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ABSTRACT

Reception aesthetics with fresh viewpoints exerts a unique influence upon literature as well as literary translation circle. The striking feature of this theory is that it is a study focusing on reader. As a leading scholar of this theory, Wolfgang Iser builds all his theories on the interaction between reader and text. He places greater stress on the reader’s creative participation in reading text. His many articles about appealing structure and reader’s aesthetic response made sensations throughout the theoretic circles among scholars and students as soon as they were born. His appealing structure holds that there are “gaps” and“indeterminacies ” in the meaning of text，which will stimulate reader to fill in the gaps, and decode the indeterminacy with his creativity and imagination. The basic structure composed of gaps and indeterminacy in a text is called an appealing structure，which exposes an ultimately open scope and attracts every reader to explore and create the deep meaning of a text according to his personal experiences, knowledge and values. Coincidentally, the appealing structure has also been cherished by Chinese authors in long literary history. Zhu Liyuan has made a thorough research on Iser’s appealing structure, and extended his theory. He takes the view that the appealing structure should cover a broader area. According to their opinion, this dissertation mainly deals with the recreation of appealing structure from the perspective of reception aesthetics.

Literature, an aesthetic reflection on real life, first and foremost must live up to the aesthetic standards. Literary translation as an art is in line with this standard, the ultimate aim of which is to satisfy readers’ aesthetic requirements. Literary translation entails a translator to cope with all kinds of questions arising from language, culture, author, text, reader, and so on. Literary translation is an actual recreation of aesthetic art, which is not only the wisdom of ancient translators, but also the common view of contemporary translators. Of course, the recreation is a limited creation fettered by the faithfulness to text and reader. Recreation covers a variety of areas and concerns many factors. Here, this dissertation, taking the two versions of Hong Lou Meng for illustration, mainly discusses the recreation of the appealing structures in the language in literary writings and in the meaning of a literary text for the purpose of reader reception. 

Firstly, the author deals with the recreation of the appealing structure in literary language. Undoubtedly, literary language is very significant, as it is the root of all the appealing structure such as meaning. Literary translation is an art of language, namely the art of reproduction and recreation in another language. When the original is translated, the appeal of source language will be lost to the target language reader. Only when target language appeal is reproduced, can it achieve the purpose of appealing the target language reader. In doing so, a translator should use the pure target language to substitute the pure source language, and strive to preserve the beauties of source language including its rhythm, fuzziness, indeterminacy and connotation. This doesn’t exclude foreignized language, for it owns its appealing traits by breaking reader’s habitual expectation horizon. Personally, in literary translation, domesticated language should be a main body, and the foreignized language, a supplement.
The emphasis of this dissertation is laid on the recreation of textual meaning’s appealing structure. Translation is to translate meaning; the whole process of translation is to treat meaning. Different from non-literary works, literary works are rich in gap, fuzziness, multi-meaning and indeterminacy. A translator is expected to recreate the original appealing structure in his translation. He, above all, should recreate the corresponding context and appealing open space in the chosen words and expressions, and meanwhile guard against the over-loaded translation and under-loaded translation. However, owing to the limitation of language, culture and translator himself, perhaps a translator can’t identify the original appealing structure, and therefore make it lost or distort in his translation. Moreover, as one of the readers, a translator is likely narrow the appealing open space of the original, who will translate the indirect into the direct, the implicit into the explicit, and so on. If so, the target language readers would not appreciate the beauty hidden in the original as the source language readers do.
In the recreation of the appealing structures in the literary language and textual meaning, a translator should bear the notion of reader need in mind, which would influence his adoption of words, and make his version different. The immediate aim of literary translation is to endow reader with aesthetic enjoyment by enabling him to decode the text through reading process. According to reception aesthetics, literary works are created by both author and reader. Comparatively, reader more than plays a crucial part in literary recreation; he is an actual pivot of the whole recreation. It is unimaginable for a literary work to survive without reader participation. So, when reader need clashes with the original, a translator should translate flexibly to cater to reader. It is no exaggeration that the importance of reader overrides other factors affecting translation. However, this doesn’t deny the fact that literary translation is a limited recreation on the condition that it should be faithful both to reader and author. Undoubtedly, reader reception is so important that the focus of literary translation in 21st century will be shifted to reader.
Hong Lou Meng is known to every household with universal praise, whose glamour and popularity lie in its limitless appealingness. In this dissertation, taking the two versions of Hong Lou Meng for illustration, the author made a tentative pursuit into the recreation of the appealing structures in literary language and textual meaning for the sake of the reception of reader from the perspective of reception aesthetics. To summarize, in this dissertation, “recreation” is the focus, and “reader reception” is the target, with the “translator subjectivity” as a prerequisite and the “faithfulness” as a constraint. These aspects are correlated intrinsically and integrated into an organic whole unit.
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内容摘要
   接受美学一产生， 就在国内外文艺理论界激起巨大的反响。接受美学最重要的特点是注重读者接受，它把读者的地位提到前所未有的高度。伊瑟尔是主要的创立者之一；他把自己的全部理论建基于文本——读者的交流结构之上。他的有关文学的召唤结构和读者阅读活动等文章和著作一产生就在理论界与大学生中引起过轰动。伊瑟尔将文本视为一个“召唤结构”。 他认为文学文本通过意义未定性与意义空白来召唤读者在阅读过程中赋予文本的未定性以确定的含义， 填补文本中的意义空白。由意义未定性与空白构成的文本的基础结构， 就成为一种“召唤结构”。“召唤结构”建构起一个无尽的召唤空间，使得每个读者都可以按照自己的经验、知识、价值观来解读文本的深层意义。 西方的“召唤结构”和中国的“召唤结构”大体上相一致；中国的文人学者们一直很看重“召唤结构”在文学中的作用。朱立元对伊瑟尔的“召唤结构”进行了认真的研究，扩展了伊瑟尔的“召唤结构”的范围。根据伊瑟尔和朱立元的理论和理解，本论文主要从文学作品的语言和文本的意义两方面来探讨召唤结构的再创造。
文学是对社会生活的审美反映。文学首先必须符合“美学”这个“最高标准”。同样，文学翻译是艺术，它的最高层次是创造性的审美再现，它的最高目标是满足读者的审美需求。文学翻译需要处理语言、文化、作者、读者等各方面的问题，它是审美再创造的艺术——这不仅是前人的灼见，也是现在译者们的共识。当然，“再创造”是有限度的，它既要忠实于原作者，又要考虑读者的需求。“再创造”的范围很广，在此论文中，笔者主要从读者接受的角度，以《红楼梦》的两英译本为例，来探讨“召唤结构”的翻译再创造。
首先，笔者论述了文学语言召唤结构的再创造。文学语言的重要性是无庸置疑的， 它是意义等其它召唤结构产生的根源。文学翻译是语言再现的艺术，是用另一种语言去再现原作的美。当一种语言译成另一种语言，原语的召唤性对译语读者来说已失去了意义，译者只有重建译语的召唤结构才能吸引译语读者。这就要求译者要用纯正的译语来译纯正的源语，其译语要具有源语类似的节奏美，形式美，模糊美，内涵美等特点。当然，这不是一概否认“异化”语言。“异化”语言有利于打破读者的“期待视野”而形成对读者的召唤。 笔者认为文学翻译的语言应是“归化”为主，“异化”为辅。
译者应特别注重意义召唤结构的再创造，这部分是本文的重点内容。翻译就是译“意”；整个翻译过程都是与意义打交道。文学翻译不同于非文学翻译；文学作品意义往往含有空白，多义，模糊，不确定等特点。翻译时，译者要重建原文的语境及召唤空间，尽量译出原文意义的召唤结构，并防止出现意义超额与欠额现象。但由于语言、文化、译者自身的局限，译者很可能辨认不出原文的召唤结构，致使译文中出现原文召唤结构的缺失或扭曲。译者是一名读者，他也很可能在译文中缩小了原文的召唤结构，把间接译成直接，模糊译成具体，多义译成单义，含蓄译成明确。这样的话，目的语读者就不能产生共鸣，不能得到与源语读者类似的美感享受。
在重现原文语言、意义召唤结构的再创造中，译者要时时考虑读者的需求。这样他在选词造句中就会出现不同的效果。再创造的目的就是让读者能够解读原文，从而产生共鸣，得到相应的美感享受。可以说文学作品是作者和读者共同创造的，读者参与文学作品意义价值的创造，给原作带来了生命和市场。文学翻译，没有读者的参与是不可想象的。译者没有理由不关注读者需求。当读者需求与原作者相冲突时，译者要适当照顾读者。这并不否认翻译要忠实于原文和原作者；再创造是有限度的再创造。读者接受如此重要，可以预见，二十一世纪的文学翻译将会出现“读者转向”。

《红楼梦》家喻户晓，脍炙人口。它的魅力在于它无尽的召唤性。本论文以红楼梦的两英本为例，主要探讨了语言和意义的召唤结构的再创造，这种再创造是以读者接受为目的。总之，本论文以“再创造”为核心，“读者接受”为导向，以发挥译者主体性为前提，以忠实性为原则，将这几个方面环环相扣，层层推进，融为一体。
关键词：文学翻译；接受美学；再创造；召唤结构；期待视野；召唤性
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Chapter One  Introduction
1.1 Thesis Statement

This dissertation is a tentative pursuit into the recreation of the appealing structure in two aspects which are the language in literary writings and the meaning of a literary text from the perspective of reception aesthetics.

Literature, as an art, is an aesthetic reflection of real life, the infinite aim of which is to embody the beauty latent in life and bring the aesthetic enjoyment to reader. To fulfill this purpose, author must put emphasis on the appealing structure, i.e. the most basic structure of a text, which is liable to leave a pleasant aftertaste after being ruminated. Through decoding the recreated appealing structure with their creativity and imagination, target language readers will achieve the aesthetic purpose as original author expects. Conceivably, in literary translation, to recreate the original appealing structure will entail a translator to cope with many factors arising from language, culture, or translator himself, which must involve much creativity. When translating, a translator should be aware of the appealingness hidden in the original and purposely recreate it in his version. Firstly, a translator should spare no efforts to recreate the appeal of language in literary writings, which is very important in that literary language is the root of other appealingness. Then, he is expected to recreate the appealing structure in the textual meaning, preventing himself from producing the rigid and dull version lacking appealingness. He should, above all, recreate the original context and appealing open space, and guard against the occurrence of loss, narrow and distortion of the original appealingness in his translation in case that they spoils the original appealingness. Certainly the whole recreation should be revolved around reader reception, which is a target of the recreation. All in all, to recreate the appealing structure for reader reception is very meaningful in literary translation. It is a worthwhile pursuit.
1.2 Literature Review
   Reception aesthetics, a new branch of aesthetics, was born in German in late 1960s. About the theory, most importantly, the emphasis is on the reader rather than on the author. The meaning of a text is defined by its reader interpretation. The theoretical foundation of this theory is Hermeneutics and Phenomenology. At the end of 1970’s, the focus of reception aesthetics is shifted from the reader orientation to the communicative interplay between reader and text, and the literary communication has become the new orientation of reception aesthetics. Hans Robert Jauss（姚斯）and Wolfgang Iser (伊瑟尔)are two prominent representatives of its five founders. W.Iser’s article The Appealing Structure in Literature and other works including The Act of Reading made sensations throughout the theoretical circles among scholars and students as soon as they were born. Iser’s ideas on the appealing structure originate from the reading process and the response of reader. All his theories are built on the interaction between reader and text. Chinese Zhu Liyuan (朱立元) and Jin Yuanpu（金元浦）have made a concrete and thorough introduction to reception aesthetics and its appealing structure, applying these theories into Chinese practice. Moreover, some translators use them to guide translation study.
 Generally, almost all literary works, especially the great works, have great appealing structure. The purpose of writer’s emphasizing the appealingness is to arouse the aesthetic reading creation of readers and enhance the readability and acceptability of a literary text, because author writes for readers, whose immediate aim is to give readers the literary aesthetic entertainment and let them bring his work into vitality. How to recreate the original’s appealingness is at the centre of literary translation, which undoubtedly involves translator’s creativity. In fact, translation is virtually a creative activity, because it entails a translator to cope with all kinds of linguistic and non-linguistic factors including culture, ideology, ect. Numerous translators, both home and abroad, uphold this view, such as Roman Cicero, M.T.（西塞罗）, French Robert Escarpit （埃斯卡皮）, Italian Benedetto Croce (克罗齐), American Eugene, A. Nida（奈达）, Chinese Xie Tianzhen（谢天振）, Zheng Hailing（郑海凌）, Xu Yuanchong（许渊冲）, Guo Moruo（郭沫若）, Maodun（茅盾）, and so on. Nowadays, almost all translators come to realize this fact that literary translation is a recreation. Recreation covers a large area and concerns various factors. This dissertation mainly deals with the recreation of the appealing structures of literary language and textual meaning from the perspective of reader reception. It is a high-level recreation, involving translator’s intelligence and painstaking efforts.
1.3 Originality in This Dissertation
 After being searched around, the translating articles on connecting reception aesthetics and literary translation are not many. Besides, it seems that there are few articles specializing in the recreation of appealing structure, not to mention this kind of recreation by taking Hong Lou Meng as a case study. Even if there are a few articles on this, their contents must be quite different from this dissertation, as it directly comes from the author’s innermost thoughts and deep reflections based on many concrete examples. So, it can be said that this dissertation provides literary translation research with a new perspective. 

Moreover, some views in the dissertation are original. In the recreation, firstly, it is expected that a translator could recreate the appeal and beauty of the source language, because literary language is the root of the other appealingness. A translator is supposed to recreate not only the surface language beauty in the original but also its fuzziness, indeterminacy and connotation by using pure target language to replace the pure source language. It is clear that the language rich in appealingness will naturally give rise to the endless open appealingness of textual meaning. To recreate the meaning’s appealing structure, first of all a translator should recreate the original corresponding context and appealing open space, in which the same aesthetic response is created and the same resonance struck among the target language readers as among the original readers. Considering this, a translator should take reader into mind, guarding against the under-loaded and the over-loaded translation. Rather, he should take cautions against the miss, narrowness, and distortion of the original appealing structure for the sake of reader reception, as reader is the pivot of the recreation.

