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A Comparative Analysis of the Three Versions of

A Psalm Of Life

ANALYSE COMPARATIVE DES TRADUCTIONS DU PSAUME DE LA

VIE DE LONGFELLOW

Bu Jing'

Abstract: A Psalm of Life, the representative work of the famous American poet Henry
Wadsworth Longfellow, is taken as the first English poem translated into Chinese. It was in the year
1865 that Thomas Francis Wade first translated it into Chinese and after that various versions with
distinctive features have been turning up.

This thesis endeavors to analyze three typical versions from three aspects, namely, the “form
beauty”, the “sound beauty” and the “sense beauty”, according to the “three-beauty” principle of
poem translation proposed by Professor Xu Yuanchong. The basic principles and methods of poem
translation are concluded on the basis of the comparative analysis and the “Dynamic Equivalence”
theory proposed by Eugene A. Nida.
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Résumé: Le Psaume de la vie, oeuvre réputée du poéte américain Henry Wadsworth Longfellow,
est considéré commé le premier poéme anglais traduit en chinois. Depuis que Thomas Francis
Wade I’a traduit la premiere fois en chinois en 1865, de nouvelles versions ne cessent d’apparaitre
dont chacune a son originalité. L article présent, en vertu du principe de « trois beautés » dans la
traduction du poeme préconisé par le professeur Xu Yuanchong, entreprent une analyse
comparative de ses trois versions les plus réprésentatives sur les plans de « beauté de forme »,
« beauté de son» et « beauté de signification ».A partir du résultlat d’analyse, se référant a la théorie
de I’ « équivalence dynamique » du théoricien de traduction trés connu Eugene A. Nida, I’auteur

propose les principes fondamentaux de la traduction de la poésie.
Mots-Clés: traduction de la poésie, similitude d’esprit, similitude de forme

INTRODUCTION

Within the field of literary translation, it’s a well known
fact that poem translation is the most challenging and
laborious work, and thus principles and methods of
poem translation have always been the most
controversial in the theoretical study of literary
translation. Poetry, as one of the most ancient literary
forms in both languages, is the perfect unity of sound,
form and sense in both languages. So the unity of beauty
in the sound, form and sense has been regarded as the
highest standard in poem translation. On the basis of
this concept, professor Xu Yuanchong(1984) proposed
the famous “three-beauty” principle in the poem
translation ,that is, the “sound beauty”, the “form

beauty” and the “sense beauty”. He explained that poem
translation should be as beautiful as the original poem in
sense, sound and form. In that sense, a good poem
translation should be a perfect combination of good
pattern of rhyme and rhythm as well as the profound
meaning implied in the original poem. Under the
guidance of the principle of “three-beauty”, professor
Xu Yuanchong has worked out many excellent English
versions of Chinese poetry.

However, in the practical translation work, this kind
of unity can not be satisfactorily achieved because no
definition of a proper poem translation could avoid the
basic difficulty—the tension between form and content.
Then in the practical translation work, translators will
inevitably lay particular stress on one side. But which
one is more important in the poem translation? Different
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scholars may make different choices, thus making it the
most controversial part in the poem translation, that is,
the dichotomy between sense and form. With regard to
the argument for or against the form and content, there
are two main schools in the poem
translation—sense-oriented school (spiritual
resemblance) and form-oriented school (formal
resemblance).

Both schools have their reasonable claims on the
principles of poem translation, however, which
principle is better and more important, spiritual
resemblance or formal resemblance? As a matter of fact,
translations are always the best criteria to examine the
translating method. So in order to further illustrate this
point, in this chapter, we will compare and analyze three
Chinese versions of A Psalm of Life written by Henry
Wadsworth Longfellow.

1. ACOMPARATIVE ANALYSIS OF
THE THREE CHINESE VERSIONS OF A
PSALM OF LIFE

1.1 The background of the poem
Henry Wadsworth Longfellow is one of the most

outstanding American romantic poets in the 19" century.

