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English-Chinese Version

There Is a Garden in Her Face:

Thomas Campion?

There is a garden in her face,

Where roses and white lilies grow,

A heavenly paradise is that place,
Wherein all pleasant fruits do flow.

There cherries grow, which none may buy

Till "Cherry ripe!" themselves do cry.

Those cherries fairly do enclose

Of orient pearl a double row,

Which when her lovely laughter shows,
They look like rosebuds filled with snow.
Yet them nor peer nor prince can buy, neither

Till "Cherry ripe!" themselves do cry.

Her eyes like angels watch them still;
Her brows like bended bows do stand,
Threatening with piercing frowns to kill
All that attempt with eye or hand
Those sacred cherries to come nigh,

Till "Cherry ripe!” themselves do cry.

1 Margaret Ferguson, Mary Jo Salter, Jon Stallworthy, ed. The Norton Anthology of Poetry
(Fifth Edition). London: W. W. Norton & Company, Inc. 2005: 282.

2 Thomas Campion (1567-1620) was an English composer, poet, and physician. He wrote
over one hundred lute songs, masques for dancing.
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Slow, Slow, Fresh Fount:

Ben Jonson?

Slow, slow, fresh fount, keep time with my salt tears;
Yet slower, yet, O faintly, gentle springs!
List to the heavy part the music bears,
Woe weeps out her division,when she sings.

Droop herbs and flowers;

Fall grief in showers;

Our beauties are not ours.

O, I could still,

Like melting snow upon some craggy hill,

Drop, drop, drop, drop,

Since nature's pride is now a withered daffodil.

1 Margaret Ferguson, Mary Jo Salter, Jon Stallworthy, ed. The Norton Anthology of Poetry
(Fifth Edition). London: W. W. Norton & Company, Inc. 2005: 344.

2 Ben Jonson (1572-1637) was an English playwright, poet, actor and literary critic of the
17th century, whose artistry exerted a lasting impact upon English poetry and stage comedy.
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Take, Oh, Take Those Lips Away:

John Fletcher?

Take, oh, take those lips away
That so sweetly were forsworn
And those eyes, like break of day,
Lights that do mislead the morn;
But my kisses bring again,

Seals of love, though sealed in vain.

Hide, oh, hide those hills of snow,
Which thy frozen bosom bears,
On whose tops the pinks that grow
Avre of those that April wears;

But first set my poor heart free,

Bound in those icy chains by thee.

1 Margaret Ferguson, Mary Jo Salter, Jon Stallworthy, ed. The Norton Anthology of Poetry
(Fifth Edition). London: W. W. Norton & Company, Inc. 2005: 346.
2 John Fletcher (1886-1950) was an Imagist poet, author and authority on modern painting.
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The Pillar of Fame:

Robert Herrick?

Fame's pillar here at last we set,
Out-during marble, brass or jet;
Charmed and enchanted so
As to withstand the blow
Of overthrow;
Nor shall the seas,
Or outrages
Of storms, o'erbear
What we uprear;
Tho' kingdoms fall,
This pillar never shall
Decline or waste at all;
But stand for ever by his own

Firm and well-fixed foundation.

1 Margaret Ferguson, Mary Jo Salter, Jon Stallworthy, ed. The Norton Anthology of Poetry
(Fifth Edition). London: W. W. Norton & Company, Inc. 2005: 361.

2 Robert Herrick (1591-1674) was an English lyric poet and cleric in 17th-century. He was
best known for Hesperides, a book of poems.



Translation:

FERZIE

DIA%E « BRI

LRI 4 2 RS
PR BRI, B R
T B, T
AR
T
e
i AL
e
A2
R RIE RTHET
FUEACE R,

BORE Tt
R 2T
T sk A S T O
o 1 U 1 5 A2 OB 7

C/REIRZD)



A Divine Image:

William Blake?

Cruelty has a Human heart
And Jealousy a Human Face,
Terror, the Human Form Divine,

And Secrecy, the Human Dress.

The Human Dress is forged Iron,
The Human Form, a fiery Forge,
The Human Face, a Furnace seal'd,

The Human Heart, its hungry Gorge.

1 Margaret Ferguson, Mary Jo Salter, Jon Stallworthy, ed. The Norton Anthology of Poetry
(Fifth Edition). London: W. W. Norton & Company, Inc. 2005: 741.

2 William Blake (1757-1827) was an English poet, painter, and printmaker. He is now
considered a seminal figure in the history of the poetry and visual arts of the Romantic Age.
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Farewell:

John Clare?

Farewell to the bushy clump close to the river

And the flags where the butter-bump hides in forever;
Farewell to the weedy nook, hemmed in by waters;

Farewell to the miller's brook and his three bonny daughters;
Farewell to them all while in prison | lie—

In the prison a thrall sees naught but the sky.

Shut out are the green fields and birds in the bushes;
In the prison yard nothing builds, blackbirds or thrushes.
Farewell to the old mill and dash of the waters,

To the miller and, dearer still, to his three bonny daughters.

In the nook, the larger burdock grows near the green willow;
In the flood, round the moor-cock dashes under the billow;
To the old mill farewell, to the lock, pens, and waters,

To the miller himsel', and his three bonny daughters.

1 Margaret Ferguson, Mary Jo Salter, Jon Stallworthy, ed. The Norton Anthology of Poetry
(Fifth Edition). London: W. W. Norton & Company, Inc. 2005: 896.

2 John Clare (1793-1864) was an English poet, the son of a farm laborer, and is now
considered as the most important poet among 19th-century.
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Intellect:

Ralph Waldo Emerson?

Rule which by obeying grows

Knowledge not its fountain knows

Wave removing whom it bears

From the shores which he compares
Adding wings thro things to range through

Makes him to his own blood strange

1 Margaret Ferguson, Mary Jo Salter, Jon Stallworthy, ed. The Norton Anthology of Poetry

(Fifth Edition). London: W. W. Norton & Company, Inc. 2005: 945.
2 Ralph Waldo Emerson (1803-1882) was an American essayist, lecturer, and poet who led the

Transcendentalist movement of the mid-19th century.
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The Cross of Snow:

Henry Wardsworth Longfellow?

In the long, sleepless watches of the night,
A gentle face—the face of one long dead—
Looks at me from the wall, where round its head
The night-lamp casts a halo of pale light.

