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Tang Poetry generally refers to the poetry created in the Tang dynasty period. Tang poet-
ry is the most precious cultural heritage of the Chinese nation, a pearl in the treasure house
of Chinese culture, and at the same time making a great impact on the cultural develop-
ment of the countries bordering China as well as ethnic groups that lived near China. There
is a great variety of Tang poetry forms. There is a great variety of themes, vivid images and
characters in Tang Poetry. Tang poets used a wide range of rhetorical means in their poems,
such as analogy, parallelism, contrast, comparison, impersonation, metaphor, antithesis and
unique rhetorical devices foil (#14E), synaesthesia (J#/&) and qixing or introducing the
mood (Z3%). Due to the strict metrical poetry restrictions the content of the poems was
easily constrained, that is why poets did not have the freedom of creation and self expres-
sion. At this point Tang poetry reveals certain flaws and difficulties for translators.

This article in an attempt to make an analysis of deviations in English, Ukrainian and
some Russian translations of Li Bai’s poetry. It also covers the problem of the misinterpre-
tations as well as their causes. Translations are compared to the original poems and ana-
lyzed from several aspects, such as sentence structure and tonal pattern. Furthermore, based
on the analysis of the experience of several famous translators was made an assumption
about several main causes: the translator’s lack of Chinese language knowledge, indirect
translation, and Western and Chinese cultural differences. The article provides examples in
English and Ukrainian.
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1. Possible evaluation criteria of translations: sentence structure and tonal
pattern
1.1 Sentence structure

There are two main types of the ancient-style Tang (Gushi) poetry. Five-charac-
ter poems and seven-character poems. And there are two types of modern-style
Tang poetry: quatrains jueju (4%]) and regular verses liishi (##1F). Quatrains and
regular verses have their own peculiarities and differ from five-character poems
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and seven-character poems. There are six kinds of basic Tang poetry forms: five-
character ancient-style poems, seven-character ancient-style poems, five-character
quatrains, seven-character quatrains, five-character regular verses and seven-
character regular verses.

In order to make the translation closer to the original text, some translators
strictly adhere to the word order and structure of the original poetry. The Chinese
original is generally not directly divided into a few paragraphs, sections, etc. Local
readers can identify the beginning and end of the poetry units through the special
beginning and closing cliché. Therefore, some translators recommend splitting the
text of the poetry into corresponding paragraphs, in order to more clearly distin-
guish the different sections. It is possible to add a number of each paragraph or
even add beginning cliché in prose, so that this part has obvious difference and
readers will also know it is a new beginning. In addition, these clichés also play a
very important role in the changing of the rhythm.

As was mentioned before, Tang poetry is divided into five-character and seven-
character poems, that is, each line of such verses consists of five or seven charac-
ters respectively. Chinese characters and a lot of words are all monosyllabic,
whereas in English and Ukrainian, a word usually contains more than one syllable.
Therefore, when translating Tang poetry, a character can rarely correspond to one
English word, in most cases a character can be roughly equivalent to the one Eng-
lish metrical foot or two syllables.

In general, the English metrical foot is divided into: monometer, diameter, tri-
mester, tetrameter, pentameter, hexameter, heptameter and octameter. In the trans-
lation process, the five character poems can be translated into pentameter, seven
character poems can be translated into heptameter. Thus, lines of the Tang poetry
translated into English obtain particular regular pattern, and it allows us to repro-
duce the beauty of form of the original poem. For example, in his translation of Li
Bai’s “Marble Stairs Grievance poem scholar and translator Arthur Cooper at-
tempts to follow the original poems lines, each of the five characters of the struc-
ture, and to some extent, achieved a certain success [Cooper 1986, 62]. He uses
iambus in which each poetic line has approximately 9 syllables:

T A HEE, On Marble stairs
still grows the white dew
LUSCEZTE That has all night
soaked her silk slippers.
KM, But she lets down
her crystal bling now
BIEMA . And sees through glaze
the moon of autumn.
Arthur Cooper
[Cooper 1986, 112]

Let us have a look at Ukrainian translations of the same poem. The translation
made by Gennady Turkov reads very smoothly, each line has 15 syllables, so that
the poem in Ukrainian looks as neat and organized as the original:

KA iR, Ha sIMoBHX CXifISX BHOYI BiKe POca BUCTYTIAE.
LUSCELS 11I0BKOBi HAHYOXH 3BOJIOKUINCE, TIOKH CTOSIIA.
T IKESAT BepHynach 1010My, 3aIHyIa IOBKOBY (hipaHKy
I moBro Kpi3p HEl AMBHUIIACH HA MICSIb OCIHHIM.
e EERKH . Gennady Turkov
[Turkov 2011, 25]
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The translation made by Yaroslava Shekera is very poetic and emotional (the
author even uses an exclamation mark), each line has 5 to 12 syllables, and most of
the lines contain 11 syllables:

EMEARE, I'muGokoi Houi BOHA GOBBaHie
Ha SIIIMOBHX CXIJISX y MHITHIN poci.
WA % . Poca X0n0IuTh,
1 TaHYIIIKK TPOMOKIIHN — Oaiimyxe!
R IK SRS, B ocemnro BepHynmacs 3rofom,
(bipaHKK TIPO30Pi CITyCTHIIA, KPi3h HUX
B A . 3 nanexoro HeOa JIUII MiCsIb SICHUH
ocsiBa i1 JINK HEBECEIIUM.
Yaroslava Shekera
[Shekera 2002, 11]

Arthur Cooper believes it is possible to translate each line of the original verse
and add just two more syllables, but in fact such stringent limits lead to omissions
of the original content and inaccuracies. For example, in his translation of “The
Waterfall on Lu Mountain” (325 111#47) by Li Bai, Arthur Cooper insists on the
strict standard forms of the original which resulted in inaccuracies and a lack of
flexibility. For example:

KHRETF TR, At first T feared Milky Way had dropped,
SR ANTE LR And sprinkled stars, falling through the clouds!
Arthur Cooper
[Cooper 1973, 158]

Here, in Cooper’s translation, “dropped”, “the sprinkled stars” refer to the con-
stellation, most likely the Milky Way mentioned in the original, but Arthur Cooper
decided to divide the text based on his own interpretation of it, so that the original
line “Milky Way is falling from the Ninth Heaven” is split and these words appear
separately in different lines. Each line of the Chinese poem is a self-contained in-
dependent unit, so it is not appropriate to change the original verse lines within the
structure in order to keep the number of syllables. Many researchers believe that
compressing content in order to maintain unification of the form is possible, but
may lead to losing the dexterity of the original, as well as becoming awkward and
with unnatural rhythm pauses.