His poetry enjoyed a high reputation and won great
popularity for its plain diction, beautiful rhyme and
clear pattern of rhythm. A Psalm of Life, composed in
1835, is one of his masterpieces. It consists of nine
four-line stanza, each being a quatrain with a fairly
regular rhythm(mostly trochaic tetrameters with a few
iambics trimeters)and rhyming pattern(a b a b). The
positive and upbeat attitude towards life is conveyed
naturally in the poem through the use of rhetorical
figures such as allusion, comparison.

A Psalm of Life is generally accepted by the
academia as the first English poem that has been
translated into Chinese. The earliest one in record is
Thomas Francis Wade’s translation in 1865, and on the
basis of which, one of Wade’s best Chinese friends
Dong Xun (Zif=) worked out his own version. Dong
Xun was one of the main officials of the Foreign Affairs
Board (iR = B 1355 1)), but he did not know the
ABC of Engflsh language. His translation version is in a
fixed pattern of seven characters under the same title as
Thomas Francis Wade’s version, i.e. Renshengsong
( ¢~ % Zf) ). After that, many talented Chinese
translators have tried their gifts in translating this poem
with their own distinctive characteristics. Among those
translated versions, three typical ones will be chosen for
the comparative analysis in the following section. These
three Chinese versions are respectively translated by
Dong Xun (Eif& ) > Su Zhongxiang (#x{1#) and Yang
Deyu (15} 85%).

1.2 A Comparative analysis of the three
Chinese versions of A Psalm of Life

According to the analysis of theoretical study
concerning poem translation in the above chapter, there
is a consensus that the highest standard of poem
translation is the “three-beauty” principle proposed by
Xu Yuanchong. So in this section we will compare the
three Chinese versions from three aspects, namely, the
“form beauty”, the “sound beauty” and the “sense
beauty”. For the sake of convenience, the three Chinese
versions are numbered as follows: version 1 translated
by Dong Xun; version 2 translated by Su Zhongxiang;
version 3 translated by Yang Deyu.

1.2.1 A Comparative analysis of the “form
beauty”

Zhu Guanggian(1987), a famous esthetician once said,
“Form is an essential part of poetry”. Poetry, as the gem
of literature, is a unity which combines sound, form and
sense perfectly. By form, we include line length, verse
pattern, repetition of words, parallelism in structure, etc.
Xu Yuanchong (1997) holds that if the original line is
long, the translator should not shorten it in his version,
nor lengthen it if the original is short. That’s to say, if the
version is not close to the original in form, it may seem
not as beautiful as the original. The original poem
consists of nine stanzas and four lines in each stanza.
Take the first stanza of the original poem as an example:

Tell me not in mournful numbers,

Life is but an empty dream!

For the soul is dead that slumbers,
And things are not what they seem

It consists of four lines and each line is composed of
different numbers of words.

Version 1 by Dong Xun and \ersion 2 by Su
Zhongxiang are both in the form of classical Chinese
verse. Version 1 consists of nine stanzas and each stanza
is composed in the form of seven-character-quatrain (-~
F Ak HJ) So the first stanza of the original poem is
ranslated as follows in the version 1:

FIse LU 2
AR LR
GRSl

In version 1, the stanza is translated in form of
seven-character-quatrain (-~ ¢ F'J)’ which consist of
four lines as the original poem but the number of
Chinese characters is equal with seven characters in
each line.

_"'L

Version 2 consists of nine stanzas and each stanza is
composed in the form of five-character-quatrain (= F
e ‘[J) And the first stanza of the original poem 'is
translated as follows in the version 2:
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PUIEE
B |

e
BrELYEA o

The form of the version is quite similar to the
version 1, and the only difference lies in the number of
the character in each line. It’s clear that the each line
includes five character in version while seven in version
1.