1.4 Necessity and Significance of the Study

The pursuit into the recreation of appealing structure is of necessity and significance. It is known that, in the orient, China has long place great stress on the appealing structure of literary works. Coincidentally, in the occident, Wolfgang Iser put forward his eminent theory: the appealing structure in literature, which was responded with full support across the literary circle. This reveals a truth that the appealing structure plays a significant role in literary works. Different from non-literary works, literary works are rich in gap, fuzziness, indeterminacy and multi-meaning, which invite readers to have an aesthetic communication with the original text and therefore to bring text into life. Now that the appealing structure is a central part of literary writings, it is no overstatement that the recreation of appealing structure is the key to the literary translation. Sometimes, there really exist the aftermath that the translated version is not as readable and acceptable as the original. The reason of the phenomena is that the appealingness in the original is missing in the translation owing to its translator’s carelessness or ignorance to the original appealingness. To deal with the recreation of appealing structure is very essential and significant, but, so far, not many translators have been conscious of this problem, and set foot in it.  
1.5 Research Methods
Admittedly, translation theory will be bereft of value without practical effect. This dissertation combines systematic theoretical exposition with concrete theoretical application by taking the two English versions of Hong Lou Meng for illustration, which is a masterpiece filled with the limitless appealingness. Or rather, the views held in the dissertation are thorough and reasonable, which are concluded from actual translation activities, and intend to guide practical translation. The various demonstrating methods of exposition, argument, deduction, induction, comparison, ect. are integrated into this dissertation. Moreover, the dissertation takes on a broader view, because, apart from reception aesthetics theory, it brings together work in a wide variety of fields, including linguistics, pragmatics, arts, literature, and psychology. The core of this dissertation is focused on dealing with the appealing structure’s recreation for reader reception thoroughly and systematically.
1.6 Structure of the Dissertation 

In this dissertation, “recreation” is the core and “reader’s reception” is the orientation, complete with “faithfulness” as the principle, and “translator’s subjectivity” as the prerequisite.   
Chapter One makes a general statement of the dissertation. Chapter Two is an introduction to reception aesthetic and its appealing structure. Chapter Three is an introduction to the recreation of literary translation, especially its appealing structure. Chapter Four is a pursuit into the recreation of the appealing structure in the language in literary writings. Chapter Five is a probe into the recreation of appealing structure in the meaning of a literary text. Chapter Six is a discussion on the recreation for the purpose of readers’ reception. Chapter Seven is a conclusion. 

1.7 Objective of the Study

From the above, it can be seen that the study on the recreation of appealing structure for reader reception is very valuable and meaningful. The study is performed with a scientific approach and in a careful attitude. It is hoped that the study on the appealing structure and reader reception will be of a little value to literary translation. The aim of this dissertation is not only to enrich literary translation theory but also contribute to guiding the practical translation. After reading this dissertation, translators are wished to enhance their awareness to recreate the original appealing structure for the sake of reader reception when translating. As a result of this, the recreated literary version will be of higher quality with the striking features of being as readable and acceptable as the original. If this dissertation can give insight into the literary translation and bring enlightenment on literary translators, the writer’s effort into the study on the recreation of appealing structure will not be in vain.

Chapter Two  Literary Appealing Structure
2.1 An Introduction to Appealing Structure 
Reception aesthetics, a new branch of aesthetics, burst into the scene in German in late1960s. Very promising and influential, it soon swept across the whole European and American literature circle. The theory with fresh viewpoints exerts a unique influence upon literature as well as literary translation circle. Within reception aesthetics, there are a few general convictions shared by most academics that can be spelled out. Different from the perspective from which literary texts traditionally have been interpreted, the study of literature shifted from a preoccupation with authors and texts to a concern for reception and reading. Most importantly, the emphasis is on the reader rather than on the author. According to the theory, the reading process involves a reader and a text. The readers’ reception of a text is completely independent from the author’s original intentions or the literary critics’ interpretations of the text. The reader is no longer the passive receiver of knowledge but an active participant in the creation of a text’s meaning. The meaning of a text is defined by its readers’ reception: readers, not authors, make meaning. So, reception aesthetics is a study focusing on reader. It is believed that reader is a key factor in literary history. Later, at the end of 1970s, the focus of reception aesthetics is shifted from the reader orientation to the literary communication between reader and text. 
W.Iser (伊瑟尔) and H.R.Jauss（姚斯）are two leading prominent scholars in this theory. Whereas Jauss depends on hermeneutics and is particularly influenced by Hans-Georg Gadamer（伽达默尔）, the major impact on Iser has been the phenomenology. The particularly important in this regard has been the work of Roman Ingarden（罗曼·英伽登）, from whom Iser adopts his basic model as well as a number of key concepts. By contrast, Iser has been concerned primarily with the individual text and readers’ response to it. Laying emphasis on the role of reader participation in reading and the openness of text，he regards the reader participation as an inner driving force and an underlying factor of literary text’s evolution in meaning. He contends that meaning is not contained in the text itself, but rather is generated during the reading process. The reader, by filling in gaps or indeterminacies in an already given structure, completes the literary work and thereby participates in the production of meaning. The objects represented in a literary work often exhibit “spots” or “points” or “places ” of indeterminacy called by Ingarden, while Iser called this as the Appealing Structure (Appellstruktur). Appealing Structure is a term put forward by critics of the Germany Constance School. It refers to the “empty basket”, i.e. places of indeterminacy or blanks in the meaning of literary text left by the author deliberately, awaiting the concretization or actualization by the reader. Virtually, the gaps and indeterminacy are located not in the text but between the text and reader. The words “gaps” and “indeterminacy” thus function as a synonym of the fundamental asymmetry between the text and the reader. Additionally, the text bears certain denials to reader’s habitual horizon, which will generate margins. All these properties will stimulate reader to fill in the gaps and decode the indeterminacy with their creativity and imagination. This is just the process in which the readers talk to the author and negotiate with the text. The process of mutual interaction among reader, text and author is dynamic and indeterminate. As the gap and indeterminacy are characterized by implicitness, fuzziness and innuendo, it wages a contradictory movement between language and significance, truth and falsehood, the void and the solid, and the feeling and the scene, which exposes the ultimate open space, and every reader may be aroused to explore and create the open and profound meaning of text according to his experience, knowledge and imagination. Iser puts the appealing structure and reader response in the center of his theory. In truth, the appealing structure is at the very core of a literary text, which is a rich aesthetic treasure with regard to readers as well as an inevitable art and technique of literature with regard to writers. As the incomplete and unwritten part, it helps to enlarge the capacity of literary text, and keep the literary text in the balance between the explicit and the implicit, between connections and disconnections. The theories of Iser are expounded in his famous articles and books including The Appealing Structure in Literature and The Act of Reading: A Theory of Aesthetic Response, which established him as one of forefather of reception aesthetics.

2.2 Definition to the Appealing Structure

Actually, the concept of appealingness has long lain in Chinese literary history, which coincides with western appealing structure. Chinese appealingness and occidental appealing structure have too much in common by identifying the gap and indeterminacy as one of the crucial features of literature and art, and as one of the fundamental principles of literary creation. The two maintains that the gap and indeterminacy with the implied meaning and wordless beauty lie at the heart of appealing structure. In the long literary history of Chinese , the supreme effect of “言有尽而意无穷”“不着一字，尽得风流”and“建构最大的空白：意味世界”has always been pining for by writers permanently. Throughout the ages, numerous Chinese scholars and literary critics have been enchanted with the glamour of the appealing structure, and make a careful study on it, among whom Zhu Liyuan is an outstanding one. He once states clearly: Iser is narrow in understanding the concept of gap and indeterminacy; on the whole he seems to limit the gap and indeterminacy to the scope of ‘meaning ’, and his understanding on the ‘meaning ’is relatively ambiguous. According to Zhu Liyuan, as far as the appealing structure of literary works is concerned, it is embodied from all the layers, ranging from linguistic layer to inner physiological layer; eventually, all layers are incorporated into a general appealing structure, which radiates the ultimate beauty of literary works; only based on this sense, can we say literary works are possessed with ‘appealing structure’. (Zhu Liyuan，2004:180). To be concrete, his appealing structure in literary texts is divided into “语音语调语形层”, and “语义建构层” in which the indeterminacy and blank are highlighted more than any other parts, and so on. (181-190) Jin Yuanpu believes that the gaps and indeterminacy are composed of “语意空白：含混与朦胧，含蓄与寄寓，一言与两意，借代；句法的空白与技巧：句法空白中的搭配，省略的朦胧，前置与倒装; 结构的舞蹈。”（Jin Yuanpu，2003: 163-175）

Roman Ingarden is a famous scholar to deal with issues related to aesthetics. In his The literary work of Art he is concerned primarily with investigating the ideal structure of the literary work of art. He maintains: “it consists of a number of well-defined strata or layers. The first comprises the raw material of literature, the ‘word-sounds’ and those phonetic formations built upon them. In this stratum we encounter not only the sound configurations that are the ultimate bearers of meaning, but also the potential for special aesthetic effects such as rhythm or rhyme. The second stratum includes all meaning units, whether they are words, sentences, or units containing multiple sentences. This is the most important of the four layers since it forms the skeleton for the entire work.” (Selden, 1995:296) The strata of Ingarden reveal that the meaning lies at the core of literature; surface language is the aesthetic bearer of meaning. Based on this and the meaning’s appealingness of Iser, this dissertation mainly probes into the recreation of appealing structure from two aspects: the language in literary writings and the meaning of a literary text, taking Hong Lou Meng for illustration. In fact, the two aspects are inextricably intertwined with each other. At first glance from linguistic view, language may cover meaning, but this dissertation mainly discusses the appeal of literary language both with surface form and inherent meaning from the angle of literary language itself. Only relying on the language not only with formal beauty but connotational beauty, can the meaning come into being. This dissertation treats the appealing structure in a broader view. Personally, as to any layer and any point, if it contains the gap or indeterminacy, yields the implication and beauty beyond words, and stimulates reader into imagining and recreating, it can be regarded as the appealing structure. The appealing structure is the inexpressive and unwritten words, calling for reader’s participation and understanding. Without reader’s reading, there will be no appealing structure.
2.3 The Appealing Structure in Hong Lou Meng
Jauss presumed: “A literary work is not an object that stands by itself and that offers the same view to each reader in each period. It is not a monument that monologically reveals its timeless essence. It is much more like an orchestration that strike ever new resonances among its readers and that frees the text from the material of the words and brings it to a contemporary existence….” (1988:222) The appealing structure is the most basic textual structure of a literary text and the most important literary skill in the literary writings. According to statistics, almost all great works are not direct, explicit, definite, point-blank but indirect, implicit, fuzzy, roundabout, full of overtones and metaphors. Appealingness vests literary works with wordless charm and inexhaustible treasure. It opens a vast world rich in interest, amusement and meaning, appealing readers to come in and enjoy themselves indefatigably. Wolfgang Iser’s appealing structure coincides with Chinese traditional technique in literature and art. It is generally accepted that Chinese traditional works usually use the technique of attaching much attention to gaps and indeterminacy. For instance, as we all know, Hong Lou Meng is considered by scholars as a miracle in the history of Chinese fiction. It is a marvel that nowadays, Hong Lou Meng is still accepted widely to every household in China. Moreover, it is also well received abroad. In 1975, America assessed the impact of Hong Lou Meng as: “It has been ranked among the most famous novels in the world.” (Hu Wenbing, 1993:162) In the 1970s, British rated Hong Lou Meng as one of the best novels in the world. There exists the trend that foreigners are taking more and more interests in Hong Lou Meng. Why can this novel always be in great vogue? Its limitless appealing structure provides readers with an ideal answer. The appealingness in Hong Lou Meng, either low or deep, is universal. Every reader may be attracted to decode the text and its appealingness by his own realization and understanding, just as Luxun said:“谁是作者和续者姑且勿论，单是命意，就因读者的眼光而有种种：经学家看见《易》， 道学家看见淫， 才子看见缠绵， 革命家看见排满，流言家看见宫闱秘事……。”
As to the readers of the same level, their views into Hong Lou Meng are never identical, for every reader accepts work with the influence of his or her own culture, knowledge, intelligence, experience and ideology. What’s more, the readers of different ages will also take the different views because they are confined by their specific aesthetic sense and cultural background belonging to their age. Moreover, the same reader at different moments of his or her life may play a different game in their interactions with the text. Through long historical time, the appealingness in Hong Lou Meng has been explored too much, but its some deep connotation can never be ended. So the reason why Hong Lou Meng is accepted widely and permanently lies in its unlimited appealingness. Wang Meng’s （王蒙）words strengthened this point in his preface to The Enlightenment of Hong Lou Meng : “《红楼梦》对于我这个读者，是唯一的一部永远读不完，永远可以读，从那里翻开书页读都可以的书。同样，当然是一部读后想不完回味不完评不完的书。”（Wang Meng, 1995:preface）Zhongpu（宗璞）also spoke highly of this novel. In his preface of The Enlightenment of Hong Lou Meng, he pointed out that Hong Lou Meng is a book with such an inexhaustible meaning that it can’t be excavated thoroughly; Varying with ages and readers, it can re-originate new content and new vigor; it is like a cornucopia absorbing varieties of wise ideas and deep affections into it, which makes it glow more dazzling for ever. The two translators’ words give us an insight into the popularity and value of Hong Lou Meng. Undeniably, the beauty and glamour of Hong Lou Meng are ingrained in its endless appealing structure. According to Iser, a novel with minimal indeterminacy and narrow gap tends to be tedious and approaches the trivial. But, facing with Hong Lou Meng, a reader will never sense the tediousness and triviality. The reason is that a novel Hong Lou Meng is less determined or more open to concretization than others. The amount of indeterminacy in it is infinite; no matter how many gaps are filled in, there is always room for adding more details. The appealingness pervades the whole book of Hong Lou Meng, which really deserves further study. So, when translating, a translator must, above all, realize its appealingness, and tries to recreate it in his translation. A translator is expected to ignite readers’ enthusiasm to read, and inspire them to probe the wordless meaning between the lines. It is the overwhelming purpose for a translator to enable his version to create the aesthetic response and its receptors to gain the aesthetic enjoyment as much as the original and its readers.

Chapter Three  Recreation in Literary Translation
3.1 Nature of Literature
What’s the literature? According to reception aesthetics, literature is a kind of communication between text and reader in which the aesthetic response is created. What the literary work may contain is a peculiar aesthetic quality, that is, some element of beauty, which may be viewed as literature distinguished from other forms of writing. The perception of beauty in a text rests in the dynamic aesthetic relationship between the text and its reader. Reflecting on the question why the essential form of fiction called “literature” is needed, Wolfgang Iser saw the literature functioning as a medium of interaction between the context from it emerges, and a reader who makes the literature concrete. Iser contributed to the development of literary theory by turning literature itself into a mode of reflection. In this so-called “aesthetic of effect”, he conceived of the literary text as a structure that elicits aesthetic response in its reader by opening up her or his habitual worldview. Literature is used to engender reader’s aesthetic enjoyment by describing an alternative of fictional world. By the magic employment of literary language, literary work opens a vast aesthetic world full of metaphor, gap and spots of indeterminacy, appealing for reader to formulate the unformulated. The literary incompletion and indeterminacy are called as the appealing structure, which is imbued with wordless beauty and limitless association. All texts create gaps and indeterminacy which the reader must use his or her imagination to fill in. “…every literary text invites some form of participation on the part of the reader. And so it can be said that indeterminacy is the fundamental precondition for reader participation.…the indeterminate element of literature represents the most important link between text and reader.”(Iser, 1988:230) The extent to which the unwritten and indeterminate part of a text stimulates the reader into creative participation. Reading literature gives reader the chance to formulate the unformulated, in which reader and author participate in a game of the imagination. “If the reader were given the whole story, and there were nothing left for him to do, then his imagination would never enter the field, the result would be the boredom which inevitably arises when everything is laid out cut and dried before us. A literary text must therefore be conceived in such a way that it will engage the reader’s imagination in the task of working things out for himself, for reading is only a pleasure when it is active and creative.” (Iser, 1988:190) In the reading process of reader, aesthetic purpose of literature is fulfilled. It is generally agreed that a wok of literature does have an appealing aesthetic quality.  So, the aesthetic reflection and embodiment of real life is the infinite aim guiding literary production as well as the criterion for judging a literary work.