The translation by Gennady Turkov accurately conveyed the meaning of the
original poem. Meaning of the word JX “chi” is precisely explained in the footnote.
Each line has 8 to 13 syllables, it is clear that Gennady Turkov did not pursue the
goal of remaining the same number of lines, as Arthur Cooper did.

KRE F=T/, Bady: reH BIAIMHI BOJOCTIAJ MEXH CKeTb — NPAMOBHCHHI OypXITH-
BHIii TIOTIK.
s kpumata GUCTPiHb, IO JETUTH Y JOJHHY, — 3aBIOBKKH TPH TH-
cstui ui.
SRR YR LR I 3maeThest: Ha 3eMITiO 3 HeOecHOT BUC

nopunyna CpiOHa pika.

Footnote: Chi is a Chinese foot, 32 cm.
Gennady Turkov
[Turkov 2011, 7138]

Of course, we also cannot fully reject Cooper’s translation style, as sometimes
the use of such a method may achieve good results, for example when translating
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Li Bai’s Yuefu (folk song style poem) [Cooper 1973, 31]. “Fighting south of the
ramparts” in the other translation it is called “We fought south of the walls” (/i3
F4), he kept the number of syllables in each line very close to the original while at
the same time, the translation is clear and rhymed:

R LR BB, But the Huns look on killing like tilling their fields,
RME N I E Vb H White bones all they grow on their yellow sands.
Arthur Cooper
[Cooper 1973, 152]

Gennady Turkov in his translation also made an attempt to keep the number of
syllables in each line close to the original, though it has more syllables compared
to Cooper’s translation:

QIR ZAHHE, CIIOKOHBIKY TYHHAM DPi3HSI 3aMiHS€ OpaHHS.
TR ME R Y . TyTemHi moJst — 1e YKOBTUH IMiCOK 13 KiCTKaMH.

Gennady Turkov
[Turkov 2011, 126]

The translation made by Leonid Pevomaysky is different from the above trans-
lations, it sounds more concise and even shorter than the original. Unlike the trans-
lation by Gennady Turkov, this poem is thymed:

R AR I'yHH OuTHCH,
HEMOB OparH, 3BHK.
TR ME R Y . B mickax 011iF0Th KOCT1
3 BIKY B BIK.

Leonid Pevomaysky
(word-for-word non-poetic translation by B. Ryftin)
[Turkov 2011, 181]

1.2 Tonal patterns

There are some things, such as tones and tone changing in Chinese poetry, that
Western translators cannot translate and the only way to express tones is finding an
analogy in the target language. In Indo-European languages there is no tonal con-
cept, so when selecting a replacement way, we usually have no choice and have to
use syllable poems (accented syllables and unaccented syllables alternate accor-
ding to the defined sequence, and this rule applies to the entire verse) or accent regu-
lar verses liishi (f£13F), also known as Y1n jiézou shi hang % 15 Z2 4T (irrespective
of the number of syllables number of stressed syllables in each line is the same or
almost the same, there can be more than three unstressed syllables between stressed
syllables, so that number of unstressed syllables is unlimited). These two methods
are widely recognized, many translators use the above-described ways of transla-
tion. The Chinese characters have level tones and oblique tones, in English there
are stressed syllables and unstressed syllables [Hu 2013, 2344]. In English, Ukrai-
nian and Russian poetry the basic verse patterns are divided into: iamb, trochee,
anapest, dactyl spondee and pyrrhic. In theory, iamb can be used to substitute level
tone and oblique tone (°F-JX), anapest can substitute two level tones and one oblique
tone (°F-°F-JX), and dactyl can substitute oblique tone and two level tones (JA AV
°F). In fact, in the process of translation, it is difficult to make full use of the above-
described method, but in order to reproduce the original poem’s tone pattern effect,
the translator may, sometimes try to use more flexible translation methods.

For example, Cai Tinggan in the translation of Li Bai’s “Alone on the Ching-ting
Hills” (JhAL ] E2111), used the tonal pattern in accordance with the verse patterns of
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the original poem and reflected its musical beauty, the translation reads very
smoothly. However, due to different characteristics of the two languages, there exists
a big difference between the Chinese and the English tonal patterns. The metrical
pattern of the original poem is:

First line: (oblique tone) oblique tone — level tone — level tone — oblique tone;
(level tone) level tone — oblique tone — oblique tone — level tone (rhyme).

Second line: (level tone) level tone — level tone — oblique tone — oblique tone;
(oblique tone) oblique tone — oblique tone — level tone — level tone (rhyme).

To express the tonal pattern of the original (level tone and oblique tone), Cai
Tinggan used iambic pentameter, rhyme AABB, thus the translator expressed the
original poem's effect to a certain extent and, most importantly, proved that the
Tang dynasty poetry tone pattern can be partially reproduced:

AR, B MEN. The birds have flown away on pinions high,
A cloud in heedless mood goes floating by.
HEPAKR, R, The two that never change their fixed regard,
Are ye, fair Ching-ting Hills, and I, your bard.
Cai Tinggan
[Ye 2007, 439]

Let us have a look at Ukrainian translations of the same poem. The translation
by Leonid Pevomaysky is a quatrain, he used cross rhyme ABAB, it is written in
anapest (numbers of stressed syllables: 3-6-9-12-15 etc.). The full scheme is: 1-6-
9-12-15, 3-6-9-12-15, 3-6-12-15, 1-3-6-9-15.

