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On Representing Aesthetic Values
of Literary Work in Literary Translation

HUIJUAN MA
Beijing Foreign Studies University, Beijing, China
mahuijuan@bfsu.edu.cn

RESUME

La beauté de la traduction littéraire est déterminée par la nature artistique du texte ori-
ginal. Ainsi, la représentation des valeurs esthétiques du texte original doit étre considé-
rée comme |'objectif ultime de la traduction littéraire. Le présent article se fonde, sur le
plan théorique, sur les éléments esthétiques formels et non formels de la littérature
classifiés par le traductologue chinois Liu Miging ainsi que par la philologie chinoise
traditionnelle et la stylistique littéraire moderne. Il explore en détail les méthodes de
représentation des valeurs esthétiques littéraires sous deux angles, soit les marques
esthétiques formelles et les marques esthétiques non formelles. Il révéle que, puisque
dans une ceuvre littéraire les marques formelles et non formelles sont vraiment insépa-
rables, une combinaison adéquate de celles-ci peut produire une solution satisfaisante.

ABSTRACT

The beauty of literary translation is determined by the artistic nature of the original work.
Therefore, how to represent its aesthetic values should be considered the ultimate objec-
tive of literary translation. This paper, which is theoretically based on formal and non-
formal aesthetic constituents of literature classified by the Chinese translation theorist
Liu Miging as well as traditional Chinese philology and modern literature stylistics, dis-
cusses extensively how to succeed in representing aesthetic values of literary works from
two aspects, i.e., formal aesthetic markers and non-formal aesthetic markers. It also
points out that since in a literary work formal markers and non-formal markers are really
inseparable, the proper combination of the two can provide a satisfactory solution.

MOTS-CLES/KEYWORDS

traduction littéraire, valeurs esthétiques, marques esthétiques formelles, marques esthé-
tiques non formelles

literary translation, aesthetic values, formal aesthetic markers, non-formal aesthetic
markers

It is commonly acknowledged that a literary work is a creative art of language.
Without the inherent elements of aesthetic values the literary work cannot be termed
as an art. Lu Xun, a great Chinese writer, says that literature is an art of beauty with
three beautiful features, i.e., beautiful thought that appeals to the heart, beautiful
sound that pleases the ear, and beautiful form that attracts the eye (Xu 1989: i). Leech
and Short (1981: 23-24) present an equation to illustrate the crucial role of stylistic
values in literary work:

SENSE + STYLISTIC VALUE = (total) SIGNIFICANCE

Sense here refers to “the basic logical, conceptual, paraphrasable meaning”; sig-
nificance refers to “the total of what is communicated to the world by a given sentence
or text,” and stylistic value is “a writer’s choice to express his sense in this rather than
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that way” (Leech and Short 1981: 23-24). According to Leech and Short, it is stylistic
value that distinguishes the uniqueness of a literary work. To illustrate this point, let
us see a much-quoted sentence by the Founding Father Thomas Paine, and its four
paraphrases by the American writer E. B. White:

These are the times that try men’s souls
(Paine 2006)

Times like these try men’s souls.
How trying it is to live in these times!
These are trying times for men’s souls.
Soulwise, these are trying times.

BN =

(Strunk and White 1972: 60)

The four paraphrases (1-4) are grammatically perfect statements, expressing the
basic idea of Paine’s sentence. However, each of the four versions proposed for com-
parison is, as White puts it, “marked for oblivion,” while the original has been quoted
and requoted for over two hundred years and is now well along into its third century
(Strunk and White 1972: 60). The success of Paine’s writing is due to its stylistic value,
i.e., the proper arrangement of words and its sound effects. Similarly, if a translated
literary work possesses no aesthetic value, it would read dull and tasteless, and be
doomed to oblivion. Let us look at two examples:

(1) Ignatiev saw red: this was the man who had killed Sedov, who in a single night had
set fire to a big and lovely city, who had murdered the beautiful Ukrainian girl,
who had trampled down the field, razed the white cottages, brought shame and
death to the people. (Vasili Grossman: The People Immortal)

V1: BHRIRZR IR RIS A6 T, —ERIX N RICHFER, M7 gk
BERE—E IR, ARBE A SENIIN S0 25T, A B AT, RSB Ay
IEAGE KA FIFET (Translated by Li Ling)

V2: PSRRI NI, SFMIRZL, AR FEE RN, JEIX Sk — R ISR
T RIS RIS A, AT T SSRRNIN  50 2Bl A, R IRk e 742
HE, S TGRS, AR, RIS (Translated by Mao
Dun)

V1 merely translates the sense of the original text, but fails to express the feeling
of the character. In comparison, V2 successfully conveys the character’s deep hatred.
By putting the original emphatic sentence this was the man who...who...who... into
parallel structure %...[0, JE XSk —RLIMBEK T W, RFH T, 2R
ths BEE ..., IR TR, WA XS, the translator of V2 highlights the hero’s
indignation at the atrocity of the enemy. In addition, V2 satisfactorily represents the
rhythm of the original text (Zhang 1987: 127).

