives 1 and 2 are thactiyved. Based on the objective
evaluations made in this research, objective 3 is achieved by making the following suggestions:
1. Under the criterion of faithfulness, duplicating the cognitive stylistic features of image
schema presented in the source edbles readers of target language to faithfully interpret
the source text and receive the same cognition of reading the source text as readers of the
source language do.
2. Under the criterion of expressing the tone of the source text, using the linglisicsty
features of foregrounding in translated text enables readers of target language aware of the

general attitude of the source text more efficiently.

In the next section, | will discuss the original contribution this thesis makes to our knowledge of

poetry translation evaluation.

8.2 Strengths of the research

This research contributes to improving the subjective evaluation of poetry translation in China by
incorporating stylistics. The contribution is made on two perspectives: theoretical sigmfiezual

methodological significance.
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8.2.1 Theoretical significance

This thesis challenges the existing problems and theories regarding evaluating poetry translation
from ancient Chinese to English. As the literature review showed, subjective critexibden used

to make evaluations of poetry translation in China for nearly a century. However, due to the absence
of systematic theoretical investigations of translation study, the subjective issues are not improved.
Thus, this research was aimed at prgvihe possibility of making objective evaluation of poetry
translation from ancient Chinese into English. The problematic issues of the traditional evaluation
in China are centred on spiriélated criteria which are indefinable. Under these ambiguowesiarit
evaluations are consequently subjective. This unilateral development has led Chinese translators to
EHOLHYH WKDW WKH p6SLULW 6LPLODULW\Y LV WKH KLJKHV
explain what that is. To improve on this, this thelsés integrated stylistics with translation
evaluation. By doing so, | have been able to point out the stylistic features in the source text and the
target texts by carrying out stylistic analyses using two stylistic theories. These stylistic features
basel on the texts themselves were referred as evidence for the purpose of evaluation. The
outcomes of the evaluation based on the stylistic evidence were objective in comparison with the
WUDGLWLRQDO EHOLHI RI puSRHWLF Vrisdnd dataffledGEXpthndtidh (ke& vV V\
Short & van Peer 1999). Hence, the theoretical significance of this research suggests that,
incorporating stylistics with evaluation of poetry translation from ancient Chinese into English, it is

possible to make objectivadgements which are supported by reliable evidence.

8.2.2 Methodological significance

| would contend that one of the strengths of this thesis lies in its empirical approach. It has

integrated the review of translation in China and in the West, thetrdeeelopment of stylistics,

and the evaluation of poetry translation into one research project. There are various studies
concerning the developments of translation in China and in the West, such as Zhang (2004) and
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Gentzler (2001). But this research geih out the problematic issues of translation studies in China
from a historical perspective. It also made a comparison between translation development between
China and the West and pointed out the possible solutions for these issues from a Western
perspetive on translation study. The previous studies, such as Hmsee (2006), focus on
evaluating Western languages by stylistic approaches. This research explored a new approach to
making evaluations of poetry translation of ancient Chinese into Engl@n f stylistic
perspective. The target texts selected for this research covered translations by three different
translation propositions relating to the practice of translating ancient Chinese poetry into English,
rather than narrowing the range of thegtd texts into one of these three approaches. The selection

of the target texts also included translations by native Chssaking translators, native Enghsh
speaking translators and team work translators. By so doing, this research does notonk out
particular type of translation and offers a method of evaluation which is applicable for all
translations. The frameworks in this thesis were designed on the basis of the cognitive stylistic
theory of figure and ground, one of the latest developmerstylistics, and the preminent
linguistic stylistic theory of foregrounding. Based on the analytical frameworks employed, this
research made the evaluations of the poems not only by comparing the target texts against the

source text, but also by compayithe target texts against each other.