AN T = WA Py 1 /S 3rpast ITHIb POJICTIA 1 3HUKJIA Ty K MUTh BIAJIMHI,
CupoTmiinBa XMapuHKa 32 HUMH CJI1JIOM MOCIIIIIAE.
MWEWAER, RAEHEL. 51 Ha TOpU IMBITIOCS — i He HABPUIAE MEHi,
Topam Takox Ha MEHE AMBUTHCS HE HAOpH/IAE.
Leonid Pevomaysky
(word-for-word non-poetic translation by B. Ryftin)
[Turkov 2011, 7195]

The translation by Gennady Turkov is also a quatrain with thyme ABAC, it is
written in amphibrach (numbers of stressed syllables: 2-5-8-11 etc.). The full
scheme is: 2-5-7-10-13, 2-5-8-11-14, 2-4-7-13, 2-5-7-9-12.

AR E R, RN, 371eTiny nTaxu

1 3HUKJIU B BUCOKIH OJIaKHTI.
IIpununyna xmapka

i CaMOTHBO 3aBMepiia B O€3MENKKi.
MEWAR, REHEL, 3a winuii el

OJIHE OTHOMY He 30aiiryxiTn —
Take, JI3iHTiHIIaHb,

MOJKJTUBE TUIBKH 3 TOOOIO!

Gennady Turkov
[Turkov 2011, 24]

The translation by Yaroslava Shekera is a quatrain, with rhyme ABBB, it is writ-
ten in anapest (numbers of stressed syllables: 3-6-9-12-15 etc.). The full scheme is:
3-6-9-12, 3-6-9-12, 1-3-6-9-12-15, 2-3-6-12-15-18-21.

AR E R, IR, Bci NTAIIKK BiUIETIIN JABHO BXKeE — JAICKO. ..
OnnHoka y Hebl XMapHHa Becelna TyJIse€.
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AWK, JAHEL. CTpinuch NONISAAM HAIL 3 FOPOIO Ta i MUPHO OIIYKaloTh,
OmHe 0IHOTrO TF0O0UMO —
€ 5% 00 exuna [[31HTIH Ha CiM CBITI, 51 3HAIO.

Footnote:

The hidden meaning of these lines: the poet does not like
the officials of that time and in this context opposes mutual
affection between him and the mountain. He wants to live
among nature (with it), and not among the pompous officials.

Yaroslava Shekera
[Shekera 2002, 5]

The authors of the above translations did not recreate the tonal pattern of the
original, but all the translations are rhymed and convey core images and general
mood of the poetry.

2. Deviations in translation and its causes

Some Chinese and foreign sinologists believe that Western translations of Tang
poems contain numerous mistakes and discrepancies. Some even suggest that fo-
reigners cannot translate Chinese poetry. A good translator must indeed understand
the language, context, the author’s intention, readers’ expectations, and the transla-
tion must have a connection with the original poem as close as possible etc, but ne-
cessity of doing the above described preparation does not prove foreigners cannot
translate Chinese poems. We cannot absolutely agree with this idea, but at the same
time we cannot but admit the existence of mistakes.

2.1 The translator’s lack of Chinese language knowledge and indirect trans-
lation

The first main reason is the lack of knowledge translators’ have of the Chinese
language. The scope of overseas studies on Chinese poetry has not always been big
enough. Especially in the past the understanding of China was not comprehensive.
There was the lack of talents who can speak fluent Chinese and understand the Chi-
nese poetry. To avoid errors, translators need the appropriate knowledge.

If the Chinese language level and knowledge is insufficient, it is then not possi-
ble to achieve the translator’s goal successfully. Furthermore, even if the language
level is good enough, you will not necessarily create a poem equal to the original
one. For example a very famous translator William Jennings has discrepancies in
his translations. Professor Zhao Yanchun gives such an example in his book “On
translating Chinese poems”. While translating a line of “Gathering Vetch”(CK#4)
by an anonymous poet “4 K, W FHFEFE”, the translator has translated the
word “/” of this line as notional (full) word, but in fact it is an auxiliary word. It
indicates mood and can be omitted, this is not a very serious mistake, but the sup-
porters use this as an argument against western translation of Chinese poetry
[Zhao Yanchun 2007]. If the translator’s Chinese language knowledge is insuffi-
cient or if he or she has never learned Chinese, there will be much more problems
in translation.

It is predictable that in the early period of Chinese studies development a lot of
famous translators of Tang poetry did not have comprehensive understanding of
Chinese. For example, in 1867, the French Goncourt Academy female Academi-
cian Judith Gautier, translated Chinese poetry and published a collection of poems
“The Book of Jade” (Le Livre de Jade). It was translated into many languages and
made great effect on Chinese studies in the Western world. According to Judith
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Gautier’ biographer, due to her lack of fluency in Chinese, she acquired the assis-
tants of a Chinese expat in France who happens to be her teacher, Ding Dunling.
Ding Dunling had a very low level of French and because of this, when it came to
assisting Gautier with translating, he was not able to fully express complete mea-
nings of words, especially when it came to allusions. Because of these reasons it
caused a lot of misunderstanding in communication that resulted in discrepancies
in translations. Gautier and Ding invented their own transliteration system which
was not widely recognized or understood by other people. That is why some names
and titles translated in French are hardly recognizable. There were even some em-
barrassing mistakes, for example one main character in a poem was regarded by
Gautier as an author of the poem, and this resulted into lack of poem’s integrity [Yu
2007, 218—-229]. The above examples prove the biographer’s assumption towards
her insufficiency in Chinese. Gautier’s main drawbacks include the following se-
veral aspects. First, the translator eliminates the original title, and writes a new one
instead. Second, the translator avoided the translation of the proper names, such as
toponyms, names, and positions and used more vague general words. Third, she of-
ten did not translate the whole verse, but chose a few lines or a few paragraphs of a
poem according to her own preferences — sometimes she even changed the order of
paragraphs. Fourth, when there were words that needed explanation, she did not
use footnotes or commentary, but directly added explanation to her translation.
Thus her translation became too long and difficult to understand. Her collection of
poems, “The Book of Jade”, was later translated into many European languages,
such as Portuguese, Spanish, Polish and Russian, and those translations had an
even greater difference compared to the original texts. This reveals another reason
of discrepancies which is indirect translation. Gautier’s translations had many prob-
lems, but she introduced beautiful oriental poetry to Western readers, which was a
great contribution to literature. Her translations were easy to read, so a lot of poets
wanted to translate her work into their own languages. This was beneficial for the
popularization of the Chinese literature.

