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Shu Ting is one of the best-known female poetsoimemporary China, a member of a group of
the poets whose work is known as Misty Poetry. Hritcle is concerned with thieeling for
nature in Shu Ting’'s works; in analysing some ofi Sing’s poems author finds the way of using
words connected with nature, such as trees, anitiessea, etc., and their poetic meaning in her
artistic language. It is focused on the purposesifig attributes of nature in her poetry, whether
they are used in a metaphoric sense or as symbemslscape and nature, although it is not her
core theme, has its certain place in Shu Ting'srgoln describing nature she express her feelings,
she often uses personification and allusions topasenthe human beings to the trees and animals.
At the beginning in describing nature she foundwiag to say something, what she could not say
directly, which has turned to using metaphors coteteto nature as an inseparable part of her
poetic language. Although Shu Ting personally rddaerself as a modern poet with not many
connections with Chinese tradition. Sometimes.ttaees of traditional Chinese poetry on nature,
which has a long tradition in China, not only inepg, but also in painting, which in the ancient
Chinese cultural world is often merged with poetian be found also in her works. In mentioning
traditional Chinese landscape poetry, we can sethdénpoetry of Shu Ting that she has some
common features with traditional Chinese poetrypseghseem to be more unconscious.

Key words: Shu Ting, contemporary Chinese poetry, contempoGirinese literature, modern
Chinese poetry, Misty poetry, menglongshi

Shu Ting & #& (*1952 — ), one of the best-known female poets in
contemporary China, has often used motifs of natuher poetry. She started to
write poetry in 1979. She became a member of a godymung poets whose
work is known as Misty Poetry. Although the nametted group was initially
used in denigration (1980), it gained popularityaageutral label of poets whose
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works appeared in the underground literary magaZiogay. The Misty group
consisted of five core poets Bei Dab’, Gu Chenglili, Yang Lian##4,
Jiang HelTir] and Shu Ting, who is the only woman in this groilese poets
never accepted the classificationneénglongi /il and all stressed the stylistic
diversity of the group.From the establishment point of view, the individstad
content and form oimenglongshiwas the direct result of the influence of
Modernism. Modernism was also held the responsible tfie decadence,
alienation, nihilism, escapism, pessimism and retssijve aestheticism that the
menglongshallegedly embodiedShu Ting was the first of the group who was
allowed to publish a collection of her poetrfler poetry is tender, soft and very
personal; she brings the feminine point of view to conteargdChinese poetry.

She wrote and published several books of poetryn &i3A Boat with Two
Masts(Shuang weichuakUifi /i), Singing Iris(Hui chang ge de yuanweihuga
IEFR M B AE), Archeopterix(Shizuniadifitt %), The Poems of Shu Tir{§hu
Ting de shiF# [1]7F), as well as books of essays, suclsamke of HeartfXin
yan />/), True Water is Fragrant-les§&Zhen shui wu xiang</K Tt %) and
many other$.

Shu Ting, real name Gong Peig&fii¥i (Gong ShutingZ 4745 was the name
she used at school), has born in Jinjiang, Fujiarvipce, and grew up on
Gulangyu (% /& I5) island. Her parents were both from a middle-class
intellectual background and as a result suffereghnious campaigns leading up
to the Cultural Revolution. During the Cultural Retan, Shu Ting, like other
young people of her generation, was sent to woitkéncountryside before she
finished her secondary education. She was alloweekton to Xiamen in Fujian
in 1973, where she worked on constructing sites ianthe steel and textile
factories. These experiences found expressionriresaf her earlier poems. In
the late 1980s she was accepted as a full-timeewhy the official Fujian
Writers Associatiort. Maybe because her works bear a smaller number of
political metaphors than the works of the authoentioned above, she was
accepted by the Chinese establishment sooner ttemther poets of Misty
Poetry. She wrote more than 100 poems, but sometsimekept silence for a
few years. After the incident in 1989, she felt so depressgdeset that she felt
she would never be able to write again. But after study ste@ermany, she got
a new inspiration and she wrote her last po®8ise is devoted to writing essays

! SHU TING.Selected Poems. 7 (shortened).

2YEH, M. Anthology of Modern Chinese Poetpy xxxii.

3 HONG ZICHENG A History of Contemporary Chinese Literatupe,342.

* SHU TING.Zhen shui wu xian@l/K . & [True Water is Fragrant-less], p. 9.
® SHU TING.Selected Poemsp. 9 (shortened).

® My interview with Shu Ting at her home in Gulangyu September 16, 2011.
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now. The last date of her poems published in h&cteh of poetry is the year
1997.

Despite her importance, there are written much fetises in Western
languages about her than about other members oMikty poetry group,
especially Bei Dao and Gu Cheng. From studies alstut Ting, there is
especiallyWriting with your Body: Literature as a Wound — Reks on the
Poetry of Shu Tingvritten by Wolfgang Kubin, where he analyses thabfam
of creating a process as a kind of suffering inifine literature. In addition to
this study, there are only a few shorter texts on Bing's poetry, such as for
example the introduction to the translation of Sfing’s poetry into English
written by De-an Wu Swihaftin Cheng Zhongyi’'sAfterword: The Poetry of
Shu Tinglove, human relations and nature are the focushaf Bng’s poetry’

In addition to these studies, there are some mégenaChinese, but these are
mostly articles from Chinese literary journals, intews with the poet and some
M.A. theses written by Chinese students. In compariagerthan twenty articles
written about Bei Dao, or more than ten articlesualégéu Cheng, we can see the
difference. It may be caused by the fact that Simg Tiever lived abroad except
for her study stays or maybe also because sheyiskig; sometimes she used to
keep silent between publishing her books of poaind she quitted writing
poetry in about 1997.

From the translations of her poetry into Englishyduld like to mention
especially the translation of Selected Poems by IHwag, which is, as far |
know, the only selection of Shu Ting's poetry psbéd as a book and
authorized by the author. Not all of the poems hbgen translated by Eva
Hung.? In addition to this, Shu Ting’s poetry has beemgtated also by
Michelle YeH® and Julia C. Lirt!

Although Shu Ting’s main concern is with human tietas,” when reading
Shu Ting's poetry we can find a great number ofnp@evhere she describes
nature as a landscape or mentions trees and ansoals as a swan, crane, etc.,
as a way of self-expression. In my article, | am eoned with her feeling for

" SWIHART, De-an Wulntroduction pp. 5 — 17.

8 CHEN ZHONGY!. Afterword: Some Thoughts on Shu Ti@oetry. In SHU TING.
Selected Poemp. 132.

9 SHU TING. Selected Poem#n addition to Eva Hung, Tao Tao Liu, Gordon @sia
De-an Wu Swihart, Janice Wickeri, Henry Y. H. Zhawd E. E. Pollard participated in
translating.

19YEH, M. Anthology of Modern Chinese Poetry.

