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Abstract

This thesis reveals the relationship betw
poetic language and their political aspirations to freedom through the examination of the
poetic images of beauty creategl American poet Hilda Doolittle (also known as H.D.) and
Chinese poet Chen Jingrong in their early poetic careers. To elaborate this assumption, |
unpack the poetic image by returning it to its conditions of signification and investigate it by
following two threads: one is how language as a medium forms a discourse of beauty with a
female subjeeposition through poetic estrangement and the other is the judgment of beauty
and its political implications. In so doing, | present here a much more integpgtexheh
that seeks to overcome a centre/periphery duality. On the one hand, this thesis is an
interdisciplinary inquiry crossing the boundary of poetics, aesthetics, and cultural criticism
that both resists a static traditional formalist perspective amallggvoids a fashionable
inclusive culturalpolitical criticism. On the other, as a cremdtural study it resists the
traditional concern of recreating an West/East duality, focusing on neither Western nor
Chinese culture, but resting its argumentlmdonversation between them. This new
approach provides a rethinking of both the concept of beauty in the poetry of these two poets

and their poetic praxis.

Through the examination of the poetic image of beauty, this thesis unfolds the
construction of anode of feminist discourse and then reveals its revolutionary power in
society by examining its negotiation with the dominant masculinist discourse. By linking
H. D. and ®&sedpdescs tb thalr pursuit of beauty as the solution to their
respectie war crises, | argue that both poets articulate a fecmmFed judgment of beauty
through creating unconventional poetic images of beauty. | term this feevatied view of
beauty as O6new beautyd by borr owiGag dH.n..0 sBye

poetic estrangement, the images of O&édnew beau



poetry of Onew beautyd a discourse-centredi cul at
view. In this discourse, beauty is empowered as activelamaimnic, originated by the

encounter between two equal parties. Thesol | ed Onew beautyd, in th
notion of beauty within the BurkkKantian dualistic aesthetic tradition, which defines it as

passive and inferior. Furthermore, largqud at Onew beautyd breaks th
masculinity/femininity binary which is the foundation of masculinist discourse. The

empowerment of beauty thus empowers women. Through this empowerment, women reclaim
their agency and assume a subject position in social gctgtial to menAs a mode of
feminist discourse, the poetry of Onew beaut
bodily experiences, because poetic estrangement as a devicepbetaealises poetic

images, positing a relationship between the human body and draaxvorld. The images

of Onew beautnewdr eslhaetdi dnisghhitp:onwoamends bodi es

communicate with the external world.

The innovative examination ofHDand i mages

Chenods cr e ardtiononrfornaulatithg aenewpaksthetic intervention in modernism by

the revolutionary power of poetic languageh e poetry of &énew beautybéb
aesthetically to the modern experience of te
beaut y 6ondslpditcally tetbegpmergence of New Woman, a new social group which
calls for womenés independence and autonomy.
engaged with rather than escaping fromthewéfld. D. and Chenbés expl or at
examples bindividual achievements from different cultures thus provide a paradigm for the

construction of feminist discourse and the ongoing liberation of women.
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Note onTranslation
The quotations from original Chinese texts, including the works of Chen Jingnong
other writers and the comments of other scholars, are translated by me, except the translations
which is specifically noted in the thesis. | use the Pinyin romanisation system throughout the

thesis.
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Introduction

Woman is defined as a human being easch of values within a world of values, a world

where it is indispensable to understand t

d Simone de Beauvoifhe Second Sex

This thesisexamirda he dynamic between womenoés |
politics in the ontext of modernisnits primary goal is to reveal the relationship between the
transformative capacity of literature (the poetic function or poetic languagey anthe n 6 s
political aspirations fofreedom.This thesis is built up oan assumption that nev aesthetic,
based on a femaleentred perspective, emerged in the context of modernism. In this sense,
the foundation to the thedsthedialecticbetween aesthetics and politics. Toiagh this
goal,thethesisunpacls the poetic imagéy returring it to its conditions of signification and
investigate it by following two threads: language as a medium which forms a sodpeain
by estrangemerandaesthetics and its political implications. | argue that the latter is attached
to the former and furtions through it. To foreground thienpetusof modernismand to
illustrate this assumptiom adopt a transni@nal perspective and thus d®the poetic
practice ofHilda Doolittle (also known as H.D.) (188@61)and Chen Jingron(l917

1989) two womerpoets writing from different culires and in different languages

A transnational reading experieraleng withmy background knowledge and
research practice Comparative Literaturerere the impetus fdhis extensive investigation
on the establishmenf a feminist discourse in the context of modernism. When | was reading
the poetry of ChedF] otweo i IniggugBnpinethide€heéei Nan

nonf | owering branch / has a more beauti ful

he

s h



A

immediatelyrermnded me of H.D. &6s concept of dfAinew bea

AShel tered Gar dBEothpoetsatteniptecetonpropase aln@wldéfinition of
beauty in a similar way, althoughi$ similarity is nottonspicuousWhile H.D. stated it
overtly, Chen only implied it by contrasting parallel imag&separate reading of H.and
Chends poet r y signdicantabserwatidnthe tkanshatiomal reading, however,
suggesta reconsideration dhis association between poetic images created by two poets

from different cultures.

A comparative examination betwetietwo women poets and their poetgreals
more similarities between H.D. and Chénthe 1980s,the movemenfor the resurrection of
Hilda Doolittle in American modernist literatuaehievechew height boosted by the
celebration of her ceéennial in the 1980s in America; at the same ti@teen Jingrong, a
Chinese female poand her workswere reintroducedorresponding to the cultura
renaissance inthepesta o era i n China. Coincidently,
their critics, after the name of the ancient Greek female poet. Moreover, they share similar
life experiences, livingxile lives bothaswomen and professional poefsothersimilarity
may be more than a coincidence: there are remumages of estranged conventionalised
beautiful objects created torm the concept of beauty their early lyric poetryvritten in
wartime! However ther is no evidence of eithpoethaving had a direct influence on the
other This suggests that thagemoreto themeaning underlying these poetic images than
their literary and poetic significanc€herefore, the transnational comparative readimygd
me to movehefocal pointshifting fromthe attention to individual poems and poettht®
consideration ofheir socialcultural conditionsyith an aim to reveal the deeper cultural

motives that go beyond the limit$ a given language and culture

IH. D. 6 s wr Bituated ip thevGrdatl Wt9841918) England and Chen in ttWar of Resistance
againJapan(1937%1945) China.

b ot



Given the similaritiesdentifiedabove,| assumedhatthe poetic imagef beauty in
both poetsd wor k tasmnsegtotieialiviegdituaias. In dther woprds e t
the poeticimage reflectsh e r el ati onshi p bet wetheextetnale poet s
world. In this sense hie poets do not exist prior to their poetic images or the other way
around. Inother wordsthe poetic image is neither a result of language nor a register of an
ideaor a concept. My assumptianthat the poetic text is the codeao€onversation between
thetwo poet and their era The investigation of the similar idea of beauty in both H.D. and
Chenbés poetry, theref or e thespesficgoaathistoricad d t o be
situationin which the two poets livedin this sensemy study $ to some degree retrospective
because | take interest in examinhmgy these poetic images take their foriyg.aim is to
investigate a preess of literary productioim the specific socialcultural context of
modernism. In thisespectmy study, rather thapeingdescriptive demonstrategs
theoretical concern. As a study focusing on the process of literaaygiron, this thesis
resistgprescribed categorisatiom@ carefully examingthe interaction between language and
t he fivingditmations| assume that gender as animportamtdoi t i on of t he t w
existence plays a primary role in their understanding of the external Wwirigued by the
underlyng dialectic between the poetic images created by both poets and their living
situations] unf ol d t he | our neysfalbeautyinegheitpoetic poet sd
carees. In doing so, reveal that their pursuits afnew femaleentred concept dfeauty
despite in different culturebpthresponédaesthetically and discursively to the context of

modernism.

Two Sapphossnd t he Poetry of ONew Beaut )




My inquiry into thedialecticb et ween H. D. and Chendés new a
to modernis begins with their sharingpe honorary title: Sapphdhese two women poets
areso namedsapphdiecause of their highly praised poetic techniques of crafting clear
images of nature and their gender as females. By questioning the existing polarisepakadin
their poetic images in their early lyrical poetry, | propose a new approach to unpack the
poetic i mage of 0 dialecticheBveen adegtiietics amd poléics masl t h e

signification by examining the poetic estrangement in both fornaaisidiscursive ways.

Hilda Doolittle is the secalled American Sapphapoet widely known for her
brilliant poetic techniques of crafting concise and powerful images and her association with
the earlytwentiethcentury avangarde Imagist group. She published her poenhder the
pennamé H. MBecausdi H. D. 0 i s the name panérhaeksheed by t
poetic inauguration and lifetime achievements in poetry, thisthésis s e t he name AH
to address her. Although her oeuvre spans five decades of the twentieth century and
encompasses a variety of genres, H.D. is known primarily as a poet who admired the ancient
Greek aesthetic. Her archaistic poetic practice and heiowt er est i n Sapphoods

gained her the title of AAmerican Sapphoo.

Chen Jingrong (1911989) is the s@alledi Chi 8apphoo, a Chinese
for being a member of the -meaéaevstiog@Pdeirymms e poe
literary criticism mainly in the 1940s in Chinbaddress her as Chen by her surname
throughout this thesis and others who share the same surname with her are addressed in their

full name.Like H.D., she also has a long poetic career spanningyfittya rCendpaed with

2 Amy Lowell, who wasone of her friends and thmatron of posPound Imagismnotes hepoeb s o wn

preferencdort h e n a mmm hefibdak Bendéncies in Modern American Pogtgblished in 1917 (252)

3SThe AlNeianvees 0 i s a group of poe waewlitiegnodeosipoetryiatle i n 19 8 (
1940sin China

4 Apart from writing poery, Chenis alsoa renowned literature translator. Her widely circulated translating

works encompasgBlowers of Evil(Les Fleurs du mg) the poetry of Charles Baudelaire, awotre Dame de

Paris, the romantic novel of Victor Hugo.



H.D., whose identification with Sappho is largely based on her poetic style and her own
homage to the | att e rorefighrateen ©hen istcalledlSappbgplier Sap p h o
contemporary critic and friehdl ThagoShwi Beauh
written in the 1970s. He comments how Chenos
as ripples on a asntdr esahmon ianngd afisa sa cdrryospt aolf de w
AThe Seri(duwanStuade @0OXT ag gotnmemts Juggést that the name

Sapplo refers tothedeep Western poetic influenoa Cherand heiincorporation othis

influence intoher own poetry

The Sapphic implications thus encourage two pséaritendencies in the studies of
the images irtheir early poetry: formalist studies and gender studies. The formalist studies
focus on | anguage appropriation in crafting
individual cultural tradition. This type of study has a long history accompanying the
emergence of their poetry, i ncl udTemdgnciesmy L o w«
Modern American Poetrf1917),Eileen Gregor§ bl.D. and Hellenism: Classic Lines
(1997), Chen Lib6s AThe e3evraerna tHiuara na rmohodl dNtad rurr
in Chen Jingrongb6s Poetryo (ARen yu Ziran de
Genxi ng Jiodetanarme)a fe(v.2ZTBe@éniler studies approach, as with the
devel opment of feminism, engages witdh gender
images. Thus, the focus of these studies is the implicit metaphorical meanings and their
explicit significance in gender politics. To
Landscapes: The Sexual Pol iticsHD:fThet he Gar de
Poetics of Childbirth and Creativit{1991), Ref@ Currys White Women Writing White:
H.D., Elizabeth Bishop, Sylvia Plath, and Whiteness9 9 9 ) , and ThMénfergo Li ans u
Tango: Gender Politics and Modern Chinese Poetry, 19980(2010). The first type,

appearing as early as the publication of the poetry, with a formalist and lkeséogical



scope, reveals the writersé aesthetic values
second type, using a soc@lltural approach, fosterdxy the second wave of feminism,
uncovers their appeals as women and rediscovegetiaerpolitical aspirationsn their

poetry.

Thetwo paradigms become problematiben they are applied to explain the
production of meanings, because they treat p@stiy finished object. As static approaches,
they fixed the meanings within either linguistic forms or subpeatter Accordingly, the
poetic images are removed from either theaciathistorical contexbr poetic contextgoetic
structure, for examp)eln other words, they neglect thelecticbetween the aesthetic and

the political in their poetry.

This neglect overlooks the significance of a serigd of D.  a n darlyGyhicaln 0 s
poemswritten duringwar. In1916,H.D. published her first collectioaf poemsSea Garden
in London, two years after slebuted in transatlantic poesiociety. This collection of
poetry, including her importantragist poems from 1912 to 1916, gained a reputation for her
in the transatlantic circle and drew both critiaad public attention to her worla Sea
Garden H.D. repeatedly depicts unusual pictures of flowers and praiseslistaictive
beauty n si x poems. They are ASea Roseo0, fASea L
l ri s0 and AShéBeért ed e GhaGdposee apbrase to describe these
wind-att acked pl aces andSimilarlypChenmpreserdssecudirimgg w b eaut )
powerfulimagesof shiveringin her poems written in 1945, collected in her first poetry

collectionOverflow(Yingying Jj (1948)° Sheuseshese images as an alternative form of

5 Overflow published in November 1948, includes her poems written during the time from 1935 to 1945.

Although its publication is skmonths later than another poetry collectidre Symphonfdiaoxiang Jj,

Overflowis widely considered as the first collectionofelCh 6 s poetry, because it cont al
and the compiling and editing work was completed as early as 1946. According to Chen Li, it was financial
problems that delayed its publication. Segandthdére det ai |
wor ko c oThé Goletted Poemsand Essays of Chen Jingf@Ghgn Jingrong Shiwen)J{2008).



beauty to that represented by fl owers. I n te
unlike a conventionalised impression, are wild atidngwith adeformed appearance
wherdoy beauty is generated in and through confrontafdhis point, the imagery of
beauty in both H.D. and Cilhthissgrse, padopttiphnases har e s
finew beautyi nvented by H.D to refer tleauband h poet s
term this new not i onTheodlectiveochthetpgemacontadgithew beau't

i mages of Onew beatulwtey @ oedrrrye sof o lcienng lbye aiug y 6

This correlation between these two poetsbo
personal independence e existing polarised research paradigms into question and urges
a recmsideration of poetic imageswo recent efforts bgcholarssignal a new and balanced
direction by revealing thereative power ocimages. H.D. scholaiCelena Kusch suggests a
contextualised study of the i mages in H.D.Ob&s
which set H.D.6s imagist poetry outside of t
Gar deno: Drowning t he [(20%0). In hefvorkeshetrevdaletheUS Mo d
relationship between the emergencéhefpoetic imagesf landscape isea Gardemndthe
poet 6 s Amer i eanne Heng ghang i(Zeamg Xéaohong) provides a discursive
method for bridging the gap between thetlagetic approach and gender studies e
|l nvention of a Discourse: WornoShedefinest ry fr o
womenos p o e-authgred tests tHatedeaawitle gendersed experience and
psychology through a distinctive language @sélf). Based on this definition, she
successfully addresses the question of how gender is inscribed in language in contemporary
Chinese womendés podnkgpy.etdha nfgpdsn wor kwvotnheuns p o ¢
experienceThese two studies suggest atextualising reading of poetic images which can
be insightfully related to the construction

any political intentio, nationalist or gendedriveninscribed in these images, is based on the



developmentb t h e pconsdodseesssnetHe tlynamic between poetic and social
practice rather than being prescribed in their national and gender identity. In this sense, both
the poetic form of an image and the meanings of the image are historicarstadicve; in

other words, thdialectichetween the aesthetic and the political is at work during the process

of creating images.

In light of the paradigmatic questions raised respectively by Kusch and Z2hasy,
my fundamental argument on investigatingghe oduct i on of the poetic
beautyod. | contest the two assumptions of po
guestion and argue that the poetic image is neither merely the lindnased artistic
representation of natural objects tioe linguistic sign of abstract ideas. My apprqach
thereforejs to unpack the images6fnew beaut yd Bignifymgprogesstda ng t o
reveal the dialeat between aesthetics and politics in producing meanings. In my study, the
creati oreaaft ydbnewalmery i s realicalledd by | ingui s
estrangemenforiginally fostraneni@ in Russiaj. My investigationdevelogs by revolving
around the aesthetic and discursive power of this tielbeginmy inquiry of poetic
estrangementwitRus si an Formali st Viktor Shkl ovskyods
transformation in creating poetic imagesich inaugurates the study of the poetic
estrangement in a modern way. Il n AArt as Dev
images in a poem into two types: disposition and creationr@dipoetic image, according
to this division|s regarded as the latter ($.h k | 0 v s k guggeststthateagpropriatiag
certain linguistic sign téorgea poetic imagaimsto produce n& meaningslerived from
individual perception rather than retainiibg prescribed literary or impliegheaningswithin a
poetic oreverydayconvention. In this sense, a poetic image contains not only the information
of theselectecexternal objectsbutas t he poet 6s sthemjineothérwords, r eact

Shkl ovskyds t heor ythepresereesd thesbady @ferpeat who isthe v e al s



perceiving subject within linguistic form. Howevéne theory oShklovskyand other
formalist theories Haits limits because they takstrangement as an aesthetic effect outsof i
sociathistorical situationsAccordingly, Ifurther my inquiry by applying the poetic language
of Julia Kristevaand the theories and methodology of Discourse Studhiésh provides
insights into the relationship between the form of language and its-sattiatal value$

These theories shdight on how the body of the poet engages with the social context and
languageAt this point they will reveal that the perceivinglgact becomes an articulating
position in poetry which produces a revolutionary discoursthis thesisthis theoretical
framework is applied to explamow the feminist discoursef 6 n e wis ftwrraed hytthe 6

i nteraction bet wedaliestahdaheit liwrg sitpatiang. s 6 f e ma |

In this thesis, tontextualise theevolutionaryp o et ry of O6new beautyd
t wo poet s 6 esathdpgriopbeteeen tlie begimning @ their poetry publication
and the end of the wawhichthey espectively experienced. This chronological inquiry
suggests a strong dialecbetween their writing and their personal struggle and persistence
during thisturbulenttime.For thisreason | ar gue t hat the emergenc
b eaut y éning paist, na onty gignals a significant shift of their poetic pursuit but also

announces their poetic and personal autonomy, the formation of afeaméied standpoint.

The life of both H.D. and Chen is a journey of a quest for new ways of speaking
Writing poetry, for H.D. and Chen, as for many other modernists, is a way to seanelwfor
meanings. Their poetiig inscribedvitht he t wo women poetsd brave

independence and poetic autonomy. In order to search for meé&mitigesmselves, they lead

51n Introduction to Discourse Studi¢2004), Jan Renkema focusing on a selimjuistic perspective defines
Discourse Studies as a discigidevoted to the investigation of the relationship between form and function in
verbal communication. IBiscourse Studies Reader: Main currents in theory and angg8is4), the editors

give a broader definition and claim that it is a new field of resegevolving around the concept of discourse
emerging from the1960s, which is beyond a trdissiplinary or even podlisciplinary project.



drifting livesonbor der |l i ne, whimpbsies eail ed 'MFeiSUsan
American H.D(2012) AnnetteDe bo descr i ofdsi Ht Dn § shlleindt € et hi s:
homeless, H.D. was placeless, living isuecession of flats, hotels, and clinics, as asll

Bryher 6s Swi s s .Simlang Cherkledm driftingdife qudnp her early years.
Sheonceemarked A ONnly except once or tnawmoceghan | have
Si X mont hdHwo mEmMa vabiad)glhiege descriptions reveal that these two

women poets lived in a drifting way which symbolises their life of quest for meaning and

freedom.

However, exile for H.D. and Chen means not only resistance to living in a fixed place
but ako to being institutionalisewithin a patriarchal familyThe conflict between the
wakening of theirselE onsci ousness and their parental fa
their selfimposed exile. Born within the gentry of their own societieB).tdnd Chen were
provided with a relatively comfortable material life and, more importantly, good education.
H. D. 6s childhood began on Church Street in B
community in which her motHDeb8s faamielry wiaad ab
of astronomy at Lehigh University and later becapeofessor of astronomy at the
University of Pennsylvania and director of the Flower Observatory in Upper Darby, near
PhiladelphiaBecause of her f at dlitdefandy movedio Wppes i t i on,
Darby and became integrated into a different world, one dominated by themiglos-class
conventions of university life and sociehen was born in Leshan, a small but noted
historic town in southwestern China, SichuaaPri nce. Chends family bel

owner class in Chinese society. Her grandfatiagla xiucai degreea scholargentleman

" Friedman views this selmposed exile as a flight from home, a significant feature of moder&smdetails
int he essay fAExile in the Amer i c adpAgeBdadOBmpp.2W0.D. 6 s Di asg

10



who passed the imperial examination at the county8eamtl her father was a mideitass
military officer. Both families, governed by dominant social values, imposed rigid social
constraints othetwo poets. In order to search for opportunities to make themselves heard,
they left their homedH.D. lived as an expatriate in England and Europmfil911 until her
deathin 1961Ch e n 6 s éventuallyovered almost half of China, from north to south,

from east to west.

The selfmarginalisation from their safe social systems brings the poets to the
borderline where they witnessed a rapidly changing world whitiredteginning, left them
dazzled and anxious. In order to see their own situations more clearly, they escaped from all
domestic constrictions that would confine them to any subordinate role other than that of a
poet.In a letter written to her friend amtntemporary poet Marianne Ma&adn 1921, H.D.
claimed: Al candét write, unless | am an outc
27) . I n t he e s,€leyshdwstbheridislike oftthe ea of being settled. She
claimed thativing in afixed orpermanenplace a fAnest 0 o futiliy (65 o me 6, |
She stated that only the bird with weak wings needs a nest and the individual who is less
determined requires a homihedrifting life for both poetswho resist settling and
domesticdbn, suggests their resistance to the institutionalisation of their bodies and to the
fixation of meanings and values in a prescribed world. Locating my inquiry in this context, |
argue that both poetsd writing tian$duringtekew beaut
life time and significantly, it establishes a nstarting poinfor their quest from a female
centred stand poinDuring this process, they searched for freedom and a new language to

build up their own voices with which they could adequately express their views of the world.

After establishing he poetry of O0new beautyd, these t w

8 Educated by Confucian canons, local schgkantry, among other social duties, preached Confucian moral
teachings in the villages or towns and clainedepresent Confucian morality and virtue.

11



powerful poetic monuments. H.D. engaged with a more compelling and deeper agenda, such
as revealing more combative feminist attitudes in her scheme of revising myths.
Concurrently, Chen turned to criticisimgth confidenceghe mechanical and indifferent

moden metropolis in her poetry

This brief biographical survey reveals th
experiences and their poetics: writing the p
poetic reflection on their situations. In terms ofadiristevad s t, the estraggement in
language produces a subject position based on a concrete relationship between the body and
its surroundings. As Anna Smith suggests in her Qodik Kristeva: Readings of Exile and
Estrangementl996),the exileof language corresponds to the unsettled subject (5).

Kristevan theory, at this point, moves the thinking of poetic estrangéragond

Shkl ovskyds formulation of poetic estrangeme
to a deeper understandirtit reflects a subject who draws the boundaries and defines the

nature of her existence within and through language. In this sense, poetic estrangement
reveals that the perceiving subjectés unders
but dso reflective® In this sensgpoetry provides representatioonot only the object that is

perceived but more importantly, how the poet understands it and from what particular stance.
Poetry thus becomes a nar r aftexisteece. Mbreotehthis subj e
understanding is not a neutral one but imposed by the social and historical context. This

narrative (or articulation) becomes a discourse which inevitably negotiates with and against,

social consensuBy this means, my thesisiggestghe political power implicit in the

aesthetic function of language and the theories of discourse rddmtinstrate this dialect

between language appropriation and pevedatiorsin society

Al t hough Shklovsky mentions fAthinkingo in images, hi
when his focal point is theslationship between sensation and the transformation of language.
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My inquiry into the establishment @ female subjdgositionbegins with the
i nauguration of H.D. and Chends poetic I|ife.
language, | demonstrate how a ferredmtred perspective comes into existence through a
direct relationship between the female body of thesepoets and the external world they
encountered. Writing from a female body freed from the close male authorities in their lives,
t he poetry oldndoabtedya ferbatecniredydidcourse, articulating the

understanding of the external worldin a female body

The other thread of this thesis is the investigation of the meanings that are produced
by the i mageygobof t b n eawaglihe achthetickand its political
i mplications. Given the occurrence of their
independence in writing poetry and in their personal life, | arguatttétn e w beaut y 6 t F
contests the objectificatioof beauty in a dualistic tradition is the new aesthetic proposed by

H.D. and Chen which announces their struggle to articulate a female sudgéain(s).On

thisbasisl argue for the i mportance of thée poetry
bet ween aesthetics and politics in women poe
concept of Onew beautyd on the one hand is a
gendespol i ti cal i mplications. The ibrouehs tpiogatsiéo n

poetry thus returns the poets to their specific histeda#dlral context, the context of

modernism.

This investigation relates the poetry of
poetic propositions and places it in a wider culturakexinbeyond their personal situations,
namely the watime cultural environmenfhe Great Wa(19141918)and theh War o f

Resi stance (@AIPaloan)s tespdcivelyesulted irthe radical social changes

PYAawar of Resistance Agai nst JIlpaaesedVar. inwasgenetlllyagneead as The
that the War of Resistance did not officially begin until July 7, 1937 after Japanese troops attacked the Marco

13



and the perception of fragmentation te #xtreme irboth English and Chinese societigs

both cultures, artistic experimentation, having experienced-agar@rosperity then fell into
crisisBecause of this, | argue that the poetry
personal strugle for poetic independends,the poetic answer to a more important social

agenda, the requirement of a new aesthetic and social drdee. s e t wo -bpsedet sd b oc
poetisand a proposition of a new concelpeir of bea
poetic praxis based on poetic estrangement to a demonstration of a new aesthetic concept of

beauty. I n this sense, I new juslgmerbflbeauty. mages of

A Kantian formulation of the judgment of beauty, viewing it as a baily
contextualised construct, informs this investigation. As Roger Scruton suggestBaatig
(2008), beauty is not about Athings in the w
and about the pursuit of meaning that spring
centres this thesis on beauty atsdconstruction, taking botlewandbeautyinto account. In
Critique of the Power of Judgmefit790),ImmanuelKant formulates the act of the judgment
of beauty as a societyiented aesthetic practicertlugh contemplatioone that reflects the
relationship between the judginglgect andhe external object&antian formulation reveals
the political power uderlying its aesthetic functioifhe dialectic in the judgment of beauty
attests to its aesthetic and political power, a recognition thaitegs Kantian studies in the
twenty-first century. Tobin Siebers does the grodmdaking work and calls for a
reconsideration of the revolutionary powetlod Kantian concept of beauty in his essay
AKant and the Politics of Beautyo (1998). An

translaton ofthethird Critiqueof Kantby Paul Guyer in 2000. In this translatiéyyer

Polo Bridge outside Beijing in whatief er r ed to as the fAMarco Pol o Bridge
the AJuly 7 | nci de nthedhifeseMinigtiy of Edudatimificially)issuedaimstractiva 7

stating thatChinesetextbookswereto refer b the war as the Fourtedhe a Wér sf Resistancayhich re-daies

the beginning of the war on #&eptember 1931, when Manchuwias occupied byapanesailitary troops

This study only contextualises Cheméaewanri ting of O6newv
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makes asignificantchangan the Englishitittd r om ACr i ti que of Judgmen
the Power of Judgment o. Mor eover,solne publ i sh
aestheticsyalues of Beautyn 2005. Both titlesoined byGuyerreveal a similar emphasis.

The judgment of beauty, in Kantian thought, thus has discursive poeeisét connects

individual experience and social order. In this sense, the Kantian theory of beauty reveals

both the aesthetic values of beauty and its political power and implies that a discourse of

beauty can be both aesthetic and politithke personal ilependence of these two poets

prepared a free judging subject of beauty and this subjective judgment enters language by

taking the subjegposition which is prepared by tlegploration ofpoeticestrangement;

hence, t he poeisadscoadof béauty from la Eermaletntyed view.

Taking he poetry in question as a discourse of beeugals thathis new discourse
contests a modernised dualistic aesthetic tradition based on alBamkan formulation.
One of thedistinctivefeatures which rarks the modernisation of aesthsiit Western
philosophy is the emergence of the beautilimity duality in the eighteenth centuiijhe
Burke-Kantian theoryconsiderghe concept of beauty as morally inferior for its passivity.
Although it facilitatesaestheticstudies this division forms a paradigmatic understanding of
beautyas a tradition (which | terrmonventionalised beaytyin which beauty is a static
concept not as important as sublimity. This division has had an impact on the formation of
moden aestheticaot only in theWestern but als€hinese context. Modern feminist study
reveals that this dualistic aesthetic tradition is built up from a-celé&red view based on a
masculinity/femininity dualismin this sense, the discourse formed byghe et ry of dnew
beautyd whi ch cr withtheimpresseomaf being powerfow rgaleng t s
the link between femininity and beauty is a ferradatred discoursehereby women may
be empowered. And in order for their empowerment to procdeat, is/required hinges on

the poetic estrangement produced thr®dugh the
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examining the aesthetic concept and its poli

narrative and the social consensus in therpget o f 6 n edemobstrateddy thyed 1 s
revision of the vocabulary of beauty formulated in the dualistic aesthetic tradition. In this
respectlar gue t hat the poetry of Onew beautyd,
voices forms a mode ééminist discours¢hat reflects on and responds to the context of

modernism.

H. D. anpdo€henpdef Oiheiesignificantawmatime achiavement is
to some degree concealed by the crititatourse established aftgar.!! As a consequenge
femalecentred aesthetics and its gender political implications are sealed within the newly
established masculine order and feminist efforts are buried. Although these poets and writers
re-enter the purview of literary scholars, their aesthetic attempte ammne extent
overlooked. For example, in the introductiorFemale Beauty in Ai2014), Maria loannou
claims that the femalperspective aesthetic practice emerges from the tlaxe wf the
feminist movementAs anexample othe study ofChinese lierature ZhangXiaohong
begins her i nqui pogtry&rdnmthe ho80s.Bscausenbiimse studys
takes a posmodern and pogtminist stance and aims to rediscover the feminist attempts

made by modernist women poets and revalue them rettdsgis.

The Transnational Perspective and Commensurability in Terminology

Vincent B.Sherryelucidateghe prewar tradition brokelown and a new order established after the war in
English society inmrhe Great War and the Language of Modern{8003) This phenomenon in Chineseciety
is notedin CarolynF i t z G drragmerdirigdodernisms: Chinese Wartime Lis¢ure, Art, and Film, 19349
(2014)
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In this thesisa postmodern and podeminist stance suggests a transnational
perspective as a respons@tobalisation | i fti ng out the poetry of
H.D. and Chen from their local contexts and reconsidering it within a global cdataxt.
terms of Paul Jayés formulati on, I take gl ob
by international communication driven by the development of economy dmtbtegy and
secondly as the key feature of pasbdernity, the condition of society we encounter totfay.
Thereforeglobalisationon the one hand makes a crasftural scope imperative and on the
other hand establishes the foundation of tramensurabity in the working eérminologyof
this thesis, namely the applicability of the terms of aesthetics, modernism and beauty in both

Western and Chinese context

Economic and cultural globalisation complicatesitemporaryiterary studies and
accelerates thigeld of transnational literary studies. Global Matters(2010), Jay outlinea
gradual collapse of the universality that has underpinned traditional Western literary studies
since the 19608y criticising the hypocrisy implicit in the Arnoldian moddllderary study,
he points out that colonialist theories promote asided Western thinking system as
universal; however, deconstruction questions this universality by dismantling the sameness
and singularity of meaning while various paslionialist tleories question it by emphasising
the political implication at work in the West/East duality and celebrating differences and
diversity in different cultures (282). The effort of the deconstructionists and post
colonialists testifies to the presumptioneofiniversal model of thought based on the Western

tradition. Postcolonial studies, in Jayds vi

12The call for transnational practice on feminist literary cistin in postmodernity firstlyappeasin Inderpal

Grewaland Caren Kaplans IScatieked Hegemonies: Postmodernity anahsnational Feminist Practices

(1994)

13 According to Jay, in poshodernity we see the collapse of boundaries and borders accelerated by

mechanisation and technology, especially the new technology of electronic forms of communication, which

i a | Ifoo mearly instantaneous contact and for commercial transactions that cover the globe while virtually

ignoring nations t at e b q3d)Sceeer iJaasy® s furt her eQlghdl Matters: Then on t hi s
Transnational Turn in Literary Studi€2010).
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studies and historicise the European literary tradition. In this sensesgbosial studies can
be seen to hee transformed traditional critical discourse, replacing a unitary, ahistorical, and

universalising model for literary studies with a model focused on difference and diversity.

This cultural multiplicity and diversity, complicated by globalisation, razsaew
guestion: where is the future of literary studies, if the validity of the concepts and definitions
is questioned as historical and cultural construgtsaddress this questiaiay posits a post
postcolonial stage of literary studies, a shift frpostcolonial toa global perspective, a stage
of cultural hybridity Al t hough this shift is a fAnew Kkind
the breaking down of theBueocedtiicSrameworkiisma thesendc o her e
but will be replacedya new form of coherence according to how it evolves3@9Iin
fiVanishing Horizons: Problems inth@Gnp ar i son of Chi nd&ricand t he \
Hayot responds to this question by emphasising the theoretical and epistemological function

of comparativestudy. He argues that

any comparison is, inevitably, not just a comparison of two things thamsethe
comparison, but itself an attempt (conscious or unconscious) to determine their
natures, to solidify their outlines, to locate them in some squuditical, or historical

space: in short, to know them through the act of comparison. (88)

The recognition oflifferences and similarities is not the end of literary studies as such, but
thestarting poinbf a further academiadventureThus, J a ytrénsnational theory reflects
the new exploration of coherence in the context of globalis&tioma transnational

perspective

In this sense, my studykas a transnational perspectihiewever,joining two women
poets from different cultures inevitallywolves a crossultural comparison, which makes

commensurability in the working terminology a primary problem to address. The cross
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cultural comparison here inextricably encounters a distinction between the West and China.
The question of terminologicabmmensurabilityn my studyis whether the terminology in

use, mainlyaestheticsmodernismandbeauy, are legitimate categories in a Chinese context
and to what extent they might function as such. Given the geographic and political
implications in the V@st/East formula, it is necessary to distinguish between
commensurability of terminology and the illusionary universality of a Western model. Here |
take commensurability to be the basis of establishing argumerasaddemigurposes, while

the universaty of one type of knowledge or paradigm inevitably implies the exercise of
discursive powerAs Jayobservesto establista commensurability of working terminology

as a foundation of transnational studies is not to privilege one model over the rast, but t
establish atarting poinffor this new exploratory process. Transforming the traditional
definition of nation and dismissing the border, globalisation suggests that the new coherence
is at a vanishing point beyond the West/East duality. In this s¢rstablishes

terminological commensurability through chiefly focusing on the positive role played by the
Western model in providing an enlightening and efficient methodology for Chinese

modernity.

Taking a transnational perspectiveest theterminological commensurability ithis
study on two preconditions. Firstly, my understanding and use of the terminology takes its
stance in a poshodern global context and builds the growing disciplines of transnational,
crosscultural and modernist studies. Thes@stingcritical and scholarly practices
theoretically and paradigmatically testify to a globialy usage of terminology in a pest
postcolonialacademic context. By pluralising the terminology, they emphasiealifference
exists in context rather than in terminolqugr se Secondlya historical context attests to the
commensurabilityn the working terminology of my study. In the process of Chinese

modernisation, we can see arademic modernisation China within a globalised context

19



During this proces3/Vestern theories and concepts were introduced in China and Chinese
local experiences were abstracted and subsumed under Westg@nology Modern

Chinese culturgalong with Chinese societgurrently ists in a hybrid state shaped by the
encounter and conversations between modern Western culture and Chinese traditional
culture!* As Hayot emphasises, the hybridity in Chinese culture is due to the varying

political, economic and cultural communicatioriieeen the West and China during Chinese
modernisation (96). Modernitpr modernisationbased on the Western model was

considered as new forms of social and economic development whens@hiriae power of
Western countiedMotivated by idealism and natialism, Western technology, ideas about
political systems, philosophy and literature are imported to Chinese society through
translation. In this conversation, the discourse of the West/East duality reflects the opposition
between liberalism and consengatiin the Chinese conteXtDuring this process, Chinese
traditional experiences are-imgstitutionalised within a Western framework and the newly
generated modern experience is accommodated in the form of Western thodtis

sense, Chenbe woetirwgobfdnew beautyd, I|ike o
Chinese context, is the product of globalisation, a conversation with the Western model of
knowledge. In particular, Chen as a translator plays an active role in promoting Western
culture inChinese society. In this sense, rather than resisting it, Chen embraces Western

culture in her practice.

¥ Wang Ning defines modernity in the mainland Chinese context as an open, developing, and democratic
concept closely r el at e dulturahanCliterary snddsrragorandpastmi ¢, pol i ti c 8
moder ni sat i dranslating ModesnityetsRe agndtructi ng QWM&@r |1 d Literature
15 Scholars, suchsaQianZhaoming in hirientalism and Modernism: The Legacy of China in Pound and

Williams (1995) and Shumei Shihin The Lure of The Modern: Writing Modernism in Semicolonial China,

19171937, insist on the particularity of the modernisation in the Chinese context, which does not entirely

conf or m t ecol®dialithdodys post

16 \Western modern thought, in this light, is considered as an advanced model, while Chinese traditional

philosophy is tbught to be outdated in a radical revolutionary view since the New Cultural Movement in 1917.
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Throughthis transnational stly which focuses on the dialechetween aesthetics
and gender politicd,present here a much more integrated apprdzatseeks to overcome
the centre/periphery dualityhis thesiscreats a balanced methodologis an
interdisciplinary inquiry crossing the boundary of poetics, aesthetics and cultural criticism, i
both resista traditional formalist perspective thandines literary criticism to a statically
formal text, and equally avoids a fashionable inclusive cutpwhtical criticism which risks
denying criticismbs ahstesiBasdassigsequalaveightatd i ng f un
both H.D. and Chen and treats them as artists on a similar path by way aketeossceln
so doing this thesis avoglithe traditional political concesof recreatinga West/East duality,
becaus@eopolitical fences are removed thrbube process of crossferencing. In other
words, this thesis is centred paitherWestern nor Chinese culture, but rests its argument on
the conversation between them. Toydimages ext en
and concepts withinre tradition and formulates a cremdtural approach that configures a
model of women poetsd exploratiomheand creat.
juxtaposition of H.D. and Chends poetry thus

by their locdcontext to foreground the dialécbetween aesthetics and gender politics.

Outline of This Thesis

Revolving around the examination of poetic estrangemeanttma ges of Onew b
inthecont ext of moder ni sm, mbodybaedpbeticstathains t o | i |
aesthetic pursuit gdowerfulbeauty.l reveal that the femaleentred judgment of beauty is
articulated through the poetry of Oonew beaut

by such estrangement.thereforeproposethesc al | ed o6énew beaut yd as &
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concept, responding to modernism from a fertaletred point of view, that revises

conventionalised beauty within a dualistic aesthetic tradition and thus redefines women in a
discursive sensdhrough the examinatiomf t he poeti c i mage of One\
firstly unfold the construction of a mode of feminist discourse which recasts the relationship
between am and the external world arsgtcondlyrevealits revolutionary power in societyy

examining itsegotiation with the dominant masculinist discourse

To achieve this goal, | providenew scopefor i ewi ng t he I mages of
ChapterOneby contesting the paradigmatic understanding of them and place them under
scrutiny within three interding theoretical frameworks: the theory of the judgment of

beauty, of poetic language and of modernism.

In Chapter Twolr et urn t o the beginning of the si
beautyd by contextualising ytohda nwrtihtei ngvoo fp otelt
seltimposed exile livedn this chapter, begin my argument with exposing the problematic
relationship between women and the external woddgue thattie contradiction between
their free articulation as women and the soomastraints ortheir bodieauses these two
poetsd6 anxi ety over Idtdnefthree escapetom thgauthohthdafer t he
fathers, mentors and husbands, the two poets gain poetic and personal autonomy and
independence. Free from theesem made by patriarchal authority, they position their bodies
directly towards the external wd. In other words, this plads a starting point for them to
see the world and themselves from a fertaletred perspective and also the starting point

forthem t o present the poetry of &édnew beautybo6.

In Chapter Thred arguethat the experience of the fréeed body enters the poetry
of O n e wy poetia estrapgemetd form a discourse of beautpm a femalecentred

perspectivebased on the theory 8hklovsky and Kristeva. | takeformalist examination of
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the i mages of Onew beautydéd in both diachroni
are estranged from coentionalised images of beautythenargue that these two poets

create radicallyifferentimage of Onew beautagsthettto present a

InChapter Foule x ami ne t he negotiation between t|
the dominantliscourse of beautihat isbased on dualistic aesthetic tradition mpnnecting
HD.andCenéseati on of t he itherbodybaserfoeticsiarelw beauty
aesthetic pursuitsf beautyin modernismlcontend hat t he concept of &éne
traditional dualistic aesthetics by redefining its vocabulary. This revisiornwidlsalgue, is
an aesthetic response to the context of modernist aesthetic innovation realised by a shift of
position in relation to gender. I n this sens

centred aesthetics whereby beauty becomes empowered.