During a period of the first thirty years of the 20th century, Chinese-English
poetry translation attained its peak of prosperity. The first big poetry anthology
“Cathay” was published by Ezra Pound in 1915, and included 19 poems. A British
essayist, publisher, playwright, literary and social critic T. S. Eliot describes Pound
as a person who enriched the modern poetry world with his works [Hayot 1999,
513]. However, Pound did not understand Chinese. He based his works on the Ja-
panese translations of Chinese poetry and as a result there were a lot of mistransla-
tions. His translations are one of the most obvious examples of what happens when
translator lacks subject matter knowledge and cannot read Chinese original texts.
A modern Chinese scholar and translator Zhao Chunyan calls this approach “pre-
datory” and believes that Pound translated without proper consideration [Zhao
Yanchun 2007].

An American sinologist, known for his studies of classical Chinese, George
Kennedy, also believed that Pound had irresponsible attitude towards Chinese and
Chinese poetry translation. Kennedy regards Pound’s poems as good literature
works, but certainly not as good as translations [Sielke 2009, /50]. Ezra Pound re-
ceived his materials for translation from Japanese orientalist, Ernest Fenollosa.
Fenollosa did his research on Japanese poems and his notes included some of the
Japanese translations of Chinese poetry. Ezra Pound used his notes to create his fa-
mous “Cathay”. The problem of inaccuracies in such indirect translation is quite
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obvious, but we can summarize the main features of Pound’s translation: he did not
use meaningless adjectives (did not add any new images), texts are straightforward
and concise, and he used methods of localization (for American reader) and a
method of reduced translation. Pound not only used an indirect translation method,
but the materials he used were already translated from Japanese, so the texts were
converted at least twice before were finally conveyed to the reader. Let us identify
the main problems of his translations. Firstly, excessive focus on the semantics of
the symbols. Secondly, he choose for translation only those features which he be-
lieved where more important. Thirdly, the translator was sometimes interested in
one particular topic or aspect of the poem and ignored the rest, so that the whole
translation had less in common with the original one.

A Canadian poet and sinologist Florence Ayscough, together with the American
poet and critic Amy Lowell, translated Chinese verses which were published in the
anthology Fir-Flower Tablets [Lowell 1921]. This anthology belongs to the “new
poetry movement”; it was the first book which gained such great popularity after
Pound’s “Cathay”. Lowell was a poet, but she did not speak or read Chinese, so in
order to accurately understand the poems, she did a lot of preparatory work. Ho-
wever some aspects of her translation still provoked doubts. First of all, she did
some creative translations. For example, she changed Li Bai’s the poem’s title,
which originally was “fZA£I5” (literally “Night-sitting Song”) in Lowell’s inter-
pretation was changed for “A Woman Sings to the Air ‘Sitting at Night’. Not all the
critics favor “amplifications” in translation. Secondly, in the anthology “Fir-Flower
Tablets” there are a lot of free verses, neither Ayscough nor Lowell pursued strict
correspondence with the original poems (in terms of form, rhyme and arrangement
of lines). For example a line from the Li Bai’s poem “Visiting the Taoist Priest Dai
Tianshan But Not Finding Him” (U7 8% (L8 - ANil) “RARZK S 1, BeAEHr
> was translated as: A dog, /A dog barking, /And the sound of rushing water.

A character “PR”(bark) in the first line consists of radicals 1 (mouth) and “ X
(dog). It may be the reason why the translator decided to use three images of dog
barking, which were placed in the three lines of the translation. The British critic
A. E. Graham believes such translation destroys the original syntax of the poem,
resulting in a pointless repetition [Zhang 1982].

RIRIKFEH, A dog,

A dog barking,

And the sound of rushing water.

HAEHs m ik How dark and rich the peach-flowers after the rain.

Florence Ayscough
[Lowell 1921, 68]

Gennady Turkov recreated core vocabulary such as “dog”, “bark”, “rain”,
”peach-flowers”. There were minor alteration, such as “in the sound of water” was
rendered as “bickering stream”, and there is a word “drown” (to drown a sound of
sth.) added, so the word for word translation for the first line is “a dog barked
drowning the bickering of the stream”. The second line is “The rain is drizzling —
wets down the peach-flowers.”

RBRKFH, 3araBkaB cobaKa, 1310pUaHHs CTPyMKa 3arTyIHBLIH.
BRAE T TR Hakparnye I0IMK — 3apolIye MepCHKiB KBIiTH.

Gennady Turkov
[Turkov 2011, 39]
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Speaking of Li Bai’s Russian translations, the earliest Russian translations of
Chinese poems were translated by Yegoryev V., Markov V. and published in 1914
in an anthology “The Chinese Flute”. It was one of the very first attempts to trans-
late Chinese poetry, so there were a lot of “free” translations. Let us take Li Bai’s
“Marble Stairs Grievance” (JlectHuua npu JiyHHOM cBete) as an example. Critics
often regard this translation as “paraphrasing translation”, because the translators
not only did not retain the original poem’s rhymed form, but also made a lot of
changes in accordance with their own interests.

