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REARZHE REAR BEPELHE M. YR
BEERFFEAARRE, EXBKE, BREABERE, BA
ERET WARBE,AMEH T, HET A FEH AL, FH
BREFHFANE K, B ERERG AL AR
Mo TERKRAERRZA(ARTETARLIN - KE L.

HREFAEFRER, —RAALRIANFATERE
17T R EEFAEE S (Dryden), 2 EHEF L AL S
R(Virgi) 2 £ (1697 FH BB KAT ., EXEFWNEF R
ER NESKBBEXEEFERXAAR R EEEN A
FERE IREXEXHEE HH R, THKHFCE
BEERBE KR, XBEH. RRRESLAHMERN L HAT
B, F—RHEEFABEZZEEMNE - % 2 (Arthur Waley,
1889—1966), B HEF M EAFRAX ¥ £ E(BKHE)
FEEBOKRE, 1985—1986 5 KA XL E R TR A ¥
HEAGEMERAXFFRARL. RATFaR LR -
FHE - F AP RN, LA XEX, RY KB
CEF EERETHE. BRELERXATFENE AR, XA
MR XFX KRB TREKARRR,

RERAELEBNTEHFE, ERRGREAKA EY, W
B+ oEETFREX. AR AR EEET M XFLEER
B ARAREEIF AR (L EFRETMEF O E)HBE
B, HERAEXH B IFHE (free verse) Xk FF X KEA WA,
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EARk, b FHRAY, UL B RARR, hEEXF
ERBHR, A, “F A% LERK"E A “Someone up there is
sad”, B R ¥ 0 iE, X H A EF W F % (lambic) H ¥ &,
FARBEEE MAABA TN IRBER, AL, EH"FH
“marble terraces” .“E Bt ”# X “marble steps”, T © A jade F
o (B T4, #lw,“A &8 wE"EH “The moon-
light is already jade white”, X E jade white % A A % % & WA
Z R o) X Bl “ B A7 K “blue water”, Tl &~ & green water,
KE,REFERRAFN R -FHOZ" O G LET
# % “heartbreak blue”, X # ¥ LMt % X A H B T4,
BAUEAMKOR FRANER B —REENRELR
“GOETHRAWBRARATRANERL . RETYLAER
AEERLCblue —HH X ZBE BEXRXTHLE", XX
B2 X, BA blue AN EEHEXL, 2XA4
1] heartbreak fF % ¥ (X H. 8 ¥ 18 %1 Bl & 47 B Heartbreak
House) B4 4 3 blue, A\ X E R EHRBAZEN, XFTA
FRFEAEEA, Al BREEEAd "5 REBFEL"F
# “I was suddenly chilled /By the onslaught of spring”, /| 4 7
onslaught % i &l 3 & & “# 3", ® onslaught # A& &~
e, RXEAARTHANFRET S RTRER W
ARER ANNEERTE TN BA—XHFTER
REAETRREMBEF, REWR . "LHE, BofF N

“UR B &, E M K", # H “Face covered with dust, /Temples
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hoary like frost”;“A bright moonlit night, /A mound of stunt-
edpines’s BB FEZEL(FER)IP“F F R A" H“I search
and seek”BE B 4, X B R X, EEC P X B IRHER., 25
BEWERATAEZE . KRARH T AHEM " .. the para-
sol trees and a thin rain falling. /By dusk time, /The drip-
ping became incessant”, & JE —fTiIF F“H L FH " K “drip-
ping. . .incessant” , A AH ko EXETHE . Aw, FE %
“EIEBEANLERT BU—LEAKREKR"E A “How much
sorrow, pray, can a person carry? / Like the spring torrent
flowing eastward, without tarry!” % 4b, 5 £ & K4 &
ETREMTUFERL -S4 KMEZETHARYN TR, M
1 Pope 3% 47 “That like a wounded snake, drags its slow length
along" WA 4 ZHHKBARTLEN ., ZEXMAFE
ALz, i, EHUERFE, Al " KTFEHAF"HIE:
““Every five miles a smaller pavilion, every ten miles a larger
one’ , as the saying goes; in olden times wayside pavilions were