In Chapter Five, | discuske gender implications in the duailtcsaesthetic traditions.
| demonstrate that femaéentred aesthetics are realised by breaking the masculine
formulation of masculinity/femininity dualism through poetic estrangement. The
empwer ment of beauty, in this sense, empower S
symboli se womends transcendence, a mode of e
boundaries of their lives and posit themselves towards the fitureugh this
empowerment, womereclaim their agency and assume a subject position in social activity,
equal to men. They can be perceiving subjects, aesthetic judgiegtsuand articulating
subjects which are manifested by poetitrangemerit n t he poet r.ynthisf O6new
sese, the poetry of 0 n e vagamstte dmipaling mascubne f e mi ni
one.lf urther argue that this discourse respond:

as a social group in the context of modernism
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Chapter OneThe Poetry ob Ne w B dma Aestheticludgnent, A Poetic Language and

A Discourse

Beauty is an elusive, widganging concept. To set a baseline for this thesis, this
chapter aims to define the poetry radateditot he t e
the engagement of.D. and Ched f e ma I: feest, by distingaighing conventionalised
beauy within a dualistic traditom nd t he Onew beaut yhépoats a conc
secondpy examining thgoeticestrangement in creating thiee imagesepresenting itand
thirdly, through treating modernism as the aesthetic and dustakical context for its
emergence. In so doing, this chapterresedh e poetry of Onew beautydd
beautythatreflects the dialeat between aesthes and politics through the process of poetic

estrangement

1.1 Paradigmati®eauty and lts ®blems

Thisthesis is aesponsé¢o the misreading of theo-calledimagesob new beaut yo
H. D. and CFRkuwtmednsre, pcordend that these images as they ajppiar early
lyric poetry of both H.D. and Chen have heaten sufficiently studied’he critics neglect the
notion of Onew beautyd as a new concept of b
that this misreading andeglectarecaused by paradigmatic understanding of beauty within
amodernised dualistic aesthetics. This misreading, as | argoegalsth¢ wo poet s 6

aesthetic and discursive innovation

Oneaspeadf t he misconception is to treat the

concept, thereby attaching it to existing aesthetic traditions. The theme of beauty, as it recurs
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in H.D.&6s poetry, is widely recoghnitlmendt as a
been exhaustively interpreted. As early as 1917 Amy Lowell, the patron and critic of

| magi sm, observed the term Onew beautyd as b
in Tendencies in Modern American Poetrowever, Lowell views the ts, along with

other expressions of beauty by H.D., as a revival of ancient Greek aesthetics, displaying a
concise, recognisable poetic forket she feels puzzled by the dishreony indicated by the
imagesofbeautyy n A Shel ter ed Ga theGeaelnotionlofrbeaatyader t o me
harmory , A Shel t er e dbiz&@reusedofimae ww ibtela utttyed 1 s treat e
by Lowel,whi ch ctsyidfor rest aveadness cassdryteentensivedl ue t o
craftingofa del i c at e(26D).nneontralste alutayrégue t hat Lowel |l 6s
the radical c o i whighgireevitably obétnuasvaemidezstanding of its

meaningAl t hough s he wamnceptoa obeauty waa aharplandpaidfid

thing she neverthess ignores these attributes daakes the former as a feature that makes the

poetryan fiart of balance, of r e prhiscentradiotibn mel | own
remains in Michael id Gemaendsgr Moeretr ni sandi Mg
andMascul i ni stl99A e sCnh etthiec soone hand, he $feai nts o

Gardenare not for representing beauty but for other qual#iehas endurance, persistence

and strength. On the othéealigns them with théarsh beauty cfurvival obviously

different fromaconventional prettineg$2-63).Clearlyy, t he f eat ures of One:
HDO6s poet i c the dinitecsinadilenima therambivalent treatment suggesting

t hat the attempt be aassitnglybelonging eexistingRondegtis 6 ne w

misguided

Il n Chends c a ssimilar dlthoegh ipis les® dorapiitat@édshat the
conception obeautyin herpoetry has not received sufficient attention. A few commesuts

be found scattered amongadings ofnodern Chinese poetthatequat€ hendés beaut y
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romantic senti ment. I n Tang Sh{(dsBupogmeiThahi
L v 0Chen appears as the figure of Sappho who inspires th@& paet pursuit of romantic

beauty whichis emphasised by himimR e me mb e r i n(gih Hu anig rJA&98®)gor on g 0 )
This beauty is harmonious, as pure as a peatthelisamee s say, Tang prai ses (
conception obeautywhich, he claimsbrings the quality of innocence to her collection

Overflom Simil arly, the critic aromanmigidedisatogéfe t ak
life (226)1 n t hi s sense, beauty in Chendés poetry i
sentimental and vulnerable. In terms of this understanthiegrucial imayes are

marginalised as an outdated Romantic pracfice.

This treatmentof HD and Chends 06 n eimnthelb poatty asyfiked s ee s b
form of knowledge anchored in a lorgtablished modern aesthetic traditihjch assigns

to it amorally inferior position in the beauty/sublimity duality

H. Dcréaton ofdé n e w b &s daortepdncountera modern Western aesthetic
tradition deriving from the Burk&antian formulation of a beauty/sublimity duality.An
Philosophical Enquiry into th@®rigin of our Ideas of the Sublime and Beaut{fd56, with
additions in 175), Edmund Burke formulates the beauty/sublimity duality, which paves the
way to establish a moder ninnavatwddistiection,deatity adi t i o
was a mixeaoncept, one that referreddaypleasing sensible experience originating from
eitherthe harmonious forms of objects or fraimeir splendour and greatnéésVhen the
latter is subsumed under the concept of sublimity, however, beauty exclusively réfiers to

harmonious form of objects rather thaferringto aesthetic feeling in general. Concurrently,

171n the Chinese context, Romantic poetics was criticised for its bourgeois limitations since the late 1920
Hai yan Lee olticaadeodkgies,tinfpaicular,icéled for a total commitment to the nation by
subordinating the romantimiperative to that of revolutian(5). See details iheed Revolution of the Heart: A
Genealogy of Love in China, 190050(2007).

18 UmbertoEcoexplicates the development of beauty in the Western coi@egtthaletails inhis bookOn
Beauty(2004).
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the term aesthetics is coined to replace the former inclusive sense of beauty by avoiding the
confusion caused by its ambiguous us&go some extent, themergence of modern
aesthetics Iis marked by the specification of
formulation and provides a more taised philosophical account tife concept of beauty

and sublimity in hiCritique of the Power of Judgent(1790. He envision®eautyas being

found in contemplatin, reflecting a dominatingand the subordinather, since the object
passively pleases the subject. Paired with the concept of sublimity, the judgment of beauty
along with the beautiful thigs is assigned a moral inferiorityecause it becomes less useful
than sublimityin directing human beings to a better liBoth Burke and Kant connect

sublimity to the concept of respect and reverence (Burke 136 and KanCe#fed on a
body/mind duality, sublimity takes tiseiperiorposition, becausi elevates the subject from

the sensuous to the spiritual, announcing the triumph of the spiritual power of the subject
within mind. Moving the subject beyond the limits thie body to reach Reason, Kant posits
sublimity as a means to actualise transcendence. Beauty, correspondingly, igarthteds
relegated,jo immanence. The beautiful and thei@cbf the judgment of beauty thus ait

the lower end of the aesthepbilosophical scale. Kantian theorisation of this duality has far
reaching influencén that ithas allowedne type of judgment of beautybecome the

dominanttradition.

Similarly, | situateC h e gréatonofb new beautyd in thes moderr
in the Chinese context. In the process of modernisation, the traditional Chinese concept of

beauty undergoes a reconceptuaien within a Western framework. In China, the

19 According to Pal Guyer, the term aesthetics wasined for a modern usage by the German philosopher
Alexander Baumgarten in 1735 and his lateirdigbn in 1750 is often referred to the first defioh of modern
aesthetics. See details@uye® s B/aluekof Beauty: Historical Essays in AesthetR305).
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modernisation of aesthetics is also symbolised by the adoption of the teretiagsthd the

Kantianspecificatios of beauty°

This conflating of Chinese and Western aesthetics and the influence of Western
aesthetics on shaping modern aesthetics in the Chinese context are explained by H. Gene
Blocker in his introduction t€ontempaary Chinese Aestheti¢d995). Blocker argues that
aesthetics is an acceptable term when used to denote Chinese views of art and beauty
including art criticism and aesthetic studies, because Chinese culture and Western culture
confront and aim to addresenilar issues despite their obvious differences (Blocker 9).

Blocker observes the strong Western influence on the configuration of Chinese aesthetics (8),
arguing that Chinese aestheticians make great efforts to shape a modern aesthetics by
referring to ad assimilating similar experiences formed in a Western theoretical framework.
Profiting from the Western model, Chinese aestheticians thus establish modern aesthetics in

local context.

Accompanied by the modernisation of aesthetics, the term beauespondingly
embraces its modern concepti@milar tothe history of beautin the Western context, in
the traditional Chinese contelx¢autyreferred to aesthetic feetjawithout differentiating
them Interestingly, he translation of the term aestitsinto Chineséhints at the historical
connection between beauty and aesthetics. The borrowednieirrue a Japanese translation
of aestheticé!l i t er ar i | y mesafbeautyifteheé. st Tdiys (transl at.i

that the Chinese charactaeidenotes both aesthetics and beauty in a traditional context.

20 Kantian aesthetic categorisation is firstly introdute@hinaby Wang Guowein his translation of
Introduction to Philosophy 1 900) from Japanese in 1902. Wangés tr ans
interpretation of thaestheticategories, such as the sublime and the beautifhisiother essays is considered

to inauguratelte modern Chinese aesthetic stugyXia explicates this process in her dissertation. See details in

E, XlheaGeneration and Evolutiondfe Aest heti ¢ Key WHartllkast NoomalModer n Chi
University, 2010.

21 The Japanese translation of Aesitteefrom Western language is registered by Chinese characters (kaaiji),

( )andxue( ). Kanji is one of the components of Japanese writing system adopted from Chinese characters.
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This double meaning aheicorresponds to the same usage in premodern Western

philosophy, before the invention of the term aesthetics in the eighteenth century. Chinese
aestheticians obsertiee two folds of the terrmeias a positive andnegative respectively.

In the Confucian aestheticadition, the former occupies a higheoralposition than the

latter, becauspositive beauty is a way to experience transcendence which elevates the

subject to ultimategoodnesswhereaghe more negative one indicates, rather, passivity and
weakness, confining the subject to a naive, reflective sensory pléagiven the similarity

of the terms, Chinese aestheticians distinguish them with the helpsiEklV aesthetic

terminology. Correspondingly, positive beauty is namsaalimity’® and the negativéyeauty
However,while the change of concepts does not mean the disappearance of any distinctive
Chinese traditiongConnectingChinese traditional aesthetics with Western enhamatrser

than debasinghe hierarchy between beauty and sublimgreover, as E Xia argues, the

worship of power responding to the campaign of national salvation privileges sublimity over
beauty (56)In this sense, beautylisought up to daten a manner that paralletise

modernisation of Western aesthetics. Tduanection between Chinese an@édtérn aesthetic
termscanb e f ound iThe Path of BeautyoAuShugy of Chinese Aesthfitii®sl)

and the recenthe Chinese Aesthetic Traditi@@010),anditis alsofoundnTang Yi j i ed s
comparative study between Chinese Confucian and Daoist aesthetics and Kantian and

Hegelian aesthetics the essayiRethinkingthe Problem of Truth, Goodness anekbBty in

Chinese Traditional Philosopby A Z a i Lun Zhongguo Chuantong ZI
We n t(1980). Accordingly, the charactereii n Chenbés poetry refers t

of beauty, synonymous with tmeodernWestern aesthetic term of tharsaname.

2This moral division is feHarcmarestsesdnB euldddyooy, Lai xi ang?d
Contemporary Chinese Aesthet{¢995).

23 The common translation of sublimity in Chinesel®nggao which indicates greatness and the elevating

function in sublimity.
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This brief overview of the meaning of aesthetics and beauty in Western and Chinese
contexts reveals thatodernisedesthetis based on Kantian categorisatiorboth contexts
is associated with the concept of transcendence and chaspldimity over beauty.
Beauty, in these two traditions, is infe, passive and immanent. Thedern tradition
conventionalised the understanding of beauty and beautiful oljbets thereading of
images of beautygasedon by this conventionbecomes process of recognition rather than
perceptionSuch amechanical reading of beauty causesfusionamongcritics and compels
themeitherto reconcile theonflict between the idea obnventionalised beauty and their
actual experience in their readjrog simply todefinethe object of analysias a aesthetic

failure.

The paradigmatic understandi ntgefamerabeaut y
a pescribed concept, neglectstheriew hei r cr eati on ofwhichmages of
resultsnamaj or mi sreading of the poetmust of Onew
implicitly questionany attempt at originality or expression of creativiggauty thus becomes
a formalist merit, signalling these poemssasply existingasasr t f or.Indinrewiths s ak e
this readingthe early poetry of botfocussing orbeauty becommere attachments to the
late Romanticism and Decadent Moven@riccordingly, hese reductive treatmentserely
give adistant impressioof theirpoetry In both ways, the images of beauty are naturalised
and neutralised. Beauty becomes a concept related to a distant age ortbefionthn and
thus is indifferent to redife in the presentin other wordsthis treatment aesthetiesthe

i mages eadubwnweéwabd r eamistaical conteg.m f r om

24 Some critics take the intereststie PreRaphael i t e Br ot her hood and Al gernon
influence on H.D6 s w rFortexampde, Halsall, AisonRe nder i ng S VedsiradfthePreH. D. 6
Raphael ite Acul tProQdest Dissertatiorfs @Wlindgd 2084 ltaityd Ca s sHah and a . f
A.C.Swinburne Decadence and Mo deFemiissStudigsminié, ma 3, 1988, pptdbln g . o
484. Tang Shi along with some other critics points ou
JingrongSeel apmgetSthy 6s criticism in AThe serious starso.
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Theotherimplicationisatendenct o i gnor e t he O negploitiseaut yo
images to address gender isshesthetic concemithus oftendropout from feminist
critiqgues,becausehe concpt of beauty implies detachmerftrom thesociathistorical
context andat the same timgymbolises the confinement and subjugation of worviéren
attached to sexuality, the hierarchical beauty/sublimity duality exposes a genderbloits in
traditions. Linked to a masculinity/femininity binary, the hierarchy of beauty/sublimity
presupposes a moral privilege of thale.French feminists, such asice Irigarayand
Hélene Cixousaddress this problematic masculinity/femininity duality thatasstructed
based on sexual difference that confines women to a secondary positiaesthetic
dualism, as | argue, is based on this gender bleslink between women and beauty thereby
relegates women to a secondary position, privilegingaaculini$ discoursecentred ormale

values and meaningkelaboratehis pointin the final chapter.

Feminists have made an effort to expose this gender bias inscribed in the paradigmatic
form of beauty. Rita Freedman revetilebond between women and beautyeauty Bound
(1986). Based ohoth atheoreticakonsideratiorandthe evidence from social surveys, she
exposes the gender bias in the discourse of beauty and argues that this reduces women to their
appearance and confines their value or worthto Hmelilyat t r act i ve ne $he. Naon
Beauty Myth: How Images of Beauty are used against Wh8é&i) further develops
Freedmands ar gu me nnsightfullylexplains hawghe beauty knytlorkg§o | f
and argues that the ideology of beauty istthttle field where women must fight for their
freedom. These feminist critiques reveal the gender bias deeply concealed in aesthetic form
and give the term of beauty a discursive and political importance. Beauty thus is transferred

from a purely aesthetitategory to onéhathas now also acquiredsocialcultural

®The revelation of this patriar cTthaNewldBomMWona@o8g)an be se
andl r i g dhissSgxdnbich is Not Orig985) andSpeculum of the Other Woméir985.
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resonance. The bodkeauty Matter$2000) edited by Peggy Brand,a series of essayisat

followsthe direction pointed out by Wolf, explores the values and politics of beauty. Malin

P e r ework&mbodying Beauty: Twentiethent ury Ameri can Women Wr
(2000) echoes this achievemdpéreira uses the S e a & @arsegainple to argue that H.D.
proposes newimagist aesthetics andh@waesthetic of female beauty (16). Althoudies

di scovers the doubl e functi omsubsuimestthe D. 6 s O new
expression under the discussion of how worr@viewed in a male@lominated aesthetic
traditionandoverlo k s t he i nteraction betwedamaled. D. 6 s p
beautyThust he poetic aesthetics of &édnew beautyd i

problem of misreading, like the formposition is also caused by a presumptuous

understanding of beautyet onenow taken tdhe opposite extreme.

Aft er f emi ni st s éddeaadetioegrschplasly irvesimenginlthet w o
ideological aspects of beauty, Rita Felski calls for a return to the aesthetic aspects of beauty
in the essay fABecause it i s Beaut i Bhel: New F
argues that new feminist perspectives on beauty will not only build upon past critiques which
expose the O6uglydé undersi de onllaldo@ramotean s uch
invigorated dialectic of aesthetics and politicsBrauty Unlimied (2012), Peggy Brand
points out that the study of beauty in the context of globalisation complicates any simplistic
assumptions, either aesthetic or political. Afiesvidinga brief overview of recent aesthetic
and feminist studies on beauty, she srifefeministstudy of beauty to enter into new
terrain for fbe a uitdigciplinary methodolagd(4lhus,iBtamd calls mu | t
for a balanced direction, that i s, Ato moti v
on b e au tthe introfudtipn td-emale Beauty in A2014), Maria loannoechoes
B r a ncdnéeptionoftheso al | ed A n eandadlocates a studyohafemale

centred discourse of beauty, rather than negatively assuming its discourse to be an instrument
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solely the prerogative of patriarchy. She argues instead for a discourse of beauty which
facilitates female empowermeifithe method proposed by loannou suggests a paradigm shift
that moves from criticising the regulation of the masculine to discoveringjaafeminist

discoursor i gi nated by the reconsi.deration of bea

This thesis, echointherecastingpf t he f emini st study of be
beautyo f rentned persgeciveandestablishes the relationship betwaeen th
aesthetic power of basdemalesubgectsdtitedstheforpemed s 6 pos
new concept produced by a unique judgment of bediig.approactavoids the
paradigmatic understandingabd i ngs back t hestarbngpeimwhereanut y6 t o
act ofjudgmentoccursand views it as a construéts a product of the interplay between the
onewd from a female peemOdEadt g Wwe bimnatcht ylbe aest
modification of conventionalisefdrm within historicalaesthet traditions but a radical
revision of it. This treatment thus integrates both sidéseoferm not only focusing othe
O6newd e brpughttoleingpchet by women but also | inking
womends aest het iwhatdheawypamight noev bednfuncpvarighe n g
dynamic between the aesthetic dh€cultural inany conception dbeautythis thesisargues
that the dynamic betwedhet wo gener ates the discursive pow

b e a u tthg éxprassionoko mends voi ces.

1.2 The Judgment of Beauty and Its Politics

In order to examine thetialectici n t he new concept of Onew

some observations from the Kantian theory of the judgment of beauty to argue that the
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j udgment o fasanmesthetibpeaatioetbgséd on individual experiences enables

these two women poets negotiate their own understanding of the external world.

With respect to Western philosophy, the Kantian judgment of beauty has provided a
metatheory of beauty amdvealed a path through which it may be realised. In a broad
philosophical context, Kant uses his theory of aesthetic judgment to complete his own
philosophical system, bridging the gap betwBenlerstandingwhich operates from within a
deterministic franework) andReasor(which operates on the grounds of freedom). By this
formulation, Kant argued for a transcendental Aestgetrbich shows how the observing
subjectds mind organi s e sBecusdhe dalofipairttafthie s t h e
thesis is not philosophy but the actual practice of making the judgement of beauty, | confine

my argument on Kant to what happens to the judging subject in the judgment of beauty.

Its mechanism, in fact, can be seen more clearly when it is separated frohotae
package of Ka ntldfKantahdehe Politicooof BedudyTohirt Syebers
argues that Asome of todayds commentators vi
because of their powerful influence on our i
(36). In the same vein, Roger Scruton provides a way to undeistand judgrment of
beauty and beautiful objedby dividing them respectivelgs a metatheory of beauty and the
conclusion fromKantianmethodologyin his bookBeauty: A Very Short Introductid2008).
What is called beauty within the Kantian dualisteditionrefers to the latteiMVhile the
latter is fixed in the conventionalised concept of beauty as a form of knowledge, the former is
changeable, or more precisely, generative. As Siebers claims, beauty is not conservative but
is as much radical as Kantian smhity (37). In this sense, beauty refers not dolgn
aesthetic form, a feature oéing itself, but also an act. As Santclaims, beauty is not
about things in the worldut about a particular experience of them, and about the pursuit of
meaning thasprings from that experience (108).this senseKantian theory of the
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judgment of beautyprovides the dynamic in the judgment of beauty in three aspects:
relationship between drand theother,the primary role of individual bodily experience in

forming a judgment of beauty, and the social importance of the judgment of Beauty

Firstly, Kant paits a relationship between bhand theotherin the process of making
judgment of beautyin other wordg, the judgnent of beauty reflects how &mas a sbject
respondo the encountered external world, which echoes Kantian philogéjtitius
affirms the agency of every human beings as the subjeethtapi n opposi ti on to
object?® Kant rests this encounter betwdeand theotheron the adbn of contemplation
claimingt hat Ain the aesthetic judgment on the b
cont e mp Craique af the Powe( of Judgmet1). This act involves a beholder and
the beheld. The beholdas the judging subject is thand the beheld, ¢éxrnal to the
beholder, is thether. Beautiful things are the objedtsatinduce the feeling of pleasure
through their objective forms in the process of gazing. Siebers acutely sumrdansegen
he showsghat the experience of beguesides exclusively in neither the object nor the
subject but in the combination of both as free and unique particulavghemndobjects of

beauty preent us with the experience of otherng@sg 2°

SecondlyKantemphasises the primary roleinflividual bodily experience in
forming a judgment of beautiieis not the first philosopher who gives importance to the

instrumental function afhehuman body inudgingbeautyEdmundBur keds concept

26 Scruton remarks that Kantian theory of beauty is inherently controversial with an attempt in to define
aesthetic judgement and to give it a central role in the life of a rational being but it prostdeting poinof
discussing the judgment of beauty.

27 As Paul Crowtheemphasisgsaesthetic judgment in Kantian philosophy reflects the relationship between the
subject (the human being) and the object (the external w@H8l) See the details ihis bookThe Kantian
Aesthetic: From Knowledge to thevantGarde(2010)

28To avoid the complexity of the term subject, | confine this term tooitgext of the eighteenth centuryline
with Kant and hix o mme nt at o r usage weh discussirg the sulfect in Kantian vievCiitique of
the Powerof JudgmentThe subject ofteappearing as human being or mind in Kantian tefdis to the human
agent who experiees, acts, feels, and so forth

29 Siebermevertheless admits that théherness is of amall scalebeingnot as strong as the effecused by
sublimity.
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beauty is empirical, originating from human pgroen (149-151). In other words, human

bodily experience is the badlsatformst he | dea of beauty. Garrett
theory a Acorporeal epistemologyo or fAcorpor
personbds knowl e ddyeither priméri ar@attmynimummas & he b
phenomenol ogi cal c 0l2B%® a Kwment wif tulr t three si Btueg Ikleed
emphasises the importance of the free play of imagination, the mechanism in which mind
processes bodily experience in thdgment of beautyBurke adds that the human bady

bedrockof this judgementhut Kantian improvement assigns autonomy and freedom to the

judging subjectThis freedom and autonomy is based on the directness and concrefeness

the relationshigpetweernthe body of the subject and the object.

Thirdly, Kant attaches social importance to the judgment of beauty. Kant points out
that communicatinghe judgment of beautyith societyis the inclination of the judging
subject.The judgment of beauty, ageflection of an object, is intended to be universal and
communi cabl e. Kant argues that @Athe judgment
satisfaction (as beauty) with a claim to the
(Critique of the Bwer of Judgmerit62). Paul Guyer gplains this inclinationfif my use of
the predicate Obeautifuld is not to be irrat
similar del i @Ké#ntandtleGlaimyoé TastdOh Tdadisinterestedness
the judgment of beautgquires a detachment of personal or private investrttard making
the proces$ie beyond the interests of the individual. The assertion of beauty in the judgment
procesghus refers not to pleasuas suctb ut t o tvheel yi swrbijveecrtsial val i
individual pleasure in the object (Ka@titique of the Power of Judgmeb$9). Kant argues

that if someone pronounces that something is beautiful then ideally, the same satisfaction is
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expectedrom others® In this respect, Kant sees this feature of the judgment of baauty
objectivityand contends that objectivity guarantees the communicability of the judgment of

beauty Critique of the Power of Judgmeh$2-166). In this sense, making a judgment of

beautyis ultimately an adbn of articulation towards the publielowever, Bart Vandenabeele

contestsa Kantianformulationwhich rests the universality of beauty wmiversal validityby

guestioning theossibility ofpure disinterestednesshich excludes any special aspecthaf

mental statel n t h eBeamty, Diainteredted Pleasure, &hdversal Communicability:

Kant 6s Res pons &andanab&elpnvikeges thaln®d€rshlZgmmunicability

in the judgnent of beautyontheosc al | ed fi pr i mowhichihighlightstbel i dar i t y.
freedom of imagination, the mental force of human beiAgde claims in another essay

AThe Subjective Universality of Aesthetic Ju
the judgement of beautg not presupposed but made possible by the modal requirament

such. He explains that the subjective necessibe universally sharad thus a necessithat

is not moral, but strictly epistemological. He is optimistic in the communicability of the

judgment of beauty, since he believes that communicability is, in fact, an inherent human

capability.

Kant theorises the power of judging beauty and links the symbolism of aesthetic
politics. Tobin Siebers terms this as Kantian aesthetic politiesdy placing theKantian
theory of beauty at the origin of modern liberalism. He brings the politics of beauty into
theoretical consideratioonce moresince it has been largely ignored by postdernists,

who have taken more interest in the sublime.

FurthermoregSiebers discoveithatthe political power of beauty lies the Kantian

formulation of judging beauty as a reflective judgment, which is different from determinant

30 From the standpoint of the judgmental subjects, they anticipate agreemeeis jiaddiment from others in
society. However, the assent of others is not necessary for the legislation of making such judgment.
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judgment. InKantianterms, the determinant judgment applies general and go@epts to

objects of understandingther than experiencing the object in all of its uniqueness, bordering

on thething-in-itsel. =~ Si eber s argues that f@Awe project ou
as i f it were a scr eaeminanfjdgmentinKantiap formulation o u't
brings a certain conceptualised prejudicehe sphere of understandifdne judgement of

beauty as an aesthetic judgment, however, starts with the perception of a particular object and
forms a general idea froity without applyingconceps. The individual experience, reflecting

values and meanings of the judging subject, is embodied in the judgment of beauty thus

allowing individual freedom (Kar€ritique of the Power of Judgme2®). In this sense,

aesthetic jdgment is based on and related to the indivigealse PaulGuyer speaks highly

of Kantés insight on the degree of subjectiywv
that the aesthetic experience of beauty is to some extent the evidence ofeéestaite and

character of human freedoMdlue of Beauty66). Accordingly, theacion of making a

judgment of beauty has the potential power to escape from social defiAitsgmbolism (a

coded socialunderstanding) consisting of pgé&ven concepts, exerts the least influence on

the individual judging the beautiful object than it does on other intellectual actilitittss

respect, individual experience, as well as subjectivity itself (the existencealues of the

individual), can be formed and articulated freely through exercising the judgment of beauty.

I n this sense, Siebers takes K&ntian beauty

Thesoc a | remedy faprejudice lies not in a universal Vidity of beauty among
every judging subject, but in a dialedbetween the major and minpdgments. In other
words,universal validityis only for the dominating group of judging subjectseT
subjectivity in the judgment of beautpt only frees the judging subject from the intervening
of social constraints but algalls a transcendenthéauty into question.dtause of the

impossibility of absolute disinterestedness in a specific practicapdwutely objective
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universal validiy based on disinterestednessipossible® In this sense, Kantian
proposition ofa priori as the foundation of the universal validity is problemati@ther
words, the judgment of beauty is specific and histarldalvever, \Gndenabeele points out

tha universal validity is based on social consensus. He argues that

the beautiful is an affective experience which qua aesthetic experience is logically
distinguishable from those connected with the vicissitudes of everyday life, but
which, if understood awoectly, reveals a foundation in social structures that are
immanent to, but customarily concealed within, that life. Judgments of beauty do not
exist in a vacuum, but have intimate connections with fundamental social aspects of

human life. fiBeauty, Disiterested Pleasure, and Universal Communicabifi8?)

As Vandenabeelsuggests, the subjectivity of the judgment of beautygs to bear the

judging subjectds soci al and historical <cond
The outcome of the judgment of beauty thus carries the dustalical baggage of the

judging subject. Consequently, we also praEprejudicghrough our judgment of beauty.

As a resultapure judgment of beaugppealing to the assent of every judpsubjecis

ideal In this sense, the judgment of beauts $pecific, historical and cultural practieed

the notion of beauty as its outcome is a social construct

This contradiction betweethe acion of judging beauty and the verdict of beauty
sugeests the politics of beautyhe judgment of beauty, in this sense, creates a site for
individuals to confront societyAs a Consequengcéhe difference produced by judgment
suggests that the problem is not only for the inquiry of philosophy but alsodiakcsiltural
significance.The difference in judgment of beauty along with the impulse to communicate it

reflects a competition between the individual subjective feghwith respect tbeautyin an

SlApart f r onterprgtatierh Rart ¥addenabeele explicitly dscsie s t hi s pr oBedugm i n hi s
Disinterested Pleasure,abdh i ver sal Communi cability: Kant 6s Response
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objectandits conventionalised notion, a shared urstignding ofvhatbeautymight be As
Siebers claims, the necessity of universal assent in aesthetic judgments opens a debate in
which individual people make their private feelings about beauty the object of public dispute.

By this means does judgment obeautybecomepolitical. As Scrutorargues

it challenges us to find meaning in its object, to make critical comparisons, and to

examine our own lives and emotions in the light of what we find. Art, nature and the

human form all invite usto placetresx per i ence i n the centre ¢
judgement of beauty orders the emotions and desires of those who make it. It may

express their pleasure and their taste: but it is pleasure in what they value and taste for

their true ideals. (108)

In this sensgethe judgement of beauty produces a comparison between the individual

discourse of beauty and the social symbolism consistiagsbaredesthetic vocabulary.

This dialecticin aesthetic practice provides a foundation for this theaiguethat
thempetry of One wnim@cdhaattycontegietweasnehpaowerfulamages of
6new be auvwlgetablamagks df dorventionalised beawtithin themodernised
aesthetidraditioninaugurated by the establishment of beautllimity dualismOn the one
hand, H. D. and Chen make their own judgement
b e a uQnhé other, the dualistic aesthetic tradition forms the basis of the dominant social
consensuslhis competitionas | will show,js enactedy poeticestrangemeniincethe two
poets create the i mag elutempowasimperwentoeabsedt y 6 by d
beautiful objectsBy means of estrangement, the contrast between two types of beauty thus is
demonstrated by the transformatitmthis sense, poetic estrangement offers the poetry of
6new beautyd as the site of a conversation b

argue that Onew beautyd is a new judgment of
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of two women poetwith the dominant social values by revising traditional aesthetic

vocabul ary through estr angeaestanytoreiargumenme poet r
the original notion of estrangement from Russian formalism but take the notion much further

to shav that estrangement as a strategy of language appropitasovo functions. Firstly,
tsuggests the aesthetic i nrbpfunationingasapoktict he po
device secondly,ir eveal s t he di scur si v byfunaiomiagrasanf o6 new
instrument to translate the poetsd saobjectiyv

judgment.

1.3 Poetic Estrangement and the Formation ofDseourseof Beauty

In orderto examinghe functionofe st r an g e me ntt yld@emelogmye w beau
arguments based @nreading that drawan formalist and structuralist theoriekpoetic
languageKristevan theory of poetic language and texid the theory and methodology of
Discourse Studi This analysiss to reveal the aesthetic amdciatculturalv al ues of One
beautydé through poetic estrangement by answe
imagesarest ructured to represent O6new beautydé; h
subject béavhegddbamaesdv how the estrangement for
feminist discourseepresented by the poetry@fh e w beaut yd magcdlinisthe do mi

discoursevhich formsconventionalised beauty.

The formaliststructuralistand the formaliscritical theories of ViktorShklovsky
Roman Jakobson ar@@leanth Brooks provide a range of formalist methods to confitpere
i mages of 0estangedarggaagetpattérnydts the focugespectively on

language deviatiorthelinguistic code ad the organic united structure of poetry, these
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models account for the aesthetic meaniagsl values in altering normative language and

revealthe constructive meaniraf a poetic imagevhich issuggested by poetic form.

Vi kt or Shkl ovstkyad nDeniisc e s@ly9 Ay posits
estrangement in its moder mmatoswhjchhahovertdkeni na ugu
literarytheorymn t hi s [t he tBagetotxii)ftOhgnallgie Russiam, y 0  (
ostranenidestrangementheam s maki ng str ang®hklovdkm A Art as De
distinguishesmagesfrom symbols and points out that images are not something which
Aendur e amsgmbolsa(?).tBasedaos this distinction, he formulatescond
distinction podic images and prose imagéise former for perception, the latter, abstraction
In this pairing the poetic image ishangeablaccording tespecificperceptiorwhile the
prose imagéy contrastfunctions as aonceptepresentingonsistencyHe pointsout that
using conventionalised images is disposition not creafiba.distinction between these two
types of images differentiate poelamguagdrom thepracticallanguageof everyday use
(Shklovsky 4).n this sense, Shklovskyr gues t hat @Athe artistic qu
relationship to poetry, is a result of our n
achieved byestrangemenShklovskyargueghat estranging objects and complicating form
as a artisticdevicema kes a perception Al ongod and Al abor
6real 6 relationship between human beings and
distancg6). Theaccompanyingstrangementyvaiding the intervation of established
conceptsinscribes the aesthetic values of poetry and reveals the process of creativity by
interrogating the established language signs and their meanings and providing an alternative.
Estrangenent is thus a power of resisting autonstitn, breaking the establisth habits of

receptionandimplying the impulse to destabiligéstrangedorm makegoetrya form of

2Cristina Vatulescu argues that esthamgegmentn ihert e vi
Dougl as Ro bEstmasgemeatsand the $oknatics of Literature: Tolstoy, Shklovsky, B2e6i8).
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structured speech in which language is impeatetidistorted (13)5hklovskyfurtherargues

that poetic language has its own logic manifested in the tmn@d devices of disruption and
violation of fAthe rhythm of proseo (that i s,
estrangment effect in a poem. Because of thieeensuingpoeticestrangementan become

a sitefrom whichto posit an oppositiobetween subjective embodying practice and static
knowledgeand todemonstrate theelationbetween individual creativity artdadition,so

revealingthe potential mutation of shared communal values.

Roman Jakobson extends Shhiatlpaetcedtrgngement d e a s
is seen to be the poetic function of language from a linguistic perspéd€tstty, he undoes
the rigidity of the link between the word and its given meaning by distinguishing general
meaning which is prgivenfrom contextial meaning based on specific grammatical structure
i n ASome Quest(l983 whicosharpese ahhi knlgoov s ky s di st i nc
poetic images and prose images. Secondly, he argues that the meaning of poetic language in a
specific text is generatedoin context, consisting @tlinguistic context constructed by the
grammatical structure (morphological structures, classes, parts of speech, and so forth) and
the historicaicultural context involving social and personal valiesS(o me Questi ons

Meaning 320-322).

As a result, poetry is free from the regulatiott@normative lavg of language, but
has special ruleegardingts appropriation for constructing meanirigpetic estrangement in
this theoretical framework is the linguistic effect causethypoetic function of language,
whose meaning is coded accordinghtefi g r a mma r  aretaphorie assogiaiion (
(ATwo Aspect s -138). Inother wards,ghe estrahdge@ concepts and images
gain meanings from association based on sirtigariAccording to Linda Waugh,
estrangement as a violation is thus maplerehensibléhroughthe structure of signs as a
system (153).
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I n the essay fAiClosing Statement s: Linguis
the theory othe grammar of poetry by postulating the tgpaetic functionamonganother
five communicative functions of language, namely the referential, the emotive, the conative,
the phatic and the metmgual. Although this categorisation is not flawless, Jakobson
provides insights into how meaning is constructed by ppeapriation of language.put the
issues related tdakobsof sategorisation aside because this thggeifically focuses on
how these functions operate in constructing meanings rather thdifetttezeness of the
categorisatiomper se The poetic function establisheguivalence relationsetween the
language elements in a poem, which undoubtedly distinguishes poetry from other speech acts
or verbal formsJakobson observes that constructing language involves two aspects: selection
and combination. In most circumstances, selection is based on the rule of equivalence while
combination complies with the rules of contiguity. The formenétaphoricand the I&er is
metonymicHowever, Jakobson discovers that poetic language is metaphoric, combined
through the rule of equivalence. The poetic
Aprojects the principle of egaxvsal ehceombbma
(ALinguistics and Poeticso 358). This equiva
by parallel structures such as fAsimilarity o
Aspects of L an pticsaagdkPoeti $ 8 3 Baughlillumirgtes more
explicitly how the rule of equivalence relations opesaten poet r y: Aln the po
word may be chosen not only because of its paradigmatic association with other words in the
linguistic code, but also becauskits equivalence relations with other words in the text
itself.o0o (358) In other words, the meaning o
other words in the poem based on association ruled by equivalako®son explains that
themetremeani ng and arrangement of tropes i n a pi

and unpredictabl e part s they(cdnlexplnigand istdrpreceascha nd P
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other given the rules of equivalence in parallelism. In consequence, concepag®s ima

poem may be estranged from their normal usage, because a poetic context alters the literary
or lexical meaning of a word. In turn, the estranged images are comprehensible, if only in a
poetic context. The poetic function thus challenges the betwieen a word and what it

refers to (objects, concepts, and idebs)his sense, the contextual meaning of the word

becomes t he 06r etlellegicalmeaminginggnerbl.e y o nd

To recapitulate, the estrangement or defamiliarisaifdhe word ighe product othe
poetic functionof languageThe principle of equivalence which breaks normative syntax thus
echoes what Shklovsky terms Athe rhythm of p
J a k 0 b s o n thereforetleeenmninedibysall its paralleéhiguistic elements in a poem
rather than its prgiven meaning packedtimthe conventionaded concept. In this sense, a
distortedlinguistic form can also possess miagnwhich is determined by the parallel
principle once again demonstrating how in Jagon toopoetic function operates to shape

the estranged poetic form.

Unl i ke Shklovskyds focus on separate poet
suggests two correlateéemporalapproaches toontextualisingpoetic estrangemenamely
the synchonic and the diachronidhe first method sees a poem as an ateahproduct of
languageThis method assumes that the poetic meaning of a word is defined by the inner
grammatical structure of a poem. The second method sees composing poetry as an event
influenced by saal-personal values at a specifime. These methods plattee investigation
of estrangement in a largeistorical and sociatontextassist in revealinthe pattern of

certain estranged folgn
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In Understanding Poetry1938) andrhe Well Wought Urn: Studies in the Structure
of Poetry(1947), the Americailew Critic Cleanth Brook®® integrates both the empirical
and psychol ogi cal faocrcmoudl nattsi oinn oS h kel sot vr saknygbesme n |
linguistic approach in an expanded definition of poetic form. He posits a poem as an organic
structure in which meaning is constructed. A
Cri ti c siot h(el 9pSoicgm afrcnticism is with the problem of unitthe kind of
whole which the literary work forms or fails to form, and the relation of the various parts to
each other in building up this wholeo (72).
literally by metre, tone, image, and the l&ed contends that the structure signalsathg of
the poetds saying. He argues that the meanin
normative semantics and syntaxd liesin the estranged poetic forms produced by

ambiguity, paradox and irony.

All these three types dfieory(formalist, structuralistand formalist criticatheorie$
take poetry as an object consisting of language eleraadtposit poetic estrangement as the
site of generating meanings this tesis, thestheories emphasising the specificity and
autonomy of poetic language, thicence estrangement in podirand therefore provide the

theoretical scaffolding for the estranged imagbgh represendt new beaut y 6.

Formalist and structuralist dloriesdo reveal ambiguous attitudes to the social
historical context of poetry. All of thermcknowledgeheimpactof the sociahistorical
contextbutbecause thegentre the meaning of a poemits formal deviceby treatingit as
an objecttheyfail to investigate the motivation or origination of estrangement. Obviously,

the principle of poetic function or the nature of poetry is not the r@algorfor violation of

33 Cleanth Brooks is be&nhown for his contributions tblew Criticisma formalist movement in literary theory
that dominated American literary criticism in the middle decad#iseofwentieth centurtyThe New Critics
explore formalist methods to examine the inner structure of poetry byreladang and emphasise the aesthet
values of poetry.
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language. There is a writingp@aking) subject in the act of making stranghkich is

neglected in a static observation and theorisation. In other words, the relationship between
poetry and the poets and their situations needs closer discussion. The attithepsddion

of the poet along with the socihistorical context in thpoem thus are ambivalefatctors for

formalism and structuralismvhich privilegeshe autonomy of language.

Based on structuralist linguistics and Lacanian psychoanalysis, Julia Kristeva
however positsatheoryof poetic language iRevolution in Poeti Languagg1984), which
bridges the gulf between the psahdtheir poetry by viewinghetext as a dynamic
signifying process. Kristevan theory thus provides a new way to understand poetic
estrangement, taking both the estranged form of language aliveitseprocesses into

account.

Firstly, Kristevan theory afhetext profoundly reveals the political power of the
estranged form of language as a revision of the existing symbolic system. Disiimguish
language and symbolic system (the socially codetigb language), Kristeva assigns the
termsemioticto addresshe undomesticated part of language, which is directly connected to
bodily experience. Estelle Barngewsthe twoterm systerasi d ou bl e a@t i cul at i «
During t he fdothebemietic eomplicatesutie articulationdy breaching the
symbolic system. The estrangement thysragluced by the symbolic breaks Kristeva
suggests, the semiotic is represented fas a
the symbolic, as negativity introduced into the symbolic order, and as a transgression of that
ordero (69). Kristeva explains that the Al in
process are radically transformed by it. These rhythmic, lexical, evercsymiaanges
disturb the transparency of the signifying chain and open it up to the material crucible of
productiono (101). The symbolic thus is an i
semiotic is a variate based on individual concrete badiperience. Poetic language
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thereforemay bedefined as a semiotic system generated by a speaking subject within a

social, historical field. Poetry as a text is,ritben,a finished object but a signifying process

driven by contradiction between the setitigystem and symbolic system, a place for

exchanging and circulating meaning (Kristeva, 56). Kristevan theory thus shatters the entity

of the poet, the poetic form and its social context and then appropriates equal positions in

order for all the elementso ent er the text, including the

consciousness, concrete situations and the linguistic elements.

A text, in Kristevan formulation, is not a static linguistic form but a dynamic
signifying practice. In this formulation, the@t and the context are not something attached as
a reference to a poem, butigely enter into its productioprocess. Meaning thus is not
something objective waiting to be decoded from a fixed form, but constructed during a
dynamic process. Thereforbgttextin-process articulates the logic of practice which leads
to the transgression of established codes and a rupturing of meaning to produce revolutionary
discourse. In this process, the semiotic made up of articulatory or phonetic effects transforms
thesymbolicand thus estranges linguistic form. In other words, estrangement marks the
dynamic between the symbolic and the semiotic. More than linguistic deviatéospecial
linguistic codegstrangemernthus is a heterogeneous creation originatingfiioe
revolutiorary transformatiomf existing symbolismPart of the argument of this thesis is that
the estranged i mages of Onew beautyd are not

vocabulary, but a revolutioof the aesthetic tradition.

SecondlyKristevan theory othetext posits a subject position generated in the
process of estrangement, the dynamic between the symbolic and the semiotic. Distinguishing
between the writing subject and the poet solves the problem that remained in formalist and
structuralist theory. Because the poet participates in the text as shattered pieces, namely a
plurality, such as his or her body, consciousness, and unconsciousness, the poet and the body
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are not a unity but a totality (Kriste\®1). Kristeva defines thét V& view the subject in

language as decentring the transcendental ego, cutting through it, and opening it up to a

dialectic in which its syntactic and categorical understanding is merely the liminal moment of

the process, which is itself always acted upwgithe relation to the other dominated by the

death drive and its productive reiteration o
subject is the outcome of the dynamic between the poet and itshsigtimical context,

registering as the estragdlinguistic formAccordingly, the poet is not an author who

controls the meaning of the text, but rather the poet connects the poetic form and is social
historical context by the presence of his/her body, and as a consequence, the speaking subject

is aproduct of heterogeneous forcg&fie subject thus is constructive, revealing

hi msel f/ herself in the text, as KWOl3%hiseva put
subject, therefore, is not a pexpeésuvat ggnifza
(Kristeva 126). In other words, the subject is notgxisting but produced within the text

and represented by the structure and compl et
Kristevan view, echoes the organic structure thedCleanthBrooks in that the poetic text

constructs a subject position to articulate. This articulation, thereédlects the dynamic
betweerlanguage and social context. In this seksestevan theory connects a fragmented

language formtothepaets agency. Similarly, this thesis
i mages of Onew beaut y dacterssof aestheticjuggmeng ardguingpf b o't
that in the process, the notion of O6new beau

articdation.