So in the version 1 and version 2, both translators
transferred the original form into classical Chinese
verse naturally and made appropriate adjustments based
on the original poem. In that sense, even though the
forms of the two versions are different from the original
one, they are still acceptable and understandable
because the majority of Chinese readers are quite
familiar with those forms. The third version by Yang
Deyu is translated in the form of modern Baihua
(modern vernacular Chinese) metrical verse. It includes
nine stanzas and each stanza contains four lines which
are varied in the number of characters. And in the
version 3 the first stanza of the original poem is
translated as follows:

TRl P BAfR B E
SETE B ——
iR UBREHRLY Y -
PP EATA AT

This kind of poetic form is not as regular as the
traditional classical Chinese verse, but it maintains the
flavor of western poetry to a higher degree. As a matter
of fact, this kind of poetic form in the history of Chinese
literature originated from the poem translation, and
since the May 4" New Literature Movement in 1919, it
has been widely accepted and appreciated by Chinese
readers for its combination of Chinese poetic style and
western flavor. To some extent, compared with the other
two versions in the form of classical Chinese verse, the
form of Version 3 is more preferable as the translation of
poetry in the eyes of modern Chinese reader due to its
trace of western poetic style.

1.2.2 A Comparative analysis of the “sound
beauty”

It’s well known that poetry calls for the beauty not only
in form, but also in sound, so does poem translation. By
sound in the poetry, we mainly include rhyme and
rhythm. The original poem was composed with a fairly
regular rhythm (mostly trochaic tetrameters, with a few
iambic trimeters) and rhyming pattern (a b a b). For
example, the fourth stanza of the original poem is in the
rhyming pattern of ab a b.

Artis long, and Time is fleeting,
And our hearts, though stout and brave,

Still, like muffled drums, are beating
Funeral marches to the grave

In version 1, the translator reproduced the rhyming
pattern in the translation, each stanza is composed in the
rhyming scheme of a a b a, so the fourth stanza of the
original poem is translated as follows in the version 1:

= Y S
e P B
G
ST S "flﬁﬁ'l [

Even though its rhyming pattern is quite different
from that of the original poem, on the whole, as a poem,
it is still quite fluent and natural. The rhyme and rhythm
of the version 2 are also changed completely due to the
limitations and regulations of classical Chinese verse.
But on the whole, they are acceptable because the

reproduction of the new pattern of rhyme and rhythm
meets the demand of classical Chinese verse.

In the version 3 by Yang Deyu, the rhyming scheme
is a b ¢ b, which is quite natural even though a little bit
different form that of the original poem. With regard to
the pattern of rhythm, the translator creatively replaced
the foot of English in the original poem with dun(“i)of
Chinese to reproduce the pattern of the rhythm in the
translation. As a matter of fact, the concept of dun(“i)is
raised in the modern Baihua(modern vernacular
Chinese) verse. To define it briefly , dun(“l)is a kind of
semantic as well as phonological unit comprising
usually two or three characters, which is in accordance
with the preference of two- or three- character words
and expressions in the vernacular Chinese. The concept
of dun(f)is a very important rhythm unit in Baihua
poetry. For example, two lines of a poem, “H[EHE =
ETRS P RERAVARI T ARG S| T Py P
could be divided as follows with dun(‘?) “ﬂBﬂL/Ej =
?'_F'J/f%ﬂ T ﬁ&‘ﬁtxﬁﬁlgﬁ AVEREI B YLk

%" . The method of replacing Engllsh foot with
Chinese dun successfully solves the sharp phonological
differences between Chinese and English and
reproduces the beauty of original poem in the
translation. So the fourth stanza of the original poem is

translated as follows:
BITRS  BR IS
FSiMpl = HEIR PISC R -
(ISR w P B fe > T
(’—L%‘/{F[Jfﬁgili%%‘ff Ol -

In the Chinese version, the number of dun(%l) is
equal to that of the foot in the original poem., and thus
the pattern of rhythm is well preserved. In that sense,
The method of replacing English foot with Chinese
dun(7) achieved satisfactory results. On the whole, in
respect of rhythm and rhyme, the version 3 creatively
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takes the advantage of sound beauty of Chinese and
maintains the special glamour of the original poem in
the pattern of rhythm and rhyme.

1.2.3 A Comparative analysis of the “sense
beauty”

The sense is an essential component of a poem, so if
the works of translation cannot retain the sense and
spirit of the original poem, they can never be regarded
as well-done. So in the following section, we will make
a comparative analysis of the three versions from the
angle of preservation of the original sense.