@) —HART, LS B A SR R, AR T, BEHEDE, AN AN,
BEFRIANE 24, QIRDT TR 7M. ST (20 220D
V1: Pao-yu had already run up to the screen-lantern and was prancing about like
a monkey freed from its chain, pulling different riddles to pieces. (Translated by
Xianyi Yang and Gladys Yang)

V2: And the words were no sooner out of her mouth than Bao-yu leaped up from
his seat and over to the screen and began criticizing the riddles on it — this one had
a line wrong here - that one’s words didn’t suit the subject — pointing with his
finger and capering about for all the world like a captive monkey that had just been
let off its chain. (Translated by David Hawkes)
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At the Jia family get-together on the day of the Lantern Festival, Bao-yu dared
not to talk and laugh as he pleased, overwhelmed by the presence of his severe father
Jia Zheng. The moment his father was dismissed by Grandmother, Bao-yu jumped
out of his seat and began to air his views about the riddles. Although both versions
convey the metaphor UI[FJT T8i¥I% 1 (The Yangs put it as prancing about like
a monkey freed from its chain, and Hawkes renders it as capering about for all the
world like a captive monkey that had just been let off its chain), the Yangs’ version, to
my mind, is not as vivid as Hawkes’, for Bao-yu’s actions $i5F- i}, {ifi 1L P, X4~
AN, MBI ANE Y are rendered merely into pulling different riddles to
pieces, without preserving the original imagery; whereas Hawkes’ translation, began
criticizing the riddles on it - this one had a line wrong here — that one’s words didn’t
suit the subject — pointing with his finger, successfully represents Bao-yu’s great rejoic-
ing in his father’s absence.

The two examples above strongly indicate that the quality of literary translation
depends on the successful representation of aesthetic values. Only when aesthetic
values of the original text are satisfactorily conveyed in the receptor language can
the reader of the translated text have similar response as the original reader. Liu
Shicong (2000: 73) says that literary translation requires “not only linguistic correct-
ness, but also aesthetic appeal.” Zhang also claims that in literary translation, many
factors that have to be considered

fall in with aesthetics and art. In a word, to neglect the artistic nature of literary trans-
lation is to neglect its social function and, if that is the case, it is bound to end up in
formalism of translation, thus reproducing works that are linguistically correct but
artistically pale and weak (Zhang 1987: 16; translated by Liu Shicong).

There is no exaggeration to say that the success of literary translation depends to a
large extent on the successful representation of aesthetic values, and transference of
aesthetic elements is the prerequisite of a literary translation.

As early as the seventeenth century, John Dryden stated that the translator
should make his translation graceful “by the spirit which animates the whole” (Kelly
1979: 206-209). C. W. Orr likened translating to painting, and claimed that the
painter did not reproduce every detail of the landscape, but selected what seemed
best to him. Likewise, the translator sought to embody in his own version “the spirit,
not only the letter” (Nida 1964: 162). However, up to now, there are few systematic
or satisfactory discussions about the transference of stylistic values in the west (Snell-
Hornby 1988: 119-120).

By comparison, in the field of traditional Chinese translation theory there have
been abundant discussions about transference of aesthetic values or spirit. From Yan
Fu’s faithfulness, expressiveness and elegance through Lin Yutang’s fidelity, smoothness
and beauty to Zhu Shenghao and Fu Lei’s spirit resemblance and Qian Zhongshu’s
sublimation, all emphasized the importance of transference of spirit in translating.
In a sense, the focus of Chinese traditional translation theories is on the successful
representation of the spirit or aesthetic values of literary text. Regrettably, most dis-
cussions about spirit transference have not gone beyond the sphere of the translator’s
subjective perception and appreciation. Such terms as ff, &8, #7), #iLl, fLE5E,
borrowed from Chinese classic literary criticism and painting criticism, are charac-
terized by fuzziness and do not provide any practical approach as to how to reach
for the objective of spirit resemblance.
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There is no denying that it is not an easy task for the translator to convey the
aesthetic values of literary work. Sidney Shapiro, the translator of Outlaws of the
Marsh, says, when talking about the difficulty of literary translation, that what com-
mon readers want from a translation of a foreign classic, “in addition to the story
itself, is the ‘feel’ of an ancient people in a distant land, a sense of the style of the
original. That, for the translator, is infinitely more difficult than a mere accurate
rendition of plot-line” (Shapiro 1993: viii). Difficult as it is, this does not mean that
it is not possible to represent aesthetic values. As V2 in the examples above illustrate,
the competent translators have done it very well and produced a number of excellent
literary works for us. In the following section, we will examine how aesthetic values
of literary works can be transferred in another language.

Liu Miqing has classified aesthetic values into formal aesthetic constituents and
non-formal aesthetic constituents. Formal constituents are visible and audible; while
non-formal constituents are “of a non-material nature that cannot be felt by intuitive
association (EL I AH) alone but by intuitive imagination (LA 4) - the upgraded
intuitive association” (Liu Miqing 1995: 7). Liu’s classification is insightful, pointing
the way to the objective analysis of aesthetic elements of literary work in a scientific
manner. Based on his classification, the transference of aesthetic values can be dealt
with from two aspects, i.e., formal aesthetic markers and non-formal aesthetic mark-
ers. Formal markers are perceptible aesthetic features, which can be identified by
salient formal features such as choice of words, syntactical structures and textual
construction, etc. The translator can make every effort to produce a functional
equivalent translation in terms of aesthetic effect of formal markers. Non-formal
markers are intangible aesthetic features that the reader can feel, but find it difficult
to pinpoint where the beauty resides in a text. Such terms as JXUF, 5T, Kififl, #i{
in traditional Chinese classical aesthetics are the most appropriate expressions in
describing these features. These remarks NG, RAFXIR (The spirit flows with-
out expressions of words), -4 i, JTLEE I 3K (The reader cannot trace the word for
the spirit of a literary text) actually refer to non-formal aesthetic elements in literary
work. A great work of art possesses these two kinds of aesthetic markers, hence the
quality of literary translations depends in large measure on the successful represen-
tation of these aesthetic markers. In the following section, we will deal with at length
how these features can be satisfactorily transferred into another language.

