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The Poet as Translator

Wang Zuoliang ( 4R )

AXHHBARBFNHRBEFRTTHR. REFUSRER. IRIKFHE, TIRELE
RS E R e, EEBRS, REOEFeNH AT, ZENPELOE
&, tuEES, (8X2RHNEEEMEIEF BRI, ,i%i%ﬂtﬂ@.ﬂﬁ%ﬁﬁﬂiié%ﬂ%%%
ECR2ZID 2B R AMBEL « BRENETEE, naBBAB. CTTEF 5 Wi, PR
& - R - HALSRI . XENBOBEFETLERENLE 517, N o584
MRS E, I AEAMOMEDNMEL BN, H—-RRASNER, TX4/2BRXARE
NELHPEASHRE B BT LR BRE, '

EXEQBERS, FEE-SERTHEXBRERINZAAE, MOT: 1. SAHS
A 2 ERE—MRALHE, FHER/AHCHEHEZR, XARRBFOBNE, HHFM
e 3. RFIBRFRR, EERAREMAMESATEEER. FRRSHHE. &
BEFZHRURGLG, FR2—, RUNTESHXEESZERA, XEEEAXE TR
B8, RERRENL, BMEBEAGRI NG BUEFEAARRERNEESR. §E
BT XS R e AR,

Verse translation is thriving in China today. A publishing house in Hunan has launch.
ed a2 whole series of foreign poetical works in Chinese translation! ranging from Sanskrit
Vedas to Japanese haikus and is, from all reports, doing brisk business on them. The lit-
erary journals, too, are giving generous space to poetry from abroad. A rough check of
some of the Beijing-based magazines published in the last six months or so finds the follow-
ing names among the poets trgnslated: Margaret Atwood, Baudelaire, Robert Bly, Burns,
Giosu¢ Carducci, T.S. Eliot, Kenneth Koch, Robert Frost, Hugh MacDiarmid, Sorley Mac-
lean, Mallarmé, Yunna Moritz, Edwin Muir, Bulat Okudzhava, Giuseppe Ungaretti, Valéry,
Yuri Voronov, William Carlos Williams, etc.

Does a parallel situation exist in any Western country as regards Chinese or Asian
poetry? One doesn’t know. But in China, verse translation has always been a prominent
feature of the new poetry, itself the child of the New Culture Movement of 1919. Many
poets have tried their hand at translating. A number have turned out good translations. A
few, like Bian Zhilin in connection with Shakespeare, Zha liangzhen in connection with
Byron, have had a second lease of their poetic lives as accomplished translators.

What follows is a study of one of these poets-transtators, ai Wangshu.

Note. The author is indebted .to several friends for helping to track down and elucidate the
Spanish and Russian originals cf some of the passages cited. Particular thanks are due to Professor
liu Zongci, Mr. Jiang Zhifang and Mr. Zhou Qiang.



Dai was a major poet who had won many admirers in the 1930s with his symbolist
poems. Recently a volume of his collected verse translations? came out to remind us that
he had all alohg been translating other people’s poetry even as he was writing his own. [n-
deed, it is surprlsmg to find this volume a good deal thicker than the rather slim collected
edmt;m of his own poems, being 340 and 165 pages respectively. Particularly important
work Was done around 1940, when he translated Baudelaire and Garcia Lorca.

“The twenty-four items from Les Fleurs du Mal which he translated included such well-

known pieces as “L’Albatros”, “Correspondences”, “L’Homme et la Mer”, “Harmonie du
Soit”, “L’Invxtatlon au Voyage”, “Chant d’Automne”, etc. Baudelaire had never been trans-

lated adequately i into Chinese; but Dai managed to capture his quintessence in passage afte

passage of a- rare felicity:

A travers ma ruine allez donc sans remords,
Et dites-moi s’il est encor quelque torture
Pour ce vieux corps sans dme et mort parmi
les morts!
) — Le Mort Joyeux

Le Potte est semblable au prince de nuées

Qui hante la tempéte et se rit de 1’archer;

Exilé sur e sol au milieu des huées,

Ses ailes de géant I’empéchent de marcher.
— L’Albatros

Il me semble, bercé par ce choc monotone,

Qu'on cloue en grande hédte un cercueil quel-
que part. . .

Pour qui?. . .-~ C'était hier 1'6té; voici
l'automne! ,

Ce bruit mystérieux sonne comme un départ.