Here in this room she died; and soul more white
Never through martyrdom of fire was led
To its repose; nor can in books be read
The legend of a life more benedight.

There is a mountain in the distant West
That, sun-defying, in its deep ravines
Displays a cross of snow upon its side.

Such is the cross | wear upon my breast
These eighteen years, through all the changing scenes

And seasons, changeless since the day she died.

1 Margaret Ferguson, Mary Jo Salter, Jon Stallworthy, ed. The Norton Anthology of Poetry
(Fifth Edition). London: W. W. Norton & Company, Inc. 2005: 956.

2 Henry Wardsworth Longfellow (1807-1882) was an American poet and educator. He was
also the first American to translate Dante Alighieri's Divine Comedy, and was one of the five
Fireside Poets.
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Stopping by Woods on a Snowy Evening:

Robert Frost?

Whose woods these are | think I know.
His house is in the village though;
He will not see me stopping here

To watch his woods fill up with snow.

My little horse must think it queer
To stop without a farmhouse near
Between the woods and frozen lake

The darkest evening of the year.

He gives his harness bells a shake
To ask if there is some mistake.
The only other sound's the sweep

Of easy wind and downy flake.

The woods are lovely, dark and deep,
But | have promises to keep,
And miles to go before I sleep,

And miles to go before I sleep.

1 Margaret Ferguson, Mary Jo Salter, Jon Stallworthy, ed. The Norton Anthology of Poetry
(Fifth Edition). London: W. W. Norton & Company, Inc. 2005: 1237.

2 Robert Frost (1874-1963) was an American poet and he was named Poet Laureate of
Vermont.
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In Broken Images:

Robert Graves?

He is quick, thinking in clear images;
I am slow, thinking in broken images

He becomes dull, trusting to his clear images;
| become sharp, mistrusting my broken images.

Trusting his images, he assumes their relevance;
Mistrusting my images, | question their relevance.

Assuming their relevance, he assumes the fact;
Questioning their relevance, | question the fact.

When the fact fails him, he questions his senses;
When the fact fails me, | approve my senses.

He continues quick and dull in his clear images;
I continue slow and sharp in my broken images.

He in a new confusion of his understanding;
I in a new understanding of my confusion.

1 Margaret Ferguson, Mary Jo Salter, Jon Stallworthy, ed. The Norton Anthology of Poetry
(Fifth Edition). London: W. W. Norton & Company, Inc. 2005: 1400.

2 Robert Graves (1895-1985) was an English poet, novelist, critic and classicist. He was
awarded James Tait Black Memorial Prize in 1934,
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Chinese-English Version

F 42
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2 Wang Wei (E4E, 699-759) was a Chinese poet of Tang dynasty, musician, painter, and
statesman. Many of his poems are preserved, and the twenty-nine were included in anthology
of Three Hundred Tang Poems in the highly influential 18th-century.
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Translation:

The Green Creek

Wang Wei

Every time when | roam over Huanghuachuan,

Along the Green Creek | often walk.

The water turns and twists following the mountain form,

And the route is less than a hundred li

While stays calm and winding.

Among the stone riprap are the noises of creek;

The mountain scenes are serene and clear amid the deep pine trees.
Under the waves floats water caltrop and banana plant,

By the transparent blue water are reflections of reeds and cattail.
My heart are used to the quietness and leisure,

The tranquil green creek dismisses worries from my mind.

Leave me on this huge rock, and I will be fishing till I die!

(Trans. Shen Jie)
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2 Li Shangyin (Z=T#ks, 813-858) was a Chinese poet of the late Tang Dynasty, born in
Henei (now Qinyang, Henan). Along with Li He (Z=%%, 790-816), he was much admired and
“rediscovered” in the 20th century by the young Chinese writers for the imagist quality of his
poems. He is particularly famous for his tantalizing “untitled” poems.
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Translation:

Untitled « No. 2

Li Shangyin

A rustling east wind comes with drizzling rain;

Beyond the lotus pond rolls the faintly thunder.

Smell forces through a golden toad in lock and chain;
Water comes up from the winch of jade tiger.

Miss Jia! peeped at a handsome youth from her bower;
Princess Mi? left a precious pillow to Prince of fame.
The seed of love mustn’t vie with the spring flower,

Or little by little it’1l turn into dust with shame.

(Trans. Liu Zhaohui)

1 Miss Jia, daughter of Jia Chong, a premier of the Jin Dynasty. It is said that she fell in love
with Han Shou, her father’s young secretary.

2 Princess Mi, who was married to Cao Pi, Prince of Wei, had been deeply in love with
another Prince of Wei, Cao Zhi. After she died, Cao Pi gave her pillow in jade and gold to
Cao Zhi, who dreamed of her speaking to him about the pillow while passing by the Luo
River and wrote a famous poem entitled “Ode to the Spirit of Luo River” to show his love
and admiration for her.
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2 Qin Guan (Z M, 1049-1100) was a Chinese writer and poet of the Song Dynasty. The style
of his poetry-writing is subtle, graceful, and restrained; and he was famous for love-poem
writing.
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Translation:

Tune: Huan Xi Sha:

Qin Guan

Wordlessly a chill creeps upstairs to my chamber,

When the morn has an annoying gloom of autumn tail.
Streams flow and mist lingers in a screen standing calmly.
Flowers are flying at will with dream’s lightness,

And the silky drizzle permeates with sorrow’s thinness.

The jeweled curtain is reposed onto the silver hooks.

(Trans. Yang Xiaobo)

1 Tune: “Huan Xi Sha” is one of the ancient Chinese tonal patterns with given cadence to
which ci (a type of classical Chinese poetry) poems are composed accordingly.
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2 Xin Qiji (37 #&, 1140-1207) was one of most famous Chinese poet of the South Song
Dynasty, born in Licheng of Shandong Province.

27



Translation:

Partridge Sky » Composed After Returning from Goose Lake

Xin Qiji

Lying on bamboo mat, | sensed the coming cool fall,

When with stream, the broken clouds were shielded in dusk.
Red lotus relied on each other like tipsy girls,

White birds surely in self-confusion silently.

Living in leisure was better than pouring forth unlimitedly,
For each hillock, each ditch was full of uniqueness and charm.
I could not account for the loss of energy in self,

Yet just felt tired recently to ascend new buildings.