3.2 Literary Translating 

What’s the literary translation? In history, there have been innumerable viewpoints on this, among which the most convincing and most popular is that Literary translation is not only a science with its own laws and methods, but also an art of reproduction and recreation. The previous part discussing the nature of literature indicates that literary translation should be more of an art than a science, an art of aesthetic recreation.“He (Dryden) was thus the first to recognize and clearly to describe translation as an art, with definite principles and an underlying theory to which a translator must submit.”(Shen Yuping, 2002:8) In1971, Gregory Rabassa accentuated that:“…translation is really something apart from the other arts. But it is, indisputably, an art.” (Rabassa, 1984:21) Xu Yuanchong said that: “文学翻译要使读者愉快，得到美的享受，犹如原作者在用译语写作，这就是再创作” (Xu Yuanchong, 2003：243) Mao Dun, in his report Strive for the Development in the Course of Literary Translation and the Improvement of Translation Quality (1954), pointed out the literary translation is to recreate the original artistic images and situations in another language so that the target language readers can be inspired, moved and aesthetically entertained in the same ways as original readers did.（文学的翻译是用另一种语言工具，把原作的艺术意境传达出来，使读者在读译文的时候能够象读原作时一样得到启发、感动和美的感受。）

The recreation of translation can be showed in different layers. Xujun (许钧) regards the translating strata as thinking layer（思维层次）, semantic layer（语义层次）, and aesthetic layer（美学层次）. 
 Liu Miqing’s (刘宓庆)translating strata are: imitative aesthetic layer（模拟式审美再现）, equivalent aesthetic layer（对应式审美再现）and recreative aesthetic layer（重建式审美再现）.② Unexpectedly, they coincide that the highest layer of translation is the creative aesthetic recreation. The two translators imply that the aesthetic is the highest criterion of literary translation; the faithful criterion would be subordinate to the aesthetic criterion, when contradicting with the aesthetic criterion. The decisive factor in literary translation is the dominant communicative function of the source text and aesthetic effect on the reader. The ultimate aim of literature is to embody the beauty latent in life, so the criterion to judge literary translation is the same aesthetic effect inspired both on source language reader and on target language reader. It may be admitted that this aim can be fulfilled because people all over the world share the same logic thinking and aesthetic sense, which are universal. It can be proved by the fact that human beings mean the same things by speaking different languages. 

Literary translation is a recreation of aesthetic representation. Far from being a mechanical and technical translation between languages, literary translation involves a translator’s subjective judgment and recreation. To recreate a literary work, a translator must take various factors and conditions into account, such as the discrepancies of languages, the faithfulness to author, and the acceptability to readers. He should be good at coping with the anti-translatability arising from language, culture, ideology ect. Furthermore, he should be able to realize the author’s process of artistic creation, grasp the spirit of the original, and reproduce fully and correctly the content and form of the original in another aesthetic literary language suited to the original style. All these account for literary translation is an actual artistic aesthetic recreation despite much limitation of the original. As a matter of fact, numerous translators at home and abroad are in favor of this theory. Zhang Jin（张今） expounded clearly: To interpret the original text will involve a translator’s creativity; to express the original content has to involve a translator’s creativity; the combination of the two aspects is similar to the process of creating the original by its author, which determines that literary translation must be a recreation.（Zhang Jin, 1987: 40）Guo Moruo（郭沫若）stressed this point: “Superb literary translation amounts to creation.” (Wang Bingqin, 2001:148) Xie Tianzhen（谢天振）contended definitely in his book Media-translation: “Literary translation is always a creative treason.” In early Roman, Marcus Tullius Cicero’s （西塞罗）conviction is that the main aim of translation is not an “interpretion” (interpretatio) or an “imitation” (imtatio) but an “emulation” (aemulatio); Translation should be meant to surpass the original. (Tan Zaixi, 2004:19) Benedetto Croce（克罗齐）(1866-1952) put forward his theory in his famous masterpiece Aesthetics (Estetica): Translation must resort to the recreation. (Tan Zaixi, 2004:176) The above makes it clear that literary translating equals recreating. Nowadays, it can be seen that the view of translation’s recreation is very prevalent. 

In the final analysis, literary translation is an art of aesthetic representation, whose aesthetic nature yields its creativity. It is the creativity that translation’s glamour resides in. Without creativity, there wouldn’t be translation’s art and amusement, nor be its vitality and attraction. Imaginably, translation’s recreation is rather arduous, but it is the arduous that brings out the creative capability of translator and brings in his merriment and satisfaction.
3.3 Recreation of Appealing Structure

It is a fact that literary translation is complicated and difficult, and appealing structure’s recreation is more challenging and demanding. In regard to the appealing structure, it will call for more recreation in comparison with the general literary translation. The appealing structure is the inexpressive and incomplete part filled with wordless beauty and dense meaning, which awaits the concretization and actualization by the reader. As the essence of a literary text, the pivot of Hermeneutics, the origin of meaning’s mobility and the fundamental precondition for reader participation, the recreation of the appealing structure has a direct bearing on the success of literary translation. How to recreate the appealing structure for the purpose of the same function and aesthetic effect as the source text through softening many thorns arising from various factors will entail a translator to give full play to its creativity.
Though it is a re-creation, the recreation of literary translation is not synonymous with original author’s creation. It is conditional, because it should be faithful both to author and reader. In terms of the two important factors affecting recreation, reader’s importance outweighs the author’s in some respects. By creatively decoding the original gaps and indeterminacy, reader vests a text with meaning and brings it into life. Obviously, without reader reception, a version can’t market well and last long. Since literary translation aims at reader’s reception, translators should attach more attention to reader including his response, sense, and feedback. It is no exaggeration that reader reception overrides any other factors affecting literary translation. To facilitate reader participation, a translator should try his best to retain the original appealing structure, and let reader fill in the gap and indeterminacy by his own interest, culture, knowledge and ideology. If the appealingness of the original is lost, the beauty and charm of the original will be impaired greatly because the appealing structure is a vital part of reception aesthetics. The literary translation’s recreation should be oriented to reader reception, the result of which is expected to make target language reader perceive the same beauty and obtain the same enlightenment as source language reader did. For instance, as regards the word “潇湘馆” in Hong Lou Meng , Yang Xianyi creatively renders it into “Bamboo Lodge”, whereas Hawkes originally into “Naiad House”. The two kinds of translations have their respective advantages. In the book of Hong Lou Meng, “潇湘馆” is bound up with “bamboo”, which is a culture-loaded word associated with the honor and uprightness of an image. So, in this sense, “Bamboo Lodge” is a good recreation, retaining the original appealingness. Even so, as for foreign readers, “Bamboo Lodge” may not trigger off any aesthetic response, because the bamboo is only a common plant in the occidental world without the cultural flavor. In order to let reader to taste its implication, translators had better add some words to explain. But if they did so, the original implication would be made so transparent that its inherent appealingness would be missing. This complication inevitably puts translators into dilemma. Considering this, Hawkes adopts English culture-loaded word “Naiad House” to suit the reception habits of his natives. This word naturally yields aesthetic association, expanding an infinite aesthetic open space. Superficially, the translation is unfaithful, but, where the nature of literary translation is concerned, it may be said this kind of recreation is successful, because the corresponding aesthetic feeling could have been evoked, and literary translation’s purpose could have been achieved. The reception of reader really plays a mulch greater role in the recreation of appealing structure.

Generally，it is clear that Hawkes focuses more attention on the creativity and acceptability of his translation as opposed to Yang Xianyi and Gladys Yang. Gladys Yang has perceived this point and affirmed it in an interview that: “我们的灵活性太小了。有一位翻译家，我们非常钦佩，名叫大卫·霍克斯。他就比我们更有创造性。我们太死板，读者不爱看，因为我们偏于直译。” She added that:“应该更富有创造性。然而，…我们的翻译家比较拘泥于原文，译文平庸…。” （Zhang Jinghao, Chen Kepei, 2005:136）

 Here, in this dissertation, “recreation” refers to translate the original literary text faithfully and appropriately with some allowed and inevitable deviation and alteration from the original to cater for reader reception in the perspective of reception aesthetics. In this dissertation the emphasis is laid on the recreation concerning the appealing structure in literary translation from two aspects of literary language and textual meaning. 

Chapter Four  Recreation of Appealing Structure in Language in Literary Writings
As stated by Zhu Liyuan and Jin Yuanpu in Chapter Two, the layer of surface form of literary language owns the appealing structure resulted from the sound configurations and sentence structure. But, this chapter doesn’t deal with the appealing structure in literary language only from its outside form, because any line of literary language must contain its innate meaning, and form can’t go without connotation no matter how beautiful it is. The appeal of language lies more in its implied meaning than its surface form. So, the writer does not aim at pursuing this kind of appealingness of literary language utterly deprived of its inherent meaning. The literary language bereft of its meaning can not evoke readers’ aesthetic reaction and appeal to them enormously. Here, in the title, the “language” refers to the general language in literary writings, carried with both formal beauty and connotational beauty.  

4.1 The Nature of Literary Language and its Appealingness
It is generally recognized that literature can lead readers into an artistic world in a vivid language. As an artistic language, literary language is quite different from scientific language. Literature is to use a special mode to express meaning and thought. Maksim Gorkii (高尔基) once said: “The most essential factor in literature is the language. Language is the key vehicle of literature. It makes up the literary material together with all kinds of facts and life phenomena.”（文学的第一个要素是语言。语言是文学的主要工具，它和各种事实，生活现象一起，构成文学的材料。）(Wang Qiangmo,1986:334) Literature is an esthetic art, “文学作品的美在很大程度上表现在语言美” (Fang Mengzhi, 2002: 226) The beauty of language is firstly displaced in its outside form. The language in literary writings is usually attached with formal beauty, particularly in the poem and prosody. The formal beauty is composed of sound configurations including intonation, pronunciation, rhyme and rhythm, and syntax formation with special collocation, emphasis, ellipsis and inversion, which all can yield the gap and indeterminacy in the surface form of language. In addition to this, from a linguistic point of view, literary language has been defined as either ‘deviate’ from the norms of common communication or as the creative use of the potential of the language system. Literature sometimes seems to make unfamiliar with the familiar language. Like the other arts, literature can give reader new ways of looking at the world and finding significance which the daily use of language in its commonplace way has concealed. Since good literature is often described as avoiding the trodden paths of conventional expression, literary language is often ambiguous and indeterminate, producing the vagueness or polysemy typical of literary texts and allowing readers a variety of interpretation. “Ambiguity, polysemy, opaqueness, the violation of grammatical and logical sequences, reciprocal incomprehensions, the capacity to lie—these are not pathologies of language but the roots of its genius.” (Steiner, 1998:246) Full of puns, allusions, similes, metaphors and hyperboles, literary language is pregnant with form beauty and meaning beauty. With the features of vividness, emotion, implicitness, fuzziness, ambiguity, ect., it endows textual meaning with vacancy, indeterminacy, multi-meaning, and so on, and provide readers with a broad scope for imagining, associating and creating. Eventually, readers will be fascinated by the gap and indeterminacy, and would like to decipher the original by their own experience and thought. In terms of this, the undisputed fact is that language is the root of meaning’s appealing structure.
The appeal of language emanates from its formal beauty and innate meaning. It’s nowhere near right for language only just to own its formal beauty. Only depending on its innate meaning, can the literary language come into life and evoke the sense of beauty. For an example at random, as to the verse “玉在椟中求善价，钗于奁内待时飞” in Chapter 1 of Hong Lou Meng，it has a great appealing structure, not only beautiful in form with antithesis and rhyme but rich in meaning with much blank and indeterminacy. The supreme beauty in the lines is not so much in form as in connotation. The appeal of language lies more in its implied meaning than its surface form. As to any famous lines or articles with formal beauty features, only bound up with the rich deposited meaning, can they last long and be recited again and again in appreciation.“文学语言符号同意义是难以分离的，没有意义的声音、文字、形状都不能成为文学的符号。”（Zhou Wenbai, Chen Chuancai, 1999:65）Literary language is clearly assumed to have a particular connotative, expressive, and aesthetic meaning of its own. It is in part physical, in part mental. As a rule, literary language includes not only stylistic features such as rhythm, prosody, syntax, macrostructure, metaphors and symbols but also characters, ideas, expressiveness and atmosphere. Language is embedded in people’s minds, and inextricably intertwined with culture. Though language originates in minds, reversely, it will exert trivial and overwhelming influence on people after its being. There are no limits to the shaping power of words, just as being said in After Babel- Aspects of Language and Transaltion: Man acts as if he were the shaper and master of language, while in reality man succumbs to language. (Steiner, 1998)  In other words, language may have created man, rather than man language. In this sense, Sapir and Whorf insisted language determines thought. Complete acceptance of their hypothesis may be controversial, but its application to language and culture is clear: Language is a reflection of culture, and vice versa. As soon as language is formed, it has constituted a world of its own making. All people must live in it, and nobody can outstep its shade. As a special tool, literary language is richer in implied meaning and cultural flavor. From what has been discussed above, we may come to the conclusion that Language is a ‘third universe’ midway between the phenomenal reality of the ‘empirical world’ and the internalized structures of consciousness. In a word, literary language creates a meaningful ‘third world’, calling for people to explore it indefatigably. In this sense, the potential and great appealing structure in language will be coming into being. 