21 IN, J. C.An Anthology of Contemporary Chinese Women'’s Poetry

12 CHEN ZHONGY!I. Afterword: Some Thoughts on Shu Ting's PodimSHU TING.
Selected Poemp. 132.
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nature in her works; in analysing some of Shu T8rgpems | will find the way
of using words connected with nature, such as tam@mals, the sea, etc., and
their poetic meaning in her artistic language. | fattus on the purpose of using
attributes of nature in her poetry, whether theyused in a metaphoric sense or
as symbols. Sometimes, | compare her poems withitradi Chinese poetry on
nature, which has a long tradition in China, not omypoetry, but also in
painting, which in the ancient Chinese cultural woi$ often merged with
poetry.

In analysing Shu Ting's poems, | partly use the di@ions of other
sinologists (Eva Hung) because of their literanalifies as native speakers.
However, for some poems | would like to analyse w maper | did not find
English translations or | believe my own translatio be more exact; thus | use
my own translations whose meaning is very clos¢éhéoriginal. However, |
have not intended to regard them as literally tedimns of poetry, but only as
interlinear versions of translations.

The poetry of landscape in traditional painting andpoetry

China outdistanced Europe by more than a millenniurportraying the so-
called “verinnerlichte Natur*® In China, nature has been a very important topic
not only for poets but also for painters. We card fgtrong feelings for the
mountains, lakes, rivers and sea in the history ofé€de poetry since the period
of the Six Dynasties (220 or 222 — 589), where wefta the beginning of the
shanshui sh{ili7K ) landscape poetry (exactly translated as “therpasftthe
mountains and water”, which is the Chinese wordtierlandscape). The tide of
movement of landscape poetry in that time was chbgea special cultural and
social situation and by uncertainty. Many peopld thsappointed and they
would escape from the world. Some escaped to thaspte of talking, to the
world of Daoist and Buddhist philosophy, some towweld of creation and to
the landscapé&’ Because they were educated and very cultivatedigetie
aesthetic principles of painting and poetry saweagchange; they admired the
philosophy of Laozi# ) and Zhuangzi/ ), they loved nature and realized
the beauty of the landscape; they entered intowlndd and they started to
express their own feelings through landscape pajstand poetry, which were
at that time very close to each otfer.

13 GALIK, M. Kubin Wolfgang: Der durchsichtige BergDie Entwicklung der
Naturanschauung in der chinesischen L|teratur76 2

“ According to: YANG LIERONG¥:41/%%. 20 shiji Zhongguo guadai wenxue yaniiu,
shige juan 20128 Hf (B 5 AR SC W7 5, Bk [Twentieth Century, The History of
AnC|ent Chinese Literature Studies, Volume of Pgepr. 173.

15\WANG YONGLIANG 7k Zhongguo yu daojia sixiardj [l 535 A [China
and the Thoughts of Daoism], p. 89.
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Describing nature in Chinese poetry is closely emted with the philosophy
of Neo-Daoisnt? (xuanxueZ %, dark or obscure philosophy), which directly
influenced the life and ideals of educated peoplbeyT escaped to the
countryside, where they searched for personal d@meedand spiritual
ennoblement’ Nature coultf become a self-standing object of Chinese poetry
because the necessary philosophical, social angriteconditions had been
created for it.

The role of nature in Chinese poetry or in Chingsi@ting was not only to be
a complement to human feelings; nature often became timesunajiect of poems
in ancient Chinese culture.

Chinese first natural lyrical poems are connectetNé¢o-Daoist philosophy.
One of the best known Neo-Daoist poets is Sun Gihéé (314 — 371), a poet,
philosopher and alchemistXie Lingyun it %3z (385 — 433) is considered to
be the first author to write poetry of nature pacedlence. The basic resource of
the relationship toward the countryside is the samthe Neo-Daoist poets. Xie
Lingyun apprehends nature in accord with the natooarse of things and
sensible responses to its changes; he found thiaeiexpression of his personal
feelings and the search for consolatidXie Lingyun was also a poet and he
researched Buddhist texXfsXie employs a paradox familiar to both Daoist and
Buddhist thinking by virtue of which distinctionsart be simultaneously
transcended and embraced. Thus contemplation ofmtaio scene not only
releases Xie from all concerns about the materiatidy including the very
beauties of nature he is observing, but it alsoceffa realization of the ultimate
meaninglessness of all such distinctions as thawedmn the worldly and the
super mundane and hence this enables him to rebavattachment to sceffe.
In the development of Chinese poetry describingineatve can also find some
traces of Buddhism. The famous painter and poet Zong#gikig(375—443) in

16| am using the word “Neo-Daoism”, although the i@@sie usually do not use this term;
they mostly speak of Xianxué or the “philosophy of Lao-Zhuang” (Laozi and
Zhuangzi).
"WANG YONGLIANG F k. Zhongguo yu daojia sixiang? [ 51 5 A8 [China
and the Thoughts of the Daoism], p. 90.

8 GALIK, M. Kubin Wolfgang: Der durchsichtige BergDie Entwicklung der
Naturanschauung in der chinesischen Literatur7p. 2

® According to LOMOVA, O.Poselstvi krajiny, obraz Afrody v dile tchangského
basnika Wang WejBhe Message of the Landscape, and the Image afr&lan the
Works of Wang Wel, a Poet of the Tang DynastyR&.

20 |bid, pp. 46 — 47.
2L ZHANG JIANHUA 7K %14, Han chuan fojiao huihua yishUl % il %2 @ & A
LChlnese Tradition in Buddhist Art], p. 19.

YU, P.The Reading of Imagery in the Chinese Poetic Tiadip. 157.
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his philosophicalAdvice on Painting the Landscafigua shan shui xuk 117k
J7), the first comprehensive philosophical essay dntipg in Chinese history,
which is very important not only for visual art, baiso for the whole cultural
history, explains the theory that there is a pdrdletween the sage and the
sacred mountains and rivers; both reveal Dao, one with thieahhis spirit and
other with their fornf? According to the opinion of some historians, althoug
Zong Bing personally was a Buddhist, his landscasayeis deeply influenced
by Daoist aesthetic philosopf.

In the works of some Chinese poets such as Tao"Qigif (372 — 427) and
Wang WeiL 4 (701 — 761 or 699 — 761), nature assumes a deepéficsigce,
a significance quite different from that perceilmdthe English “nature poets”,
notably Wordsworth?® Nature to these Chinese poets is not a physical
manifestation of the Creator, but something that wértue of itself. From this it
follows that nature is neither benignant nor hestd man. Hence, Man is not
conceived of as forever struggling against Nature forming part of i€’ An
obvious feature of Tao Yuanming's poetry is théytsubjective experience of
reality. His subjectivity is visible also from theorfnulation he chose:
conventional images and symbolism do not play sachimportant role in his
poetic discourse; his personal experiences becaane and more importaft.
Tao Yuanming secured his tranquillity within theaok of a city by means of his
insightfulness, cheerfulness and detachment, aspitdd in his poems. He
demonstrates an aesthetic obsession in disintear@mplation of the beautiful
in the surroundings, which include blooming chrybantums, summer hills,
mountain air, the waning of the day, and birds flyiagether, from which one
can also feel the joy of nature and the pleasure of Zhar(#).?°

The poetry of nature as a complex of fixed motifd poetic conventions was
constituted before the period of Tang dynasty. Ftbenbeginning, the poetic
view of nature is connected to philosophical reftet on the cosmic order and
the consideration of the tragedy of human life &can notice in prosaic texts,
too. The early lyrics of nature are notable for tbeic of death and living in
solitude — in the mountains, in the village, etc.fuda here is understood as a

Z MUNKARTA, K. Concepts of lei and Kan-lei in EarlZhinese Art Theory. In
BRUSH, S., MURCK, CTheories of the Arts in China. 119.