In the first half of 20th century there appeared a notion of joint translation, i.e.
different translators used word-for-word translation method to translate different
lines of the verse and then combined the results into the complete poem. Famous
poets, such as Fet and Akhmatova used word-for-word translation of the profes-
sional sinologists and then imparted the poetical form [Zhu 2011, 3]. Afanasy Fet
is a Russian poet born in the period of Tsarist Russia, he may be called a founder of
Chinese-Russian poetry translation, but his translations were not direct, he used the
translations of other languages which influenced the final results. In this multiple
transformation process the loss of information is inevitable. Famous Russian fe-
male poet Anna Akhmatova was referred as the “moon” of Russian poetry. She also
made attempts in translating Chinese poems, including Li Bai’s verses. Akhmatova
also did not know Chinese, so her colleague Nikolai Khardzhiev (a sinologist),
helped her by translating lines sentence by sentence. In 1956 she was able to pub-
lish an anthology “Chinese classical poetry”. Akhmatova’s translations are made in
accordance with the original, but because she was provided with “sentence by sen-
tence translation” and not “word for word translation”, there were inaccuracies in
word order. Her translations are regarded by critics as very interesting from a struc-
tural point of view.

Having analyzed the experience of famous translators, we can see that the most
discrepancies which occurred due to the insufficiency in Chinese mainly occurred
in the early period of Western studies on Chinese poetry. However, there are still a
lot of rare, never translated into English and Ukrainian poems by Li Bai.

2.2 Factors of Western and Chinese cultural difference

Different linguistic features and cultural environment of Chinese and western
languages resulted in creation of different poetical forms. Language and culture are
related, so because of cultural differences there may appear so-called lexical gaps.
For example, in northern countries they have more than 10 words with the meaning
“snow”, but we will not see such variety in tropical regions, as they may not even
have the related vocabulary.

As for the rhetorical means Li Bai used in his poems, the allusions were one of
his favorite devises. A lot of Chinese poems have one or two allusions in a poem,
but Li Bai put out a surge of energy to use a great amount of allusions in his
works.

Chinese poetry allusions are unique rhetorical devises with distinctive national
and folk features. That is why reasons for inaccuracies in translation of allusions
are often caused by Western and Chinese cultural difference. Li Bai’s poetry con-
tains not only a large number of historical names, usually at least every sentence
has an allusion, he uses pun i.e. wordplay (the clever or humorous use of a word
that has more than one meaning, or of words that have different meanings but
sound the same) in his verses. A Chinese economist, statesman, chancellor and poet
of the Song Dynasty Wang Anshi once said that people like Li Bai’s verses because
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they easily enjoy them [Cooper 1973]. But speaking of Chinese poetry, there is
another feature worth mentioning. Chinese readers, especially modern Chinese
cannot always understand content of the poetry without detailed annotation and ex-
planation of vocabulary. As for foreigners this task is even more difficult. Starting
from the Han Dynasty, Chinese poets must obey to strict poetry writing rules. But
foreign translators naturally were trying to avoid the poetry works containing too
many allusions or unclear parts; they often deliberately ignored some places or just
use words with broad sense in their translations.

For example when translating a title of Li Bai’s “A Banquet at Tao’s Pavilion”
(“Z M K5 1) Judith Gautier erroneously translated “f4” as “porcelain” which
actually is the direct meaning of this character. So in her interpretation the title was
“Le Pavillon de porcelaine” (The Porcelain Pavilion). However, here this was a
proper name, which should have been transliterated. Her mistake may be explained
with insufficiency in Chinese, but by chance there was an exhibition held in Paris
in 1867 and a real porcelain pavilion was actually constructed [Yu 2007, 218-229].
Not only proper names can cause difficulties, onomatopoeia can also be a big prob-
lem. For example, when translating one of the lines from Li Bai’s “Farewell to a
friend” “7i 7 ¥E A5 Gautier thought that “7i 7% is the sound of birds, so the
word “bird” appeared in her translation. But in fact, “7i 71> stands for “neigh”,
which is a sound of horses. Because of the range of insurmountable obstacles in
translation, such as word polysemy (which is extremely common), deviations are
often inevitable.

Due to cultural differences, the original poems will have unique Chinese spe-
cific names and the cultural realia (realia are words and expressions for culture-
specific material elements). However, according to Alekseev these components
can be translated, but methods of translation should be chosen according to the
images in the poem and degree of difficulty. The simplest way to render these
cultural elements is by explanation [Alekseev 2002]. For instance, when dealing
with toponyms, translators usually use transliteration and then add a description,
explaining its location and features, and sometime historical background. If the
poem is dedicated to someone, there should be an explanation of this person’s re-
lationship with the author. These explanations can be placed directly in transla-
tion, to help readers understand its content, and does not interrupt the reading
process. However, if it makes translation unnecessarily long, it is better to add a
footnote.

For example, Li Bai often used the quotes by military advisor and General
Taigong Wang Lushang and Shang dynasty’s minister and scholar Yi Yin. In the
poem “The hard road”, poet gave us a hint of Lushang fishing on the bank and Yi
Yin sailing in a boat not even mentioning their names. Li Bai gave an allusion to
an old story “INRIEFALER I, ZE IS4 114> (I would sit and poise a fishing-
pole, lazy by a brook — But I suddenly dream of riding a boat, sailing for the sun...).
The content of the story is the following: one day before being offered a minister
position Y1 Yin dreamed of sailing in a boat next to the sun and moon. Both Yi Yin
and Lushang once helped an emperor in his work, Li Bai here expresses hope for
his own success in a political career. As for the translation of this allusion, in Ukrai-
nian translation by Georgy Turkov this allusion on a story was not retained, but it
was explained in the footnote. The Russian translation by Valerii Pereleshin does
not have this allusion.

151



NSRRI AL I, To, Byaky 3akMHYBIIH, TakK, sk JItoi [llan, mogoBry cumky Haj
TTOTIYKOM.