(Trans. Zhao Gu)
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2 Ying Xiuren (Mf& A, 1900-1933) was a Chinese Modern writer. He collaborated on a
collection of poems Lakeside with Pan Mohua and others in 1922.
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Translation:

Sleeping in the Wild

Ying Xiuren

Bank grass still stays half green while reed flowers dance;

West wind’s chilly cold while fall beam’s warm.

Clear water is leisurely streaming for leading me come,

Fresh cool path’s through grass lying there for waiting my slumber.
Look! The heaven curtain falls,

Gently mildly hug me softly!

(Trans. Deng Yuping)
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2 Fang Weide(J7 Ef, 1908-1935) was a famous Chinese Modern writer in the 20th century.
He published a large amount of poems in different journals.
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Translation:

| Have

Fang Weide

I have a wish:
When I’m winding though your side,
Streaming spring water in mount alike,

Not for the love, nor the hover.

I have a mind:

When I’'m on way home,

A ray of setting sun leaning above alike

Not feeling low, nor baring woe.

(Trans. Deng Yuping)
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2 Xu Zhimo (&, 1897-1931) was a noted Chinese poet in the 20th century. His most
famous works include “Farewell to Cambridge Again”, “One Night in Florence” and so
forth.
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Translation:

Rhyme of Falling Leaves

Xu Zhimo

A whirl of rustling climbed the steps

(I was at the door of dreamland;)

It must be her footsteps, | confessed—
in the deep night!

A noise of bird-pecking hit my window
(I was clutching to my dream;)

It must be her trick, you see—

| pretend not to see!

A sound came close to my bed

I said (half in dream, half in wonder:) —
“You never know my heart, why bother
break it!”

A sigh fell on my pillow,
(I was lingering in the dreamland;)

“I betrayed you!” you said-your tears
scorched my face!

Sounds were disturbing my dream
(the falling leaves swirled in the yard, one, and another;)

dream away, sense back; what is disturbing—
is only the leaves falling!

(Trans. Zhou Fang)
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2 Rao Mengkan (%%#:fil, 1902-1967) was a modern writer in the history of Chinese
literature, who was born in Nanchang, Jiangxi. He was a member of The Crescent Moon
Society.
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Translation:

Hail

Rao Mengkan

Once | was in an aspen grove,

Hearing a cordial hailing;

At th’ moment, moonlight was watching Wengzhong ,
Who was watching me as well.

I heard that hailing voice no more,

Surprisingly, looking around; —

Wengzhong was wandering in the moonlight,

Which was just sneering at me.

(Trans. Zhao Gu)
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2 Chen Mengjia (%% 5%, 1911-1966) was a Chinese scholar, poet and archaeologist. He was
considered the foremost authority on oracle bones and was Professor of Chinese at Tsinghua
University in Beijing.
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Translation:

Wild Goose

Chen Mengjia

I love the wild goose.
He is never tired all night long;
(Like enjoining, like promising,)

Honking while flying far away.

He never asks his songs
Will stay on which cloud,
But only sing, only fly over—

The dark sky, with light wings.
I would rather to be a wild goose,
Forgetting everything—
When | mention, or when | think of,

It is not hate, nor joy.

(Trans. Shen Jie)
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2 Shen Zumou (FE£4H %, 1909-1947) was a famous Chinese scholar, poet and critic.
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Translation:

Lonely Song

Shen Zumou

A wild goose flies while crying,

Its gloomy plumes fall from the sky,
Poplars and willows have took off the green boughs
And the white clouds stop floating

Ah, | want to see you---your snowflake-like tenderness.

That night, | put up with my loneliness,
and let the wine cup hold the rippling flying eyes,
The lamplight did not let go of something green,
the little raindrops beat wildly on the window lattice;

Listen, listen, this is all loneliness, soft and tender...

(Trans. Lei Yanni)
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Recommendation of English Poets and Poems

Gary Snyder

Gary Snyder (1930,) is an American man of letters. He is best known as a poet
(often associated with the Beat Generation), also an essayist, environmental
activist, and has been described as the "poet laureate of Deep Ecology".

Snyder is a winner of Pulitzer Prize for poetry (1975), American Book
Award (1984), Bollingen Prize for Poetry (1997), John Hay Award for Nature
Writing (1997) and Ruth Lilly Poetry Prize, (2008).

He has published over twenty collections of poems and essays, among
which Riprap and Cold Mountain Poems, Mountains and Rivers Without End,
Turtle Island, and Left Out in the Rain: New Poems 1947-1958 are the most
representative ones. His work through various angles reflects an immersion
both in Buddhist spirituality and nature.

These poems here are selected from No Nature (Gary Snyder, No Nature,
New York: Pantheon Books, 1992) and translated by Prof. Zhang Guangkui
from Guangdong University of Finance & Econommics.
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AUGUST ON SOURDOUGH,

AVISIT FROM DICK BREWER

Gary Snyder

You hitched a thousand miles

north from San Francisco
Hiked up the mountainside a mile in the air
The little cabin—one room—

walled in glass
Meadows and snowfields, hundreds of peaks.
We lay in our sleeping bags

talking half the night;
Wind in the guy-cables summer mountain rain.
Next morning | went with you

as far as the cliffs,
Loaned you my poncho— the rain across the shale—
You down the snowfield

flapping in the wind
Waving a last goodbye half hidden in the clouds
To go on hitching

clear to New York;

Me back to my mountain and far, far, west.
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THE OLD DUTCH WOMAN

Gary Snyder

The old dutch woman would spend half a day
Pacing the backyard where | lived
in a fixed-up shed,

What did she see.
Wet leaves, the rotten tilted-over

over-heavy heads.
Of domesticated flowers.

| knew Indian Paintbrush
Thought nature meant mountains,
Snowfields, glaciers and cliffs,

White granite waves underfoot.

Heian ladies
Trained to the world of the garden,
poetry,

lovers slippt in with at night—
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My Grandmother standing wordless
fifteen minutes
Between rows of loganberries,

clippers poised in her hand.

New leaves on the climbing rose
Planted last fall.

—tiny bugs eating the green—

Like once watching
mountaingoats:
Far over a valley
Half into the
shade of the headwall,

Pick their way over the snow.