4.2 Recreation of Literary Language in Translation
Literature is an art of language, and so is the literary translation. As we all know, all kinds of translations must be fulfilled by operating language, and the literary translation is even more so. In literary translation, a translator is expected to transfer not only the meaning of the source text but also the specific way the meaning is expressed in the source language. Lexis, syntax, style and structure are designed to be manipulated in such a way that they bring about in the target language an aesthetic effect which is analogous to the expressive individual character of the source text. 
Literary language is the origin of aesthetic effect and appealing structures. To have a good command of languages is of the utmost importance in the transference between source language and target language. Tan Zaixi (谭载喜) stressed the ability in manipulating language: If they want to produce the first-class version, translators need some basic qualifications, among which the most important is the superb language ability; Translators should be expert at expressing their ideas clearly, exactly, and naturally. (Tan Zaixi, 1999:71) Yang Xiaorong（杨晓荣）used his personal experience to testify the language’s importance in literary translation in his book The Guidance to Translation Criticism. He said 30-odd years ago, he accidentally met with an old version Mother written by Maksim Gorkii（高尔基）. Allured by its fame, he couldn’t help reading immediately, but its awkward language killed his reading interest. He felt confused. He couldn’t believe it until he read a new version of Mother after several years, which let him detect the inner strong points that a renowned work thrives on. Another thing that most impresses him was to read a version of Pushkin’s（普希金）complete works. Its fluent and beautiful language absorbed him deeply in the world depicted by him, which had a great influence on his aesthetic sense to literature, and meanwhile shed light on the cause why the image of Pushkin was so popular and lofty in Russian literary circle. (Yang Xiaorong, 2005: 46-47) His words accounts for the fact that even for the famous foreign work, if its version’s language is poor, it will be reduced to a poor work with no readers willing to read it, which enlightens on a translator that he must firstly reproduce the language beauty when he translates literary works, whose language should be expressed as well as the original language with the features of fluency, vividness, brevity. Language can be compared to a person’s skin. Without the skin, the skeleton will be very ugly, even if its spirit is beautiful. Only if the language beauty is rebuilt, can the meaning’s appealing structure be produced, as the appealingness of the meaning hinges on the appealingness of the language. Literary translation, first of all, should evoke some sense of beauty. No readers are ready to read books in poor language that will kill readers’ interests in reading. The clear, lively, vigorous, indeterminate and emotional language will tantalize readers, and elicit them to read again and again. The language’s importance in literary translation is really can’t be overstated. For instance, Lin Shu（林纾）isn’t at home in any foreign language, but his versions are endurable. Qian Zhongshu（钱钟书）marveled at this phenomenon in his article On Linshu’s Translation: “Recently, I happen to open one novel translated by Linshu. I should find it still holding its attraction, which is beyond my expectation. I not only read it over, but also re-read the most of his versions. Many of his works are worth re-reading irrespective of the flaws and mistakes everywhere. I try reading the same works of Dickens（狄更斯） and Montesquieu（孟德斯鸠）as are translated later. Though they are very faithful, I feel I prefer to read the original. This is a fact meriting our consideration.” 
 Admittedly, the reason why Lin Shu’s translation doesn’t lose its charm should be attributed to his language. Lin Shu, an accomplished literary writer, is expert at commanding language. Without his excellent literary language, his translation can neither ignite readers’ reading enthusiasm, nor can receive wide reception. In short, the importance of literary translation can’t be dwelled on too much. At home and abroad, no famous translators neglect their language.
With respect to the literary language’s recreation, there are mainly two views: “domestication” and “foreignization”. The former is supported by many translators, such as Fulei, Qian Zhongshu, Zhang Guruo, ect. Xu Yuanchong urged: “A translator is expected to use the target language as beautiful as possible to convey the original content.”(译者要尽可能利用最好的译语表达方式，以便传达原著内容。)（Xu Yuanchong, 2003:262）Zhang Guruo（张谷若） contended: “Use the pure target language to translate pure source language.”（用地道的译文译地道的原文) (Sun Yingchun: 2004) Overall, “domestication” is reasonable. “不是人说语言，而是语言在说人”.(Jin Yuanpu, 2003: 180) Although people create language, the language will conversely shape people’s idea and emotion, because it has been loaded with customary implications and fuzzy traits as a result of the long-time use. Closely embedded with people‘s habitual thoughts, cultures and feelings, domesticated language is liable to stir people’s subtle feelings, provoke their deep thoughts, and arouse their corresponding associations, whereas the foreignized language can’t receive this due. In this sense, a translator is expected to apply pure and beautiful target language to convey the original in order that the target language readers will be invoked to participate in the reading activities and get the same aesthetic entertainment as the original readers do.

On the other hand, it doesn’t exclude the fact that the latter owns its own advantages. Generally speaking, when readers read literary versions, one of their expectations is to taste the alien flavor in translation. The alien language will satisfy readers’ needs by instilling novelty and originality into readers’ mind. It helps to break readers’ habitual “expectation horizon” and engenders the appealingness of language and meaning. Therefore, the alien language attracts readers to savor the pleasure of alien landscape. So, translators can enrich their tongue by allowing the strangeness of source language to mix into their versions. Nevertheless, since there are two sides to every coin, the foreignized language can’t be overdone; otherwise it will go beyond readers’ “expectation horizon” and cause the receptor’s bewilderment. If so, the literary appreciation process would be blocked. Though there exist many foreignized phrases and expressions, they are the outcome of long-year introduction. To sum up, regarding literary language’s recreation, the “domestication”is a main body, and “foreignization”, a supplement.
The appeal of language consisted in its form and content plays a significant role in literature, as literary language is not only an essential means to literary works, but also a source of other appealingness. The importance of the appeal of literary language has been fully realized, but it is hard to define and recreate. Personally, the appealing structure in language can be traced to most points in the surface language; it is intrinsically correlated with meaning, unable to be isolated from meaning. The appeal of literary language should be recreated with both formal beauty and connotational beauty. In the following, let’s comment on the appealingness of language in Hong Lou Meng and its recreation in a general sense.

4.3 Linguistic Art of Hong Lou Meng and its Recreation
Hong Lou Meng is renowned as a masterpiece in Chinese literature, and its beauty permeates and radiates in all respects, especially in its language. Hong Lou Meng represents the supreme achievement of Chinese traditional novelty. It is no overstatement that this remarkable book has no match at home and abroad. It makes a hit after its birth. Over long years, it has been growing stronger and stronger like an evergreen thriving tree. To a great extent, the success of Hong Lou Meng should attribute to its unusual language’s employment, as its language epitomizes the language of Chinese traditional novels. Zhou Zhongming (周中明) has exclusively made a study on the language of Hong Lou Meng, and said:“曹雪芹是我国天才的语言艺术大师，他的伟大作品《红楼梦》，可以说，把我国古典小说语言艺术，提到了一个美的极境。”(Zhou Zhongming, 1984: 586) As far as its language is concerned, Hong Lou Meng is filled with poems, songs, proses, allusions and metaphors, and is pervaded by the integrality beauty, style beauty, connotation beauty, brevity beauty, picture beauty and image beauty. Through refining raw language material from life, the author vests Hong Lou Meng’s language with a special fluent, clear, and concise and implicate style. The total account is in the graphic detail, and all the words are expressed in a meaningful and implied way. The language in Hong Lou Meng is beautiful in surface form, rich in deep meaning, and successful in portraying character and situation. The masterpiece testifies that the author is endowed with wide knowledge, superb literature level and artistic accomplishment. It is no wonder that he can be conferred the title: great genius in literature. In a word, Hong Lou Meng is the quintessence of beautiful and creative language, which is characterized in many ways. Wang Qiangmo arrived at a conclusion:“……它 (《红楼梦》)的语言精粹，达到炉火纯青的地步，无论是描绘形象，展示情节，抒发感情，烘托气氛，无不神形逼肖，生动活泼，精美传神。”(Wang Qiangmo, 1986:88) In what follows, let’s appreciate closely the language glamour of Hong Lou Meng. It is said that there are 27 versions of Hong Lou Meng in the world, among which The Story of the Stone rendered by Hawkes and The Dream of Red Mansions by Yang Xianyi are the representative works. Now, let’s discuss how the two translators recreate the appealingness of the language in Hong Lou Meng.
4.3.1 Appealing Structure Involved in Rhythm
Literary language is not only the ultimate bearer of meanings, but also the potential for special aesthetic effects. As one of the beauties of surface language, the rhythmical beauty plays a significant role in a literary work. It is generally recognized that no literary work can win immortal fame without the rhythmical beauty. It is an essential approach deployed to uncover the implied beauty hidden in the depth of a literary work, and even to reveal the trivial and delicate thoughts and feelings of a character. The rhythmical beauty covers the whole novel of Hong Lou Meng, ranging from the poem, to dialogue and all the account in it. 

1. 身自端方，体自坚硬。 虽不能言， 有言必应。

                                           《红楼梦》二十二回

Version A: Its body is square; It’s substance firm and hard; Though it cannot speak. It will assuredly record anything said.
Yang Xianyi A Dream of Red Mansions Page439
Version B: My body is square, Iron-hard aim I. I speak no word, but words supply.
Hawkes  The Story of the Stone Page 447
Yang Xianyi’s translation is very faithful, and even the pun is translated as well by the way of adding footnotes. His version keeps the original rhythmical beauty, reading very fluently and melodiously.
As to Hawkes’ translation, in form, English syllable numbers in every line are identical to Chinese characters’ (both are four); in rhythm, English rhyme lines are the same as the original. Though his translation doesn’t retain the pun, it describes inkstone’s function clearly. What’s more, he originally uses the personification in riddle. Consequently, his version is more readable, fluent and effective. In short, the two versions can match the original in respect of language.
One of the particular beauties of language can come from the continual tension and reconciliation in its rhyme. Rhythmical beauty makes literary works sound melodious like music. It contributes to ushering in the appealingness of language itself and its meaning. Rhythm plays an important role in the novel Hong Lou Meng. Whether the details’ description or the characters’ dialogues, almost all the words are rich in rhythmical beauty. When translating, a translator should be conscious of this and be capable of reproducing it.
4.3.2 Appealing Structure Involved in Vagueness
Fuzziness is peculiar to human language; fuzzy language is typical of literary language. According to Zhou Fangzhu (周方珠) in his Translating Theory and Practice Series, indeterminacy and relativity are characteristic of fuzzy language; literary fuzziness can be classified into semantic, image, syntactic, pragmatic, thematic fuzziness.(2004: 265-275) There lies a great amount of fuzzy language in Hong Lou Meng. When translating, a translator should, at first, identify the ambiguous meaning, dim situations and vague images clouded by fuzzy language before he tries to delineate them in fuzzy target language. For examples:

2. 两弯似蹙非蹙眷烟眉， 一双似喜非喜含情目。 态生两靥之愁， 娇袭一身之病。 泪光点点， 娇喘微微。 闲静时如娇花照水， 行动处似弱柳扶风。心较比干多一窍`， 病如西子胜三分。 

《红楼梦》第三回

Version A: Her dusky arched eyebrows were knitted and yet not frowning, her speaking eyes held both merriment and sorrow; her very frailty had charm. Her eyes sparkled with tears, her breath was soft and faint. In repose she was like a lovely flower mirrored in the water; in motion, a pliant willow swaying in the wind. She looked more sensitive than Pikan, more delicate than His Shih.
A prince noted for his great intelligence at the end of the Shang Dynasty.
A famous beauty of the ancient kingdom of Yueh. 
Yang Xianyi  A Dream of Red Mansions
Version B: Her mist-wreathed brows at first seemed to frown, yet were not frowning; her passionate eyes at first seemed to smile, yet were not merry; Habit had given a melancholy cast to her tender face;
Nature had bestowed a sickly constitution on her delicate frame.
Often the eyes swarm with glistening tears;
Often the breath came in gentle gasps. 

In stillness she made one think of a graceful flower reflected in the water;
In motion she called to mind tender willow shoots caressed by the wind.
She had more chambers in her heart than the martyred Bi Gan;
And suffered a tithe more pain in it than the beautiful Xi Shi.
Hawkes  The Story of the Stone  

This passage delineates the dazzling beauty and sentimental disposition of Lin Daiyu. The reason why the delineation is so vivid and true to life is that the original  author deliberately employs a number of fuzzy words, such as“似蹙非蹙”“似喜非喜” “眷烟眉”“含情目”“两靥愁”“一身之病”“泪光点点”“娇喘微微”。 After perceiving the function of fuzzy language which makes its meaning indeterminate and dynamic, Hawkes consciously chooses the fuzzy and beautiful target language to recreate the original. He translates the above fuzzy words into “at first seemed to frown, yet were not frowning”; “at first seemed to smile, yet were not merry”, “her mist-wreathed brows”, “her passionate eyes”, “a melancholy cast to her tender face”; “a sickly constitution on her delicate frame”, “often the eyes swarm with glistening tears”, and “often the breath came in gentle gasps” respectively. At the end of Hawkes’ translation, the “In stillness she made one think of a graceful flower reflected in the water; In motion she called to mind tender willow shoots caressed by the wind.” in a roundabout way naturally provoke readers into imaging and thinking. Besides, judging from his words and expressions, Hawkes’ version is of classical elegance, which is consistent with the original. In this sense, Yang Xianyi’s version needs weighing. His words and expressions are popular and unclassical, which doesn’t correspond with the style of the original. Far more important, his language is so definite and explicit that the appealingness and beauty of the original is missing, for examples: rendering“眷烟眉”and “含情目” into “her dusty arched eyebrows” and“her speaking eyes” respectively .
3. 刚檫着，猛听黛玉直声叫道：“宝玉！宝玉！你好——”说到“好”字，便浑身冷汗，不作声了
《红楼梦》第三回

 Version A: They were washing Daiyu when she raised a sudden cry: “Baoyu, Baoyu! How…….” 
Yang Xianyi  A Dream of Red Mansions
 Version B: They began wiping Dai-yu’s face with a flannel, when suddenly she cried out in a loud voice: “Bao-yu! Bao-yu! How could you…” 
Hawkes  The Story of the Stone  

In this part, the fuzzy language yields the indeterminate meaning. “宝玉！宝玉！你好——” in the original is a reproach, regret, or a blessing? It leaves gaps for a reader to fill and concretize, engendering infinite aftertaste. Both version A and version B retains the gap and indeterminacy in the original syntax, but Version A seems to open a more spacious room for a reader to guess and imagine. A reader can decode the translation just like decoding the original: How cruel you are! How happy you are! How could you do this!… But, despite of this, reader can still perceive the beauty permeating in the language of Version B.

4.3.3 Appealing Structure Involved in Connotation
Language’s appealingness lies not only in its form, namely sound, rhythm and intonation, but also in its content. “《红楼梦》的语言具有巨大的思想和感情的容量……。”（Zhou Zhongming, 595）Associated with meaning, language can be used to highlight characters and images, and to paint situations and styles. In the recreation of literary translation, a translator should attach more attention to language, which is hopefully translated to carry the same formal and connotational beauty as the source language does. He should be able to find out an optical connection-point of combining language surface level with deep meaning level in the target language, which necessitates his superb language capabilities, literary accomplishment, aesthetic judgment and artistic recreation. The recreation of language is so complicated that it not only can bring out, but also can give full scope to a translator’s competence and talent. This, instead, will instill vitality and fascination to literary translation and allure a translator to delicate to it.
In translation  , Hawks makes an obvious recreation to preserve the appeal of the original language in view of his natives’ reception habits for the sake of the same response invoked between the original readers and target readers. Comparatively, Yang Xianyi is too faithful to retain some appealing structure, whose creativity is obviously less than Hawkes’. Taking the character-names’ translation for example, Yang Xianyi spells them out in pinyin, so that they will not carry any sense to readers; Hawkes, to readers liking, renders Chinese names into English, such as “aroma” “skybright” “nightingale” “emerald” “amber” “oriole”. This kind of treatment will naturally arouse receptors to drown in imagining and associating. Paradoxically, perhaps, Hawkes’ translation may be mistaken as “unfaithfulness” or “treason”, but fact speaks aloud. In order to achieve the aesthetic purpose of literary translation, that is, to let receptors enjoy the aesthetic in the original, the recreated “domesticated language”will easily lend itself  to readers’ reception and enjoyment.
In the language’s recreation, after realizing its meaning’s appealingness fully, Hawkes often uses italics to emphasize special words and phrases in a sentence so as to highlight the latent implication. For example, in Chapter19, regarding “袭人便笑道：‘你果然留我， 我自然不出去了”, Hawkes’ version is:“If you really want me to stay, of course I won’t go.”  To “(黛玉) 一面理鬓， 笑道：‘我有奇香， 你有暖香没有？’”，Hawkes’ version is: “So I’ve got an unusual fragrance, have I? Have you got a warm fragrance?” Here, “you” and “warm” are stressed in italics. The examples like these are numerous.
Besides the beauties of surface form and rich meaning, language’s appealingness is also reflected from its successful characters’ description. “文学作品的语言美，归跟结底是形象美。离开了人物形象的塑造，再美的语言，也如同离开了泥土的花一样，终究是不耐看的，没有生命力的，不能动人心弦的。” (Zhou Zhongming, 598） The author of Hong Lou Meng does succeed in portraying various characters, as every character’s dialogue is proper to himself, and even with the daily dialogue, whoever says it regardless of his status, job and cultural background, it is very readable and meaningful. Among the book, many characters depicted by author are so vivid that it seems that they are living among us, and we can sense their breath, hear their laughs and watch their actions. Admittedly, to some extent, the popularity of Hong Lou Meng is attributed to the success of characters’ description, which comes from typical language of typical character. Eventually, an individual’s language contributes to standing out the distinctive dispositions of individuals. For instance, whereas Daiyu’s words usually contain implication and irony, Baochai usually remarks in a tactful and solemn manner, and Baoyu often speaks in a soft and forthright tone. Besides, Wang Xifeng’s words are venomous and cunning, Granny Liu’s are simple and vulgar, and so forth. Their individual tongue differentiates one person from another. The characters in Hong Lou Meng are not only distinctive from each other but also very realistic as if living in life with different natures. Moreover, “In other words, there are no completely evil or completely virtuous characters in the Hong Lou Meng. Unlike many traditional Chinese novels where characters are often portrayed either black or white, characters shown here are of various shades between black and white just as one would find in real life.” (John C.Y. Wang, 1978: 197) Just because of this, the characters in Hong Lou Meng and their utterances are very natural and realistic, leaving much gap and indeterminacy for readers to imagine and evaluate. In conclusion, they always deserve ruminating. 

