To Disillusion or To Disenchant?:
The Use of Translation as Interpretaﬁon*

. Joseph S. M. Lau

We will begin with the first line of Tu Fu’s (k. # ) familiar poem
“Spring View” (& ): “kuo-p’o shanho tsai” ( Bl L 7 ). The
verbal meaning of the first four characters can be rendered quite safely
as “country/broken/mountain/river.” I have left fsai (F£) untranslated
because it is a word whose meaning has to be explicated by the
translator’s individual judgement. Mathews’ Chinese-English Dictionary
defines it prepositionally as “at, in, on”; and Qrerbally as “to rest with, to
consist in, to be present, to be alive.” In Lin Yutang’s Chinese-English
Dictionary of Modern Usage, we find it is used chiefly as an intransitive
verb: “to exist, to live, and to remain.” Thus, if we were to follow Lin
Yutang’s authority and translate the first line in the “Silent Zero” style of
Eric Sackheim?, it would run something like: “Country broken mountain
river remain.” Whether this is good poetry cr not is another question, but at
least it makes sense.

In fact, of the nine English versions 1 have consulted, six of them
render #saf as “remain”:

The city has fallen; only the hills and rivers remain (Robert Payne);

Even though a state is crushed/its hills and streams remain (Rewi Alley);

* The draft version of this paper was presented at the Asian Studies Program, Princeton
University (March 14, 1979), and at the China Colloquium, University of Washington
(October 25, 1979). The author is grateful to his friends and colleagues for their
comments and criticism on these two occasions.
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The state may fall; but the hills and streams remain (David Hawkes);
The nation is shattered/Only the landscape remains (William Hung);

The nation is shattered, hills and stream remain (Burton Watson);

The country shattered, the mountains and rivers remain (Eugene Eoyang).

The other three versions:

.Though a country be sundered, hills and rivers endure (Wittér Bynner);

In falien states/hills and streams are found (Arthur Cooper);

The Kingdom is ruined —/Only hills'and streams are there as before

(Innes I-Ierdan).2

As can be seen from the examples above, not only has #sai been sub-
jected to variant interpretations, but even constants like kuo (B2 )have been
understood  differently as “city,” “state,” “natidn,” “country,” and
“kingdom.” Indeed, to borrow part of an observation by Achilles Fang,
Chinese is “a language reputedly invented by the devil™® to taunt the vanity
of the translators. But since the purpose of this paper is to enquire how
the translation of a key term would afféct our critical understanding of a
literary text, I shall not attempt to deal with other problems relating to
the translation of “Spring View” other than that of how to render the word
tsai. Not that the difference between “city” and “country” is not essential,
but that in my reading at least, how one would penetrate into what George
Steiner has called the “sphere of sensibility™® surrounding the term fszi
is more crucial to our understanding of the signification of the poem.

For on this very word hangs the weight of tension between change and
permanence as observed by the poet. His country is in ruin, yet, fortunately
its familiar hills and streams still remain. Not only hills and streams have -
remained, the indifference of Nature is further demonstrated by the fact that
the plants and trees in Chang-an have responded seasonally to the call of
spring: they have — in line two —“deepened” in the hushness of green. The
change has taken place only in the human order, which has in turn affected
the poet’s mind. Hence two famous pathetic fallacies. Within the context of
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this poem, flowers are no longer a trite simile for Beauty, for amidst the
“peacon fires,” they are seen as lachrymose objects shedding petals of tears.
Similarly, when one is parting in sorrow, the music of the birds frightens
one’s heart. One can even venture to say that to Tu Fu the music is the song
of a mocking bird indifferent to his plight. -

Could an English speaking reader without any knowledge of Chinese be
made aware of the relationship between change and permanence in this
poem if he only had access to, say, Cooper’s translation? As far as
an idiomatic equivalent is concerned, certainly we cannot say that Cooper’s
rendering of zsai as “are found” is erroneous. (His first line, however, might
give the mistaken impression that hills and streamts are found only in fallen
states.) But in view of what we have said in regard to the normal operation
of Nature in contrast to the temporary disruption of man and society, we do
not find the phrase “are found” an effective contrast to “p’o” (B ),
which has been variously rendered as “fallen,” “ruined,” “sundered,”
“shattered” in the examples cited above. Since the said tension between
change and permanence is maintained by this antithesis, Cooper’s failing
to supply an antonymic term to contrast “p’o” leads one to conclude that
Cooper is an “incomplete reader”S of “Spring View.”