WANG YONGLIANG. E K+ Zhongguo yu daojia sixiangy [F 5i& 5 48 [China
and the Thoughts of Daoism], pp. 100 — 101.

% Also called Tao Yuanmin@iﬁfﬁ.

2 William Wordsworth (April 7, 1770 — April 23, 1850

2" According to LIU, J. J. YThe Art of Chinese Poetrpp. 49 — 50.

2 According to LOMOVA, O.Poselstvi krajiny, obraz/frody v dile tchangského
basnika Wang WejeThe Message of the Landscape and the Image ofr&atuthe
Works of Wang Wei, a Poet of the Tang DynastyhQ.

29 According to WANG KEPINGSpirit of Chinese Poeticpp. 136 — 137.
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dynamical order which harmonizes all forces ancgsses in the universe and
determines human life. In the period after the pskaof the Han dynasty, the
consciousness of this order returns poets thdbilisgawhich was lost in times
of the decay of values in sociéfyin the time of the flourishing Tang Dynasty,
Nature was one of the key motifs and Wang \We# was a typical author of
the lyrics of nature of his time. For hundreds cdirgethe style of his poetry has
been appreciated and imitat&d.

From the point of view of Chinese poetry of natltés very interesting that

they have been concerned especially with the mofifsome event regularly
repeating in nature, depending on changes in theadd the changing seasons
in the year. These motifs often became used imggeds use them to create an
atmosphere of a real landscape, but also to expiredseling of floating timé?
In some poems by Shu Ting, there is another impbidapect in describing
nature, which also appears in ancient Chinese pod@tns is the idea of
impermanencef¢i yongjiuxingiE 7k /A #4), looking to changes in nature to
realize passing time and the shortness of life.

However, looking to ancient Chinese landscape poeéycannot forget that
this kind of poetry was originally defined as pgatritten by men, as an escape
from the ordinary world to the world of the imagiloa and bearing some
features of Taoist philosophy. The poets writingdiscape poetry in the Chinese
tradition were often officials who had left theiogis or retired and gone to the
countryside to find the beauty of the landscapey tbften were painters and
calligraphists as well as poets. In analysing Simg's poetry, we should keep
in mind that she personally felt herself to be adera poet of the twentieth
century with no great conscious connections witditronal Chinese landscape
poetry. According to Hong Zhicheng, the artisticreag of her lyrical style and
technique may be linked to Pushkin, Yesenin, and feags well as Chinese
poets such as Xu Zhimo and He Chifdhbater, she was inspired in her works
by the art language of modernism. Thus as we camde&r poems, in the way
of using language, the structure of her verses, #tey are much more
influenced by Western poetic language than Chitreshtional poetry. There is
no doubt that her poetry is the poetry of modern women dfndtieth century;
it is obvious from her style of writing, from the eu®f free verse or verse
reminding us of folk songs rather than the tradaioform of a poem based on
the rhythm which had been used in ancient Chinesetryp However, by

3 LOMOVA, 0. Poselstvi krajiny, obrazifrody v dile tchangského basnika Wang Weje
[The Message of the Landscape and the Image ofré&l@iuthe Works of Wang Wei, a
Poet of the Tang Dynasty], p. 62.

3 bid, p. 77.

32 |bid, pp. 27 — 28.

%3 HONG ZICHENG A History of Contemporary Chinese Literatupe 342.
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carefully looking at her verses, we can still finolm@ unconscious signs of
Chinese tradition in her metaphors in some ternmes wes or even in the
atmosphere of some of her poems. The tradition bhasahstrong appeal for
artists in China for centuries, no matter if thealized it or not. They are
struggling with it, they are trying to innovate i escape from it. In the
twentieth century some Chinese poets even rejabiedlomestic tradition by
accepting Western concepts of beauty and poetrythiene are still some traces
of the strong tradition in Chinese poetry.

The beginning of modern Chinese poetry is usuafigoeiated with the
cultural ferment of approximately the period fro®@l¥ to 1920, during which
baihua [ or “plain language” partially displaced the classichinese written
language in social use. By the 1930s the practittoaEbaihuapoetry had built
up a substantial but uneven corpus of so-called Nmgtry in which the
vocabulary and allusive resources of Chinese paitige antiquity were joined
in a creative but uneasy marriage to the entire ugaof Western poetry,
philosophy and the Western aesthetic as these leeeanessible to educated
Chinese in the early decades of the centliAfter the break caused by political
events in China, especially the Cultural Revoluti©hinese poetry after the end
of the Cultural Revolution continued to use modamgluage to write poetry and
it tied up the successful authors of the 1930s.

As for the writers of New Poetry, even in the eaf8Qs they were repeatedly
challenged to demonstrate the artistic value amdntieaning of their forms,
vocabulary and images, though in many cases theeelsntoncerned were
scarcely distinguishable from those used half a cettefyre®

The poetry of landscape by Shu Ting

According to Chen Zongyi, Shu Ting has never written a sipgte landscape
poem>® Her main topic is the world of humans, human relationshigdeslings
of love, sorrow and melancholy. Despite this, natigeone of her main
inspirations. Rather than describing nature, skes tise image of nature in her
poems to express her own feelings. In the firstgaty of Shu Ting’'s poems of
nature we can include poems describing the landéscHpis kind of poetry is
very close to traditional landscape poetry as lehanentioned and as we know
from many ancient poems. There we can often selatitscape as a reflection
of strong emotions, the landscape as escape frome#hevorld, or a landscape

3 HAFT, L. (Ed.).A Selective Guide to Chinese Literature 1900 — 194ume llI, p. 3.

35 HAFT, L. (Ed.).A Selective Guide to Chinese Literature 1900 — 194@ume llI, p. 3.

% CHEN ZHONGY!I. Afterword: Some Thoughts on Shu Tigoetry. In SHU TING.
Selected Poemp. 132.
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which reminds us of the shortness of our livesamparison with its regular
changes — the coming of sunset and autumn and thega$spring.