Thesetwo aspects of Kristevaheory provide an account festrangement in the
i mages of Onew beautyd not adsthasigsifyimgt i ¢ aest h
practice Poetic form thus reveals the contradiction between the podtisiher social

historical conditions by the process of producing a speaking sufjestgement as a site of
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production where the speagip ubj ect reveals the O0real é cond

existence.

The Kristevarunderstandingf the speaking subp urgesmy thesis to take on an
examination of the contradiction between the poets and their-$ustiatical conditions,
from which originat es hapbssubeavitypiscouts® Htudiasr t i cul a
(discourse analysisyyhich integrateshte linguistic structure and social functji@heds light
onthisand reveals the social and cultural signi

poetry of O0new beautybéb.

As an interdisciplinary field, Discourse Studies combines the linguistic aral-soci
historical concersito reveal the social and political values in poetic estrangement by
examining the relationship between the form and appropriation of language and the social

position of the speaking subject as a participant of communication.

The tem discourse is used principally in two different ways: in a pragmatic social
linguistic understanding and in a sotiistorical understanding. The introductiorthe
Discourse StudiesReader2 0 14) outlines the pragmatic att
dependent practiceso, socially constopictuted a
and linked to evaluatiof). In a sociathistorical understanding, discourse refers to an
ensemble of verbal and neerbal practices of large social commiest(Angermuller, et al.

4-6).

Discourse analysis reveals the sotistorical conditions of a speaking subject by
examining how he/she appropriates language in a certain context and how it is related to
certain topics through the language fobiscursiwe practices testify to the intricate
relationship of power and subjectivity. This means that discourse regulates the construction

of meaning and appropriates power to the par
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same chance to become visible andt as a subject, to participate in exchanges with others

and thus to shape what counts as reality in
discourse analysis engages withthixsa | | ed fit r i a-poyédr,&nowlddgechimds c our s
subjectivityby dealing with three basic componeriemguage, practice and context

(Angermuller, et al. 7)This methodology suggests that the analysist$eourses able to

examine and determine thennectiondbetweeringuistic structure and agency.

Discourse is itself alural, competinderm Michel Foucault observes a competition
through | anguage within discourse, arguing t
what one might correctly say at a given time (according to the rules of graanch#rose of
logic) and what is actually said. The discursive field is, at any giwes the law of this
difference® ( ID&B&))rse deploys a neutfa@ld where speech and writing can cause
variations in the system of their opposition and a diffegéndheir functioning. This

perpetual competition destabilises the rigidity of knowledge and concept.

Moreover, Foucault envisions @mdividualisation of discoursésconceiving of a
di scourse as fian ensembl e ofi shingtudrairc allt ttee ra
(99). He claims that discourses have autonomy and can redefine their own individuality. As
discourse varies, meaning is not to be understood as an inherent property of utterances or
texts but considered as generated in a specifiodise, made of language in specific
contexts. The theory formulates a comparison between discourse as naturalised social order
and discourse as specific communicative practices. The individualisation of discourses thus
guestions authority and institutiorsdd knowledgedemonstrating the generative power it
possesses to construct new meanings. Estrangement thus creates a new, concrete and

individual discourse to contest the hegemony of dominating discourse.
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The examination of estrangement within the thiecakeframework discussed above
builds up a relationship between poetic estrangeasehihguistic violatiorand the judgment
of 6new beautyo. I n this sense, estrangement
and conventionaliseldeautythroughthe transformatioreffected in languagen other words,
estrangement as a poetic device connecting the perception of the poets to |&agséges
thesubjecto f 6 new beaut yd i rbtyo ctrleeatp angt ri ynaigre sq wd s
And therefoe, estrangement is a poetic device to c

on the one hand, and to construct subjectivity in the poetry, on the other.

To summarise: this theoretic framewardkreading estrangement reveals that the

poetry of Onew bfbeauythatd@ntastehe dualidtic @esthetic tradigon.

1.4 Modernismand the Context dfreating the Imagery@f New Beaut y o

Because the examination of estrangementiraqe s a consi der ati on o
sociathi st ori cal situations, this thesis contex
moderni sm, which is the nexus of H.D. and Ch
dismantle the plurality of modernisinpropose that modernism is a contexiereall the
possible aesthetic responses to modernity are gede@ten the instability of symbolism,
the context of modernism enables women to redefine meaningsfemalecentred
perspectiveThe poetry ob n e w  bissagoeticyedponse to the perception of
fragmentation and discursive response tme of the radicathangs of gender relationghe

emergence of thlew Woman as a social groypn this thesis, in the context of modernism.

Modernism ha®een a controversial and dazzling term in literary criticisaving

evolved from a singularoncept denoting a series of avgi@irde movements in formal and
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aesthetic innovation to a plural and discursive concept denoting sslzalpecultural

phenomenn. As Susan Friedman arguesr A Pl a n et a liithat is/solid fhe2tDirito0 )
air. We know that. Why should we want a stability for the field that the modernists

t hemsel ves r ¢4FleMoteendm ia mpa genesatlyagreed to be a term with
multi-layers and facets, a global phenomenon beyond the boundaries of time, space, nation
and culture’* In Modernism and Theory: A Critical Debat2009) Stephen Rosannounces

t h ahe ol@ Jeographical, temporal, and material limits on what qualifietbdgrnism

have been determinedly dismantledo (1)

In the history of criticism here has besremarkabledevelopment of this term from
the original singular form ahodernisnto a plural rm of modernisms® The conventional
understanding, focusing on the aesthetic principles and practice of¢thadol e d @ Me n
1 9 1% views modernism as a loose affiliation of aesthetic movements beginning from the
late nineteenth century and thriving in the first halffef twentieth century. Since the term
originatedin responsed the imperative to define the néwthe early twentieth century
literatureand artjts conventionadefinition hasbeensubsumed under existing terms rather
than retaining independent meaniig®odernism in more recent literary criticism gained a
series of independent meaningshir1970s, but the definition remained oversimplified as an
aesthetic revolution of form. For instance, Malcolm Bradbury and James McFarlane take

modernismmerelyas fAst yl i st i Modeanlsm: 189@A93Q(196N ldowever,

34 Susan Friedman gives an overview of recent modernist studies in hePloekary Modernisms:
Provocations on Modernity Across Time

of

®*However, fAmoderni smsd adopted by differethdr schol ar s

particular concerns.
3¢ WyndhamLewis coined the term in his autobiographical wdslasting and Bombardierin¢l937).This

termnow usually refers to the coterie of writers and artists centred around James Joyce, Ezra Pound, T. S. Eliot,

and Wyndhantewis in the early twentieth century England, who créatecalledhigh modernism

37 Edmund Wilson describes modernism as the development of symbolism in his infldeetialCastle: A
Study in the Imaginative Literature of 1821030(1931) NorthropFrye argues for modernism as a post
Romantic movement in the bo®omanticism Reconsidered: Selected Papers from the English InEIR6®).
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the new modernist studies open this term to a broader’fidlch d r e a s AfteryThes e n 6 s
Great Divide: Modernism, Mass Culture, Postmodern($886) locates modernism in a
largersocialath hi st or i cal f r aReligurmg NModernBr§lA9%)iclaimssac ot t 6 s
feminist perspecti vModeanisdg1lPe prgposeshinatidnofllt- s 6 b oo
dimensions ofmodernism. The proliferation of pesblonialism and multculturalism invies

a new interest in understanding modernism in a global co@extmodernisms: Race,

Modernism, Modernity2005), provides a new perspective on modernism breaking the racial

and geogrphical barriers by devisingggomodernisno call for the equality foraces and

locations in modernism. Unddreseinitiativess t he A Men of 19140 have
dominanceof themasculine Western voice has thus bdismissed. Theesultingpolylogue

in modernism welcomes diverse voices from different races, classes, genders, and cultures.

Modernism thereforeis indissolubly attached to cultural and political significance.

The expansion of this term, as Susan Friedman argues, may enitlfigestionality.
Friedman warns that Athe danger of an expans
or colonising gestures is realo (APl anetarit
of modernism itselfAlthough multifaced, the ten has its own boundaries. Friedman points
out that i ts i nn aeachihgimgplications afthé lthiage @frmodemisne f ar
with modernityo (APl anetarityo 474), regardi
given modernity. Her formulain thus solves the problem of the inclusiveness of this term by
linking it to modernity. It also balances the aesthetic and political significance in this term,
and it solves the problem of periodisation and geography of this term by dismantling the

tempoal and spatial boundaries of the conventional Westentred definition.

38 Susan Friedman points out that this definition with a fixed time span obviously privilegesAmglican
mocemi sm. See t he det aiPerdizing Mo8arnssi:PosBoloni#d MaoderrdtisssandGhe A
Space/Tine Borders of Modernist Studieso (2006) .
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Roger A. Salerno, a scholar who holds similar ideas to Friegmnavides
sociologicalinsights into the relationship between modernity and modernisrandscapes
of AbandonmentCapitalism, Modernity, and Estrangemd@003).Becausenodernityis a
| os e ¢ o0 n c eopseryatioBsahkl® mamosv dhis term down, defining modernity as a

quality of life that is associated with modernisatibie.claims that modernity is

a set offeatures that are a result of social fofcethe most significant of which are
capitalistic development and the Enlightenment project. The values that guide it are
parallel to those that govern capitalistic development and tti@sacteristigs] of the
Enlightenment itself: total conquest and control of nature, the dismantling of tradition
based relationships, the veneration of power, the ascent of secular individualism, an
intensification of bureaucratization, a heightened emphasis on binary opposition,
rationality in the service of personal industry, and a morality governed by competitive

selfinterest,(37-38)

Modernitybeginswith the transition from feudalism to capitalism. In this sense, according to
Salerno, both Romanticism and modernism are thihet@sresponses to modernity. The
difference is that modernism, emerging from more radical changes along with the rapid
capitalistic development after the Second Industrial Revolution, is more radical and more

selfreflexive (43).

Friedmana n d S atheerresshedlight on an observation of the hybridity of the
modernism in Chinese contextithough the modernist works of Ezra Pound and T.S. Eliot
were introduced in China aroundthe 19808 d i nspired their Chinese
open and objeate discussionfahe nature and practice mfodernism irthe Chinese context
only emerged during the 1980she conventional definition of modernism within a Western

critical framework thusffectedon the discussion of the existence of Chinese modermdm a
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its periodisation for decadeAt the beginning of this debate, some scholars claimed that

modernism in China in terms of the conventional Western defmitlid not exist. However,
development of the understanding of the term itself provides a rberallapproach to this

matter. Acknowledging the hybridity in Chinese modernisationokrs turn to support the
applicability of modernity/modernism to Chinese literature. Chen Sihe, who published an
essay AModernism in theubeveld@Zmenggob Wenmnre
zhong de Xiandaizhugi) ( th Sharighai Literaturedid the grounébreaking work inside
China. Rey ONMoman@sd Chinege Modernity: The Politics of Reading

between West and Eq41991) paves the way foineoretical studies in modernity/modernism

in the Chinese context. Locating modern China in the context of thegulilire formel by

the dialectic between the East and the \Wesst study provides an important paradigm for the

study of the modernity/modeism in a Chinese context. Eric Hayot speaks highly of her

work and remarks that this book provides a new model for East/West comparative study

(100). Michel Hockx, as one of the advocators outside of China, refutes the denial of
modernismin Chinainhessay titled fAThe Modernity of th
(fizhongguo Zaogi Xiandai Shige Zhong De Xiandai¥ing.996%°. In the twentyfirst

century, studies of modernism in the Chinese context, accompanied by the globalisation of

the term modernisprgains new perspectives. Shie i STihe Llré af The Modern:

Writing Modernism in Semicolonial China, 191937(2001), dstinguishing the ternm both

global and local usky emphasising the transitional featuiof Chinese society (the €o

existence bfeudalism, capitalism and imperialism) in the first half of the twentieth century

sets a new milestone on this subjectitvho d e r nCGhimass @ nt r od uEtici ono (20
Hayotconcluded with a positive answer to the existence of modernism in the €hines

context. Recently, the scholar Wang Ning posits that Chinese modernity and modernism is

39 Although the author used modernitythe title, it was actually to some extenorerelated to moderism.
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based ontranslatiann hi s essay AMul tipli e@ONodernities
corresponding to Friedmandés obseWamNiimgmpdd ron
work departs from the debate of the existence of modernism in local terms and aims to

configure the role of Chinese modernist practioeoading to a global modernismhese

studies comprehensively suggest the commensurabilibhedermmodernismas an aesthetic

response to modernity both Western and Chinese congext

Based on Friedmam n d S al e r n tedtsnodernigemas a c@rgext embracing
aesthetic, historical and cultural significance, responding to radical social and economic
chages. This formulation thus contextualises
poets in relation to modernism. Modernism, in this formulation, becomes a crucible and
demonstrates the chemical processod.ofBy hmee grmrso
of this formulation, based on Mddemigmhahd Schl ei f
Tme( 2000), this thesis argues that the poetry

modernism in an aesthetic and discursive .way

Firstly, the poeto f 6 new beautyd as a | inguistic e
poetic form inresponséo the changed perception of the external wdddng the timeThe
explosion of commodities and urbanisatitor instanceprofoundly changed the perception
of time. A sense of discontinuity questioned the tbietf Nevtonian mechanicdlme,
inevitably producingliscontinuous subjective experience. As Malcolm Bradbury and James
McFarl ane argue, thendpskprnosoumestbeariconotk
for literature, the transformation breakin modernisnspecifically referdereto
experimentalinguistcforms H. D. attempts to revive Obeaut
mechanical and chaotic feelings of thedj@h en appeal s t o Obeautyd t

reality for the chaotic worldBoth experimented with language, creating estranged images of
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Onew beautyd. Therefore, the poetry of Onew

changes in the coext of modernism.

Secondly, the poetry oddicasocelwhatgesanhtmad® r e s p
relationships. Virginia Woolf in her essay 0

all human relations shifted in the context of modernism:

All human relations have shift@dhose between masters and servants, husbands and
wives, parents and children. And when human relations change there is at the same
time a change in religion, conduct, politics, and literature. Let us agree to place one of

these changes about the year 1912

These changes, such as farmers entering cities and becoming industrial workers and women
altering the domestic structure by attempting to find a job outside the family, had a profound
impact on modernisation. RaymondIWdms explores these changes and the decisive

relation between the practices and ideas of agarde movements and metropolisTime
CountryandtheCity 1973) and in his essay fAThe Metrop

Moderni smo (1985) .

However, his thess focusegprimarily on thechangego gender relationshgd
particularly the emergence thfe group othe New Wanan whichfirst appeared in Sarah
Grandbés fiThe New Aspect o0As tlhea™pumea,n tQue sii Ne
emerged from thendermining of rigid patriarchywhich is seems a social symbisim which

establishegendered authoritiy this thesis

The New Womarmas anew social categomnarked the modernisation of gender
relationship andeflected a group of female subjects wlemndnded theymbolic expression
of their ownvoices.In New Woman Hybridities: Femininity, Feminism, and International

Consumer Culture, 1882930(2004),Ann Heilmann and Margaret Beethaemark:

58



Since the 1970s, the literary and cultural politics ofttine-of-the-century New

Woman have received increasing academic attention. Whether she is seen as the
emblem of sexual anarchy, an agent of mediation between mass market and modernist
cultures, or as a symptom of the consolidation of ninetesamdhearlytwentieth

century political liberation movements, the New Woman represents a site of cultural

and sociepolitical contestation and acts as a marker of modei(ii}y.

Salerno points out that the development of capitalism changes social relations and
destabises societyHowever, the instability of society produces crises as well as
opportunitiesThe constant threat of meaninglessness caused by radical social changes causes
anxiety on the one hand, and provides opportunities to redefine meammripe otler.

Women, as outsidete symbolismthus have the opportunity to construct their own

meanings in the context of moderniséxccordingly, women gained the opportunity to free
themselves from rigid patriarchal relationshépel to articulate from a fematentred

perspectivé? Standing on the edge atraditional world, New Womeatrtistsshare the

aesthetic revolutionanyatureof the time withtheir male contemporaridsy aesthetic
experimentsMoreover, they challenged the gender hierarchy prescribéueltyaditional

world in the samenannerH.D. and Chencultivated and living adlew Women, wrote the
poetry of O0new theraselves and thetootemparapiedmtilis sense,
estrangement i n t h&snopanlgatpoeticdedcktorédefsmetheb e aut y 6

aestheticoncept of beautlut also a political instrumetd redefine the concept of women

Formallyspeaking estrangement reveals an aesthetic novelty, introducing fresh

aeshetic experience by defamiliaimg habitualimages. Becaudseauty is an aesthetic

40The freedom discussed here is in a relative and a specific way. For the majority of women, they were still
suffering from domestication and confinement. Although geneletions changed and the patriarchy became
more loose in the context of modem, theformer stilldominated society both in the Western world and
China, according to the historical materials provided by Simone de BeauVdie iBecond S€%949) and

Meng Yue and Dai Jinhua EBmerging from the Horizon of the Histoffyu chuLishi Dibiao) (1989).
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category, the difference presented by the estranged imagesthee pr esent Onew be
reflects the two poet sod a emanifesttheiconceptiorofs ui t, ¢
beauty. In this sense, emtigemenh cr eat es Or e al Odirdcteemsyydang whi c h

temporary beauty reflecting their own time.

Discursivelyspeaking estrangement is a linguistic meansnakevisible the conflict
between the oldnd the new, reflecting the dynamic between irtlial subjective
experience and the knowledge anchored in established symbolighougasRobinson
suggests, estrangement is a means to interrupt and obstruct shared feeling, which
demonstrates a comparison bet wagem, i filaominl iaaard
aliend and @conv e n i) vnWolfgareg Madhenxillusgratéesthis nt al 0 (

dynamic in poetic estrangement explicitly

It concerns the way in which a writer has to create within his given tradition of style.
Tradtions are subject to petrifaction. In literature, this means stylistic automatization:
expressions and constructions become predictable, pale, stereotyped, and thus lose all
visibility and concreteness; é The poet h
therdore subjects it to syntactic, semantic, and metaphorical shifts. Constructions are
unhinged, expressions wrenched out of their accustomed prosaic contexts. Through

this estrangement of the familiar, this constant violation of the horizon of

expectationsanguage is made visible (palpable) once again. (320)

Accordingly, estrangement as a channel enabl
O6new beaut ypgoetty efleetingt be Hheal 6 rel ationship be
their external world. By means of estrangem€hign and H.D. are able &oticulate their
own voices. Irtheirdiscursive field, beauty is attached to gen®&scourseanalysis thus

revealsthatoccupyingdifferent positions in social relatiomsn fundamentally alter the
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expression of theidgment ofbeauty. My argument is that thatonventionalised beauty
centresonmaleper specti ve whi lassociatédavitbdfemalecentted a ut y 6 1 s
judgment. @Gven the connection between beauty and women, estrangement thus helps the
poets to redefine themselves as women by red
their situations, the condition of tléir exi
thus is the approach of establishinfgininist discoursevhich assists irconstructing

womenods sDbsecuwrnvetgynal ysis suggests positin
revising of aesthetic traditioft.is also a discursive strategy for womeriigint for a position

to articulate their own aesthetic and political voidduus, estrangement as a revolutionary

power links women to the aesthetic experiments of modernism thereby bringing into

dialectical relation between the aesthetic and gepdigics.

From this discursive perspective, | argue that estrangement empowers not only
beauty, as an aesthetic category, but also women, by empowering formerly conventionalised
beautiful objects. The empowerment of beauty empowers women, because the ensuing
estrangement liberates women from their bodily and social constraints through
defeminisation. I n this sense, the i mages of
Si mone de Beauvoir conceives of as womeno6s t
womends embodied and intellectual exi stence.
usage of this concept in philosophy, my concern of transcendence in this thesis is its moral
values derived from its association with goodness and going beyond the tesiofla

culturebound human bodies.

The existentialist model of transcendence developé&sitopne deBeauvoir inThe
Second Sefd949) has been used in this thesis to account for the empowerment leading to a
process of womends tfanacosmphdseshment womaeanodésese
b e a uln TyadscendenceOn Selfdetermination and Cosmopolitanig2010),Mitchell
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Aboulafiapoints out that the understanding of transcendence has experienced a significant

change in Western philosophy since the turn of the twentieth century. During this

transformation, existentialism plays an

beng, rather than God, is the concern of transcendence. In other words, to transcend becomes

a fulfilment of human beingéi o we v e r , conSeption afr@anécendence remains related
to consciousness while Beauvoir conceives transcendence as an ongaamggnactice. In
the |l atteroés formulation, transcendence
existence. Her formulation attributes transcendence to every subject, since the latter is a
practice of all human beingk other words, thisndersanding oftranscendence
acknowl edges that every human being can
the possibility of transcendence to women, breaking the transcenabascelinity link and

empowering thenn the process

H. D. a n esp@de eomodernispthrough aesthetics to politiachoeghat
sense oflemocratic modernism posited by Rachel Pottédaalernism and Democracy:
Literary Culture 19031930 (2006), which is imarkedcontrast to the totalitarianism
expressed in the prace of theMen of 1914For males, the chaa$ the warandthe
conseqguence of the collapse of the stable aroleid bethreatening but for women, the chaos
meantan opportunity to reorganissdconstruct anew orderAt this point | argue that the

poety of O new be au fepidist discaunsithrough aesthetie revoldtion.

In this thesis, further narrow this @antext of modernism down to war time. Written
duringwar , t he poet iipeviably adespepnse thdaos In thiS sensk,

situate H.D.O06s wi(1914189d 8i)) n biactk gWouind Wad

S

Chinads fAiWar of Resi sl94a)rfhereafteh War of Resistandep YWar n 0

intensifies social changes arektpeception of fragmentatiorizor both poets, the threat from
war broke the prosperity of the art circle and damaged established aesthetic rules. More
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important, the rigidity of patriarchal sty was undermined durirvgar time. Thus

historical conditions esouraged them to search for new meanings.

Il n this sense, the poetry of O6new beautyd
estrangement reveals an aesthetic from a fepelged perspective which informs a feraale
centred view of the external worlBased ontte Kantian theory of beauty, | argue that the
concept of Onew beaut Byrefdarriag tda tieehegreticdl raameveorkt o f
of studying poetic |l anguage, | argue that th
which constructs a nefemale subject position by poetic estrangement. The theories of
modernism give a socHistorical context for this study. These three theoretical frameworks
help me to return the images of &édnew beautybo
inquiry,2lcont extual i se t he Hpobet rayn ders@hbetmeyie fdo e aut y 6

poetic autonomy and independence and reveal the place where their embodied experience in

the external world comes into being, befpresenting their poetry inf@pterThree
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Chapter TwoThePursuit ofa Free VoiceAnxiety andStruggle

This chapter contextualises the writing o
Chendés early poetic car eer s-cantredpositervirettkel s t he
writing of both. By |l ocating the,thsahaptery of 0
showst hat the poetry of Onew beautyd reflects
of existenceln so doing, kuggest hat t he for mer s emergence i S
viewpoint from seeing the internal and external world feomalecentred stance, to a
femalecentredone. n ot her words, the poetry of O6new ¢
the external world by a direct connection between female bodies and the world without the
interceptiormade by a patriarchal screéi.this point larguethat he poetry of O0ne

beautydé reflects their poetic autonomy which

bodies.

A

2.1 The Anxiety of Aphasiaarticulation of the genderdabdilyé r eal i t y o

As Ewa Ziarekasserts in her bodkeminist Aesthetics and the Politics of Modernism
(2012), gender is a condition of literary production (My.study in this chapter thus is an
examination of this condition and its influe
aphasia here thusfess to the dilemma of women who attempt to articulate and express

themselves independently at the forefront of the modern social revattition.

4 sandraGilbert andSusarGubar propose the idea of the battle between the two sexes during the twentieth
centuryinNo Ma n 6(%988), the stk quel tbhe Madwoman in the Attic
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The starting point of my inquiry thus is the contradiction between the regulation
implicit in social rules and thselfconscious articulation of actual experience based on
femal e practice. This contradi Aphas@flteralyauses t
the forgetting of language, here means the anxiety of losing the ability of free articutation
thisthesis, | define free articulation as the subjective response to and reflection of the
perceiving subject on the externalwotdh i s free articul ation ref/|
of existence. In this sense, it is based on bodily reflective alecixef processes. This

articulation in this thesirefers to literary creativitiyn particular poetry.

Gender as a condition of existeris¢he key to understandh e bodi |y oOreal i
women. InThe Second Se8i mone de Beauvoi r ofthe fpnimie bodys o p hi ¢ @
and its situation from an existentialist perspective provides insights into and evidence of the
gender influence on human perception and cognition. She argues that the body is the
instrument of human beings to establish relations witet e xt er nal wor |l d. She
isourgraspontheworldandtbeut | i ne f or boweverpifemalecbody,ad ( 4 6) ;
Beauvoir points out, is not always directly and freely related to the external wasld asale
body, because of the socmechanism that ainte form and maintain male supremacy. This
mechanism, apppriating power over women by the male colleci¢éermed as patriarchy
within feminist theory and prax{§6).#? In this sense, the formation of the knowledge based
on the female bodily practice is historically and socially impeded and concealed. In other
words, patriarchy formulates one form of reality based on the male practice and conceals the
reality of the femaleln patriarchal society, powaubjugates and objectifies men by
removing their subjectivity. In the same vein, Rita Felski argues that gender is an important

dimension that shapes our view of the wo8te writes inTheGenderof Modernity(2009):

2Patriarchy is not a uwdyinvestigates$ thetmeaning of titsaernh iadiffetent | er 6 s s
contexts. In this thesisborrow the definition byeminist discourse. See the details in her bBakiarchy
(2017).
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fiGender affects not just the factual content of historical kedgé what is included and

what gets left odt but also the philosophical assumptions underlying our interpretations of

the natureanthe ani ng of s o clnthid sense, Iaddess she difference(of )
gendered bodily experience as one that ionbt based on the biological sexual difference
between male and female but also the difference caused by their social positions. Gender
influences the way of thinking because of the bodily situation; accordingly, women have their
own reality to articulate whet her it agr eelsn otrhids ssagymrsees,s WO
free articuléion is their resistance omestication and objectification by communicating

their singularbodily reality.My focal point in this chapter is how the patriarchal society
institutionalise the female bodyn orderto impede their autonomous articulatibmeturn to

the discussion of bodily reality to revdaw it is concealed bynasculinist discourse in

Chapter FiveThus | attempt toconfigurethe social constrainesxatedonwo mendés fr ee
articulationby symbolism and institutions, particularly patriarchal famiireboth H.D and

C h e n 6 s by coatexeakingthe two poetsn therigid patriarchal society dhe time

bothbefore and during the wars which these poets encountered

Modern feminist studies have revealed that patriarchy creates a symbolictecreen
separatevomerd s b andtheexdernal world. By this separation, womenraglatedo
see and understand the world from patriarchy authorities s€parabn functions through
patriarchalnstitutions, fundamentally, the patriarcHalmily. Family, in terms of Kate
Mi | | et t &extuad RoliticKy972), is the chief institution of patriarchy (33) and in the
first half of the twentieth century, this tradition remained dominareffect, the patriarchal
family system formulated a secondary position for women at home and confined them to it,
sincewomen had been historically assigned domestic duties which originated from the labour
division ascribed to gender in primitive human social practice but became exacerbated

following the Industrial Revolution. By reviewing prehistoric and ethnographiciul&te
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light of existentialist philosophy, Beauvoir, an exemplar of-oedtury feminist critics,

reveals that the moral prestige of men at the outset along with their physical strength led to

male supremacy in society and this supremacy is fixed byatiiahal family system. This

family structure was customised as a tradition, hence she predicts that women remain

alienated when the family and private patrimony continueto®Xisn t er ms of Beau:
observation, family in this patriarchal traditiaras formed as the intermediary between

women and a society that aimed to isolate them from public participation. In this sense,

women controlled by the family system could only understand and communicate with the

external world through the males in thigimily, such as father or husband (488491). In

other words, because the father or husband was the mouthpiece of the family, it was
extremely difficult for womeEesgingfomithee s t o be
Horizon ofHistory (Fu chu Lish Dibiao) (1989), Meng Yue and Dai Jinhua provide a similar
explanation of the maldominated family structure in Chinese traditional society. By

extracting the rules in canonical texts of Confucianism, Meng Yue and Dai Jinhua reveal how

the subordinate ition of women in the family is interwoven in the consciousness of

Chinese culture through the domination of Confucian discourse which promotes a strict
patriarchal, familybased morality. For instance, the two authors exemplify the principle of

family recorded inThe Book of RitéLi Ki or Li Ji)**to demonstrate that a strict line between

public affairs and family affairs was requirdd.the BookX of The Book of RiteThe Pattern

ofthe Family i t n thd nees shaull aot spdakwhat belongs to the inside (of the
house), nor the women of what belongs to the
out, words spoken outside should not contg4b4-455). They also reveal that by

constructing and grounding the identity of women in the family, their existence as

“Beauvoir provides an explicit ex apositiominsoagetythmught he f or
history. See the detaii® The Second Sepp. 63151.

44The Book of Riteis a diverse collection of texts of varied but uncertain origin and date. The popular version

of this book is considered to lsempiled by Dai Sheng in the Westétan Dynasty (206 BG 9 AD).
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independent entities was obliterated. At the same time this injustice was disguised in the
celebration of the value and meanings of family (4)hla way, women in traditional
Chinese culture were excluded from soci&ybject to patriarchal family structure then,

womends voices were discouraged, i f not enti

In addition, women bonded to the territory of hobyethe soally prescribed duties
of housework and reproduction were limited in their participation in social actj\atiel as
study and writing. Woolf raises the question
they had no weal t h &lowthreughoet histosy?thé dugynfd t hen sh
reproduction and caring for children left them little in the way of external achievement and
independence Room o f 12).rBeadveir sithilany observes that women were
Al ockedo i n (or o urtajd pdinis out thae housewdrk ase passive | a b o
activity impedes selflevelopment (75). As a result, home as appetpetuating institution

offering no alternatives became the only placatlem

This intention of separation is underpinnedniyralisingthe rigid bond between
women and domesticity and treating those who attempted to cross the boundary punitively
That is, maledominated culture imposed punishment on women who attempted to squeeze
themselves into the field of cultural and intellectual pigbn. When women demonstrated
their alternative capabilities and intelligence, male anxiety and resistance took the form of
stigmatisation and hence, isolatidMoolf, for instance, acutely observes that men were
terrified of the independent and intelea al women and thus #Athe con
toward the woman who d(Ae W opurb loif c3Daitesdesn tOwnn
system praises the one who voices the male voice and demonises the one who articulates her
femal e 6real it yhé mythBfevamen idherSecond Eefie explainbow
women are fixed into stereotypes by the imagination of males and this imagination is used to
undergird male privilege in societghe argues:
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Thus, to the dispersed, contingent and multiple existena®miern mythicthinking
opposes the Eternal Feminine, unique and fixed; if the definition given is contradicted
by the behaviour of real flesdindblood women, it is womenwho arewr@ng T o
positthe Woman is to posit the absolute Other, without reciprocity, refusing, against

experience, that she could be a subject, a peer. (275).

In this senseBeauvoir insightfully points out that men established theirasdtirance and
seltaffirmationby depiving women of agencyn the same veirandraGilbert andSusan

Gubar revealthedoublemage of wo memonstges [Hamigred wateisdby mal
in The Madwoman in the Att{@979) They argue thanale artists create these two extreme
imagesofw menl es®ssé@n t heir dr eaadbyideftifyilgeviththéi nconst a
0 et er n théy havethemseldes inventrpossess her more thoroughly (. Théin

discovery suggests that women living in a strict patriarchal society, such as in rimeteen

century English society, could not be allowed to have a personal will and voice expressed in
public. Otherwise, as Gilbert and Gubar argue, they were estranged from society as

madwomen. Creating two contrasting models of women, patriarchal societysestmband

consolidates through education the norrs@talledd goodd women. This 1 de:

oppressed their free articulation.

Moreover, the history of a tradition whic
intellectual life became another ohsttionin itself. In other words, women who attempted to
articulate themselves confronted a history of silence. Excluded from literary tradition,
historically suppressed and neglected as writers, the odds against beginning to write and
further, gaining reagnition as a writer, were overwhelming. In 1928, Woolf revealed the
irony that while women as subjects were prev
genres, they were absent in history. She further noticed that one could easily find a book
aboutwomen written by men but there were few written by womden(Room of Oneos

69



16). Twenty years later, Beauvoir elucidated the silence of women in history by applying an
existentialist approach supported by abundant anthropological matértad iBecon&ex

She discovered that women had been at the fringe of history for a long time and that the

entire history of women had been up until that time, written by men1%30 InEmerging

from the Horizon of History1989),Meng Yue and Dai Jinhuaveal a snilar history of

silence surrounding Chinese women and cl aim
five-thousaneyear period (4). Clearly, the history of silence becomes a tradition for women

which shadows them, preventing them from having accesetioods and examples from the

past to build on.

To summarise: this genddriven condition that separateado men6s bodi es an
from exposure in the public sphere causes the anxiety of aphasia by the contradiction between
individual wills and sociatonstraintsThe anxiety of aphasia is socially rooted in the conflic
betweerpoetic autonomy and freedom of women and the constraint on their articulation from
amaledomi nated culture, which discourages f ema
and legitimating patriarchalocial practiceConfined to a domestic life, women living in a
rigid patriarchal society could not freely articulate their voices, not only because they were
externally restricted by the lack of social and material resoutdesgoially because they

were hesitant and anxious abotgating out of an absenta voice of their own.

The separation deepetiea n x i ety because it cuts womenoad
external world which obscures understanding of their internaéateainal world. In other
words, this anxiety is psychologically caused by the uncertainty efisddrstanding,
namely the ability to intellectTheaskl v grasp o
understanding of a poet thus includes the knowledge&g® s char acter, natur
surroundings. This is important for writers, especially paeis write to communicate their
experiences.
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Studies of anxiety over <creative-writing
certainty, the confidence intheiriogi nal i ty and creativity. Haro
anxiety based on psychoanalytic model3 e Anxiety of Influengd 973) posits that the
anxiety of poets over writing is the anxiety of influence which concerns originality and
authority (57). Anxiety, according to Harold Bloom, is thus a psychological mechanism of
seltdefence, or a symptom of it, where poetry is theety itself (95). Bloom,
unsurprisingly, regards writing poetry as a form of-setfognition and selfealisation. The
creativity of a poet is thus grounded on d®fjetting, namely selinderstanding and self
realisation (37). In this sense, writingeiry is a psychological process which reflects the
poet 6s knowledge of self and her/ his respons
second birtho of a poet ( 2-Bnderstaadmgwilltbédreoree f or e,

likely to producehe anxiety of aphasia in writing poetry, that is, the fear of ceasing to write.

Al t hough the anxiety of free and thorough
process of writing all along, gendered situations complicate the writing of women poets.
Living in a strict patriarchal society, women encountered intense inner conflict when
attempting to achieve similar satcognition; the fear of losing the capability of writing
being doubled by their gender. Unable to adequately judge thewaetf and he worth of
their poetry, women lived in contradiction, hovering between two value systems: the value of
their own worth and the patriarchal values which denied it. Sandra Gilbert and Susan Gubar
take a cultural approach to examine the anxiety of writingoamen writers imhe
Madwoman inthe Attt hat I s based on BTheyspebifythattteadi ng o
anxiety of influence in womenbés writing proc
l egitimation of wo me nwaled the mahyisatigland €utueal r st udy
obstacles impasd on female creativity ¢(8). Gilbert and Gubar subsume the anxiety of

women writers under two types of conflict: the conflict between the profession of writing and
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the female gender; and that betweentpogs amalel o mi nat ed genre and wo
poetic practice (67)n their argument, the anxiety of women poets over creativity is caused
by the suppressive influence of the patriarchal tradition. Although they admit that the notion
of authorship is pblematic and outdated under the terms of-pustiern and deconstructive
discourse, their observation that the anxiety of women writers caused by their gendered
situationsis nonetheless, still relevat®This predicament is also explicitly revealed by
Swanne Juhasz when shiesents a gendered critiquetiodé nature of poetry (Zf.Juhasz
contends that poetry is the most intense form ofagifulation the writing of which

demands a strong ego. However, since women were not granted licence to wopeetice
perceptions publicly, and thus were unable to legitimate meanings and values derived from
their own experience, in patriarchal society it became-migh impossible for them to

construct a strong ego (2). Their satficulation became naturalimpeded by a sense of

confusion.

In this sense, women poets underwent an anxiety of aphasia, a fear of losing their own
voice in the process of writing (or not being able to write). The anxiety of aphasia for women
poets thus encompasses two aspectdetireof losing autonomy and freedom to articulate
and the uncertainty of their writinglhe gendered anxiety of aphasia thus involves for
women who wished to become writers, a-selfisorship (the possibility of writing) and a
self-criticism when they didvrite poetry (the ability to write)This situationis also
confirmed by the observation of Virginia Woolf, the harbinger of modern feminist literary

critics, a writer in the early twentieth century. Inherbdok Room of (1029 6 s Own

45 Sandra Gilbert reflects on the term authorship in their early study and acknowledges its inadequacy in the
postmodernist discourse in the introduction to the second editidh®@Madwanan in the Atti¢xxxviii).

Annette Federico also reflects on this madanderain and def
t he i nt  rBouuduwsctiinogn AMd t he Doorsdéd: The Madwokithen i n the
Madwoman in the Attic after Thirty Yegtk0).

4|n this bookSuzannel uhasz asserts that a new poeticfotmedadi ti on
in the twentieth century
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Woolf vividly describes this gendéinked anxiety over writing poetry by asking the incisive
guestion: Awho Iis able to measure the heat a
tangled in a womandés body?06 (31) Wodlyfds que
restrained in seléxpression because of their gender, this restraint being their primary bodily

experience at that time.

2.2 Betwea the Freedom and The Contrdietanxiety and melancholy of H.D. and Chen

Thesi tuati on of wamema fursingpaindin thegcantext of n
modernismThedevelopment of capitalism and the corresponding spread of the idea of
womenods equal dthdarigidity of traditeorsak patiaichylhisnew condition
placing women pets in a borderline betwa freedom andomination increased their anxiety

of aphasial will elucidate this bycontextualisingH.D. and Chen

Women at that timgained more fredominside and outsidéhefamily in both H.D.
and Chen 6 sOndha onk lyandyteisafreesiom was propelled by the social economic

and political development in the process of modernisaiifith respect to Angldnglish

society, freedom was a fruit of the womenoés
her bookFeminist Aesthetics and the Politics of Modernfs2 0 1 2) , womenés suff
primary political condition for wom®Mos | ite

Elizabeth Ammons provides a clear outline for the optimistic atmosphere in Amsoiciaty
in Conflicting Stories: American Women Writers at the Turn into the Twentieth Century

(1993).She writes:

The Progressive Era, spanning at its broadest from the early 1890s through the middle

1920s, was for many American wometinae of struggle ath changeBooks and
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journal articles proliferated on the woman question, which encompassed everything
from dress reform to the vote. Women pursued college and advanced degrees at
unprecedented rates, increasing tikeairolmentn the first two decades dfé

twentieth century in public colleges by 1,000 percent, wvapei colleges by 482
percentNew occupations openeddiptypewriting, stenography, department store
clerking, trained nursird into which ambitious young women were beckoned and,

especially ifthey were white, welcome(b)

In China,the equality of womeas a political issubecameattached t@ nationalist

discourse, asne of the paths to realise Chinese modernisation and salatibe

introduction toDifferent Worlds of Discourse: Traftsmations of Gender and Genre in Late

Qing and Early Republican Chin2008), the editor®ian Nanxiy Grace S. Fongnd

Richard Smithargue tht this change is initiated lwesternised modernisation causedHhy t

shock of Chi na é&apangse V¢l83495). Inthig boak, theyenonoerate
radicalchangeg or womeno6s appe agnaerthere suchrastippub |l i ¢ s phel
establi shment of womendés institutions and th
publicationg11-17). Thesec hanges i ni t i-cons@odsnesameprodided s e | f

possibilities for them to achiexaedegree o$elfaccomplishment.

However, the freedoraf womenwas limited. Women at that time still suffered from
patriarchal dominadin in family and the haunting of the history of muteness. Roger Salerno
points out that the bourgeois nuclear family increased the oppression by maintaining a hold

on patriarchal ideologye elucidates:

One of the primary functions of modern families has been cultural reproduction, that
is the reproduction of cultural patterns within the individual. Therefore, not only does

the family reproduce primary factor of producti@h namely labor, but it also
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pronotes the ideology associated with that meédtihas been proposed that the
heightened focus on individuation, patriarchy, and sexual control in modern families

helps to establish an intensity of anxi€8ir)

Il n the nuclear family, womends dacmdgtoc r esp
Hel en M. BEehpende s HmseDomesticdvianagement and the Making

of Modern Ching2008), his new form of patriarchal family was also introduge@€hinese

society to replace the traditional familial structatehe turn of the twentieth centuRelated

to the nationalist discoursgain, this familial system was associatégth the issue of how to

build a better Chi n asticrok svasanfarrlglioked thgr womends d

responsibilitiedor societyand contributions to the nation

Influenced by the interplay between freedom and control, women were more sensitive
to the anxiety of aphasia, especially those who aimed to pursue ssppafef creative
writing. Like their other contemporaries, H
subject to this gender pstraint and carried a similarstorical baggge. As a consequence

they too wrote with this anxiety of aphasia.

The uncetainty of their own existence and their own capabilities of writing poetry as
women is revealed by the sceptical attitude of H.D. and Chen towards the performance of

their literary practice.

H. D. 6s uncertainty of scentrdlictionsvhereashei f est e d
evaluated her writing in excessive terms, with either extreme doubt or absolute optimism.
According to Barbara Guest, @8tpdithes@wfber d FIl et c
career. He noted that she was never sure that anythertgashever written had been good

(43). The correspondence between HD.&mtthCour nos i n 1915 reveal s
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ambivalent attitude to both her works and her own state of being. Inl¢ftess,she openly

confided to her friend about her anxiety over writing:

| have all faith in my work. What | want at times is to feel faith in my self, in my mere
physical presence in the world, in my personality. | feel my work is beautiful, | have a
deep faih in it, an absolute faith. But sometimes | have no faith in my self. (gtd. in

Guest79-80)

This quotation exposes the cdoubpaldhecaiticdd r el at
evaluation of hepoetry. Ostensibly, her words in the letter show hefidence in writing.

