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PREFACE
In the Form of an Introduction

to Three Hundred Chinese Cut Verses with English Translations

BRl, ARE, SEAERNARS, BEEBERHALT
D, EREEEEFXRERERY, RERDIZXDT. 4
%, SEARFH, REERELEHFSIMEEANEESNE
H¥EW, FAPAEBEEEE. MUZEWR? RITHREFET U
WER, FETHUFFRWRENMERER, FETHU
WERH RN EA R TR EELS.

Nowadays, in our country, many people are engaged in writing
metrical verses, and just as many others are engaged in translating
metrical verses. However, those who are engaged in translating into
English metric verse the work of the Chinese regular verse composed
by themselves are extremely few, | am afraid. Of course, some of
those who are engaged in writing modern poems translate their own
works, especially those Chinese of foreign nationalities and those
who have finished their overseas studies. Why should this be the case?
It can probably be traced back to the principle of translating verse
into verse, translating metrical verse by following the verse-to-verse
principle, and the application of this translation concept to metrical
verse translating.

B, QERER, RETHRMARBER. H4EE
£, SHAERER. AEg AR BHREEFHN—f, 7K
Mo, FAEFH—M, IEH, EF. HERYLEKF.

Needless to say, in writing a metrical verse, the writer should

know what the metrical verse is, and which formal and phonological
aspects are involved in writing such a metrical verse, and how to
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write the metrical verse. Take the writing of the Chinese cut verse for
example. The cut verse belongs to the metrical verse, or strictly
speaking, it belongs to the Chinese verse of modern style, or the
Chinese regular verse, as do the Chinese regulated verse and the
Chinese extended regulated verse.

BEETESET L ZETHAN REHE, BEEX,
Bl rEER, #EEE, NRREFHMTEY
WHER. ThF, MFTHEE, LT, #F/\17, #E
TARTATUL, BAEAFAR; AFTKEE, TELH
f: AE 5t Bk, XEAARRER LS %4, TE I,
Ae#phteee. tE 8. tEHE.

Gelii refers to rules the Chinese metrical verse writer should
obey in his poetry composition. Specifically speaking, Ge refers to
form, or the formal requirements that should be met in poetry
composition. Lii refers to the phonological requirements, or tone and
rhyme arrangements, which should be met in poetry composition. In
terms of line number, among verses of modern style (henceforth
referred to as the regular verse), a cut verse consists of 4 lines; a
regulated verse, 8 lines; and an extended regulated verse, 10 or more
lines, always even in number. From the viewpoint of line length, the
regular verse falls into two categories: the pentasyllabic and the
heptasyllabic. Therefore, the Chinese regular verse can be
categorized as follows: the pentasyllabic cut verse, regulated verse
and extended regulated verse; the heptasyllabic cut verse, regulated
verse and extended regulated verse.

R, RARRBERFFHNEE, F—NEEN B REX
o HEWT. THF, FHMFATH B, FULAHREK, &
W, HEEBRHIERU L, LARRHR—REKRE Bk,
8B RITH B AR N E B, S8 FBA R, dEw
Bt 7 DUA F HOR AR T .

However, this is not the complete story of the formal
requirements, for another important formal aspect is the antithesis.
The relevant details can be described as follows. In the Chinese
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regular verse, two lines form a couplet. In this light, the cut verse
consists of two couplets; the regulated verse, four; and the extended
regulated verse, five or more. The two couplets in the cut verse are
termed the first and the second; the four couplets in the regulated
verse are termed the head, the chin, the neck and the tail; and the
couplets in the extended regulated verse can be marked as the first,
second, third, fourth, fifth, etc.

VR — B AA T Vexdpto TR RLBR N, B —H A W
A, FoAERATA AAHLEERRE, XU H5 HATF
FAER. BN REMMER. BREHaemTFEH,. HA
SR, HTENERRE, HOAWRRZEEN, 49
bR RREEEN; HAWREERREH, THLLFRE
REHEM, 2%, WASHBRRE, Ha+7wH T ZFREA,
HRIWARMIEF L, A48 E d bR 2 FEA, 5
RINAR M EIRE; HEARRA, x4 a0 i A
MBALE FRE AR, BAEXLR. SEAAEE. #
AW EE . BlE & KA HOR . FEAER AR
AL AR AL A A R ER, F%. 55,
LRAET  BRA AT E, o, FAR—FERFEH,
BHshiE & R s, FARMEEE AR, BERR
WA LR E A, ARAYRIBREE. XEH. ¥R
%, XBREHFEE.