In comparison, Herdan’s laborious rendering of #sai ‘as “are there as
before” appears more “correct” than Cooper’s. But as Eugene A. Nida states
so aptly: “The appropriate response to the question, ‘Is there a correct
translation?” must be answered by another question, ‘Correct for whom?’
A translation prepared for specialists in a particular field of endeavor will
inevitably be quite different from one designed to be understood by persons
who have little or-g0 background understanding of or appreciation for the
content or the form of the original discourse.”®

Presumably Herdan’s and all other English renderings cited above are
intended for “general readers.” With the recent publication of Hawkes’
The Story of a Stone (G 88 )and Yuws The Journey to the West
(76 $20),7 however, an accomplished translation will now ‘mean as much
to the specialist in Chinese literature as to the laymen. For translation is by
_ its nature interpretation, and, as Y. W. Ma ( E g5 ) put it, “very often
the translator and the critic are the same person,”® because one cannot relay
a foreign message without making a critical comment. In the latter part
of this paper I shall have occasion to further demonstrate, by referring to
Hawkes’ The Story of a Stone, the degree to which a sensitive translator’s
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insight can illumine a hidden meaning in the source language which otherwise
might have escaped our attention. In the meantime, let’s say that Herdan’s
rendering of #sai is “correct” for the critically undemanding reader.
Comparing Hung’s and Hawkes’ versions with Bynner’s, one is reminded
of Steiner’s opinion regarding Pound’s Chinese translations: “In other words:
the more remote the linguistic-cultural source, the easier it is to achieve
a summary penetration and a transfer of stylized, codified markers . . . . In

Pound’s imitations of Chinese . . . ignorance of the relevant language is -

a paradoxical advantage.”® Can the same be said of Bynner, whose transla-
tion in The fade Mountain is based on the “dictation of the literal texts” of
Kiang Kang-fu? Without access to Bynner’s source book, we have no idea
of the genetic process of this collaborate effort: who is finally responsible
for choosing to read fsai as “endure™? Pitting the immovability of nature
against the vicissitudes of man, this is by far the most imaginative penetration
of the immediate context, an act of exegetic “aggression”® that imparts
an anthropomorphic quality on the “hills and streams.” Since to my
knowledge no Chinese-English dictionary has defined fsai as “endure,”
Bynner’s unpedantic approximation of the term must be seen as happy
instance of hermeneutic “translucency.”

Then how about David Hawkes and William Hung? How do their
renderings of fsai as “remain” compare to Bynner’s? Obviously enough,
an answer to this question begets another: how do we want translation to
serve us? Insofar as we take translation as a transference of information
from one language to another, the knowledge we obtain from Hawkes and
Hung is as authoritive as it is adequate. But if we use translation the way
German students of philosophy are reported to have used Norman Kemp
Smith’s translation of Kant’s Critigue of Pure Reason— in order to gain an
interpretive insight in “an argument that [they] had not previously seen” 11
then Hung and Hawkes have little “translucency” to offer. Compared to
“endure,” “remain” i~ simply too passive to activate any association that the
“hills and streams” have survived the wreckage of war.

To suggest that Bynner is a better poet or that his genius as a translator,

like Pound’s, “is largely one of mimicry and self-metamorphosis,” a poet who
the barest details, is to overstate the case. In the first place, The Jade Moun-
tain isno Cathay; popular as it has been as a college text, it has not been cited
is no Cathay; popular as it has been as a college text, it has not Leen cited
by critics of international fame, like Steiner, as an expression of Chinese
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poetic genius. In the second place, Bynner’s happy choice of-le mot juste
for tsai — be it arrived at deliberately or incidentally — is an exception rather
than a rule. The general impression one gets from The Jade Mountain is one
of “correctness” for the undiscriminating public rathier than for the specialist
who occasionally finds in a translation some unsuspected wisdom.