BEFAH HIL To panToM cijiato B 4oBHa, sk I THb, i MHY y Mpisgx 10 coHIs.

Footnote:

Lushang, Yi Yin are characters of Chinese mythology. Liu Shan
(Jiang Taigong) was fishing in the Weishyu River before Zhou
dynasty ruler Wen Wang met him. Yi Yin, several times saw a dream
as if he seats in a boat, reaching the sun, before being taken to the
service of the Prince of Tan Wan. Here are figurative hints of Li Bai
dreaming to serve an equitable ruler.

[Turkov 2011, 58]

PRI HEFY ARV I, o s pobutn? Byautumy puby B CTPYMKY 9M IHBHTUMYCh Ha
BOZIOTpail.
RE RS HIL Csaay B 4OBEH — BBMIKAEThCS 3HOBY MEHi 1IapCTBO PafoCTi, CO-

HAYHUHI Kpai.
Leonid Pevomaysky
(word-for-word non-poetic translation by B. Ryftin)
[Turkov 2011, 183]

NSRRI AR I, TIpa3aHBIi, ¢ YI0UKO# 51 Csiy Ha TIPUOPEKHYIO TPaBy

RE P Hil U BO CHE B30MH Iy Ha JIOIKY, IPSIMO K COJIHITY OTILIBIBY.
Valerii Pereleshin
[Pereleshin 1970, 6]

3. Conclusion

There are several main factors causing deviation in Chinese poetry translation.
They are the translator’s lack of Chinese language knowledge, indirect translation
and cultural difference. All of the above problems can be solved with the appro-
priate preparation. The perfect translation is almost impossible, but still may be
achieved in case if the translator has a poetical gift equal to the poet’s of the origi-
nal poetry, an adequate Chinese language level and deep knowledge of Chinese
culture, history, mythology etc.

When translating Chinese poetry, every translator faces big problems. Chinese
poems not only have fixed unique structures, but also are rich in meaning. It is of-
ten impossible to use the means of Ukrainian, Russian or English languages to ful-
ly express the mood of poetry, all its concepts and ideas of the poet. Presently, all
the above mentioned methods of translation are not perfect, and cannot be used in
widespread. All the translation methods could be roughly categorized into couple
of groups. Firstly, one can choose to keep the original form of the poem and render
its figurative meaning according to the translators’ preferences. Secondly, it is pos-
sible to choose keeping the figurative meaning but change the form. For different
types of poems, this (changing the form) may lead to losing their appeal. For exam-
ple, the main feature of ode is the tonal harmony. Odes to a certain extent resemble
songs and if one decides not to choose the rhyme form when translating it into the
target language, the reader will not be able to feel or comprehend the original form
of the verse and phonological beauty. Furthermore, if it’s safe to assume, the main
goal of translating any text reach the targeted audience, I truly believe that the
second method, in this case, would be inapplicable.
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Apart from the goal of translation, there are also methods such as free transla-
tion; strict observance, with the original form and content, can be used in certain
cases. Tang Dynasty poets aimed to stimulate the reader’s auditory and visual sen-
ses, occasionally, even their sense of smell, taste, etc. Overseas sinologists have to
pay more attention to the usage of rhetorical techniques (especially peculiar Chi-
nese devises) of the original poems. There are plenty of different rhetorical devices
commonly used in Chinese poetry, such as antithesis, metaphor, personification etc;
there are also some techniques which have no analogies in most of the other lan-
guages, such as foil (#14T), synaesthesia (i#/#%) and association (F2%), this gives
us a lot of room for research in this field. This requires a more thorough approach
to analyzing Chinese poems; access to Chinese critical works on the ancient poetry
and, of course, adequate level of Chinese — not only modern Chinese, but also an-
cient Chinese.

Having analyzed the original Li Bai’s poems and their translations, we can sum-
marize the main principles of Tang dynasty poetry translation. The translator needs
to have the original words accurately translated into the target language. In addi-
tion to accuracy, translators need to use the words smartly, so that the target lan-
guage readers can enjoy and understand the poetry. In order to preserve the rhythm
of the poetry we sometimes have to add additional words, but we need to bear in
mind, that these words cannot be more than synonyms of the amplified range.
Speaking of the aspects of rhyming, translators should try to preserve the original
rhythm, though minor discrepancies are allowed. The most important is not the
rhythm itself but the alternating of the rhythm throughout the poem, which usually
occurs and causes the change of the theme. It is important to distinguish rhythm
and non-rhythm parts and to retain the original beat (the same as in music).

In the process of translation we can try to preserve the original rhythm form
in two ways: the first is paraphrasing of Chinese characters. Here you can keep
the original rhyming word that ends in a line of verse, and use the shorter lines to
create the desired rhythm. The second method is paraphrasing of the whole line. If
the line consists of the even number of characters, it is possible to use even num-
bers of syllables in the target language. For example, if each line of a Chinese
poem has 6 characters, we can then translate one line of such poem using 3 short
lines in target language. In other words, we are using a sextain (7NAT R 19 verse
with six lines) of the target language to translate two lines of a Chinese verse. In
this case the rhyming pattern of the translation will be: AABBCC (first line
rhymes with the second, third rhymes with the fourth and the fifths rhymes with
the sixth) or AFBECF (first line rhymes with fourth, the second rhymes with the
fifth and the third rhymes with the sixth). It is better to use the complete rhyme to
bring the lines together.

Speaking of approaches to Li Bai poetry translation we can identify three most
popular methods. The first one is poetry-research translation method. The method
is suitable for the long poems or odes, but is also applicable to other verses. Here,
as it was mentioned before, it is very important to keep the original rhyming and
metre, and retaining the musical element as a secondary task. Translators should
complete the analysis of a poem and give comprehensive explanations of each
meaning using the footnotes. In this method the translator pays attention to the
analysis of the poem’s lexical units, rhetorical devices and explanations. The expla-
nations are usually placed in the footnotes or commentary area; they may even in-
clude transcription and word for word translation. This method is not suitable for
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the mass reader, as it contains a lot of professional terminology and would be unin-
teresting and monotonous for an amateur.