— Chgnt d’Automne

HEIRBETFIRREE,
MR, WNFXRERBEEEF,
SEESEE M, BHEREIE X

BRIRIEE

HARBRSE 2 AOER,
BHAREARENS ST,
—BMBESHE, EERBA,
BEARNREHRETE,

— RS

AXEROBRBOE, RiFR
ft 258 ADTBEHT -
Gty —HERRE: 4 RHKE s
XM E T RMARRER,

—B¥

He learned to deal with Baudelaire’s abstractions and personlfxcatlons always a prob-

lem to translators

— Et de long corbillards, sans tambours ni
musique,

Défilent lentement dans mon ame; I’Espoir,

Vaincu, pleure, et I’Angoisse atroce, despoti-
que,

-y

—MRFINEH, LTHRBETR,
R@MERRARIET “Huar
BRT, R¥&, BELHIK “Ein”
EENRBIEERELZ L,

ﬁmyﬂﬂ%
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Sur mon crane incliné plante son drapeau noir. B
' — Spleen (LXXXI) — ey ()

He could be terse and sharp as the original:

Race d’Abel, dors, bois et mange; TEfaaFh, R, 8,
Dieu te sourit complaisamment. - EERRMER.
Race de Cain, dans la fange ‘ R, ERBRK
Rampe et meurs misérablement. e, Xuit#haR,
Race d’Abel, vois tes semailles EIUEIB’]W, PREIE R
Et ton bétail venir & bien; EEE, B, HBEFEK
Race de Cain, tes entrailles ZRRW R, R TR
Hurlent la faim comme un vieux chien. EEY, 2—RE20
— Abel et Cain 7 —X A5k

He could also be warm and erotic, with Baudelaire’s own sublime hankerings:

Quand. les deux yeux fermés, en un soir FOREEFIROREE], YR THR

chaud d’automne, B R K R B0 g fet ) T B,
Je respire 'odeur de ton sein chaleureux, RRELRIT T EENEHRE,
Je vois se dérouler des rivages heureux IZRRE— R KRR X ;s
Qu’éblouissent les feux d'un soleil monotone;
— Parfum Exotique —REOFFH

He conformed religiously to Baudelaire’s verse forms, rhyme schemes, structuralshifts,
all the startling images:

Car je serai plongé dans cette volupté HAREG BN ETF BRI R,
D’évoquer le Printemps avec ma volonté, AR DME R 3 B wa B H R,
De tirer un soleil de mon coeur et de faire B AR DS B — H A BA
De mes pensers brilants une tidde atmosphere. NERRE, ARFHBGBER,
— Paysage — R B

The superiority of Dai’s rendering will be seen more clearly when compared with two
other Chinese versions of the same passage:
1Bk AaH,
B EEREER,



BTSN BT

KLEABHE.]
Thus Wang Liaoyi’s, which bears little resemblance to the original, quite apart from the
cranslator’s deliberate choice of the metre and diction of classical Chinese verse as the fit

medium to present this precursor of European modernism in.
:

2. VR ERILEE. A%,
HEERKERER, £4AKM,
ERERSLKTHRER—I KM,
RBRAR B B &R AN =R, ¢
Thus Chen Jingrong’s, which is the newest version so far, being published only in the sum-
mer of 1984. The translator i3 a poetess of no mean stature and yet here she is wordy
and woolly where the original is hard and clear. Neither Wang nor Chen translates the

-]

crucial image

De tirer un soleil de mon coeur
which is kept in Dai’s ‘

AR RO B — R AR

just as he keeps the original rhyme scheme — the only one to do so in the three versions
compared. o

Above all, Dai reproduced wholes as wholes. Indeed, there is hardly a single one of
these twenty-four poems that doesn’t come over as a unified whole, with its mood and
atmosphere intact. One more example must suffice:

Chant d’Automne 54
I =

J'aime de vos longs yeux la lumitre verdatre, REREHEEE, BENEA,
Douce beauté, mais tout aujourd’hui m’est TREBSHAREHE/TRG,

amer, R B MkE, mpkEs,
Et rien, ni votre amour, ni le boudoir, ni EXREREE LR AR,
I'atre,

Ne me vaut le soleil rayonnant sur la mer.

Et pourtant aimezmoi, tendre coeur! soyez =~ RGBT, ETHLI S0 £

mére, HBRENIIL, DRENEF,
Méme pour un ingrat, méme pour un méchant; ARG, OO
Amante ou soeur, soyez la douceur éphémere WE MR, HEEEWmE,
D’un glorieux automne ou d’un soleil couchant.