Usually, the discussion of couplets paves the way for the
discussion of antithesis. In an antithetic couplet of the Chinese
regular verse, the first is called the starting sentence, while the second
is known as the antithetic sentence. An antithesis requires that the
antithetic sentence should be dissimilar to the starting sentence in
tone, but similar in grammatical and rhythmic structure.
Grammatical structure refers to sentential structure, phrasal structure,
and part of speech. Sentential similarity means that if the starting
sentence is structured as subject + predicate, the antithetic sentence
should also be so structured. If the starting sentence is structured as
subject + link verb + predicative, the antithetic sentence should also
be so structured, and so on. Phrasal similarity means that if the
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starting sentence contains a phrase structured as subject + predicate,
verb + object or modifier + head, the corresponding phrase in the
antithetic sentence should also be so structured. Part-of-speech
similarity means that the words or phrases in the corresponding slots
of the starting and the antithetic sentences should be of the same part
of speech. Specifically speaking, the corresponding slots of the two
sentences should be related to each other as follows: noun to noun,
verb to verb, adjective to adjective, adverb to adverb, numeral to
numeral, classifier to classifier, locational noun to locational noun,
personal name to personal name, place name to place name, and/or
grammatical particle to grammatical particle. In addition, nouns are
subclassified into more than 10 subcategories and it’s better to use
terms from the same subcategory. When it comes to verb, transitive
to transitive and intransitive to intransitive correspondences are
required. However, the adjective can be used as the correspondence
to the intransitive verb. The antithesis also involves meaningfully
unbreakable words, words of similar onsets, words of similar rhymes,
etc. All these words can be classified in terms of part-of-speech.

HAGREME, FEX (FRERAR) . T (FY
BREWEA ) 5 X (N 5HARXFMEL) . KA i
FMBHRXMA) 5 WA (HAafxtagrERXRREB#*X
ARAMKR) ; BEA (FXEEBRY, HA5H4aX, a5
AR 5 X (FEREEFEXD , YA, BXE. a5
RE, REFRNMAKRS, B2EXRWHARAL S, A—
AMFAHE. YR, WA GELTTXBER RS, TEBL
X BXfUAAHERLAR, FTRNE, £5840&RL
H, BRAERHF. FAAKEL TN (BaREgR—F
R EREA (BHARALER—TX) %.

The antithesis can be classified into the allusive (with allusion
involved) and the non-allusive (without allusion involved), the
opposite (with opposite meanings involved) and the non-opposite
(without opposite meanings involved), the flowing current antithesis
(the two sentences used to express cause-and-effect, progression or
other relations); the fan antithesis (involving two couplets whose
starting sentences form an antithesis, and whose antithetic sentences
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form another antithesis), the borrowing antithesis (involving
homophones), the intrasentential antithesis, the egoistic antithesis,
etc. By intrasentential antithesis is meant that within the sentence,
there are two antithetic elements, which share an identical character.
Of course, this applies to the starting and the antithetic sentence alike.
The egoistic antithesis is largely similar to the intrasentential
antithesis; the difference lies in that it has no identical character
involved. In addition, there are rigid and non-rigid antitheses, of
which the former involves similar subcategory nouns, while the latter
does not involve such nouns.

BENNREERLFR G 6% LR, HREE
BEMMTREN, FRHALAHER, EUERATR; a0
HAWRRTRARRIAZERE, BUEKY X,

In preparing antithetic couplets for the regulated verse, attention
should be paid to avoiding similarity in structure and hand clasping.
Specifically speaking, in a regulated verse, the grammatical and
rhythmic structures of the two antithetic couplets should not be the
same. Otherwise, the couplets should be regarded as similar in
structure. In either of the two antithetic couplets, the meaning of the
antithetic sentence should not be similar or almost similar to that of
the starting sentence. Otherwise, the two sentences will be regarded
as an example of hand clasping.