For examples of this kind of poem in Shu Ting's tppel have chosen some
of her poems which, | believe, explain the way ofngsihe landscape in her
artistic language. The first poemAsitumn Thoughtgk .3 In this poem there
is a typical intersection between describing natmd expressing the author’s
feelings. Ancient poets often merged reality with the@lihgs in poetry.

In the first part of the poem she gives us imadeslien leaves lying on the
ground when autumn approaches (autumn journeystiedsly on the leaves
day and nightfk, ZERH-_E H % 3 f2/the hour strike$ s miiid/then grows old
SLZIEIH 7 /and yellow; it# & Hi/drifts downZi T).

After the first verses of this poem we can noticewang in the meaning,
although it was gently indicated by the word rdiesgly in the first stroke. The
poem became more personal; the author turned hentiah towards the
author’s inner world (we its hostages are swep@i Al T4 £ 35 [ AT K %
/unable to call for hel%JE MR unwilling to give up the struggl& AN i
F+##3L). She expresses the inability to struggle with fimebetter said, with
destiny, but at the same time she wants the stnggt continue. A swarm of
wasps emphasizes the atmosphere of anxiety in thé af the author lyrical
ego walking in the scenery, which becomes hostile to her.

It continues the feeling of anxiety. The journeytigning more and more
dangerous (the path behind us turned cold and ‘gl ]/MN#gtHIE 755 1
Iwe know nothing can be recover®gikifa A~ 14124 /yet out of habit our eyes
linger on the twisting patid Y475 > 15 76 Al B i #i); this is not relaxed walking
in the beautiful autumn scenery, but a journey where warslare lost.

They do not know how to go home. This may indicateiastable situation in
the author’s life hidden in the symbol of a painfulirney. The atmosphere of
the poem is in grades: the roots climbing to thartheith piercing pain are an
expression of pain in the author’s heart (the rgots have shedirFr /it v 1R
/climb up my heart with a piercing palifiJg i & _[J€). Time is flying (every
minute you touch turns into the pabtilif¥)&F— 78 # s Aid 25). Here there
appears the motif of a great palm without the fwks of escaping with its
origins in Buddhism; Sun Wukonfj\& %, the powerful monkey fromdourney

3" The original poem in Chinese In SHU TIN®BZZ. Yi zhong biaoyan fengge, Shu Ting
zi xuan shiji—FhEJE X%, §715 H%k1F4%E [A Kind of Style of Playing, Shu Ting’s
Personal Selection of Poetry], p. 191U TING, Selected Poemgp. 100 — 101.
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to the West/ijific,, was unable to escape from the great palm of Buidha
(before the giant palid A H E #/reaches youk fil #/k Z Fi/think againf/R48

I /you still cannot go home/R it /& A BE [5] ). Returning home can be
understood also as returning home after the entieofCultural Revolution in
1973, which the author had experienced personally. Asalvaady mentioned at
the beginning of the study, her parents sufferedha time of the Cultural
Revolution and she had been sent to the poverty-stricientryside?

At the end of the poem she expresses her helpksdoeards destiny. No
matter which way it will be chosen, there is alw#ys same end, but the fact of
meeting it is not necessarily a bad end to the/t@mu may go this way\ixiZ
7/ or that wayM i/ at the last we shall me@k & ILAT#SAHIE). The
metaphor of opening like ripened pea-pods reminds ah passing away,
stressed more by a melancholic autumn (in the emdivall burst opes? 5 {#

& HAT#H %L/ like ripened pea-pod$4 7l £ 24 7 3%), but it can also be
understood as the impletion of personal destiny in tlegophical sense

In Shu Ting’s poemThe Age of Autummnz X % 4E“° the influence of
traditional landscape poetry is visible. Here we fiad images of flying geese
compared to the verse or short poem, and chrysaaothemseasonal flowers
which had frequently appest in traditional poetic vocabulary in ancient China.

In the following poem the feeling of passing sumraed the idea of quickly
flying time is even more obvious. In this poem shdéscribing the melancholic
feeling of autumn arriving in the south, where seasonal changes are not so
sudden or as visible as in the northern placeth@rsouth, autumn holds no fear
for the leavedt g /7 T # A %11 #K). The melancholic atmosphere of autumn
is an outside image of the author’s inner mood. Nahas become a metaphor
for the author’s soul. Autumn can be understooce teso as the autumn of
human life. Although the attributes of the endingnswer are not so clear, it is
presented in the poem with a tiny breath of wind.

The motifs of autumn are presented by flying geése sorrowful geesHE i
% 3Z/ flying in formation as a short poem or long ver&&! i -t i HE Rl 4 )

3 For the whole story see WU CHENG’EBburney to the WesYol. I., pp. 123 — 124.
Also see the Chinese original: WU CHENG’%%EL Xiyouji PG ii#ic [Journey to the
West].Shang - [Vol. L], pp. 73 — 74.

39 According to SHU TINGZhen shui wu xian@ 7k .7 [True Water is Fragrant-less],

. 9.
% The original in Chinese In SHU TING . Zuihou de wangefi J5 3%k [The Last
Evening Song], pp. 143 — 144; in English In SHU GINBelected Poempp. 128 — 129.
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lonly cry about the chill in ancient texi$ 7£ i 5 IR FE), which reminds her
of ancient poetry being full of awareness of thassa and full of inner
meanings hidden in images of nature. In describimegliehaviour of pigeons
(pigeons occupy the meat market and the skigi 57t A1 5 K< %%) and
seasonal flowers like chrysanthemums and buttegfigss (florists display
chrysanthemums and butterfly gra@s) [F] i H 5 %5 £ A1 52), we can
observe images of stillness and the coming autuhed foy an atmosphere of
SOrrow.

According to James (J.Y.) Liu, most Chinese poetrylayspa keen awareness
of time, and expresses regret over its irretrievgaesing. A Chinese poem
often gives a clearer and more precise indicatioth® season and the time of
day than a Western poem. There are hundreds of €&hipeems lamenting the
fading away of spring, grieving over the coming ofttann or dreading the
approach of old ag®.Motifs of autumn coming at noon or at dawn alsorbea
traces of ancient poems (autumn invades perhap®@t perhaps at dawn

perhapsik K & Fili 7771 i R VRt 7).

After describing changes of nature in the time wtuenn she sinks inside her
soul. She feels that her heart has not been puemedgh; there still exist a lot
of things unsolved in her mind (quenching in thméce of summettid—&

K9 KI has not purified my heart of all its saaielfi Jt A& #R/LYEYD).

She compares her heart to a dagger, shining buedaugy she presents her
fear of hurting anybody with her feelings (thougimaw shines brilliantly like a
dagger# 2 724 Wi—HEF] J)/too dangerous to give to anoth®EZ i fih A
/ for fear of hurting mysel#\ 4817 H ). She is seeing her face as an old
temple covered by moss (a face like an old temple gronmmiissi; - —Jk
A ). This metaphor might be simply understood as absyrof ageing, but
it can be also generalized as a symbol of needlessrand the abandoned
temple, where there are no more visitors, as a oelighat nobody trusts
anymore.