»

built for wayfarers to rest their feet in.’
AEHEEAN(EARTEFARAIEREFIREE A A
HEHAREESRE MUAMN TR, FAY THEELH A
BOREREEAXFAR, Bt RE N EFREFHAMN
heRIBEFNFHHER BRERLEME K,
xE K T
—hAAAEMNA FIRKE



Preface

Mr. Kung ChingHao, who has returned to China after a
long sojourn abroad, has translated and put together a book of
old Chinese ci-poems from different periods. 1 have the good
fortune of reading his manuscript before its publication, and
would like to offer a few comments as a preface.

Mr. Kung graduated in 1956 from the English Section of
the Western Languages and Literature Department at Peking
University (PU). Before college, he had attended the high
school affiliated to Suzhou {Soochow) University in Suzhou.
At the time he entered the university, he had already had ten
years of English. When a freshman, he joined his classmates in
presenting one act of Shakespeare’s Merchant of Venice in
English, in which he played Shylock. His play-acting endeav-
our made quite an impression. After graduation, he was en-
gaged by the university to teach basic intensive English courses.
He remained at the job for a number of years. Among his stu-
dents, he was respected and looked upon with high regard. In

1964 WLLD (PU) was chosen by the Ministry of Higher Edu-
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cation to run a summer training course for teachers of advanced
college English classes from all over the country, in the port
city of Qinhuangdao. Mr. Kung was then a junior member of
the English faculty at PU, but owing to his extensive knowl-
edge of language and literature and to his experience in the
teaching of English, he was entrusted to take up, all on his
own, an advanced intensive class that summer. And that task
included the conduct of classroom discussions and consultations
on English composition writing. All this he handled to good ef-
fect. He was highly rated by the course participants and won
praise as an English teacher who could successfully cope with
the more advanced English courses. One must bear in mind
that the participants were most of them older than Mr. Kung
and had had longer teaching careers. (The majority of them were
university lecturers, with even a few associate professors!)

Mr. Kung moved to the United States in the mid-
seventies. While there, he completed the studies for a master’s
degree at Harvard University. Subsequently, he worked at the
Voice of America, putting together a Magazine and Book Re-
view program broadcast in Chinese; later he worked for the
World Bank as a translator, then a senior translator. His capa-
bilities, especially his into-English translation skill and talent,

were impressive.
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Mr. Kung has warm feelings for the motherland, its peo-
ple, and for traditional Chinese culture. After retirement from
the World Bank, he moved back to China to reside. And al-
though he is now over 60, with poor eyesight, he keeps on
working with languages, having published a book titled: 300
Popular Sayings in Present-Day English (Shanghai Yiwen
Press, 1995) and translated the present collection of old Chi-
nese ci-poems. His assiduity and fine taste have won our admi-
ration. Now to his translation of Chinese c¢i-poems.

In the field of into-English poetry translation, the 17th-
century English poet John Dryden is generally regarded as the
most important forerunner as a poet-translator. He translated
the collected works of Virgil (published in 1697) and won high
critical acclaim for his work. Dryden did not follow the word
literally ; that is to say, he selected only those salient grammati-
cal structures, patterns of expression, and idioms in English
that correspond felicitously with the original, striving in the
process to convey the precise meaning, style, and spirit con-
tained in the original. His translations read well: there is a nat-
ural flow to the poetry in translation. I believe that is what Yan
Fu called “35” (finding the perfect corresponding expression).
Another distinguished English poet-translator was Arthur Wa-