In the world of western literature, A Psalm of Life
written by Longfellow is regarded as a didactic piece
because this poem demonstrates a kind of spiritual
enlightenment, philosophy of life as well as emotional
encouragement, and the main theme of the poem is the
positive and upbeat attitude towards life.

Going through the version 1 by Dong Xun, one can
constantly detect the traces of other famous poetic lines
written by poets of ancient China. For example, “—.F
A FfAE T " will definitely remind one of Li Bai’s (%
) RASF GO BT wil
also associate one’s thought with Bai Juyi’s([ 1"2| pb)

PR SRR ST in the
fourth stanza is clearly an illusion to Li Bai’s “E‘}L[&Fﬂﬁ
ol s E:“%Hfﬁ?"‘}". Therefore, evaluated from the Chinese
readers’ point of view, this version is quite idiomatic
with great readability. However, beautiful as it is, the
translation is after all what western translator call “an
infidel beauty” because some lines mislead readers to an
understanding widely divergent from the meaning of the
original text. For instance, “=I Ry & Bk =53 0
Him2 55 P in the seventh stanza is obviously an
allusion to Su Shi’s(gkizt) “i&lj—ﬁﬁﬁﬂﬁ‘??ﬁﬁm > FEAREML
?E?r‘ﬁhﬁ'l". The main idea of those well known lines of
Su Shi is that traces of life are just like swan gooses’
footprints in snowfields, which appear accidentally and
then vanish soon, so what permeates between the lines
is a passive and disconsolate mood. However, such an
emotion is totally different from that in the original text:

Lives of great men all remind us
We can make our lives sublime,
And, departing, leave behind us,
Footprints on the sands of time.

From those four lines, it is clear that what
Longfellow wants to say is actually that one should try
his best to make his life significant and worth living, and
the mood here is positive and enterprising. As a result,
Dong’s translation sharply betrays the original text in
this case. What’s more, the diction of the translation is
too archaic to be accepted and understood by readers,
especially by modern readers. Consequently, it also
spoils the sense and spirit of the original poem. So
evaluated on the whole, the translation fails to convey

the bravery and optimism in the original poem due to
translator’s misunderstanding of the original poem.

Su Zhongxiang’s version is basically faithful to the
meaning of the original poem. The most distinctive
feature of the translation is its concise diction since it is
translated in the form of classical Chinese verse, which
has strict regulations on the numbers of characters in
each line. However, on the other hand, concise diction
also causes ambiguity or misleading in the translation.
In many cases of translation, in order to meet the
requirement of form and sound pattern in the classical
Chinese verse, translator often sacrifice or ruin the
original sense of the poem. For instance, the third line of
the first stanza of the poem is translation as “’f11&k
f=” > but it cannot convey the original meaning that a
person whose soul slumbers is spiritually dead. The
lines such as “Z# ﬁgﬁfﬁ# 7 and “H;:J[zfpgﬁg” are
ambiguous to readers since their wording is too vague.

The third version by Yang Deyu is composed in
modern vernacular Chinese. The diction is clear and
idiomatic, and thus the original meaning is conveyed
clearly and accurately. What’s more worthy of mention
is that the language used in the translation is not only
clear and idiomatic but also maintains the flavor of
English language. For example, in this version, the
phrase “the sands of time” is directly translated as Eﬁ
alfoYp " . As a matter of fact, it is an excellent
metaphor, which indicates the whole period of life
because ancient people used glasshour, an instrument
made of sands to record time. So the translation in
version 3 conveys the flavor of western culture to
Chinese readers, and now many Chinese writers have
quoted this metaphor in their writing.

Going through the whole translation, the diction and
expression are plain but appropriate and clear as the
original poem, so readers can deeply perceive the
positive and upbeat attitude towards life in the original
poem. In that sense, version 3 by Yang Deyu succeeds in
preserving the sense and inspiring spirit of the original
poem.