1. Transferring formal aesthetic markers

As artistic beauty of a literary work is achieved through language, the translator can
give an objective analysis of detailed working of its stylistic effects by means of lin-
guistic description, and recognize where the beauty resides in the text. Liu Xie, an
ancient Chinese philologist, states that the spirit of a text can never go without lan-

guage:

Sentences are made up of words, paragraphs of sentences and a whole article of para-
graphs. That an article is excellent is due to its flawless paragraphs, that a paragraph is
fine is due to its blemishless sentences and that a sentence is good is due to proper
words (Liu Zhongde 1991: 123; translated by Liu Zhongde).

Formal aesthetic markers are perceptible through choice of words, syntactical struc-
tures, rhetorical devices and texture of a text. In my view, the translator can convey
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aesthetic values by means of formal makers at five levels, namely, phonological,
lexical, syntactical, rhetorical, and textual level.

1.1 Phonological level

Phonological beauty is one of the important elements that contribute to the artistic
quality of literary work. The British writer W. Somerset Maugham states, “words have
weight, sound and appearance; it is only by considering these that you can write a
sentence that is good to look at and good to listen to” (Wu, Ding et al. 1980: 78). Zhu
Guanggian (1984: 356) also says that the spirit of language depends largely on sound
and rhythm, which are the most direct means to convey the feelings of the writer
and the flavor of the text. If a translator wants to achieve an equivalent effect at the
phonological level, he should strive for the representation of sound effect and rhythm
of the original in his work. Let us look at some examples:

() HETBARINRD  HrElvbmEid, Wt —— ML W BRI A, ...
ST IR, AERkR. ) I N RSB RIEE T0oR. .. ANNEI 20752
PRI, BRNADKR T, XTSI Phet, Phed!

CrJi (D))

V1: They crowded forward to break against the beach. Then their troop scattered,
spraying angry white foam [...] Clarion battle cries rose up from below the sea-wall.
[...] The wind which had flown off somewhere abruptly came back, this time as if
sounding a tattoo on a drum. (Translated by Niu Jin)

V2: They rush to the sandy beach-splash! The marching ranks scatter and burst
into angry spray. [...] Rumble-rumble beneath the jetty a battle cry bursts forth.
[...] The wind, having gone no-one-knows-where, suddenly returns, returns as a
beating drum: boom-lum-lum, boom-lum-lum! (Translated by Hao Qicheng and
Katherine Boller)

There are three types of prose: prose of feeling, of sound and of shape. The excerpt
from Mao Dun’s Dusk belongs to the type of sound. When reading it, one can hear
various sounds in the sea before a heavy storm. By reproducing the correspondent
onomatopoeia (such as splash for Wi, rumble-rumble for “¥[#% %, and boom-lum-
lum, boom-lum-lum for ¢, L"), the translators of V2 strive for an equiva-
lence of sound effect. By comparison, V1 fails to convey the sound effect of the
original, for it does not reproduce the original onomatopoeia.

@ CNFAR) , SEREARBERE R 220K, A0 IR K. (HFFF (4L

PEAE) Zi10mD

At first they were rather slow and ceremonious; but gradually, as the conversation
grew more animated, their potations too became more reckless and uninhibited.
(Translated by David Hawkes)

The gentleman Zhen Shiying invites his poor friend Jia Yucun to have a drink
on the night of the Mid-Autumn Festival. The Chinese sentence reads pleasant to the
ear, and its rhythm is like flowing water, which is at first slow and then grows grad-
ually rapid, vividly depicting the scene of their drink. By using stressed and
unstressed syllables alternatively and adopting such sentence pattern as “At first...
rather slow and ceremonious” and “but gradually...more reckless and uninhibited,”
the translator succeeds in reproducing the rhythm of the original, reflecting the
phonological beauty of the Chinese sentence.
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1.2 Lexical level

Words play a significant role in transferring the spirit of a literary text. In order to
convey the spirit, the writer usually selects the most appropriate words to express his
meaning. The ancient Chinese writer attaches great importance to wording; and the
Western writer also suggests “every word tells” (Strunk and White 1972: ix-x).
Therefore, in translating literary works, the translator should pay special attention
to the diction of the writer, especially words which have special aesthetic effect. The
following two examples illustrate how the translators successfully represent the spirit
of the words with special aesthetic effects:
(5) BATWPHE RSB, TR HAS0R, I AR, T S s 6T, AR, W55
CHPL ML PRET . (BRI (AR D
I'am walking in the street and see two wretched scholars engaged in a hot argument
of words with their faces flushed and their eyes staring with anger as if they were
mortal enemies, and yet they still pretended to be ceremonious to each other, rais-
ing their arms and bending their waists in salute, and still using the most polished
language of ‘thou’ and ‘thee’ and ‘wherefore’ and ‘Is it not so?” (Translated by Lin
Yutang)

The empty words#, 1, 2, °F- are only used in classic Chinese language. It seems
impossible to produce a rendering that has an equivalent effect in another language.
Lin’s version is a success, because he adopts the archaic English words thou, thee and
wherefore and habitual expression is it not so to depict the two pedantic scholars. It
can be clearly noted that Lin’s rendering has retained the spirit of the original at the
lexical level.

(6) fiL—3t: “AGIAG, AHHAANI, IR, BRI X =N, FEfbLE,

AN T BRI M 05, & B NI CHTF (k) 28
24[A])

‘Nemmind!” said Ni Er. ‘Anyone been bothering you, Mist’ Jia, jus’ tell me and I'll
settle accounts with him for you! You know me. Ni Er. The Drunken Diamond.
Old Dime’ll look after you. Anyone this part of the town troubling neighbour of
Dime’s, don’t care who he is, guarantee put him out of business.’ (Translated by
David Hawkes)

Jia Yun is annoyed with his uncle’s refusal to lend him money when he runs into
his neighbor the drunken Ni Er. After Jia tells Ni he has been unfairly treated, Ni
promises to get revenge on the man who has wronged him. Hawkes vividly repro-
duces the drunkenness of Ni Er by using such irregular words as Nemmind, Mist,
jus’, Dime, and ungrammatical sentences as Anyone been bothering you. It is safe for
us to say that Hawkes’ version achieves the objective of equivalent effect.