47



Translation:

RIHL R 7 IR T
K+ Ao 2 A

S5 B H R T
A8 TR AL R 0T ]

IEAEBLC 35 T H 3R e
M E R ZFRIKK.
NN R ERAE A 2R A IR ——

B — IREAEE
HIEEE
LA LAY (1 BT
(REZSEPNITES
BESRHFE M —2F,
k£ 7 Ty ERIERE

VR EAKA S ORI AOREY, TR R R Y R IR R R SE T A

48



LOVE

Gary Snyder

Women who were turned inside-out

Ten times over by childbirth

On the wind-washed lonely islands
Lead the circle of obon dancers
Through a full moon night in August

The youngest girl last;

Women who were up since last night

Scaling and cleaning the flying fish

Sing about love.

Over and over,

sing about love.

Suwa-no-se Island
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“DOGS, SHEEP, COWS, GOATS”

Gary Snyder

dogs, sheep, cows, goats

and sometimes deer, hear loud noises
crackling in bushes, and they flick
fly or creep, as rabbits do

does too, into warm nests. no talk
but chatters there, small throat sounds
ear-pricks, up or back. hooves

tinkle on creekbeds. who fears a talk-
less landscape, crowed with creatures
leaves. falls. undergrowth

crawls all night, and summer smells
deep in the bushes. crouch!

at the thorny stalks.
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RIPPLES ON THE SURFACE

Gary Snyder

“Ripples on the surface of the water—
were silver salmon passing under—different

from the ripples caused by breezes”

A scudding plume on the wave—
a humpback whale is
breaking out in air up
gulping herring
—Nature not a book, but a performance, a
high old culture

Ever-fresh events

scraped out, rubbed out, and used, used, again—
the braided channels of the rivers

hidden under fields of grass—

The vast wild
the house, alone.
The little house in the wild,
the wild in the house.
Both forgotten.

No nature

Both together, one big empty house.
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HOME ON THE RANGE

Gary Snyder

Bison rumble-belly

Bison shag coat

Bison sniffing bison body

Bison skull looking at the sweat lodge.
Bison liver warm. Bison flea

Bison paunch stew.

Bison baby falls down.

Bison skin home. Bison bedding,

“Home on the Range.”
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MAKINGS

Gary Snyder

I watched my father’s friends
Roll cigarettes, when | was young
Leaning against our black tarpaper shack.
The wheatstraw grimy in their hands
Talking of cars and tools and jobs
Everybody out of work.

the quick flip back
And thin lick stick of the tongue,
And a twist, and a fingernail flare of match.
I watched and wished my overalls

Had hammer-slings like theirs.

The war and after the war

With jobs and money came,

My father lives in a big suburban home.
It seems like since the thirties

I’m the only one stayed poor.

It’s good to sit in the

Window of my shack,

Roll tan wheatstraw and tobacco

Round and smoke.

Marin-an
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OLD WOMAN NATURE

Gary Snyder

Old Woman Nature
naturally has a bag of bones
tucked away somewhere.
a whole room full of bones!

A scattering of hair and cartilage
bits in the woods.

A fox scat with hair and a tooth in it.
a shellmound
a bone flake in a streambank.

A purring cat, crunching
the mouse head first,
eating on down toward the tail—

The sweet old woman
calmly gathering firewood in the
moon...

Don’t be shocked,
She’s heating you some soup.

VII 81, Seeing Ichikawa Ennosuke in
“Kurozuka "— “Demoness "—at the Kabuki-za in Tokyo
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Recommendation of Chinese Poets and Poems

Gu Cheng

Gu Cheng (1956-1993) was a famous Chinese modern poet, essayist and
novelist, known as a prominent member of the "Misty Poets". He was born in
1564 in Beijing, and died in 1993 in New Zealand, committed suicide after
attacked his wife.

Most of Gu Cheng’s poems are known as "menglong", meaning "hazy",
"obscure". The two-line poem titled "A Generation" was perhaps Gu Cheng's
most famous contribution to contemporary Chinese literature. “The dark night
gave me black eyes, But I use them to seek the light.” It had been considered an
accurate representation of the younger generation during the Chinese Cultural
Revolution seeking knowledge and future.

These poems are selected from The Poems of Gu Cheng (Gu Cheng,

Beijing: People's Literature Publishing House, 2010.) and translated by Deng
Yuping.
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Translation:

The Nameless Florets

Gu Cheng

Florets,
Dots by dots,
Lost buttons alike,

Scattered around the roadside.

It, with no curly petals,

Of chrysanthemums of the fall,
Nor with peonies’ aspect adore,
But only the teeny tiny petals,
And the soft little leaves,
Along with slight aromas,

Dissolved in glory spring.

My poem,

Like nameless florets,
With wind and rain’s
Companying in seasons
Blossoms secretly,

Among the world lonelily...
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Translation:

I’m a Headstrong Kid

Gu Cheng

Perhaps
I’m the kid spoiled by my mother.

I’m headstrong.

| yearn for

every moment’s

as beautiful as colorful crayon;

| yearn for

in fond blank paper taking:

pictures of simple freedom

and the eyes never

weeping tear;

an expanse of the sky

which belongs to heavenly feather and leaf,

a jade night and apple.

I want to paint the morning:
the dew reflects dazzling smile;
the youngest love

without pain;
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Translation:

paint my lover

who is out of my imagination:

she’s never seen the rain cloud, but

always the clearness’ shedding from her eyes.
Always she’s giving the loving eyes on me,
Always, on!

Never suddenly turn around!

I want to paint distant view :

the clear skyline and the wave,

many gurgling creeks,

and the hills—

which are growing fully downy grass.
I allow them to stay close

then love each other.

Allow every allowance,

every quiet burst of spring to rouse,
becomes

a floret’s birthday.

And | want to paint the future.

| saw her never, ever,

but I know her beauty;

I paint her cloak of the fall;

paint the burning candlelight and maple leaves:
paint, for loving her, because—

the heart has died out;
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Translation:

paint the marriage;
paint each holidays which early come—
with pasting candy papers on the glass

and fairytale pictures of the north.

I’m a headstrong kid.