2. FURTHER DISCUSSION ON THE
STANDARDS OF POEM TRANSLATION

Through the comparative analysis, it is clear that a good
translation of poem should preserve the sense and spirit
of the original poem in the form of poem and
expressions that are acceptable to readers of the target
language. So in that sense, the process of poem
translation actually is the process of realizing the
equivalence of sense and form between English and
Chinese. However, due to vast differences between
Chinese and English, absolute equivalence in the sense
and form is hard or even impossible to achieve. Thus, in
that case, the best solution to the problem is to apply the
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principle of “Dynamic Equivalence” to the poem
translation.

2.1 The “Dynamic Equivalence” and poem
translation

According to Eugene A. Nida (2001), translation
consists of reproducing in the receptor language the
closest natural equivalence of the source language.
However, there are vast differences between two
languages and cultural backgrounds, so absolute
equivalence is hard or even impossible to achieve. In
order to mediate the conflicts between two languages
and cultures, Nida first proposed the famous principle of
“Dynamic Equivalence”, according to which a
translator seeks to translate the meaning of the original
in such a way that the source language wording will
trigger the same impact on the receptor-language
audience as the original wording does upon the
source-text audience (Nida, 2001). In short, equivalence
should be the equivalence of the effect. That’s to say, the
effect the target text exerts on the target readers should
be equivalent to that effect the source text exerts on the
source readers. But source-language readers and
target-language readers are immersed in quite different
cultural backgrounds, so in order to achieve similar
response, translators must make adjustments
accordingly. The principle of “Dynamic Equivalence”
broadens our horizon within the field of translation, and
it is extremely useful for poem translation.

3. CONCLUSION

In view of the tasks of poetic translation mentioned
above, | would like to put forward the following
suggestions for the proper translation of poetry.

First of all, spiritual resemblance should have
priority over formal resemblance. In the process of
poetic translation, the conflict between content and
form will be sharp, and when there is no happy
compromise, meaning must have priority over style.
Sacrifice of meaning for the sake of reproducing the
form may fail to communicate the message implicated
in the original poem and thus the foremost task of poem
translation cannot be fulfilled. However, the form may
be changed more radically than the content and still be
equivalent in its effect upon the receptors. So
correspondence in meaning must have priority over
correspondence in the form in the poem translation.

Second, the form of the original poetry should be
preserved but could be adjusted creatively according to
style of the poetry in target language. That is to say, the
poetry should be translated in the form of poem,
otherwise the aesthetic appeal of the poem will be
spoiled a lot, but it is not necessary to imitate the form
of the original poem completely.

10

Third, the sound pattern including the rhythm and
rhyme of the original poem should be kept creatively by
making good use of the linguistic advantages of the
target language. As matter of fact, the innovative
method of replacing English foot with Chinese dun(“)
is a good solution to mediate the sharp phonological
differences between Chinese and English. In this way,
the “sound beauty” is achieved successfully in the
translation.

Fourth, in the process of poem translation,
translators should build up the awareness of “readers’
response”, aiming at achieving “Dynamic Equivalence”
both in the sense and form. That is to say, while
translating the original poem, translators should have
their targeted readership in their minds and then make
adjustments according to readers’ decoding ability and
potential interests. Those adjustments mainly include
the lexical and syntactic changes of the diction and
overall structure of the original poem. To be more
specific, for modern readership, the translator should
avoid some archaic expressions in the translation and
the form of the modern Baihua metrical verse is one of
the best choices at the present time.

The four points mentioned above are the basic
principles and methods of poem translation concluded
in my paper on the basis of the comparative analysis of
the poem—A Psalm of Life and the review of the related
translating theories. 1t’s my sincere hope that they could
be helpful for the practice of poem translation in the
future.

Finally, to conclude this paper, | would like to cite
Dane Gabriel Rosseti(1999): “the true motive for
putting poetry into a fresh language must be to endow a
fresh nation, as far as possible, with one more
possession of beauty”. Anyway, as it is believed by
many theorists, poem translation is “a cause filled with
pities”, maybe, what we can do is simply to keep
exerting ourselves to reduce these pities to the least
amount.
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Appendix :

The original poem of A Psalm of Life

1) Tell me not in mournful numbers,
Life is but an empty dream!