In the last two strokes, she clearly declares slserdalized that her time is
slowly passing. The describing of autumn at the fi@gQg is transformed into
the personal pronouncement of the poet (no neetig¢ok the calendaf~ I\ &

% H Ffilfor me autumn came eight years a§6F iij & 57 %k).

“1 According to LIU, J. J. YThe Art of Chinese Poetrp. 50.
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At the end of the poem we can find a point of vielsely connected to
traditional Chinese poetry — the sorrow of floattige and ephemerality, which
we can often find in the works of ancient poet®rexample, Wang Xizhi'st
2 (303 — 361)Preface to the Poems Composed at the Orchid Pavilio=

£ J¥ (lan ting ji xu). As Shu Ting admitted, at the beginning, she wakuisl
looking for inspiration in Western poetry rathemamhin traditional Chinese
poetry. She had merely not realized whether she infagenced by Chinese
tradition. Only after some Western literary themisfor example Wolfgang
Kubin, had mentioned her poetry as being very Clairikat she recognized the
unconscious traces of the ancient tradition in dw@n works? This is a fact
which | have noticed many times in interviewing @#ge painters; at the
beginning of their career, they denied all possitripacts of Chinese tradition,
declaring themselves as modern artists linked withid culture, but after some
years they realized (mostly after living or studyi@broad or after coming into
tighter contacts with foreign experts) the stromfjluence of the domestic
tradition on their works which they never realizatlthe beginning of their
artistic lives.

Images of some concrete attributes of nature in Shu Ting poetry

Beside the poems, in which Shu Ting directly dessribatural sights, scenery
and landscape, we can also find another categodeséribing nature in her
poetry. There are poems in which there appear tfEsgers, ocean, or even
animals. Yet we can notice that the poetry of ShhgTas well as the ancient
Chinese poetry of nature was never just describiigre. She often used the
images of nature, such as leaves, trees, flowersetherseven some animals in
a metaphorical sense. In these poems, there is rgstrinfluence of Western
cultural tradition or the influence of modern Cléaepoetry after 1919, when
spoken languageaihuastarted to be used not only as the common langoaige
also in high literature.

As the poet said, when she started to write andigtuber poems, there was
not enough freedom to speak directly about somatsve society; this was the
reason why she used nature as a metaphor for huetaionships. She was
hiding the real meaning of her words to the imafjeadure. According to her
words, in her poerBoatﬁ’uL43 written in that period, she felt very weak; she was

2 My interview with Shu Ting on September 16, 2011.

“3SHU TING. Selected Poemgransl. by Tao Tao Liu, p. 2The original poem in
Chinese In SHU TINGYi zhong biaoyan fengge, Shu Ting zi xuan shifif 3% i XU,
15 H L FFEE [A Kind of Style of Playing, Shu Ting’s Personatl€ction of Poetry],
pp. 9 — 10.
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unemployed and this is the reason why she compmesIf to the small bo4t.
Small, weak and beaten by destiny, a little boat imecan allusion of the
situation of the poet herself in these times asfeltat. Although this poem is
not recounting just nature, | have chosen it bezafigshe images of the ocean
which present the nature there.

In the first stanza of th®oat Shu Ting presents a damaged small boat
helplessly lying on the seashore (A small bodt /)Miii/For whatever reasoff
Hit4 %/ Lies marooned on its side @il HifiE i 7E/A desolate stony bank
st A E ) which is described as a hostile place withoutgrerhere even
wild grass does not grows (There are no green trees tolgidel: /% 15 £

BA/Or grass willing to grow?® & WA H A K).

In the second stanza, she presents its impossibdlifjoat. Floating on the
waves of ocean is the purpose of the boat and thlsomain reason of its
existence. A boat unable to float is useless; iwvasting for its decay on the
seashore. The sea is so close but is unreachablbefemall boat (The sea at

high tide ¥ & /) ¥ 1 /Is only a few yards away- 7& 55 & J1 K f b 7
/...Though the endless oceant [ Kiff/Has domains far awa§\ £ 17 it [ 58
I/In this vicinity F& R 2 /1t has lost its last strengti 1225 1 & )& ) 1 &).

The small boat feels upset to be separated fronod¢ban; she wants to unite
with it. The ocean here becomes the metaphoric inohdeve in a very wide
sense as well as an image of freedom. (Across tlata dividel & 7k 15 2 25
ILost, they gaze at each otHigfi 1tk /A #H%/Love crosses the boundary of life
and deathZ 75 7 i ZE 5L FLPR/ANd the vacancy of hundreds of yeditgt (1)

7% [a]). At the end of the poem there is the differendsvben the original poem
and the literary translation. In the original poentChinese, the exact meaning
of the last sentences is slightly different, so | am usiggwn translatiof®

Does really deeply felt love
ST LR 5%
Decay along with the boards of the boat

it o MR RS FE A

4 My interview with Shu Ting on September 16, 2011.

“5 A translation from the original poem in Chinesehioh is In SHU TING.Yi zhong
biaoyan fengge, Shu Ting zi xuan shijifh i X%, 4748 HiEFF4 [A Kind of Style
of Playing, Shu Ting's Personal Selection of Pdepp. 9 — 10.
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Will the fluttering soul
HMEE KA R 2

Really be imprisoned forever on the threshold of freedom
W2 B ImAEAE B B TR

Here Shu Ting is using question-like sentencestmhvthe expected answer
is that deeply felt love will not decay along witie boat and the fluttering soul
will not be imprisoned on the threshold of freedgret this is only the wish of
the poet, which cannot be turned to an assurandedsanslator did. In spite of
the freedom of translation, here there is a shift ofriimga

When | visited Shu Ting at her home in GulangyuSeptember 2011, and
asked her about the main inspiration of her poetng, told me that it was her
homeland, the tropical climate, the sea, the sunsantkethe fact she had grown
up on Gulangyu IslandiRI5, which is a part of Xiamen in Fujian Province,
and which is characterized by its Western styl®mial architecture, which all
became the scenery of her poems. The ocean or tseatlie same word in
Chinese) often appears in her poems. For examploithe Ocearf ki3
(The ocean’s dawnk i ] H H! /attracted so many heartfelt admirations of
heroes5| i T % /b 5 ifi th E H# ), the ocean is presented as a kind of
endless universe melting all feelings. The sea agnmiol of freedom is
mentioned also in the poeBoatabove.

Beside the poems describing scenery we can fimd af [poems also close to
nature. She is often writing about animals, treeslard$ in using their images
to voice her opinions and feelings. In the podtite Swan K#*" she was
writing about a swan which had been killed. But &soan see, the image of the
swan is slowly transformed into the lyrical ego of ploet.