It is known that an individual’s language can directly betray a character’s nature. In Chapter 16 in Hong Lou Meng, when Baoyu wants to pass the beads bestowed by Emperor on to Daiyu , Daiyu snaps: “什么臭男人拿过的？ 我不要这东西！” This simple word distinguishes herself from the worldly persons. She doesn’t curry favor with the powerful, ignoring fame and gain. With the detached temperament of integrity, uprightness and nobleness, she is like a high bamboo braving the wind and rain. The translations are as follows.

4. Version A:  but she flung it back at him disdainfully: “what, carry a thing that coarse man has pawed over? I don’t want it!”
Hawkes  The Story of the Stone  

Version B: “I don’t want them. They’ve been handed by some stinking man.” She tossed the heads back and Baoyu had to take them.” 
Yang Xianyi  A Dream of Red Mansions
Though the two versions have reproduced the original meaning and embodied Daiyu’s sprit, judging from the sentence order and words employment, Hawkes’ translation seems more forceful.
5. 凤姐道：“凭他什么样儿的，我也要见一见！别放你娘的屁了。再不带看看，给你一顿好嘴巴”。

《红楼梦》第七回

Version A: His-feng said: “Even if he’s a monster, I insist on seeing him. Don’t talk like a fool! Fetch him in at once or I’ll give you a good slap.” 

Yang Xianyi  A Dream of Red Mansion Page111
    Version B: “Fiddlestick!” said Xi-feng.” I don’t care if he’s a three faced wonder with eight arms, I still want to see him. Stop farting about and bring him in, or I’ll box your ears.!”
                             Hawkes  The Story of the Stone   Page177
Wang Xifeng is harsh, wicked and shrewish, with low educational level. Her character can be embodied directly from her words. The two kinds of translations close to the original both convey the nature of Wang Xifeng. However, Hawkes, a native with penetrating mind, does a better job.  

There is a close connection between Yijing(意境) and a specific language. The language is not passive; it can be used to stand out image and situation. For example.:
6. (宝玉)说着，顺着脚一径来到一个院门前，看那凤尾森森，龙吟细细：正是潇湘馆。宝玉信步走入，只见湘帘垂地，悄无人声。走至窗前，觉得一缕幽香，从碧纱窗中暗暗透出。宝玉便将脸贴在纱窗上，往里看时，耳内忽听得 细细的长叹了一声道：“每日家，情思思睡昏昏！”   

                                      《红楼梦》二十六回

Version A: Yang Xianyi’s translation: His feet carried him on then to the gate of a courtyard. Bamboos dense as phoenix plumage there made a rustling music. And the board above the gate bore the inscription: Bambooo Lodge. Strolling in he found the bamboo portiere down. Not a voice could be heard. As he approached the window a subtle fragrance drifted through the green gauze. He pressed his face against the gauze and heard a long faint sigh, followed by the words: Day after day a drowsy dream of love.
Yang Xianyi  A Dream of Red Mansions page515
Version B: Of their own accord they now carried him to the Naiad House, through the gateway and into the courtyard. 

The House seemed silent and deserted, its bamboo door-blind hanging unrolled to the ground; but as he approached the window, he detected a faint sweetness in the air, traceable to a thin curl of incense smoke which drifted out through the green gauze of the casement. He pressed his face to the gauze; but before his eyes could distinguish anything, his ear became aware of a long, languorous sigh and the sound of a voice speaking:
‘Each day in a drowsy waking dream of love!’
Hawkes  The Story of the Stone  
It is well known that bamboo is a favorite subject matter of Chinese literature and painting. Through repeated occurrence in art and literature, the word of “bamboo” has already accumulated substantial cultural significance and is associated with the honor and uprightness of superb scholars of old China. In Hong Lou Meng, the prototype of “bamboo” is bestowed on the heroine – Lin Daiyu, embodying her upright character and indomitable spirit. In the original, it is only several words that single out an unusual image of Lin Daiyu, who resembles a fairy living in a very serene and ethereal paradise. Yang Xianyi, a Chinese native, knows bamboo’s connotation and appealingness very well, so it is easier for him to be conscious of the original author’s intention and concern. Then, when recreating, he consciously depicts a wonderful fairyland in the beautiful target language by connecting the bamboo with Daiyu’s disposition closely. His version stands out Daiyu’s personality, and keeps back the aesthetic appealingness and effectiveness of the original imagery. In contrast to three “bamboo” in Yang Xianyi’s version, there is only one “bamboo” in Hawkes’. In most English-speaking countries bamboo may be a common plant, and can’t call forth an emotional and intellectual reaction among the English readers as it does among the Chinese. Hawkes, a foreign reader, is limited by his understanding to the original appealing structure, so his version is eclipsed by Yang’s. However, the conviction has its reservations. In view of keeping the original spirit, Yang’s version is better than Hawkes’. But judging from the function of literary translation and the perspective of reader reception, Hawkes’ version can’t be said to be inferior to Yang’s, because “bamboo” may not create the corresponding response and imagination of his natives.
In general, in the light of language, Yang Xianyi’s version differs from Hawkes’ version. In the aspect of adherence to the original and spread the Chinese culture, Yang Xianyi’s language is fluent and artistic, flavored with some tint of alien taste. But, admittedly, to use a foreign language instead of mother tongue to describe all the trivial and complicated feelings and emotions, a translator must unexpectedly meet the embarrassment of being unable to translate the original spontaneously as well as one expects. On the contrary, Hawkes’ is devoid of this phenomenon, and his translation takes on another charm. Aiming at readers’ reception, Hawkes lays emphasis on the beauty and readability of language, and focuses on using the pure target language to translate the pure source language. Consequently, the images and situations created by Hawkes in target words and expressions tally with those in the original, just as Zhang Peiji said:“文从字顺，极为流利顺畅，读起来非常爽快，像是用英文写就的原著.”（Zhang Peiji, 1980）Though the two versions have their respective advantages, Hawkes’ version, full of appealingness, is preferable in form and content. As a result, the effect of Hawkes’ version is similar to the original in spite of his occasional misunderstandings to it due to much discrepancy between Chinese and English cultures.
Additionally, in the end, it must be pointed out that the beautiful, fuzzy and connotational language is inherent in the structure of our ideas and innate in the meaning expressed by it, rather than only in the language system. Language is connected closely with its implied meaning, so it can be imagined that to recreate the appeal of the source language is rather complicated, because it is related to many facets and involved in much creativity. Peter Newmark realized this and said: “it is in expressive texts—poetry, stories, sagas, that are considered to be untranslated by a succession of Romantic and post-Romantic literary people, where words represent images and connotations rather than facts—that creativity comes into play, and the play of words becomes creative.”(Newmark, 1991:8)

Chapter Five

Recreation of Appealing Structure in Textual Meaning
Incidentally, in this chapter, “meaning” is not confined to the semantic field. It comprises the implication and connotation covered by pragmatics, just as the general term of “meaning” deployed by Wolfgang Iser.

5.1 Occurrence of Meaning’s Appealing Structure
There is an intrinsic correlation between language and meaning. The language of a literary work is an “expression” of its inner meaning; meaning is reflected and produced by language. Rather, meaning resides in language; language can’t go without meaning. From what has been discussed above, we may come to the conclusion that rhythmical, fuzzy and connotational language will naturally give rise to the open and inexhaustible appealing structure of meaning. In the final analysis, language is the originator of the appealingness of meaning. Language is universal, but not almighty none the less. “…all languages share in a common myopia; none can articulate the whole truth of God or give its speakers a key to the meaning of existence.” (Steiner, 1998: 65) It has its own limitation. Jin Yuanpu said: “显然，未定性与意义空白从根本上来看是由语言局限性所产生。” (Jin Yuanpu, 1998: 453). The limitation, deviation and novelty of language lead to the inevitable and omnipresent reality of the fuzziness，gap and indeterminacy of literary works. It may be said that language is an eternal bafflement. It thrives and flourishes in its contradictory movement pushed by its limitation and extension.
The limitation of language reveals that language is not always in the position of expressing what to be expressed clearly and completely. On the other hand, some objects defy description. Actually, the indescribable objects do really exist, including the vague and elusive affairs, and the trivial and subtle emotions and feelings that are embedded in human physiological reactions.  When the objects can’t be described fully and directly, they are usually depicted metaphorically and indirectly by taking the roundabout ways of hint, gap, symbol, ect.
Moreover, the extent of having a command on language is also limited. Hans-Geog Gadamer (伽达默尔) held that: There is no language exact enough to express what to be expressed completely and perfectly. (Jin Yuanpu, 1998: 456) Apart from that, the understanding to language, objects and text varies from reader to reader, which makes meaning indeterminate and dynamic in motion permanently. According to reception aesthetics, the meaning of a text is not concealed in a still container but activated by the dynamic reader’s response. The meaning of a literary text is created in the reading process; it depends on reader’s active excavation and creation. After a piece of literary work has been written, its meaning lies in the open and indefinite state. When being read, text is decoded according to reader’s respective experience and knowledge within the limited languages frame. The reader’s creative decoding nature reveals there is no limit to the understanding of a text. The new literary viewpoint of reader orientation is based on reader response, which marks a major milestone in deciphering meaning.
The meaning of a literary text is not a definable entity but a dynamic happening. Central to the reading of every literary work is the interaction between its structure and its recipient. Text’s actualization is clearly the result of an interaction between the two, and so exclusive concentration on either the author’s techniques or the text itself will be unreasonable and impractical. The text itself only offers “schematized aspects” (internal structure of literary work), while the actual production takes place through an art of concretization of reader. Obviously, the total potential can never be fulfilled in the reading process, but is this very fact that makes it so essential that one should conceive of meaning as something that happens. The individual may make the meaning realized in each case; the act of reading it will always have intersubjectively variable characteristics. The text has a vast reservoir of its meaning; reader creates his meaning by overlapping his experience onto the text. And then, the meaningful world is born through the fusion of text’s meaning and reader’s meaning. It is dynamic, open and infinite. By contrast, the view that text’s meaning is the definite or solitary is the traditional respective. The traditional form of reading interpretation is based on the search for a single meaning. Consequently, it tended to ignore both the character of the text as a happening and the experience of the reader that is activated by this happening. Imaginably, such an interpretation couldn’t be of aesthetic dynamic nature.
 The appealing structure is the core of reception aesthetics, and the source of readers’ reflexivity and meaning’s mobility. Being the unformulated and unwritten words in literature, the appealing structure lures the absence into presence, and evokes the unlimited meaning in a limited text. Gaps, indeterminacy, blanks and negation increase the density of literary text, for the omissions and cancellations indicate that practically all the formulations of the text refer to an unformulated background, and so the formulated text has a kind of unformulated double. They enable the written words to transcend their literal meaning, to assume a multiple preferentiality, and so to undergo a new experience into the production of an aesthetic effect. Moreover, since the appealing structure generates aesthetic experience by articulating something that is absent, it can produce aesthetic effect by providing a distance that functions as a prerequisite for aesthetic enjoyment. Depicting everything clearly and closely will be liable to kill reader’s aesthetic mysteries. The very distance allows reader to encounter with literature with an endlessly supplementary dimension. Most importantly, the appealing structure turns reader from the passive into the active, ushering in the experience of the joy of his activated deciphering capacity, for reader can conjure up an image of the unseeable and conceive of the things of the unsayable according to their innate communication with literary text. The appealing structure provides reader with anti—representational strategies of deformation, and confronts him with the ultimate unknowablity by creating a structure of doubling between the present and the absent, the expressed and the inexpressible. This gets meaning happening and moving in complete indeterminacy.
5.2 Recreation of Meaning’s Appealing Structure
Due to the existence of the limitation of language itself and the varied dynamic interpretations of readers, meaning is always in its opening, moving and indeterminate state, full of unlimited appealingness. Meaning’s appealingness is a striking feature and an essential part of a literary text, whose recreation means a great deal to the success of a whole version.

Quite different from non-literary works, literary work is an abundance of gaps and indeterminacy, which can be decoded and determined by different readers. So, it opens a broad meaningful space to dangle its readers, which, in effect, is the exact purpose meant to be achieved by author. As a result, there comes the infinite appealing structure. To recreate the appealing structure is involved in a lot of work, but its guiding principle is to consist in reproducing in the receptor language the closest natural equivalent of the source—language message, first in terms of meaning and secondly in terms of beauty. To be concrete, in accordance with the original, a translator should strive to select the most apt equivalents, with which he should manage to reconstruct a context diffusing the implied meaning and wordless beauty similar to the original context. Eventually, the recast context yields the appealing structure of the original. Obviously, the overriding point in the recreation is to reproduce the similar context to the original. The word “context” used here refers to the surroundings of a text, namely the linguistic and non-linguistic environments. Meaning is context dependent and intricately associated with the reading process. Only in context with a reader actively involved in the reading process with the text, can the meaning emerge.

 In literary translation, it is the first step for a translator to make a right and complete judgment about the whole text including its style, context, appeal, every word’s exact meaning and the writer’s features of employing words and expressions before he chooses the right equivalents to substitute the source language. The original is made up of words and expressions, which are the basic building materials for a text. When translating, a translator should recreate the original by the employment of the equivalents that are expected to contain the same conceptual, associative and aesthetic meaning as the original words. Literary translation is an art of choosing words. Both English and Chinese are abundant in synonyms and polysemants, so a translator should try to perceive the minute differences of various words, and remind themselves of choosing proper words in proper places. The meaning of a word is its use in the language. Most words have different meanings in different context; it depends on the context to determine the specific meaning of a word. J.R. Firth，a renowned British linguist, once said a celebrated dictum: “Each word when used in a new context is a new word.” So, it is no overstatement that the context plays a decisive role in deciding a most appropriate equivalent word. As to the Chinese “鬼鬼祟祟”, there are different translations in different places in Hong Lou Meng. The following are the examples coming from the novel of Hong Lou Meng and their translations from A Dream of Red Mansion of Yang Xianyi.