1.3 Syntactical level

The writer resorts to various syntactical structures for artistic effects. In translating,
one should first analyze how the literary writer arranges his sentences, and why he
expresses his idea in this way rather than that way, then he may choose to follow
closely the original syntactical structure, or make some readjustments to convey the
artistic effect that the writer intends to accomplish.
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(7) BRI “TERENRE/D, BETTRERE: KIS AMESE, USRI THU WS T 2
], BUREIR T A o Jr 5 AR SR ARAk, NG S YA . Je 2
Py, ATLEtEZ ekfEr. (B TR (=R 0 210D
“The dragon,” Cao continued, “can enlarge and diminish itself, surge aloft or lie
beneath the surface of the water. Enlarged, it creates clouds and spews mist.
Diminished, it can veil its scaly form from view. Aloft, it prances triumphant in
the upper realm of space. Under the surface, it lurks among the surging breakers.
Now in the fullness of spring it mounts the season, like men who would fulfill an
ambition to dominate the length and breadth of the land. In this respect the dragon
can well be compared to the heroes of the age.” (Translated by Moss Roberts)

Cao compares the dragon to the heroes of his age. The first sentence narrates the
dragon’s four capabilities: to enlarge, diminish, surge aloft and lie beneath. The fol-
lowing clauses specifically describe the capabilities in parallel structures. The transla-
tor succeeds in representing the balancing beauty of the original by following closely
the Chinese syntactical structures and putting the expressions of the four capabilities
at the beginning of each clause, as the underlined words or phrases show.

(8) Let me come to the point boldly; what governs the Englishman is his inner atmo-
sphere, the weather in his soul. (George Santanyana, The Weather in his Soul)

VI 3R AT R N AT A e A S N EAT 2R AN O IR
o, M R B f%. (Translated by Liu Shicong)

V2: FAR T, 2 E AT IR AN O ERAL IR, R R
(Student’s Translation)

V3 FFIIUL LB s 25205 W AP FAT R H AL S A%, (Student’s
Translation)

The meaning of each version is more or less the same as the original, but, by
comparison, V1 is a more satisfactory rendering. Although V2 and V3 adhere closely
to the English syntactical structure, they are not so forceful as the original. The
translator of V1 highlights the emphasis of the original by using a rhetorical question
S AZEAR SEE R EAT AL A LIS 4, At R )UK, thus achiev-

ing an equivalent effect in terms of the force of the writer’s language.

1.4 Rhetorical level

Rhetorical devices are deviations of normal expressions, with the intent to create an
impact upon the reader by foregrounding. It is advisable for the translator to replace
rhetorical devices with their functional equivalents in another language. Otherwise,
the forcefulness of the original rhetorical devices will be impaired. For example:

(9) Intellectual assimilation takes time. The mind is not to be enriched as a coal barge
is loaded. Whatever is precious in a cargo is carefully on board and carefully placed.
Whatever is delicate and fine must be received delicately and its place in the mind
thoughtfully assigned. (Arlo Bates)

V1 WSRO, ARG OIS B ZE K. FRATIN Ot
S LTRE L, AR 2 WOBORS SRR A ZSUBURS, 1y FLEEAE SR el
%24, (Translated by Huang Ren)

V2: HUEIRT ZAE SR ) AR SRMANRE S R — B . et
TEUIN 2 Ns  VETHZTRG 1RSSR B B 2 el 22222
(Translated by the author)
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This paragraph consists of four sentences. In the second sentence, The mind is
not to be enriched as a coal barge is loaded is a basic metaphor. The third and fourth
are metaphorical descriptions of the means by which knowledge is acquired. In V1,
the metaphorical image is kept in the third sentence but lost in the fourth. In terms
of the overall effect of the metaphor, V1 fails to represent the rhetorical force. In
contrast, V2 more satisfactorily conveys the metaphorical images and retains the
wholeness of the metaphor in the original.

(10) FUIRFT JRT, PILXT R an e, LM AR NS, BSOS

I (LEHEAE) #13[a)

Arriving in haste at the entrance of the Ning-guo mansion, they found the gates
flung wide open and lanterns on either side turning the night into noonday. Despite
the hour, a multitude of people were hurrying through it in both directions, while

from inside the house issued a sound of lamentation that seemed to shake the very
buildings to their foundations. (Translated by David Hawkes)

When Qin Keqing, the favorite daughter-in-law of Jia Zhen, passed away, the
whole family was busy preparing for her funeral. Metaphor and hyperbole are
employed in this simple sentence. By putting the metaphorical expression i %] %E
MUIEIR as lanterns on either side turning the night into noonday, and the hyperbolic
expression R REILFEN as a sound of lamentation that seemed to shake the very
buildings to their foundations, Hawkes succeeds in rendering these two rhetorical

devices in his English version.

1.5 Textual level

At textual level, we are mainly concerned with cohesiveness and coherence. Since
Chinese and English belong to different language families, the links between sentences
in a Chinese text and in an English text are quite different. Nida rightly points out:

For Chinese and English, perhaps one of the most important linguistic distinctions is
the contrast between the hypotaxis and parataxis. In English and in most Indo-
European languages, a great deal of subordination is clearly marked by conjunctions
such as, if, although, because, when, in order to, so and so that. One may, however, com-
municate essentially the same concepts by means of parataxis; that is to say, placing
two propositions together without marking the relationship but indicating by content
what is the evident relationship (Nida 1982: 23).