4



Courte tache! la tombe attend; elle est avide! BT RELES BROLER!
Ah! laissez-moi, mon front posé sur vos W, FRICELOLELREL,
genoux, kBRI AHBER,
Goiiter, en regrettant 1’6té blanc et torride, S22 bR AR B 60 18 280 Bt
De l’arriere-saison le rayon jaune et doux.
Superb! As evocative, as full of autumn sunshine, and as suggestive of approaching decay,
as the original.

What made Dai succeed where the others failed?

There were many reasons. Two may be mentioned here.

First, he took Baudelaire seriously and verse translation seriously. Second, he was
aware that what mattered most in verse translation was how the translator solved the
problem of poetic language.

These are his own words:

I should Iike to make two points as regards the significance of translating Baude-
laire.

First, this is an experiment — to see how much of Baudelaire’s qualities and his
exquisite, pure forms can be kept when he is transformed into Chinese. Second — which
follows from the first — to let the readers of our country see something actually written
by a modern, rather special poet whom they have heard about so much but read so little.

To let Baudelaire appear in his true light, the translator expended great, perhaps
futile, efforts. The differences between the two language systems and between the two
ways. of thinking often made it extremely difficult to try to reproduce the original qua-
lities and forms — more so in the case of Baudelaire than that of any other foreign poet.

Still, an experiment, once launched, is not deterred by thoughts of failure. The translat-
or has no regrets if he has done his best.

* He went on to deal with the technical details — how he rendered the alexandtin, dé-
casyllabe and octosyllabe in 12-, 10-, and 8- character lines and kept all the rimes suivies,
rimes croisées and rimes embrassées — “a stupid thing to do, no doubt, even ridiculous,”
he admitted, insisting however that Baudelaire was worth all the trouble, because he was
“a modern classic”.

By contrast, Wang Liaoyi, one of the two other translators just cited, sounded casual:

B MR s, (To relieve tedium of studious years,
BEENRRAR, ' Rendering fine verse only to please self,
ESCFES 2 1, Aiming not at stiff word-for-word translation,
ERAERE.6 I strive to catch the live expression.)

But the “live expression” cannot be caught with the over-familiar rhythm and worn-out
phraseology of classical Chinese poetry chosen by Wang; indeed, Baudelaire himself had

v



dismissec all attempts at classical revival as “pastiche inutile et dégofitant” and stressed the
special quality of his own poetry thus:

Toute notre originalité vient de l’estampille
que le temps imprime & nos sensations.’

This was a point grasped by Dai, who moreover saw, with a poet’s rapport with another
poet, that the special fascination of Baudelaire lay in a curious combination of two seemingly
opposing qualities, classicism and modernism. He was a classicist in his delicacy, fasti-
diousness and sense of form: he was a modernist in his tireless search for new rhythms, new
images, new confrontations and juxtaposition, indeed in a whole new way of writing that
would give full expressin to the new sensibility. Dai felt a special kinship with Baudelaire be-
cause he himself was that kind of poet, at once a classcist and a modernist. Translation was
an affirmation and a continuation of what he had all along been doing in his own poetry.
Hence the happy results,

Mai had other triumphs. _
The Russian poet Sergei Yesenin, for instance, comes out surprisingly well in Dai’s
rendering:

o RERTLIB

Ecau ronones Tel — 6ymeltb CHITHIM.
Kosb wnecuacres — 10 Becen u pan.
Tonbko JMHIIB He TAAAM OTKPHITO,
Mo# semHoli HeusBecTHulii Gpar.

Kak noayman s — tax u cpenan.
Ho yBui! Bcé onno u to x!
Bunwo, caumkom npuseikio reno

Owyware 3Ty CTYXY B IpOXb.

Hy, na uto e Benn wmHoro npouns,
He onun s 8 mupy musoi!
A ¢donapp To murser, To 3axoxodger

BearyGoit cBoelt romoBoi.

Tonbko cepaue nox Berxofi oxexof
Ulenqer MHe, ﬂOCETHBHJeMy TBEPIb:
«[pyr mod, npyr moii, npo3pesIlHe Bexanl

6

»

MRRIR, REHm,
AEHON, REtemimE
R A BT BB
itk ERFEAERE R,

BT R w8,

R, BER—RE,
ROEGRTERAIRT
BEER, KIMTRE.

BEXA, JIHALHR--
BAR M LE—35 A,
EEHEHEE LS 84T,
—&JLBRREE, —&)L%.