①别叫我替你们害臊了！你们鬼鬼祟祟干的那些事，也瞒不过我去。（Chapter 31）

Don’t make me blush for you. What you’re up to on the sly is no secret to me. 
②那一遭儿你这么小心来？这又不知是来做耳报神的，也不知是来做探子的！鬼鬼祟祟，倒吓我一跳。什么好下流种子！（Chapter 40）

Since when have you been so attentive? Or are you spying for someone, acting in this hole-and- corner way? You gave me quite a fright, you sneaky devil.  

③两个人鬼鬼祟祟的，不知说什么。（Chapter 52）

Goodness knows what they are being so secretive about.
④这两日他往这里头跑的不象，鬼鬼祟祟的，不知干些什么事。（Chapter 61）

She’s been creeping in here the last couple of days in a very sneaky way. Goodness knows what she’s up to. 

⑤怪道人人说你惯会 鬼鬼祟祟使人肉麻呢。（Chapter 62） 

No wonder people say you are always up to underhand tricks. 
Based on the original context, after a correct evaluation and judgment on the implication, connotation and association, a translator can choose the corresponding target words or expressions to recast the target language context. A translator should spare no efforts to search for the closest equivalents of the source language to take the place of the counterparts in the original, because the edifice of a text is built into by those basic materials, and the minute difference in the building materials will possibly lead to the deformation of the replicated edifice greatly in the end. Paradoxically, there often remains the impossibility of finding the exact equivalents, as we know there is a considerable difference between English and Chinese, each of which has internalized a set of rules peculiar to its own. Since the use of a language is the use of a system of rules, a translator shouldn’t mechanically translate word by word according to formal equivalence without considering the target-language rules and alien cultural environment. Otherwise, the translated version will turn out like the piles of words debris, bereft of living life. Without life, it would lose the significance of existence. Furthermore, besides the language, translation has a task of profound philosophic, ethical, and aesthetic import. A genuine translation should evoke the same shadowy and trivial feelings as the original does. As has been illustrated in Chapter Four, language is both material and mental. Usually, language is a carrier of the experience and culture pertaining to its language. To be exact, almost all the vocabulary and expressions are imbedded in the minds of men and women; language is closely bound up with people’s thoughts and senses. Such being the case, it seems highly unlikely to find the equivalents with the same background and various shaded meanings including the conceptual, connotational, social, affective, reflected, collocational, and thematic meaning. This is a universal truth, for no two snowflakes are alike. It should not be desired that there always be a perfect match. Nevertheless, it can be said that the equivalent translation can still be achieved. All language is purposive with a perlocutionary intent. It is obvious that literary language moves on the illocutionary, rather than on the locutionary level. To translate is to transcend the disparities of surface structure and to survive the deep meaning, the deep meaning which is universal in all languages. A translator must be prepared to free himself from the fetters of the original and sacrifice certain formal niceties for the sake of the content and spirit of the original. One word of Cicero is often quoted: “I did not hold it necessary to render word for word, but I preserved the general style and force of the language.” (Shen Yuping, 2002: 157) When there are no equivalent expressions either in form or in shadowy meaning, a translator should strive to look for the expressions of the same spirit and flavor of the original, with which to weave into a same context in which the spirit, beauty and appealingness are contained as those in the original. Imaginably, the purpose can be achieved because it has no standards to assert that any human language is intrinsically superior to any other. Each language has its own genius. Besides, it can be assumed that most languages have approximately the same rate of flow of information for corresponding types of style and levels of usage. Hans–Georg Gadamer said: “It seems impossible that other words in other languages could name the objects equally well.… Certainly the variety of language presents us with a problem. But this problem is simply how every language, despite its difference from other languages, is able to say everything it wants. We know that every language does this in its own way.”(Gadamer, 1975:365) Therefore, the content and spirit in one text must be able to be conveyed in another language; a translation version can be produced the same as the original. Rather, the equivalence in every word and expression will be impossible, but the total equivalence of a text can be attained, because every language with its own unique advantages is endowed with the capacity to express what it likes to on the whole in a different way. A translator is expected to look for the dynamic equivalence of keeping back the original content, flavor and appeal instead of the static equivalence of word by word or sentence by sentence. Nida deemed: “…dynamic equivalence has been treated in terms of the ‘closest natural equivalent’” (Nida,1993:123), which equals the “functional equivalence.” (1993: 117) “…the ‘spirited’ translator works on the level of the culture as a whole, and the functioning of the text in that culture.” (Lefevere, 2004: 51) For example:

7. 众秏笑了，都道：“妙却妙，只是不知怎样个变法。你先变个我们瞧瞧。”小秏听了笑道：“这个不难，等我变来。”说毕摇身说“变”，竟变了一个最标致美貌的一位小姐。众秏忙笑道：“变错了！原说变果子的，如何变出小姐来？” 小秏现形笑道：“我说你们没见世面，只认得这果子是香芋，却不知盐课林老爷的小姐才是真正的香芋呢。” 

《红楼梦》三十四回

“That’s all very well,” said the other mice, “but what about this transformation business? Let’s see you do it first!”
“Nothing easier!” said the little mouse with a confident smile. “Watch!”
He gave his body a couple of shakes.

“Hey presto!”
And at once he turned into the most exquisitely beautiful young lady.

The other mice all laughed.

“No, no, no, you’ve made a mistake! That’s not a sweet potato, that’s a young lady you’ve turned into!”
The little mousse resumed his own shape and smiled at them pityingly.

“It is you who are mistaken. You have seen too little of the world to understand. The vegetable tuber is not the only kind of sweet potato. The daughter of our respected Salt Commissioner Lin is also a sweet potato. She is the sweetest sweet potato of them all. ” 
David Hawkes The Story of the Stone Volume 1 Page 198 

    From the above, it can be seen that there is not the mechanical equivalence in the version. The translator employs his native language to recreate a corresponding context similar to the original through adopting English customary expressions, such as “it is you who are mistaken”, and equivalent culture-loaded words, such as “sweet potato”. As a result, the whole unit keeps the original content and spirit, able to be read as amusingly and appealingly as the original. It can be said the dynamic or functional equivalence has been achieved.

In order to get the meaning’s resurrection, it is critical for a translator to shake off the yoke of surface language and to make words and expressions revive in the recreated sentence and context. After the equivalents with their radiated meanings are chosen, they will radiate into a semantic field, namely, the context, in which readers’ resonance will be expected to be struck. Accordingly, a word’s adoption should fit into its surrounding linguistic material, and the reproduced context should be in a position to conceive the chosen words’ life. Only in the context, will the words and expressions be alive and creative; if separated from the context, they would be dead. So it is evident that the key to recreate the original appealingness is to recreate its context. The contextualizing and continually recontextualizing should be given priority in the recreation of appealing structure, for the context is the determining force in the constitution of meaning. In the recreated context, the words and expressions are glued together to grow into appealing structures. The context is a rich soil for words to sprout and flourish and for appealing structure to extend and spread. To a great extent, to recreate the original context equals recreating the original appealing open space, which is supposed to be built into a space where literal meaning and latent meaning are intertwined harmoniously as if they are embedded in their original text rather than run parallel to each other. The recreated open space is expected to arouse target-language readers to imagine and participate as source –language readers did. Resorting to the combination of words’ sound, form and meaning, integration of surface meaning and hidden meaning, and the recreation of co-text and context, the translator will produce a new literary text in which the beauty of the original will not be spoilt, the opening space not be narrowed, and appealingness not weaken. Then, what comes of the recreation should be as Yu Guangzhong (余光中)advocates: The real inspired translation will resemble the reincarnated spirit, which makes you feel it is an actual ‘recreation’ (Yu Guangzhong,  1984: 747-748), who is armed with the double experiences of literary creation and translation.  

Evidently, after recreating the appealing open space, the meaning’s appealing structure will come into being naturally. Generally speaking, in the actual translation, a translator is probably confronted with the two cases: the under-loaded or over-loaded translation. The former means the translation is more general than the original, which usually involves a translation of additional explanation. The English is quite different from Chinese in its surface structure and cultural connotation. The literary work that has aesthetic implications usually involves the existence of certain special conventions, assumptions and further concepts which together constitute and define what may be called a literary text. These conventions, assumptions and concepts are shared by the members of the native group. They need not to be explicit in a native’s mind, but they should manifest themselves in the receptors’ mind. So, a translator must actualize the denotative, connotative, intentional, associative range of significations that are implicit in the original. This must involve the translator in making up for meaning lack by added translations. If not, the original would go beyond the target language readers’ expectation horizon, and they would not appreciate the original’s implied meaning, nor be appealed to enter into the aesthetic semantic field to obtain the resonance with text. Finally, the translation would be bound to fall flat. On the other hand, a translator should take cautions against the over-loaded translation. It gives more detail than its corresponding source language unit, which makes translation tend to be more complex, more awkward, more detailed, more concentrated. As for a translator, he should be prudent in case that this phenomenon occurs. He should know literary text is often found to carry an implication, gap and indeterminacy, which are designed by author purposely. Moreover, nowadays, literary works become more and more meaningful and indefinite as “Iser claims that indeterminacy in literature has tended to increase since the eighteenth century.”(Selden, 1995:330), for contemporary literary authors are accustomed to adopting “metaphor”, “irony”, “ambiguity”, “implication”, “indeterminacy”, and so on. In literary work, besides surface meaning, there is a deep hidden meaning between the lines, which is open and dynamic, summoning readers to engage in active reading. The great significance of appealing structure has been probed in the previous chapter. A translator is expected to keep it in mind, preventing himself from killing the original appealingness. It is well known that appealing structure is a wordless invitation, awaiting the concretization and actualization by the reader. However, in the practical translation, facing the original multi-meaning, gap and indeterminacy, a translator will be likely to explicate the implied meaning, namely to convey one specific meaning to readers according to his own understanding on language, culture, context, and other factors, for, as one of readers, he may be unable to be conscious of the implicit expression and latent artistic value. If it happened, the appealing open space would be too packed to retain meaning’s appealingness, that is, a translator would have filled the gap and deciphered the indeterminacy by himself in place of readers’ work, making the opaque transparent and the covert overt. In doing so, he would probably have been rendered the indefinite into definite, the opaque into transparent, the wordless into the concretized, and the multi-meaning into one meaning. As a result, the original text open to readers would become close, and the dialogue between readers and author would be shifted into a sole monologue delivered by translator himself. Undoubtedly, this kind of translation would lose the original value and allurement because it would have diluted the original appealingness, narrowed readers’ reading space, and ignored meaning’s mobility and indeterminacy.
Through the process of deconstructing a literary text and reconstructing of its aesthetic totality, a translator is supposed to create an open space of appealing structure and the live dialogue between reader and text, with the hope that the target language readers could perceive the same original significance and taste the same original flavor as the original readers did. By enjoying the same beauty hidden in the original as the source-language readers, the target-language readers bring the original a new life. It is a very complicated and challenging job to recreate the original appealingness. Besides, the “recreation” varies with each individual translator. It is the impossibility and difficulty that appeal to translators to devote themselves to it.
5.3 Recreation of the Meaning’s Appealing Structure in the Translations of Hong Lou Meng 

As stated in Chapter Two, Hong Lou Meng is a masterpiece of an inexhaustible supply of meaning, full of appealngness. Both Yang Xianyi and Hawkes have realized its charm, and taken great pains to recreate the original appealingness. Admittedly, they both do a good job deserving commendation. Their versions are readable like the original, but, frankly, there exist the translations in which further weighing is desired. The following is an appreciation and evaluation of the two versions.

5.3.1 Narrowness of Appealing Structure
5.3.1.1 The Implicit into the Explicit
8. 宝钗见他睁开眼说话，不像先时，心中也宽慰好些，便点头叹到：“早听人一句话，也不至有今日。别说老太太、太太心疼，就是我们看着，心里也——” 刚说了半句，又忙咽住，自悔说的话太急了，不觉红了脸，低下头来。

                                         《红楼梦》三十四回

Version A: Baoyu gratefully assured her that he was and asked her to take a seat. Seeing he was now able to open his eyes and talk, Baochai nodded in grief.
“If you’d listened to our advice, this wouldn’t have happened,” she sighed. “Now you’ve not only upset the old lady and your mother; when the rest of us see you like this, our hearts ache too…”
She broke off abruptly, regretting her indiscretion and lung her head with a brush.
Yang Xianyi and Gladys Yang  A Dream of Red Mansions page666
Version B: Baoyu thanked her. Yes, he said, he was feeling a little better, and invited her to sit down beside him. Bao-chai was relieved to see him with his eyes open and talking again. She shook her head sadly.
“If you had listened to what one said, this would never have happened. Everyone is to upset now. It isn’t only Grandmother and Lady Wang, you know. Even-”She checked herself abruptly, regretting that she had allowed her feelings to run away with her, and lowered her head, blushing. 