However, the claim of faith is an ambivalenn e . The wor dcofinbctiond sugges
between the perceived judgment of the self and the poetry. In fact, the statement that stresses

the nature of the setfoubt in the final sentencea$ the uneasy effect of rendering all her

previous claims of faith unreliable. In addition, the hysterical repetition of the statement of

having faith in her work ironically reveals her doubt about it.

Uncertainty of self, ihrerChheummti sl ictays. e ,Chiesn 6ns
more than a courtesy or a virtueaiform ofconscious seléffacement and self
marginalisation, reflecting an inclination to conceal her presencetfremublic, orto draw
the | east attent i ocanxiety, explitityresoededin perébndrbyk e H. D. 6
ot her s, -dbhbeisindasifessee bbythe absence of records. Chen left only a few words
directly recording her thoughts and deeds during her time in Bdlijirsg.howeverthe lack
of a personal recordhat exposes the uncertainty she has of herself through deliberate self
effacement. As a participator in and witness of the flourishing literary market in Beijing in
the 1930sChen publicly performed only the role of an obser@e documented the events
of the poetic society and the activity of other poets but avoided writing about her own

activities. For exampl e, she WMerauhodiHmin essay
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Shuixing) to remember the influential literary journal published in Beijing leetw1934

and 1935. The revelations of many details about this journal in the essay suggests that Chen

was closely associated wilftercury, its editors and contributgrbutshe did not disclose

this. Only once in her memoir to commemorate the poet He@ffane was Once Si ng
Li k e (fiTh Cengjing Zheyang Gechangloes she mention her friendship with this

renowned poet, describing herself as a naive girl when she first met and learnt from him

(707).

Recent studies and unearthed pieces of her wrdntgbiography justify and attest to
Chends i mportance in and c oGrtics hae ndtidgedbtimt t o mo d
the |l ack of records and documents has result

poetry and the subsequent neglectafimportance in Chinese literary histoBhao Yiheng,
defending Chen and justifying her poetic achievement, remarks that her memoir is to some
extent disguised and someti mes deli berately
not beo comingdathteeultad aoaventions ofthetime (2nfi Bi ogr aphy bet v
t he Ltherpeface tdhe Collected Poems and Essays of Chen Jingi@hgn Jingrong

Shi Wen Ji(2008).As biographer, Chen Li speculates that the poet, in fact, had a strong tie

with the eminent literary intellectuals in Beijing at that time and most likely participated in

most of the important literary events, although there is no detailed record dfhis.

biographer argues that this wide contact with poets and literary editors at an early stage of her
career enables Chen to become a key figure of the revival of Chinese poetic society in

Shanghai after th&/ar of Resistanci 1946 (iThe Poetic Relationof Chen Jingrong to
Tsinghua158-164).Her unduly modest narrative confirms the fact that women were subject

to ideological constraints which required them to efface their presence in public. Willingly or

not, to some extent, the poet conceals and distors o me of her &éi nappropr |
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opinions to avoid criticism, suggesting that Chen doubted her presence as a woman because

she was uncertain about the validity of her creative self in a patriarchal culture.

For thisreasonthe social restraints omomen actually had the effect of intensifying
the gaps and ambivalence presentingeffd er st andi ng and produced |
anxiety of aphasiddowever, from their poems written at that time, we can see the anxiety is
caused by their experienoégender. The poems dealing with their feelings of doubt and
frustration over gendered metaphors suggest that these reactions are caused by the difficult

situation of women who attempted to lead an independent life as professional poets.

H. D. 6sDafydod instance, reveals womenbés fru
situation of menin this poem, women are represented as shakeseedpods, splitting their
shrivelled seeds on the pathen, in contrast, are metaphorised as bright and great poplars
The first stanza sets the melancholy tone for this poem. The poet writes the last line of this
stanza as MIdedn aa neglwi.s hSehdepods  paplaraisspatialt he s e e
positions and in appearance. The speds areclearlyin a lower positon, while the poplars
are nAfar b e-panadedrying®idelying, evigle the poplars are spreading their
roots and are bright. To emphasise the differences and the relationship of inequality, this

poem ends with atarkcontrast:
O poplar, you argreat
among the hilistones,
while | perish on the path
among the crevices of the rocks. {2Q)
In this contrast, the poet demonstrates her frustration and pain at being a woman poet

who is inferior to her male contemporaries whose careers are optiamdtghining.
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Similarly, Chen reveals the different prospects in life for women and men in
A Wi n d(@Chuang). In this poem, the destinies of men and women are respectively
embodied in the images of Ayour windowo and
differences are reified by different views from each winddkis poem starts like this:
A Yurwindow/opens towards the sun (13tloocgr@rastte t he b
this optimistic opening, this poem ends with the sense of frustrationagrgenby presenting
a pictyrwiafloiwm. T hutmypvindow / opens tawards:the éabk night /
towards t he €830)eThi$ corgrastbetwegn tise kigw® outside the windows
suggests that the poet is aware of the vulneralaitity difficulties that arise in her life
pursuing a poetic career compared with her male contemporaries. This vulnerable position

dismays her by shadowing and discouraging her chosen pursuit.

The ambiguity and do ubetrlyexvewriges elateltheirn t he
anxiety to their current gendposition functioning as a metaphor of their uncertainty as
creative and intellectual women pursuing a poetic career. The poems analysed above expose
how the privilege accorded to their male peers dysnlaem, a frustrating truth that threatens
to drive both women into darknes@mely of that of ceasing to be a poet. At this stage, they
experienced entrapment and could only write in a melancholic, passive way to respond to the
conditions of their exisince.To struggle for free articulatiothese two poets endeavoured to

explore new way to fully articulate their own blydéxperiences and poetic vision

2.3 Emergence of the Indepa#ent Voicethree escapeandpoetic autonomy

Since the politics of gender produced what | have tetimednxiety of aphasj&oth

women were led to conduttiree escapesom the restraints of malauthorities to gain their
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independence and autonomy as women poets, a completioadtuaedheir aitonomy in
writing. The poetry of O6new beautyd is the f

autonomous articulation.

As the above analysis suggests, women poets needed to free themselves from the
suppression of patriarchal ideology to overcome an gnafeaphasia. In other words, they
neeckdto be able to free themselves from the restraints on articulation imposed by patriarchal
culture in order to achieve the goal of nApos
formulation to release the potentidlcreativity in poet$! To achieve this, Beauvoir
provides a suggestion that urdilequality between sexes has been established, women need
to be free from the customs and conventions cultivated in adoadénant tradition, in
particular from thi corfinement to the family and the burden of marriage. {159).In
addition women poets need to free themselves from lalgination in poetry. Practically
speaking, H.Dand Chen performed the act of three escaptwir personal life:
successively freag themselves from their fathers, poetic mentansl husbands. Through
this brave action, they positioned their bodies directly in order to meet the external world and

gain poetic/aesthetic and personal autonomy.

The first and primary escape for both moks in theescape from the power of the
father, the sovereign of their respectivégpaalfamilies; lowever, this rising self
consciousness deepened the contradiction between women and adult male family members.
In turn, the anxiety of aphasia incredsktheir bodies remained institutionalised within the
family. As Meng and Dai argues Emerging from the Horizon ¢fistory, f r om t he #dAf a

daughter o t o i woforevanien whe seek toonrite forithenaselgg&17)e p

“Beauvoir claims that #dAart, |literature and philosophy
freedom: that of the creator, to foster such an ai m,
this argument in details ifhe Secon&ex(764765).
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The conflictbetween the pursuit of individual freedom and the constraints of traditional

values urged them to flee in order to pursue an alternative life.

Both H.D. and Chends families, belonged t
and were strictly regutad by patriarchal family structurds. both families, the father figure
was dominating but withdrawn while the mother figure was submissive, stranded in
domesticity. The father, solemn and cold, owned absolute authority at harber8Guest,
H. D. @raphdydescribes dinner scene at the Doolittles based on a recollection of
William Carlos Williams, to demonstrate the absolmta t hor i t y o fWhefithey Do ol i
were at dinner and Mrs. Doolittle noticed that the Professor wished to speak, $the wou
guickly announce: your father is about to sp
depicts a similar scene in her family in an
(AFuqind). She presents the scene of a family gathering on a winter nightidgeatthe
presence of her authoritarian father, the fa
violence performed by her father on her mother and confides her fear of him under the cover
of this story. In this story, she criticises the extenwvhich a dominating father of a
patriarchal family is a fundamental threat to family harmony. The family under the power of
the father in this story is described as a strictly enclosed fortress, as Chen comments at the
endofthisessay hat At heghdolfeemn idfies the old and sps
mother, on the other hand, devoted herself to the family at the expense of her own interests.
InmarriageH. D. 6s mot her gave up her gifts of musi
burdensome duties of howserk, and similarykChenés mot her sacri ficed

receive a higher educatidor the sake ofamily.

Patriarchal family structure terrified both H.D. and Chen. On the one hand, the power
of the father, suppressing the seXpression of othdamily members, inhibited the two
young gimafspéakirigroa thedotheand the sacrifice of the mother, repressing
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selfinterests, threatened them as a mirror reflecting their own future as women. Disappointed

with traditional domestic lifehoth H.D. and Chegearned foian alternativeMoreover, H.D.

and Chen, despite their creative intelligence, were subject to the strict and rigid domination of
their respective fathers. H. D. 6s father wish
Curie; however, carrying her fatherdés dr eam,
studious Chen received not support but discouragement from her father. He did not like his
daughter to receive much education and disapproved of almost aladergef poetry and
fiction. In this respect, fathers as the aut

interests and values.

To escape home to free themselves from paternal authority became the essential goal
for both young women who dreamedanf independent and free lifdotivated by this
pursuit, they each escaped from their families as soon as they had the opportunity. In 1911,
H.D., aged twentgix, decided to stay in London at the end of her trip around Europe. After
that she never retued to her family home in Philadelphia. Similarly, Chen escaped from her
family to Beijing in 1934 when she was seventeen. She never contacted her family again. The
two women thus escaped from the prescribed lifestyle for women at that time and
subsequentlgxperienced the opportunity to read and write freely in the centre of their
individual cultures. In this way, both poets liberatieeimselvegrom the confinement of their

parental family and gained the opportunity to establish careers as poets.

Thesecond crisis which H.D. and Chen encountered was the suppression exercised by
poetic authority figures, namely their male mentors. The poetic careers of both H.D. and
Chen wereclosely linked with theimentors: respectively Ezra Pound and Cao Badbuth,
of whom were influential in their respective literary societies at that time. After escaping
from home, both women enjoyed the freedom to read and, wutéhey quickly encountered
another restraint upon their writing: they were asked to defer tomeal&ors. These men
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designed their poetic knowledge and writing patterns and conducted the publication of their
works. Under this surveillance, freedom of expression became an issue once more. The
domination of mentors made their voices muddled. Thusnteevention from thesmentors

l ed to the two.poetsd second escape

H. D. 6s poeti c c &lPoan ntheavsayfound dystematicakyd b
introduced literature, especially poetry, to her, revealing a new world to the then young girl.
From thisperspective, H.D. was guidaead inspired by him. Guesbmments that the
awakening of H.D. asaoet reveals a debt to Pound 84, According to Guest, H.D. knew
little about literature and arts other than fairy tales, myths and music before sheffirst m
Pound at the age of fifteen. It was Pound who introduced fiction and poems to kezrand
taught her to write poetry. Pound not only introduced her to the troubadours of Provence,
William Morris and Swinburne, but also taught her Latin and Greek paéiich sparked her
first interest in ancient Greek culture. On the other side of the coin, Pound made H.D. his
di sciple. That is to say, Pound to some exte
literary knowledge. As a result, her literary edumativas defined and prescribed by Pound,
thus it was he who instilled his own rak of literary taste into h&nowledge of literature.

I n this sense, she perceived a world through

Poundalsointroduced H.D. into a lively poetic circle irohdon and helped her to
build up intellectual and social relations with eminent writers and critics at that time. He
escorted and protected her during that ti me
relativeso (Guest 32 )ngPoWd, she overtame heranitigdshock t he
and loneliness ani@lt that she was accepted by Longdtre heart of English culture. Guest
provides the details of H.D.O6s social achiev
Pound.By the end of 1911she had been introduced to such writers as F. S. Flint, who was of

key importance in founding Imagism, May Sinclair, the promoter of Imagism, Harold Monro,
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the editor ofPoetry Reviewand the prominent poet William Butler Yeats (Guest 29). H.D.,
howeverwas overshadowed in this circle by the glamorous Pound, the rising star of London

poetic society and could not avoid being labelledd&oundés gi rl o.

Furthermore Pound promoted H.D.O6s poetry by ed
Being the initiator andgent, he thus played a decisive role in establishing her poetic career.
On the one hand, Pound helped H.D. to improve her poetic skills in free therfa;m that
his own poetic revolution took and that she followetthe start she frequently conseid
him about her writing. In 1912he moved to live at 6 Church Walk to become his neighbour,
a move that inevitably enhanced their connection. On the other hand, Pound also refined and
polished H.D.6s poems. Guestitpirroyihew @[ Rouwn
takes out a sharp pencil, changes a word here o, theler o sses one out. €& S
of t h,endWiaingder one of his catlike looks, he again takdssupencil and signs the
poemMD. Indagistédd ( 40) . Af ¢tbree ingia poemsmd912, Roarsl
recommended them as the laconic speech of Imagism to Harriet Monroe, the déldetrgf
a leading poetry magazine in America. In January 1913, the three poems were published in
Poetryand mar ked H. Di. 6wsi tdhe btuhte ansa nae pifoHe. D. 0 gi v e
herself had little autonomy in the process of publication, since she did not choose the poems,
the publishing institution, or even her pen name. This story of her first publication as a poet
in London reveals thextent to which Pound exerted a profound influence on her poetry and
her early poetic career which inevitably was overshadowed by becoming incorporated into
| magi sm and the practice of Poundbés poetics.
her é6RhWal ko apprenticeship and to some degr
ideas aiming to free English poetry from the Georgian influence fashionable at the time.
More directl vy, critics have argued t bfat H. D.

Poundbés distinctive styl e. For exampl e, Hugh
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AHer mes of the Wayso and Poundds AThe Return

reveals that t he P owitngd(qtg o Sumest AS). Bar ansthiéimg H. D. 06 s

the publication of H.D.O6s first three poems
Poundbés I magism schema. Linking the name of
movement, the signature fAH.D. hma Vithgtc ® 0 s i gn
H. D. 6s poetic debut and the |l aunching of | ma
her early poetry is not an independent event

Labelling him as an entreprene@uest describes Poundasactivist whose aim was to
promote his revolutionary poetics using H.D.
movement. However, the independent values and meanings of her work were overshadowed

by the grand and glamourous poetic revolution asred by Pound for Imagism. H.Ds an

independent poetas marginalisetf

Out of this entanglement, a divergence between the doctrine of the mentor and self
awareness of the disciple emerged. H. D. 6s as
detad her poetry from any particular movement. Therefore, a rupture grew between these
two artists, especially when H.D. noticed th
to extend to her personal life. As Guest writes in her biography, Pound wasspossed

his omnipotence became a fAthreat to her poet

A similar entangled situation is the case
H.D. who became a disciple of Pound only through an intimate and personal relationship,
Chen was initially a student of Cao Baohua. The stutkswher relationship betwe€hen

and Cao enhanced the hierarchy between them both intellectually and in life.

“®l'n AGendering Modernism: H.D., |l magi sm and Mascul ini
creativity and independence in her early poetry and insists that Pound learnt the objective techniques in creating
poetic images from he
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Cao guided Chenés Iliterary reading and in
Chendés English t eac held30sw®ae camd back with enteadichisi n t h e
hometown Leshan, a remote small southwest town in Sichuan ProAtirtbat time, e was
one of the talented studentstbé renownediterary critic of New Criticisml. A. Richards
from Tsinghua University and a published poet associated witlati@usCrescent Moon
Schoof®. The young teacher from the cultural centre of China, talented and knowledgeable,
thus won Chends heart and naturally became h
provides an annotation for this romance, remarking thasit mor e | i kel y t hat i
knowledge and civilized manners rather than any sexual charisma that attractedl Chiere(

Poetic Relation of Chen Jingrong to Tsingh@&2). Her mentor introduced an attractive

world beyond the town and kindled the youngrg!l 6 s i nner passions and
poet. In this sense, Cao played the guide who would expand her provincial reading. She
already had enormous enthusiasm for literature and had secretly read numerous poems and
fictions in both classic and mode@hinese before she met hiAndrea Diane Lingenfelter

and Meng Liasu have recorded this in detdiheymentionthat Chen had read the poetry of
most eminent poets in modern Chinese poetry, such as Guo moruo, Bingxin, Wen Yiduo and
Xu Zhimo, during her the at primary schodf. Apart from being his student, Chen also

worked as an assistant to him. Cao was at the time actively translating and introducing
modern Wegrn literary theories, such as New Criticiamd French symbolism and Chen

helped him with théranscribing. It is most likely that she read Western literature, sutte as

work of Emile Zola and Lord Byron and later the work of Charles Baudeladd-rench

4 Crescent Moon School, led by the influential poets Wen Yiduo and Xue Zhimo, was influenced by Anglo

American literature. It focused on the aesthetic formalist experiment on poetry and profoundly intpeoved

Chinesenew poetryin both theory and praxis. See the details in Lawrence Wtahng Wongbés articl e i
Tigers in Group: The Crescent Moon Scholl in Modern C
of Republican China (2008), pp. 2332.

50 See the detis in Andrea DL i n g e n fidAéMlarkee €Calegory: Nine Women of Modern Chinese Poetry,

1920199 ( 1998) a n diThd infergo Tarnga GendeidPslitics and Modern Chinese Poetry| 1917

198m® 2010.
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Symbolism, with his encouragement. She may have known these writers and their works

fromet her Caob6s English c¢class or her transcrib
comments, Cao awakens and enlightens Chen through his extensive knowledge of Chinese

and European literatur@(The Poeti ¢ Rel ation od6é2.T@éhen Jingr
extensive reading of a sophisticated mix of poets laid a solid ground for her later poetic

career.

From the time he observed Chen6s talent a
support for her escape from home to receive higher education in Beijing, asubbequent
entrance to its |iterary circle. Chenoé6s firs
1932.Unfortunately this was a failure. Chen was traced and returned home by her father and
grounded for nearly a yedfler second escape in 193gam sponsored by Cao, succeeded.

In Beijing, Cao helped her tttendlectures in Tsinghua and Peking Universities and
introduced her to the influential Beijing poetic society, where she met eminent poets and
writers. Among them, the mbmfluential arethe renowned hree Poets of Han Garden
Bian Zhili, He Qifarg and Li Guangtian, whose work marks the peaiChinese poetry in the

1930s.

Cao maintained his position as a key figu
career. He introduced her poetry to the public through his influential role in bridging the
circle of critics and writers in Beijing literary society. He promoted @hen poe ms by
publishing them in the literary section of newspapers sudisiaghua Véeklyand the
Academy oPeiping Morning PostAfter the failure of the first escape from home, Cao sent
her poem i Di(8Huanria) ® rsmghomeeWeekiin 1934to commemorate her
bravery and this is considered to be her first publication. When Chen arrived in Beijing Cao
also began to recommend her poetry toAbademy oPeiping Morning Postvhich was
under his editorship. Acclolr dafn gCheon 6Csh epno eLmsd s
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between May and October in 1935 were published under the editorship oG #ois
sense, he launcheahd promoted her poetic carekowever, it is noteworthy that Chen was
not entirely passive during this process but dgyadicher own poetic styles and techniques
and outgrevher mentor (Zhao 5; L. ChdiThe Poetic Relation of Chen Jingrong to

Tsinghua 162).

The ostensible harmony in the relationship between Chen and Cao was disrupted by
the O0gender c odatteetthieak ohtlddar of Redisancdn ithé wae
crisis, Chen as a woman pdest her freedom to write poetrgacrificing her writing for
suppor ti ng. THe areséuse ofdiang &nd surviving made Chinese society,
especially those male idkectuals who had previouslylaocated democracy, withdraw their
generosity to women. As a result, the space for women in society began to shrink. The
ensuing financial crisis forcgdhento give up her artistic practice, most of her time now
taken up eithr by assisting Cao, or doing paid translation work. When Beijing was colonised
by the Japanese Chen and Cao fled to Chengdu. Life thus became tough and money for living
expenses became the most important goal. Given the large number of unemployed men, Che
along with other professional women could not now find a@#mn thus became the bread
winner, employed as a middle school teacher. He nevertheless remained writing and
translating for publishers because of his outstanding educational resume and @academi
reputation. Moreover, Chenbés poetry could no
favourable genre during the was a resultshe was compelled to shift her focus to assisting
Caosoxlledo meani ngful worké as well G@Ghenttdi®i ng ad:«

became subsidiary to and dependent on her former mentor, and in the process lost her

’See Chen Liés AThki rChromgd o giyR7od £Lrhde nWor k o
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autonomy as a creative artist. As a consequence, her poetic career stagnated and competition

between the two came to dominate their relationship

Chendés ambivalence towards Cao i s express
mentor and her anxiety that his influence cast shadows on her writing that suppressed poetic
aut onomy. | n &nd theeCatP h( il Zohsear pelwéten i thévbaitanon Jof
1937, the beginning of their exile in Chengdu, she represents Cao as the beacon which once
guided and cast light on her. However, the speaker loses her glamorous guide and asks
desperatelmy: | igh¢eoe® iAs the end of this poem,
a mysterious cat visiting her at midnight, which is more like amelection. Chen continued
toexpressheti sappoi nt meWihdovo (Chuamg.) pSDhean nooe yos : A G
with / your |light / illuminating thoroughly
(21-25). I n a piece of her pr oiSigue nhaYibeste wiitdsh e Me mo
without mentioning Caobds nameerhdarhandsoubamdt e s he
the | ove between them was | i lbe efetzlee il asmpe i ofc
the end, this | ove Glhanmdse df nmps threat ipon daemwd (518
freedom to be a poet is powerfully described a pr ose wor k named AThe
(ATi anshi zhi Qiuo), written in the autumn o
poetic career as the snappi ng -trbkermangelangel 6s
cannot dance freely and sing a hyto the sun. This picture of an imprisoned angel reflects
her suffocating feelings when she became a poet who could not write: a poet, in other words,
with aphasia. To follow a male mentor was no longer an opportunity for inspiration but it was

a constrait upon her creative potential and autonomy.

The examination of the relationship between the two women podttheir male

mentors thuseveals that the latter played a double role: one as the teacher and promoter who
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initiated their poetic careers atite other as the poetic authority who threatened their

emergingautonomy and freedom.

Mentorshelped Chen and H.D. to build their early literary knowledge and taste and
establish their public reputation as gifted poE&corted by Pound and Cabetwomen
successfully enteregoublic sphere as independent poets with their own voices. When they
escaped from home with poetic ambition fostered by mentoring, Pound and Cao who had
already gained fame in their circle naturally played the role of agenhtamnchediary
between the two young women and poetic society. Freed from their families, H.D. and Chen
however, now had to deal with two roles in a
public |Iife and womends r e prabtemwashowawdmare r e al
might gain access to society as an independent subject without the intermediary of family. At
that time, when women escaped from home they gave up the identitylated for them
within patriarchal family structure. They were expd to the hostility of society which
threatened to return them to a subordinate position again. This problem was everywhere
compelling, reflected in the question raisedayinfluential Chinese intellectublixun: what
will happen toHenrik Ibse® s Mfter she leaves home (16%)Apart from the general
hostility in society, a more serious problem emerged as soon as H.D. and Cleehupiek
pen to write: the legitimatoan f womenés poetry writing. That
access the realm of pog when they remained on the outside of the poetic tradition? These
compelling problems, however, were only ever partially addressed with the help of their

mentorsodé6 |literary prestige.

2This is from LunxHenriglbsed s i tadt plagAd D oelal do(E87§HLamkn eaised

this question by writing an essay AWhat Wi ll Happen t
Z e ny an @3 Kis ahsivér dvas that she either degenerated or returned home if the social and economic

inequity between men and women still existed
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Simultaneously, the two women poets perceived that the traces oéttiermin their
creative practice and their relative power and privilege in the realm of poetry negatively
imposed on theirownwriting he ment ors6é voices that came t ¢
beset them sufficiently to initiate a second experien@pbésic anxiety. As authoritarian
figures and as rivals, the mentors suppresse
individuality, attempting to cultivate them as disciples who would support their values and
projects.Arguably, this can be seen as d@empt to subjugate theprotégéeso a secondary
position in the realm of poetry. In this sense, gendered hostility and attempted regulation did
not disappear, but in fact became stronye915, H.D. ended her poetic relationship with
Pound after hbad left Imagism for a new revolutionary campaign when she chose to help
Amy Lowell publish another collection ofragist poems. Chen broke with Cao in both

poetic and personal relationships in 1939 and never contacted him again.

Marriage became the thiatisis of patic autonomy and freedom, becabst¢h Chen
and H.D. werenevitablythreatened with the possibility of being confined to the role of wife.
This form of conflict was reflected in the tension between husband and wife who each
competed for sp&ang rights in the family. Moreover, the problem was more complicated in
H. D. and Chenés case because they were marri

for grantednot only in marriagebut also in poetic society.

Mar ri age t hrndependence as a poet@inckinstrained her creativity.
Although she attempted to establish a marriage of independence with the English poet
Richard Aldington in October 1913, this appears to have been grounded on reciprocity rather
than romance; Guestmear ks t hat t helyi knee r¢gd).uddl pebvidedi ne s s
Aldington with her talent and inspiration asthecsa | | ed fAtrue Greeko and
offered his academibased knowledge of classics to HfBr. her writing. This businedike
mariage howeverdid not guarantee her poetic or personal autonomy. She remained anxious
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about her independent poetic achievement. Both early participators in Imagism, H.D. and her
husband were usually referred to as the Aldingtons and the name H.D. laasddyy Mrs.

Aldington on social occasions. These appellations have been well documented in the
correspondence and memoirs of their contemporafi@sirally, H.D. worried that all her

creativity and effort in writing poetry would be subsumed under hertha n d 6 Bor n a me .

H.D., the titlefiMrs Aldingtoroindicated a subordinate relationslaipd trerefore put her

autonomy at riskGuest mentions a letter from H.D. to Amy Lowell, the guardian and patron
ofpostPounddés | magi sm, poi tyatibeingaddresd astMise f or mer 0
Aldington. Determinedo keep her career separate from that of Aldington, she worried that

their poetry might be confused by the public who saw them as a married couple (Guest 69).
Moreover, the frustration and anxiety caubgder marrage disturbed her writing, because

the experience disappointed her and devoured her energy and credtieistillbirth of her

first baby and the consequent fear of future
in 1915 was troublingnevitably,these feelings had a severe negativeacton her writing.

She confided her frustration and anxiety in her poetic practice to John Cournos in a letter and

cried out that Al only want to write!odo (Gues

Similarly, Chenbés marr i agheeetelhtedaspecsh@e d her
difficult and isolated domestic life in northestern Lanzhou in Gansu province drained her
of poetic inspiration. In 194&he had married a poet, Sha Lei. Shorfigraheir marriage
the couple moved from the capital Chongqing
from more civilised cities, was short of modern facilities and lacked an active intellectual
environment. Moreover, the harsh natural environmemtpounded the difficulties of daily
i fe. Chen notes the harsh weat h(@e).$he Lanzho
wr i t e she wilddromthé&nbrthwests whistling, sands hurling @i628). Moreovet

Chen foundhe heavy work of a wife andother of two girls exhausted her and took away
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her time for writing.This situation became worse when her husband went to work in Qinghai,

a place far from their home. In this way, the wife sacrificed her career for her family to

support the career of theisbandi(r oni cal |l y copying her motherod
she first ran awgy The disillusion of romance in her marriage and the personal confinement
experienced as a witdsothreatened her autonomy and freedom. Chen metaphorically
expresses her disappointment and anger at he
Knighto (AQishi zhi Liard yritten in 1944 which isa rewriting of the chivalric romanckn

this poem, the poet accuses the Knight of being a liar who trappedanbedlying freely in

the sky in his own garden. This story alludes to her domestic situation, where she is confined

at home with no freedom and in misery, numbed, silenced, and robbed of her inspiration to

write.

The role of poet was enffjed by the rée of wife and Chewreativity in poetry was
withering.As she recalls, her life then was like a pond of still water with nothing left but
sighsZhao Yi heng observes that writing became
time. Zhao argues that treefortuitous pieces of writing cannot reach the height of her
writing before thevar, t hey @reeesmnlry amMaexpression of her
experience of the anxiety of losing her poetic voice is described in a symbolic way in her
prose collectin, The Starry RairfXing Yu Jj (1946) In the preface to this book, Chen
claims that this experience is a dismal dream in the dismal-wegtern plateau (543). In an
essay nameey) sfAetelaboratésyhis (fream as a nightmare, in which shegia
her voice in the coils of a pythoim this dream, Chear i es out: migwkhdi ee? 0 (
In her sporadic poems, she describes this impasse with metaphors such as the action of
Ashutting [a] windowod and t bsawith dsdppoifitmentat i ng a
t he end of t hfAnxijp)p omMfersifencé Rferevér fat rest in the desperate

deserd (18-20).
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Marriage,as a resujtbecame a threat to the poetic freedom of H.D. and Esaape
from it becomes simply anothere cessity in defending their fr
Aldington became loose and their marriage began to fall apart in 1915 hehkasband
enlisted in the army. Al dingtonds departure
satisfiedthatsh coul d | i ve al one without wasmone Cheno s
dramatic. In January of 1945, she secretly fled to Chongging, travelling more than one
thousand kilometres by herself, to restart her independent poetic career in the city that was
Chhnabés cultural and pofResistanceardm tlatime, hea | duri ng

marriage was dissolde

To defend their personal and poetic independencéhtbe escapesan be viewed as
selfimposed exileAfter the completion of the thresscapesthese two women released their
bodies from patriarchal institutions and gained both life and poetic fredjoramoving the
gendered social and intellectual confinement, their-lnad personal and poetic autonomy
prepared both poets for achiegitheir articulation of female e nt r e dChem eal i t y 0.
explicitly describes the restraints of tradi
and takes her completion of the third escape
Thepoetyof O6new beautyd is the fruit of such a
demanded a severance from all domestic ties. In 1916, H.D., leading an independent poetic
and pesonal life again, published her first poetry collect®sa Gardepwhichpresend the
images representingn e w b la thainidgdlé of 1945, beginning to start a new life in
Chongging, Chen wrote a series of poavhéich embodyth@ ot i on of &édnew beau

poetry of Onew beautydé thus becantonersyandhe tr op

was also evidence of theiutonomougxistence.

In conclusion, the femaleentred position of H.D. and Chen comes into being after
they successfully freed themselves from the directrobaf patriarchal authoritiedt is only
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once they ha posited their freedom that they could begin to create for and by themselves. In
ot her words, the completion of O6three escape

could survive and autonomously respond to the external world.

The change ofthe el ati on of these two poetsodo bodi
translated into their early poetry by the transformation of the borderline images which
represent their bodily situationsaow turn toexamine the imagesf 6 new beautyd a
howthepoet y of O new beaudent rred | Grcd poetiaevgldgonaan de t h
that hinges on the shift of their point of view, from a madatred perspective to a female

centred one.
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ChapterThree The Birth ofaNew Voice: Estrangement anitie Formation of aFemale

CentredDiscourse of Beauty

The previous chapter contours the gendered situations of H.D. and Chen and provides
a context for their poetry of &édnew beautyo.
in this context and examines images in two ways. This chapter follows one thread that the
female body of the two poets enters | anguage
beautydé through poetic estrangement, which f
60 new bleantendyhat a femalgentred discourse is constructed by examining the
signifying process of the concept of Oénew be
formalist examination of the poetry in question in both diachronic and synchronic ways
wi t hi nSedlGadedrsd CQ@verflokeand conceptualise the col
b e a ul thgn&eveal that the creation of this concept is based on a new relationship between
a female body and its externalworld. ar gue t hat t heisguaiguemode of 06 n

of discourse, articulating the subjective and gendered experience of these two women poets.

3.1 Empoweringthe Weakioet i ¢ estrangement and the form

beautyé

| examine the i mages Chfendrse woled awyt yod ian dh
synchronic reading of their first poetry collections: respecti$elg Garderf1916) and
Overflow(1948). My primary goal of this reading is to show that both pomtseivea

noti on of byaaeatinga arega eapowerful natural images estranged from
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accustomed imagery of weakness Th e concept iregpreseotdn udusualvandb e a ut

harsh aesthetic

3.1.1 Flowers between Land and Seahei mages of H. D. 6SsaGamdenw Beau

Sea Gardelpresents six delicately organised poems on flowers and gardens to
formulate similar images & radicallyd n e w b wha&huform & pattern to collectively
construct the central image of a sea garden in this volume. FHikie pbemsnake up the
clusterwhich | termas theseaflower quintetin this thesis, sharing similar theme and
structure and depicting pictures of small f|
ASea Lilyo, ASea,aPnod pi Sdyzart,/froniiSseidowen qoirdteg t 0
AShel tered Gar deno pagslenhcordigurathip@attemibya mi ¢ vi e w
reading these poems as a whole and by comparing the garden imagery appearing here with
that in the poems written at Mylrgumentisthat begi nn
this pattern forms a harsh aesthetic wtileehes outvhat the poet herself callédn e w

beautyo in ASheltered Gardeno

Thespecifc structure of these six poems mandgaésth i s &6 new intenaivet y6 by
recurring image of avild and rough garden located in the liminal space between land and sea
that is estranged from its conventional equivalent characterisegrofusion of delicate
flowers.The notion of the garden as a sopketd, designed domain bearuhgicate
flowers and plants is a place embracing conventionalised béautther words, the word
A g a r id @ pp@m could be expectedewoke pleasing scenery which is symmetrical,
cultivated and full of pleasant shapes, colpangl smellsMoreover, a theOxford English

Dictionary notes, garders a piece ofroundadjoining houseddowever,the sea garden
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constructed irthese six poems opposes the aceustbimagination, being insteadyarden

of wildness that ishothdeformed and harsh.

The sedlower quintetprovides pictures of a wild sea garden with harsh
characteristicérom its location at the borderline between land and sea. As in each poem of
thesed | ower quintet, the sea rose and sea iris
lies on templesteps; the sea poppy grows in pebbles; and the sea violet stands on the sand
bank. Every flower or plant in the quintet is apparently insubstantially rooted and drifting in

the waves.

The sea garden is located in a space of desolation and lonelinessesiggdbe
notion of the borderline spacehe f | ower s and plants itwdH. D. 0
like other gardens, appeasignificant and isolated from other flowers and plants, in contrast
to the flowers designed in lush groups in a cultidagarden. In other words, the plants
featured in the seflower quintet are solitary with literally only one flower or plant presented
in each poem. For example, the rose in ASea
sea violet growing againgte wind is also the oplone of its kind by the se@he soecalled
isea |lilyodo, as the titl e sulpgaevddireedwithes not a
sturdystem. The sea iris stands on its own against a host of sea weeds. Althditth the
ASea Poppipkrraldnlyiose poppy istrepresentddoreover, the smallness and
loneliness of the flower is foregrounded by its almost empty background. Standhrey on
edge of the sea, the popiakes up a pgtion against it, creatingstark contrast between a

single small plant and the seemingly boundasys s e a. T h e thusadeepemgtiies v as

impression of the smallness, loneliness and vulnerability of the plant.

Thesea garden is shaped by nature rather than cultivatetidoyan gardener,

because it isituated in a hostile environment and possessing an unstable and barren habitat.
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Specifically, the fisea roseo0o is Acaught in t
Ahas caught root amongmpkhbl gsothadaSeaoPoppite
| ri sogliesd Aitmansando and st iid rarndspg offhidldlad widgle
(A Sea M5 In it unstable environmerihe sea garden is expodedhe violence

of nature; thdlowers andplants threatened and finallprtured by the wind and waves. For
exampl e, in fASea Rausdewhirlingtugtlee samismd flSietas Lti H e 0g
wind slashes at the back of itthewirtehe df yaontdh 6s.h a
theseapoppggr i fts Aflung by the sebshelahsogfmbed
Popplodd, theseaviolei| i es fronting all the wind / a
sandbanko (fiSea Violeto), and etdhéd yi svaa eisr i( SidB er
These portraits patently demonstrtite adverse living conditions tife sea garden. A blast

of wind or an attack by waves may takethe e a f | o we r s dnfaattfloners gnd mo me n
plants here are somehow defective due ¢octimstant attacks of wind and sea. They are

weak, stuntedand some are even brokénS e a 0, e gpening poem @ea Garden
presents a rose not |l ush and i mmacul ate but
| ed3f4p The 7r eled yion ifisSeflas| ashed and torno. The
Poppieso is broken and it spinegshtaldeachénithei d i s s
boul g6e’x sdhe white viofeangi hedSaeadVi ais@B6eai sr

Abtiet fl ower o and fone @B)tThebe dépictiores sumgesttha | |/ i

unchecked natural elememtswerfully structure the formation of the sea garden.

The contour of the sea garden suggests a gastiemged from gardens that are
painstakingly caredor andpossessed by human beingscdémtrast, the seiower quintet
creats an image of wild but vulnerable plants growing naturallgeffrom regulation and
control. This estrangement invites inevtable comparison between two types of gardens

and flowers yet simultaneously implies that the unusuafjaeden has an alternative intrinsic
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beauty. The meagre rose presented in ASea RO

rose/singleonasteno(5-7). The phr ase A mor epgtentwmoparsans 0 i ndi
betweerthe sea rose and its conventionalised counterpat n fiSea Li |l yo, t he
is Adoubly richo. Il n another poem, the britt

desc i bed as a fidrorittuniag eboinlkroscented and stin
Afortunated again I mpl y <fopmrpeacriiosuosnos,. e®Arlilc ho,fo
suggest atrongly positive experiencbecausehey invoke a pleasant fésy. Moreover, the

poet us e sindsbaghtfortvardd mamnéo describehis broken poppy that has only

one leaf on its stem, so the solitary leaf is compared with leaves in a meadow. In addition, the
repetition of A butréachioheconohg, aathédf it indicads thatths not a
white violet rooted in the shifting sands by the sea is preferable to the proudly fluttering

Agreater blue violetsd on the hildl

but who would change for these

who would change for these

one root of the whit sort? (16L2)

Shecontinues in the next stanza:

Violet

your grasp is frall

on the edge of the saiill,

but you catch the light

frost, a star edges with its fire. (13)
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Here the white violet is ore striking, because it haglhance tdecome brighby catching

the lightdespite its dangerous locatiohhese two stanzaserving as strong expressions of
feeling, indicate that the white violet is more precious, and therefore more beautiful, than the
blue one. All of these comparisons, in fact, sugtjest thiswild garden with defective

flowers and plants is not a symbol oEbotiani wast e | ando but a repres

Unlike theseaflower quintet, howeverj S h e | Gareleeeainonstrates the
estrangemenh creating the sea gardbyg juxtaposingwo contrastingscenes of a garden
(before and after windtrike). The former represents the conventional garden and the latter

the sea garden.

ASheltered Gardenod i nit i adrtificialypeawdifslent s a p
garden, welprotectedand which in turn preservespected beautigonventionalised beauty)
in shape, colour and taste. Loahten a little hill, this placés tightly bordered by pinks,
colourful in sight and sweet in smell. Furthermore, all the fruits here are mastulo
wrapped with cloth or stravibutthis carefully tended beauty deemed &eauty without
strength whiclthokes out other forms of life. This sheltered garden is lifeless, for it is
unchanging and inactiv& he routes in this garden are rigidly laid as all the foepaths
lead to the same place and people can only see the same viewhakmgadths. The speaker

of thepoem feels disappointed, for only oview, one perspective mdge seen:

Every way ends, every road,

every footpath leads at last

to the hilkcres®

then you retrace your steps,

or find the same slope on the other side,
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precipitate. (38)

The stanza above presents a tedious life in the sheltered garden: the sequential and recurrent
use of nAeveryo, Ar et regulargy,and inemutebilitf. intaddition,ah@me 0 i
air in this garden is permeated with only one kindagnt from the colourful pinks and is

stuffy in spite of being pleasant. Likewise, the fruits wrapped in cloth or straw may look
wonderful in both shape amdlour, but they grow in darkness. The pimiade fences and the
wadding by cloth and straw ward off risks and dangers but also prevent changes. For the
well-protected plants and fruits, this also keeps them from living a robust life on their own.
The proection is set up for the flowers and fruits in the garden not because they ask for it, but
because aaxternralpower (presumably thowner of the garden) desiiiesThus, the speaker

asks il ldve you seen fruit under cover / that wanted 6gb{(18-19). Protectionresults in an
unsatisfying form of beautyy keepinghe strength of raw, unmediatéfe away from the

garden

The poettherefore providesa potential solution to this problem: exposing glaeden

to the attack of nature

| want wind to break,

scatter these pingtalks,

snap off their spiced heads,

fling them about with dead leavies

spread the paths with twigs,

limbs broken off,

trail great pine branches,
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hurled from some far wood

right across the melepatch,

break pear and quinée

leave halftrees, torn, twisted

but showing the fight was valiant. (43}

After the violent transformation caused by w

presents the conception®fn e w b, a eprasngafion that is a new idea loéauty

O to blot out lhis garden

to forget, to find a new beauty

in some terrible

wind-tortured place. (558)

These violent changes thus bring the feature

aftermath of a natural destruction embodied in an alien garden with lhplzes.

The preceding reading of the six poems suggests thah#weytextual coelations
becausehey all revolvearound the themeofh at H. D. proposes as fineyv
AShel t er eTde fikaadldveenpoems, on the one hand, respectivetyesent the
sea garden from different perspectives, such as the defective appearance of flowers or their
bitters weet smel |l , fl ower byl ftkekowdr GaOdenberet h
featurescomparatively against a conventional nornd aorcludes that they functioas a

formwhichcanbecallel new b.eaut yo

There are some exampld$ie speaker n A Sh el t ealsdod a garden that n 0

wouldmixt he aromatic with threaraptswingleh®f sa emrtar
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useshe recurring sign of negatida emphasise a strongagearthysmell fit her e i s no
of resin [/ in this pl acel31lY9). Meaowhitessscha of bar k
complex aroma from the plants in response to a strong wind correspones tditta ¢ r i d
fragranceot dmtour ead wiamsdle i n ASea Roseod0 and th
iris with a br oken pEhespeakenlsoenvidions thexposdreofn f Se a
the fruits in the garden to violent nature. The poetusestivor d fl et 0 t wi c e: A
ri pen of (28haennds efillveets 6t bl eac h (3489). Thiswouldle i n t h«
invocation of permission indicates that the fruits shaadreely, naturally, exposed the

cold and frost. Only if thegonfront the bad winter on their own will they gain their true
appearance which is fAfair with a russet <coat
the winter weather gain their true taste from the frost, a taste which is both bitter and tart.
However, this experience in a harsh situation never dilutes the quality that the fruits have for

the poetic voice. On the contrary, they have beauty both in appearance and in taste; the russet

or yellow colour is #Af ai r ithis@spett, dudh eolotramnslit e o f
taste conceived in ASheltered Gardeno echo t
flowers in the heavy wind of the quint&urthermore, the speaker summons a wind to shatter

the sheltered garden. In the stanza préasgtite windattacked cultivated space, the verbs

used here resonate with the violent actions
Ascattero, Asnapo, and Aflingo. The verbs th
compared with their discte usage in the quintet, highlight the violence caused by the wind

and increase the intensiy.l t hough only dAhalf trees, torn,

this garden, however, remaibsautiful.