At the beginning of the poem, as is often seen in Bhg's poetry, there is
something like a preface, a short text telling wes rial facts. Here there is the
information that one white swan has been killedadlyuman in Jade Lake Park
(Yuyuantan gongyuarkJ#iE A ), the park in Peking. It may be a sentence
from a newspaper which became an inspiration tmtjethe author to write the

% SHU TING. Yi zhong biaoyan fengge, Shu Ting zi xuan shififi ¢ 8 X%, #745 H
ﬁiﬁ% [A Kind of Style of Playing, Shu Ting’'s Personail&ction of Poetry]pp. 3 — 5.

*"A translation from the original poem in Chinesdyieh is In SHU TING.Yi zhong
biaoyan fengge, Shu Ting zi xuan shijiffi &8 X%, &7 4% H & RF4E [A Kind of Style
of Playing, Shu Ting's Personal Selection of Pdepp. 46 — 47.
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poem. After that, in the following verses she exprddser negative attitude to
some phenomenon in society, to commercializationpirigr anything into
money (Lowly merchants evaluate feathers... postersaaking for touristsfi
AR .. MR F-K5%), and the empty arguing between educated people;
she attacked vague symbols.

She feels disappointed by the reactions of comnewple to this event, or
maybe to all evil events happening in that times shcriticizing them because
of their passivity, avoiding actien

If you can't resist it, so
WERARARERR L, B4

Turn the other way!

USR-S N

Don't let me see

AELERE W,

Your passive anger and astonishment!
PRANI TG P < S A 5 5

As we can notice in the following verses, thishie place where she started to
personify herself as the swan. Though the view efdbad bird, which can be
understood also as a kind of ideal and pure creaturexphessed her feelings.

The flying bird symbolizes freedom and the freedomthis poem might
become a reason why the swan has been killed. Heréusns attention to her
partners who were flying together with her befonel ahe presents the wishes
they are taught by gunshots to choose freedom. (Don'tylgtarners stay/s%:
APk £E/When treetops stir up a lot of sharp signafgif i Hk i £ i 1
=5 Ek/Let the sounds of gunshots teach them to choeseldém againlia
oA 1EAZ %8 E ). Although Shu Ting’s poetry is considered as begri
much less political meaning than the poetry of pttepresentatives of Misty
poetry, such as Gu Cheng or Bei Dao, we can sedigh®ot fully avoid some
allusions, as is shown in the verses mentioned above

Shu Ting here protests becoming an example (Dam't e into an example
AN H bR A). She presents a strong image of a bloodstained swaaf full
suffering. According to Kubin, bleeding is a veryarftused metaphor not only
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in the poetry of Shu Ting but also in feminine pgein the international
context® (My wings were splattered with the warm drops afool 3 #% 7 % 1)

XU WA B 4 1L 7R /Drops of blood are rolling in the dust, frozenaimber
MR £E 2SR LR B, A H R BEF). Perforated, broken wings are unable to fly
again. After that, she turns to the future. It is olrgi that the object of the poem
had slowly changed from a real swan killed in Pgkmthe author’s lyrical ego.
Instead of a little bird growing up without its rhet, she puts into our view an
idea of a little child. She wishes that later, whes ¢hild will start dreaming his
or her own dreams, it will not forget its mother.

Don’t cry, my child
AERT, %71,
But one day, when you will want to change into:
AURH — R A
a cloud
TR
A little rabbit, jumping and running,
— S Bk /N R
A boat with a white sail above a notepad
— RIS B B IR,
Don't forget me.

AEEILK.

Shu Ting feels determined by the place she grewbypthe sea, by the
picturesque beauty of southern China, even by @ylanthe island where she
has been living since her childhood. As she saidfebls the responsibility of
the human beings for the environment, the place evitleey live. Images of
nature appearing in her poems often point to thehsof Asia. In her poems, as

“8 KUBIN, W. Writing with your Body: Literature as\&ound — Remarks on the Poetry
of Shu Ting, p. 150.
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for exampleBaige [1#7,* we can hardly even translate this into poetic Waste
language. Lithocarpus dealbatus is a kind of tresvigng in east-southern Asia
and | found its name only in Latin. This poem issome way similar t&hite
Swanmentioned above; it bears some features of envieoal protection. At
the beginning of the poem, she is describing twe smhoak¥ standing in the
place of a forest where all the trees were cut down.

In the felled woodland

FERR AL AR

Two tanoaks

PR EI AT

Shake away the memory of the axes’ sounds;
HEFF 7 A2 A B

Later, the image of two trees starts to merge withgersonal feelings of the
author, and at the end there is the statement opdle¢ but in this case her
statement is more philosophical, she is speakingtathe meaning of life (Life
is a whirling dance’t: i #1JiE #% — Up to the last ray of the setting SErE|7%

H T, it will enlighten the whole trees with the light flying red swallows
BRI 460 1) R AHERR AT . It appears that more clearly language does not exis
Ugﬁﬁ&ﬁ—ﬁ”EEﬁTE’hn = As that of these wild tanoaks | have chofn

e AT R IX P AR ).

In another poemJo an Oak&#%#,>! which | will mention below, we can
also find images definitely proving that the authothid poem had grown up in
the southern country surrounded by tropical vegetaBut the meaning of the
poem has nothing to do with the southern landscAgtually, it is a very
powerful love song.

) Translation from the original poem in Chinese, abhis In SHU TING.Yi zhong
biaoyan fengge, Shu Ting zi xuan shijiffi &8 X%, &7 4% Hi&1RF4E [A Kind of Style
of Playing, Shu Ting's Personal Selection of Pdepp. 175 — 176.

Y| am using the wordanoakin realizing that it is not completely the samendger of
tree, but | feel it to be a better way than usisdang name in Latin.
L An original poem in Chinese In SHU TINGi zhong biaoyan fengge, Shu Ting zi
xuan shljl*%fﬁz#%@iﬂ*% 15 H %4 [A Kind of Style of Playing, Shu Ting’s
Personal Selection of Poetry], pp. 98 — 99. Foraadlation see SHU TINGSelected
PoemsTransl. by Eva Hung, p. 260.
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| found two translations of this poem by Julia Cn land Eva Hung. After a
long hesitation, | selected the translation of Ewangf’ in Renditions, whose
meaning is in my opinion closer to the meaninghef original, especially in the
last stanzas of the poem.

In this poem Shu Ting explains her understandingpeé. She wants to be
very close to the beloved person, but she does aot to become his burden;
she not want to be the trumpet creeper, which igtaphor of women unable to
stand on her own two legs, just depending on somefibtlove youln & 7%
fiR -1 =1 won't be like the trumpet creepde M4 254% )% & 1£/Flaunting
itself on your tall branche&i k(1) = % H ), or a love-sick bird, another
symbol of weakness (I won't be like the love-sidkdb ¥kAS 215 1 55 )L
/Repeating to the green shade its monotonous SbégiH F & #.40 (1) ih) or
even sunlight or spring rain, as they are differantl unable to have a true
understanding that can think or feel beloved. She is congpherself to a kapok
tree, a beautiful tropical tree with big flowers, reting by the side of her
beloved (I must be a kapok tree by your siflepsZi& i1 55 Ik AR/ the
image of a tree standing by ydE A B ARG E—#Z/Our roots clasped
undergroundfi, E{E7EHL T/Our leaves touching in the cloud$, #HfilfE =
H).