A FER M IR T L
I BIEY EEORIGE,
“REMK, BHIF09IREE,



3akpeiBaer ofHa Julllb CMepTbs. RﬁﬁEtéEéi’Eﬂ‘Jl Y

One is astounded on coming to such a stanza:

JLOropuT 30JIO0THCTHIM [JaMeHeM JiR ¥ 1 A o
Us tenecioro Bocka cBeua, BREBSERZ,
M nyunt yacw nepepsinHble o A 8K 8,
ITpoxpunat Mofi aBeHauaThmii gac. B TR+,
~— §1 nocaeanuit nost AepesHH — RIS R

which should please all modernists!

There are also renderings of Pushkin, Blake, Ernest Dowson (“In Tem Pote Senectutis”,
etc.), in varying degrees of accuracy, but all readable. It is not clear where Dai learnt his
Russian, probably he had consulted other translations. The languages he was most at home
in were French and, perhaps to a less degree, Spanish. Certainly the bulk of his translations
were from these two languages.

In addition to Baudelaire, Dai had translated a host of other French poets. Some
famous names are only represented by single poems: Hugo (1 poem), Valéry (1), Apol-
linaire (1). But the symbolists and post-symbolists appear in impressive quantity: Remy
de Gourmont (11), Paul Fort (6), Francis Jammes (7), Pierre Reverdy (5), Jules Superviel-
le (8) and Paul Eluard (14).

He made various experiments with poetic language. He translated the musical Ver-
laine with versions equally musical:

Le ciel est, par-dessus le toit, EEKR

Si bleu, si calme! FHE!
Un arbre, par-dessus le toit, )

Berce sa palme. BEE.

— Le Ciel Est, Par-Dessus le Toit. .. —Et+tkx
O bruit doux de la pluie 1347 PIN
Par terre et sur les toits! 0 7 Ak s
Pour un coeur qui s’ennuie TUABAR L,
O le chant de la pluie! K ER AT,
— Ariette —HHFWE R O

However, the diction and the phrases are a trifle too refined, and the metrical arrangement
too much fike classical Chinese poetry, so that they verge on preciosity. In fact, they are
in Dai’s own earliest poetic manner, which may be exemplified by the following:



-

XE B EER,
REBIEIE,
RESE AR,

— BB AR

There is the same kind of diction and metrical arrangement, there is the same mood.
saved from sentimentality only by the poet’s sincerity. (The last line, which may be ren-
dered as “I want to sink with the wan moon”, reminds one of what another poet wrote:

The wan moon sets behind the white wave,

And time is setting with me, O:
which are from Burns’s poem, “Open the Door to Me, O”. There are of course great dif-
ferences between the tightly controlled Chinese verse and a more open Scots folk poetry.
Still, both are wonderful lines and use the same image.)

When Dai came to Remy de Gourmont and other post-symbolists, he had acquired a

new manner, more colloquial and more relaxed, which comes out in his translations as well:

Tu auras 1'odeur des pommes R EFHRBOEER
sur ta robe sur tes mains, ERBETF EERBTF L,
Et tcs cheveux seront pleins TRk EREBT
Du parfum doux de I’automne. RREOBFRMAEF .
Les pommiers sont pleins de pommes, g BT g
Allons au verger, Simone, BRRHEELE, A,
Allons au verger. BREREEE,

— Remy de Gourmont: Le Verger —RREE, BHE

Read this side by side with Dai’s own lines:

LT, FHR, MEBELELY
NNE B RITE,
EREERBERBBR R,

LITXYYY

GTE, MR, ROBIE—RREN,
BAEA—RBRENEE,
BESARENK, BAK,

—XF, BEREE GO, -
il 3 93 BL B B,
i B R BRI B T 1

......

—WREE. <EELuhNiE



and one can see that there was a parallel development as regards style and poetic lan-
guage, in addition to affinity in mood.

How much affinity was there between Dai and Eluard, fourteen of whose poems he had
translated? Well, they had both exverienced a transformation — from being avant-garde
in artistic sensibility to being avant-garde in the anti-fascist fight. Certainly at the time,
both were confronted with a similar situation — war and enemy occupation. Whatever the
reasoq, Eluard inspired Dai to reach a new height in translation. Take the very first poem

in his collection:

Avis a8
La nuit qui précéda sa mort IS -2 B — %
Fut la plus courte de sa vie Rl — =T B
L’idée qu’il existait encore LR FE XS
Lui brilait le sang aux poignets B8 fib 0 1fn. 76 M _E &% 30
Le poids de son corps 1’écoeurait il By B 4 1) 2L B 4 s 1R IR
Sa force le faisait gémir b 3 B A e g
C’est tout au fond de cette horreur BE 753X 6 1 R 4G
Qu’il a commencé & sourire I HRMUET
Il n’avait pas UN camarade A “—” @k
Mais des millions et des millions BHENLNGFNLER
Pour le venger il le savait B A by
Et le jour se leva pour Hui. FREAX LA TEK

— Au Rendez-Vous Allemand

All preciosity, all sehtimentality, all over-refinement are gone, but there is no undue loose-
ness either. The tone is colloquial, but the structure is compact. Poetic language is
used in its essence: bare, clear, resonant, with the sole image emerging at the very end, to
round up the poem and also to open triumphantly onto a fresh day:

Et le jour se leva pour lui. TREXHMFTRR

Naturally all that is in the original, but much would have been lost if the translator
had not got the sensibility or the poetic language to reproduce it.

3

In translating Garcia Lorca, Daj tackled a new problem — how to bring out his folk
element. Lorca must have appealed to Dai in all sorts of ways — he had colour, music,
verve, a very pleasing sense of form and the contemporary European sensibility both artistic
and political, but these were all fused together by his love of the old ballads. His stanzas
were usually short, as in the ballads. His diction is simple and striking, as in the ballads.

9



His repetitious key phrascs, his catching melodies, his dramatic effects, all come from his
roots ir the Andalusian ballad tradition. But Dai seems never to have written that kind of
poetry. He had been nurtured on a different poetic tradition, which had by his time become
over-literary, cliché-ridden, burdened with a thousand years of allusiveness.

Linguistic problems were also formidable. Dai’s friend Shi Zhecun has remarked on ”
his inability to bring out the full musicality of some of Lorca’s lines. Thus the line from
the “Romance de la Guardia Civil espafiola” .
¥

En la noche platinoche,
noche que noche nochera

is rendered by Dai as

EXRESHRE,
BRBRBHELE,

which strikes Shi as “very clumsy” #

Yet all this did not prevent Dai from turning out beautiful versions such as:

Arbolé, arbolé B,

seco y verdé. X &,

La nifia del bello rostro B ILE TR/ G IR

estd cogiendo aceituna. EEEMERER,

El viento, galdn de torres R, &8 ERT,

la prende por la cintura. Ritib e B k.

Pasaron cuatro jinetes, F£id T A4,

sobre jacas andaluzas ERZABRETHAND,

con trajes de azul y verde, HERGHKE,

con largas capas oscuras. FEFRENEH.,

“Vente a Cérdoba, muchacha” “ERFREZEREF, NGB, ”

La nifia no los escucha. NGB AT o *
Pasaron tres torerillos ERTENEFESL 400,

delgaditos de cintura, o ERAmdB IR, ¢
con trajes color naranja “ ﬂﬁ%@%ﬁ B,

y espadas de plata antigua. FEBCWEH.

“Vente a Sevilla, muchacha” “BIEBLRRTF, NgR, ?

La nida no los escucha. NERAEM,

Cuando la tarde se puso EREREER,

nwrada, con luz difusa, % PH % B ¥ 28,

230 un joven que llevaba ELT—8B,

10
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m’&"u

tosas y mirtos de luna. CHRT ARk 4 foskcosit,s
“Vente a Granada, muchacha” - SEIERIIBOREE, MR, Y
y la nifia no lo escucha. ) - INTE IR AR BR A o
La nifia del bello rostro -t e JLZE RR B/ N R
sigue cogiendo aceituna . EEBEBE R,
con el brazo gris del viento SRR G,
cefiido por la cintura. 1o a0 BE R
Arbolé, arbolé : W,
seco y verde ' M,
— R

The beauty, of course, must first be ascribed to Lorca, whose use of the folk tradition and
the ballad form is seen here at its quintessential best. At the same time, one marvels at
the translator’s ability in bringing the poem across, with its gaiety, its colour and verve, all
intact. 'che refrain. :

RF 4,

MR, | |
is simple and vety terse, consisting of only three characters — three syllables — in  each
line; colloquial without being loquacious, familiar without being cheap, concrete, transparent.
opening onto fresh pastures — just the kind of poetic language every sensitive poet has
been looking for, over and above all the diversities of style, period and nationality.