The recurrence ahcorrespondence that shattlackand foth between these six
poems linkwhat H.D. callsi n e w biera uit Ybel t er e d -fl@svarquingenla t o t h

addition, the five poems also introduce the natural environment in which these flowers and

104



plants livéd the seaside with its inevitkbprevailing winds. Thus, theea garden is presented
exhaustively and in minute deftfrom every imaginable angl# is, howeverjn the

AShel tered Gar deno t thefaatureslare kubsuraedundertme i n t he
concepti on o fatpresergswithdueapologyyadwindlidglatedgarden which

exactly echoes the sea garden depicted in the quintet by the pervading hybrid smell and
examples of broken flowers and plants. The six poems thus are most likely to be strategically
compiled togeterasawholel n t hi s sense, the final stanza
the notion of Onew beautyd functions as the
also the quintetAt this point, the six poems, distinct but textually correlatechtthether,

exemplify the estrangement in the sea garden. In this sense, | see the estranged sea garden as
the core i mage of whatt H.sD.f rooar Itshifsn eiw ebnve duetay
coined d6new beautydé as a icomithncongentionalised beawtynt r a st
All these features which formthe-soal | ed fAnew beautyo is the c¢ch

6new beautyd in H.D.O&6s poetry.

Furthemore t hi s correlation corresponds to Su
AShel t erded sGarhdee ifeaQardeiisit Bxiel efi n t he Ameri car
Fri edman o dmplestahlaua tpioosnn ti ng the notion of d&éne\
estranged sea gardes the central justificatiofor publishingSea GardenAs a collection of
poems, the former is intentionally organised around a theme because it encompasses only a
portion of the poems written By.D. from 1912 tdl916. Some of the other worksgitten
during the same period are collected in the subsequent volume publishetbthimdoyear,

TheGod 1917) . Ot her critics6 studies alSsao conc
Gardenis clearly intentional. When Diana Collecott discusses the narrative elements in
H. D. 6s | yric po eSessGardashadar frove nmaarnkdso mt hcaotl Ifiect i on

(144). More specifically, Friedmarotesthat the five seflower poems assume important
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roles in structuringsea Gardems a whole, observing thifie sedlower poems are

strategically scattered to give the book cohereReer( e | soMelB&).

Theintentional selection and arrangemeh&ea Gardemas well as providing thetle
of the collection create the sense of an estranged sea garden in the nbtioreolv b eaut y 6.
Functionally, the six poems in question form an organic structure to present the notion of
6 new b eeadnpognplaya adistinct roleThe quintet depicts a picture of a rough sea
garden from five separate views. Each individual poem introduceseauglas a plant living
by the sea. Unlike the parallel delineation of the sea garden from various perspectives in the
guintet, ASheltered Gar den o, acarslingdo Fiiedmaoar oc os i
(Penel opsHdistegrdtestine featuresidf. D. 6 s finew beautyo delin
the quintet and presents them in one poem. The fivfl@agar poems objectively portray
pictures of O6new beautydéd in a distant way, W
of the advendt boyf idnnterwo dbuecaiuntgy a speaker ndl 0. |
AShel tered Gar dentoorstewarrecch el doa o at diwlfiinmdd fAne

depicts such places in detail.

Sea Gardenin this senseassumes a productive and constructive paligerning the
esttraaged i magery o ftextGahamdiwstruotaral cotrejation befivbea the sea
fl ower quintet and AShelter ednageyaftieend enhanc
estrangedea gardeh the scene with tortured flowers and plantthie wind, each poem
treated the theme similg but with slight difference8y t hi s means, a conce
beaut yd c onleaheriwardspthelalienatmrsga gardeis not a single poetic
image but servet® establish an abstract ideehen tle whole collection is read at a sitting
the correlated six poems scattere®ea Gardemayrepeatedlyemind the reader of the
individuali mages oft otrhteurfiewdiondgar den i n one way ofr
these imageotthe general ter n e w b la this way, ¢he impression of the wildness of
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the sea garden and the harshness of the flowers and plants are reinforced and lead to the
abstraction of the notion of o&édnew beautyd: a

hardiness ofilowers and plants produced from dynamic confrontations with violence.

Theencounter does not create a hierarchically unilateral relationship between
batterers and victims, but establishes an equally interactive relationship between violent force
and theflowers and plants. In other words, this encounter does not make the wind, waves
and sand batterebait manifests the independence and autonomy of the flowers and plants in
thesea garden as they confromatural,even aninevitable violence. In thisesise, the
encounter between the two parties in question manifests a dialogue between two conflicting
strands of strength: the external force of nature and the inner vitality of the flowers and
plants. The trope i n @Sea hdrasangiothewnd tuttingd e s cr i
the petals is equated with a piece of flint striking on stone. When the wind shatters these
flowers and plants, the latter respond eatthan submitting. Ae encanter is not a device to
pit the strong against the weak beaiigproduces neither a winner nor a losecausen
eqgual position is accorded to each party. As dialectic, one opposes and confronts the other. As
a result, their beauty comes out of the interaction between the two strands of strength, or of
equal weigh since they are confronting thok®ces which compose their natural

environment rather than submitting to arbitrary, external violence.

Some critics observe this dynamic process and a new thing produced during it. for
example Eileen Gregory noticethat the dynamic of this confrontation embodied in violent
actions may result in something new for the flowers. She takes this encounter as a metaphor
for an alchemial process in which the formerfisrged by violent action. Gregarjiowever,
shifts her nitially promigng focus from explaining thisomething newo examining the
al chemi cal process: how the action of fAcryst
poemg(86-90). | contend thathe something neviies not in alchemy as such but in a matu
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uncontrivedresponse to external forcdhe dynamic in this confrontation attests to the inner
strength and hardiness of the flowers and plants with no need for a mysterious alchemical
process tht transmutes base material to gdtdother words, th poet aims neither to

condemn this external violence nor to show her moral sympathy for the victims.

Whatthe new produdhat the poetelebrates instead asharsh aesthetic manifested
by the inner strengthnd hardiness embodied in the bisareetsmell, luminous but austere
images, survival in a harsh environment, and the dramatic effects of confrontaten.arb
the attributes praised the six poem question The smell of the flowers, for instance, is a
complex and apparently contradictorymt ur e, descr i beeddo aisn tihSee af a c
Roseo0, fasrtamatgien,t 0 esdmelalr diem O0A S laanldt dirsiveea lam
Diana Collecotbbserveghat the poetic use of a composite of mixed smells is derived from
Sapph o 6 softlieeroxyradrord phrase bittesweet whichsuggests that adding
bitterness to swethess makes the aromare tempting and complex, aswith p h o 6 s
understandingoflove AH. D. 6 s Tr ans f oAbundahce praducéddea i cs o 95
strong and multlayered sensation generates a pleasing and satisfying feeling. Thus, this
feeling in abundance that is caused by strength rather than torpidity manifests the beauty that
the poet pur s u eesvbealfoallssfar hglet.rThe troph & flinh and stone in
ASea Lilyodo implies the | ight cast upon the r
preferable to the blue one on ot/frost,atstarp of a h
edgeswithg f (l&1@é)o0 | n N S hded ntoe,r etdh eGasrp ava oe geendruiti e s 0
under cover /thatwanted light . These quotations suggest t he
unmediated is significant. The brightness of the exposeeefls and plants isikurious,
despite the danger which they may encounter. Brighe s s, a qual ity of the
b e a uig ayedtamertb the existence of inner strengtfhus, the poet foregrounds the

beauty in brightness by relinquishing segtered safety. Moreoveh, &8 6 n e wcorhesaut y 6
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out of not just any place but -aortwumgdédd aplda ua
(Sheltered GardenThese growing things do not lead easy and comfortablkethee

recurringwo r d A cat cho whedangers of thiénvieneentthiereby g

foregroundinghe unorthodos et t i ng o f .tFér exandpleghstanzae a ufi § é a
Roseo0 whthatfhy csu aagarees caught in the drifto sugg
roseby the sea lies in the struggiéthe roseagainst the elementshus, the harshness is also

a touchstone of inner str engbdarshnewaestleic.c. much as
Overall, these three attributes manifest thalidy of endurancand hardiness from within,

thus manifesting thendependence and autonomy of the flowers and plants and revealing

H. D. 6s O6new beautyd in the process.

The comparison of thenagery of garden and flowers between its usage. D. 6 s
earliestpoetand t he poetry of Onew bteyabutiysd as ungegve s t
constructed concept. To demonstrate this comparison, | take thefip@emc h aigindlly ( o
titled as APr asaypexamples alnnd foi@neadhmaofirst published
imagist poems writtem 1912 beauty for the poet iepresented by delicate pear flowers and
their fruits.In this poem, the orchard is a domesticated placdtaithagery offlowers and
fruits is in their conventionalised usagehe orchard is weltended and controlled by not

mortals but a more powerfgod

| saw the first pear

as it feld

the honeyseeking, goldefbanded,

the yellow swarm

was not more fleet than |,
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(spare us from loveliness)

and | fell prostrate

crying:

you have flayed us

with your blossoms,

spare us the beaut

of fruit-trees.(1-12)

Later, thespeaker of the poeentreats the god:

| bring you an offering

do you, alone unbeautiful,

son of the god,

spare us from loveliness:

these fallen hazealuts,

stripped late of their green sheaths,

grapes, regburple,

their berries

dripping with wine,

pomegranates already broken,

and shrunken figs
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and quinces untouched,
| bring you as offering(19-31)

The poet presents an orchard with abundant products which is astonishalgcatampting.

Unli ke the ASheltered Gardenodo, the i mages of
pleashg and attractive, representi@licate beauty accompanied by whatras to be a

compelling form otemptationThespeaker of this poemusesth® r d fAspar eo t wi c
show hercautiousnesghe resistance to the temptation. The correspondence between the two
sentences with the word fispareodo shaws that i
conventionalisednanner Moreover, the flowers anftuits are also passive because they ar

simply treated as offerings. Similarly, the flowers, such as irises and poppies, are taken as

of ferings in AAcono:

bring offerings,
lllyrian iris,
and a branch of shrub,

and fraitheaded poppie$33-36)

The aboveexamples reveal thateéreis asignificantchange in treating the imagery of

gardens and floweisn H. D. 0 s, frenaan brginanlyaectstormed use to a later,

distorted one. This change foregrounds the forms of pagtiarggemenivhich ismanifesed

throughthe seegardenimagea nd t he noti on of Onew beautyd

by the six poems in question

3.1.2 The Shivering Non-Flowering Branch:i mages of ¢ Clewldingrengbust y 6 i n

Overflow
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Chen Jingrong, like H.D. iBeaGarden f or mul ates a notion of
patterning imagergroundthe action of shiveringh Overflowwhich includeghe poems
written during1935 to 1945A contextual reading dDverflowin both diachronic and
synchronic wayseveals thathed n e w  bi ena uQ hyedn 8 sanifestesl byrthe strategic

estrangement of the word Ashivero as an act

Il n the poemofwlelre nJorBraamalao deidn Bhh Mayhi 0) wr |
of 1945, Chen uses an image of the shiveringflawering branch to demonstrate a harsh
aesthetic which repr eswhchisoppokitetotheot i on of déne
conventionalised symbol of beautghen presents the comparison of the two different types
of beauty by an ironic beauty contest bedwihe shivering nofilowering branch and
fl ower s i-ml oiwlehrei ngbismBhe fashanchonly image that directly represents

her conceptionOverflonO6new beautyd in

Thecomparison implies a contrast between the old and the@éwe n wr i t es: AT
nonflowering branchhas a mor e beaut i f(1314) Eha companativea han f |
form of beautiful suggests that the opposition of the shivering branch and flowers is
established in this poem through the contrast betwese andess T h e npoler ase i
beautifub suggests that both images in question are beautiful but different: the beautiful
embodied in flowers, and that embodied in a branch without flowers. The flower, on the one
hand, as a traditional symbol of beguthanifess the existing understanding of beauty. The
image of the shivering neftowering branch on the othé new, insofar as this image
introduces an understanding of beauty drawn against the conventionalised one. Flowers for
display are beautiful, but the bégun the branch without flowers quasses the beauty of the
former. The contrast between flowers and the-flowering branch is underpinned by the

opposition between spring and|lawteummgi Brtamet
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Chen constructs thepposition with a trope, equating the contrast between spring and autumn

with the feeling ofreceiving a letter from a friend in a lonely life:

Like in the leaffalling late autumn,

suddenly recalling in spring

the bright sunshine,

tender rain.(1-4)

As the first stanza depicts, autumn is characterised by falling leaves while spring manifests
bright sunshine and tender rain. The formsenegative and the lattpositive, suggested by

the opposition of decline and prosperity underlying the autumn amdysprages

respectively. The impression of these two seasons as an overture, implies the contrast
between the presence and absence of flowers. In other words, the beauty embodied in flowers
is as soft and attractive as spring, while the beauty embodikd shivering notflowering

branch is as isolated ahdrshas late autumn.

The nonflowering branch as the new look beauty is defective and isolated. This
branch is unproductive insofar as it | acks f
anoter poem named iiYE hwaritad brdy twelverdays earlier, echoes the
isolation and silencenplied by the image addbranch n Chends po€hemy at th
writes: Al am a ripe fruit [/ Judlgrowf alling fr
lushed 0(22-24). The quotation suggeststhtath e br anch bears no fruit
becausehefruit is gone. Another point to note is that this branch of beauty is situated in the
bleak autumn, a transitional season between summeviatet symbolising a trend towards
stabilisation and silence. T branch is also isolated from specific surroundings. The poet

presents the image of the branch in a concise way: its location is both vague and solitary.

113



By the formulation of the contest beten he oldandnew beautythe poet puts the
accustomed symbol of beauty on one end of the scale arttiof shivang on the other.
Therefore, the O0new b e auactofshiversigThiefgrmuattor nt ed b
thus give rise to guestion: why make the uncomfortablé eaused by cold and (or) feidue
source invoking the feeling of beauty? This question inevitably calls for a reconsideration of
the act of shivering in this poRomeringA context
Brancho and ot her corr damweefd angg auternomousaetyv eal s a
which has been estranged from theimady lexical usage of shiverapply Roman
Jakobsonés theory of contextual meaning and
structualist criticism which are discussed in Chapter @Qmeshow the transformation of the

meaning of the act of shivering.

The intensive and cumulative recurrence of the word shiver, creates a poetic pattern
that reifies Q@lswveyosChans e w ole ena u@wrliowshavsthad | n
anact of shivering not onlgppears n i T FFd oNveerr i n putiBepeatediyhused
distinctivelyin other nine poems in the third volume@¥erfloy A Loo ki ng out at

Tomorrowo ( AXi ang wvhichnagewrittean m thé sSameopered g 0 ) ,

Overflowconsists of three volumes compiled in chronological order reflecting
di fferent stages of Chends poetry: AThe Phil
ACrossing the Nighto (HengorGuoowaoY.e)T h ea ncdh riioLnoco
order of this colletion reveals that the peak pdetic creation during the first tgrears of her
career is the third stage, manifested by the
The poems in the first and secondwoes are written over a period of four or five years,
covering respectively from 1935 to 1939 and 1948padl 1945. The first volume contains

11 poems and the second 34. Chen, however, produces 26 poems within only six months in
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the third volume, fromdte April to October 194% This volume of work nbonly reveals the
outburst ofcreativity during that time, but also reveals the ambition to construct a formal

poetic patterning for the notion of &édnew bea

This pattern is formely the recurrence dhe word shivem the third volume, where
10 poems out of 26 contain the words describing its movement. The completion date at the
end of each poem suggests that this recurrence covers the most productive process of writing
from 28" April to 6™ August. Three words are used to denote the movement of shiver in these
poems: the czhamfdo (rsdicwo racdsF lionwefirTihneg NBornanc h o) ,
pol yphonzhao fishad d( siuch as in AThé i Bdigayoans iwae
Bi a n y)arditsadrivativd fchandow (such as iiThe EarlyMorning Strold

(AQi ngchen Manbuo)

Although they are morphologically differetftthese three words have the same
lexical meaning in modern Chinesghanli, as a derivative athan is comprised of two
independentwords A s h atka®@ 0( and ii)cch.e slttn ulticofmemorepkopbly me ans
areshakingcaused by aweshentheysee the tablet made of chestnut trees which represents
the God or the ancestors of the royal familyo areworshipged in the temple. The usage of
zhanli (originally carrying the meaning a@hanandli) can be dated bads early as the
Spring and Autumn period (77076 BC) inThe Analects of Confuciysunyy, describing
the trembling of ordinary people in front of hestnut tree in a temgfe With the

development of the Gese language, thesageof zhanl has becoma compound wordnd

53 Most of the poems in this volume are written between April and June. Only two of the-sileptyems are

written in August and October respectively.

The Chinese characters/iifbanah aairtd afncbhsa mdrouct en as

55 The original text is from Chapter 21 of Book Ill. In this chapter, it notes that Duke Ai asked Tsai Yu about the

Holy Ground. Tsai Yu replied that the Hsia sovereigns marked theirs with a pine, the Yiensd#d a cypress,

the men of Chou used a chegtinee and he says that this (the chestnut tree) will cause ordinary people to be in

fear and trembling. When instructively explaining this quotation, Arthur Waley, the translator and annotator of

The Analects of Confucius s ay s Itoh @ nw dnbdissaipungereferriag to bothachesthut ee and #fAt o
be in awedo (99).
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its meaninghas been furthexxpandedThis word referring to shaking caused by a general
feeling of fear dates back totrigues ofthe Warring State&hanguo Cg a collection of

stories, speeches, and historical records from the Warring States peric22(4B&)

compiled by a scholar named Liu Xiang {8’ BC). In modern Chinese, the warldanliis

used in a broader way, referritggan uncontrollable if slight shaking caused by being
frightened, cold, or excited. In modern usage, the meaning of this word imdmiy based

on the root wordhan becaus¢he meaning of chestnut hizgled away in the process of the
evolution of theChinese languag®riginally, the wordzhan chandenoted shaking of the

head. With its development, shaking here does not exclusively refer to the head. One of the
earliest sources of this usagezbfirichanas shivering is fronHuainanzi(sometime befa

139 BC), a collection of essays from a series of scholarly debates held at the court of Liu An,
the King of Huainan. In this Boglt is noted that one shivers when he/she suffersald

well as fear. In modern Chinegjs compound wordenerally dentes the shakingaused

by chill or fear, wherehandou as a derivative atharichan is comprised of the root word

chananddou, another word echoing the movement of shaking.

This brief etymological survegf thethree wordszhanli zharichan andchandoun
Chineseandicats that theghare the same meaning as shivering. In other words, the meaning
of slightly shaking caused by coldness or fear is registered by three different but related
characters. Accordingly, these three words are a grougriaht charactersin A T h e
Research Overview of Var,SaWenyingdtaiethattkee Char act
variant Chinese characters include a group of different character forms (normally with the
same or similar pronunciation) registering the samelwlagxically,zhanandzhar chan as
two independent words or as the root words separatelyanliandchandouy form a pair of
variant characterswherezhanrefers to an uncontrollable frightened shake. Moreover, the

poetic context verifies the sameage of the three words. Contextually all the woefsr to
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the shaking performealy small and weak plants in a cold @onwment, such as the branch in

col d aut umnFlionwefirTihneg NBornanch o6 and the | eaves
Early Morning Strod | Thus, the three words are used in these poems for their lexical

meaning: a passive reaction to a superior power implying the weak being overwhelmed. In

this thesis despite the morphological differences of the Chinesactéis, | have conflated

all three words in the terrshiver, their English equivalenbecause it makes no material

difference to the argument.

The strategic recurrence of shiver reveals the primary function of the act of
involuntary movement in this volume: joining the ten poems as a whole to build up a poetic
pattern of parallel structures to conceptualiserae w blera utt ¢ rdoms dheoryJ ak o b s o
of poetic languge the cumulative meaning built up around the act of shiveritiggis

contextual meaning which seated by association based on other juxtaposed images.

AThe-FNomweri ng Brancho consists oahd t wo part
content. The first three stanzas of this poem constitute the first part and the fourth and fifth
stanzas form the second. Structurally, there is a clear break between the first three stanzas and
the remaining two. The poem focuses on a narrative diréxgeression in the first part,
which depicts the speaker of the poem receiyv
response to it. This section, mapping out the changes and contradiction of her feelings,
thereby develops based on narrativedpfpllowing psychological time. This narrative is
breached by separately juxtaposed imagéisdariourth and fifth stanzasherelogical
coherence is repted by arbitrary juxtapositioin the second parimages of the nen
flowering branch, wittflowers, the red leaves andarning flameare put in parallelThe
image of the notflowering branch and flowers is presented as a statement; the image of red
leaves is presented as a monologue; the image of the burningifigresenteds an
implicit dialogue. In this way, the linear development of the poem is interrupted and
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suspended by repetition. The narrative thus gives way to the recurfenagges in

producing meaning. In this senslee former three stanzas are combined through the
contiguity of bgic while the latter two are combined by the metaphorical relation based on
similarity, the effect achieved by parallelism. Parallelism thus builds upsttaiation

between words in equivalent positions and appropriates similar meanings to them.

In the first part, he parallel structuris constructed by the orderly distribution of
wordswhich are divided into two categories in opposition, respectively implying the status of
existenceandnon-existenceChen places three pairs of oppositiamdividually in each
stanza as a deliberate structural device. Th
Asel domo and hpe Wedhesxassignedto thenthdrd @air. Perplexity
suggests a state of being lost, which means the directefutare does not exist; hope, in
contrast, shows a positive outlook towards the future. Thus, the opposition of perplexity and
hope imply a hesitation before making a choice and this echoes the interruption of the
narrative.The division of these two cajerieshints at the contrast between the presemck

absence of flowers in the salledbeauy contestn the second part of the poem.

Thesecond parof the poenpresentshe comparison between the ribowering
branch and the flowdsy the equivalentteucture of sentencekEquivalence relatiorfby
which poetic language functionis) the fourth stanzes suggestedby thesemicolonbetween

the two sentences. The poet writes:

The nonflowering branch

has a more beautiful shiver than flowers;

oh of autumn| love only 15

the red leaves in your soughing wirti3-16)
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Similarly, the fifth stanza is formed by two interrogative sentemcesnilar structures which

create alialoguewith an imaginaryiiyouo (t he secondThpgoetsrides: audi en .

If all my passion turned into asldes

Can you tell me, what | would be?

Thinking of it, | am the flame, and

How many times should | be burnt, towards de#&il7220)

By theparallelism of the twstanzasn the quotation provided above, the three images

distributed in corresponding positions are juxtaposed in equivalence relations based on

similarity. As a consequencthey share an associative meaning Jakobsonds sens
term Moreover, these theeimages have connotative similarity in that they all express the
poetds positive attitude towar dflewetingleranch The p
by using the comparative adjective fimore bea
emphasse her partiality to the red leaves in the wind. Theidelftification with flame

shows her advocacy of burning fita.these waystheassociative meaning is enhandceasged

on yet another form of similarity.

Based on the logic of equivalence in simtlg the image of shivering thus gains its
contextuaimeaning by making an analogy with the images of falling leaves and the burning
flame Michelle Yeh takes thigype of parallel structure asaking analogyndcontendghat
making analogys one of thalistinct characteristics of modern Chinese poetrypared
with traditional Chinese poetry (83).Accor ding t o Yehodaral@bser vat.i
structure may be orexampleof such styleYeh points out that the qualities or attributes of
one imageare transferredo the other or otheiis the process of creating an analogy given
the bond of similarityFrom this it seems as if for Yeh analogy would be a clue to understand

the contextual meaning of shivering in this poem.
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In this formulation, the images of the red leaves and the burning flame inform the
contextuaimeaning of the act of shiveringrhich is different from its original usagéhe
leaves actively show their inner strength in a dynamic confrontation, testimanyitality in
manifesting independence and autonomy. The power relation between the leaves and the
wind changes when the poet forges the i mage
movement of red leaves underlies the sound of &isdughing. This soundaased by the
rustling from falling leaves implies that they may be fluttering or flying in thé%air.
Naturally,leaves will not move if there is no wind. Conversely, this image implies that there
is no such wind if the leaves do not move, since the vgipdjpable because of its effects.
this formulation, the position of the red leaves is at least equal, if not superior, to the wind
rather than subordinate according to the process involved in creating this image. Similarly,
the image of a burning flanmshows the release of the inner strength of the fire in dynamic
confrontation. Burning as the movement of the flame showsetbase of energy, namely the
inner strength within the flameer se In this sense, the burning flame is an active movement

thatrepresents independence and autonomy throughout the poem.

By means of anaby, shiveing as the movement of the ndlowering branchwhich
suggests a confrontatidietween the neflowering branch and the windttests taheinner
strengthof the branchShivering thereby is not a movement driven by external power but
generated from the inside of the Aidmwering branchBy shivering, the branch actively
releases its inner strength to fight againsttived rather than being frightenedand

passively shidng object The image of shivering thus gains a new meaning from its context,

56 In the origiral Chinese text, the adjectix@oxiaonot only denotes the whisptke sound of wind but also
indicates that the sound comes from the leaves rustling in the paddalisg down. This adjective also
suggests the bleak atmosphere of autumn.
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as an active act to confront the wimdanifesting the independence and autonomy of the non

flowering branch, which is estranged frometxlier lexical meaning

Moreover, themeaningof shiver isusedmoreconspicuouslyas an autonomous ant
a confrontationin fiThe EarlyMorning Strolb, a poem written on 8June 1945, about ten

days later thafiThe NorFlowering Branch.

The meaning of shiver here, like the poetic funttioo per at i nflowenmg A The 1
Brancho, i s equivaknce ralation® the imagesijuktased in a parallel
structure Structurally, the image of shivering along with two other images are juxtaposed in
the second stanza whiafterruptsh e poet 6s | inear narrative of
morning stroll. In this ex@ptional stanza, three imagéisa c oo |l b rienegz el 0e a viiessho
and nt h earecbnsteictes i gagallel structure by the repetition of grammatical

structureand soundThis stanza ias follows
A cool breeze, shivering leaves,
the blueskyfragments in the cracks between leaves
like pieces of blue glass,
we can sew a new pattern with them,
bring it back to hang from the roof cornés-12)

The meaning of shiver is once again constructed as an active movement with autonomy by
associatingt with the other two image8ecause oftte parallel structureherelationships
between the first three images aearrangedThe new spatial relationghbetween the leaves
and sky suggests that shivering as the movement of the leaves is now powerful in its own

right, sufficiently strong to threaten the physical4erainence of the sky
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I n a number of Chends ot her duwmstengthwr i tt e

manifestedy the act okhivering, as discovered from the reading above, is related to a sign
of hope, implying an outlook of a bright future. This symbolism, associating the act of
shivering with the idea of hope, suggests that the moneaieshiver is both active and

autonomous.

In fiThe Fresh Thirsty(fiXinxian de Jiaok®) the meaningof shiver isequated with
hope by the parallelism between the image of the sun, birds aadttfeshiver.In the

second stanza, the poet writes:

But | shall miss more

the unpredictable days in the future;

regarding hope the dusk is always like the dawn

has the sun, has the flying birds,

has the shiver when the breeze touches the(6&)

Three phraseindividually present tlse threemages. Thesun as the source of energy
manifests autonomous powas it radiates light and heat; the birds slilogir autonomy in

their chattering anditting around Compliant with the rule of parallel structure, the shiver of
the tree is an autonomous act analogousoth sun and bird3.0 establish the equivalence of
hope the poet names the three images shared by the dusk andQfatva three images, the
sun and the biglare thefamiliar representatives of dawmhey appeain the early morning
andindicate tke start of a dayl'hus, both the sun and the birds often symbolise hgpe
alluding to a beginningBecauseheshiver of the tree is the equivalent of the sun and the

birds,the shivemains the associative meaning as autonomous an act as those bdiwtiging
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sun and the birds, pointing to the idea of hdpehis sense, the meaning of shivas an

autonomous acts associatewith the idea of hopeoriginating from the power of vitality.

In another poeni) The Edge o0 u,itthe shivex of telisdinké&dth apaby
asimile. The parallel structure of the final stanza establishes two pairs of equivalence
relations: Al o0 and Athe dewo0O are one pair an

other.The poet writes:
Outside tle embankment of the night
| possess a field of young grassland,
over there the dew has
a fresh shiver;
it spreads like
a field of green hope,
extending tenderly
towards the edge outside the ed@d-31)

In this poem, shiveringdeisj uxt aposed wi t h dndtkissyiinpoisesn g gr as ¢

hope by the similaparallel structure.

These examples suggest a deliberate poetic estrangement of the act of shivering. The
i mages of shivering, the perfewmbraatgd® tlse s
and power ful rather than passive and fearful

harsh aesthetic.

An examination all of the poems collected chronologicall@ierflowreveals that

the revised meaning of shiver is cmtently formed as a new and unexpected poetic pattern.
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As a resul t of this, the use of the revised

at Tomorrowo is used exclusively as the embo

The use of the word shiver, fact, appears first in the second volumeéoektrflow
fiCrossing the Niglit( A He n g galthoughyitasdeps frequent than the third one. There
are five poems in ACrossing the Nighto cont a
meaning of shiveis used in its conventional lexical meaning, indicating passivity and
weaknesshrough the domination of a mysterious overwhelming poimethe poem
AAuUt unmindifardothe first use of the worsaggedts hi ver o0,

that the speakef this poem feels overwhelmet@ihe poet writes in the second stanza:

Who is plucking the mysterious b8w

The shivering string

falling deeply into in the mountain

theding-dongsound of logging. (8)

The sound of the shivering string is a trope fordbend of trees being cut. By using this

metaphor, the poet mystifies the tagting sounds as the acts of a transcendent god, an
anthropomorphic power of nature. The string thus shivers in a passive way because the
movement is caused and controlled byeaternal power or authority. The sound made by
shiveringthatimplypassi vity and weakness corresponds t
this poem due to the fear of an overwhelming, even an occult, power. In this sense, the poet
appears tareate acenghat a transcendent power is in charge. Conversely, the shivering

string of a bow becomes independent and autonemou n A St r i @ Xiaam YAu r o w
J i a@henwrie s : AROn the &ki bernnghsedr aBad. tinkhist s i n
expression, the external power is dismissed, since the sigw&ring empowers the arrow.

Whereas the image of shivering implies a per
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( A F e n gwritter in 3942. In this poem, a black cat is seen walkingraromthe roof on

a windy night, itseeyes like shivering fireThe poetattempts to read something frahefifireo

i n t h ees anddpéatedlyaskisvo questions: id you lose something arwdhat are you

searching forThus, the sivering cat and the constantiyowing windsuggest restless,

anxious search, manifesting the bewildered, ungrounded feelings of th&pmehage of
shivering changes into an expression of <cert
ACroddiendNi ghto (which shares the title of ¢t
night, which corresponds the silence of sleeping eyésalso passive. Similarly, the

movement of shiver is related to poétasks: of ext
Als your window shi ver (3@)gThesd examplestrevehlithatéhe e x t i n

word fAshivero is used on t heexidiimgsneaningpf a f ami

suggesting a passive movement that implies weakness and dying.

The differace in the meaning accordedstuver in poems written in different periods
makes the pattern of the estrangetia shiver quite distinctivelhe contrast between the
meaning of shiver in the two volumes thus reveals an entchew use otie expression in
the third. Thepejorativemeaning of shiver in the second volume is now dramatically
transformed tamply strength and survival he recurrence of this new use in such an
intensive way forms a poetic pattern based on the revised mearshiyef, suggesting an
autonomous act in a confrontation that shows not frailty and capitulation butstéragth
and vitality.In this sense, the intensivecurrence of shiver with it®vised meanings
suggests that the revision is a potent, rhethyiedfective strategy for the poet. Shiver
therefore gains in associative richness progressively as Chen moves through the act of
composing this series of poems so that the passive and weak becomes active and powerful in

a new dynamic confrontation.
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Tosummariseaf or mal i st r eadi ng ooflectédl.inBheirfisn d Chen
poetry collectom eveal s that the poetic pattern of &on
aesthetigneritsA compari son of H. D. anakho@thagomds poetr
concept formulated by a harsh aesthetic pattern. Both poets have envisiteweaesthetic
principle by constructing a distinctive and
beautyd share the mer i tependerice and autenorgyteimbodied d h ar
in dynamic cofrontation and paradox. Inboth. D. 6 s poems and Chends,
invoked by weakness confronting violence. During this confrontation, the vulnerable object
confronts violence through summoning strermtid activeness from within, a process that
reveals the formerds independence and autono
the survival of the flowers and plants in bo
hope and futurity. This hansaesthetic pattern is formed by empowering the imagery of
conventionalised bedful and (or) weak objects, ampowerment realised byhat Viktor

Shklovskytermsthe device oestrangement in poetry.

3.2The Creation 0b n e w b moetic @styadgement n d re¢alitydperéeived by female

body

The abovereadingh ows a har sh ae shidhesredlisedoyof dnew b
empowering the imagery of the weak through estrangembistirony is produced by the
poetic device of esingement that foregroundsthee w i n 6new beautyd. Th
beautydé which are coined from transforming t

correspond to what Shkl ovsk wrthermaremargue thatiit he ¢
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thecreationof t he i magery of o&édnew beautydé suggests

captured by a female body.

Poetic estrangement , i rostraneniema deadewHich k|1 ov s k
translatesiuman perception intanguage by violating its nomhusageOn this basis,
estrangement is a strategycteatefresh poetic images. Shklovsky distinguishes ways of

treating images in poetry as disposition and creation. He criticises:

From century to century, from country to country, from poet to poet, these images
march on without change. They belong to i
try to explain an epoch, the more you are convinced that the images you thought were
created g a given poet were, in reality, passed on to him by others with hardly a

change. The work of successive schools of poetry has consisted essentially in
accumulating and making known new devices of verbal arrangement and

organizationln particular, theseckiools of poetry are far more concerned with the

disposition than with the creation of imagery. (2)

Shklovsky remarks that the disposition of images is not an artistic eckusét has little

to do with At hinkingo i(2).Subsegugrals helelairms thatrowrc ol | e
mode of perceptionisthebasisor arti sti c creati on. He cont i
shall call a work artistic if it has been created by special devices whose purpose is to see to it

that these artifactsareintergt ed arti stically as much as po:
purpose of art is to lead us to the knowledge of a thing by a direct and concrete perception
ratherthan a mechanical recognititiirough an encounter with readyade language

products.

Estrangement , in terms of Shklovskyds t he

perception of objective things from conventionalised language by (re)corktguage to
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bodily experiencé be it Russian, Chinese or English. ftgues hat fABy 60estr angi
objects and complicating form, the device of
Il n this way, we can Aretur n makeastarisit @mytoo (161 n
The perceptual process thus extends to its fullesiglas Robison contends that this effect

of estrangement is not depersonalisation but (re)personalisation Th&8nethod of

estrangement removes objective things from the sphere of automatised perception by

constructing an impeded and distorted speech and rurttes them to the viewer. In this

sense, poetic estrangement restores sensation to life as well as to poetry. The body is thereby

a channel connectimgpnnecting the external world and the human mind. Experience flows

through the external world and the mhifThe estranging language registers the organised

experience of body, translating it into poetry by means of images, metaphors, and poetic
structures. I n terms of psychol ogy, Robinson
| a n g uxaiig).eBy me@ans of estrangement in poetry, the wbithe automatisd symbol is

replaced by the awareness of the somatithodiedesponse that gives us our sense of

reality, our feeling for matter, our sense of contact with the material world.

Sh k!l ov s k th@ssevealdtratheregtrangement impli¢ise presence of a
human bodyn the poetic imagevhich is newly created in the poetic tekhe created poetic
imageconveys a bodily experience based on perception. With respect to dispoesauty
madeimage, thegoet (writer)who uses thénage does not engage withThe image, in this
sense, is void. Conversely, a beagdiated relationship between the writing subject and the
external worlds the fountain of imagereation The newly creted image derived from new
perceptions of the external world thus suggests the existence of a perceiving Astjeet.
products of this creative mecrhflachthedinectantdhe i ma

concrete bodily connection &f.D. and Cha to their situations
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A diachronic reading of the poems collecte&arn GardemndOverflowsuggests a
change of these two poetsd view of their sur
existence. This change of wonliew is reflected by the diffence in the treatment of the
imagery of borderline and weak objects (actions). The treatment of these forms of imagery
change over time and is particularly evident in the development observed respectB8ady in
GardenandOverflow The same natural objecbr actions perform differently in the poetry
of 6new beautyd and the poetry written befor
those images showing the strength and hardiness of independence and autonomy in the poetry
of Onew b esaggdstymelanchely and wilnerability in the poetry written before the
new strategy emerges. Unlike the poetry of 0
strength of independence and autonomy, poetry written before it shows passivity, weakness
anddefeat The poetry of &énew beautydé thus mar ks
uncertainty to conveying a new sedfcogniton and seHassurance. Asdrgue, this change is

engendered by a shift of viewpoint from a medmtred stance to a femaientred oe.

Here lexemplify the clanges implied in the use of therderline to illustrate the
change of the poet s 6 Thegeograppid borderineddtweenHaed r s i t
and sea in H.D.6s poetry and the temporal on
metaphor for théattlefieldfor their fight for freedomAs H.D. and Chen inaugurate their
poeticcareer by selfimposed ex#, borderline imageare central to their poetrfhe image
of the sea, for instance, frequenHD.lft pl ays a
the coastline of the western Atlantic and crossed the oceanrewhand to start her own
adventue. InThe American H.D(2012),Annette Debo argues that the central imagery of sea
i n H. D. 0 s rekeetshdrselfimposed exilgnd adventure and shows her resistance
to be domesticated and untameable, a place of freede36§3% his freedom s means not

only removing onstraints on her but also thheedomthat she finds ireating. In the same
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vein, the imagery of dusk and autumn are central bordesiimdols for Chen. Both dusk
and autumn as a borderline are attached to the significAdeparting, giving the

impression of transition and changing. From the first poems written after they left their
parental familiesthe imagery of geographic or temporabrderline begins to appear in their
poems on a regular basis. The examinatiomese images dforderline thus can indicate

their perception of and attitudes to their situations.

The poem fiHer mes of the Wayso, for exampl
1912, exemplifies H.D.06s mel anmelndddigjgtieeel i ngs
i mage of wind, sand, and waves |Thesmageafs t he |
the border between land and sea along with the waves and the wind reveals, however, a more
complex situation of human existence, one which contrasts with the activeness and autonomy
manifested by a similar assembly of images in the laterypd@bmpared with the optimistic
survival in the dynamic confrontation created at the border between land and sea in the poetry
of O6new beautyd, this seamsadgtethaswatriessesthg i n A He
struggle for existen¢elouded by sqaicism. The doubt of existence is expressed by the
speaker of the poem, who is standing at the restless, conflicted scEse@sed in the

second stanza:

Far off over the leagues of it,

the wind,

playing on the wide shore,

piles little ridges,

and thegreat waves

break over it. (dQ)
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At this scene of a borderf conflict, Hermes is introduced:
But more than the marpamed ways
of the sea,
| know him
of the triple pathways,
Hermes,
who awaits. (1€.5)

On the one hand, Hermes is considered as a vision of the poet emerging from the border,
because Hermes, as the god of transitions and boundaries, echoes theaysudi the

border. On the other hantthe appearance of the god functions as a projectitreqgioet,
becausdie is the guide of soulgho mayspeak the thoughts and feelings of the poet at that
moment’ In addition, however, Hermes is presented as an image of doubt and

bewil derment, anidnd e [iid afda\wgais th(&6d 2. b s yease,

the hesitating godevealsthe doubtful poetvho hidesbehind the poem

The struggles in the second part are demonstrated by the survival of deformed apples
and the twisted smaléafed boughs. Both apples and boughs are caught astdpkd by
di mness. The apples are ri pene-histhwhilethbe nAdesp
boughs are twisted by fAbaf fverwhelpisgpowerirhtiis s e a i
partbecauset fignashed eidt.s Atte ethhesa bdoddedrn/eem hethd rt e d, /

seagrass tangles with / sheger a (52548). The god remains in a state of raction, not

57 Timothy Materer provides an insight in interpreting Hermes in this poem by relating the god to a
mythological and philosophical tradition rather than simply defining thisdigis a male persona or patron of
H.D. See his argument the bookModernist Alchemy: Poetry and the Ocodl995)
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indicating directions or providing any help. The entanglement of grass reinforces the

impression of perplexity.

AHer mes of dalbthatthiégpgeslives in engertainty and perplexity and
lacks selassurance. The unstable surroundings under the overwhelming destructive power of
the sea appear to weakerh e s pneeiatdd faculidesywhich symboliseshat the poet does
not have alear picture of herself and her situatidforeover, the poet inscribes seibubt in
this poem by creating Hermes as a transcendent power to rely on in the firsTplace.
reinforce this impression of perplexitje poet projects herself into the poentresfigure of

thedubious Hermes without action in an unclear situation

The treatment athe imagery of bordes | ear | y r encertaidtysandGdife n 6 s
doubt before the birth of the poetry of Onew
perplexity and frustration in the poems written in the 1930s rather than hope as in the poetry
of édnew beautyd (such as 0THhECHe Bhamhduskhi r st yo
evokes loneliness and bewilderment. This poem narrates how a travéiegwiathe dusk
loses her footprintShe opens this poem with a negative
a corresponding negativity that (8B9Intheno | i ght
poem A Y(efl Huoathiggdask is dim, evokg an imagined representation of fading
memories unearthed from the dust of the past. Dusk, in this sense, is not only the literary
transition from day to night, but also a threshold between the past and the present. The dim
light in the dusk casts a shaddlickering on the wall causing thepeaketo sigh. In
AAutumnodé, the speaker of this pHowarng unl i ke t

Brancho, is wehankwritesnd negati ve.

In your mystery song

| will hide myself quietly
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Sealing my night with

Light frost. (912)

This stanza as the final one of the poem ends it with the act of enclosure, such as hiding and

sealingreveal n g t hperplexiyand fustration.

The above examples reveal the doubt and uncertainty of the poets about their state o
existenceThere isa puzzled speaker who cannot grasp her shifting surroundings through her
maybe misplacetdody. The place of the body is uncertain, either changing quickly or seen as
vague in the dim twilight, imlging their selfimposed exilesIn this situation, the body is
confined to this uncertainty since there is no way outremiiberating directionsHowever,
rather than a place of destr usuthiaptheeasidei t h t he
and autumnbecomes a place for contesgjrconfrontation and eventually, the generation of

something substantially different.