Due to these differences between English and Chinese, the translator could add
connectives when translating from Chinese into English, or omit unnecessary con-
nectives when going the other way round. Besides conjunctions, other cohesive
devices (such as reference, substitution, ellipsis and lexical cohesion) also play a
decisive role in constructing a text. In order to produce a translation with good tex-
ture, the translator should pay special attention to the problem of cohesive devices
and coherence in translating. Here we will take a Chinese passage and its English
rendering as an illustration:

1) ARG, F 2 T BOF R RE KI5, sk, htEviR. Xt
e SIS N (NN | b o Sl B TR iU WV | i e P | LA B S
TR —RRTREREIT s SCUREARTRI SR, 25 e,
SR TN B Izl A T SEILA SR TR, FIEATEES, DUALSEE. 5
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DOAIATIIEAR . SUAEIX I, SN T XIMES, |2 RN A AR T g
1. 18634FE9H, ZXPA N BIAZ R, N HBE AL,

PR G, FRH A R T L2 T I, XA Y s i r il
AR L) HARVE AR 5, 4 [ Uz T A I I L () 48 18654F, 25 1H]
MIEEVT AR 71002 B L4, hiLra il s RO T 8.

[ T 2 MEAR TP A, %l‘ﬂﬁ‘f‘ﬁ@ﬁ%ﬁ‘%@%ﬁj o AP IR BEBGE BURM R IE
B2 RS2 > o T BURER YN TR, JUAEN GRS T120 8 B P22,
AT A VT P E 2 4 T E I CCEIEY)D

But Rong Hong returned only to witness a corrupted and backward government
and a weak and impoverished country. The stark reality set him worrying about
it and its people. He realized, by the sharp contrast between China and the West,
that if China ever hoped to become a strong and prosperous country, it had to
learn from the west. He had two things in mind then: one, China had to train
talents with a good knowledge of western culture and science; two, it had to intro-
duce advanced technology from the west to develop its national industry, com-
munications and transportation. He started to run about, trying to seek possible
means to this end. At that time Zeng Guofan was collecting people for his
Westernization Movement. He issued an invitation to Rong Hong who, in response
to his invitation, arrived in Anqing and joined Zeng in his campaign, in September,
1863.

Rong Hong suggested to Zeng Guofan that a machinery plant be set up and, as his
suggestion coincided with Zeng’s idea of opening a modern munitions factory in
China, he entrusted him with the mission of purchasing machines abroad. In 1865
Rong Hong purchased over one hundred machines from the United States, which
constituted the bulk of the equipment for Jiangnan General Manufacturing
Bureau.

Besides, he directed full attention to the training of people well versed in western
learning. Twice had he suggested that the Qing government send students to study
in the United States and, over the following years, the Qing government, adopting
his advice, sent 120 students on government funds and appointed Rong Hong as
Vice Superintendent for overseas students affairs. (Translated by Liu Shicong)

Rong Hong is the first Chinese ever to have graduated from an American uni-
versity. After graduating from Yale, he returns to China and devotes himself to the
prosperity of his motherland. The paragraphs above describe Rong’s major contribu-
tions to China, i.e., to introduce advanced technology and train talents. Though the
Chinese text employs few connectives, it is well constructed with lexical cohesiveness
and coherence as the underlined phrases show. The translator reconstructs the tex-
ture according to English textual convention (see the underlined words or phrases
of the English version). And paragraph transition markers are appropriately rendered
into English: 1) 2¢&[FI[H )5, FHT... If this sentence was translated as After he
returned to China, Rong Hong witnessed ..., it would be all right. But when we take
account of the last sentence in the previous paragraph, namely, ZJFHRE)E, %
5. ..... (121 74 E P14, such rendering is quite redundant. Liu’s translation But
Rong Hong returned only to witness...avoids redundancy, and makes a natural tran-
sition between paragraphs. 2) 2% /A/5, ARG EREEE T... Liv's translation
omits £|% /A7, but such omission is justified, because the last sentence in the previ-
ous paragraph (186359 H, 251 MW 2k %k, NG E#E K'E) has mentioned Rong’s
arrival at Anging. Suppose “F|'%[KX)7” was rendered, it would sound unnecessary.
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3) BR T 2XTRUTfC I, Z20RE |53 FE. .. This sentence could be rendered as
Besides establishment of modern industries, Rong.... However, since paragraph (2) has
elaborated on Rong’s contribution to the establishment of modern industry in China,
such rendering is inappropriate. Liu’s translation Besides, Rong... is really a natural
paragraph transition. To a certain degree, it is owing to the successful translation of
transition markers that the English version has a good texture.

2. Transferring Non-formal Aesthetic Markers

The beauty of a literary work is not merely restricted to formal aesthetic markers.
Non-formal makers also contribute to the aesthetic appeal. For instance, when read-
ing Su Shi’s poem “KYLAR 2, IS TH KRN R CEBURZREER ) ), one
teels the beauty of the line, though the beauty is not in the individual words, but in
the overall power and appeal which arouse the reader’s thoughts on remote things
(Liu Miqing 1995). This aesthetic appeal can be explained with the concept of yijing
(&:3%), which in traditional Chinese aesthetics and literary criticism refers to a har-
monious relationship between the writer’s personal feeling and the outside world.
The above-mentioned line does not simply describe an image, but embodies the feel-
ing and thought of the writer.