For the soul is dead that slumbers,
And things are not always they seem.

2) Life isreal! Life is earnest!
And the grave is not its goal;
Dust thou art, to dust returnest,
Was not spoken of the soul.

3) Not enjoyment, and not sorrow.
Is our destined end or way;

But to act, that each tomorrow
Find us farther than to-day.

4) Artis long, and Time is fleeting,
And our hearts, though stout and brave,
Still, like muffled drums, are beating
Funeral marches to the grave.

5) In the world’s broad field of battle,
Be not like dumb, driven cattle!
Be a hero in the strife!

A PSALM OF LIFE

In the bivouac of Life,

6) Trust no Future, howe’er pleasant!
Let the dead Past bury its dead!
Act—act in the living Present!

Heart within and God o’er-head!

7) Lives of great men all remind us
We can make our lives sublime,
And, departing, leave behind us
Footprints on the sands of time.

8) Footprints that perhaps another,
Sailing o’er life’s solemn main,

A forlorn and shipwrecked brother,
Seeing, shall take heart again.

9) Let us, then, be up and doing,
With a heart for any fate,

Still achieving, still pursuing,
Learn to labour and to wait.

DONG XUN’ VERSION (VERSION 1)

D) SRR R R
FI RN — SRR
SHERMFALEE
) P LSRN

2)  RUEMBARE
HI ARSI SL 1 B
AER HH -
3 1 A AR 3]

(N & 28)

3) M 4 H AR
PNie UNIEECEEE
NIERATHRA
— R R B

O AR
FERRATI S5
— R
FEREAR AT B

11
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5) HHBAEIETR
WEHAHE T
BLBRAE RE A
W ONTEE

6) IKIE AR LA s
R REE S AL,
REAT 1892855
NI BRI R 2

7 TREAERRE
UG RETH EAT

1 SR
L2 N
ZRI ' BRI
BT RAEAR L.

2)  EdrIIE?
AR
A YL e,

YRIFEN.

3 RIS,
SHERATAL:
BT O,
BB K.

4)  JekE I,
TR
HE VIR
ZEh S,

5) A —8kY,
NAE—H%,

12

RESCREYISSI)N
EPIEYINEIEREA N

8)  TEVEEETHIAE R
A AT L ES
AR I R 45 R
YYHIE R AT I SR

9)  —HEE BRI
AFPETLAH
FEH g H E
WA IE R

SU ZHONGXIANG’S VERSION (VERSION 2)

(£ 2 & %D

S FGE
B

6)  BAF AL
PN ARUIE
5 AR,
LarfiAT b

7 AR NEAF,
ELYINIAS i
T 5%
TR

8) ELHMEN,
N ST
fit PR AL BN
RO RTE .

9)  RAFEE,
JEE AN T 5
S A,
PR I
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YANG DEYU’S VERSION (VERSION 3)

1) ARG R F BB
NEAE 528 ——
VA 1) S 55 2 AR
Y HA BN R A o

2) NERREVIN! N EAEm !
B AR AN S
CORAGERE L, B,
TERHRR AL AN IS B

3)  HdME 1 HERAIE
A, AR,
M2ATE), EREYIR,
HELL AR 2

4) BRI, TR,
TRAFTF s SR 55 HCER IR,
DYRARIRE N5, IEAE
PEZR I SLIA SR I 48

5) {EISH IR F,
FEE N AR

(N &£ 18 8B)

oL S SN Sl S P 7
SR BT P IR g

6) RFERAC, AEZEAL

A L A3 22K IR AR
frEpme,
REnfeo,  Eafrsd bl

)RR AR IR -
A RS AT AT =
(0N SN ER: O
PR BN ZERE ] (b b

8)  WFFIRAMTE A,
AT AE AL R A AR

MU0 T, AR,
A RIS e T PR A

9) IR, SEIRAMERE A,
ESERR NG PUE YR
BT, AETHIEK,

RGBT, DL,
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