The second popular method is called an ideogrammic method. It is a direct visua-
lizing of the Chinese character by the translator. According to the principles of Ezra
Pound, a translator should retain all the words of the original without the addition of
any new words. He used Chinese characters, and its parts, to deal with abstract con-
tent through concrete images and believed in an idea (which was proved wrong)
that each character represented an image or pictograph, based on sight rather than
sound. The British sinologist, Graham, believes that Pound’s principles made a base
of the modern Chinese-English translation methodology [Zhang 1982]. However,
Ukrainian translators use this method, but do not completely ignore the metre.

The third method is an impression translation. This is a method of translation
which combines the features of the above methods. Some scholars call this method
“assuming translation” or “footnote translation”, because it is a subjective transla-
tion — a translator chooses his favorite meaning of the word from many possible
meanings, according to his preferences. Such translations also contain a lot of foot-
notes in order to explain the rest of the possible meanings, etymology and transla-
tor’s understanding of the poem.

We believe that regardless of translation method, all the translators should fol-
low the basic rules: reflecting the original syntax and structure, expression of the
original thythm and metre, conveying of the poetry mood. In addition, we need to
take into account the historical context of the period when the original poem was
written and circumstances when the author wrote it.

REFERENCES

Alekseev, V. (2002), Trudy po kitajskoj literature, Vostocnaa literatura, Moscow.
(In Russian).

Cooper, A. (1973), Li Po and Tu Fu, Penguin Books, Harmondsworth. (In Eng-
lish).

Hayot, E. (1999), Critical Dreams: Orientalism, Modernism, and the Meaning
of Pound’s China, Twentieth Century Literature, [online] 45(4), p. 513. Available
at: http://www.jstor.org/stable/441950 [Accessed 26 Oct. 2016]. (In English).

Hu, T. (2013), A Case Study of Formal Translation of Tang Poetry, Theory and
Practice in Language Studies, 3(12). (In English).

Lowell, A. and Ayscough, F. (1921), Fir-flower Tablets: Poems From the
Chinese, [online] Internet Archive. Available at: https://archive.org/details/firflo-
wertabletsOOayscuoft [Accessed 7 Oct. 2018]. (In English).

Pereleshin, V. (1970), Stikhi na veyere: Antologiya kitayskoy klassicheskoy po-
ezii, Posev, Frankfurt-na-Mayne, p. 6. (In Russian).

Sielke, S. and Klockner, C. (2009), Orient and orientalisms in US-American
poetry and poetics, Internationaler Verlag der Wissenschaften, Frankfurt, p. 150.
(In English).

Shekera, Y. (2002), Tans’ke nebo: kitays’ka poeziya doby Tan, Zadruha, Kyiv,
pp. 5-11. (In Ukrainian).

Turkov, G. (2011), Li Bo. Dukh starovini. Vibrani virshi, Piramida, Lviv, pp. 24,
25,39, 126, 138, 256. (In Ukrainian).

Ye, L., Fei, Z. and Wang, T. (2007), China: Five Thousand Years of History &
Civilization, City University of Hong Kong Press, Kowloon, Hong Kong, p. 439.
(In English).

154



Yu, P. (2007), Travels of a culture: Chinese poetry and the European imagina-
tion, Proceedings of the American Philosophical Society, [online] 151(2), pp. 218—
229. Available at: http://www.jstor.org/stable/4599060 [Accessed 26 Oct. 2016].
(In English).

Zhang, L. (1982), Graham A E. Zhongguo shi de fanyi. Bijiao wenxue yiwen ji,
Beijing daxue chuban she, Beijing. (In Chinese).

Zhao, Y. (2007), Fan yi shi xue san lun, Qingdao chu ban she, Qingdao. (In Chi-
nese).

Zhu, Q. (2011), Lun hanshieyi guochengzhong yimeide chuandi, Master, Shang-
hai International Studies University, p. 3. (In Chinese).

AHAJII3 IEBIAIIIN B AHIVIIMCHKHAX TA YKPATHCHbKHAX MEPEKJIAJIAX
MOE3Ii JII 5O 3 TOYKHU 30PY CTPYKTYPH PEYEHbD

TA TOHAJIbBHUX CXEM

IO. B. 3acyyvra

TaHchKa 103151 HAJIEKUTh JI0 T0e311, CTBOPEHOI B nepioj quHactii TaH. BoHa € HaifiiH-
HIIIOK KYJBTYPHOK CHAJIIMHOK KHTAWChKOI HAIlil, IEPIMHOK B CKapOHHUII KHTaHCHKOI
KYJBTYpH, SIKa BEJIMKOIO0 MipOIO BIUIMHYJIA HA KYJIBTYPHHH PO3BUTOK KpaiH, M0 MEKYIOTh 3
Kuraem, a Takox €THIYHUX Tpym, siki ®uid moonnsy Kutaro. IcHye Benmuka pi3HOMAaHIT-
HicTh popMm moesii TaH, € O6e3nid sckpaBUX 300pakeHb Ta nepcoHaxiB. [loetn TaH BHKO-
PHUCTOBYBaJIH IMUPOKHN CIIEKTP PUTOPHUYHKX 3aCO0IB y CBOIX BipIIax, TAaKUX SIK aHAJOTis,
mapasnelnisM 1 KOHTPACTHICTh, TOPIBHSIHHS, MepcoHidikalis, meradopa, aHTUTE3a 1 T. 11, a
TaKOX 0COONMBI NpUIOMH KUTalichKOT JTiTeparypu, sSk-oT “Biarinenns” (#F%), cunecresis
(J#JE) 1 micin (“3anikaiaenHs gepes apyropsane” (2%%)). 3apasgku cTPOrMM METPHYHHM
0OMEKEHHSIM 3MICT BipIIiB OyB CTPUMAaHH, TOMY TIOETH B SKOMYCh CEHCI HE MaJl CBOOO-
Il TBOPUYOCTI Ta caMOBUpakeHHs. Ha 1ipomy etarmi moe3ist TaH BHUsBIIsA€ TIEBHI HEOMIKH Ta
CKJIAJTHOCTI TS TIepeKJIaiadiB.