8.3 Limitations

In the previous section, | discussed the strengths of the research and the original contributions this
thesis makes to the field of evaluating poetry translation from ancient Chinese to Engsigite De

the merits, it should be noted that, due to constraints of existing resources, there are limitations of
the research that warrant consideration. Objective evaluation is a rarely explored area in the

evaluation of poetry translation from ancient Csménto English. Due to the existing theories and
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beliefs that have been practised in China for nearly a century, it has not been easy to find relevant
resources to assist the purpose of this research. But since the research is the first to break new
grourd in the area, it needs to be viewed as preliminary and exploratory. Further efforts are needed

to revise and improve different aspects of this research.

The first drawback of this research lies in the scope of the data it has covered. As a gualitativ
project, the data for this research is relatively small consisting of one ancient Chinese poem and its
six English translations. As mentioned in section 4.4, the poem selected for this research belongs to
a specific type of ancient Chinese poetry, namgfbA\ULF OHWHUVY /LX 7KF
FKRLFH RI1 /\UISkengBWwehyUWEan3ZDY DSSURSULDWH IRU WKH SXUS:¢
However, it does not rule out the possibility of using other type of ancient Chinese poetry such as
IbHIXODWHGiuabe8: ¥ ZKLFK , GLVFXVVHGULOD RBEWE W W UV HRIL
1966:32) as the source text to make evaluations of their English translations. Due to the limitation
of the research scope, this thesis is only able to explore the evaluation oh Egigdations of one

type of ancient Chinese poetry, and therefore only able to make specific claims about-this sub
genre. As an exploratory piece of research,silection of the target texts in this thesis tried to
include translations by all possibég@proaches, such as various translators and various translation
directions. But the outcome of the evaluation made of the six translations in this thesis cannot
UHSUHVHQW DOO WKH WUDQ YV O D 8heRyGWerg M K)HR D Q RLVHADDAD BH L
might be other translations that might be evaluated as being more faithful than the target texts

examined in this thesis.

The second drawback is the objectivity of the research. Completely objectivity is impossible in
stylistic analysis, as even prament stylisticians point out (see, for example, Short, M. and Van

Peer, W. (1999). To maximize obijectivity, this research has structurally followed the frameworks
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designed in Chapter 4 to ensure the examinations were carried out using a reliable prBo¢dure.

the stylistic features in both the source text and the target texts were selected by me as the only
researcher of this thesis. This could be improved if more than one researcher was involved in a
similar research project in future. Being a bilinguedaarcher has facilitated me in every stage of

the research process from literature review to data analysis. | was able to translate Chinese
resources including the source text and quotations in Chinese into English without much difficulty.
However, for inerpretations of the English translations, it would be ideal if native speakers of
English were involved in the process of interpreting the target texts to avoid any chance of

misinterpretation.

The third drawback concerns the limitations of the theories applied in this research. The cognitive
stylistic theory of figure and ground focuses on the presences of locative relations in texts. Based on
the fact that physical locative relations are urseérthis research was able to objectively evaluate

the English translations of an ancient Chinese poem, which contains adequate locative relations,
under the criterion of faithfulness. The specific reference to image schema might narrow the
feasibility of making the evaluation to poems that include adequate locative relations only. The
linguistic stylistic theory of foregrounding might be applicable to a wider range of translations, but,
as discussed in Chapter 4, it might be difficult to be used to jindgfithfulness of a target text to

the source text. To sum up, the limited time, manpower, available relevant resources and the
exploratory nature of the research have caused some shortcomings and weakness of this project.

These limitations, however, @ff valuable perspectives for future directions.
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8.4 Directions for future research

2EMHFWLYH HYDOXDWLRQ LV D KLJKO\ UHOHYDQW WRSLF LQ
in China has resulted in a scarcity of studies and knowledge #b®his has opened up avenues

for many research opportunities into the field. Some of them might involve following up this initial
research to expand our horizons concerning this area. From the experience of this research, three
directions are identifiedor further research endeavours to broaden and deepen the investigation
into the field of making objective evaluations of poetry translation. They can be summarized as

follows:

1. Expanding the scope of the data

As mentioned in the previous section, tieta in this thesis is limited to one particular ancient
Chinese poem and its six English translations. Due to the limited resources, it is not the aim of this
thesis to claim that the research models conducted in this research are applicable on data drawn
from various Chinese genres dating from various periods. But similar studies (for example,
evaluation based on image schemas or foregrounding features) could be carried out to evaluate
other genres of ancient Chinese poetry with potential wider rang&ngiish translations for

further research. The frameworks designed in this research could possibly be applicable to make
evaluations of poetry translations between other languages too; for example, French translations of
Japanese poetry. Other than podtrgight be also feasible to evaluate translations of various other
genres, such as prose or fiction between various languages. These research areas could potentially

benefit from the framework summarized in this thesis.

2. Expanding the scope of connjgan
Employing two stylistic theories, this research made evaluations of poetry translation from two

particular stylistic perspectives. As mentioned, they both have limitations in terms of making

274



objective evaluations. Further research could explore thssilplities of making objective
evaluations from other stylistic perspectives. For instance, it ought to be possible for research to
evaluate poetry translation by making comparisons of other universal features from a stylistic

perspective.

3. Improvingtranslation techniques

The third objective of this thesis is to make suggestions about how to improve translation
techniques based on the objective evaluations provided. | have summarized two points based on this
research into this task. For studiegrahslating ancient Chinese poetry to English in future, based

on the outcome of the evaluations, it might be possible to further suggest more translation

techniques to improve translation quality.

The suggestions above are by no means an exhaustivEhlest.esearch potentials of this rarely

explored field are numerous. This thesis aims to motivate further axgdiog research for the

purpose of cultivating and broadening this culturally important area of study.
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Appendix 1

Pronunciation of initials

Pinyin

IPA | Explanation

[p] Unaspirateg, as in pit

> S strongly aspirateg, as inpit

[m] as in Englishmummy

[f] asin Englistfun

[t] Unaspirated, as in $op

> W strongly aspiratetl as intop

[n] as in Englismit

[l] asin EnglisHove

[K] Unaspiratek, as in Kill

> N strongly aspirated, as inkill

like the Englishh if followed by "a". It is pronounced roughly like tfgcotgh anc

Xl

Russiano(Cyrillic "kha™)).

No equivalent in EnglishLike g, but unaspirated. Not thiein jingle. Not thes in

[t (| Asia, despite the common English pronunciation of "Beijing". The sequence

similar the Japanese pronunciatio3 )chi(whenunaspirated).
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No equivalent in English. Likeheek, with the lips spread wide wige Curl the tip o

q [t (€
the tongue downwards to stick it at the back of the teeth and strongly aspirate.

No equivalent in English. Likehe, with the lips spread and the tip of your tor

X curled downwards and stuck to the back of teeth when yoeesdaye sequence "x

is the same as the Japanese pronunciat(@)shi.

j or dr in English with no aspiration (a sound betwgeke anddrew, tongue ti

zh |[t]]

curled more upwards); similar toege in American English but not voiced

as inchin, but with the tongue curled upwards; very similar totuma in Americal
ch tTE
English, but strongly aspirated

as inshoe, but with the tongue curled upwards; very similar tosimar Americar
sh
English

Similar to the Englislz in azure andr in reduce, but with the tongue curled upwa

r like a cross between English "r" and French "j"|Qwrillised Chinesghe sound i

UHQGHUHG ZLWK WKH OHWWHU

z [ts]| Unaspirateat, similar to something betweendsand cés

c > Wlike the Englishts in cas, but strongly aspirated, very similar to the Potish
S [s] asinsun

w [w] as inwater.*

y [ asinyes.*

[] new syllable*

* Note onw, y,and the apostrophe
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Y and w are equivalent to the semivowel medialsu, and G (see below). They are spelled
differently when there is no initial consonant in order to mark a new syll@piguanis fan-guan,
while fangwanis fang-wan (and equivalent téfang-uan). With this convention, an apostrophe only
needs to be used to mark an initle,or o: Xi'an (two syllables:[ (.an]) vs. xian (one syllable:

[ (n]). In addition,y andw areadded to fully vocali¢, u, andi when these occur without an initial
consonant, so that they are writignwu,andyu. Some Mandarin speakers do pronoungé ar [w]
sound at the beginning of such wokdthat is,yi[i] or [ji] , wuu] or [wu], yuly] or [ %], 2 so this is

an intuitive convention. See below for a few finals which are abbreviated after a consonatiplus

or y/i medial:wenenC+un,wein,C+ui, wengi, C+ong,andyouou C+iu. Pronunciation of finals

The following is a list of finals irtandard Mandar|rexcepting most of those ending withra

To find a given final:

1. Remove the initial consonath, ch,andshcount as initial consonants.
2. Change initiaw to u and initialy to i. Forweng, wei, youpok underong, ui, iu.

3. Foruafterj, g, x,ory, look underi.

Form
Pinyin [IPA | with|zero Explanation
initial
-i is a buzzed continuation of the consonant followingez s, zh, ch,
[1,
i (n/a) shorr-.
[
(In all other words;i has the sound ofdg this is listed below.)
a >$Ca as in "fther"
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ai

ei

ao

ou

an

en

ang

eng

ong

[T o

[1 (0

[ak ai

H@ ei

>¥ ao

RX@ ou

[an] an

>0 ten

>$ ¥ang

[ 6% (eng

[\ % (weng

Approximately as in dffice” in British accent; the lips are much m

rounded.

a back, unroundestowel, which can be formed by first pronouncin

plain continental "o"[AuE[and|NZE|law) and then spreading the |

without changing the position of the tongue. That same sound i

similar to English "dh", but not as open. Many unstressed syllable

Chinese use tTﬂhWEP %%d@n), and this is also written &s

as in "k&t". Only used in certain interjections.

like English "eye", but a bit lighter

as in "rey"

approximately as in ‘mv"; thea is much more audible than tbe

asin"®"

starts with plain continental "gA(E|andNZE|bud) and ends with "n"

as in "talen"

as in Germari\ngst including the English loan worahgst(starts with th

vowel sound indther and ends in t?EIar nasallike song in Americar

English)

like e above but with ng added to it at the back

starts with the vowel sound imbk and ends with the velar nasal soun

sing
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er

iao

ian

iang

ing

ua

uo

uai

># er

] i

AD@ ya

A]  (n/a)

3 vye

A3\ yao

ARXC you

3n] yan

[in] yin

A$3€ yang

> L ¥ying

[u]  wu

0@ wa

] wo

Ak wai

as in "teachr" in American English

Finals beginning with i (y-)

like English kee

asi + a; like English Yard"

ag + plain continental "0". Only used in certain interjections.

asi + & but is very shorte (pronounced liked) is pronounced longer a

carries the main stress (similar to the initial soyath yet)

asi +ao

asi + ou

asi + é+ n; like Englishyen

asi+n

asi + ang

asi but with ng added to it at the back

Finals beginning with u (w-)

like English "00"; pronounced agy] afterj, g, x andy

asu +a

asu + o; theois pronounced shorter and lighter than indHmal

asu + ai like as inwhy
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ui SXHCE wei

uan SDQwan

un ek wen

uang ¥$¥%wang

(ong >¥6%weng

u 0 |yl

yu

ue, Ue X|° Cyue

uan 3] yuan

un [yn] yun

iong A % yong

asu + ei; here, the is pronounced likei

asu + an; pronounced aganly ] afterj, q, x andy

asu + en; like theonin the Englishwon pronounced agn[yn]afterj, g, x

andy

asu + ang; like theangin Englishangstor anger

asu +eng

Finals beginning with U- (yu-)

as in Germaniben" or French Une" (To get this sound, say "ee" w

rounded lips)

asi + & thed is short and light

asi + é+n;

asu +n;

asi +ong
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