From this optimistic and powerful form of expression, there is the growing self
assurance of H.D. and Chen who were now able to transform their earlier treatment of
ambiguity and frustration into a new and powerful/authoritative clarity-&sifirance is
manifested in the certainty of the present through rewriting the body and its response to its
surroundings. Once formerly passive objects take action, they assume thesodifent in
this confrontation. Thus a sedfvareness emerges. The environmeatss now clearly,
rather than presented in a vague and indist.i
beautydé poetry, is not formless under the at
flowers and plants, despite their shiftingandslam at t achment t o the gr ol
poetry, the dusk acquires the presence of th
colour while the dew on the grassland can be seen shivering proactively in the dark night. To

situate the body in a distt and clear environment suggests that the poets have become more
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aware of the particularity and abilities of their own bodies. In other words, they have become
certain of their existence. The strong belief in-selfvival replaces the advent of illusery

saviours. The superior other, such as the god as the patron or the dominator who is created as
the rescuer, a symbol of hope, disappears 1in
their faith in their own independent actions. The flowersaadpt s i n H. D. 6s O&énev
poetry withstand by actively fighting back rather than passively perishing; the leaves and
grass in Chends 6énew beautyd poems shiver to
assurance in independence and autonomyfesaed by the equal relationship between

themselves and the external world. Furthermibre selfpity in the speaker of the poems (the
Aloompared to a privileged fAyouodo in a higher
revalued lessdtowers and mints fighting at the border of the sea or the newly vindicated

shivering branch. The inferiority dfie speakerthus is restored as the agency with equal

rights to any counterpart.

In these different ways, an independent and autonomous voice emengéldro
optimistic and powerful poetry of Oonew beaut
a hesitating and doubting voice. I n this sen
signals a significant poetic turn, revealing the developmesglétinderstanding and
recognition that facilitates a movement from a trapped and sceptical self to one of certainty

and assurance.

To relatethe transformation of the poeticimages he poet sdé per sonal
in Chapter Two reveals thatthedioe r echoes the tr peromat i on of t
strugglefor freedom.n other wordsthispoetcc hange is derived from t|
to free their bodies from patriarchal authorities, namely what | have tehmedmpletion of

the sacalled three escapes-rom questioning themselves to believing in their survival and
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future, this change witnesses a renewed waddy from an unmediated female body

encaged with the external world.

The new narrative dhesituationsof the two poetsuggets that the poets change
their viewpoint of their own state of beinffgom a malecentred one to a femaéentred one
As Beauvoir obsrves, the man, according tpatriarchal formulation, is the subject and a
woman only can determine and diffet@te heselfi n r el ati on to him (6).
seltimposed exile informs us of their brave adventure to struggle for an opportubrgeto
this prescribed dependence, in order to achselfedetermine. At the outset of their writing,
the two poets satheir situation purely from the standpoint of nglln this sense, there
existeda symbolic screen between their bodies and the external Warklconsequence
they cannot configure their existence clearly due to their distorted relation to the external
world. Although writing and publishing poems, their articulation is not free to reflect their
6realitydé without a struggle. Theribedwihmbi guou
such expressionséiss uf f ocat edo (AShelted edi Gae deEmge |l ain
Pr i simthed Writing In this sense, they regarded themselves as weak and inferior and
possessing a limited sense of futuhes uncertaintys revealed by thexpressions of
melancholy and selhdulgence in the early poetwhich isimbued with ankety and
frustration.h t he | at er p o thd depjction dtheidsituationhbwevelst y 6
different. The change of their personal situations suggests the reasiom ddference in
attitude to their situations. Thatttsey are finally able to view the worlithrough their own
eyes, albwing them to adopt a uniquely femakandpoint and thus to construct a new,-self
assured relation to the external world and to temporality: their immediate present and the
future. The pressa caused by gender biakich made them anxious replaced by aelf
confidenceDue to this change, the weak body is not automatically a source of melancholy

but it is a source of power. The demand for equal participation reflects the fact that Chen and
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H.D. can finally posit themselves as free through the certainty of their existence. In this new
relation to their internal and external world, they accept their weakness in appearance and
physical power on the one hand but demand equality on the otleevoide in the poetry of

6new beautyd, which stands on their own indi
significance and values, and is represented in the rewriting of their real, histuatbns.

Therefore, we see their conditions of exisefrom their om perspective from the time of

the poetry of Onew beautyd onwards.

That which is used to define their situations as vulnerable and secondary in the first
place becomes whatdlpoets now refuse andresistn t er ms of Sthigkl ovskyos
negationof theconventionalised images of garden and shivering by replacing them with new
onesis a reclaiming of a femaleody-based perception and understanding of the external

worl d. The poetry of O&édnew beaanempdadiedreaktyc r i bes

3.3 Formationof a Revolutionary Discoursérom the creation of images thejudgment of

beauty

The preceding analysis suggests that the
turning point intheir poetry, from amelancholy and painful voice to a more determined and
confident articulationthe emergence of a fematentred subjeciThe female body is not
only a site to genate new perceptions but alsplaceto produce new meaningshich is
whatKristevacalleda A s i g ni f yniRewlutipnrinaPoetid Languagéhe
combination of the theory of Shklovsky and Kristeva reveals tieabhéw concept
constructed by poetic imagesf 6 n e wlinkis taeaparteiyifg subject to a judging

subject | applyKristevantheory oftext as a signifying practide reveal that the poetry of

136



Onew beaut yo themewacdncepts a didcaunsecof beauty with a feosiered
subject.| argue that this discoursmrrates amewrelationship between a femdland her

external world through a judgment of beautllich negotiates witkraditional formulations

Kristeva posits a theory to account for how a subject position is formed within
language by the dynamic between the body and external objects. In the process of
constructing a signifying practice, she posil
separate members that have no identity but <c
(101). In this formulation, the archaic dismembered body ik statican only be activated
by a signifying practice. She further expl ai
of drive facilitations through invested objects becomes meaningful, represents, or gignifies
by image or word entities, experiences, gule ct s and i deolKogisea e a@@k0 2
formulation,the meaning constructed in language is produced by the dynamics between the
body of the speaking (writing) subject and his/her external world. In other words, the
construction of meaning in languagdlects the relationship betwekeand theother. The
meaning, in this sense, narrates a bodily reality. As Kristeva contends, the prdpeses
the representation d@felation to natural objects, social apparatuses, and the bodyroper
(126). The reality thus corresponds to a specific signifying practihich either agree with
social norms or disagree them. As a result, the new meaning in the signifying practice either
within the social symbolism or reject it and symbolise the objectiveepsoaf transformation

by violence to forms a revolutionary discourse (205).

Kristevan theory accounts for how the body functions by the appropriation of drives
to shape new relationship to the external world and how this process is brought into language
by text. In this sense, a new subject position in the text is formed to articulates a new
0real i tyo. I n the meanti me, the poetic estra
conflict of the articulating subject with the socieBendefinH.D.and Chends <case,
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therefore, functions through a body, interacting with other elements at work and collectively
forming a signifying pratice. Gendered perceptions generated rather than prescribed thus
a Kristevan formulation of the body suggests thatrtature of gender used to view the world

can be changed because it is notgiven kut is formed within language.

As with Kristevan theory, the images of 0
weak, reveal an articulation of a femalentred judgmat of beauty. The empowerment of
the weak imagery, a new meaning which replaces the original meaning inscribed in the
image, is the result of the signifying practice. The effect of empowerment enters language by
the poetic estr an dgeseagarten lodated irdawild place is pxpasdedtoy , t
nature and subject to violent natural forces. Tortured by the wind and waves, the smell of the
flowers becomes pungent and their batiyape, defective. They are not as fully or perfectly
shaped as flowettat grow in good conditions. They have few leaves and petals and some
are broken. In this sense, the poet presents a garden of beauty beyond the conventional
understanding. | n Cflowenngy branphaedtthe kegvesinohe windt he no
are slivering for not fear but survival and hope. The objects which are conventionally
considered as small and weak, such as the flowers (especially broken ones), leaves, and grass,
are transformed into something strong and powerful. One step further, thEgise their
beauty not because of their weakness but the
beautwhabitismetc o mpared t o conventional beauty. I
foregrounded as an absence. Given that the originalingeahshiver remains in play,
however, allows these two poetstoises t he basi s for paradoxi ca
beautyo. Il n this sense, the original meaning
dropped from these images and new megsare given by the poetry in question. The
beauty in flowers and plants in the sea garden calls for another synthesis when the

conventionalised meaning of beauty is dismissed. In the process of signifying these images of
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Onew beautyd bpoessrangeméngti heheeaning of 6
we see a new judgment of beauty reflects a female bodily reality from the empowered

imagery of the weak, such as a powerful broken rose and leaves. The voice articulated from

the subject positiorsiafemalec e nt r ed judgment of beauty. The
becomes a revolutionary discourse of beauty which challenges the social symbolism of

aesthetics.

At the same time, the process of poetic estrangement, which works to empower
formerly weak and passive objects, implies a process of defamiliarisation, a poetic device that
aims to impart the sensation of things as they are perceived rather than as they are known
(Greene, et al. 643). In the process of defamiliarisation and recalling Skhlevsywo r k i n t t
field, the original meanings prescribed in the words and expressions are confronted and then

replaced by their new contextual meanings.

Mor eover, the voices implanted in the poe
negotiation. H.D. insert persona which shuttles back and forth by rhetorical questions. For

example, a rhetorical question forms the fin
Can the spiceose
drip such acrid fragrance
hardened in a leaf? (14b5)
and of ASea Poppi eso:
Beautiful, widespread

fire upon leaf,

what meadow yields
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so fragrant a leaf
as your bright leaf? (137)

These rhetorical questions form a competition between two kind of flowers which
respectively represent Onew beautyd and conv
rhetorical questions to invite a reconsideration of the conventionalised images whereby the

i mages that represent o6énew beautyd are privi

Similarly, Chen takes a strongly subjecti
by directly assertingatt e ment s and g uklsdwernisng ABr da mc Md\,0 nt
states Al |l ove onlyo which indicates the att

other. In the ensuing stanza, the speaker appears once again asking
Can you tell me, what | woulde?
Thinking of it, | am the flame, and
How many times should | be burnt, towards death?2()7

The burning process refers not only to the flame, but also to the previous images of
branch, leaves in the late autumn and ultimately the situation bf Thés intensive self

projection again clearlyleasp o et 6 s sympat hies in no doubt.

To recapitulate, the poetic voices enhance the negotiation between the two discourses
of beauty in two contrasting ways.yOn the on
guestioning its prexisting understanding, which means that the notion of beauty cannot
remain fixed or monolithic; instead it tends towards plurality. On the other hand, these voices
invite the reader 86s engage me astaway inoth sdligsisns s ugg

towards communication with the other.
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I n conclusion, the examination of the pro
beautyd r eveal s -sigrifatheir percdptionsanmd éxpelibneerbasedeon their
autonomousfemal bodi es to produce a concept of One\
vulnerability and failure so that they become compelling. And in moving beyond these new
compelling figures, we discover a revolutionary discourse of beauty based on alfedlibie
Omaéitybo. I n the next <chapters, I examine the
who inhabit a sockeultural dimension. My first focal point is the negotiation with the
dominant aesthetic tradition. In Chapter Four, therefore, | investigatestiugiation through

challenging, and subsequently redefining, the vocabulary of a dualistic aesthetics.
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Chapterour. The Revision of a Tradition: A Challenge from a Ferr@aéntred Aesthetics

The previous chapter configures a ferrad@tred discourse of beauty and its
negotiation with a dominant tradition which
gendered situations as they came to build their poetic cahe¢nss chapter, | continughis
examination of the negotiation of beauty by locating it in a wider sa@#&brical context,
beyond their private concerns. | show how in redefining what has been a dominant aesthetic
tradition, a narrative of the relationship between human beirtgtharmaterial world is
recast. This revision is an aesthetic response to the context of modernism that knowingly

establishes a femat®entred aesthetics.

4.1 ThePowerin Beauty:aesthetic pursuitduring war

As demonstrated i@hapter Three,thepoety of Onew beautyd i s al
generated from the encounter between these t
Accordingly, this encounter gives rise to social responsibilities and a response to the radical

social changes and crises of thradi

Living duringtimes of way both H.D. and Chen witnessed the collapse of human
civilisation and experienced therror of war. These crises urged them to rethink the
relationship between the human being and the natural world and its significance fo
civilisation, art,and poetryBoth poets confronted a chaotic world d@lievedthat a certain

notion of beauty could become a path to disc
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The experience of the Great War for H.D. wascial, not only for her writing ding
the time but also fdner ensuing poetic care@&orman Kelvin assigns a significant weight to
this period in H.DD. asdlthe iYeatbBedhs®ay |l d Wa
introduction t o NbtePon dheugpt andissor and The WiseSappho n
(1982),Albert Gelpi remarks that this period for her is filled with both achievement and
anxiety.He observes that the productivity and happiness in her career and marriage are short
lived and that the war draw H.D. and her eonporariesintdi madness and destro
fragi | e-10)WardoweroH.[. Subtly writes her own observations on war into her
autobiographical novels published afterwasigh adAsphodel(1921:-1922)andBid Me to
Live (1960) As anexample shedepictswar-time Londonthrough the eyes diulia Ashton
(commonly considered dle persona of herself) Bid Me to LiveiShe had walked out of a
dream, the fog and fever, the constant threat from the air, the constant reminder of death and
suffering (ttose soldiers in blue hospital uniforms) into reality. This wakbrea( .1Béyénd
beingan observer. D., asMatthew Kibble discovers in her fictiomakes her personal
trauma fAbecom[e]. : .. confl ated i hZhHad he text
argues that.D. observes a change in the whole culture of wartime London and writes this
i nto her nov eH.Ds percélvesithe Fisk of poetty easised bii the war, since the
latter brings with it a cheapened culture of propaganda an@éninagénophobia, together with

a strengthening of gender stereotypes, and threatens to stifle the spirit ob poétrg 4 1 )

Similarly, Chen suffers directly from the impact of the War of Resistance, which
broke out in 1937. Becausetbk Japanese military invasioBhen and her other
contemporaries (including Cao Baohaa¢ obligedo leave Beijing asefuges, signalling
the end othe flowering literary society in Beijingchen writes oher complicated feelings

mixed withfearad anger , more directly in her prose.
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people from the Japanese occupied area on their way to seek®dfuge. t er ms of Cher
depiction, theoccupatiorexpelled people from their homes and the threat of the invaders was
everywhere pervasive. fAThe Other Day at the
several university students were insulted by Japanese military policenoament through

the studentsd belongings and t hexpeeaseschared t hen
anxiety over the crisis of survival and progression of Chinese culture and idemity. i A
Picture of Fleeing awayo Chenleclanaypdleetasay n[ a] |
56).1 mmedi ately, she rai d®s wthThes isd@wiceh t : AFl ee?
containing mourning and doubt about her personal life, but it is also about the future of

poetry and Chinese culture.

Theseradical social and cultural changes called for nepragches to represethte
reality faithfully. The cdlapse of the flourishing prevar literary worldin both London and
Beijing suggested that the literature and poetry needed to be rebuilt with a new Mon.
war experience of these two poets suggibstistheir anxiety is not only caused by personal
matters but also holds concerns for the future of art and the whole of human society under the
threat of warThis anxiety gives rise to their sense of the social responsiwhiish furthers
their poetic exploratiorilhe revival and revaluation of beautyre-establish the relationship

between the human being and the wdslther solution.

In her reviewo f W, B. Yeat sResppneilelitieg§1914)cHdDL chllse fort i o n
a link between the revival of beawtpdt he art i st 6 s .8 mthis essayshee s ponsi

seriously considerthe responsibilitieand tasks of the artists of her generation. She writes:

This essay along with fAThe Other Day at the Tianjin
published with the collectiomhe Starry Rairin 1946

®According to Gary Burnettos spedcrleatBiuoamettthi sGarrevi aw
out of War: H. D.6s Responses to The First World Waro.
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We cry out with the poet

That men desert,

For some trivial affair

Or noisy, insolent sport,

Beauty that we have won from bitterest ho(%)

She points out t hatResponsibilisessdghatithfs poetey notleetioro f Y e a't
shows his worship of beauty rather tiitime grace of steel girderHis poetry exemplifies a

6r e al 6Thibmealled rpview wasore like an essagxpressindier modernist

aesthetic declaration, a declapatifor reviving beauty for theesality within it, becausehe

confessed at itgeginningthat she ha not been given access to tl@ume itself but wrote

the review simplybyir ec al | iimgr a s $1 8aadtysedefineds a weapon for

her to fight with the great enemy of their tidefithe mechanical daemon, the devil of

machinery, of which we cahardly repeattoof t en, t he war 1 s the hid
She asserts, however,thaher e i s another enemy, that it i
stand against that enemyo (53). An explorati

future, as a humanist approach, is an important path to achieve a new order, a possible
saviourShe states: fAwe are all a part of this wi
Pharisaic gesture. But we can do this. We can wait, endure, confess the past was a mistake,
turn to the future and hope f or thehegvalple ner at i
beauty provides the means to endure and hope. One of the responsibilities of artists is to

return beauty to the centrality of aesthetics.

Inan essajittedi F| @Bier ni ng and GI or i f yicomgnis wr i tt e
thatbeautyis brought to light byhe burning flamea metaphor for selflevotian to art,

science anttuman society. Shexemplifies the process of reshaping a piece of metal by
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burning. Shev r i t[ifm the protess of burning, you are like a piece of m&Ydlen tte fire
is gradually melting you down, alldhisfixed isdestroyed and becomes flowir@nce you
cool down, you will take a much beautiful shape aod will be stronger in quality than you
were0 (644)In this sensea consideration of @ity is intertvined with social

responsibilities.

These ideas atbeoriseda s t he way t ionthéirpastar writingddliDe al i t y (
systematically discusses the notion lof beaut
Beaut y opublishedi thie)journalClose Up Although it is written nearly ten years
after the Great War, this essay, among others in the same issue, is taken as a summarisation
of herearlythoughtd. ur a Mar cus points out that Aa numb
Cnema and the Classicsd ser i efiBeadyr,h oa dc ®r. ddisn g |
Marcusi s t he most i mportant one. This essay st
star Greta Garbobds perf or mal82é)and endstwithea Hol | y w
proposabf a theory of beauty. She criticisé factthat the image of Garbo isleflowered,
deracinated, devitalized, more than that, actively and acutely distorted by an odd unbelievable
parody of life, of beauty ( .1$hé Ilaments hoWw]ell beauty has been slurred over and
| aughed at and forgottenod. She claims that f

spirits and Aitheendbftht eseay, She Buminarises:

And beauty, among other things, is reality, Beduty once in so many hundred years,
raises a wan head, suddenly decides to avenge itself for all the slights that it has
negligently accepted, sometimes through weariness, sometimes through sheer

omnipotence, sometimes thghucynicism or through boredorfi09)
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In this exploration of beauty, she emphasithe relationship between it and reality, revealing
her dislike for the decorativend vulgar beauty and restatihgr pursuit of a beauty of

hardship.

Chenalsorestates her notion of beauty in a pattediin The Medi t ati ono
(AMoxiangd) written in 194 Avhich iscollected inThe Symphonyrhis poenbespeaks
Chends pur swhichtechoes hbeantew beatFtlyoweirn nfgT BBeg aMan

The poet writes:
Lifting up all disguise,
Toseekfortheultmat e o6trut ho,
The most beautiful is forged in the defective,
Undergoing ten thousand kalf&® reacheternal life. (1613)

The pursuit of attractive appearance, suggested by the quotation above, is merely a disguise
impeding the search for beauty. In erdo remove this disguise, beauty must be forged from
the defective. In the process, the apparently defective is subjected to being forged and

tempered. This process is what the (pBd®t cal |l

inanotherpoem Fr i endship and Distanceo, when she e
determination to pursue Obeautyod. I n the ess
Jing Tan Shio), she again restates the fact
truth.

Bot h @estleticpsuitsrevealtiae auty i s the only way t

This is the solution they provide to the war time social crises, since it is the fundamental way

80 The kalpa is referred tan immense period of time, reckoned as 4,320 million human years, and considered to
be the length of a single cycle of the cosmos from creation to dissolution in Hindu and Buddhist tradition. In this
poem, Chen uses this term in a figurative yvaagommon scular usage in Chinese context to emphasises the
bitternesghat accompanifsor gi ng a 6éreal 6 beauty.
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to know the changing world and to transform it into a better oeauy emerges from a trial,
during which one must test its inner strength, enduring and surviving from the resulting

violence and finally emerging to acknowledge its power; its authority.

All these virtues are inscr thopary,the t he i n
stale formula of conventionalised beauty is met with discontent. For example, to return to
ASheltered Gar deno, -protécted gardea into a wiraltacketl onetms a we

show its real attributes. The speaker of this poent asks
Why not let the pears cling
to the empty branch?
All your coaxing will only make
a bitter frui®
let them cling, ripen of themselves,
test their own worth,
nipped, shrivelled by the frost,
to fall at last but fair
With a russet coaf25-33)

A sea garden reifies t hefloeogeittd, the @okentarfdet i ¢ pu
weak flowers stand in shifting sands or pebbles, confronting the harsh wind and waves.
However, they endure and sur vi vsaingbdaumyisChenos
delicately illuminated and exemplified by the image of the shiveringfioarering branch.

The branch becomes defective because its glamorous flowers are removed but the beauty of it

lies in the movement of shivering that forms a dynamic@ss of confrontation. The branch
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confronts the chilly wind and experiences a test, suffering yet surviving. In this sense, the
movement of shiveringisatousht one of the exi stence of OOnew
the leaves are late autumn leavethaut bright colour and healthy shape. However, the poet

praises them because they are flying in the air rather than withering on the tree. The flame,

|l i ke the one odBeuprincitnegd ainnd AGIloarmef yi ngo, i s be.
In this way,defective appearances conversely foreground the proactive nttaressence

of the dédnew beautybd.

Moreover, these carefullyqv al uat ed and transformed i ma
beautyd can equally be considered as metapho
corresponds to the battlefront. The violence of the wind and waves symbolise shealityy
of war and the flowers and plartanbe read as suffering human beings. In this respect,
endurance and inner strength suggest the way to survive. An accompanying sense of hope
and future suggest ultimate confidence and optimism for human suiNithlthisvision,
the human race can survive and the broken world be reorganised. In this sense, the discourse
of 6new beautyd, beyond private aesthetic in

of beauty as an aesthetic response to the wastimial changes and crises.

4.2 TheRevivalof Beauty:empowered beauty beyond the dualistic aesthetic tradition

The revival of a certain authority in bea
beaut yé and c on Bgcomparogqitizeseitwoonabptsh largue that the
concept of Onew beautyd, which cl aims dynami

in a dualistic aesthetic tradition.
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4 2.1 Dualistic Aesthetics and Its hfluence

From a contemporary perspective, the beautiful hedtiblime are two different
categories of aesthetid@ver centuries, philosophers, critics and artists have contributed their
understanding of the beautiful and the sublime to the conceptualisation of these two forms of
aesthetic experience but the digis between the two did not exist at the origins of inquiries
into human aesthetic experience. In order to foreground the uniqueness in the discourse of
6new beautydéd, the o6realityd discovered from
philosophy to register the new poetics requires detailed explanation. Thus, my study here
focusses on the splitting of these two categories in order to examine the binaries exhibited by

modern aesthetics against which the conoefrtewdbeaut§is formulated.

To flesh out the negotiation of the two concepts of beauty in question, | contour a
modern aesthetic traditidrased orthe dualism between the beautiful and the sublime since
the eighteenth century in the West, including its influence in China. | term this tradition a
Burke-Kantian one because not only they are the most influential philosophers who formulate
and deepen th dualism from the outset of the establishment of modern aesthetics but also
were the first introduced (especially Kant) Western aestheticians in China. In this tradition,
beauty is morally assigned an inferior position compared with sublimity becaiise of

apparent passivity.

The divorce of the beautiful and the sublime was accompanied by the independence
of the latter as a superior concept in line with the rise of modern aesthetics. The sublime was
initially formulated in opposition to the beautifulthe time of their separation. This

relationship of opposition has been institutionalised and deepened by Edmund Burke and

150



Immanuel Kant, whose worksovide a paradigm of dualism between the beautiful and the

sublime as two quite different categoriesasthetics.

The sublime as a distinct aesthetic experience began to depart from the beautiful once
the formemwas addressed separateéDver centuries in Western philgdy, beauty or the
beautiful has beeused to refer to a pleasing sensible experiahespite its generality.
However, as early as the time of ancient GreBto observed that beauty was not afly
one type. He distinguished two types of beauty: beauty as harmony and proportion between
the partsand beauty as splendditThe latter as a centrifugal feeling of beaytgmained
within the concept of beauty as something of a challenge to philosophy until the translation of
On the Sublimappeared first in French and then English in the late seventeenth &ntury.
The sublime, according®®o ber t Do r an 6 s The Eheogy nftthe Bublsne faomc h i
Longinus to Kan{2015), quickly gained the attention of critics and philosophersiandg
the eighteenth century there was a shift in the sublafegring tofrom a rhetorical method to
an aesthetic term {8). However, the fact that beauty as a concept remained both very
general and unclear limited the reach of the then heated discussion on beauty and taste
promoted by the rise of the bourgeoisie. Naming the deviant feeling in theesqeeoif
beauty thus became an urgent matter for the eighteentiary debate on taste. As Doran
notes the term fAsublimeo hel ped theorists in
experience from the beautiful (8)he sublime was introduced toegen the discussion on
taste, since the sublime as a term that registers awe and inspiring feelings in literature echoes
similar feelings aroused by nature, namely the feeling of natural, frequently overwhelming

grandeur in the beautifult this point, an independent concept of the sublime is formed to

51 UmbertoEco notes that Plato explains beauty in harmony and proportion and beauty of geometrical forms in
Timaeusand the beauty in splendourfthaedus (48).

62The On the Sublimés attributed to Longinus in the 1st or 3rd century AD in ancient GFemklLonginus, the
sublime is an adjective that describes great, elevated, or lofty thought or language, particularly in the context of
rhetoric.
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further the exploration of aesthetic experience. The development of the concept of the
sublime as an aesthetic quality in nature distinct from beauty was first brought into
prominence in theighteenth century in the writings of three Engiigm Anthony Ashley

Cooper the 3¢ Earl of Shaftesbufy John Dennis and Joseph Addi$én.

The naming of the sublim@oosted the development of aesthetic study, for as Doran
remarks, the vicissitudes tife notionof aestheticeannot be easily separated from the
emergence of the sublime (17). Thiee boundary of the concept of beauty was clarified by
the introduction of this new term. With the development of the discussion of taste, it became
urgent fa theorists and critics to theorise the judgment of beauty in a more detailed and
precise wg. Naming the sublimprepared the establishment of a neszabulary for
aesthetics as a comigto-being discipline. Doran addresses its importance in developing

aesthetics:

[I]f experiences of overpowering awe, emotional transport, sacred terror, and so forth
had not been subsumed under a unifying te

have been no discourse for the theories of Burke and Kant to build upon. (8)

Moreover, the revival of the sublime in the field of aesthetics opened up a wider range of
conceptualisation. As Petde Bolla observes, the attractonf t he subl i me had f
power over aestheticianso i se themamingofthdht eent h

sublime contributes to the establishment of aesthetics as a discipline.

In turn, the development of modern aesthetics facilitates the development and
independence of the sublime. Although this centrifugal force within beauty obtameede

and promoted the rise of aesthetics, the sublime did not gain independence as a concept until

63 peter @ Bolla gives an insightful examination on the use of the term sublime in the writing of these three. See
the details irDe Bolla, PeterThe Discourse of the Sublime: Readings in History, Aesthetics, and the SBibject.
Blackwell, New York, NY, U%;Oxford [England];, 1989.
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the second half of the eighteenth century, along with the development of aesthetics. The

multitude of studies appearing on sensation required to be stsedas a discipline and

these were first given the temmesthetichy the German philosopher Alexander Gottlieb
Baumgarten in 1735. Alantdefingidn wBedisputpdesthieten 6 s n a
studies around that time gradually gained indepetel&élom the general discussion on

philosophy, psychology and literature. To become an independent discipline, study on the
experience of sensation also required its own conoegitsgories and critical models to work

with.

Edmund Burke responded to thelvelopments in aestheticsAnPhilosophical
Enquiry into the Origin of Our Ideas of the Sublime and Beawtihidre he posited two
categories which marked the independence of the sublime as an aesthetic category different
from and in opposition to, tHeeautiful®* Burke informed readers of his intention to
di stinguish the idea of beauty from that of
chief objective (91). Th&nquirythus firstly provides a systematic way to conceptualise the
beautiful by catrasting it to the sublime. As James Boulton remarks, the new method breaks
Aa tradit i oRrxv)oDe Botlarobskreed thak tiiedvorks with the concern of these
t wo concepts before Bur ke araesthetiesdieectea the ( 2 8) .

development of this discipline towards a highly specifetailed analysis whereby it

immediately acquired a recognised degree of independence.

In this sense, the theories of the beautiful and the sublime, independent buvaffiniti
began to develop in separate ways in line with the rise of modern aesthetics. Another key

theaetical understanding of thesewo cat egori es as oppositional

64 This work was first published in 1756 and the second edition was published in 1757 with large additions, and
it is the second edition that is normally considered
sublime.
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third critique, The Critique of the Power of the JudgmeBurk e 6 s ndfreaking work
treats the beautiful and the sublime as two independenhatal exclusive concepts and
subsequent Kantian aesthetic theories established a paradigm of modern absttedics
the beautysublimity dualism, which lay the foundationg fal future discussion on

aesthetics as a branch of philosophy.

A detailed examination of these two concepts in both Burke and Kantian formulations
can outline the boundary between them and establidiagisof my comparison between the

concept of beauty in this dualistic formulat

In theEnquiry, Burke formulates his distinction between the beautiful and the sublime
based on the obvious duality of pleasure and pain as the fundaorggitabf each
experience, ascribing the sensible features of the object in opposite pairs to each experience

as direct causes.

Burke establishes his separation between beauty and sublimity by dividing human
feeling into pain, indifferencéranquillity), and pleasure (333). However, the middle term
is purely functional, playing the role of a boundary maker only. It is a notional temporal gap
that necessarily keeps the experiences of pain and pleasurdBaparise of thifunction,
pain and pleasurea@separated, held at each end of the s€ais.means that either easing
pain or reducing pleasure cannot make pain or pleasure into the opposite category but only
may approach the state of indifference. In this formulation, pain and pleasure are exolusiv
each other, never being mixed with or transformed into each éther.distinguishing
betweerpain andpleasure, Burke commerttsat Awhatever is fitted in
ideas ofpain, and dangefemphasis addegdihat is to say, whateves in any sort terrible, or
is conversant about terrible objects, or operates in a manner analogous to terror, is a source of

thesublim® ( Godversely, beauty issocial quality, our experience of the objects giving

154



us a sense gby and pleasurén beholding them. This quality helps us to make and fix our
choices This pleasure can inspire sentiments of tenderness and affection and generate the

passion of love(42-43).

Burkeds separation of plain and pleasure

and beautifufrespectively, allows hinto enumerate the sensible features of objects arousing
sublimity listed in the second part Bhquiry. Becauséiis owncategorisatio is to some

extent overlapping and confusirige-organiseheminto six typesThe first is the feature

that causes mysterious feelings. I n terms
have this effect because spatial or temporal unceytaiduces the feeling of danger and

anxiety, which is experienced as painful {&8. Suddenness is second type of experience

that produces uncertainty. Sudden change such as the quick transition from darkness to light
or vice versa interferes with percigwt and therefore causes suspension of the work of mind.

A sudden change in shape has a similar effect (83). The third is whatever invokes the feeling

of greatness can be |Iinked to the subl i me.

in the pover in nature and the divine, in vastness in size, infinity, magnificence, weight,
lightness, and loudnesBhese éatures invoke astonishment an anapiringfeeling that
overwhelms the minds it is occupied by the external object &mak, filled with error (64

70; 7277).The fourth type is named asivation, such as darkness, solitude, and silence:
experiences which bodily and spiritually threaten humarpseBervation (7-72; 84). The

fifth type is any difficult experience which causes a feelihgain (77), and the more direct
painful feelings aroused through the physical body is the sixth type, such as a response to

bitterness and stenches {85).

In a similar way, Burkeeststhe cause of the beautifoh a number of sensible
features After dstinguishing between proportion, fitheasd perfection, he points out that
the object embodying the quality of beauty has a number of distinctive features in its outward
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form. Opposite tahe feeling of the sublime, the beautiful object is small in, Sz@oth in

surface, with gradual variation lines in its contour, delicate or fragile in appearance, and

milder and softer in coloy@13117) )1t i s noteworthy that Bur ke?o:
rules out any strength and harshness of the objecetaus all the qualities that induce

feelings of tenderness and softness by emphasising relaxation and loosening and slackening

of the body of the observing subject. Although his categorisation and analysis are
occasionalyibi zar r e 0 a n dométimesdnix the feeling of beautydvithghat of

pity as Boulton comments in his introductiorBoquiry(xxv) , Bur ke ds observat

descriptions of bauty werggroundbreaking and subtle.

To summarise: the distincito bet ween t he beauti ful and t|
formulation, rests on the dualism between pleasure and pain and the contrastinghpair of
sensible features of objects. In this way, Burke successfully polarises the sublime and the
beautiful based orheir causes and representationfre subl i me i s caused b
contraction, or violent emotion of nerveso
produced by relaxation (151e alleges that the distinction between the beautiful and the

sublimeis one of thefiremarkable contradtind concludes his comparison by stating that:

For sublime objects are vast in their dimensions, beautiful ones comparatively small;
beauty should be smooth and polished; the great, rugged and negligent: beauty should
shun the right line, yet deviate from it insensibly; the great in many cases loves the
right line; and when it deviates, it often makes a strong deviation: beauty should not

be obscure; the great ought to be dark and gloomy: beauty should be light and
delicak; the great ought to be solid, and even massive. They are indeed ideas of a
very different nature, one being founded on pain, the other on pleasure; and, however
they may vary afterwards from the direct nature of their causes, yet these causes keep
up aneternal distinction between theifi.24)
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The dualism of the beauti ful and the subl i me

philosophy.

Al t hough it is empirical, Burkeds study o
set of references for tle@mparison between the beautifulinthis adi t i on and t he
b e a usinge &g provides a valuable foundation for his succegs®iant comments,

Burkeds analysis of the phenomena of the min

materials Afor the favour it Eritiquedc theaPowehod s of e

Judgmeni58).
However, Kant, as Bur keo6s flawthe suldimg e mpor a
on his philosophical agenda once more, becau

on subjective sensory experiences and theref
conception of the beautiful and the sublime is reflectnetiatellectual and as such provides

a more profound analysis of the distinction between the pair and lends it a new sophistication.

The theories of beauty and sublimity as part of Kantian critical philosophy respond to
a wider philosophical aim of reveatj the relationship the subject and the external world.
Because of this Kantian inquiry is not content with empirical study but it also has a
metaphysical concern. In his formulation, the beautiful and the sublime are the outcome of
the dynamic between tseibject and the object. Consequently, the Kantian distinction
between the beautiful and the sublime is based on the relationship between the subject and
the object, specifically the two contrasting ways in which the mind responds to external

objects (128130).

The beautiful object in nature for Kant carries withutposiveness priori order of
nature,n its form which satisfies the mind@he purposivenesef the natural object, in terms

of Kantés further explanawermea, dggiegnesdd har
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Apredeterminedo for t he Asbewdefinesivif hisjdiscdsgiome nt o f
of the third moment of aesthetic judgment, b
object, insofar as it is perceived in it withoutrep s e nt at i dCntique bf thea Rowernd 0 (
of Judgmen1.20). In other words,he beautifulobject contains a form so specifically suited

for the mind that the form serves as it were to strengthen and entertaiuthej mental 6 s

power by means of its variety and unity (K&rttique of the Power of Judgmeh29;233).

In terms of this discussion, the object with a form of variety and unity in conformity with the

subject is beautiful. Responding to this object, the mindtisfeed and the subject thus gains

pleasure from this process.

Elaboratiorreveals four features deauty in this respect. Firdhe experience of the
beautiful occurs on the condition that the subject perceives the object. In this sense, the
subject ad the object are eexistent when the experience of the beautiful emerges. The
subject cannot experience beauty without the participation of the form of the object and the
object cannot be beauti ful withoutenetahe subj e
remarkso of AThe Analytic of Beauty, o6 the fa
of the object on the one hand while the object can provide the mind with a form on the other
(Critique of the Power of Judgmeti24-125). Secondthe form ofthe beautiful object
contains its intactness within. I n Kantods wo
composition of the manifold as the imagination would design in harmony with the lawfulness
of the under s tGitmgueiofrthg Pawer ofgdgmentli25 In othef words, the
purposiveness in the object suggests that the form of the object should conform to the
faculties of mind, indicating a Adual har mon
harmony between faculties of mind on the one hartithe harmony between the object and
the mind on the other (9). The inner harmony requireshiegberception of the mind tie

form of the object satisfies the pursuit of unity of understanding. In other words, the object
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should be in complete formalc cor d wi th its wunity to satisfy

under s tlaadditiomtlye @urposieness of an object premises a desighgplosition of
order or proposition in the objeet,priori, to ensure that the object has the abilitpeovea

final endother than any practical onthe latter harmony suggests the third feature which is
that the relation between the subject and object must consist in peace, without conflict,
because the faculties of the mind are not only capalgercogiving but also dfeing
entertai ned b ynothér ords, bhp suljectéspleasbaurtnty, beauty as
guality ispassively displayedia the form of the object. In other words, the object is in a
passive position so that it may display its form to accommedti@ contemplation of the
subjectBecause Kant treats beauty as the quality of the form of ob{ecti(e of the

Power of Judgmerit28), the beautiful is related to order or proportion, inherent to, and inert
in, the object. Beauty is sedufficientand preexistent and the object is merely its container

that waits fortheaction of the judging subject

The relationship between subject and object in the sublime is different, however.
Althoughthe object initiateshe feeling of the sublime, i& exduded by the subject in Hiser
experience of itThe mind undergoes disturbance, the opposite to harmony, by perceiving the
object and regains pleare by excluding the objedhe mind, according to Kant,
experiences two stages when the sublime occul®ach maintains a different object
function. The first is the object perceived concretely by the subject in the external world. The
second is the object conceived by the mind of the subject as the counterpart and reflection of

the external one. The intexihobject only serves as a representation of sublimity.

At the first stagethe mind suffers violence, becausdetects the conflict in the
encounter betweedhe subject and the external object. Normal faculties of the mind are
blocked and overwhelmed/bhe enormity or power of the object. This expecers
respectively termed asmaathematical sublimgl31) and further, dynamic sublim¢l43) by
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Kant. Evidently, neither of these two features can satisfy the mind as the beautiful does,
because theineessive dimensions lie beyond its capacitite subject thus loses control of
the object, which disturbs and threatens consciousness. As a result, displeasure or even pain

arrives because the seafohunity of the mind througthe form of the object isnpeded.

At the second stage, however, the feeling of displeasure is transformed into pleasure
by a process of elevation within the mind. Between the two stages is a break, described as
suspensionSuspension forces the mind to detach from the externedtadnjd to return to
itself. To overcome the anxiety from threatening objects and assupesdfvation, the
mind applies the faculties of imagination to conceive a controllable object and by working
with reason and morality thugenerates selietermiration. Accordingly, self-determination
produces satisfaction based on the reassurance -@xsstiénce in this process, a satisfaction
that replaces the previous sense of displeasure as the subject is now back in charge. As a
result, the original object of the first stagaéplaced by an iagined and controllable one at

the second stage and the subject experiences transcendence within the mind

Kantian accounts of the sublime, in this sense, contour the mechanism of sublimity
based on a dynamic between the subject andujeet. Initially, the appearance of the
external object invoking the sublime is formless. That is to say, the excess of the external
object represents limitlessness and incompletion because the object is unable to be captured
by the finitesubjectconsciasnessSecondly, in sublimity the external object is absent.
Because ofdiling to provide a form in unity to satisfy the mind, the external object is
abandoned immediately and replaced bgcanceived object. For Kant, the external object
thus does natrovide the direct feeling of the sublime as in the case of theihgabut
serves only as theigger of the mind or a signifier rather than aritgrwith an essential
identity. Thus, the sublime objedbes not exist inasmuch as the sublime arisdseimind
rather than residing as does the beautiful, in the perception of the pdjesgtas Kant
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claims that #dAwhat 1is properly subCritiqgneofcannot
the Power of Judgmea®9 Thirdly, the sublime suggests sldarmonious relation between

the subject and the object, a competition or struggle batihesn. The balance between

subject anabbject is disturbed by the conflict between the search for unity of the mind in the
object in the f asfalingtdpravithkeesucteaxfdrne. Atriha first sidgg, thec t 6
subject is threatened and overwhelmed by the excess of the external object. At the second

stage, the subject defeats the object by its faculties of gd.consequence, the encounter

with the sulime ultimately affirms the victory of the subjed@the dualism between the

beautiful and the sublime, as two types of aesthetic judgement, and also based on the

opposition between subject and object, thus can be traced back to Kantian theory.

To repeatKantian pain and pleasure as source of sublimity and beauty respectively
are based on the relationship between the subject and the object. Like Burke, Kant also treats
pain and pleasure as the foundation of the sublime and the beautiful. Burke polearises th
beautiful and the sublime in terms of the ppieasure binary and ascribes contrasting
sensi ble features of objects to them. I n Bur
ideas unable to be defined (3Rant delves further than Burke into theneration of pain
and pleasure. For Burke, pain and pleasure are ultimate opposites and they cannot be
transformed into each othéte admits the possibility of transformation between pain and
pleasure (with the help of temporality) and conceives thataga pleasure are
fundamentally rooted in the relationship between the subject and the object. According to
Douglas Burnhambébs commentary, pleasure in ae
subjectds having achi ev e dasiawe,avhen gappliés i t sel f
faculties of mind to the object. When the purpose of the subject is impeded, there is pain (89).
Whereas in the judgment of the beautiful, the purpose of the subject is achieved because of

the purposiveness in the object. Te@ne purpose nevertheless is impeded in the sublime by
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the contrapurposiveness in the object. Based on the distinction between pleasure and pain,

Kant clarifies that the most important and intrinsic difference between the sublime and the
beautifulliesh t he purposiveness in natur al beautyo
judgment and the contaurposiveness of the feeling of the sublime which does violence to

t he subj e c t@isqueiohilze doweraftJudgnmeh29.

Moreover, thelistinction between the beautiful and the sublime lies in the different
responses of the mind tee object. Kant describéso contrasting ways in which the subject
responds to the object: Athe mind feels itse
nature, while in the aesthetic judgment on t
(Critique of the Power of Judgmet]) In the judgment of the beautiful the subject
collaborates with the object by contemplation, while the subject compitkethe object by
abandoning it in the sublime. In this sense, the beautiful is based on the harmoniimus relat

between subject arabject and theublime is based aisharmony between them.

Kant thus formulates a beautHsiiblime dualism based oretlopposition between the
subject and the object. Unlike the duality o
opposition of the subject and the object that cannot be recoacitedding to KantPhilip
Shaw comments that the distinction betweearstibject and the object is the fundamental
division for Kantian philosophy which is to be not overcome but rather embraced, for it is the
only basis to assert ideas of freedom and autonomy, ideas central to ethical and political life,
as well as to poetr6).Shawdés comments reveal that there
bet ween the subjectds mind and the external

duality in his aesthetics and privileges a detachment of thefbmdythe externalworld.