II

Though our argument has been constructed so far on the basis of only
one word in a poem, it should have made clear that translation is a form
of criticism, a testimony of judgment and taste. To have rendered Shui-hu
chuan (7KEF48)" as Water Margin or The Men of the Marshes is an act of
approximation; to change it to All Men Are Brothers is a misrepresentation
of the reality in the cut-throat world of the Ming classic. \

Similarly, there must be good reasons for David Margarshack to change
what has been known as The Possessed in Constance Garnett’s translation to '
The Devils. Not knowing Russian, I can only quote Margarshack: “To
[Dostoevsky] even a mild liberal like Stepan Verkhovensky was a ‘devil’ who
could just be ‘saved’ on his deathbed by a none-too-sincere recantation of
his former opinions.”13 The atheists, the liberals, the Russian aristocrats and
revolutionaries — the “most violent dislikes”'* of the Russian novelist — are
then, in Margarshack’s view, more than just men “possessed”: they are devils.

_That the translator’s critical stance toward the structure of a relevant
work is basic to the form of translation he chooses to undertake can be
seen in the case of Hsi-yu chi. Formerly known as Monkey in an abridged
English version by the late Arthur Waley, it is now being translated in full by
Anthony C. Yu under the title of The Journey to the West. Yu’s decision
to translate every word of it, including those narrative, descriptive and
didactic poems that “might be considered inferior products because of their
graphic and, occassionally unadorned diction,”* is prompted not so much
by the desire to fill the missing pages of Waley as by his conception of the
novel as an epic. Indeed:

cumulatively these poems impress us with the encyclopedic range of the
poet’s interest and the fineness of his vision, for there is hardly anything
that is too mundane or too exotic for his scrutiny. Foodstuff of all kinds,
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household utensils, birds, animals, and insects, plants and flowers of
sundry varieties, the beings of heaven and hell — all process unhurriedly
before us in their colorful and manifold plentitude, and we are also given
a profound sense of “God’s plenty.”16

This respect for the structure of Hsi-yu chi is what makes Yu’s work a
critical translation. It has become a commonplace observation that each
generation translate anew certain classics so that they can be kept alive in
the context of living speech. For similar reasons, each generation of scholars
examine anew the critical assumptions of their predecessors in regard to the
meaning and, whenever applicable, the generic description of a relevant
work. Understood in this light, the end product of Anthony Yu’s under-
teking is nothing less than a compulsive demonstration of his personal reading
of Hsi-yu chi as a narrative “imbued with 2 kind of ‘epic’ grandeur, energy,
and expansiveness.” !’

HI

The next work to be cited is The Dream of the Red Chamber, or, as
Hawkes prefers to call it in a variant title, The Story of a Stone. As is my
practice in the first section of this paper, my main concern is in the usefulness
of a translation as a critical antenna to receive all messages relevant to our
interpretation of a given text. Just as we have attempted to see the “Spring
View” in the light of a particular work, we propose to do the same with
Shih-t'ou chi. For this reason, it should be clear that what follows is not 2
checklist of Hawkes’ moments of triumph or failure as a translator, but a
further experiment in the experience of reading aided by a translation. Since
examples to be cited are necessarily drawn from the present writer’s personal
response to this novel, they might not be representative. And finally, though
Hawkes’” work is to be used as main reference, other translations such as the
Yangs’ A Dream of Red Mansions will also be mentioned whenever a com-
parison becomes feasible.