The usual image of a woman as a vine clinging $toat tree — where the tree
is clearly the centre, the vine the margin — or &bemdfast rock can be traced to
the Book of SongsShijing ##4t), of the eleventh to sixth centuries B.C. By
contrast, Shu Ting depicts the woman as a tree ithéoth the same and
different from the oak tree — as strong, but diffiélseshaped and coloured. The
role of the woman that she presents is equal angblementary to that of the
man instead of being dependant and submis3ive.

She wants them to be so close to each other, tojled.eHere she compares
herself and her love to the two trees, masculireefaminine. The reason why
she compared two lovers to two trees is that theg ladot of things in common;
although there are some differences between thkey, &re not completely
different like a tree and sunlight or rain. She panes the trunks of the oak,
which present the masculine principle, to speariselsnand swords, and on the
other side she likens the feminine part of a refethip to the beautiful big
flowers of the kapok tree.

She presents love as a partnership of two indepemaeividuals; she shows
her will to share everything with her partner, aiffidulties as well as all

52 -, SHU TING. Selected Poem3ransl. by Eva Hung, p. 260.
>3 YEH, M. Anthology of Modern Chinese Poetpy xlvii.
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happiness in life (We share the burdens of cotatns, lightning; 3414 fH €
. XE. B 5/ We share the joys of mists, vapours, rainbdi#f] =%
B TR HTER).

In this poem Shu Ting presents her understandingvef and shows her ideal
for relationships. She expresses here her beligfoagual love. In her eyes,
lovers are two independent personalities who réspach other; they are in
some ways different, but they are able to acceptliffierences of the beloved
person. She does not care if anyone else wouldhggehappiness, she thinks
that maybe lovers would be considered as forevyeairaged, but they are aware
that they are standing close to each other (We seayn forever severef; {i
/K 3%t 43 5 /But are life-long companionskl 3L 2% & #H {). She feels this
constancy is the meaning of love (This is the gstadf love;iX 74 & K%
1%5/This is constancy nigifEix H).

She presents her love as not being dependent ontiieo appearance of the
other side; she loves the full personality, eveneidweh under his feet (I love not
your robust form A Z 4R 14 5 1) & 9K/ love also the ground you hold, the
earth you stand ontl 2 /R IREFIALE, IR A 4) It is a very sincere
declaration of love.

As we can see from the few poems mentioned abouwe, T8y often uses
personification for expressing her feelings. The esdaraces of personification
are presented in the poefhe Singing Iris2> "8k (1) & & 1€ ,>* where she
identifies herself with the singing iris. Even frdhis short part of the poem it is
clearly visible that it is lyrical poem, or bettexid, a love poem. She became a
singing iris stirring in the embrace of the beloveerson; she wishes to be
covered by his palm. She compares the breath dbter to a soft breeze. The
image of a jangling moon even stresses the romaithosphere of the poem
filled with caressing emotions (In your embragef/: [¥] i §i/I've become a
singing irisF 248 i 7 & E K0S E AL/ Your breath a soft breeze that stirs me
PRI /42 Xk 5 3 /Beneath the light of a jangling mod@a— F 1T 240 1) A
Jt T /Take your palmH %5 % i¥) T~ % /and cover mef# 7 F Ml /for now &
i)

> An original poem in Chinese In SHU TINGi zhong biaoyan fengge, Shu Ting zi
xuan shiji*%ﬁi@?ﬁiﬁﬂ‘%, 745 H RS [A Kind of Style of Playing, Shu Ting’s
Personal Selection of Poetry], pp. 64 — 72. Faaaslation, see SHU TINGSelected
PoemsTransI By Janice Wickeri, p. 48.

* There is a different order of verses in the oagjitn Chinese it i€% /75 7 FIE.
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We can see the same features of personificati@amather poem, Fallen Leaf
% *° It is a long poem, so here it is presented onlyigihyt In the first strokes
of this poem there is mentioned spring scenery (When sisriemprywherés: <
MY J\J7 Iwhispering in our ears] A 1H-i&), but the motif of fallen leaves
lets us feel the memories of winter and darknesschwheem to point us to
sorrow. It seems that her relationship is influenbgdomething that happened
in winter (but the fallen leaves underfoot sugge$tl T 7% H-#1#¢7~/the last
winter guilt and darkened memorie& 1) 9E1E, — M1 i id {2 /shaking us
deeplyiRZIf{ EFh/and making our eyes avoid meetiRgkA11%) H ¢ B AH A
).

In the following strokes, she is contemplating altbet meaning of seasons in
people’s minds and the meaning of seasons forrées.t She has noticed that
poems about fallen leaves can bring human beinge geelings, but they are
irrelevant from the point of view of trees. For three, there is only one
important thing to do: growing and not losing coctien with the earth (Poems
about fallen leaves and budsit H1§ 2f [ iFr/come out the thousands of lines.
AT HA17/But a tree can havé: &1 24 A £ /only one eternal theme: > 7k &
)55 [“The free extension of oneself into skiy i K% [ Hifii & /never
leaving earthF A THRA B KIZE”).

In the last stanza we can see the personificatiagheoauthor with the fallen
leaf. The sorrowful attitude of dying is stressed by memnimiie dark earth, the
dirge of the wind. But the lyrical ego of the autl®dying peacefully, waiting
for something better; while not a joyful dream, thés still a hope which can
bring her some kind of consolation (Suddenly | feain a fallen leaf, toofk 5
RS Fog— R /Lying on the dark earttjii 7t B2 1% (1)) 1 H/The wind
might be a dirge for mel\7E NI 21T FEAX/ wait peacefullydk 2 1 5517
/For the green dreaifi 4 H H [142/To gleam once again in my bodi\F&1li
RS LA,

At last but not at least, | would like to point toeoof her latest poems written
after 1989 White Cranef-#%°’ dated 1996, from one point of view bears some
features of Chinese tradition in the image of thestio bird flying south, but the
whole context of this poem is connected much mdtk the Western poetry of

*5 An original poem in Chinese In SHU TINGi zhong biaoyan fengge, Shu Ting zi
xuan shiji*%fﬁi%?ﬁiﬁh%, 745 H RS [A Kind of Style of Playing, Shu Ting’s
Personal Selection of Poetry], p. 29. For a trdimslasee SHU TINGSelected Poems
Transl. by Gordon Osing & De-an Wu Swihart, pp—335.