I desire to erase all misfortune.

| desire on the ground

to paint windows all around,

allowing all eyes which are wont in dark

are conditioned to the light;

| desire to paint the wind,

paint the ridges which are higher than higher,
paint the longing of the eastern,

paint the sea—

the voice’s gay and boundless.

At the end, on the paper at corner,

I would like to paint more—me.

Paint a koala:

he’s sitting in dark-brown jungle of Victoria
taking seat on branch in silence—

dazed and mind absence.

He’s homeless

with no will to stay afar,

but only lots of dreams

which are the same as berry.

And the eyes are big and big.
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Translation:

I’m expecting

and wondering,

but do not know why.

| didn’t receive crayon,

me, thus, with no colorful moment, even for one.
Me! The only!

My fingers sorely

tear up those papers—

My loving papers—

for freeing them after the butterfly

and fading away in today.
I’'m a kid—

who is dreaming of being spoiled by mother.

I’m headstrong.
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Translation:

My Canoe 1

Gu Cheng

My canoe,

Without paddle, without sail,
Floats in the sea of the middle,
Floats in the sea of the middle,
Without paddle, without sail,

O the wind, wind of the fate!
The emotion wave,

Come and drawn me, please! If not,
Then push me to the shore back,
Though it’s fancy,

Though it is...

I’m yearning for

The silent cove;

I’m yearning for

The gold coast;

I’m yearning for

The girl near by the shore,
Meeting with her!

With her!

Her!
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Translation:

My Canoe 2

Gu Cheng

My canoe,

Without rudder, without rope,
Drifts in the world,

Drifts in the world,

Without rudder, without rope,
O the wind, wind of the fate!
The life wave,

Bury me please! If not,

Then send me home back.
Even though it’s wreckage,
Even though it is...

I’'m missing for

The beauteous trestle;

I’m missing for

The lamp in tears;

I’'m missing for

Mother in lights;

Mother, Good night!

Mother, night!

Mother!
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Translation:

At the Door

Gu Cheng

That there is a doorway | mightily wish,

Sunbeams shining in morning on grass,

We’re standing
And holding our doorframe.

The door’s low but the sun’s shone.

Grass’ breeding its seeds;
Wind’s swaying its leaves.
We’re standing in silence.

What a wonderful moment!

Door’s there, but open? No need to.

Door’s ours, and that’s beauteous.

Morning! Dark night’s wandering still.

Morning! We give you guitar.

We’ll depart not.
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Translation:

We need land—
A land never dies out.
Living on the above,

We’ll spend the life whole.

Rough is the land but narrow sometimes.
It has history— while,
An expanse of sky, a piece of the moonlight,

A cluster of dew and the morning.

We love the land.

We stand, in sabot digging out
The soil. When door’s basked.
We’re lightly leaning,,

What a wonderful world!

Grasses behind the wall,

Grow up never more

But use its tip to touch the light shyly lightly.
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Translation:

I Always Wonder

Gu Cheng

I always wonder,

The stars once grew together,
Like a brunch of green gripes,
While the orb’s circling, because,

They scattered around.

I always wonder,

The beings once wholly gathered,

Like a dish of little colorful beans,
While the continent’s splitting, because,

They spattered around.

I always wonder,

The hearts once attached with each other,
Like a swarm of wild bees,

While the life storming, because,

They fluttered around.

(Trans. Deng Yuping)
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Poetics

Poepera: A New Performing Art for Poetry

Deng Yuping

Abstract: The traditional way to poetry appreciation usually focuses on text,
poet and reader. Reader’s aesthetic experience only comes from the imagination,
whereas poepera, the combination of “opera” and “poem”, accomplishes a
Copernicus creation. Opera, as a form of poetic performance, interprets the
poetry in a new way. This essay takes opera as poetic form, interpreting the
poetic language into performance. The opera endows poetry with a strong
performativity for verbalizing text and visualizing image.

Keywords: Poepera; poetry; performance

In October 2015, a new artistic form—Poepera—was created by Professor
Zhang Guangkui whose experimental performances of poetry “Yelling” and
“When We Are Old” were shown in Guangzhou University. Poepera is an
interpretive recitation of poetry with background performance onstage. As a
creative literary and artistic form, poepera can be regarded as a new
combination with poem and opera by Prof. Zhang, a poetry practitioner and
scholar of poetics research. Poepera aims at researching into intuitively
interpret poem onstage, and its academic significance lies in defining poepera
as the interpretation of poetic text with the background of artistic form and
music onstage. Poepera, as a new performing art, fulfils itself as a creative
development both in poetry and opera. This paper aims to seek the possibility
for combining poem with opera.

The natural relationship: “poem” to “opera”

Opera is an art form which singers and musicians perform a dramatic work
combing text and musical score, usually in a theatrical setting. Recitative is a
speech-inflected style as the basic preventative way. Opera firstly originated
from Italian and the word of Italian also was used in the sense of the
composition which combined poetry, dance and music. The origin and
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development of the poetry cannot survive without the oral expression, which is
closely related to preventative forms such as recitative accompanied with music
or dance. According to the meaning for opera in Italy, opera is used to present
an opus of drama with music. Opera closely relates the to drama, forasmuch it
cannot be discussed singly. Opera can be looked as a form of interpreting
poetry, and its dramatic text or script dependents more on poetic language on
account of its literary tradition.

One of the distinctive features to poepera is the speaking text with the
poetic language into operatic or dramatic text. As for performance custom in
various countries, performers chant according to original texts and keep the
rhythmic beauty of initial work by abandoning the language clarity of
semantics. When audiences enter the theater, their aesthetic appreciation mostly
lies in focusing on the emotion in music, the context of the work and so on.
Through actors’ singing, audiences will understand the meaning, emotion
expression and characteristics of the characters. The development of main plot
is dominated by the music. Therefore, essentially speaking, the operatic lines
are mostly appendix. As in Hugo’s view, the poetry is a docile daughter of
music in opera. It is the reason why opera is more leaning toward poetic
language but not the excessively clear expression. Or rather, there is a natural
relationship between the poems and opera by probing language scale. However,
this relation also comes from a root—the ancient theatre.