THRF=AFE, IAEHERTH. 4987 FHEX,
WA, BARFBRT LT AR, FT—BRER—BRLR
s ARSI T ER — R AT, BB/ BRI R
AR HERERFERS, XAWHLAXNK (Cheng
Yongsheng, 2018; Bk 4, 2018) .

The three subcategories of the regular verse set different
requirements for antithesis. Specifically, for the cut verse, antithesis
is not a must. In other words, the two couplets of the verse can either
be antithetic or otherwise, or one of the two couplets can possibly be
antithetic. When it comes to the regulated verse, the chin and neck
couplets, or the two couplets in the middle of the verse, should be
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antithetic. The other two couplets could be antithetic, but they don’t
have to be. As far as the extended regulated verse is concerned, all
the couplets in the verse should be antithetic except the first and the
last (Cheng Yongsheng, 2018; Cheng Yongsheng, 2018).

NAEFNERERERGATERETFHNPFARESHH
AR PR EERTIRMNMR: 1 Bix 50T REE
AP EM EMR; 2 tEEEEWEM ENR; 3 &
AARF (FF) A—AFRET (AE5LERTHRE—
AMERETHEETETD) , A—FRETHFHFEATHTIRX
B AR 4) F—# AT %, FAEEE RS2 RN kA
K; 5) B—FW¥, WFATHAHEMMLE F o= E 2T KR
EHR GEZ“x7) ;5 6) WA BRI HAE L=
WETH PR EARE GEZ“H™) 5 7D FIRENHERAF
— T, ME—FTWRBAZTEFR” (F—NFERET, =
ERAFAFTO ok (RE—NFRET) W& PR
Bl PPk, PRk, KKK, KEFREFBR; 8)
F—AMEZE, =, =. DTHELRF 3-6 FRNUHR;
BAEROEATE, REABERE; NTERMHIRE,
CREBEGYE. BREHFNATRE; 9 BF0FKE,
HEMKTRERMTR, FETERPHA-ANTE, X
BEAE; WBAFANFE, FHEWHEANREBEGR; 10)
ELT TR AR I — A5 AT E —F R E TP AR
FRET, RMART tE#4T, B, t50FEAFR#.

The phonological features of the Chinese regular verse can be
clearly described in terms of tone patterns, including the rhyme
patterns, which are formed in accordance with the following
principles: 1) the tone patterns for the regulated and the extended
regulated verse are based on those for the cut verse; 2) the tone
patterns for the heptasyllabic verse are based on those for the
pentasyllabic verse; 3) a tone unit consists of two Chinese characters
or syllables, but the last single syllable of either the pentasyllabic or
heptasyllabic line is regarded as a tone unit; and in the tone unit, the
two syllables should in principle bear same tones; 4) in a single line,
the two adjacent tone units should in principle bear different tones;
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5) in the same couplet, the corresponding tone units of the two lines
should in principle bear different tones (hence the tone dissimilarity);
6) in the adjacent lines of the adjacent couplets, the corresponding
tone units should in principle bear similar tones (hence the tone
similarity); 7) the formation of a tone pattern starts from the first line,
depending on whether it begins with and end in an even or oblique
tone, determined mainly by the second syllable of the first tone unit
and the last tone unit of the line; therefore, there will be the even-
start and even-ending line, the even-start and oblique-ending line, the
oblique-start and oblique-ending line and the oblique-start and even-
ending line; 8) to the first line, the second, third and fourth lines can
be added according to the 3rd-6th principles above; when the odd-
numbered line ends in an even tone, move the syllable to the
beginning of the line; when the even-numbered line ends in an
oblique tone, shift the syllable to the beginning of the line; in this
way, four tone patterns for the cut verse can be generated; 9) the tone
pattern for the regulated verse is formed by doubling that of the cut
verse; if the formation results in an one even-tone ending for the fifth
line, move the syllable to the beginning of the line; if it results in a
two even-tone ending for the fifth line, move the first oblique syllable
of the line to the end of it; 10) add a tone unit bearing dissimilar tones
to the first tone unit of each of the lines of the tone pattern for the
pentasyllabic verse, a tone pattern for the heptasyllabic verse will be
produced; therefore, there are also four tone patterns for the
heptasyllabic verse.