ley (1889-—1966), whose translation of Tang poetry and the
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Japanese classic “The Tale of Genji” have won great critical ac-
claim. In 1985-1986, when 1 was visiting Cornell University,
I often attended poetry recitation gatherings organized by its
English Department. One time, I chose a poem by Li Bo begin-
ning with the line: “Among flowers I brought a jug of wine.” It
was required that English translations should accompany the
poems recited. | tried to do the translation myself but was not
satisfied with the result. In the end, [ adopted Waley’s
version, which sounded fine in recitation, with a natural rhyth-
mic flow. My recitation went down well with the audience.
Mr. Kung’s selected ¢i-poems also read well in English,
with a natural flow to them. And yet he sticks quite close to
the original! This is because he has a good command of the
English language and knows English literature well; also, he is
well versed in English usage and idioms (as far as both poetic
language and everyday speech are concerned). He has adopted a
free-verse approach in translating the irregular lines of Chinese
ci-poems, with felicitous results. He does not altogether avoid
rhyme, which he uses occasionally to achieve a heightened ef-
fect. He really has a mastery of colloquial English. For
example, Li Bo’s line: “#H A# _L#&” he renders very simply as
“Someone up there is sad”, which is natural fluent colloquial

English and yet at the same time a perfect English iambic line.
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Mr. Kung never goes in for “forced” translations; rather, he
adheres closely to the natural English word order and colloca-
tions. Examples: “ % #1” as “marble terraces” and “ £ K" as
“marble steps”, avoiding the word “jade”. (However, the
word “jade” is not eschewed in all cases, as for example in the
line: “The moonlight is already jade white” for “ A & & 4= £7,
which calls to mind a lovely whiteness shed by the
moonbeams. ) Still another example is the rendering of the
words “4 K", which becomes “blue water”—"“green water”
would not be appropriate. Now | would like to discuss his ren-
dering of one line of Li Bo’s: “&iy— '?’F‘{ﬁ < § ”. The last
three words in the line: “4 = #”, which become “heartbreak
blue” in translation, give a good example of Li Bo’s striking po-
etic diction. It is apparent that Li Bo places special emphasis on
this line, so the more ordinary ways of rendering it would fail
to convey the depth of sadness experienced by the poet, looking
at the mountains. Here, Mr. Kung displays his skill by choos-
ing the word “blue”— a word with multiple meanings and con-
notations. As it is, both the colour and the feeling of sadness
stand out, because being blue is being sad and pensive. Mr.
Kung uses “heartbreak” as an adjective ( Remember Shaw’s
play — Heartbreak House) to describe this blue feeling, so as

to be doubly emphatic. Mr. Kung is good at employing other
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means for heightened effect — like changing the parts of speech
of words, as for example in the line “ ¥ R%i&bﬁiﬁ" (I was
suddenly chilled” By the onslaught of spring). The word “on-
slaught”, a noun, is used here to translate an adverbial phrase:
“of a sudden”, to bring out the quickness of impact. Mr. Kung
is also skilful in the handling of short and forceful poetic phrases
to bring out correspondingly short, forceful, long-suppressed
feelings in the heart of the poet — lines of such terse force that
they seem to contain a concentration of the ceaseless pain and
deep sorrow of life. I refer to two pairs of short phrases in one
poem: “L#H &, ¥4 E” (Face covered with dust, / Temples
hoary like frost); “# A & , 42 # R ”(A bright moonlit night, /
A mound of stunted pines). Mr. Kung’s handling of Li
Chingzhao’s famous line “F § £ & 7 (I search and seek) is
sparing in the use of words, sticks close to the original, and yet
conforms to English usage. The translation of “##R & k
P H . L5 5 #E A" (... the parasol trees and a thin rain
falling. / By dusk time, / The dripping became incessant) in
the same poem says exactly what the poet was saying. Using
“dripping. . . incessant” for “.% & & & " is really a master
stroke. Mr. Kung uses rhymes well, too. Example: Li Yu's
famous line “FI B AL $ &7 B — iz &K E KR be-
comes: “How much sorrow, pray, can a person carry? / Like
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the spring torrent flowing eastward, without tarry!” This last
line gives the vivid feel of a long river flowing endlessly on — to
the east. It reminds me of a line of Alexander Pope’s: “That
like a wounded snake, drags its slow length along”, describing
a wounded long snake pulling itself along on the ground. Mr.
Kung gives an equally vivid image. Lastly, the notes Mr.
Kung provides are sometimes delightful. For example, the note
for “% % & £ % "goes like this: “‘Every five miles a smaller
pavilion, every ten miles a larger one’, as the saying goes; in
olden times wayside pavilions were built for wayfarers to rest
their feet in.”