As the analysis above, opera is a kind of music drama. Or in another
words, opera can be classified into drama for both of them sharing the same
roots. As a result, to explore the origin of the drama is to probe the root of the
opera. When drama initially emerged in the sixth century B.C.E., there was a
long traditional period of writing poetic composition. And its main genres
comprised epic, lyric, and choral poetry which were always performed out loud
with instrument play before a listening audience. Poetry as a significant
medium is playing a critical role in linking various literary forms such as drama,
opera and so on. As the words from Horace and Sidney, poetry is an effective
medium of instruction because, in contrast to philosophy, it also delights its
reader or listener. The demonstration of poetry’s distinctive quality, its capacity
for emotional engagement, leads into reflections on the relationship between
audience and artworks. From these words, poetry fulfils the function of emotion
engagement which affects reader, listener or audience and artworks. Readers or
listeners can be influenced through outpouring the emotion of poetic language.
If the emotion of poetry is truly touching, readers or listeners will gain the
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sense of substitution. On the other hand, emotion engagement also effects on
the interpretation from the works to audiences. How to interpret the poetic
language becomes the key to generation of emotion engagement. Therefore,
poepera also is an interpretation to poetic language with performance onstage.

The relationship between the stage and poetic text is naturally linked
together. The poet, John Dryden, promoted the value of rhymed verse. He
deemed the tragedy should be written in rhymed verse. As what Dryden
reckoned, the norm of writing stage text is that which is fixed. To keep the
poetic language in drama is to preserve the dignity of drama. In Malone’s
“Historical Account’ has a second part to its title: and of the Economy and
Usages of Our Ancient Theatres.” As the account probes back to the origins.
This “origins™ is the transformation of non-verbal juggling into poetic texts.
Malone especially leaned toward the poetic texts of Shakespeare. Therefore,
drama or opera with poetry is bonded naturally on account of the former based
on the latter. The feasibility to poepera can be probed from the language scale.

“Form is a poem’s principle of life. It is protean, multiple, ever-changing.
It presents itself under many different guises. It can tend towards the condition
of an enabling space.” Form, thus, can be seen as an elastic term. Thereupon,
opera also can be regarded as a kind of interpretation of poetic form.

In the opening of Poetics, Aristotle indentified three major genres of
poems: epic, drama, and lyric. The difference between opera and drama lies in
the former is with musical expression but the later without. But both scripts are
based on literary origins. Under this context, opera is tightly connected with
dramatic origins and can be deemed as a poetic form. Hence, to probe the
poetic form of opera the dramatic root has to be listed. While all types of drama
share the common root that they are mimetic action. Three kinds of drama were
written in fifth-century Athens—tragedy, satyr play, and comedy tragedy, which
related two important poets, Arion and Thespis, for both of them share the
creation of tragedy’s invention. As a late-seventh-century Kithara player, Arion
is regarded as the first one who wrote the tragedy by combining verse-speaking
satyrs to a dithyramb®. When appreciating Arion’s drama, people would gain
more “funny” enjoyment different than that from the serious tragedy because
for Arion’s poetic hybrid. His creation of drama combined a majority of poetic
forms. As for the origin of tragedy, the Athenian’s drama rooted in an ode to
alcohol may have the relationship between theatre and Dionysus. Most of
poetic works or dramas used to be performed out for celebrating the wine-god.

1 Arion wrote on a subject other than Dionysus.
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Arion’s satyrs are the mythic goat-men accompanying Dionysus, in which the
theme is always associated with the comically perpetual hunger (for sex) and
thirst (for wine). From this point of view, Arion’s satyrs to a dithyramb or the
drama as a form of imitating and analyzing life because of its ancient primal
ritual or a cultural activity. While as for poetry, it also bares the function of
recording and analyzing the life. Like Matthew Arnold made his comment for
poetry: “Poetry is at bottom a criticism of life; the greatness of a poet lines in
his powerful and beautiful applications of ideas to life, — to the question; how
to life.” Hence, both drama and poetry possesses the function of probing the life.
Through its origin of drama, it mainly possesses two functions as a poetic form.
On the one hand, poetic drama derives from something human do; on the other
hand, it derives from what humans supposedly are. Hence this dramatic root
reveals the relationship between poetry and drama or music drama (opera). As
what Martin Esslin said: “in ritual we have the common root of music, dance,
poetry and drama; in the subsequent process of further differentiation, drama
developed into spoken drama, ballet, musical comedy.”

Most of playwrights are both poet and performer. Another important
innovator of tragedy is named Thespis. A poet and performer in whose honor
actors have been called thespians ever since. Thespis used a human mask in
performance of a poem in order to respect women’s roles. In a long period in
Greece, Thespis’s creation achieved a new tragic development into the most
“people-please” genre of poetry.

Arion and Thespis’s invention of tragedy indicates that the Greek poetry
was usually performed in public for competitions or religious rituals. Tragedy
as a poetic form can be seen as a way for imitating or narrating life. Drama
from Ancient theatre to present time is carrying on its poetic root as before, so
is the opera. Thereupon, as for the drama or opera, they are both sharing the
same literary root of poetry.

Poetry is a combination of text and music. As an oral text, poem is always
sung for its special charms. Like what Aristotle defined in Poetics, lyric is one
of forms of poetry that also can be performed on stage. Lyric poetry, always as
a form for singing, is an investment in oral forms. “Where ‘lyric’ is a form, it
has often been used to denote primarily song forms of poetry; as a ‘mode’, it
has described a particular type (or types) of writing that could be found within a
variety forms and genres;” It is indicated that lyric is originally written for
singing. In the sixteenth century, most of people made their poetry or verse
accompany with music for singing. Even for the ballad, it was sold by itinerant
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sellers such as Shakespeare’s Autolyrus in The Winter 5 Tale, or in the metrical
Psalms that were the only music allowed in the average parish church, or in the
songs heard in the theatre, or in music sung for domestic entertainment, verses
came most frequently attached to tunes. As for David Lindley said in “Early
Modern Songs and Lyric”, he promoted the lyric is the word for music, perhaps.
Thomas Campion’s lots of poetry also can be sung with music. Like Campion’s
a lyric from A Booke of Ayres, the words were written for rather than to music.
“Faire, if you expect admiring” was regarded as the signal which was claimed
for music’s influence. Its first stanza runs:

Faire, if you expect admiring,

Sweet, if you provoke desiring,

Grace deere love with kinde requiting/

Fond. but if thy sight be blindness,

False, if thou affect unkindness,

Flie both love and loves delighting.