TARFRATHY, BTAHH, eATHETLAHE, K
WPEH, i ag—#H R, FEEREK, TU%H. 7
S, FERRERIERENEFNEMZ . TERFARKE
EHERREZL. ERREBNEENTLE, LE. EERAFE,
RAERXIEER, WLRAWESFHEL: PERAE. AKX
BWPENALERFHNTEE, REZFHAKRFHRE. AR
REUAEE: BF. P, LEfixrE, ARARTIESTLA
®, LR WELSHFA: FEMEKE. TEFHTERENL
RIGEWIH-FEEF, fRFRKENaERARTIERN E*
%7, (Cheng Yongsheng 2019;%8 % & 2019)
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The end rhyme is imposed on the last syllable of each of the
even-numbered rather than odd-numbered lines of the Chinese
regular verse. However, the rhyme for the first line is optional.
Generally speaking, the rhyming syllable bears an even tone. For the
regulated and cut verse, one rhyme is used throughout, but if an
extended regulated verse runs too long, other rhyme or rhymes can
be used. The poetic even and oblique tones are rooted in the two
variants of the Chinese language, either of which consists of four
tones. The two variants are Classic Chinese and Modern Chinese.
The four tones of the former are the even, falling-rising, falling and
entering tones. In writing a regular verse in Classic Chinese, they will
organize the linguistic tones into two poetic tone groups: the even
tone and the oblique tone. The poetic even tone comprises the
linguistic even tone only, but the oblique tone for poetry contains the
falling-rising, falling and entering tones of the language. Modern
Chinese also comprises four tones: the even, rising, falling-rising and
falling tones. In writing a regular verse in Modern Chinese, the four
linguistic tones are also organized into two poetic tone groups: the
even tone, comprising the even and rising tones of the language, and
the oblique tone, comprising the falling-rising and falling ones of the
language. (Cheng Yongsheng, 2019; Cheng Yongsheng, 2019).

FEhgr, —RRATAE (—HERXEEHE) KT
BHEH (—HAUTERENEHL .

In composing a regular verse, poets will employ either the
pingshui phonological guide, based on Classic Chinese, or the new
phonological guide, based on a Modern Chinese close to putonghua.

KECRBRRT, ERER, XERERTLAFAAR: +
AT R A+ AT R (UL TR E BT AR TEE,
THATRE—MER, 2FTHAT, BRXERELEN T
TR THTRNFTENEEY, AAETHR—ANFS BE
WRTKEERZNTAET. THTRRTES AWGH, T
WX p— B, (FHAM, 2008: RF)
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It seems to me that English has its own metrical verse, which
falls into two categories: the sonnet and the non-sonnet or the other
English metric verse. From the perspective of form, the sonnet is a
short poem, consisting of 14 lines, hence its Chinese translation: the
14-line poem. Generally, sonnets are written in pentameter, with one
metric foot consisting of two syllables. For this reason, the length of
the line of the sonnet is fixed, consisting of 10 syllables. The sonnet
is dominated by the iambic meter, with the trochaic meter used here
and there (Cao Minglun, 2008: Preface in the Form of Introduction).

REEHS (AL, NEHLE, THTETLH MK
AH: FEirh, IRE2EaPT IR IR, ZFWFTHNE
FEXWGH, BEENTH. KEAEEAE—MN\TR—ANXT
R, TRHTAHFAAAWTRBEA AT, HEHIFHE RN abba
abba cde cde. HfEZE&KFMI LW PR EH A TTm—BH
&, BR KK A E K ababbebe cdedee, J5# A abab cded
efef gg.