In sum, Mr. Kung’s “Modern Rendition of Selected Old
Chinese Ci-poems’ presents to us a collection of c7-poem gems
rendered into modern English verse. Fortified by an occasional
note, here and there, the book could be of use to readers abroad
who have taken an interest in classical Chinese literature. At
the same time, translators of poetry in China may also glean
something useful here. Therefore, bringing out this book is

well worthwhile.
Fu-ning Li
Apnl 1996

at Peking University
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Translator’s Note

Ci'-poems in China had their beginnings in the Tang Dy-
nasty as lyrics of songs written for courtesans to sing at ban-
quets or for the embellishment of a social function. Each ¢i-po-
em had to be fitted into an existing tune pattern bearing such
titles as Moon on West River, Butterflies Love Flowers, etc.
The rhyming and word tone movement requirements for ¢7
were rigid, although the early lyrics consisted mainly of easy,
colloquial and everyday phrases.

Unlike traditional poetry, ci-poems did not have a clean-
cut regularity of verse-line schemes (a certain number of feet to
a line); instead, ci-poems were made up of irregular verse
lines, ranging from two, three words (in rare cases, even only
one word) to seven words or more to the line. For this, ¢/ ac-
quired another name for itself: poems of long and short lines.
Another feature of ci is that in the majority of cases it was a
two-part (two-stanza) composition: a first part and a second
part separated by a few blank spaces. The two parts are con-

nected in the flow of ideas, in tone, and in mood. Many times,
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the first part is a description of scenery while the second part
points to a philosophy of life.

In time, ¢ writing was taken over by the literati and
“professional” poets, who perfected the metrical schemes and
brought fresh phrasing to ¢i. Its meters now became more in-
tricate and its diction and phrasing more refined and elegant.
Ci-poetry, which earlier had been rather disdainfully called “an
adjunct of poetry”, later developed into a full-fledged literary
genre in its own right. It flourished especially in the Song Dy-
nasty (960-1279 A.D.).

Ci-poems were mainly composed to express the poet’s in-
tensely-felt personal feelings like the sorrow of being parted
from the loved one, the joy of re-union, love for natural
beauty, life’s disappointments, and the charm of rural living.
Oftentimes, the poet’s feelings and emotions were projected on-
to the scene or scenery at hand, bringing a subtle poignancy or
an exquisite beauty to the poem.

Translating poetry is well-nigh impossible. In the matter
of meters {meters in Chinese poetry depend on the words’ tone
movements) , it is indeed not possible to attempt to fit the Eng-
lish translation into any existing ¢i-poem’s set metrical scheme;
on the other hand, nor would it be advisable to impose a set

English metrical pattern in translation — that would make the
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verses sound stiff and “artificial, lacking in spontaneity, and
would thereby fail to bring out the poetry contained in the orig-
inal poem. What I believe a translator should do is to adopt a
free-verse approach, with emphasis on striving to put across the
poetic thoughts, sentiments, feelings and situations, along
with the overtones, undertones, and nuances, as best one can.
As to meters, an “inner rhythm” approach should be used to
approximate the rhythm in the original poem to maintain a sort
of poetic flow that one experiences when one reads the original.

This is the approach I have attempted for this collection of
gems of old Chinese ci-poems. Whether | have been successful

or not I leave to the readers to judge.

KUNG CHING HAO
November 1996, Beijing

1. Ci — read like tse.
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