Then when hope is lost and love is scorned,

lle bury my desires, and quench the fires that ever yet in vaine
have burned.

Campion’s basic standpoint is complex or keeps the compound metres. It
is called lyric because of their suitability for musical setting. And he writes: “To
descend orderly from the more simple numbers to them that are more
compounded, it is now time to handle such verses as are fit for Ditties or Odes,
which we may call Lyricall, because they are apt to be soong to an instrument,
if they were adorn’d with convenient notes.”

From the above explanations, poetry employs the natural relationship with
dramatic or operatic performance in that the poetic language, form and
musicality. Poetry achieves the literary tradition in operatic text or language.
Drama or music drama (opera), as one of the poetic forms of poetry, bares its
foundation and function to extend the tension of poetry and imitate the routine
life. In addition, poetry was born for its nature of musicality. The primitive
function of poetry is to sing with music like the example of lyric. Therefore, the
poetry carries the fundamental and foremost characteristic for opera—singing
with music. Thus it can be seen that there is a natural relationship from poetry
to opera. Poepera, the combination of “poem” with “opera”, proves its possible
accomplishment.

The performativity of poepera: “opera” to “poem”
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From the above analysis, it cannot be separated to probe opera or drama
and poetry singly, because they are naturally boned together and share the same
original root. In addition, the opera endows poetry with more powerful tension
on the basis of operatic performance into poetry, so this combination achieves
the new artistic creation of literature—poepera. The poetry is embodied and it
works on bodies: “The human soul, in intense emotion, strives to express itself
in verse. It is not for me, but for the neurologists, to discover why this is so, and
why and how feeling and rhythm are related.” While by Eliot’s words: “Behind
the drama of words is the drama of action, the timbre of voice and voice, the
uplifted hand or tense of muscle, and the particular human soul.” It is meant
that the body is the drama, and the body in drama is the performance. Therefore,
“opera” to “poem” is expressing powerful performativity. When the poepera is
playing on stage, the performativity is mainly indicated in the recitation of
poetry. There are two primary aspects of recitation: on the one hand, the
verbalized text; on the other hand, the visualized context. If opera combines
with poetry, it provides the operatic functions of verbalization and visualization.
While as for poetry, the most significance is the text and the context. The
combination of “opera” to “poetry” effects on verbalized text and visualized
image which reveals the performativity of the poepera.

The verbalized text lies in the recitation of poetry. Recitation of poetry is a
re-creation of verbal language. Recitation mostly is performed onstage and
plays its important role in intensifying the power of verbal language which is
based on lively expression texts. Moreover, recitation also serves the purpose of
making the audience enjoy and obtain the pleasure. In a word, a faultless
performance of recitation lies in the verbal language. The verbal language is
also divided into two aspects. In the first place, the verbal language comes from
the externalization through the internal language; in the second place, from the
transformation through the word language. The recitation belongs to the later
classification: it is a re-creation, on the basis of word language (the text), that
transforms the word language into verbal language with the purposefulness,
emotionality, ideology and objectification. Poetry can breathe for its rhyme and
rhythm, and it is also distinctly critical to verbal language on account of the
rhyme and rhythm. Thus, rhyme and rhythm is the fundamental element to
recitation because it is regarded as the most evident feature in the process of
verbalizing text.

When rhyme and rhythm plays its significant effect on recitation, rhyme
and rhythm is experiencing the process of formalization. This type of
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formalization is more toward the sense perception such as hearing, perceiving
and knowing. While in order to enter the context of sense perception, it has to
be achieved by performer or reciter’s meaningful and emotional performance or
recitation. In other words, the formalized rhyme and rhythm into performance
or recitation must be meaningful on the basis of emotion and it must be
appreciated with distinguishing. This viewpoint can be proved by Clive Bell’s
famous words of the significant forms. In order to make formalized rhymed and
rhythm (verbalized text) be meaningful and significant, reciter has to keep two
basic regulations: to bare the real emotion or affection into reciting; to recite
correctly. These two rules exactly prove that the recitation is a kind of
re-creation. Because the real emotion and correctly reciting originates from
performer’s artistically processing with hard works. Before the abundant
preparation of recitation including the wvoicing pattern of intonation,
pronunciation, the pace of poetry and content, etc., recitation must rely on the
key point—the emotion. Only when performer infuses the real emotion, can the
audience and the performer achieve the emotional empathy. As the result, both
of the audience and the performer share the aesthetic empathy.

When a performer on stage recites, he or she will use varieties of ways to
intensify emotion for giving the audience’s empathy, attracting their attention,
making them gain the pleasure. The verbalized text on stage emphasizes the
overall experience of formalized content. Because the performance of recitation
has its own communicatees who are with the beauty-appreciation ear. Reciter
should internalize personal understandings, content, form, style and true
emotion, then externalize them to convey the audience’s ears. The tension now
is coming from verbalized text, performance and recitation. The three is
gathered into one powerful tension and springs up through on stage. It reaches a
harmony scale from the “opera” to “poem”—the strong performativity of
poepera. However, the form of poepera provides another element—the music.
As is analyzed above, the poetry endows the natural musicality for its rhyme
and rhythm beauty. Whereas, the operatic form can perfectly mach with the
musicality of poetry. Therefore, not only can the performativity of poepera be
naturally realized, but also the original function and the tension would be
enlarged.

From “opera” to “poem?”, this process also develops an operatic function
to poetry—the visuality of poetic images. The image, as the basis for the poetry,
is the combination of subjective emotion and objective reflection. Image is the
carrier of emotion and this image can be real or can be surreal. Poet’s subjective
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emotion also is born in the image. When poet creates poetic image, the result is
always born with poet’s life thoughts and the attitude toward life. Only then can
the poem be vitalized by the thoughtful and emotional image; only thoughtful
and emotional poem can exist and reflect the world. In addition, the image also
is born with objective reflection. Poetic reflection in the image comes from the
individual external direct-viewing impression expressed in the poetry. While it
is different from the concrete reflection in the routine life through our eyes, the
poetic reflection is the result by finely artistic polishing with thought and
aesthetic significance. Therefore, poetic image plays a significant role in
arousing people’s optic nerve processing and then forming the visual
imagination. However, this visual imagination can be achieved on stage.