David Hawkes The Story of the StoneVolume 11 Page 156 

Baoyu’s being beaten drives the whole family into panic. Baochai goes to inquire after Baoyu hurriedly. Cherishing the deep affection toward him, she feels ached at his being beaten. In the eyes of others, Baochai is very magnanimous, considerate, and accommodating, regarded as a typical virtuous maiden of feudalism society. As for herself, with the clever, capable and calculating nature, she demands herself to behave with perfect propriety. Baoyu’s being beaten really stirs her innermost feelings, but even on this occasion, it is impossible for her to break herself image and bare her thoughts directly, nor would she deliver the words beyond her status and personality.  Her implicit words: “就是我们看着，心里也——”contains her deep feeling as well as revealing her innate nature.  Before translating, a translator should consider the appealingness. As to Yang’s version of “our hearts ache too…”, he seems to add more to the original in spite of only one word’s addition of “aches”, probably being afraid of the occurrence of the under-loaded translation. As a result, it may slightly distort Baochai’s character as well as being read explicitly. Needless to say, the original open space is considerably narrowed down. By comparison, Hawkes’ version is apt and appropriate, being implicit as the original.
5.3.1.2 The Indirect into the Direct
9. 宝玉见问，一时解不来，因问：“什么‘暖香’”？黛玉点头笑叹道：“蠢材，蠢材！你有玉， 人家就有金来配你；人家有‘冷香’，你就没有‘暖香’去配。”宝玉方听出来，因笑道：“方才求饶， 如今更狠了！”

                                        《红楼梦》第十九回

Version A: “A warm scent ?”He looked puzzled.
Daiyu shook her head with a sigh. “How dense you are ! you have jade , and someone  else has gold to match it. So don’t you have a warm scent to match her cold scent? 
David Hawkes  The Story of the Stone  page383
Version B: For the moment Baoyu was puzzled:
“Warm fragrance?”
Daiyu shook her head pityingly.
“Don’t be so dense! You have your jade. Somebody has a gold thing to match. Somebody has Cold Fragrance; ergo you must have Warm Fragrance to go with it!
Yang Xianyi and Gladys Yang A Dream of Red Mansions
It is a meaningful and interesting scene where Baoyu and Daiyu banter with each other, showing their intimate relationship. In the dialogue, Daiyu “indirectly” refers to the unusual relation between Baoyu and Baochai. Indirect as her words are, they are thought-provoking. Baoyu was born with “jade” and Baochai with “gold”, which feels like they are a perfect match. Their relationship and association naturally cause Daiyu’s discomfort and envy. Words are the voice of the mind. Her words here are a trace of her thought. It is known that Baochai owns cold-fragrance, so Daiyu ironically and ingeniously asks whether Baoyu owns Warm-Fragrance to match her. The “cold-fragrance and Warm-Fragrance” have the specific meaning, appealing readers to ponder over. Here, Daiyu “indirectly” touches on the relationship between Baoyu and Baochai. It is “the indirectness” that contains the deep inexpressible meaning. If she speaks directly, there would be no fun to say. But, Yang’s translated word “her” is so direct that the indirect touch-on has become the open accusation and jealousy, which not only dilutes the dialogue’s implication, but also assassinates Daiyu’s character, who is likely to be misunderstood as a worldly and harsh girl instead of a detached and reserved maiden. By contrast, Hawkes’ translation is preferable to Yang’s. Hawkes’ version, as close as the original, remains the original appealingness and fascination.
5.3.1.3 The Fuzzy into the Definite 

10. 凤姐笑道：“妈妈，你的俩奶哥哥都交给我。 你从小儿奶的儿子，还有什么不知他那脾气的？拿着皮肉倒往那不相干的外人身上贴！ 可是现放着奶哥哥， 哪一个不比人强？你疼顾照看他们， 谁敢说‘不’字儿？没的白便宜了外人。 我话也说错了， 我们看着是‘外人’， 你却看着是‘内人’一样呢！”说着，满屋子里人都笑了。

                                     《红楼梦》第16回

Version A: Xifeng laughed. “Just leave his two foster-brothers to me, nanny”, she said. “You who nursed your boy from babyhood know what he’s like. He goes out of his way to help complete strangers, people nowhere near as deserving as his two foster-brothers. Who could possibly object if he did something for them? But he just favors outsiders. Well, perhaps I shouldn’t say that. The people we consider outsiders are ‘in’ with him, I suppose.”
   Yang Xianyi  A Dream of Red Mansions
Version B: Xifeng laughed.
“Leave your two boys to me, Nannie. I’ll look after them! You know all about Lian’s little ways because you nursed him when he was a baby: he’ll give the dearest thing he has to some nobody he’s picked up outside, yet his own two foster-brothers who are much nicer young men than any of his favorites he neglects completely. If only you would take a bit of interest in them, Lian, you wouldn’t hear a word of complaint from anyone, instead of wasting your kindness on those- those little male misses of yours! I shouldn’t have called them ‘misses’, though. You treat the misses as your misses and give me the miss!”          

 Hawkes The Story of the Stone page295
The words spoken by Wang Xifeng are rich in the appealingness. Though her educational level is low, her words often comprise implied meanings by the use of metaphor, analogy, ect. Wang Xifeng’s words are peculiar to herself, very witty, amusing and ironical. Here, her shrewd and humorous words make everyone burst into laughing, as she uses the ‘外人’and‘内人’to play fun of her husband.‘外人’and‘内人are vague and general, containing the unsayable meaning. Hawke’s translation “those- those little male misses of yours!… You treat the misses as your misses and give me the miss!” seems concrete, definite, redundant and farfetched, narrowing the appealing structure. Compared with the original, Yang Xianyi’s translation is expressed succinctly and appropriately.
5.3.1.4 The Multi-meaning into One-meaning
11. 半日，贾妃方忍悲强笑，安慰贾母、王夫人道：“当日既送我到那不得见人的去处， 好容易今日回家娘儿们一会，不说不笑， 反倒哭个不了， 一会子我去了， 又不知多早晚才能一见呢。”

                                       《红楼梦》第十八回

Version A: But at last the Imperial Consort mastered her grief and forced a smile as she tried to comfort them.
“Since you sent me away to that forbidden place, it haven’t been easy getting this chance today to come home and see you all again,” she said
Yang Xianyi and Gladys Yang A Dream of Red Mansions
Version B: Yuan-chun at last restrained her sobs and forced a smile to her tear-stained face:
“It hasn’t been easy, winning this chance of coming back among you after all those years since I was first walled up in That Place.” 
David Hawkes  The Story of the Stone
The remarks of “……见不得人的去处” delivered by Yuanchun includes at least two meanings. The surface meaning exposes she can’t go out of the Palace owing to many rules and proprieties’ constraint. The deep meaning implies that Palace is not a wonderful place as people expected but a place rich in evil, corruption, degeneration, and so on.  Translating the“当日既送我到那不得见人的去处” into “Since you sent me away to that forbidden place”, Yang Xianyi only translates the surface meaning. His version is too simple to preserve its hidden taste. Conversely, Haweks’ translation is different. After detecting the appealing structure in the original, he translates “当日既送我到那不得见人的去处” into “since I was first walled up in That Place. ” Though the multi-meaning is still reduced into one, his translation is filled with gaps and indeterminacy, stimulating readers into imagining and recollecting.
5.3.2 Expansion of Appealing Structure
12. 不想忽然来了一个薛宝钗， 年纪虽大不多，然品格端方，容貌美丽。人谓黛玉所不及。……

                                               《红楼梦》第五回

But now Baochai had suddenly appeared on the scene. Although only slightly older, she was such a proper young lady and so charming that most people considered Daiyu inferior to her. In the eyes of the world, of course, everyone has some merits. In the case of Daiyu and Baochai , one was lovely as a flower, the other graceful as a willow, but each charming in her own way, according to her distinctive temperament. 

   Yang Xianyi and Gladys Yang A Dream of Red Mansions Page85-86

As regard to the italics, there are no equivalent words in the original, which comes from translator’s creation. The translator adds what has been lost in the original in case of the occurrence of readers’ confusion and misunderstanding. In the eyes of some persons, Daiyu is inferior to Baochai. In fact, it is not the case. While Baochai beams like a beautiful flower, Daiyu charms like a lissome and graceful willow with her own merits and distinctive temperament. The created words help to expand the appealing space in the original, facilitating the readers of target language to imagine and associate. 

13.（凤姐）便笑道：“国舅老爷大喜！ 国舅老爷一路风尘辛苦！ 小的听见作日的头起抱马来报，说今日大驾归府，略预备了一杯水酒摔尘，不知可赐光谬领否？”贾琏笑道：“岂敢，岂敢！ 多承，多承！”
                                            《红楼梦》第十六回

 “Congratulations, Imperial kinsman!” She said with a smile, when, except for the servants, they were at last alone together. “You have had a tiring journey, Imperial Kinsman. Yesterday when the courier gave notice of your arrival, I prepared a humble entertainment to celebrate your homecoming. Will the Imperial Kinsman graciously condescend to take a cup of wine with his handmaid?”
Jialian replied in the same vein:
“Madam, you are too kind!  I am your most able-eyed and humble servant, ma’am!”
Hawkes The Story of the Stone page307
The polite and formal greetings “岂敢，岂敢！ 多承，多承”in the original is created into the “Madam, you are too kind! I am your most able-eyed and humble servant, ma’am”. The translation is too wonderful for words. In Chinese context, readers can easily taste the humor and amusement contained in “岂敢，岂敢！ 多承，多承”, but, owing to the differences in language and culture, the completely faithful translation to the original will be certain to fall flat. Considering this, in the hope of his natives’ aesthetic reception, Hawkes creatively translates it into another look, whose recreation expands the original’s appealingness, being read very amusingly and interestingly.
5.3.3 Loss of Appealing Structure
14. 薛蟠说道：“女儿悲，嫁了个男人是乌龟。”众人听了都大笑起来。薛蟠道：“笑什么？难道我说的不是？一个女儿嫁了汉子，要做王八，怎么不伤心呢？”
                                       《红楼梦》第二十八回

Version A:“The girls sorrow: She married a queer。” A roar of laughter went up。
“What’s so funny?” he demanded。 “Is that wrong? Wouldn’t a girl be sad if the man she married insisted on being a bugger?” 
Yang Xianyi A Dream of Red Mansions
Version B: “The girl’s upset: She’s married to a marmoset?” The others greeted this with a roar of laughter。 “What are you laughing at?” said Xu Pan。 “That’s perfectly reasonable, isn’t it? If a girl was expecting a proper husband and he turned out to be one of them, she’d have cause to be upset, wouldn’t she?”
Hawkes The Story of the Stone
The meaning of “乌龟”resides inside the words of the source text, but to the native English reader it is evidently far more than the meaning of dictionary definition. In Chinese, it is well known that “乌龟” is entitled with two levels of cultural meanings: one, the same as “crane”, commendatorily denotes “longevity”, and the other derogatorily refers to a man whose wife commits adultery. Its cultural meanings are frequently used in daily conversation and literary writings. When referring to its derogatory meaning, it is often nicknamed as its local name “王八” and “忘八” which appears in the chapter 67 of Hong Lou Meng for six times. Chinese “乌龟” doesn’t correspond with English “turtle” at all in its cultural meaning. Hawkes translates “乌龟” into “turtle” and “marmoset”, making his translation lose the original connotation and implication diametrically. Yang Xianyi renders “乌龟” into “queer”  and  “bugger”, which is partly faithful to the source language text because the meanings of “queer” and “bugger” only equal “乌龟”and “王八”in some degree. The original contains the limitless appealingness beyond words. But, confined by language and culture, the two translators can’t translate the appealingness as well as expected by combining the surface meaning with the deep meaning. Regretfully, the appealingness concealed in the original is missing. It may be counted as a case of under-loaded translation. In this case, it is necessary for a translator to bridge the gap of the expectation horizons between English and Chinese by adding some words to explicate the implied meaning for the purpose of the fusions of expectation horizons.

5.3.4 Distortion of Appealing Structure
15. 况且这通身的气派竟不像老祖宗的外孙女儿，竟是嫡亲的孙女儿似的

《红楼梦》第三回

Version A: “…And everything about her so distingue! She doesn’t take after your side of the family, Grannie. She’s more like a Jia….” 

                                  Hawkes The Story of the Stone
Version B: “Her whole air is so distinguished! She doesn’t take after her father, son-in-law of our Old Ancestress, but looks more like a Jia.”
     Yang Xianyi A Dream of Red Mansions
In the feudalism society, the children of the married daughter are taken as “outsiders” and the children of son are the real “insiders”. Here, the purpose of Wang Xifeng’s remark is to curry favor with the old dowager, which reveals Xifeng’s snobbery. Xifeng’s remark is short and simple, but it is filled with ultimate appealingness. As Hawkes can’t grasp the connotation of the word“嫡亲”, he incorrectly translates the “竟是嫡亲的孙女儿似的……” into “She doesn’t take after your side of the family .” As a result, it is very likely that Wang Xifeng’s words will offend dowager rather than flatter her. It seems that Hawkes can’t render the deep appealingness but makes it distorted. By contrast, Yang Xianyi’s translation is ideal, who lives up to his reputation as a great translator.
There is wide agreement that the main aim of the translator is to produce as nearly as possible the same effect on his readers as was produced on the readers of the original. The principle is variously referred to as the principle of similar or equivalent response or effect, or of functional or dynamic equivalence. At the end of this chapter, it must be pointed out that there doesn’t exist the completely equivalent translation owing to many existing factors affecting translation, just as E.A.Nida maintained: “In general, it is best to speak of ‘functional equivalence’ in terms of a range of adequacy, since no translation is ever completely equivalent.”(Nida, 1993:117) In the recreation of appealing structure in the literary translation, there unavoidably lies the loss, modification or distortion of the original appealingness, hence the ideal recreated version is hard to be achieved. Nida also affirmed this point: “one must recognize, of course, that in any transfer there is an inevitable modification in the meaning, generally associated with some degree of loss, especially in the degree of impact of the original communication. In fact, the greater the literary quality of the original message, the greater the extent of distortion and loss, for literary quality normally implies the fullest possible exploitation of the genius of the receptor language structure.” (Nida, 1975: 91) In the light of this, it should be recognized that no translation has the “final” version of being perfect, for one version must be improved on its previous one. In spite of the reality, being confronted with the many obstacles and setbacks in the recreation, translators are desired to be whetted to strive for a better translation instead of being discouraged to shrink back and resigning themselves to the fact. 
Chapter Six

Recreation of Appealing Structure for Reader Reception
6.1 Reader’s Importance in Literary Recreation
As mentioned above, literature，an aesthetic art, is the communicative interplay between text and reader. A piece of literary work is more like an orchestral music striking a resonant chord among readers constantly rather than a statue standing lonely and silently to speak the same words to every reader. The reader’s role is not one of a passive recipient. In the act of reading, it is the reader who brings his own personal experience, background and value into the evaluation of the text, and endows a literary text with meaning. The meaning of a literary text is not contained in the object itself, but generated in the reader’s reading process. Undeniably, literary work is born for readers. Without the continuous active participation on the reader’s part, there would be no literary work at all. To serve its purpose, a work of literature does have an appealing aesthetic quality, which is the criterion for judging a literary text. The appealing structure, an unwritten invitation for reader participation, is designed deliberately by author to satisfy the advanced aesthetic requirements of its reader. By activating reader to formulate the unformulated, it gives reader the content and merriment of personal creation and concretization. 