According to Cao Minglun (ibid), from the perspective of
structure, the sonnet can fall into three categories: Petrarchan,
Spenserian and Shakespearean. The three categories all adopt the
iambic pentameter but are different in structure. The Petrarchan
sonnet consists of an octave and a sestet, which can be further divided
into 2 quatrains and 2 triplets, with the typical rhyme pattern of abba
abba cde cde. The Spenserian and Shakespearean sonnets each
consist of 3 quatrains and a couplet. While the typical rhyme pattern
for the former is abab bcbc cdcd ee, the typical rhyme pattern for the
latter is abab cdcd efef gg.

HFERERT, R TKERRT AR, EX
BROTHRS, LHFTHBRAD L. ROKEFEFS. X
EY.ZES . WES. LES . AEFEZLESIN. A YR
THBENEES  RES . ZFF. BFS. EFEHB~FS,
LREFSERES. RESS5=FF. ZFFE5NFS. ©
EYERFESREERAN. R, NEFWAER, AWRAT
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EFR—, ARRTAELEFR—, BE—R¥tk, RUEH
AT

Other English metric poems have no definite line number nor
definite line length. However, poems consisting of an even number
of lines are frequently encountered, while poems with an odd number
of lines are less common. The line can run as long a one foot, two
feet, three feet, four feet, five feet, six feet or even seven feet. Some
poems do not vary in line length, each consisting of one foot, two
feet, three feet, four feet, five feet or six feet only. Others may vary
in line length, and in such a poem two- and three-feet meters, three-
and four-feet meters or four- and five-feet meters are used
alternatively. In short, some poems have lines of the same length
while others do not, but the alternation is generally governed by rules.

HEUREHRER, FXANGE. K. WNF%. T
W, GHFEBITANERREL, “H"HEER“ER”,
“%W”%E;%“ﬁi)i”o

Other English metric poems often adopt the iamb (consisting an
unstressed and a stressed syllable), the trochee (consisting of a
stressed and an unstressed syllable), the anapest (consisting of two
unstressed and a stressed syllable) or the dactyl (consisting of two
stressed and an unstressed syllable), with the molossus (consisting of
three stressed syllables) or the tribrach (consisting of three unstressed
syllables) used less frequently.

HM B RN AR R L A abab cded ..., abba cddc...,
abababab...; aaaa, abcabe... 5%, HREHMHHLEI M. K,
EERER, TRERERETHETHE, WHIRIE—HIRN.

Other English metrical poems often assume the rhyme pattern
of abab cdcd,...; abba, cddc,... or abab abab...; aaaa or abc abc...
but the last two categories are less commonly used. In a word, it
would be extremely rare that one rhyme is used throughout in the
English metrical verse, whether it is a sonnet or otherwise.



XXiv Preface

Pl EHHRBEH ., WHEA L, mBFfoNH. EEFRW
REFLAHH SRS, MHEERFTFHY, UEFHIRAIT
W; WRERXEFNHE, WEANFFTHERFTT, #F8H. ARHN
HWH—RARANETY, —E—8, P LT Sonnet 20 ¥,
(a)cquainted Fu painted #7#j, fashion f passion # # ., X#, R
LRBRX, RESGWHNWEHNT LN EWNRENE; RS
EHBN RN TEARR, KA RE,; 47K E R o f
AW ERFY, WETHAH.

The above presents a discussion of end rhyme. English poetry
also adopts alliteration, assonance and internal rhyme. In addition,
the end rhyme can be realized as feminine and masculine. The
masculine rhyme is imposed on the stressed syllable, the syllable of
a monosyllabic word or the stressed syllable at the end of a disyllabic
word. The feminine rhyme is imposed on words consisting of a
stressed and an unstressed syllable. For example, in Shakespeare’s
Sonnet 20, (a)cquainted rhymes with painted, and fashion rhymes
with passion. Alliteration refers to the phenomenon that in a poetic
line, two or more words begin with the same vowel or consonant. In
a poetic line, if two or more words share the same vowel, such a
phenomenon is known as assonance. In a poetic line, if the end rhyme
rhymes with one or two other words in the line, such a phenomenon
is called internal rhyme.