Although Kant attempts to avoid reducing his

approachhi s observations and descriptions of dua
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Critique of the Power of Judgmemtant cr i t i ci s es bBsedok tessiblee mpi r i c
form of external olgcts and thus attempts to applynore abstract way to examine the

relationship between the inner human mind and therauorld of objects. fiis does not

mean that he rejects Bur keds daatagorisatidn,theer spec
gulf between the concept of the beautiful and that of the sublime remains in Kantian theory.

Pairs in opposition such as harmony/disharmony, form/formless, passiveness/activeness,
gentleness/intensity, rules/chaos, are still apparenBdulton observes, the third critique of

Kant fibears c¢cl ear t khig.es of Burkeds influenc

One of the crucial consequences caused by this dualism is the hierarchy between
beauty and sublimity. By adding a moral dimension, Kardesthetics privilegs the power
of sublimity overbeauty. As Philip Shaw points out, the sublime bears upon moral questions
because one of its fundamental conditions is thatimhately rests ora quality of mind ratar
than nature (84). He argutstthe beautiful pleases in the mere judging thereof, appealing
to sensation and excluding the active participation of concEp¢ssublime, however,
pleaseghrough its resistance to the interest of the senses (150). Being negative, the power of
sublimity thus isthe capability otranscendencegoing beyond human sensibility and then
moving the judging subject to Reason, where
sati sfact i oAccardagto Kaatstadenjgyiths 8ajisfactiorismoralgood He

claims:

the intellectual, intrinsically purposive (moral) good, judged aesthetically, must not be
represented so much as beautiful but rather as sublime, so that it arouses more the
feelingof respect (which scorns charm) than that of love and indiraii¢ction, since
human nature does not agree with that good of its own accord, but only through the

dominion that reason exercises over sensibility. {158)

163



Becausdeauty is related to sensational satisfaction, it is immanence. In sublimity, the
judging subject transcends because he/shéisasrthe selinterest ofsensationagbleasure
for pursuing goodnes#éccordingly, ahierarchy is established and fixed as theaited

transcendental aesthetics

Dualistic formulation of the beautiful and thablime thus becomes a paradignt tha
forms an aesthetic traditipeince the works of Burke and Kant are fundamental to the
establishment of modern thinking about aesthetics which has largely inherited their concepts,
terms, ideas and methoddthough theories of beauty and sublimity have varied over time,
the dualism established by Burke and Kant in the eighteenth century has affected the way of
thinking since then. Their successors, working with the two concepts from Romanticism to
postmodenism, frequently respond to and work within this dualist framework. For example,
William Wordsworth, an immediate successor and arguably the most prominent thinker and
practitioner of English Romanticism, formulates his understanding of the beautifilleand t
sublime following the dualism founded by Burke and Kant. Wordsworth owes a direct debt to
both philosophers and relates the beautiful to love and gentleness and the sublime to
exaltationandaweHe c¢l ai ms t hat fithe mi nasensaionhadbt be ¢
the same time, for they are not only differe
same vein, dualism is also adopted by theorists and critics efrmaitrnism. For example,
JeanFrancoisLyotard treats the beautiful as a meam forge consensus and to foster unity,
harmony, and communicability and refers the sublime to fragmentation and disharmony
(Shawl 4 8 ) . I n terms of Philip Shawés observati
read a tradition that remains in theaburse of Longinus, Burkand Kant when they discuss

the sublime and the beautiful (7).
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Moreover, this dualistic tradition has its impact on forming modern aesthetics in
China, interpreting the traditional Chinese aesthetic experiences and instiigsitigriawith

moden experience in its dualifamework.

Theconcept of beauty in ancient @aiwas as inclusive as it was in the West
Originally, the concept of beauiyvolvedboth an appealing decorative form and its
subsequent emotional effett. The Chinese Aesthetic Traditi¢2009), Li Zehou gives a

vivid etymological explanation of the Chinese charaeteito illustrate thisHe writes:

the original meaning of the characteeiprobably referred to a large man wearing a
headdress in the shape of a ram or decorated with ram motifs. While carrying out
various shamanistic rituals, he would wea

as an expression of his mystical power and @itth (2)

Because oits ritual function, the spectators are moved byjpearanceHe further points
out that beauty referrdabthto dynamic beautystrong beauty) anfine and delicate beauty
in traditional Chinese aestheti&9). The formelis embdlied in the inner moral power of the
sage, in whom heaven and humanity are unifiethis sensejynamic beauty bearing moral
greatness, as Li remarksstorically and logically preceddise latter inthe Chinese aesthetic

traditionwhich based o€onfucian ideology59-60).

This traditionalexpansivecategory of beautywas immediately subsumed under the
theoretical framework based tme Burke-Kantian dualistic tradition as soon as it was
introduced in ChinaAlthough traditional ideas remainedvabrk to some degreas Li
argues, thewere reinterpreted from a modern foundation wigsiphassesthe importance
of individual sensuous existen(&l4). Influenced by the categodson of modern aesthetics,
dynamicbeauty became independent and sulesionder the name of the sublime. E Xia

clearly configureshe importation and localisation of gemodern aesthetic concepts,
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especially sublimity and beaytiy modern ChinaAs E Xia notes, the concept sifiblimity

was firstintroduced by Wang Guoweine of the harbingsrof Chinese modern aesthetics

his translation ofThe Introduction to Philosoph{t902) fromKuwaki Genyoky a Japanese

neoKantian philosopheMWang relatd this concept to theotionofi st r ong beaut yo |
traditional Chinesaestheticen his translatiofE 44-45). This contact with Western

aesthetics originates the new independence of the concept of sublimity in the Chinese
context. Wangdéds influence at this point stil
beautyto the Kantian sublime becauseitsf moral functionAccording to E Xia, the

establishment of sublimity as a modern adgtleategory in China occurred the 1920s(55

56). The resemblance betwetlre Chinese notion oftrong beautyand the Western sliimity

does not only lie ithe characteristic of grandeur but ails@s moral superiority compared to

the fine and delicate beautoreover, the ideology of national salvation, for the notion of

reverence and sacikf which called for a hard and dded struggle for national freedom

enhanced the moral privilege of the sublime in the context of the modern China in the first

half of the twentieth centuryWang Ban elaborates the interplay betweertleatieth

centurypolitical practicesand thdofty ideal of independence and freedonChina in his

book The Sublime Figure of History: Aesthetics and Politics in TwerGetttury China

(1997)by emphasimg the political function of sublimity in the revolutionary context in

modern Chinal briefly touched the Kantian view of the relationship between war and the

sublimity here and will return to this topiater inthis chapter to compare it with the

significance of beautytoware si st ance in both H.D. and Chen

42.2The Concepto f  OB\eeawubeypradthe Tradition
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H. D. and Chenés Onew beautyd emerges fron
aesthetic tradition respectively in both the Western and Chinese contexts. However, the
concept oyo6onesy bewiultl| s how, ofpeayshatrmpbves a conc

beyond this tradition.

To make a clear distinction betweéné c oncept of codventonalidece aut y o6
beauty within this tradition, | appropriate those terms sudieasty the beautiful sublimity
andthe sublimewithin the traditional aesthetic discourse as mymative markers. To avoid
anysimplification caused by traditional dualism, the tewntra-beautyis introduced to
name the opposite of the beautifiyl me Similarly, the opposite of sublimity will be termed

contrasublimity.

Aslshow in this comparison, the notion of
the beautiful, for some features of Odédnew bea
beauy but areinstead akin to itepposite. If not going as far as to negate the idea of beauty,

these radically different features at least show an inclination towards-teatusy .

Thebnew beautyd as it is treated in this t
confrortation rather than fixed in objective forms as categorical qualities in the traditional
formulationl n ot her words, the object dwhkltri bed as
causesiotrelaxation but tension and contractighe aut y, i n Bmbodiediathe vi e w,
sensible qualities of an obje&y formulating the abstract idea of purposiven&ss)t
advances Bur ke 6 deauntifulasgualities e fornwhicle cars beaptured by
the reflection of the subjedEither concrete or abstitabeauty lies in objective form which is
perceived and pleases the mind of the judging subject in the traditional formulatdiner
words, an intact form is the precondition of experiencing be&lawever, the judgement of

6new beaut yine férm, wiich is the teaditiamaldaurce of pleasure and invites the
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form that causes paii.he obj ect of o&énew beautydé is crude
requires nor smooth and soft as with Burkeods
isolated and broken | marrédsnd fvith stint of petalsineagre flower, thir/, sparse of

| eafndo.Ch e n 6 sFIlfioTwheer i Nnogn Bande sedisdhelonelyraadtdefective

branch without flowerdn terms of BurkeKantian theory, these defoad objects are

disturbing, suggesting not pleasure and certainly not the perfection of smoothness, but pain.

As Paul Guyer observes, disfigurement is the opposite of the source of Kantian beauty,

because deformity blocks potential pleaqi®l). In this snsedeformed objects cannot be
regarded as the source of | ove in Burkebs vi
nature in terms of Kantian accourtkso wever , t he O&édnew dabsencdof 6 e me
any suggestion dfaditional beauty. Withduhe conventional qualities of beauty contained

in the form, H.D. and Chen envision an alternative beauty in objects thabmioaf

frequently destructivesxternal power. For example, the beauty in the broken sea rose is

produced from its action agairtbe wind and sea waves. The beauty in the branch, similarly,

lies in the action of shivering. In this formulation, an object cannot be regarded as the
representation of beauty unless it endetsiand responds to a formeofternal volence.

This featurehus sitan defiance of the Burk&antian tradition which emphasises the stable

and thus perceivable qualityinobj¢ s. The &6 n e wdirbiresshesthey 86 however ,
importance of the form of objects and underscores a beaaktingprocessThe beautiful

thuschanges from quality to ability; and from the stasis of a finished product to a process.

The competition between the static beauty and the dynamic one is clearly embodied in the
comparison between intactandwiad t acked gar dens iem oH.alh.dé & hfeS

presence and absence oFl dwerwierg BrnanCchhein.6s AT

Correspondingly, the objecte pr esent ed as i nstances of 061

in for the subject with autonomous strength and power rather than existing merely for
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display. In terms of the Burki€antian theory, beauty is derived from contemplation. This

means that the beauty represented by a conventionalised beautiful object, such as flowers, is

the beauty of passivity and dependence, waiting for evaluationppnetiatiori even

confirmatiori from an outside beholder. The object of beauty is reduced to being a supplier of
beauti ful qualities, which either meet Burke
of the Kantiara priori. Consequently, the objects are passive and because of that, placed in a
secondary positiorthe judging subject of beauty thus is an external party (most likely,

human consciousngs3hejudgmen of O new b e aexterigr@attractveat excl ud
features and potential viewers is completed bydhject. The objects embodyidgn e w

beaut ydé ar e lacecsach asd remate saasideiorladarkmnightjdmsted

from the potential external gaze. Because the beholder of beauty functiortiegsabject in

traditional theories, superior to the object, is of no importance in this straregealev

explored by Chen and H.[the object actively brings out its own unique potential of being

beautiful in and for itself. The objeatneb o d y i n g tdynbe wy abi@masy tlaraugh

which it can exercise a unigue form of power
dances with the sand and wind in ASea Roseo0;
ASea Lilyod, the r eeddsasdgrengasasa tintdghnstastane.es and s

Li kewise, the shiveEFaillyMgrine age Stiroml Clherc@s @Th
pieces and the falling | eaves -Flowermgit umn make
Brancho. The obj etedtfronopleasmgtiaeisulopwith its passive s s hi f
appearanct generating beautifuhot to mention, active features on its own. In this sense,

the Onew beaut ybdauty lsecaase theyaptenonoyof the objedt re@aces

passivity angower, as adistinctive feature of the sublime, is implanted in the object in a

new way.
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The independence and autonomy of Onew bea
the subject and the object of the judgment of beauty. In other words, the relationship between
the beholder and the beheld is transformed. Conventionalised beauty waiting for an external
gaze to appreciate and evaluate its worth suggests that beauty is forreéiddbipn
(resembling the moonlight which dhowever,ss fr on
a product ofadiation, insofar as the beauty is sgénerated bgynamic confrontationas
the sun radiates light on its own.this sense 6 n e w cah ledaoth prgdaced and
affirmed by its carriersyamely the flowers and plamer se rather than an external judging
subject. These flowers and plants, in this sense, are both the subjects and objects of judging
the beautifulassuming the role of both appreciators appreciated. Thus, the flowers and
plants gain autonomy and selffirmation, becausehey are vehicles manifesting beauty and
simultaneously confirming this manifestation
something external and superior but for the significance within the planes of material
existenceThesibj ect / obj ect distinction thusiIncoll ap:
thissense t he O new b-keaulybpyositeto tise Bake-Kantiant tradition
because itadically challenges the traditional treaties by presenting deformestkgreg
objects. Moreover, the 6new beautydé, contras

by underscoring its autonomy.

Although it isthe opposite oBurkeKantian beauty 6 new beautydé canno
subsumed under the term of sublimity eithercaseit shows the featuref contra
sublimity: again, working against the Burkantian traditonT he &édnew beaut yé i s

size and needs the presence of the object form.

Thisis because the small and weak object, rather than the object excessteeoin si
amount, is empowered and exalted. In other words, the incarnation of power is changed from
the objectbdbs excessive form to tdnwysaebj ect r e
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form. The victim of overwhelming power takes over the positioaxarting power
represented by the form of its physical inner strenigtterms of the Burké&antian tradition
of the sublime, power and strength are embodied in or represented by the object in enormity

of size or number or in power of strength. The powi¢he strong and the great is fwen

and invasive as it becomes an overwhel ming f
beautyd the smal/l and weak object neverthele
confronting the power of nature. Thepawe r e pr esent ed i n Onew beaut
vitality. The broken shape of fl owers in H.DTL
Chenés poems do not indicate decline but ass

generator otarthyvitality. The vitality manifested in the defective and lacking paraddlyica

indicates hope and futurityhis power is inherent in the body and therefore, sustainable.
Moreover, it is now the small and weak objec
inspiring features rooted in its generative power thatives whatever is thrown at. In

traditional theories of the sublime, exaltation based oniagg@ring feeling is often given to

a huge or strong object which is viewed as overwhelmingly supbt@amtains, sea, and

storms are common elements that receive this kind of exalt@aversely, the small and
weakinthgpoems of &énewighmpaset HO6Dr éserfiet ori cal gu
in her sedlower poems strongly express the prdging of small and weak flowers and

pl ants. Ladreatdisve oprhr a e Trhmb INoowb e a o talsoBu anc ho)
shows her homage to the weak branch. As a result, violent nature, still in power yet losing
favour,serves as a foil paradoxicatly enhancethe power of the small and weakhat is to

say, the conception of Onew beaut makesuests po

lofty thus violatingthe traditional definition of the sublime.

Thedé n e w b edapertént@n the existence of the objebt other words, the

externalother e mai ns i n t he | uSubgliméinthe Butkekantaew beaut y
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tradition is a selfeflexive process in which the external object is absent. The subject, in
terms of the precedingjscussion, obtains its superiority by reducing the external object to a

self-conceived object in the mind. In other words, the precondition of sublimity is the

rejection ofanyobjective forml n t hi s sense, the objeat i s no
sublimity. However, the object finds its existenceard f i r med i n the concept
beautyo. Prevailing in the poems of Onew bea

Chen and H.D. attempt to avoid placing human beings asutiexiorsubject of aesthetic

judgment For example, H.D. provides a technique of scientific observation in depicting the

sea garderBy this means, the flowers and plants are placed in a central position with

autonomy because the poet actively relinquishes hdrgédking a distant vieR? Here, the

poets do not appear to participate thatyonly record the confrontation as outsiders,

although inevitably a poketvoice is often interwoverlhe poetic voice, sometimes directly
addressing the flowers and plantslanmetimes addressing themyas, does not serve to
introducean, but wunderscores the process of an al
by drawing attention to the object and centring it in the poem. In so doing, the poets return
autonomy to th@bjects to preserve their forms. this sense, theseaak objects approach a

form of | without ever being colonised by As a contrast witlthe absence of the external
object in the sublime, Onew beautgaubgndssto

contrasublimity, as Scruton arguesublime is aboutnewhereaseauty is all about objects

(9).

%l'n terms of H.D.o6s biography, she was I|likely to have
observation during her childhood and adolescence as a daughter of an astronomy professor and the

granddaughter of a botanist. Moreover, she was esgéotbe another Marie Curie and was trained as such by

her father until she failed in maths (Guest 12 and 14; Friedfagche Rebor@6).
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Tosummarise t he not i onsamdw aésthetiowonteptavhiddnndt be
subsumed under either beauty or sublimity within the Bit&etian aesthetic tradition given

its features of contrheauty and contraublimity.

The 6new beautyd does, h beawsyfthésis discussetl ai n a
further in Chaper Five) With the combination afhe preceding discussiam Chapter Three
the onstruction of the new concepdn beseenas pr ocess i nvolving the
resignificationThe oO6new beautyd in both poets is rede
images, slipping out of the Burlkd€antian tradition through negating the traditional discourse
rather than establishing a separate discourse outsiderobiher words, the construction of
0 n e w bateasuhe relations between these conoepish areunderstood in traditional
disoourse, while still ironicalld e pendi ng on them for its force
breaks the link between the concepts of small and weak and that of powerless and passive and
relates it to notions of peer and actionThis understandingyeyond the traditional dualist

categorisation of the beautiful and the sublime, calls for an alterrsytinkesis

This synthesiss not the nostalgia for praodern aesthetics dating back to the time of
Plato or Confucius. As | hawgued, the idea of beauty before the eighteenth century was
quite general and often attached to moral and practical values. Without being differentiated,
the beautiful and the sublime were mixed together. Beauty was the quality in both delicacy
and grander, referring tdboth basic sensory pleasure and sacred pleasure. However, the
conceptionof @ n e w  bsaggestthst the two poets are aware of the difference between
the beautiful and the sublime at least in a poetic tradition and in personal egpgifi@ot in
a strict philosophical tradition. In this se

nuanced, is deliberately created to bring the beautiful and the sublime into a new synthesis.
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Synthesis on the other hand, is not reconciliation. Mercedes Rainoso inH.D:
sublimity and beauty in her early work (1919225)(1999) insightfully points out that the
joint consideration of both beauty and sublimity is an important approach to tamding
H. D. 6s beauty i Shehedereasti ymabe&sH. buds creat
i mages of 0 nelonseiaworkiygavithin Bhe dnalist categorisation of the
beautiful and the sublime and seeks evidence for both in hiypAe a consequence,
RomonrAlonso inevitably arrives at a conclusion by mechanically combining the two
concept s: H. D. 6s poems are partly about the
thus this phenomenon is ascribed to a purpose of recaiocilid91). Reconciliation
however, serves only to mediate the two conceptsindualisgme r eas t he 1 mage o
b e a which é&sable to bear contradiction, challenges the traditional definition of the
beautiful and the sublime by blurring the boundarg t ween t he two. The no

beaut yo6 s osingfeataresandocallpforeexanination and redefinition

The preceding analysiseveal s t hat O6new beautyd gives
relationship between drand theother. equal andnteractivee. The concepti on of 6
beautydé emphasises equality and balance in t
confrontation rather than ranking them hiera
generated from the interactions of equaterdependent entities. Although small and weak
objects are less strong and powerful, they do not submit to the violence of nature. At the same
time, the power of violent nature does not subside during the confrontation, and because of
this, neither of thg@arties needs to be annihilated. Both parties, each manifested by active and
powerful images, exist in reciprocity through a constant negotiation with each other. Against
theBurkeKant i an tradition the poetry ddnfodbnew beec
both parties and each subject welcomes the other along with its potential (@tbatggh

violentnatural power may be a strargone in physical terms it i©t an overwhelming or
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superior one in effect, as discussed in previous chapterf)sisense, the superimferior
relationship designated to the parties is challenged by this new relation of equality and co
operation. This new relationshipeautyy n H. D. a nod, th@shsdhe path tovacceass

A

6real i tyo.

The new relationship between band theotherreveals two distinctive characteristics
in the new definition of beautyhereis power inbeautywhich is demonstrated by the
resistance to the violence from thiher By this power, the beautiful objectrcandure and
extend its existenaato the futureln this sense, beauty has the revolutionary power of
elevation.There is also contingenayvolved,which means that beauty is concrete and
historical, derived from each confronting occasion. In other sydrdauty isn an object
which is on trial in Julia Kristevé s  wempracéy, which means beauty is not to be had in
gualities prescribed in certain forms but is generated by dynamics. In this sense, beauty is not
a transcendental concept permanelilying to certain group of objects (or human beings).
One thing cannot be beautiful in allmatitions and through all timeyverything, however, has

the potential to be beautiful.

4.3 A Voice inResponse tModernism a revolution from the femadeodily experimentation

Thepoetry of Onew beautyd proposes an alte
the oldconception of beautiprmulated throughhe dualistic aesthetic traditioBy
emphasising the dynamic and temeghanicaddandt y, t he
static world view.Moreover, this new narrative die relationship between thand the

otheris from a femaldodily experience and thud@malecentred response to modernism.

175



Modernism is the nexus ofy Althoughthenlwed inCh en 6 s
different cultures and as writers were grounded in different poetic traditions, both poets were
writing the poetry of o&édnew beautydé in the co
practised at the heart of the modernist movenmehbndonandChen wrote these particular
poems on the edges of the revolutionary stor
be read separately and in isolation, &édnew be
achievement of eachpoét.l t hough the poetry of &édnew beaut
distinctive form of modernist innovation, at the same time it also exists, as one particular
critical response to it. I n this sense, to c
show, reeals that it functions as one of the few models of modernist discourse articulating

womends bodily experience.

Although the definition of modernism varies over time and in the eyes of different
theorists and critics, it is widely agreed thaidernisms a term generally characterideg a
challenge to the dominatradition. Modernism thus encompasasfgerce conflict between
the oldandnew. H. D. and Chends revision of the dual

one of these new radical praets.

In Modernism and Time: The Logic of Abundance in Literature, Science, and Culture,
188011930(2000), Ronald Schleifgroints out that the revolutions in modernism are derived
from the profound change of the perception of time, from a linear and progressive sense to a
focus on the moment {2). He attributes this change to the rapid expansion of the material
world drivenby the development of economy and technology since the late nineteenth

century.He writes:

the overwhelming multiplication of commodities transformed the experience of time

for people living through it. Concomitant with the vast multiplication of comnmexliti
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in the last decades of the nineteenth century were vast multiplications of knowledge,
enormous increases in data within the remarkable creation and professionalization of
intellectual disciplines in the emerging system of research universities in gte We

and the vast multiplication of populations in Europe and North America in both the
relative peacefulness of Europe since the Napoleonic wars and the remarkably

temperate weather patterns of the eighteenth and nineteenth centuries. (4)

These radical dnges multipliedhe experience of timand spacéor people living through it

(6). As Schleifernotes, these changes causedmarkable sense of dislocations in time and

spacg5). The experience in modernism thus is bound to the momentary, to a sense of

temporal instabilityAs Ezra Poundlaimsn A A Few Dondéts bw An | mag
i mage i s fAthat which presents an intellectua
(200).1n this way Pound asks poets to make an effort to find the exact iwwaadjister their

perception of a momentary ser{266).

Temporality and abundanéad two critical consequences related to tradition. On the
one hand, the new experiences called knowledge anchored in traditions into glrestioer.
words, the existingystem of knowledge was unable to accommodate the new experiences.
Accordingly, new theorieemerged to respond this crisis, asSchleiferobserveshat all the
strategies of the understanding of modernism influenced by the explosion of commodities and
infformatonsuch as Jakobsondés |l evels of linguistic
constructed in relation to the changing conceptions of time @9)he other hand, the
multiplicity of individual experiences, as Schleifer also suggests, omides the universality
and the corresponding hierarchical implications in the shared understandings and knowledge
prescribed by traditions {8). As a result, the autonomy of experience and knowledge are
returned to individuals so that individual perceptimecame the source and arbiter of
knowledgeln this sense, the regulation of transcendental iddauished themselves to
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accounts of concrete individual experience in time through which new forms of knowledge

could be acquiredlhis paradigmatic sHifs exemplifiedby VirginiaWoolf6 s con& ept s o0
Amoment of b-bée n@gmentnad Beim@0-d1l According to her conception,

the moment that she consciously experienced suggests hexisetihceOtherwise and

elsewhere, she lives asnbeing Existence, thus, is momentary. This temporal sense of

being had an influence on her fictiomhich consists omomentary fragments, and stands as

quite distinctive from her predecessors in the nineteenthce®twyh | ei f er t er ms t h

way of understanding in modernism f or m of At emporal subjectiwv

the subject of experience is temporalized: the temporal situation of the subject of
experience situated within the contours o
of history more generally conceived is a constituent element in the nature of that

experience. (9)

The concrete and the historical are thereby restored to a previously abstracted perceiving and
knowing subject. In this waynodernism entails a greater sensdehocracy where

individual experience is acknowleelgl and accepted pursuitdfur t her t h
knowledge. In other words, the individual and their experience is potentially legitimated to

allow for what will become a series of atomised articulatmfrtee world.

The aesthetic response to these radical changes of experiences is centred on the
experimersg withform. AsPaul Poplawskiemarksin theEncyclopaediaf Literary

Modernism

The most prominent and constant element in definitions of moderniss moder ni s |
avantgarde experimentalism and its concern for radical innovation in artistic form,
style, content, and method. This emphasis, in turn, is linked to what is often seen as

the revolutionary dynamic within modernism. (ix)

178



Thus, modernism ititerature and the arts consists of two fundamental aspects: one is to
comprehensively rebel against the conventionalised and therefore stagnated aesthetic in the
arts; the other is to setionsciously establish new flexible structures that would more

faithfully represent perception at the present. This definition of modernism suggests that
modernists chose to propose a solution to the uncertaintg @fdid by means of innovative
forms such as Poundds | magi st -ofocormsamusmesse Nt o0n

technique in fiction.

Modernism in China, first imported as an idea and soon incorporated in the campaign
of social revolutionshare the same spirivith the Western model. At the turn of the
twentieth century Chinese society also undetvaenideological shift in line with
modernisation, from a traditional agricultural societpmondustrial society® However the

transition in Chinas more complicated and more radical.

Due tothe secalledunequal treatiesigned with the Western coies as the
consequencef its military failures, China was forced to join the global market and gradually
becomanvolved withthe process of globalisatiolhe emergence of national capitalism was
the outcome of the internal changes of Chinese sodla¢@mnomic conditions compounded
by thar forced open market to the West. Commodities, native and imported alike, rapidly
changed the traditional a g Modernuideaswamdahbuglésc o n o my
that had developed over generations inwhesstern world, from Renaissance to modernism,

poured into Chinese intellectual circles of the tiffiee scholarDavid DerWei Wang

INAChinese Lit eol®30(20%0) DavicDerViies Wadng introduces three important moments in
themodernization in China in regarding to the evolution of literature. The first one is the end of the First Opium

War (1840 1842), the second is the end of the first Siapanese War (1894895) and the third is the May

Fourth Movement, a nationwide cultlend political campaign begun on May 4, 1919 that called for self
rejuvenation i n r es po-Wsrkl Wardinteriatiombpoblisctd$s3eld7pHowekes, my n p o st
study follows the periodization suggestedifferent Worlds of Discoursesesing the modernisatian China

from the end ofthe first SineJapanese War, when the modern industry and the systematic importation of the

Western modern technology and thoughts originated.
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remar ks fAsoci al changes ran the gamut from t
epi st emol ogi c a |Thisamundanceaith thesadilen (préskrixg of the

unfolding world profoundly changegd h i n e s e i petceptioh efime andcspased

Although the modernisation of Chinese society began about 1895, the revolution of
aesthetics occurred about two decdde=s, marked by the inauguration of New Culture
Movement Kin Wenhua Yundoidn 1916°’ This aesthetic and literamgvolutionShared
the same purposeith the eonomic and politic revolutiaandinevitably linked itself to the
discourse of national sadtion, for the Chinese cultural forerunners believed that empowering
their less developed nation required not only modern industry and a modern plgteah
but al so a theWdedterr sgstem of Rndwledge and even, its lifestylihe
gereral prefacetothEo mpendi um of Ch i(Zzhanggsio Xievenxue Ddxier at ur
(1935), Cai Yuanpei, one of the key figures of this movement, compared the New Culture
Movement with the Europed®enaissancand pointed out that there wamrethanathree
hundredyear gap between Chinaandthe Weéste t hus <c¢cl ai med: AWe hav
extremely hard in decades to catch up with t

hi story and the modern condition urge us to

Compared to its s@alled advanceWestern counterparChinese tradition was
criticised and challengesscorruptand outdatedThis rebellion can be seen in two editorials
of the journaNew Youti{Xin Qinnian), @ which is consideretb bethe headquarter of the
New Culture Movene n t . Il n AThe IiMaqn(ffeBsgino Zadnhfi (228 nQ an o)

Chen Duxiu, the editor and also its founder, announced:

571t is alsoknownas New Literature Movement (Xin Wenxue Yumgg. According to the literary historian Xie

Mian, it began around 1916 and continued until the eve diwer of Resistande Seethe details irXie

Miané Kleological Transformation of 20th Century Chinese Litera{@@l5. p. 2

%l nterestingly, this title, which replaced the origin
H.D. called the generation of herselflasJeunessi her review of Responsibilities in 1916.
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To seek social progress, we must challenge the preconception that the tradition or
customis always rightWe are determined to forsake this old belief on the one hand

and on the other create new ideas for politics, morality, and economy ourselves, based
on the thoughts and ideas of previous and contemporary prominent intellectuals. We

strive toestablish a new spirit of the age and adapt to new social envirofinent.

I n the earlier @A (BenfZle ZurrezZhidébiaXS$iop(1949%) @hgm i an o

Duxiu defined what the tradition and custerasand showed a more radical attitude:

What theyaccuse us was nothing more than damaging Confucianism, rites and

disciplines, the essence of the Chinese culture, chastity, traditional ethics (loyalty,

filial piety, and integrity), old art (Chinese drama), religion (beliefs in ghosts and

gods), old liteature, and old politics (the privileged class and the rule of man). As a

matter of fact, we agree with all these accusations. However, we are not guilty if the
cause for subverting all these is to be e
because we supgddvlir. Democracy and Mr. Science. If we have to advocate

democracy, we have to undermine Confucianism, rites and disciplines, chastity, old

ethics, and old politics; if we have to advocate science, we have to reject the essence

of Chinese literature and oliderature. (qtd. in Xie, 3:33)°

These quotations suggest the determinations of these Chinese revolutionary forerunners and

the fierce dispute between radicals andservatives.

With respect to literature, this revolution largely follows two thre@ue is the

revolution of literary form, replacg the traditional style witkrernacular languagén 1917,

89 This editorial is ilfNew Yoth vol.7,No. 1,199 . The English translation here i
Ideological Transformation of 20th Century Chinese Literatuyene.

0 Seethe original Chinesetexti@@h en, Duxi u. AA Defense a6 NoXi, 1919 i ngni an
p. 1011.
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Hu Shi 6s pfuAdlRrcaapadsianl offor RWehxoe GaiianggBuyio) t er at u
in New Youthnauguratedhis formalist revolutionThe mostadical change took place in
poetryl nspired by Ezra Poundds | maogprosdtefrper i nci pl

verse in China, elucidatings conception ofiew poetry n ReWwiRP oet r y o . He wr it

Formal restrictions limit the free developmehtlze spirit and constrain the full
expression of good content. If we yearn for new content and a new spirit, we must
break away from the manacles that chain our spirit. Therefore, the recent new poetry

movement in China is an emancipation of poetic fqf5)

To promote this revolution, he also publistzedolume of new poetry titlethe Experiment

(1920) to set an example. The other thread oa#sthetic revolution involveadvocating the

spirit of humanismZhou Zuoren borrowed from the Western idéandividualism and

proposed an ideaf human literatureand wrotean essay of the same titidhich was

published inNew Youthn 1918.In this essay, he emphasises that new literagumeype of

literature concerningoth body and soul (195At t hi s poi nt, bo-th Hu an

breaking essays prepared the form and contert haw literaturén China.

During 1930s and 1940s, modernist kterre in China, inspired By/estern
modernist practice, began to take sh&mdlowing these twahreads, assorted ideas were
tested to serve the purpose of fostering the
Romanticisn’? In 1932, Shi Zhezuand other friends founded the literary magazias
ContemporaingXiandal), which published translations symbolists,imagists,and
modernistsuch adMallarmé, W. B. Yeats, T. S. Eliot, and Ezra Pouksl David Wang

observesl.es Contemporaingas the main forum for Chinese avgarde worksThe

"I The poetic practice from the late 1910s to the time before Chen Jingrong is elucidated by Meng Liansu. See
Meng, LiansuThe Inferno Tango: Gender Politics and Modern Chinese Poetry,i 1980 ProQuest
Dissertations Publishing, 2010. Page 126.
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Beijing literary circle, as Wang notesas deeply influenced by Angenglishculture (527).
Moreover, literary modernisiim Ching as the studies @arolynFitzGeraldand Long
Quanming suggestvas maturing during the War of Resistaaoel achéveda new height in
mid-1940s’2 Xie Mian noteghe similarity between modernism in the Western world and in

China:

[The intellectuals and writers] were caught in a sense of existential anxiety and
absurdity; hence they no longer pursued a realist approach to portray social life and
human relationship§ hi s was the context for the sim

modernist literature and its Western counterpart. (114)

Chinese modernists, deeply influenced by Western modernists and their ideas, also aimed to
search for a new form of languageastmcommodate thexperience outside of traditional

symbolism and thus tgrasp the bewilderinghangingwvorld.

H.D. and Chen both lived and wrote in this context of modernism, and each proposed
a bodybased poetics in the attempt to represent the individpadlyr c ei ved o&éreal ity
Inevitably, both women encountered the problem ofesglfression in the context of
modernism, no matter how revolutionary, and that there still existed limgptesentation
was indisputableConcepts defined and prescribed in laage might be challenged with the
help of a new aesthetic, however, both poets discovered that language with static meanings

did not meet the demand of the rapid change experienced in their perception and feelings.

In an attempt to understand these limits H. D. e x t e n-chieddduaksmat o6s b
formulating three states of manifestation of life in her poetics: body, mind, andnaver

(17).Body is the foundation that supports the other two states. H.D. noticed the problem of

”?Seethe et ai | s i n CaRragrhepnting Modernisr@seCGhiadsadVidagime Literature, Art, and Film,
193749 (2014 and LongQuanmin@ &The Adjustment and Transformation of Chinese Modernist Poetry in
19408 (AiZhongguo Xiandai zhayTi @&ddalgen g ayiu S4 hsthdan MNu an)d a(i 2 C
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signmeaning fixation in corepts and therefore posited a third statevasmind Concepts

reside in thamindstate according to the Platonic formulation, where the fixed link between

the sign and meanisoirg Tloung@hitnt an d edimg indiod ek 7))
formulaked to accommodate the excess of meaning beyond the prescribed concept in

|l anguage. H. D. cl ai ms t hami rscece irngs @ rhhlIneggss 9 ee
water, where we need to make physical effort to readjust and refocus on the ordinary things
tosee the oO6reahAi ogdo(ilB)er Roembse H. D. 6s for mul

and concepts Ato the right focus via the rig

Less syst emat abouftradifidna refresentatimruim poetry are scattered

throughout hecritical essays. I8 argued:

The individual 6s consideration should not
However, to leave poetry to the superficial topics of the contemporary situation and
politics in general will limit the development of moder poet ry. ( iDi scuss

with Fang83)Jingo 32

What Chen disagreed with in the quotation above refers to a simple treatment of the
representation of politics and social issues in poetry, such as the use of political terms,
sloganstyle language ordwertising speech. In other words, she implied that poetic language
cannot be transparent or function in the way that, for instance, an ideological message may
do. She underscores the complexity of modernism and modernity and claims that simple
representabn is not sufficient to embody the complexity of modernithich echoes
Jackobsondés t he a8hecriicfsedmoderh Chinesé @oetry fordagging far
behind the trend of modernism in the Western world and called for a new experimental way

to meet the demand ekpressing@r of oundl y changed wordl)d ( ATh:
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Accordingly, H.D. and Chen both believed that the concepts in the existing ofstem

language at their disposakre inadequate to write their own experience.

Their poetics as well as their praxis, attached significance to the bodily experience in
creativity. H.D. stagd that the spirit cannot grduy the strength and power of intellect. The
physical must precede asni adhegprmNaughedndbr t he s
visi ono 52) . Fu outthespeculians di the fgmalé bodyepdsitirthe idea of
Athinking with the wombo and Afeeling with t
epistemological functions between a female body and therexistiowledge system. H.D.
dismissed the central position of concepts and reason in grasping knowledge by equating
bodily experience to this intellectual process. Either way, by attempting to include the play of
emotions on mind and body the interactionAmsn the body and the intellect is emphasised
to the point where she can suggest that the conscious mind (or consciousness) may not be
entirely centred in either the brain or in the womb (B@gdmarb or r ows t he ter m f
reali smo fremtdoaddheBRBdH!Il D.(6sr ibeoddrialny fpWwheot iBa
H. D. o. Clefdsh emphasises the importance of body and the individual bodily
experience in modernist poet§he contended that modernist poetry focused on profound
and concrete feelinggpealing to bodily sense and the interaction between the external and
internal ( A T h e-31BFkonenamples sh¥ inscribes ber rpleard puzzled
feelingsregarding he i mages of shivering brrFloweting and b
Brarc h 6, atbasoencrete neality yielded beauty in podtrfi Di scussing Poetr
Fang J-B3h GancredeZeality refers to the experience derived from sensory sensations
in daily |ifé&Youn BiSheaghsda\ide Jingzo) §he uges young
people to Asaturate [themsel ves] in |Iife, to
Al ns pi(fiLiaggarop shé denies the existence of a pim@piration governing writing

and claims that poeties in hearing and seeing theerycay ( 70 3) . Il n this re
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poetics echoes H.D.06s fAspiritual real i smo wh
provides the source of poetry and, in turn, the poetry that constructs bodily experience and

reflects the understanding of thedy and itsituatedness

Spiritual realismis realised by estranging practicen t he poetry of One\
two poets adopted a new, estranging waypfrapriate language that woutdnstruct their
own experiencéhrough sensation: thus giving nemeanings of language contextually b
disturbing and violating its communal understandingT he | mages i n t he poe
beaut yd t hus giueg geasirtg ofcameepts, sudh as weakrmeess and beauty, is
subjected to revolution in order to rganise their bodily experiencehis processan be
seen n Chenés fAThe Early Morning Stroll o, in w
shivering leaves and then reshaped into a new pattern hanging from the roof corner. In this
sense, the prescribed amng thus becomes secondary to hoekperience. In other words,
individual experiences can bescribed in language through an experimental form, revealing
that anew relationship between bodwpd the external world is establishetlisTnew

relationshipp s Hspibtuabrealism t he knowl edge of &érealityo

experience.

The new 0Or e aythetpgetis nptarrabseractertity but a response to the
historical, concrete and fragmented experiandbeir own timePoetic estngement renders
a sense of temporality, revealing and struct
estrangement of language changes the original meaning of images to a range of meanings
based on concrete bodily experience, reflectinggdliving time.”® Each poem reflects its
ownmomentarydo r eal i tyé in its orchestrated form, c

concrete bodily experiencBodily engagement with the world that subverts transcendent

73 |n Estrangement and the Somatifd.iteratureRobi nson subtly outlines the inf
philosophy on the feeling of time on Shklovsky in formulating his theory of estrangédignt
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concepts suggests a focustba secalledi pe@$s 0, whi ch the poets bel
respond to and deal with the rapid, bewildering changes of their situdtiotizermorethis
reality arises from womendés bodily experienc
effected byyda& hies 6lneegv thiemautbe d gastd enewbmewnaéabkué
experience in poetry in an adequate manhierough the engagement of body, the gendered

0realityé experienced through the body is in

The O6realityd is represented by dhmewconce
b e a uwe gal see beauty in moment and beauty in power. The new definitigivexide
from the weak reclaimingower in adynamic relationtothestrong Thi syd® s oOreal it

perceived by these two poets in the wartime from their fecetired perspective. In this

o

sense, the poetry of Onew beanontyéd odeéebkrcty
modernist poetic practice. In other words, these two poets revisadhistid aesthetic

tradition in a modernist manner from a femaémntred stance by transforming the

representation of beauty. In this sense, these two women poets subvert the dualistic aesthetic
tradition and propose a fematentred aesthetics through newms of representaticas the

meango know and reorganigbe world duringhe wat

What they see during the war is the political power of beauty rather than sublimity to
rescue the world from destructidfant sees sublimity in war. He conterid$ getven)war,
if it is conducted with order and reverence for the rights of civilians, has something sublime
about it, and at the same time makes the mentality of the people who conduct it in this way all
more the sublime, the more danger it has been exposed before which it has been able
t o asser t Critiqusof theoPowernof) Jdgemeit6). However, as | discussed
earlier in this chapter, the courage and persistence in confrontation is associated with beauty
in H.D. and Ch discirsve signiBcanbeeof thecesision af the Burke
Kantian beauty reveals a gender politics in narrating the war experience.
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Revisionis a process revealing the negotiation between two types of vitiees,
individual voice and the conventionalised @maf tradition. An outcome of intertextuality, is
that revision reforms tradition, rather than abandoninthie theories of intertextuality
suggest that no work stands alone but is ilded with the tradition that came before it and
the context in wich it is produced. In this sense, revision is a way of creativity generated in
relation to the tradition. Har ol d Bl oom def.
by an individual to the achievement of hregecessors. He elaborates hbe revisionary
movement fAfoll ows received doctrine along to
that a wrong direction was (Bloak8)rAdrerineRichst t ha
defines revision as the act of looking back, of seeiitly fresh eyes, of entering an old text
from a new critical direction (280). Kristeva, from a semiotic perspective, formulates two
sign systems in accounting for the term inte
passage fromone signsystthno anot her 0 which involvés fAan s
the destruction of the ol d RevslutionindPoetcand t he
Languageb9). As the critic Graham Allen points out, the importance of intertextuality in
Kr i st iewiatlbasthewext does not use the previous text units as sources but transforms
them and subsumes them under a new sign syasamely through the processAdifheben
(sublation) (52). In terms of these definitions, both the traditional values andhiggan
constructed in an existing sign system and those of the individual embodied in the new sign
system are thus simultaneously presented in an act of revising. Revision, bearing the trace of
bothold and newogether, thus reflects the intensity of thiatienship between the

individual and tradition and witnesses the seesaw bbhtte/een them.