The first uncommon thing about Hawkes’ version is his choice of a
lesser known title. While this may be attributed to his celebrated aversion to
the “pervading redness of the Chinese novel,”'® it may be equally true that
his adoption of the variant title is dictated more by his respect for the stone
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" motif than by his color prejudice. True, to rub the “red” off this novel
is tantamount to closing one’s eyes to its many conventional associations
and connotations, such as “red dust,” “red complexion,” “red tears,” “red
sleeves,” etc., thus mitigating the image, albeit a hackneyed one, that life,
even at its most glorious moment, is but a “flower in the mirror, a moon in
the water”( SEch7E » 7Kt A).

It should be pointed out, however, that the association of redness is
only one level of symbolic significance in the novel. No less evocative as a
motif is thé mention of stone — jade, a homonym for desire, an archetypal
link between the mythical birth of the hero and the much pampered child
of Grandmother Chia. It may well be these considerations rather than his
phobic reaction to red that are responsible for Hawkes’ choice of the title.
For, though he has tampered with the color of Yi-hung yilan (& ALB%)
which he translates as House of Green Delight, he is judicious enough to leave
the epithet of the famous commentator alone: Chih-yen chai (JS15 2%),
fortunately, is rendered as Red Inkstone. This happy instance should support
my contention that had Hawkes seen fit to use the title Hung-lou meng,
it is very unlikely that he would have translated it as The Dream of the Green
Chamber, making the Chia family a house of pleasure.

It can be seen from the above that the nature of nomenclatural pro-
blems arising from Ts’ao Hsiieh-ch’in’s (& = 7 ) novel is dissimilar to that of
Shui-hu chuan or Hsi-yu chi: All Men Are Brothers is a title invented by
the translator for the former, just as Monkey is created for the latter. Shih-
t'ou chi, however, is but one of the several titles besides Hung-lou meng
mentioned by its author: the work is also known as Ching-seng lu ({5 {8 4%,
The Tale of Brother Amor), Feng-yiieh pao-chien ( [& 5 B, A Mirror for
the Romantic), and Chin-ling shih-erh chai { £FE+ —4X , The Twelve
Beauties of Chin-ling). But though all these titles in essence refer to the same
novel, each version, by virtue of its emphasis, invites a different kind of
recognition about its content. Ching-seng lu necessarily generates a contrary
expectation to that of Chin-ling shih-erh ch’ai.

With Buck and Waley, the tampering with the original titles is perhaps
a matter of convenience and expedience. With Hawkes it is a choice of alter-
natives for an appropriate point of view from which the life of Pao-yii
becomes the proper study of the novel. °

As has been pointed out by critics and scholars like C.T. Hsia and
Andrew H. Plaks, Shih-t ‘ou chi is a novel fraught with allegorical implications.
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Right at the beginning of chapter one we note that a block of stone, having
been left over from the Goddess Niv-kua’s ( 77 ) work of repairing the sky,
is seen lamenting its rejection. A monk and a Taoist priest then come by
one day, and, after exchanging a few words with it, the monk slips the tone
into his sleeve and brings it down to the world of red dust for initiation.

In this connection, it becomes necessary to point out that Hawkes’
choice of Gao E’s ({555 ) version for this chapter is rather unfortunate. For
if Pao:yl’s journey to experience the human world is to be seen as self-
willed and his later suffering as self-inflicted, the 120-chapter edition offers
very little textual evidence for this view. On the contrary, in Hawkes’ version
it is the monk who takes the initiative to take the stone to “a certain brilliant/
successful /poetical /cultivated /aristocratic /elegant /delectable /luxurious /
opulent locality.””*®  This is not the case in the 80-chapter or the Chih-yen
chai version. It is the stone whose “mortal heart” (J, )0, fan hsin), after
eavesdropping on a conversation between the Taoist priest and the monk
about the pleasures of the Red Dust, becomes so astir that it beseeches them
to take it down to earth to have a firsthand experience of this “opulent
locality.” The two immortals try their best to dissuade it, but as the Stone’s
fan-hsin has already become kindled, no wise word can enter its ears. Reluc-
tantly, they agree to help it to fulfill its w1sh with the warning that its trip
is bound to end up in sorrow.