BARFHRE, EREZTEFXA/LMEE: DEFRERK
B, WAARWESLLERE; 2) £x FUBKAKTX, H
EAS#ERFTEFXN—WEM L, FREFOFH, TFH.
KE#HFR, REALBES LRI TEATHAM; 3) UFE
W, RIFWAEEEFRARE LIS RAE, HMH
B, RREFK, FRTHEER; F—HEE, FALTRE
¥, EXERAHBE, RXFERRTHENEATS.

In translating a metric verse, the following means are popularly
turned to in China: 1) translating verse into prose, as Zhu Shenghao
does in his translation of Shakespeare plays; 2) using prosaic text in
translation but taking into consideration the unified lengths of the
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original lines and the patterned rhymes, but regardless of tone
differences, as Cao Minglun does in his translation of Shakespeare
sonnets; and 3) translating verse into verse, as Xu Yuanchong does
in his translation of the poems of the Tang and Song Dynasties and
other classic Chinese poems. As far as | know, the first two means
are mainly applied to the translation from English into Chinese, while
the last approach is mainly employed in the translation from Chinese
into English. Regardless of which means of translation is employed,
the line number of the original is often retained, and it is a rare case
in which a translation has more or fewer lines than those of the
original work.

HE, bFARBXBELERR. A, AEHMDER
HYERAEXWERCW (TR . ARARALT]E, £5 L
RE\TH—ART, —ARFT—A#H. HEBYH, FENLKNL
A R, B ERERRZ FWARAS T K.
LEREALALERE, EF—FTRATRENMFRE”, FF
B LR KRBT FEE”, ROHMGHARAT—H, DEATHE
A+a /%, SHEAS. AL BN EXTHUNEX. X
Bk, EANBAEREFRT, “B- W ZEUFRTE LR
f17. BREX, NEREHARRERXENRTS T .

In fact, examples of translating English metric verse into
Chinese metric verse can also be found. For example, Su Manshu and
Ma Junwu once used the Chinese metric verse to translate Byron’s
The Isles of Greece. In his translation, Su Manshu uses pentasyllabic
lines, with every 8 lines forming a stanza, and with one rhyme used
for each of the stanzas. You may believe that Su Manshu’s translation
can be regarded as a pentasyllabic extended regulated verse, but it is
not, for antitheses are not used for the couplets between the first and
the last. Ma Junwu’s is a heptasyllabic translation. However, in the
first line Isles of Greece is repeated; and here and there, yujuehu
(three exclamative terms) are inserted into the normal lines. Cases of
two lines sharing a rhyme could be frequently found, and in a few
cases, rhymes are not rigidly applied. Additionally, antithetic
couplets could not be frequently found. Therefore, the translations of
Su Manshu and Ma Junwu could be regarded as extended verses of
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the ancient style. Their translation methods were popularly used in
their times, but are seemingly less popular after May the Fourth,
when those who have mastered Classic Chinese seem to be becoming
fewer and fewer.

RYET 2019 FRHEXRNCCEEY BRT £43HT 2020
K. BRRWFEEK 325 B, I THHEHE, REL
BRY BOE, —BZW2E, —F_W22H, ®¥ET 25
Y.3508%, BRAGEANGY, BREEHELEN3IY, B
RETHRAAW 61 Y, BFRETEAW 212 Y, BREEATHW
TH, BREEN L1 E. (Bx4£2020: i) REWHEL
#, FEMFBAAE, YREAD R A X

In 2019, T translated Tagore’s Stray Birds into an anthology of
Chinese cut verses, and had it published in 2020. Tagore’s original
consists of 325 poems. For reasons, | have translated it into a
collection of 350 poems. Of the original poems, two are each
translated into three, and twenty-one are each translated into two,
hence the 25 more. Of the 350, six are classic pentasyllabic verses,
three are classic heptasyllabic verses, 61 are pentasyllabic verses,
272 are heptasyllabic verses, seven are heptasyllabic sestets, and one
is a heptasyllabic regulated verse. (Cheng Yongsheng, 2020:
Postscript). In the heptasyllabic regulated verse, the chin and neck
couplets are antithetic — and, of course, in the cut verses, there are
also some antithetic couplets.