In fact, the writer’s feeling and thought play a significant role in non-formal
aesthetic markers. According to Liu Xie (2008: 232), “Languages are like leaves of a
tree, but the soul of a literary text is the writer’s feeling and thought” (T AkN, &
SEHE (APED ). Liu Shicong also points out:

The weightiness of a writing, however, is determined first and foremost by the profun-
dity of the thought and the loftiness of the moral character on the part of the author,
and its elegance and strength by the brevity, clarity and the appropriateness of syntac-
tic structure (Liu Shicong 2000: 70).

Although non-formal markers are characterized by fuzziness, they are not some-
thing mysterious that cannot be analyzed. In a sense, non-formal aesthetic markers
rely in large measure on the writer’s personality. Hence before translating, the trans-
lator should try to familiarize himself with the writer, and feel the way the writer
feels about what he writes. Only when the translator finds himself on the same wave-
length as the writer can he understand the particular attitude of the writer and grasp
the overall effect of the work, and reproduce non-formal aesthetic markers in another
language. It is a demanding job for the translator to do so, but this does not mean
that non-formal aesthetic markers cannot be translated. I will, in what follows, con-
centrate on the transference of imagery, of feeling and of tone to illustrate how
competent translators successfully represent the non-formal aesthetic markers.
(Nevertheless, non-formal aesthetic markers are not confined to these three aspects,
but involve many other aspects, such as feel and flavor of the literary text. Here I only
go into detail about the three important aspects.)

2.1 Translating imagery

Before our discussion about the transference of imagery, it is necessary for us to make
clear what is imagery. Briefly, imagery is an aesthetic object created by the writer. It
is not simply an image (either an object or a person), but is an artistic one that com-
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bines an objective image with the subjective feeling of the writer (“E %™/ & L EA
TR RN S 52, A 0V (AR ISR R TR IR (N Bk
P s MRS RS (R RZORLIN SR CGRUD 4 RITERIER). In a literary
work, it is the imagery that attracts readers’ attention and gives them aesthetic plea-
sure. In translating, it is essential for the translator to reproduce the original imagery,
for its representation ensures the transference of artistic values of the original text.
The Chinese literary translator Mao Dun says:

Literary translation is to reproduce the artistic imagery of the original in another
language so that the reader of the translation may be inspired, moved and aestheti-
cally entertained in the same way as they read the original (Liu Zhongde 1991: 104;
with my revision of Liu’s translation).

The importance of imagery transference can be illustrated by the following
example:

(12) There was nobody. Her words faded. So a rocket fades. Its sparks, having grazed
their way into the nights, surrender to it, dark descends, pours over the outlines
of houses and towers; bleak hillsides soften and fall in. But though they are gone,
the night is full of them; robbed of colour, blank of windows, they exist more
ponderously, give out what the frank daylight fails to transmit - the trouble and
suspense of things conglomerated there in the darkness; huddled together in the
darkness; reft of the relief which dawn brings when, washing the walls white and
grey, spotting each windowpane, lifting the mist from the fields, showing the red-
brown cows peacefully grazing, all is once more decked out to the eye; exists again.
I am alone; I am alone! She cried, by the fountain in Regent’s Park (staring at the
Indian and his cross), as perhaps at midnight, when all boundaries are lost, the
country reverts to its ancient shape, as the Romans saw it, lying cloudy, when they
landed, and the hills had no names and rivers wound they knew where - such was
her darkness... (Virginia Woolf: Mrs Dalloway)

VL PUR T IENBre WIS EIHR T, Dk mRi kR EATHHIN AR s,
WEBLAER 2R, TR, BN T DR RBFIRRIE; Tl LA,
HE TP SRinE— VI AW, SRStz b, REGROHE
W, Bile B e AN RIL, e TR O, RIS R MMEI T
SR —— BRI i B, AERRIE PRI A, Bl PR LT
BT NA IR S R B i DU BE PR RIS, RSN 7, DX B
% WAL R (A e e PE N o, — D)) B SRR Tt S DL TR,
MR T AT AR5 2GR I3 A0 BB [N /K30, i
(TG A AR ENEE R 520 , WVFLFAE RGN 7y, G T8 S, —1)
FrAHASIATAL, BT TR BB WIS, s8N\ G Bl W2
IRFES T4 FRIE, LTDEA%, DK AR, AR R ] ——IX A2 i O 1 2R
o (Translated by Sun Liang)
V2: S N AR BT SR R RV o I — MK B RV e R Y
BAEAE IR KA 2 S 2 TRAL T, SRS TE SRR, JRIFE AR Dy R R e
J3REk b5 SEu AL AN, S4B A JRIES, AR BN T2, A0
P eMSa . ENTRERE T, WG A T, e I my = e
AR, s I FD TR BE RO AP — —SREEAE TR | B2 L RIS
T PIBAIAE PR, 4IRIR 25 TR R (1R LIRS (R R G i E )
BRI, R RE—PRE Bn, N T S, W e B LA (R T,
TR TR ) — DR R AERE safF B ot H, SCHDHAFAE) e i — DA, LA
B A SR Dl (1P S 55 W [N B LA IS A B S AR5 2), A 72T
B0 I HIR A AR AR T, XA FE ORI AARHARDL, 1E20% 5 A A i, i
ARG, XAFEFKIEAL T, KA, TSTBESE AR ) o 7 —— i By
R RS s L (Translated by Gu Qinan)
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The writer employs the symbolic imagery of darkness to describe Lucrezia’s
loneliness. She feels lonely because her husband is mad and yet she has no friends to
talk to. The imagery of darkness appropriately reflects her feeling of loneliness and
helplessness. In V1, this symbolic imagery is not satisfactorily rendered, for except
the image of darkness there appears also the image of light (G DURE (1] A,
MR, KRBT B A7 27, RS ERLL (Y P AR e PRI, — D) S o
NS SO TR AT, Y TEAE. ), which strikes a discordant note in the
overall imagery. In V2, the image of light is put in brackets, indicating it is not the
focus of this paragraph and meanwhile the image of darkness is highlighted. The
translator Gu Qinan explains:

If this paragraph is viewed in context, the writer’s focus is on creating an atmosphere
of darkness. Though light is depicted in the original, it is not the focus of this para-
graph, but the character’s casual association, for it is a part of an adverbial clause that
modifies an attributive clause. In order to ensure the transference of the imagery of
“darkness” as the focus, the description of light is put in brackets in my translation,
with the result that the shift of focus is avoided and the imagery of “darkness” is high-
lighted (Gu Qinan 1998: 3)".