Thus it can be seen that as early as chapter one Pao-yi has fully
demonstrated his symptoms as a man enchanted. In the Taoist-Buddhist
scheme of deliverance, his ultimate salvation, logically, is to be attained
through a series of disenchantments so that in the end, Pao-yQ returns to
his primordial state: a stone. His disenchantment begins with chapter five,
a crucial portion of the novel in which the fate of all the major characters
is unfolded in the form of rebus poems. And it is in this chapter that a
discussion on the relationship between translation and interpretation once
again is in order. This time the question involves two characters how
should ching-huan (%Z¥]) be translated?

Until the publication of Hawkes’ and the Yangs® translations,? she
was known either as Goddess of Disillusionment, or as the Fairy of Fearful
Awakening.?* “Disillusionment” is, of course, correct. But, as mentioned
earlier, if we want to use translation as a “critical antenna,” “disillusion-
ment,” though listed in Koget’s Thesaurus as a synonym to “disenchant-
ment,” is certainly not as inducive to our comprehension of her part in this
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chapter as the latter. Webster'’s International defines “enchant” as: to in-
fluence by or as if by charms and incantation; to bewitch; to thnll or enrap-
ture.

It seems to me that the implication of the term ching-huan in the
present context is closer to “disenchant” than to “disillusion.” For one
thing, in the allegorical framework of the novel, what takes place in chapter
five is no less realistic than the expense account kept by Hsi-feng. By begging
his immortal friends to usher him into the dust-stained world, Pao-yu stands
ready to be “charmed,” “thrilled,” and even literally “bewitched.” For this
reason, the role Ching-huan is expected to play is that of a disenchantress,
to make good the warning of the immortals in chapter one that in the
mundane world “blemishes are always found in a thing of seeming perfection,
just as good fortune is always paired with misfortune” (Z&rh AR FEx
B

Ching-huan’s role is perhaps best defined by her own words:

Let me tell you the reason for my change of plan. It is true that I set
off for the Rong mansion with the intention of fetching Crimson Pearl, but
as I was passing through the Ning mansion on my way, I happened to run
into the Duke of Ningguo and his brother the Duke of Rong-gquo and they
laid a solemn charge on me which I found it hard to refuse.

‘In the hundred years since the foundation of the present dynasty,’
they said, ‘several generations of our house have d1st1ngulshed themselves
by their services to the Throne and have covered themselves with riches
and honours; but now its stock of good fortune has run out, and nothing
can be done to replenish it. And though our descendents are many, not
one of them is worthy to carry on the line. The only possible exception,
our great-grandson Bao-yu, has inherited a perverse, intractable nature
and is eccentric and emotionally unstable; and although his natural bright-
ness and intelligence augur well, we fear that owing to the fated eclipse
of our family’s fortunes there will be no one at hand to give the lad proper
guidance and to start him off along the right lines. *

~ ‘May we profit from the fortunate accident of this encounter, Madam,
fo entreat you to take the boy in hand for us? Could you perhaps initiate
him in the pleasures of the flesh and all that sort of thing in such a way as
to shock the silliness out of him? In that way he might stand a chance of
éscaping some of the traps that peoplé fall into and be able to devote
himself single-mindedly to the serious things of l1fe It would be such a
kindness if you would do this for us.’ 23
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FRERMEZE o 4 BERELN LR » BRENRE » BBERTAR
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s RBATLIERS » FEHLZER o

Remarkable indeed is Hawkes’ rendering of “shock the silliness out
of him” for ching-ch’i ch’ih-warn (& H £ ). For the shock of recog-
nition is an emotional process for “disenchantment.” Hence, the necessity
for sexual initiation, both on the mythical and the physical levels. Pao-
yit’s experience of “thrill” in the art of “cloud and rain” with Chien-mei
( &2 ) is grudgingly brief: just one evening. Next morning, Pao-yu and
his bride walked to a place where only thorn-trees grew and wolves and tigers
prowled around in pairs. Ahead of them, the road ended at the edge of a
dark ravine. No bridge connected it with the other side. As they hesitated,
wondering what to do, they suddenly became aware that Disenchantment
was running up behind them. “Stop! Stop!” she was shouting. “Tum back
at once! Turn back!”?*