Opera also bares the important feature of context onstage. The audience
not only obtains the feeling through the music and recitation or singing, but
also through its context onstage. Operatic context is of strong visuality for
audience. Performer can heartily play on stage by her personal interpretation
such as the gesture, expression etc. Besides, “opera” to “poem” can exactly
combine the operatic feature into poetry performance through visualizing the
poetic image into context. The imagination gains realization via the stage,
which make audience acquire the true experience and the pleasant sensation.
The image onstage gains transformation into time and space.

To sum up, the performativity of poepera rests with poetry into operatic
performance. Time and space of poetry onstage transforms constantly.

The experimental performance of poepera: “Spring, the Sweet
Spring”

In Zhang’s tour performance in Nanfang College of Sun Yat-sen
University, “Spring, the Sweet Spring”, the poem by famous poet of Thomas
Nashe from “Summer’s Last Will”, was performed in type of Rap by Zhang’s
recitation with the music instrument of drum kit and accompaniment with vocal
and BBOX (Black Box Corp). Here presents the original text of “Spring, the
Sweet Spring” as well as the poem adapted by Zhang also.

The original poem by Thomas Nashe:
Spring, the sweet spring, is the year's pleasant king,
Then blooms each thing, then maids dance in a ring,
Cold doth not sting, the pretty birds do sing:
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Cuckoo, jug-jug, pu-we, to-witta-woo!

The palm and may make country houses gay;,
Lambs frisk and play, the shepherds pipe all day,
And we hear aye birds tune this merry lay:
Cuckoo, jug-jug, pu-we, to-witta-woo!

The fields breathe sweet, the daisies kiss our feet,
Young lovers meet, old wives a-sunning sit,
In every street these tunes our ears do greet:
Cuckoo, jug-jug, pu-we, to witta-woo!

The adapted poem by Prof. Zhang Guangkui:
Spring, { the Sweet Spring |

Spring, 1 the sweet spring, 1 is the year's pleasant king T,
Then blooms { each thing, 1 then maids  dance in aring, |
Cold doth 1 not sting---, { the pretty birds { do-- sing:--
Cuckoo, T jug-jug, T pu-we, { to-witta-woo!
Cuckoo, 1 jug-jug, 1 pu-we, | to-witta-woo! |

Cuckoo--Cockoo--{ (imitating the shouting of the cuckoo birds)

(Pausing for eight beats)

The palm and may § make country  houses gay, 1
Lambs frisk { and play, 1 the shepherds pipe all-- § day, 1
And we hear { aye birds tune { this merry lay: {
Cuckoo, cuckoo, { this merry lay: (accompanied by the chorus) |
jug-jug, 1 this merry lay: (accompanied by the chorus) |
pu-we, pu-we, { this merry lay: (accompanied by the chorus){

to-witta-woo, to-witta-woo ! |
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this merry lay (chorus in music) { this merry lay (chorus in music )
1
Lay, lay!  Lay, lay! 1
Lay lay lay lay, lay! |

Mer-ry- | Lay--1
(Pausing for eight beats)

The fields breathe  sweet--, § the daisies Kiss § our feet, |
Young lovers meet, | old wives { a-sunning sit, |
In every street { these tunes our ears | Do greet:-- §
Cuckoo, jug-jug, 1 pu-we, to witta-woo! |
our ears  Do-- § greet:-- |
Cuckoo, jug-jug, 1 pu-we, to witta-woo!
Our ears greet! § Our ears greet! |

Greet, Greet! |

Spring--, { the sweet Spring! |
So—1 sweet--! § spring--1
So sweet spring! 1 So sweet spring! 1 (chorus)
(Pausing for four beats!)
M-ma--! §
Hahahahaha_(ending in the laughter of the chorus)
In Zhang’s performance, we see the classic poem was adapted and even
composed with musical instrument. He sang in the form of Rap, which was

relatively matched with poetic rhyme and rhythm. There is full of operatic
elements though the original poem such as onomatopoetic words for singing or
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chanting like birds, in his adaptation this operatic function is enlarged. Zhang,
in the first stanza, added two more lines of “Cuckoo, J jug-jug, 1 pu-we,
to-witta-woo! { /Cuckoo--Cockoo--9” for imitating the shouting of the cuckoo
birds. In second stanza, when he sang to the line of “Cuckoo, cuckoo, q this
merry lay”, three students also chanted “this merry lay”. At the end of this
stanza, Zhang also added three lines of “Lay, lay! q Lay, lay! 9/ Lay lay lay lay,
lay! 1 / Mer-ry- § Lay--! 9”7, which are matched with the original rhyme and
rhythm. His adaptation achieved the atmosphere into a happy forest with
hundred birds singing. Zhang wrote more stanza as the ending of poetry
performance for creating a climax, like “Spring--, { the sweet Spring! § So—T1
sweet--! § spring--!1 So sweet spring! 1 So sweet spring! 9. From the above
explanation, poetry is born for verbalization. Writing the operatic script is the
process of poetizing language. Therefore, the opera is the poetic form onstage
for interpreting the poetry.

In the performance of poepera, the musical instrument can improve
performer’s emotional expression, conveying the feeling of poetry to fade out.
Drum kit was used in Zhang’s performance to match the rhyme and rhythm.
And student’s BBOX, also as a kind of vocal accompaniment, coordinated with
Zhang’s singing, which created a brisk mood. Its strong performativity also
shows the visuality of poetic images with Zhang’s gestures, costume, stage light,
etc. making the visualization of images through operatic context onstage.
Audiences will gain the true aesthetic experience and enjoyment, more of the
pleasure and pleasant sensation. It is totally different from the traditional way
of reading poetry, because the traditional reading only stays in the stage of
imagination.

Conclusion

To sum up, Zhang’s experimental poetry performance of poepera is an
artistic creation of poetry. Poetry gives the audience a new interpreting
perspective from the poetic text to the performance onstage. Poepera can be
seen as a Copernicus creation, thus, poepera is a new performing art for poetry.
The art and literature is born with the unlimited possibility, so does the poetry
and performance. Poetry will gain recreation and rebirth in the performance.
Not only is the poetry more readable from the printing page to the stage, but
also its life is gained in the performance. The poetry will vitalize on stage from
the dead page. Poetry now is writing its unlimited possibility in performance.
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