The story — for as in nearly all ballads, there is a story — is told with parallel struc-

tures and subtle variations, again a Lorca forte, here matched by the transiator’s artistry —

notice the neatness of the rendering and the gradation in his use of verbs in the parallel
lines:

NG 8 A A
AN IR B A o
N SRR ER At
KA ) BB B
5t R i S

There is thus a cumulative dramatic force fully in accord with the original.
How was Dai able to achieve all this? ' ‘

i



i
Naturally his 0wt poetic sensibility and experience accounted for much of the siccess.
But curiouély enough, one also finds his earlier poetic education, his steeping in classical
Chinese poetry, playing a hand here. Phrases like “Eﬁ' BIRTF” | “EERE” . “R
ERBOHFS” . “»B8” , savour of the atmosphere of some old Chinese songs, remind-
ing one of snatches like:
HFEMBEE, HEEPW,
BRER L, REYNER -
— R+ IE
I FRREE? BB NI,
FuLROR, #4453,
BREAY, RETHRK,
G %
L
Echoes of this kind add to the resonance of the Chinese version, evoking a richer, more
romantic mood.
Such loveliness never lasts, in China or in Spain. Lorca’s idyllic world was soon in-
truded by a force that combined old cruelty with new ruthlessness:
Sobre el rostro del aljibe EHE FREEm,
se mecia la gitana. K Figd s,
Verde carne, pelo verde, KoE, FoLE,
con ojos de fria plata. EH BT RIDFEARE .,
Un cardmbano de luna —FKEN A
1a sostiene sobre el agua. B EEK L,
La noche se puso intima BEaRES
como una pequefia plaza. F—NINNIT 15
Guardias civiles borrachos BRT e
en la puerta golpeaban. EET . ’
.. ~— Romance Sonémbulo — B AR
Notice the shift from the green flesh, the green hair, the eyes of cold silver and that v

icicle of a moon — all images of purity and beauty — to something urban and promiscuous
— “The night became as intimate as a little square” — and then the end comes with a
bang: “Drunken civil guards were knocking at the door!” The sequence is crucial, and the
imagery all important. The translator reproduces all these. Indeed, he packs more dra-
matic force into the last line by making it extra short — only four characters as against the
usual seven or eight.

His handling of the “Romance de la Guardia Civil espafiola” is equally effective:
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Los caballos négros son.

ByeD, .

Las herraduras son negras. %ﬁ@&ﬂ’.;@%ﬁ{h
Sobre las capas relucen fi 1R kI H
manchas de tinta y de cera. ﬁ?}iiﬁlﬁ(ﬁlﬁﬁo
Tienen, por eso no loran, MR RR SN
de plomo las calaveras. Brlb M A RIE.
Con el alma de charol WEBHC AR
vienen por la carretera. BrI—BE Rk,
Jorobados y noctutnos, ELY, BEA,
por donde animan ordenan Bl—AEHERT
silencios de goma oscura ERRLnES

y miedos de fina arena. gt pad (ST
Pasan, si quieren pasar, 1B L P gk 0 1,
y ocultan en la cabeza LR ERE

una vaga astronomia — B ELEFn

de pistolas inconcretas. ARRE .

One notices in the poem a montage-like technique, as well as a different kind of
poetic language, marked by a more conversational tone and a number of surrealist metaph-
ors. The folk element is still there, in the descriptions of gipsy life — flags, festoons and
so on-—but the modernist sensibility informs all. It is a sensibility as much political as
artistic, for the poet was concerned with combating fascism, then rearing its head in Western
Europe. Dai, who also hated fascism, turned out a version that caught the spirit of the
- original and he did this by overcoming a special difficulty, namely, reproducing the start-
ling images without recourse to a private language acceptable only to a few. Thus expres-
“sions like BTG RM, BRBLIMGEG, ML L&A are at once surrealistic and
intelligible, while the phrase —#& 75T 1t it K MK == combines the very real “pistol" with
the elusive but wide-ranging “fateful astronomical changes”: a good example of poetic tele-
scoping with all the dramatic force of the original.

When he came to the “Llanto por Ignacio Sinshez Mejias”, another memorable poem
of Lorca’s, Dai did something more than reproducing the original effects: he presented to

his Chinese readers a new poetic form and a new hero.

For although Chinese poetry was full of short poems that mourn the Jeath of loved
ones and friends, there had been no elegies of some length, nothing 10 compare with Lycidas.
Adonis, In Memoriam or even “In Memory of W.B. Yeats”. * These latter had come from a
European tradition. What added to the novelty of Lorca’s elegy, in Chinese eyes, was that
it was devoted to a bullfighter.

Once again the translator rose to the occasion He reprodued Lorca’s praise of the
toreador with an equal combination of exultation and sorrow:
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