The life of a literary text is unthinkable without the active participation of its reader. “…it must be pointed out that a text can only come to life when it is read,…”(Iser, 1988: 227) Reader participation gives version the life beyond the moment and place of the original text. Without the reading activity, however perfect the original is, it will wither and die. This can be confirmed by the fact that the versions which are endurable usually have a large cycle of readers and a steady brisk market. Moreover, reader is one of the important judges on the original. How to test the translation? It hinges on its receptor. Nida deems: “This means that testing the translation does not consist in merely comparing texts to see the extent of verbal consistency or conformity, but in determining how the potential receptors of a translation react to it. In a sense this is something like market research, in which the response of the public to the product is tested, for regardless of how theoretically good a product might be or how seemingly well it is displayed, if people don’t respond favorably to it, then it is not going to be accepted.…to judge these qualities one must look to the potential users.” （Shen Yuping, 2002: 791） 
To sum up, in the literary translation, especially on the appealing structure, the role of reader is so vital that a translator is expected to revolve around the reception of reader. Xie Tianzhen justifies this point by saying that translators usually pay little attention to reader reception when translating literary works, but, if it is recognized that the ultimate aim of literary translation is the dynamic literary communication, the literary version regardless of reader reception has to be discarded as piles of waste papers, because the goal of literary communication can only be fulfilled in the process of reader reception.（Xie Tianzhen, 2003，84）

6.2 Focusing Recreation on Reader Reception

It is universally acknowledged that literature is the aesthetic interaction between text and reader, which is true of the literary translation. As the ultimate aim of literary translation is to let the readers of target language enjoy the original as much as the readers of source language, a translator should spare no efforts to recreate the appealing structure in the original through overcoming all kinds of obstacles affecting translation including language and culture. Recreating the original appealingness means paying attention to the original aesthetic aim and target-reader response. Revolving around reader reception, a translator is expected to foresee the questions resisting reader participation in advance, and try methods to cope with these questions. To be concrete, when translating, a translator should be able to consider not only the rhetoric, morale, innuendo and metaphors in the original, but also the future reader’s cultural background and expectation horizon. The entire act of literary translation would be executed under the initial norm of reader acceptability. The act of translation can be said to be determined by the bearing of the target reader requirements on it, which demands a translator to adopt the appropriate strategies wittingly and unwittingly.
No doubt, when recreating, a translator must be aware of the reader’s aesthetic judgment and cultural knowledge, his emotivity, his sociocultural environment and previous reading experience. Rather, he has to care about reader’s horizon of expectation, which is inevitably involved in the recreation of appealing structure. The “horizon of expectation” has a great impact on the reader reception. It refers to reader’s expectation to the text according to his pre-understanding, which is decided by his ideology, ethics, intuition, aesthetic taste and reception ability. There is an intrinsic correlation between appealing structure and expectation horizon. If reader’s expectation horizon overlaps the text’s appealing structure completely, the text tends to become familiar and dull to reader without any sense of novelty and excitement. When expectation horizon partly overlaps the appealing structure, the text will evoke reader’s interest and cause the appealingness to him. This kind of deviation will help to instill novelty into reader and invoke his creative enthusiasm by breaking his customary expectation horizon. Eventually, after enjoying the beauty of the original, reader’s aesthetic level will be improved accordingly. It can be said that the work entitled with this deviation and this effect usually makes a sensation after its birth, just like Hong Lou Meng. As for native readers, the appealing structure in Hong Lou Meng deviates from their expectation horizon partly, so almost all readers, whether young or old, are absorbed in enjoying themselves. But, as for foreign readers, that is another case. Rather than “partly”, to some readers, the deviation may be “great” because of the great differences in language connotation, cultural background and ideological systems. Presumably, if the deviation is so great that it surpasses reader’s expectation horizon, the appealingness will not receive its due. In this case, when translating, a translator should add some background knowledge to the original, and select appropriate skills to make the appealingness work. In the recreation of appealing structure, a translator should fully be concerned about reader’s expectation horizon, and try to facilitate his reception. Hawkes has been conscious of this, whose version is long relatively, as he has to paraphrase some points in the original easy to confuse the readers at times. In Hawkes’ translation, to some degree the address, tone, and style are domesticated in pursuit of the appealingness’ realization to readers, but admittedly most of the culture-loaded words are still retained.
Generally, when an author writes his work, there will be an implied reader in his subconsiousness. Iser once put forward a theory of “implied reader”. As for him, the implied reader is a basic component of the structure of a text and “designates a network of response-inviting structures, which impel the reader to grasp the text.” (Iser, 1978:163) The implied readers are not the real readers or the ideal readers but the possible readers who will realize the implied meaning of the original. Rather, the implied readers refer to the readers imagined by author who are likely his work’s readers in future, upon whom all possible actualizations of the text may be projected. The image of implied readers is not wholly fabricated by author but generalized from a great amount of information and conditions of actual readers. Based on their aesthetic sense, taste, experience, competence, ect., an author will form a general image of implied readers in his mind . Actually, there are many authors who have the implied readers in their minds when creating. For instance, while Tolstoy (托尔斯泰) wrote his great work War and Peace, he predicted that his readers would be divided into two categories.(Zhu Liyuan，2003：269) The aim for the implied readers to read will shape an author’s adoption of words and skills consciously or unconsciously, which particularly goes for literary translation. When translating, a translator should also have an implied reader in his mind. Now that he translates the original for readers to read, a translator must at least know roughly who his readers will be, and how he embarks on his translation. If a translator bears this in mind to really translate for readers’ needs, his version will take on another appearance, and many wrong and awkward translations will be decreased. 

As far as implied reader is concerned, both Hawkes and Yang Xianyi take him into consideration when translating. As a native, Hawkes knows the expectation horizon and aesthetic sense of the target language readers clearly, so the image of implied reader in his mind is vivider than that in Yang Xianyi’s mind. Consequently, Hawkes’ version is more readable and acceptable. 

In the appealingness’ recreation of Hong Lou Meng, Hawkes emphasizes the reader reception, as can be seen from the discussion in Chapter Three, Chapter Four and Chapter Five. Hawkes in his “introduction” says: Hong Lou Meng is“the most popular book in the whole of Chinese literature”(Hawkes,1973:15), and he consciously mentions his translating principle:“My one abiding principle has been to translate everything--even puns.…but if I can convey to the reader even a fraction of the pleasure this Chinese novel has given me, I shall not have lived in vain.” (Hawkes, 1973: 46) Hawkes’ words show that he pays attention not only to the faithfulness but also to the reader participation. Laying emphasis on readers’ aesthetic entertainment and version’s aesthetic value, he adopts more “domestication” as opposed to Yang Xianyi’s “foreignization” in order to achieve his version’s acceptability. Zhang Nanfeng once appraised these two versions:“总括而言，霍译中的非强制性偏离看来比杨译多，比较倾向可接受性。杨译中也有一些非强制性偏离，但……是与霍译中的偏离方向相反的：霍译中的偏离，目的大都在于拉近读者和原文的距离，增强艺术性、戏剧性和娱乐性，从而使译文更加可读，……”（Zhang Nanfeng，2004：222）Though Yang’s version is very faithful and cultural with many advantages, his version suffers by comparisons with Hawkes’ from the perspective of reception aesthetics.
Reader plays a crucial role in literary translation. A version would be destined to fail without paying attention to reader reception. A translator must lay emphasis on the recreation of appealing structure for the receptors, as reader reception is a very critical and vital part of literary translation. In the recreation, it is imaginable that, if a translator really takes readers’ reception into consideration, his translation will make a difference in that his subjective notion will have a great influence on his adoption of words and employment of patterns. Through the recreation of the appealing structure, the original will strike a sympathetic chord among the target language readers just like among the source language readers, and then the ultimate aim of literary translation will be achieved. 
Chapter Seven  Conclusion

7.1. Correlation of the Factors Affecting the Recreation

The appealingness runs through the whole novel of Hong Lou Meng whose fascinating language and profound meaning are worth further study. The recreation of appealing structure in Hong Lou Meng is a decision-making process of the translator. It concerns many factors, among which translator’s role is the most basic factor influencing translation. In the whole process of translation three agents are involved, that is, the author, the translator and the reader. No doubt, the translator is the subject, whose subjectivity in the recreation can’t be ignored. The translator’s subjectivity is mainly concerned with the subjective consciousness of the translator. It refers to the translator’s subjective aesthetic interpretation with regard to the source text and translator’s personal creative translation activities with regard to the target text. A translator plays a pivotal role in the literary translation. Not all translators can do the literary translation, still less recreate the appealing structure. This kind of advanced translation entails a translator to tackle varieties of complicated facets related to translation. Hence, a translator should improve himself to be equal to the task of appealingness’ recreation, as the literary translation, far from the usual translation, involves him in coping with all kinds of problems. According to Gregory Rabassa, “the translator must be a writer above all”, and “It is preferable for the translator to have a broad rather than a specialized background…”(Rabassa,1984: 35) In brief, to recreate the appealing structures successfully, a translator must be qualified with comprehensive quality, aesthetic taste, instant inspiration and a high-level creativity, which are the prerequisites for the appealingness’ recreation. Different subjectivity will give rise to different translation. The main concern of this dissertation is to recreate the appealing structure to facilitate readers’ reception in case of the unreasonable unfaithfulness to author. 
In a wider sense, the main aim of the literary translation is to produce as nearly as possible the same aesthetic effect on his readers as was produced on the readers of the original. Literary translation is an aesthetic creative work, the overriding aim of which is to satisfy readers’ aesthetic demands. Reader reception plays a unique role in literary translation’s recreation. Most authors and translators have stressed this point. It is well known that Wilde is a giant in literature. Northrop Frye admired him very much and regarded him as a great prophet, saying that “…and I find it easy to get hooked on Wilde. His style often makes him sound dated, and yet he is consistently writing from a point of view at least half a century later than his actual time. He is one of our few genuinely prophetic writers, and, as with other prophets, everything he writes seems either to lead up to his tragic confrontation with society or reflect back on it.”(Frye, 1956: 5) and “Wilde realized that in a short time the center of gravity in literature and critical theory would shift again, this time from the poet to the reader.”(1956:64) The shift in literary center will lead to the shift in literary translation’s center. Having an insight into translation, Liu Miqing also predicts that judging from the general trend, translation will incline toward its readers’ acceptability, which will become more and more obviously in this new century, and will profoundly shape translation’s practice and research. (Liu Miqing, 2001: 506) He calls on loudly: “Paying full attention to reader reception.” (506) Gideon Toury pointed out in his Descriptive Translation Studies and Beyond: “Enhancing the translation’s acceptability. …full appropriation requires that the transplanted organ be matched up with the recipient.” (2002, 159-160) In the new centaury, the awareness of “acceptability” should be heightened. Armed with the strong awareness, a translator will find himself opting for a target-oriented approach. Rather, he will commit himself to catering for the “acceptability” of the target text in terms of target reader requirements, performing “literary translation” rather than merely translating the source text, either “linguistically” or even “textually”. The awareness of “acceptability” will contribute enormously to mitigating the problematics stemming from the practical translation. 
 On the one hand, a translator should take reader into close account; on the other hand, he must be faithful to both the original and its author. Without the faithfulness, translation’s recreation would lose its soul. Literary translation is a kind of recreation based on the original with constraint. Therefore, the appealingness’ recreation of literary translation is a limited recreation loyal to reader and author. The “faithfulness” is absolutely necessary, but it is subject to the limitations. Paradoxically, “faithfulness” and “acceptability” are often incompatible. As to this, Andre Lefevere especially quoted a word to support his idea of the impossibility of absolute faithfulness in his book Translation∕History∕Cultures “Abbe Delille states: ‘I have always maintained that extreme faithfulness in translation results in extreme unfaithfulness.’”(Lefevere, 2004:9) Generally, absolute faithfulness will not lead to an ideal translation because translation is so complicated that it inevitably involves many objective and subjective factors. As has been mentioned at the end of Chapter Three, “Bamboo Lodge” sounds like a very good and faithful translation. However, as for English foreigners, being a common plant without cultural color, bamboo can’t trigger off aesthetic feeling and imagination. Ostensibly, Hawkes’ translation of “Naiad House” is an unfaithful betrayal, but it can attain its goal and live up to the aesthetic criterion, as the general literary translation is to fulfill its aesthetic aim. In view of reader reception, to foreign receptors it can perhaps be seen as an ideal translation, because it could enable the readers of a translated text to understand and appreciate it in essentially the same manner as the original readers did. In this sense, the occurrence of unfaithful translation is to stem from the purpose of facilitating reader participation and taking responsibility to reader. In addition, on second thought, the “unfaithful” recreation may probably be regarded as the faithfulness and the responsibility to the author, who will welcome this betrayal if it contributes to reader reception. 

Seen from the above, literary translation is much like dancing on ropes with fettered legs. The recreation is a challenge to translators’ wits. It is fairly difficult, because the relation between reader and author can’t be handled properly on some occasions.  In view of this, Liu Miqing suggests: “Loosening the restriction of ‘faithfulness’; enhancing the translation’s acceptability.”（2001: 518-519）When ‘faithfulness’ clashes with ‘acceptability’,  translators should adroitly recreate the original to suit reader needs to some extent, for it is unimaginable for a literary work to survive without reader participation and recreation. In Hawkes’ version, he renders “red” into “green”, which is justifiable despite of the great difference between the notions of “red” and “green”, because it can bring forth the original “appealingness” to target readers. If translation results in the contradicted sense rather than calls forth aesthetic association, it would be definite that the translation can’t serve the purpose of aesthetic entertainment. Unless it is a severe literary work, as to the normal literary works, the aim of aesthetic enjoyment should be primary, and other aims including cultural communication should be secondary. In a word, readers’ aesthetic enjoyment with regard to the original appeal should be fully realized in the recreation; otherwise, the translated version can’t be completed thoroughly. In this sense, ignoring reader reception amounts to being disrespectful towards the author and irresponsible for the reader. Therefore, in the literary translation, especially its appealingness’ recreation, reader participation must be given priority; a translator should try to meet the needs of reader as much as possible. Bearing this notion in mind, a translator will consciously weigh his words and adopt appropriate patterns, the corollary of which is that his version will be more effective, convincing and attracting.

7.2 Implication and Findings of the Study

Literature is an aesthetic art. To produce a particular aesthetic effect on its reader, literary works are deliberately designed with the appealing structure, which is in a position of appealing to its readers enormously. Literary translation, an art of aesthetic representation, is supposed to recreate the appealing structure in a beautiful way in pursuit of the aesthetic pleasant sensation produced among the receptors. In order to recast the appealing structure in a text, translators should give full play to his subjective creativity to operate under the constraints listed above, taking the faithfulness to author as the principle and the reader reception as the orientation. By comparison, the pursuit of being faithful should be subordinate to the reader reception on some occasions, because enhancing the acceptability of translation really plays a significant role in the recreation of the appealing structure in literary translation.
The study on the recreation of appealing structure is original and rewarding. Many findings coming from the study are of value and significance, being able to be used to direct practical translating activities. In this dissertation, some views concluded from many concrete examples may be helpful for literary translation, such as, the view that a translator should use the pure target language to substitute the pure source language, and strive to preserve the beauties of the source language including its rhythm, indeterminacy, fuzziness and connotation, the view that a translator should, above all recreate the original context and appealing open space, guarding against the loss, narrow and dissertation of the original appealingness of meaning in his translation, and the view that the whole recreation should be oriented to reader reception, which has a great influence on the whole process of literary transference. From this dissertation, translators may get a lot of enlightenment on their practical translation. Literary translation is an actual recreation oriented toward reader reception, which has an intangible and important influence on the whole process of literary translation. When translating literary works, translators should firstly identify the original appealing structure, and spare no efforts to reproduce it in their translations. Translators should place greater stress on the recreation of textual meaning’s appealing structure in another literary language, the language which should be deployed as appealingly as the original literary language. 

7.3 Limitation of the Study and Suggestions for Further Study

Seen from all of the above, it goes without saying that a literary text can’t survive without its appealing structure and reader participation, which can be proved by the living example of the masterpiece: Hong Lou Meng. How to recreate the appealing structure for reader reception is a meaningful topic meriting translators’ attention. Emphatically, the recreation of the appealingness is worthwhile to be pursued. The writer of this dissertation has taken great pains over the study, but owing to her limited knowledge and time, the study on the recreation of appealing structure for reader reception in this dissertation is not to be pursued as deeply and exhaustively as it is expected. In future, the study should be carried forward by either focusing on a minute point or opening up a broad scope to approach from different angles. It necessitates a more complete and detailed study, the result of which will produce some feasible proposals to guide literary translation. This dissertation is far from completing its mission, so, much further study on the recreation is called for. Incidentally, complicated as the study may seem to be, translators are expected to be motivated to go forward with an indomitable will. 
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