ERBESHFAET, REERE, ATESEFRERLE
BEFRER (SR AR, EREEN, BHEFSE
AT, AEAREMEE”, £alf. ARESEEFHFAL
W, BEREARWRES, BERERLEATE, WEAH
mRER R L. FIEEBERBEXEBERT, KORKE
iﬁﬁ&ﬁ%—:&:, HRNR”, BRFeRKEREHFHRD

In translating and teaching, | have found it very difficult to
translate the English metric verse or poems like those in Stray Birds
into the Chinese metrical verse. In many cases, it is not translating —
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rather, it is writing or recreating. If an English poem is translated into
the Chinese metric verse, | find that it is fairly easy to translate it into
the Chinese cut verse, difficult but possible to translate it into the
Chinese regulated verse, but probably impossible to translate it into
the extended Chinese regulated verse. However, | find it easier to
translate the Chinese regular verse into the English metric verse —
here, the difficulty primarily lies in catering the translation to the
tastes of the native speaker of English.

)L, LEREBERR T wA<DlFEF, AR FEAE
FREMF. UBEFFELMFXILEETK, SXUEER
BFHRERF. XHPE, RUEHN— AR, BETED?
W TR, FFWIFT, TREXBRLERREE, HETU
REW. FTRKERSA—ET . XKELGE5EF PR,
B BT ABEGY, EEEREG R T, U EF S AR X
F &, abab & abba % Ak BFELA, YRKRET A asaa. BEF
A % 3% /A abab abab = abab cdcd = abba bceb = abba cddec, {8
1% 2> F| aaaa aaaa B aaaa bbbb,

Here, we have actually touched on the core of translating verse,
metrical or otherwise, into metrical verse. Let’s put aside translating
non-metrical verse into metrical verse, and instead discuss translating
metrical verse into metrical verse. In such a translation, there exists
a problem which cannot be avoided: is it possible to translate the
formal and phonological features of a metrical verse? As mentioned
above, in translating, whether from Chinese into English or the other
way round, the line number of the original can be retained. But it is
not guaranteed that we can keep the line length of original in the
translation. In the Chinese cut verse or regulated verse, one rhyme is
used throughout. This way of rhyming can be imitated in translating
- but it would be pointless, even if the imitation is successful. Then
abab or abba is often used in translating the cut verse and aaaa is
sometimes used; in translating the Chinese regulated verse, abab
abab or abab cdcd or abba beeb or abba cddc is frequently used, while
aaaa aaaa or aaaa bbbb is seldom employed.
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FRKE X 2 TR Ex T X AR PR XA
D2 Y4 at A T A ATE Y A KBRS
NEH., BEHHETE? AARFFEARNE X 0fME? F
Bl BL % %, DA 4G 7

How might one translate tone similarity and dissimilarity? How
might one translate antithesis? Is there any distinction between
allusive and non-allusive antitheses in translations? How might one
translate intrasentential and egoistic antitheses? How to translate
borrowed antithesis? If an antithesis involves meaningfully
unbreakable words, words of the same onsets, and words of the same
rhymes, how might one translate them? If two or more words are
partially similar in spelling, how might one translate them? Can, and
should, structural similarity in the two antithetic couplets in the
Chinese regulated verse be avoidable?

B X S, fhit R 5| — AR TR
HeE, Wk, MBFAARRRREMBRTERXT X5,
WRTHREFRERE, W UWRKRS”, BERECAKLW
Fo Wb, FwellERE”, BHAFNEESHEREL
R AL, SR E R RIRTER, REFRERERTKE.
RE (XRAENBEAZFE) FPREXAMK, XbBE—H

All the above-mentioned questions may lead to the conclusion
that the unique formal and phonological features of the Chinese
regular verse cannot be translated. If this is the case, then translating
a regular verse simply means translating its line number and meaning.
Then, if efforts are made to find substitutes - for example, using
pause to replace foot - the substitution may not be worth the effort.
With this in mind, how about turning to writing rather than
translating? In other words, what would happen if we turn to writing
the meaning of the Chinese regular verse in English by obeying
relevant English metrical rules? In the process, efforts would be
made to retain the original line number and take into consideration
the original line length. 1 did so in preparing Three Hundred Chinese
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Cut Verses with English Translations. This is also a kind of
translating verse into verse.