The place where Pao-yi and Chien-mei accidentally find themselves
is called the Ford of Error (3£ #£). No sooner has Pao-yii been informed
by Disenchantment about the dangers inside the abyss, than a rumbling like
thunder is heard. A multitude of demons and water monsters reach up and
clutch at Paovyi to drag him down into its depths. In his terror, Pao-yu
cries out: “K’o-ch’ing! Save me!”’%®

Presumably, this didactic dream should have “shocked the silliness” out
of Paoyi in his “rapture” with the pleasures of the flesh and all that sort
of thing. But, as C.T. Hsia has perceptively remarked, Ts’ac Hstieh-ch’in
is too good a psychologist to be a thorough-going allegorist. For, ironically
enough, after waking up all in a sweat, “the supposedly forewarned hero
coaxes Pervading Fragrance [Hsijen]to have sexual relations with him:
the blissful memory of his union with K’o-ch’ing has completely superseded
his fear of the demons and beasts.” 26

However, the fact that despite these supernatural warnings Pao-yi still
prefers to be “charmed” by Hsi*jen doesn’t nullify my argument that Hawkes,
by interpreting ching-huar as disenchantment rather than as disillusionment,
has shown himself to be an unusually sympathetic critic-transiator,
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sensitive to every nuance of detail. “Disillusionment,” defined by Webster’s
as “the lack orloss of faith in iltusions or in hopes previously held,” is a rather
inexpressive and impassive term to connote the active concern of Ching-huan
hsien-ku (41l 45 ). Certainly, Pao-yii appears hopelessly enchanted
throughout. chapter five, but there is no denying that he has been subjected
to a series of disenchantments.

But of course Hawkes’ reputation as a superior translator cannot be
claimed on the basis of one successful interpretation. His translation of the
“Won-done Song” ({F T¥) and the “Flower-burial Song” (ZE{L ) are
justly famous. And of course Hawkes has his share of mistakes, the most
embarrassing one being the couplet inscribed on the two uprights of the
- Temple of Perfect Knowledge ( %53 =5 ), which he has translated as:

If thereis a sufficiency behind you, you may concentrate on
going forward.

When there is no road in front of you, you should think about
turning back.?’

The original is: B RERTHET » (RWEREEE.
In the literal translation of the Yangs, it reads:

Though plenty was lefi after death, he forgot to hold his
hand back;

Only at the end of the road does one think of turning on to
: . 28
the right ‘track.

Since the miscomprehension of a text is an unavoidabie sin common to
speakers native and foreign, a valid comparison of the merits or demerits
of Hawkes and the Yangs as translators, therefore, must be made when
both versions happen to be “correct.” I have praised Hawkes’ sympathy and
sensitivity, and I intend to prove my point by citing just one example already
referred to in my quotations from Disenchantment. First the original:

SEHEAR » TSNS S a T - BRI SRAETF »
PIAAIERE » IRBH i Es
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Hawkes:

May we profit fram the fortunate accident of this encounter, Madam,
to entreat you to take the boy in hand for us? Could you perhaps initiate
him in the pleasures cf the flesh and all that sort of thing in such a way
as to shock the silliness out of him? In that way he might stand a chance
of escaping some of the traps that people fall into and be able.to devote
himself single-mindedly to the serious things of life. It would be such a
kindness if you would do this for us (italics mine).

the Yangs:

How fortunate we are to have met you, goddess. We beg you to warn
him of the dangers of lusting after women, so that he may escape from
their snares and set his feet on the right path. Then we two brothers
will be happy.?’o