This example demonstrates the fact that the successful representation of imagery
depends largely on the translator’s sensitivity to the feeling that the writer intends to
convey through the imagery.

2.2 Translating feeling

The beauty of a literary work not only lies in the language of the text, but also in the
writer’s feeling expressed through language. In a sense, any work of art is an expres-
sion of feeling. The French sculptor Rodin says that “art is feeling” Liu Xie even
advocates “writing for feeling” (“’ 1M 3C” (k) ), taking feeling as the funda-
mental basis of beauty in an article. Since the writer’s feeling is an essential compo-
nent of a literary work, it is very necessary for the translator to convey the writer’s
feeling. Let us look at an example:

(13) MfER K P55 HOBFE VIR AIF LA E RN, A TRRSE F 5 KAT

LT NwEal 3, Msaiion) Lk, B B LA, BEAA T,
CEEF (LLERAE) S54lmD

Entrusting everything to his clansmen and a few old trusty retainers, he then
proceeded to depart according to schedule, in company with his mother and
sister, on the long journey to the capital, accounting the charge of manslaughter
a mere bagatelle which the expenditure of a certain amount of coin could confi-
dently be expected to resolve. (Translated by David Hawkes)

This paragraph was the author’s narrative after Xue Pan ordered his servants to
seize the girl Ying Lian and kill Feng Yuan, who had bought the girl as his wife from
a man-trader, who sold the girl again to Xue Pan. After Feng was beaten to death,
Xue departed for the capital according to original schedule as if nothing had happened.
When reading such phrases as Tafi ALK, JLMNRVER, BeATA T, we can feel the
writer’s indignation. By using such expressions as a mere bagatelle, a certain amount
of coin and confidently be expected to resolve, the translator appropriately conveys the
writer’s condemnation of such scandal characteristic of the feudal society.
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2.3 Translating tone

It is difficult to transfer the content of a literary text, but it is even more difficult to
translate the tone, because it is beyond the surface meaning of words. Nevertheless,
it is of great necessity to produce the tone in literary translation. Mao Dun says:

If a translator cannot produce ‘the tone of sentence’ in the original, the spirit of the
text cannot be fully conveyed in his translation [...] Therefore, I think the literary
translator should pay more attention to the preservation of ‘the tone of sentence’ (Mao
1984: 97).

Huang Yushi (1988: 279) expresses a similar view in stating that if the translator uses
the same tone to render the speeches of different characters in a novel, his rendering
will end in failure even if the meaning of each sentence is “correctly” rendered. Take
two Chinese renderings of the same paragraph from Huckleberry Finn for example:

(14) He (Jim) said he druther see the new moon over his left shoulder as much as a
thousand times than take up a snake-skin in his hand. Well, I was getting to feel
that way myself, though I've always reckoned that looking at the new moon over
your left shoulder is one of the carelessest and foolishest things a body can do.
(Mark Twain: Huckleberry Finn)

VLA T T 1A 220 TR L, AT R JA i
LI T, BRI W N e P AL, £E AP ERT N2, 2
BRI RBEEF.

V2: Al TR A e TR L, RN T4 M. 21, &
DU 58 A EUR NAZOI AT Ly S DL BB ) e e S A Lt AT RE
T R B ZEF T (Translated by Huang Yushi)

Because Jim touches a snake-skin, he has been ill for four days. So Finn decides
to take Jim’s advice not to touch a snake-skin. Though V1 conveys the basic sense of
the original, it does not preserve the tone of the sentences. For instance, the tone
between the two sentences 15t 7*11].... and T CARHRH LU QI T is unclear.
E—PMNIHEFT AR does not articulate appropriately the tone of Finn as a child
(Huang 1988: 293). By contrast, V2 is a successful attempt, as the underlined words
illustrate.

So far we have discussed transference of aesthetic values in terms of formal
markers and non-formal markers respectively. However, in a literary work formal
markers and non-formal markers are really inseparable. Robert J. Waller (1992: 47)
in his The Bridges of Madison County says, “Analysis destroys wholes. Some things,
magic things, are meant to stay whole. If you look at their pieces, they go away.”
Waller’s assertion shows that it is of great importance to appreciate the beauty of a
literary work as a whole. To illustrate the transference of aesthetic values of a literary
text in terms of formal markers and non-formal markers, we may look at an essay A
Watering Place and its Chinese rendering:

(15) A Watering Place

Hayden
Saturday Night, 30 Sept. 1826
William Cobbett

(1) The Warwickshire Avon falls into the Severn here, and on the sides of both, for
many miles back, there are the finest meadows that ever were seen. (2) In looking
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over them, and beholding the endless flocks and herds, one wonders what can
become of all the meat! (3) By riding on about eight or nine miles farther however,
this wonder is a little diminished; for here we come to one of the devouring WENS,
namely, CHELTENHAM, which is what they call a “watering place,” that is to say,
a place to which East India plunderers, West India floggers, English taxgorgers,
together with gluttons, drunkards, and debauchees of all descriptions, female as
well as male, resort, at the suggestion of silently laughing quacks, in the hope of
getting rid of the bodily consequences of their manifold sins and iniquities. (4)
When I enter a place like this, I always feel disposed to squeeze up my nose with
my fingers. (5) It is nonsense, to be sure; but I conceit that every two-legged crea-
ture, that I see coming near me, is about to cover me with the poisonous proceeds
of its impurities. (6) To places like this come all that is knavish and all that is fool-
ish and all that is base; gamesters, pick-pockets, and harlots; young wife-hunters
in search of rich and ugly and old women, and young husband-hunters in search
of rich and wrinkled or half-rotten men, the former resolutely bent, be the means
what they may, to give the latter heirs to their lands and tenements. (7) These
things are notorious; and, Sir William Scott, in his speech of 1802, in favour of
the non-residence of the Clergy, expressly said, that they and their families ought
to appear at watering places, and that this was amongst the means of making them
respected by their flocks! (8) Memorandum: he was a member for Oxford when
he said this!

TR

R

18264F6 H30H, ALHI/SH

JHE RS

(1) Ko7 v S5 BT AN Z0RT, PTRTHARA TR RTS8, BT .
(2) Bibh FASEROEE, VEIEAWT. (3) BHX S, X4, LML nEZ />
gy, AR @) (2 RE ) U, X7y 2 8 K T, kIR
CLEE— BRI AT, SIHREERE, P R 2. (5) X7 78
W T ARENEE RS, VEENEE R GR A, SRR, WA, R, A, S
FE, BcARA, (6) AT 10T T— 2G5 g s S MV T RE P R A0, LURAEA T 2 /b HEE
ZJ5, — P EERE, WLARE R (7) FBRRE NS T, SRR TR ER
CIET (8) MARIXTERATE R, (HF G WX ) LT — PR & 2R [ ok >k,
SEAEWAHBA ITTEARL, G2 — AW HUER AR IR B R TR ! (9) K
TXEEH T IR ol BB EE B FUIIA: UL, /Min, 1E%;, — O AREATER
P HZET RS — OB N Tk TR L
N IXECDRANFER TAE TR AR, AN — DB, B IR 2 5
YWE ! 10) IXEHS, NE AL (11) R1 8RR A %5 Rr B A 1802 4, WA
FEBRABITANE Ji DX, 1T A5 B SR VL, 4 0 I RE ST e A BT 1B X 1
RIS A =0 (12) B AERTEIN, BARACR K 25 3! (Translated
by Wang Zuoliang)

This English essay describes a beautiful scenic spot, the so-called watering place,
to which various notorious persons such as gamesters, pick-pockets, harlots resort.
The writer shows his disgust at this place with biting sarcasm. The translator succeeds
in conveying the ironical tone of the original text. For instance, in sentence (8)
Memorandum: he was a member for Oxford when he said this!, Memorandum is a
formal expression used in international affairs. By putting it as #r I AfEIIERT,
which is an equivalent Chinese official rhetoric, the translator reproduces the spirit
of the original text at lexical level. If it was rendered as #4533, its ironical spirit could
not be kept in Chinese, and the whole translation would lose too much flavor (Yuan
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1990: 359). JIrif - MM Al for what they call a ‘watering place,” and 1X554H1J5 for
a place like this and To places like this represent vividly the writer’s disgusting feeling
toward this notorious watering place. In terms of rhetorical devices, the hyperbolic
expression To places like this come all that is knavish and all that is foolish and all
that is base is satisfactorily rendered as HKIXZ5EHL T AR & i 20 e B dE 5 PRt
[PJ N\ with a similar emphasis upon the three types of persons. The succinct parallel-
ism young wife-hunters in search of rich and ugly and old women, and young husband-
hunters in search of rich and wrinkled or half-rotten men is also appropriately put as
the Chinese parallel structures —OVREATERKI T2 T HER ST — O ARG
BRI ALl SN 2L T IO, Long sentences are skillfully handled
as well. Take the English sentence (3) for example. It contains ninety words, but the
translator replaces it with four short Chinese sentences [(4), (5), (6) in the Chinese
version], which ensure the readability and naturalness of the Chinese version. By
adding necessary conjunctions and repetitions (such as {H/2... and JiUK... in sen-
tence (4), and iXHtiJ5 and ] in sentence (5), the translator makes his version
cohesive and coherent. As Yuan Jinxiang (1990: 358) rightly remarks, Wang’s han-
dling of long sentences avoids stylistically awkwardness, and allows the Chinese
reader to understand the meaning with ease and efficiency. In terms of the transfer-
ence of non-formal markers, the translation successfully represents the ironic tone
which pervades the original text. The translator grasps the spirit of the original, and
conveys it in every word and every sentence. The success of this Chinese rendering
can be best explained in the translator’s own words,

When the translator grasps the imagery, mood or effect of a literary text as a whole, he
will find that some minor alterations of individual details do not affect the transference
of the overall effect of his translation (Wang Zuoliang 1989: 74).

Nevertheless, the emphasis on wholeness does not necessarily mean that the
translator need not pay due attention to details. Rather, the successful representation
of the overall artistic effect of the text in a literary translation consists in transferring
accurately the details, such as words, syntactical structures and rhetorical devices.
As the example above proves, the proper combination of the two can provide a sat-
isfactory solution to the successful representation of aesthetic values in literary
translation.

NOTES

1. Gu, Qinan (1998): Applying the Theory of ‘Functional Equivalence’ to Chinese Translation of Mrs.
Dalloway, unpublished. Conference on Translation Studies and Teaching, Tianjin, 23™-25" October,
1998.

2. PAINE, Thomas (1776): The Crisis. Visited 25 September 2009, <http://www.ushistory.org/PAINE/
crisis/singlehtml.htm>.
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