" A translation from the original poem in ChineseSRU TING. Yi zhong biaoyan
fengge, Shu Ting zi xuan shiji-F i XUk, &7 H L RF4E, pp. 297 — 298.
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modernism than with traditional Chinese poetry. Aithh there are some
similarities between the mystic bird and the wititane, stressed by the author
in the verses, there is a point of reality. Shu Tdegcribes real white cranes
flying towards Poyang Lake. This lake, located in Jiangavidce, is the largest
freshwater lake in China. During the winter, theeldilecomes home to a large
number of migrating Siberian cranes, up to 90% bictv spend the winter
there®® In looking to the poem, her verses are metaphaed fe that place; the
whole style of writing is the poem of a contempgrauthor with only slight
allusions of Chinese myths.

When | started to translate it | had serious troublgingethe right meaning of
this poem. She let us follow her images and feelwfgsuffering. Is this poem
about eternity? Is it an eternity of suffering eriti possible to escape from the
suffering? These questions appeared at the begirofirmy translation. This
poem is quite different from the other poems mewib here, where the
symbolic meaning is usually clear. This poem is mdebdper and more difficult
to analyse than the other poems above; it much mibitesophical, too. From
here we can see the process of how the style ofutieor has changed over a
period of about sixteen years.

We can feel the cold atmosphere of Siberia, menti@so for the absence of
freedom, a famous place for prisoners. At the begmof the poem, we can see
the same small prosaic introduction to the poem a$ban noticed in the above
poemWhite SwanAfterwards the author turns her attention to thesk cold,
despaired country without even a hint of relief, ethis for thousands of years
the homeland of white cranes which come to Poyaaigelto spend winter there.
(Marsh, suffering and col@ 7€ 1) H1/The resonating song of prisoners from
Siberiab {37 % 52 (1) [N Fk/Sixty million ecliptic springs and summers T
FiMREZE E /They are all dead spirits in shell§ /& 5 5% /] R #L/Breeding
flurries of big snow like goose feathei§{t.—3%#4E K% /Bloating down in
China@i7% 21 F1[#/to the unfreezing Lake Poyarigss vk I i FH#1.)

Here the poem continues with poetic images layeoimg on another, and we
cannot really get the exact identification of iteaning. The only thing we can
do is enjoy the beauty of these images. This caannibat the crane never
forgets the cold, although its memory collapsed th beautiful lake covered
by the red colour of the sunset’s sun, as the peciaot forget the suffering
(Soaked in sunséfiji/the reed along the bank was splatteredrred it
P 4 the sky voluntarily destroyed the roald=s B 1744 %1 #/one’s
memory provisionally collapsed into the lake betwé®e fishes with thin scales

%8 Available from < http://www.globalnature.org/do@8/ vorlage.asp>.
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01287 I B AR N M ¥ £1), but the mention of predestined fate and the cold
flow never forgetting its mother language implibattthe crane has to go back
to cruel Siberia because it is its homeland (inlashf there appeared their
predestined fat@hi$5i# % #)%/the cold flow coming from the never forgotten
mother languag@ifi K H Kk A~ = M HEE). They still turn their necks towards
the north, the place where they usually live (whes ¢grass is moving in the
wind —7& XK EE /it still turns to the north every nighit R % i zé 2 1L).
People are the same; they cannot forget their matiek even if it is a place
bringing them only suffering.

In the strokes of the last stanza she lets us meatijie dignified human being,
who despite his contemplations can still be defaimedomething as low as an
insect, but he was scornfully labelled a gilded dlosomething beautiful but
flowing, quickly changing, without an exact shapemsthing ephemeral. It can
point to the shortness of human life which is aifaften appearing in Chinese
poetry.

The dignified king is deep in contemplation
et ) £ D5 RE

Even though he does not spurn babbling
AEER 1

A fly labelled him

e R S

a gilded cloud

R REN

This poem is much more philosophical than her @apgoems; the sincerity of
her first works is replaced here by a deeper sdns&ead of the richness of
feelings there appear more layers of content, aetyarof allusions and a
perplexity of metaphors.

Conclusion

In conclusion we can see that images of nature appien in Shu Ting's
poetry. She uses images of nature mostly in a metiath sense to express her
feelings, love, sorrow, the melancholy of passing fiher struggle for freedom
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and other emotions. Her landscape poems are in sayeinfluenced by the

Chinese landscape tradition, but the sources oiihgpiration are found more in

the poetry of romantics and in the Chinese poetry fron192€s and 1930s. The
aim of her landscape poems is mostly not in jusicdeing the scenery; she
expresses her feelings to human beings. Besidewnlscape poems, we can
find in a large amount of Shu Ting's poetry imagésature, trees, flowers and
animals. She often expresses a wide range of feedind uses personification to
change the object of her poems into her lyrical. dger poetry is always

personal and full of tender, gentle emotions; hesnp® are very feminine, but
not feminist. Instead of speaking loudly, she whisger poems as if they were
written just for herself, but maybe because of bt@s poetry have found plenty
of admirers in China.

Landscape and nature, although it is not her coreghbas its certain place in
Shu Ting's poetry. In describing nature she exphessfeelings, she often uses
personification and allusions to compare the hurbaimgs to the trees and
animals. At the beginning in describing nature shanfl the way to say
something, what she could not say directly, whichtbased to using metaphors
connected to nature as an inseparable part of hecgarguage.

In mentioning traditional Chinese landscape poetiy,can see in the poetry
of Shu Ting that she has some common featurestmwitlitional Chinese poetry.
These features seem to be more unconscious. Asutherasaid, she has been
influenced by tradition more from the very earlyuedtion in her family when
she was a little girl and her parents taught hemé&morize ancient poems as
they were in most educated families. It is stillreoon even in present days that
Chinese children besides nursery rhythms use to lley heart plenty of short
poems from the Tang Dynastyang shii=F) from different authors. This way,
in repeating the short melodic texts, they absodergain amount of Chinese
culture before fully understanding its meaning.uclsa way, she absorbed a lot
of traditional Chinese poetry and aesthetics evimowt realizing it herself. The
influence of her family would from that point be aumore important for her
later creative process than her scholarly educassnher formal education in
school was interrupted by the events of the CultBevolution®® She certainly
is a contemporary poet using poetic language amdttiucture of poems without
the direct influence or great impact of ancientr@ése poetry. Although she
takes her inspiration much more from romantic poas well as from Western
poetry rather than from the New Poetry in China, gpegms are formally based
on the tradition of modernism or romantics; sheoted in some subtle way in

%9 My interview with Shu Ting on September 16, 2011.
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ancient tradition, but it should be stressed thattthces of this tradition do not
appear very much in every poem.

As is visible from her poems, Shu Ting has had egpee of suffering, but
unlike some Western female poets the sufferingén ind never extended
beyond that which she was able to endure. Altholghh&s been injured, she
has always been able to heal herself from her wauBte is a Chinese poet,
bearing a long tradition of poetry in which authaegd to express their feelings
through describing nature. She let her sorrow beblaway like a falling leaf
by the wind, be scoured by the sea waves, and changedto beautiful
melancholic scenery. Her poetry reflects the fenginivorld full of emotions,
recovering her from the wounds of life.
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