VY 1iif crarTi poOUTHCs cripoba MPOBECTH aHAI3 JeBialliil B aHITIHCHKUX, YKPATHCHKUX
Ta JesSKUX pociiicbkux nepekitanax moesii JIi bo. CtarTs Takok 0XOILIIOE TpoliieMy He-
MPaBIIIBHOTO TIYMav4eHHs Ta ioro mpuduuH. [lepekiaam mOpiBHIOIOTHCS 3 OPUTiHATEHIMEI
BIpIIaMHU Ta aHAI3YHOThCS 3 TAKUX ACIEKTIB, SIK CTPYKTypa PEYCHb 1 TOHAJIBHICTH. Kpim
TOTO, HAa OCHOBI aHAJi3y NOCBIAYy HCSIKHX BIIOMHUX IMEpeKiIanaviB Oyao 3pOOJICHO MPHITY-
[ICHHS, [0 iCHY€ KiTbKa OCHOBHHX IIPHYWH: HEJOCTATHIA PIBEHb KUTAMCHKOI MOBH, HeE-
MPSIMUI TIepeKTal] Ta KyIbTypHi BiMiHHOCTI MixK 3axomoM i Kuraem. Y crarTi HABOIATHCS
MIPUKJIa I aHDITHCHKOI0 Ta YKPATHCHKOI0 MOBaMH.

Kurouogi caoBa: Jli bo, moe3isi, TOMUIKOBE TyMadeHHs, YKpaiHChbKa, aHTIIIAChKa, Te-
pexan

AHAJIN3 TEBUAILINI B AHIVIMACKUX U YKPAMHCKHX MIEPEBOJAX
IOA33UM JIU BO C TOUKH 3PEHUSI CTPYKTYPHI TIPEVIOKEHU M

U TOHAJIBHBIX CXEM

1O. B. 3acyykaa

TaHCKas T033UsT OTHOCUTCS K TIOY3HH, CO3AaHHON B mepuon nuHactud TaH. OHa sB-
JISIETCS TICHHBIM KYJIBTYPHBIM HACJIEANEM KATANCKON HAIHH, )KEMIYKHHOI B COKPOBHUIITHH-
e KUTaHCKOW KyNBTypBI, KOTOpas BO MHOTOM TOBIMSUIA Ha KYIETypHOE pa3BUTHE CTPaH,
rparndanmx ¢ Kuraem, a Takyke STHHYECKUX TPYIIL, KOTOphIe skutu BOmu3u Kuras. Cymie-
CTBYyeT OoubIoe pazHooOpasue GpopMm mod3uu TaH, ecTh MHOKECTBO SIPKUX U300paKeHU
u nepcoHaxei. [1oaTer TaH HCMOTB30BANH IIUPOKUI CHEKTP PUTOPUYCCKHX CPEICTB B
CBOUX CTHXaX, KaK-TO aHAJOTHUs, MapajIeIu3M H KOHTPACTHOCTh, CPaBHEHHE, IEPCOHH(U-
Kanusi, Mmeradopa, aHTHTE3a U T. A., 2 TAaKXKe 0COObIe MPHEMBbI KUTAlCKOW JTUTEPaTyphl,
Takue kak “orrenenme” (#1FL), cunecresus (/) n uncun (“uHTepec depes BTOpoCTe-
nennoe” (FL%)). bnaromapst CTpPOrHM METPHYECKMM OIPAHMYCHHUSM COAEP/KAHHE CTHXOB
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OBLIO OTPaHUYCHHBIM, [IOATOMY TTOATHI B KAKOM-TO CMBICJIC HE HMEJIH CBOOO/IBI TBOPUECTBA
U camoBbIpakeHus. Ha aToMm atarne nossus Tan oOHapyKuBaeT OIpe/ielieHHbIE HEJIOCTATKU
Y CIIO)KHOCTH JJISI TIEPEBOAIUKOB.

B aT0i1 cTarhe nenmaeTcs MOMbITKA MPOBECTH aHANN3 JIEBUAINH B aHTIIMICKNX, YKpPAWH-
CKHX W HEKOTOPBIX pycckux mepeBoaax moa3uu Jlu bo. Crares Takxke OXBaThIBaeT IPO-
OJieMy HETPaBHUIIBHOTO TOJKOBAHHS W €ro NMpWUYHH. [lepeBolbl CpaBHUBAKOTCS C OPHTH-
HaJbHBIMHU CTUXaMH U aHATM3UPYIOTCS C TAKUX ACIEKTOB, KaK CTPYKTYpa MPEIOKECHUHN 1
TOHATBHOCTH. KpoMe TOro, Ha OCHOBaHHH aHAJIM3a OMBITA PsIJIa U3BECTHBIX NIEPEBOIHKOB
OBLJIO CHIETaHO IMPEIIOIOKEHHUE, YTO CYIIECTBYeT HECKOJIBKO OCHOBHBIX NMPUYUH: HEIO-
CTAaTOYHBIA YPOBEHb KHUTAWCKOTO $I3bIKA, KOCBEHHBIH IMEPEBOJl W KYIBTYpPHBIC Pa3IHUuns
Mexay 3amagoMm M Kuraem. B crarbe mpuBOASTCS MpUMEpHI HA AHTIIMHCKOM M yKpawH-
CKOM SI3BIKaX.

Karwuebie cioBa: Jlu bo, mos3us, ommOOYHOE TONKOBaHWE, YKPAMHCKUMN, aHTJIMIA-
CKHH, IEPEBOJT

Cmamms naditiuina 0o peoaxyii 26.09.2018

156