(REXBEA-FE) 2WHL: D ALG=FE; 2) X
BRAZFYE, R, FEXELAR—EXE. £H=F
FHRBAKTHEBEERER, #ht%5, ZenEE, ¥4
RENH, TABWRD . T, X=ZFHEK, ASHTRF
kRREFK, FRRKRRAERXKERD . FabEiy,
BARDANFT, WREGINE, BRHIFNEARAKAT,
By m R R#, TRARKE ., M. WHLI T LY. &
RBUFHARRIRT, EEFRHEEREANG, RAESR
BEWERLT, 8O FAS. REBFERHOURIA, ERF
AETHEERIE, AZETAH.

Naturally, Three Hundred Chinese Cut Verses with English
Translations consists of two components: 1) 300 Chinese cut verses;
and 2) 300 English translations of the cut verses. In arranging the
layout, a Chinese original cut verse is followed by an English
translation. The 300 Chinese cut verses are composed according to
the composition rules; most of them are heptasyllabic and only 4 are
pentasyllabic. Most of the first lines of the poems are rhymed with
only a few exceptions. In other words, most of the 300 verses have
the even-start + even-ending or the oblique-start + even-ending first
lines, with a few cases in which the first line has the even-start +
oblique-ending or the oblique-start + oblique-ending. At the very
beginning, it seemed to me that a cut verse consists of only 4 lines.
If the first line is not rhymed, the rhymes are sparsely positioned
throughout the poem, for the rhyme for the cut verse refers only to
end rhyme and alliteration, assonance and internal rhyme are usually
not considered in the analysis of the cut verse. And since | got used
to the practice, in writing a regulated verse, |1 would also let the first
line rhymed. But when | should come across difficulties and find no
way around them, | would use an unrhymed first line. Moreover, in
translating Tang poems into English, 1 also find that most
heptasyllabic Tang regulated verses are first-line rhymed and
exceptions are quite rare.
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M E, BARRMEN, —HENAHAXRT R, o
WH (EA) : “HAEWEEY, —TEELEFER. FLWK
FTHRE, [TERRT EM. "—HuARE (R L s EwR=
BRI ABME T F, LE SRR T EREHLE T,
BB EREMEE. "HAAER, ERABFANARENRZ.
£FH4, FARBRERREAT .

Roughly speaking, the cut verse is structured in two ways. The
first is similar to Du Fu’s A Cut Verse, the four lines of which are all
devoted to scenery description: “Two orioles are chirping on th’ top
of the willow, / Flying into the sky are egrets in a row. // Out of th’
window is th® West Mount ever-capped in snow, / Outdoors is
anchored a boat for Dongwu to go.” The second is exemplified by Su
Shi’s The Second Poem of the Two: Drinking on the Lake Now
Shining, Now Raining: “With water’s glistening in a fine day, / Rain
comes from misty hills a unique way. // To Beauty Xizi’s compared
the Lake West, / In any makeup, it always looks best.” The first two
lines of this poem are devoted to scenic description, while the next
two lines are used to express how the poet think of it. All the four
lines bear the functions of starting, consequence, shift and conclusion
respectively.

ZEHESAT, AREXEAT, WEEA S URKHES
RUFWHTEAN. F5. FLERMUAEEN (L), 28
HMATER. KON ERL, 2ROAFRAKEGEN. FX
EF—BREERILNE, FBREEANNE, a5 4R
A¥e; BLER—BREME, F_BRENMMIANITE, ©
HARAREREE. FNE. FALEEHT (L4) dFB%
M. ERNEF—BREER, F_REXHEANHRERE.
FLNEF—BRELTESWE, F_HRES/R, EHERHAA
RAK SN,

In the 300 verses of this anthology, the two above-mentioned
categories can both be found, with the latter category being slightly
dominant. Take for example the first ten poems in the rearranged
version of the draft of the anthology. The sixth and seventh poems