In the first place, it is highly debatable whether ck’ing-yit sheng-se
( fE ke ) should be so narrowly translated as the “dangers of lusting
after women” and mi-jen chiian-tzu ( 3K A ) as “their snares.”” Reading
this sentence in the original against its immediate context, I am convinced
tha- the Yangs have missed the order of its syntax. Its structure is clear
enough: “first initiate him with” (4g Pl) so that “he may. . . ” (B 88 ).
This oversight on the Yzngs’ part makes one wonder if they were imaginative
encugh to interpret the meaning of chapter five as a passage of initiation,
even though they also have rendered ching-huan as “Disenchantment.” Asit
is, their translation is at best an uninspiring approximation of the original.
It offers no sparks of imtelligence which may set a Chinese reader, whose
vision .is blunted by linguistic familiarity, on his way to critical discoveries.
For this reason, a translation as distinguished as Hawkes’ is perhaps more
useful to the bilingual Chinese readers than to those who read Chinese as a
foreign language.

Throughout this paper, my examples for illustrating the close relation-
ship between translation and interpretation have been drawn from either a
single word or a phrass. While such a hair-splitting exercise might seem
trivial, the area it touchss upon might be an organic whole. In this respect,
we can say that there are occasions in which the difference one word makes
in a translation deserves as much attention as the same case in textual
criticism. Allow me, then, to quote with gratitude the opening section of
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Fredson Bowers’ Textual and Literary Criticism as my conclusion:

Several years ago, in a paper before the English Institute held annually
at the invitation of Columbia University, I hoped to stir up some questions
and discussion by remarking inter alia that I felt I could prove on physical
evidence not subject to opinion that in Hamlet Shakespeare wrote “sallied
flesh,” and not “solid flesh.” 1 confess I was taken aback when the first
commentator rose to give it as his opinion that really there ought to be

. some law to keep bibliographers — who otherwise seemed normal, in-
telligent persons capable of better things — from wasting their lives
poking around in such minutiae, Whether Shakespeare wrote “sallied”
(that is, “sullied”) flesh, or “solid” flesh, was of no importance at all.
He personally had read “solid” all his life, found it quite satisfactory, and
saw no reason for changing, Whether it was technically right or wrong did
not affect the argument that the Folio phrase had got itself generally
accepted. People were used to it. Moreover, the “essential values” of
Hamlet the play were not at all affected by retaining the conventional
reading here. . ..

In this particular case, I fancy the choice is important on grounds of

meaning, for the word “sullied” supports my contention that Hamlet feels
his natural, or inherited honour has been soiled by the taint of his mother’s
" dishonoured blood.>!

While the difference between “remain” and “endure” in Tu Fu, or
between “Disillusionment” and “Disenchantment” in Ts’ao Hsiieh-ch’in may
not be as significant as that between “sallied” and “solid” in Shakespeare, it
should suffice to serve as an -example of how a meaningful difference in a

translation can stimulate the kind of discussion regarding the possibility of
interpretation, which has formed the substance of this paper.

Notes

1. The full title of Eric Sackheim’s book is . . . the silent Zero, in search of Sound . . .
(Tokyo and New York, 1963). In James J. Y. Liu’s view, Sackheim’s method of
translating Chinese poetry represents the acme of “barbarization.”” As anexample,
Liu cites the following:

Breaking willows/fence/garden
Screwball mad mad mad
Unabled morning/night

Not early, than late,
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In regard to its quality as English poetry, Liu confesses that he “won’t presume

to judge, but [he] will swear that they bear about as much resemblance to

Chinese poetry as fortune cookiesto Chinese cuisine.” See “Polarity of Aims and

Iethods: Naturalization or Barbarization?”” in Yearbook of Comparative and

General Literature, Nc. 24 {1975}, p. 63.

The first group:

(1) Robert Payne, ed., The White Pony (New York, 1960), p. 189, The transla-

+  tion is by Nee Wen -yei,

(2) Rewi Alley, Tu Fu: Selected Poems (Peking, 1962) p. 36.

(3) David Hawkes, A Little Primer of Tu Fu (London, 1967), p. 48.
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