To elaboratehe differencen the relationship between the individual and tradition
from different gender positions i nt errogate T. Sinsigits onthis and H

guestion.
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Both T.S. Eliot and Bloom atlented and influential critics have made acute
observatios on therelationshipbetween individual poets and the poetic tradition. T. S. Eliot
emphasises the power and importance of the poetic tradition over individual poets in his
essay, ATradition and the I ndividual Talento
art, has s complete meaning alone. His significance, his appreciation is the appreciation of
his relation to the dead poets and artists. o
individual, in Eliotds view, Hedubheiassertsthai t he
the personality of individual poets should be eliminated in poetry so that poetic tradition is
preserved and extendddonversely Harold Bloom reinterprets the relationship between
poetic tradition and individual poets in a decomstive wayin The Anxiety of Influencén
Bl oombs fonduvaduah, poets subvert the poetic
on the Freudian family romand@loom argues that the work of past poets, like a father in a
family, gains its authorityhrough the priority of the past over the present (13). Poetic
tradition constituted by the works of past poets thus inevitably influences the writing of
individual poetsn the presentindividual poets, subject to cultural belatedness and the fear of
ceasing to create because of thipriori, pursue the possibility of originality by means of
wilfully misinterpreting the works of their predecessonsisimisinterpretation, termed
misprisionby Bloom, revises the poetic tradition aiming to challenge tiieoaity of
predecessors so as to gain their own form of privilege and thus to establish poetic autonomy.
Theintensity of the dynamics between individual poets and the poetic tradition is either

reveal ed by the individud,lradgonsubmi ssi on t o,

However, these two ostensibly contrasting theories both claim the privilege of
tradition over individuals. Both the submissive theory of Eliot and the subversive theory of
Bloom defend tradition by extoling its ultimate victory. Both theof@mulate captive

individual poets as submitting to the poetic tradition. As outlined above, Eliot explicitly
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claims this point of wview in his essay. Unl:i
hides his defence of tradition behind its appar@iation; however, the importance of
priority in Bloombs theory clearly suggests
tradition. The ensuing misinterpretation, based on antithesis, ironically eliminates the

individuality of the poet when the lattstrives to take precedence in the poetic tradition by

repeating the practice of the predecessors yet in aberrant form. Graham Allen reveals this

discrepany i n Bl oomdés:theory, remar king

Reading Bl oomé6s wucoke totheeoncdusionrthattthe theoty pf b
mi sreading iIis actually a defence against

recognition that literature does not exist in a hermetically sealed universe. (137)

The ostensible violation embodied in the amtittal meaning thus completesther than

objectsto, the voices of past poets. In this sense, revision as a means to overcome the anxiety
of influence in Bloombs conception does not
rules of tradition. Tradibn in this context, neither a specific entity nor a sum of all the works

of predecessors, represents a spirit of hierarchy or order. In other words, what the later
comers challenge is not the tradition constituted by past poets but the authority of this
tradition. To privilege tradition thus exclusively celebrates elitism and authloritiyis

sense, individual poets, with the fear of not being accepted by the tradition, affirm rather than
challenge it, because they are anxious to find a place withireitiéon to affirm their poetic
identity. As a consequence, the poet aims not to subvert tradition but to be a part of it through
revising it. In this sense, the practice of a poet is a form of repetition of tradition. The

tradition in both theories thus an enclosed chain, an-gning cycle, one that underpins and

sustains elitism and male privilege.
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The relationship of women poets as individuals to the poetic tradition is more
complicated than that of male poets. When women @bete to overcome thiear of
ceasing to be a pgahey encounter a questionable tradition that fails to represent them. They
attempt to find their places in this tradition, but there is none. The poetic tradition is in
principle shared by both sexes but it neglects, ifembitely excludes, the active participation
of women’4 Women do not belong to this tradition and their experiences cannot be
represented within it. In this situation, women poets experience the anxiety of influence on
their poetic both diachronically angirechronically, from the authority of past male poets (a
temporal priority) to the authority of male contemporaries (reflecting a priority of gender).
Wo me n p o € teasing tb lee @ pottos is not a problem of fitting in an existing
poetic tradition but a problem of challenging the definition of the poetic tradition from the
outsideForthisreason t he aim of Bl oomds revision, sei:

priority, is still not sufficient for women poefs.

Revising the tradition thus bem@s their means to chatige not only past poets but
the whole existing tradition, a sealed hierarchical cycle privileging male values. Gilbert and
Gubar observe that women had very limited options in the patriarchal literary tradition (64
71). Normally, here were two forms of resistance for themdein their writing. One was to
write in aso-called lessegenre with seHdenial and the otheform of resistancevas to
mimic male writing by giving up their identities as women. Both ways of writing, fiexye
conceal their voices. In the former situation, women did not speak for themselves; in the

latter, they spoke in a fake voice. Gilbert and Gubar thus argue that revising the male

74 For exampleGraham Allen elaborates this argumeniritertextuality He points out that male critics such as

Harold Bloom conceive a singular male dominating poetic tradition as the cause of the anxiety of influence and
remarks that such monologic descriptions oflifeeary ficanon evade the fact that women writers have

traditionally been excluded fromdit (1 4 1)

“Graham Allen gives an example of the interpretation
Portuguesedo by EI i zabet hhatBha Bloomiantthedyrisanadequategin thisicdse.c ont e n d
See the details in his bothtertextuality(148-149).
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dominated tradition consisting of male genraay bea third choice fowwvomen writers, and

provide thestrategy to deal with female experience from a female perspective.

The above contrast between male and female poets reveals how crucial gender
difference is when it comes to the aim of revising poetic tradition. By meaasising
tradition, male poets aim to dominate it through transformakioweverwomen poets

revise the tradition in the searchan opportunity to communicate with it.

In this sense, being outsiders, women poets who revise the existing tradition by
estdlishing an equal dialogue between the individual and the tradition to some extient a
being easily assimilateld it. Their heterogeneity or exteriority ensures a different
conversation between themselves and the poetic tradition. Accordingiypities of women
poets and the voice of tis@ion co-exist hereUnlike the combative gesture of male poets
who aim to claim priority over tradition, women poets call for equal participation in poetry by
means of revision. The dynamic between conformitysaniversion suggesthe
ambivalence (agreement/disagreement) between the experience of women poets and that
defined by the existing tradition. By means of revision and dialogue women poets thus
construct their own values and meanings in poetry. Thisiogyisom the outside of the
existing tradition, tends to provide an equal relationship between the individual and tradition.
In this respect, the act of revision neither privileges any woman poet nor seizes the
legitimating authority of tradition,asBloo6 s suggests, but functions
in the poetic realm through equal dialogwéo me n  pewvisngos the existing tradition
breaks down the existing maldominated tradition into plurality anithus marks the existence
of and places for woen poets in the realm of poetry throughdialoguebetween the
traditionandthem Ri ch cal | s t ha sgatefydar woaentto configursand v i v a |

confirm their existence in languages).
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Womends rebellion i n pmoatAs@ilbettaedsGubarot st ar
observe, some of the women poets in the nineteenth century who confronted the dominating
English |Iiterary tradition show their womenbo
conventionas their widelyquoted claim (invokigEmi | y Di cki nsoeallalls poem)

the Truth but tellitslard (. 7 3 )

However, HD.andGhn 6s moder nd rsedw pbhreaacuti e iodf mor e
because they attempt to redefine the entire vocabulary of the aesthetic tradition. By means of
empoweing the small and weak, the two poets call for their autonomy and equal
participation in speaking publicly. Grounded on the alternative values and meanings
fashioned, they thus challenge ttnadition which up until therestricted the beautiful to
beingmer ely powerl ess and passive. Therefore, |
discourse of H.D. and Chen, provides the heterogeneous imagination and experience that will

confront and differ from the existing mad®minated poetic tradition.

In this sensgthe revision of the dualistic tradition by the proposion of O0new be
is not anevolution within the aesthetic tradition, but a reorganisation of the tradition to

present a heterogeneous aesthétas the perspective of gender

Inthischapterhave demonstrated the poetry of &on
beauty that aims to present a new explanation of the relationship between human beings and
the material world from a femalmentred perspectiv@his is a solution to the chaos of the
wartme® ci ety proposed by H.D. and Chen. These
dualistic aesthetic tradition by redefining its vocabulary. This revision is a modernist practice,
reflecting the perception of a radigatthanging world in general amebmer® s gr owi ng s e
awareness and subijectivity in particulBine conflict between the old and the new is caused

not only by the need for an internal adjustment of order within the tradition, but also the
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calling for a new order from the poetic outsider. Tditéer suggests a deep underlying gender
conflict involved in the negotiation of O0new

unravel in the next chapter.
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Chapter FiveTheDifferentNarrativeof Womerd s LTlhe sPoetry ofA 6New B

Mode ofFeminist Dscourse

The previous chapter reveals a fermedatred aesthetics established in the context of
modernism, responding to the sense of rapidity, temporality, fragmenttidichaosT his
chapter beginwith the observation that this innovation has been buried in literary history by
the dominating critical di scourse of moderni
beautydo, as well as other poems wrindtidnen dur i
of a masculinist discourse based on a masculinity/femininity duality in a society that attempts
to maintain the gender hierarchy in what would appear to have lpegnaachasociety.As
| explained at the beginning of this inquitlie control éthe female body in patriarchy had
an effect on H.D. and Chendéds writing. | show
concealed because the female body is narrated arbitrarily by a masculinist discourse. | reveal
how t he poet r asaodutonbomaswpodiiepaacticeysubverts this social
structure by announcing womendés freedom. Aga
femalecentred aesthetics, as | show in this chapter, forms a feminist diseotirsiuble
subjectqtwo equal pareschallenging the subjeatbject dualisthto empower and thus
redefine women, by relating the empowerment of beautygome n 6 s t r.dhmes cendenc
construction of womends subjectivity by recl
agencyot ranscendence, the poetry of O6énew beauty
beyond an aesthetics, which is a response to the emergeheeNs#w Womarn

modernism.
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5.1 The Label of Escaping: a question of the critical discourse

The revolution of epresentation in poetry derived fromb@dy-based poetics
inscribesafemale ent red o6realityd in the mpmeetoryadfi td
is represented bheimageryof uncultivated nature n t he o6new beautyd poe
thepo¢ ry of oOénew beautyd, among @dsbeermigpeade ms wr
within the dominant critical discourse of modernism, as H.D. and Chen attempting to escape

reality. This misinterpretation is caused by a gender bias in the critical discoitirgn

which this new O0reality®é becomes beyond comp

By focusng onimageryfroomncul t i vat ed nat ur eadbeeh. D. and
criticised for lacking the soalled seriousness which contamstoricd and realistic
considerationBecausehe poets were accused of ignoring the urgent problems in their era,
these dnew beaut y Gscapsta lmzethardouded thea leputaticiedd a s

subsequent recognition for decades.

H. D. 6s poetry r ecei v angesiuhernpoetrywere éitbter s m bec
classical (preferably Greek) or belonged to some timeless, placeless aspect of nature. Critics
|l abelling H.D. as fiescapisto took her poetry
and the subjeamnatter of thespoems are distant from the rapid social changes of her time,
especially following the outbreak of war. These poems thus were treated as a failure to
respond to the reality of the era. One example of this form of criticism comes from Harriet
Monroe,oneofHH. D. 6 s edi tors and contemporary criti
and her own reaction to them in one of her letters written to her flendan Holmes

Pearsonin1937 Monr oe comment ed: AH. D. would do so

shecol get into oO6life,6 into the rhythm of our
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s

on and so onéeo (9). But H.D. took Monroeds c
(9) . H. D. 6s anger was not intendesewborhddy at N
seen this attitude in her poetry as a limitation. Despite the fact that H.D. continued to feature
aspects of nature in her work, other critics at a later date such as Douglas Bush, Tomas

Swann and Linda Wagner b, @&holegyaswanoecwiewdytdd. D. 6 s i

escape from real lifé&

Chends poetry of énew beautyd encountered
apparent divorce from the political context. As a form of modernist writing, her poetry
inevitably received the derogatorgitcism levelled at modernism in a Chinese social
context, which accused modernist poetry as being colonial, narcissistic and decadent through
the influence of Western modernism (Lupke1B). In the dominant discourse of national
salvation and the communst | eft movement, Chends poetry,
natural imagery, was accused of lacking seriousness and being indifferent to nationalist
politics and social issues. In the debate of whether one was beingespl poet s or

intellectualpot, Chenés modernist practice was mar gi

communi st discourse, because it was accused
ipeopl ebs | i ve’Herexperimental ppgiipwasrslaed  an example of
pettybour geoi s taste in this revolutionary <clir

of the leftist critics claims:

®Wagner 6s articl e, fHe lisénContemporkrg LytgratureX (Au- Qranl 1860)ppat i on, 0
52336. Swann, Thomas Bhe Classical Widd of H.D. Lincoln: University of Nebraska Press, 1962. Bush,
Douglas.Mythology and the Romantic Tradition in English Poelgrton. 1937.

" Meng Liansu explicates this literary critical environment dominated by leftists based on the research of You
Youji, a Chi nes e esacvhecsidoa rs cohfo otl h e MeMigniAsr ofiRésistancetahr at by t
over, the poetic field, even in Nationalsintrolled areas suchas®hg hai , was dom$ nated by f
Poetry, 6 advocat i amg optimismpcatering tmthme daste of theentd®6) Seahe details

i n MadissgréatoniThe Inferno Tango: Gender Politics and Modern Chinese Poetryi 198®.
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Chen Jingrong has a fetish tus [sic] sores and defends not only Baudelaire but also
himself [sicE To br i ng/ theksielaimstto défend thehastrcyltural fortress

of the decadent bourgeois. (qtd, in Zhao 8)

Criticism came not only from politically hostile critics but also from her friends and

colleagues. Tangty one of theNine-Leavespoets, confided that he disliked somé Chen s
poems because they failed to convey a sense of revolutionary optimism. He criticised the fact

that these poems lacked seriousness since they weresgld and were devoid of the

historical perspective (a belief in the victory of revolutioni Th e Ser i26)uls St ar s 0
this political context, reality was defined

was judged as a heresy with the poet running away from real life.

A new generation of critics, many of them feminist, have uneattiedworks and
called for their reassessmehtr H.D., this issue has been brought to light since the 1970s by
Susan Fr i edbmraenmadksi mgg oeusnsday o n HAltHbughfiotWwh o Bur i e
textual and biographical gpeearsdseEamn,inithatbes much o
writing has many allusions to Greek mythology and also imagery from uncultivated nature,
more recent scholars have argued that it is through these that H.D. addresses contemporary
life. This thesis exemplifies some of theminég ensui ng di scussion. 1In
literary reputation has been defended since the 1980s against the background of a cultural
renaissance with the revival of modernism in China. Were they in fact outsiders of their era
or it is more a matter of aitical discourse that has misinterpreted théu®is nature in the
6new beautydéd only a transcendent sign which
history? Is the flower only about flowers and the wind, wind? And did the two podis real
liveinan Ai vory tisolatedrfrom reahtyasdHID. deseribed to Pearson in the

letter written in 1937 Beyond a discussion on aesthetics and literary criticism, this thesis
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attacksthis issue from a discursive perspective with a focus on the cause of the misreading of

the two poets.

Arguabl vy, H. D. 6s and Chends soci al respon
time are evident in the discussion of the previous chaptermpressions of war carefully
and subtly recorded iaand htehda wwoo etoregvesatdf pd meve
that they did, in fact, experiene&d respond tthe chaos and crisis of the war period. They
did not retreat from it but as witnessedlite sudden change, lamented the end of the previous
flourishing literary period and searched for a new way of writing poetry as a weapon to
defend their idealistic vision of the worldi.h e poetry of Onew beautyd
experimental practice thakplores a new way tmanslatefaithfully into poetry the reality in
their persoal experiences and perceptions during the AsiNorman Kelvin points out, the
fl ower i ma ¢gSearGardeismot bl seflles @ symbols abstracted from particulars
but condenses and energiseseh@otive and intellectual struggle in her life and in her
practice as a poet (17A86). Zhaoinsist t hat Ch iathél940pmaaifestsihar e
persistence in taking a poetic stance and writing poetry from bodily expe(iénc
Therefore, H. D. and Chenés poetry of Onew be

war, in actual fact has sing ties withreality.

The contrast outlined ale between the criticism over detachmemtd t he poet s 0
practie reveals that tse labellinghe poetry agscapishot only misread it, but also
dismissed it. Based on a gender bias, criticism belittled and marginalised their work, a
situation that will be discussed from two perspectivies gender of the poets and teader

politics of the dominandiscourse.

To begin: is the misreading and negative criticism of the early poetry of H.D. and

Chen ¢ aus e dgehdgraststne ofpecestthaads claimPor exampleMichael
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Kauf mann ar gues t htaonisldrgely duie $o hdrgend&9;64) r ecogni
Undoubtedly, being women poets and writers, the fact of gender indeed shadows their

reception and recognition in terms of the recording of literary hisksyhe beginning of my

inquiry in Chapteimwo suggeststhe hostile social and cultural environment to women at that

time oppressed their creativity and confined them to embodying feminine stereotypes.

However, H.D. and Chen were not entirely dismissed by their respective literary circles. In

fact, they were eknowledged as good poets in their own way by their cqmbeany readers

and publishediood poems that received positive comments from critics in their own time. In

other words, readers and critics could find acceptable asefstandable meanings in these

good poemsorinthegogpdar t s of their poems. The touchst
however, was masculine characteristics. As Michael Kaufmates i f H. D. 6s 1| mag

were highly praised as being crlylsy afli tcd etalre i

prescribed ideal poetic principles privileging masculine ideo(6&6 0 ) . Il n Chends ¢
Tang & i repeatedly praised the masculine char a
masculine features as nabcd nriéproe s eonttHyt iyweeas so fl

n ot e datlsadwod her wathather podéry was more masculine thame poetHe Qifary,

mor e p o wRemdmbdringngraqnd 49) It is noteworthy that Zhao Yiheragrees

with Tangbés comments about the masculinity i
atmosphere in the twenfirst century (Zhao 7)It is therefore clear that although gender is

not the primary reason to disparage and remove women poetstiecamylihistory, the male

gendered critical discourse is.

The I mpression that H.D. and Chenbds early
simple conclusion that they are ambiguous and distant. In other words, these poems are

difficult to understandvithin the dominantritical discourse of modernisnihose critics in

See his first comments i n FMRéhembedhgCherJugr.68hgoso and th
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H.D.6s time such as Harold Monro and Amy Low

they acknowledged and praised her poetic tec

poemsweré et t y p o &dgiley(d® anAmyi Lowel | criticised H
narrowness and lack of scope by borrowihg ml et 6 s i rony, commenting
0t here are more things in Heaven and Eartho

Meng Liansu observes that Chendés poetry was
and Ahard to understando by some of her <cont
unfamiliar content that disturbed the normative and habitual comprehension revizaliec: a

of the existing critical discourse to grasp its full meaning.

This failure exposes the gender bias in the dominant critical discourse of modernism
where the masculine aesthetic is privileged. In such critical discourse, the concepts reflecting
maguline values, such as Reason, power, history, religion, and politics, taking the superior
position, are | abelled as demonstrating fAser
by quoting Ralph Emerson: At howghttshemanoskte e
compelling terms of literary critical discourse implied that serious poetry was more or less
identical with potent masculinity (3). Correspondingly, those concepts that demonstrate
feminine values, such as sentiment and emotion were seer@arinfhe social crises in the
context of modernism that called for salvation and restoration deepened this division.
Because it tells the story of gods and heroe
for example, is regarded as more valudbén lyrics in aesthetics in the tradition of English
poetic criticism (Kaufmann60f. he fA Men of 19140 engaged in wr
configure and dominate transatlantic modernisuch as the poetry of T.S. Eliit Chinese
modern poetry, revoluti@ary realism triumphs over modernisb@causet reveals the social
probl ems of O6realwsd idies@awnds ipoosverahedkas Ocleuti ioo

di scussed in earlier chapters, the seriousne
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existence derived from their experieniseneglected in this critical discourse and mistakenly

read as incomprehensible and obscure.d er t hi s poeti c hierarchy,
beautydé, along with other poems ohd both H.D.
overlooked because it is presented in modernist lyric form and refercédleo trivial and

distant subject matter.

Recent feminist critics have revealed this gender bias underlying the masculinist
poetic critical discour s eAferghewa,tanewgrdeotook H. D.

shape and became a new tradition impacting on viewing modeinigostwar Endand, a

-]

new | iterary authority, wases@blishadéinteneSterrpyy t he
obseres t Tha avarfjarde is turned forward through the war into a retrograde state, a
neoclassicism as guarded and fragile aptstwar calm of the elgr1920% (10).In China,

postwar literature is overshowed liieintense political atmosphedaeiring the civil war

(1946:1948) Literature was considered as a political tool by both th@i@onist and

Nationalist partiesHowever, leftist ideologyenhaned by MacZedongg s 1942 Tal ks,
became dominant in Chinese cultural policy and praétitenChifiese literature from 1937

to the presedt ( 2 Midhel)lYeh p o i nt scalbfar wholeshla golitidation of
artistic creat idchate CEHRCRNnest CanmlnsstaPartgldturas policyo

for decadesoc o0 me 0 . Theén@wldiscourse of modernigormulated by the new order
respectively in England and Chinaonceal ed womenés moderni st ex
explorationsl n her essadyHfHWh8uBdnErgedran points out that there

is a gener al pattern in criticisandthhat di sto

7 Mao Zedongconvened a symposium for writers and artists in May 1942. His opening and concluding remarks

are known as fiTal ks at the Yanbéan Forum on Literature
jianghua, or nTa ltukesnd)art as,Mecessadlyeapchwatisout exceptien, iadicative of class

origin and ideology. Quoting Lenin, Mao uses the imaigengs and screws to indicate the functiotitefature

and artwhich means they need to serve communist revolutionary purposepeci fi cal ly, the spi
privileges the revolutionary literatuessliterature forthe mases
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di stortion inevitably harms the poetds reput
masculinist aesthesodominating the understanding of modernism has misread and

overlooked the importance of H.D. in forming the first example of Aigiterican

modernism (59)He poi nts out that H.D.6s objective m
objective things, indepici ng f |l owers i n the poems brings o
than her male contemporasjesuch as Pound (62)Mhen Pound places the speaker hisd

observations at the centre of a poem, the image remains decorative rather than standing for
thethingg n t hemsel ves which he advocates in | mag
Station of the Metroo exhibits no more than
speaker. However, the sea flowers in H.D.OG&s
comparing the flower imagery, Kaufmann argues that the misreading leads to the impression

of these works as obscutelittles the uniqueness and creativityhier works and weakens

evaluation oH . D codtribution to modernisn®imilarly, in her dissertatn titled The

Inferno Tango: Gender Politics and Modern Chinese Poetry, 1480 Meng Liansu

contends that the unjust accusations against Chen from leftist critics is caused by their

i gnorance of -centred pgrspeetived s f emal e

In this malecentied critical discotse, the writing grounded in a femalentred
perspective isnexorably marginalisedds Ostrikerpoints out, this bias underlying critical
di scourse denigrates women poetsd originalit
derived from femaldodily practice, exemplified in the case of H.D. and Chen, does not
make sense within such a critical disg®Moreover the arrogance derived from the
hegemony of maleentred critical discourse that has little intention of understanding this
heterogeneous, or rather disturbing collection of meanings and experience constructed in
these poems simply subsumesrthunder the name of poetic failure. Critics such as Lowell,

eval uat i ng-péembdwitidinsthisfdiscounse thus could not find significant meaning
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in the content of the poemslmentonheseamiehtn g t hat t
seans that hese flower poems weaaly intended for the sake ofrfoal experiment Chen 6 s
critics also expressed their confusion about her poetry. A just and thorough understanding

and evaluation from the existing critical discourse is thus impossible.

Inthissittat i on, gender , i f not having a negat.
comprehensiornis at least indifferent to them, since in leaving no clues as to how to be read,
it fails through no fault of its own, to con
objectivity in depicting poetic image is taken as masculine impersonality, her flower poems
become excellent imagist models for these critics. However, when the same critics use the
traditional notion of beauty as prettiness, thetyatsed these flowepoems aslascure and
limited. Perhaps it was chieflp suit these same criticsthat HODs pseudonym hi des
gender. Chends case is more dramati c. Il n one
she is mist ak e n($egtheaqdothtior ip. $9¢.drheanssreddingeobthe
poetry of Onew htmaecdntyedriticandiscolrse thdas@xposesats
failure:t here is no discursive space for womenos
understandingTherefore, the problem of sreading is not a problem caused by the gender
of the poetgper sebut the gender bias, an unequal povedation between men and women,

foundational to the critical discourse.

5.2 A Problem ofSymbolism the conflict betweethe imaginecandd r ewarhed

The neglect of the poedentrgdcritidaldécowese beaut yo
reveals that there is a privileged masculinist discourse governing the writing of literary

history. Ths gender conflict reveals thaewing beauty is not only an aesthetic issue but also
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reflects the power structures of gender, particularly in tiag symbols are habitually read

a broad sense. I n this sense, the poetry of
not onlyrevises aesthetic tradition, but also to challenge the masculinist dischuegeo et s 0
poetic experiment exposes the hegemony of masculinist disdmeoaasét conceals the

gendesbh ased experience based on womeodfté(ns pr acti c
di fferent oO6realitydé from womenbés eyes. This
light a conflict between the imaged women in a masculinist discourse and women living in

reality.

Literary feminism has endeavoured to expose a-thaheinatel symbolic systenBy
unearthing and resvaluating soméessr-knownwomen writers in literary history, Angio
American feminists attemg@dto explain why they have been neglected and isolated from
literary history. Numerous research since the middle o1 #7®s has revealed that the
domination of patriarchal ideology has heawffectedon both the writing and acceptance of
t hese womeno6s wiohekirdluentitd warkA eteraurepof Taeir Owifl977)
Elaine Showalter, in her projecttoedtabs h a tradition of womenods
canonisation of male works monopolises the establishment of literary history and determines
the method of reading. Gilbert and Gubar opae Madwoman in the Att{@979) with the
guestion of whether agp is a metaphor for the penis. By so doing, they expose a patriarchal
tradition in the history of writing and call
against this set of patriarchal principf@$ollowing these cuttingdge feminist explorations,
Meng Yue and Dai Jinhua point out how womenbo
literary institution in the first half of the twentieth century in ChimeEmerging from the

Horizon of the Histry, t he aut hors observe that the wome

80 See the chapter 1 in Gilbert, Sandra M., and Susan GIi@aMadwoman in the Attic: The Woman Writer
and the Nineteent@entury Literaryimagination Yale University Press, New Haven, 2000.
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1917 to 1940s experiences a change from being encouraged to being marginalised by the
mainstream of literature. This changecording to Meng and Daixposes the dominance of
patriardal ideology in literary discourse, since this literary discourse neglects the need of

wo men Gar tsied il ati on and the val uesgtoservetheo men o s

revolutionary ends conceived by the mainstream male writers.

The study othe symbolic order underlying patriarchal society reveals a-onsaitred
discourse, the masculinist discourse. It consists of masculine concepts and representations
that reflect the power relations constructed through gender distinctions. Centred onnmascul
values, this discourse consolidates the hegemony of males by formulating a binary of

masculinity and femininit§*

In the existing dominant discourse, the gender binary exerts a powerful influence in
perceiving and comprehending the external world;esgrender is exploited as a primary
category for differentiation. In this process, the functiothehuman body and its
relationship to the external world is emphasised. Pierre Bourdieu elucidMescnline

Domination(2001):

the work of symbolic corruction is far more than a strictly performative operation of
naming which orients and structures representations, starting with representations of
the body . . . it is brought about and culminates in a profound and durable

transformation of bodies (andimas). (23)

This explains the process of how symbolism establishes itself through bodily experience and
knowledge. This process, the way symbolism works and exercises its violence is called

Afetemnmgalits®ie] arbi@winMayy BYI Baondl abel s this

8 H®! "ne Cixous firstly brings up the theory of mascul
reveals that binary oppositions prevailing in Western philosophy and literary thoughts mwsyend come
back to the fundamental couple of male/fenféles o r 63i6%).s 0
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t hought of sexual analogyo (6). Helen Haste
so much a part of our wordew that we construct many folk models and lay social theories

to explain and justify @r conception of gender and sex difference (HasteTo® paradigm

of binary thinking, based on gender, originated by simple analogy and was enhanced by
persuasive scientific discoveries made by biologists, medical researchers, and psychologists,
since tle nineteenth century, which emphasised the anatomitatatite between male and
female(Robinson 4)Like theWestern tradition, gender difference in Chinese culture is

attached to thgin-yangbinary, the fundamental binary opposition in Chinese cosmology and
philosophy?? Originating from thd Ching, one of the key texts constructing the foundation

of Chinese Culture compiled moreathtwo thousand years ago, the and theyangare

fundamendl natureggivens)in the universe. Literarilyyin is the symbol of the sun, while
theyangindicates the moorBased on analogy, the termsyari andyangwere given gender
significance and hierarchised i n ansmincontext
the Han dynasty (134 BC) (R. Wang 2281). The masculinity/ femininity binary thus

operates in Chinese culture throubk Confucian discourse of tgg-yang

Feminists have questioned the masculinity/femininity binary and edaal
underlyingideology of phallogocentrism, the priority and superiority of masculinity over
femininity in the construction of meaninghallogocentrism, combining the term
logocentrism and phallocentrism, is a deconstructive term created by Jacques iDdrisd
essy 1 Psl aR hoadr(18&lrLpgncentrism is the term Derrida uses to refer to the

philosophy of determinateness, while phallocentrism is the term he uses to describe the way

82This ideaislaborated n t he f ol |l owing essays: Benjamin | . Schwar
Yi n a n dTherVeondgof Tlought in Ancient Chi@ambridgeMA: Harvard University Press, 1985, p.

35-:382; Alison Harley Black, fiGender aadG€pndepnl agyg in
Religion: On the Complexity of Symhatsl. C. W. Bynum, S. Harrell, and P. Richman Boston: Beacon Press, p.
1;Qingzhoy, Yang. #APossi bl e | fang Theaaytoffhe Bookf Ghangedidingpy t he Yi
regarding the Course of Human Culture in the Twdhiy r st  Centemporary Chinese Thoughbl. 39,

no. 3, 2008, pp. 238.

207



logocentrismtii s el f has been genderi sed [ty sdjeddiama s c ul

Derri daods fenenists)sucmasgeneCirods, to develop their feminist theories
against this gendered cultural hegemdgsed on the difference of a biological sexual
category, the binary exaggerates the difference between amaldsmales. Accordingly, as
Haste points out, this binary indicates hierarchies resulting from negation and evaluation

when the former empis the exclusive categories®fi t h e r(188).r &

Gender hierar ehy heblegasdornulate byrasubjgcbbject
dualism between males and females. In the subjgett dualism, males, designating women
as the other, arbitrarily take the position of subject and allocate the position of object to
women.In so doing social and moral privilegeseaassigned to men who take on the subject
position through the operation of masculinist discourse. Accordingly, the attributes of
subjects, such as activeness and power of control, are masculine, while attributes of objects,
such as passivity and inertare assigned to women as femininity. Femininity thus demands
objectification of women in the subjeabject opposition. Beauvoir contends that the-self
assertion of women as such will take their femininity away since to be feminine is to show
oneself as wak, futile, passive and docile (359). The social and cultural opposition of men
and women thus is formulated by and bound to the opposition of masculinity and femininity,

registering respectively the subjective and the objective positions.

In this sensehe hierarchical gender binary is the outcome of the patriarchal
hegemony in the process of making meanings, or as Monique Wittig argues, this gender
division is a sociallyonstructed produatf patriarchal hierarchies which are political
categorieg247). In order to celebrate masculine values and to underpin their dominance,
femininity assumes a role that degrades and devalues women as passive, weak, and less
important than their male counterpart. The confinement of women occurs within the
formulated dber as femininity diminishes their heterogeneous threat while affirming male
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subjectivity. In this sense, the masculinity/femininity binary is not a result of biological
difference but springs from the need to affirm and underpin the domination and styppgma
men. Positioned in the place of the subject, males are centred in this discourse while women
are marginalised. This appropriation of power thus neglects in a strategic manner the
sameness between men and women as equal human beings. As a consagjpjents the

hegemony of the opposite sex, women are confined to their sex as vulnerable femininity.

Inevitably, the aesthetic concept of beauty withiasculinist discoursis by no
means immune from the effect of the masculinity/femininity binary.ddeer, reflecting a
relation between subject and object, modern aesthetics is an ideal place to observe such a
binary at work. The formulation of the dualism between the beautiful and the sublime,
discussed in the previous chapter, reflects and enharecgsiider binary within modern

aesthetic discourse.

The division of beauty and sublimity is based on a sulgjeict dualism. Focusing
on the subjectods feelings of pKhntiamseasthedcsi n t
conceives the beautiful abjective pleasure and the sublime the subjective. The beautiful is
objective because the features pleasing the judging subject are limited to the form of the
particular object. The sublime is considered to be subjective, because pleasure is considered
to be derived from the mind of the subject. The division, taking a position in relation to the
subject and privileging the (male) subject, therefore reveals that modern aesthetics reflects

the | atterds values.

The concepts of beauty and sublimity, therefbeje acquired gender significance
through the structure of the subj@tiject dualism. Femininity is inscribed in the concept of
beauty, as the beautiful celebrateswintie of the object; whereas the concept of sublimity is

akin to masculinity, sinceusb | i mi ty refl ects the thinking,
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Enquiry, Burke attaches categories of gender to either the beautiful or the sublime by
appropriating gender metaphors to elaborate and illustrate the features of each category. As

Philip Shav agues, Burke associatesthels | i me wi t h fAt he authority
beauti ful is aligned with a fimotherdés fondne
the beautiful shares some of the vocabulary of femininity, such as smallness, softness and
delicacy, while linkng masculine empowerment to the cause of the sublime (B3k&32

and 149151). Kantian formulation more consciously sets out to establish the relation of the
aesthetic dualism to the gender binaryOlmservations on the Feeling of the Beautiful and

Swlime( 1764) , Kant writes: fAall the merits of
character of the beautiful, which is the proper reference point; and on the other hand, among

the masculine qualities the sublime clearly stands out as the critérionhoi s ki nd. 0
(Observation¥ 8) He continues, Athe fair sex has ju
it is a beautiful understanding, whereas ours should be a deep understanding, an expression

t hat signifies i dObsenvatidng8)mwthesehcomrments, Katindt bnlyme 6 (
provides a gender association floe beautifubnd the sublime by allocating them separately

to each sex but also appropriates the hierarchy between the two aesthetic concepts based on
thisbinary. Taking a male stang a position ofve opposed tdhe female suggests thaant

puts the sublime in a higher place thus praising masculine values by affirming the triumph of

the masculine subject. Contemporary critics draw attention to the gender binary and

hierarchies withirthis tradition. Feminists, for example, Barbara Freemahh@éFeminine

Sublime: Gender and Excess in Women's Fidli®95), expose the gender binary as well as

the power relation attached to aesthetic dualism/&)3 From the perspective of aesthetic

philosophy, Jeremy GilbeRolfe, inBeauty and the Contemporary Subli(h899), notes

that this dualism has gender and hierarchy a
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(1). Zhou Laixiangds observati on demaniildhar mony

of this gender attachment in Chinese aesthetics. He writes:

AYin and Yang, 0 the feminine and the masc
Chinese classical phil osophy. I n ancient
masculinear¢e he basis of everything. o Stillness
movement is masculine. This led to the distinction in ancient China of two types of

beauty, a feminine beauty and a masculine beauty (210).

Zhouds o0bser v ahefewminine bazyigtieesdelicate beldytequal to beauty in
its modern use in the Chinese context andhthsculine beauty is the viriferm of beauty

considered as sublimity in modern aesthetics.

Attached to the gender binary, the hierarchy between beauty and sybévaals the
inevitable gendepolitical implications of aesthetic dualism. Coupled with gender
difference, power relations between the two sexes is the inevitable corollary of aesthetic
dualism.The gendered binary of beauty and sublimity in line withresulting inequity in
power relations, therefore, consciously or unconsciously, operates and governs much of the

thinking on beauty and sublimity in both aesthetic theory and practice.

The comparison in terms of gender between the traditional corfcepaoty and
O6new beautyd suggests that the estrangement
from the devoice between beauty dadhininity. In other wordspoetic estrangement recast a

concep of beauty by defeminisingonventionalised beayut

The most striking examplef this, as | have shown, liekshes e t wo poetso t
the fl ower i magery, the core symbol of beaut
aesthetic tradition, flowers are the representation of beéaagynuch as they embody the

richest feminine elementBased on sociolinguistic research, Mc@sdrélsen and Hegstorm
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confirm that: Athe fl ower metaphor encompass
sweet smelling, characteristics culturalyd cr i bed as feminine. o (228
use flowers to exemplify the concept of beauty in their theoretical works. However, H.D. and

Chen portray a different kind of flower imagery in which all the traditional feminine merits
disappear. The floware pr esent s t he notion of O0new beaut
appearance (sea roses with few petals and | e

(a branch withouF|l 6wewieng Bmamdihe) Non

The two poets also create imagerywtiness and activeness to challenge the
femininity represented by conventionalised b
traditional symbol of femininity is transformed from a passive and inert one to an open and
constructed one.ealuhey 6gveicodesnddndds Withow desidn, it
is shaped in a free and active way when it confronts ndyrexposing itself to wildness
and violence, this garden thusisdrien i s e d . I n the saimagessnei n, t h

Cheno6s pphaecenhin a wild an@ open space confronting nature.

Moreover, the two poets symbolise a proce
beautydé at a borderline. The obvious border|l
land and sea. Land is a femiaimetaphor, given the quality of passive generality underlying
the symbolising imagination associated with land. The sea functions as a metaphor of
violence and openness because of its vastness and mystery. Whereas the ground is solid,
suggesting stabilitythe wild sea is uncontrollable, and its corollary, uncertainty. The two
contrasting metaphors thus manifest the opposition between inertia and change, passivity and
activity. That the poet moves the gedden awa
Gardeno implies a transition involving defen
image of a borderline thus suggests an escape from femininity, while Chen creates borderline
i mages that contest femininitynthefOrimefm | ocat es
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temporal borderline, that of late autumn or dusk. Late autumn means the coming of winter,

and dusk indicates that night is falling. Culturally, both winter and night are feminine

symbol s, reflecting t he. Throaghtotive pesformance,rt and p
however, the image of &énew beautyd standing
resistance to inertia. For example, that the-fhmmering branch shivers and the leaves fly in

autumn manifests a struggle againstimrhobit y i n wi-fRt ewe¢(fiMge BNanch
The birds singing and the leaves shivering in the dusk signal a contest with the silence and
tranquillity of night. (AThe Fresh Thirstyo)
patently and directlyifi The Edge outside of the Edgeo. I n
grassland and shivering drew spreading towards the edge of night that resist its engulfment

and seek for residence in a space outside.

The emergence of 6newlink beavedn thésignifieroe ac hi ng
beauty and its signified femininity through thegpic technique of estrangemethtus reveals
a failure ofmasculinist discoursi® register the experience of beauty inscribed in the poetry
of 6 n e wLubedrigaraiytakes this as an excess, a fragment of the existence of women

detected within masculinist discourse This Sex Which Is Not Oi#985) she argues

the rejection, the exclusion of a female imaginary certainly puts woman in the
position of experiencing hersealhly fragmentarily, in the littlestructured margins of
a dominant ideology, as waste, or excess, what is left of a mirror invested by the

(masculine) O6subj3@ctd to reflect himself.

I n this sense, the d6édnew beautryfdmaferraeest s t he
centred positionin terms of Kantian observation on making a judgement of beauty, the
judgement of beauty is related to and based on individual experience exercised through the

imagination. The beaufydging mechanism thus entailsrad entrance of the individual
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experience to the judgement of beauty. In this sense, the representation of beauty in a poem
embodies the experience of the pdéte contradiction thereforepetween the two types of

beauty in question reveals the gender difference in the judging and experiencing subject of
beauty.The new experience, underlying the conflict betweeniges of Onew beaut
thoseof traditional beauty, calls the universakgdacy of the masculinist discourse into

guestion by exposing a similar conflict between imagined women in masculinist discourse (as

objects) and o6real 6 women (as subjects).

In dominant masculinist discourse, women have been symbolised and metaphorized
by feminisedobjects, objects with soalled femininequalities. In other words, the concept of
these objects becomes fAwomenxvaEomaditeratys © i n Ma
perspectiveEllmannreveals that the establishment of thigbols and metaphors associated
with women is a historical and cultural process with gender bias, a bias that ranges from
individual and occasional usage through to near universal stereohgo® formulated
other to men, women are neutralised as objdtt reflect feminine merit&llmann points
out that the objects attached to femininity become symbols and metaphors of women in
language through literary figurative association. The repeated association of women with
certain feminised objects in langi@amakes these symbols and metaphors become social
axioms which in turn become stereotypes that register women in language (Ellmann 74). For
example, she argues that women come to seem deciduous and men evergreen because things
in linearity are thought tbe masculine and cyclical and repetitious structures and identities
are regarded as the province of the feminine (Ellmann 184). During this process, the
feminised woman is invented Inyasculinist discoursdased on the imagination that favours
masculinevalues. Beauvoir provides an explicit elaboration of this process operated by the
gender binary iThe Second Send terms the feminisation of womas the myttof

wo men. She notes: Athe myth of women subl i ma
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condition:t hat i s, the oO0divisiond of humanity intc
mytho (275). I n this pr oceAsawecawseentherrealityof di s c
women is concealed because plossible linkbetween théemalebodyandits external

world is hidden in a masculinist narrativié the masculinist discourse formulates a universal
knowledge, the female body is neutralised. If this discourse enhances the gender hierarchy,

the biological difference between the male and ferbatly is exaggerateth this sense,

women as representednmasculinist discourse are not fleslood human beings but

symbols.Rosi Braidottic | ai ms t h at bdats hoiismedateeomeiven dirace 6

relationship to redlife women. It is a typically masculine attitude that turns male disorders

into feminine valued (.7 9)

Moreover the aesthetic discourse of beauty takes this imaginatitve éxtreme by
idealisingwomen with pleasing feminised images and metaphors. In this respect, the concept
of beauty and that of women share a cluster of registensgtulinist discourséoreover,
beauty as an aesthetic judgment assuming the role of evaluation promotes trseéemin
images of women, since it constructs masculine values, defining and representing the
pleasure of male subjects. In this sense, women constructed in and through feminine images
are translated into thmasculinist discoursef beauty.The traditional dicourse of beauty

thus becomes the rhetoric of women who are produced by masculine imagination.

The i mage of o&énew beautyd represents an a
escapes a masculinist definition. These two poets connect the concept ot @aarkys.
Beauty thus is concrete and material rather than a symbol. At this point, beauty reflects the
concealed reality. Beauvoir acutely observes the existence of these two types of women and
contends: fimen O0inventod woemenstaswiftehnoiunti ntihteyi,!
(209). The poetry of Onew beautyd thus expos
binary, with genderelated hierarchies, authorises a male voice to dominate discourse. As a
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consequently, not only is the existencevoimen in a historic account erased, but the voice of
women as well as their subjectivity is also concealed. As Beauvoir reveals, women and their
subjectivity exist but fail to appear; they are not silent, but their language is not heard (278

279). However t here are al ways undercurrents and t

of them.

Tosummarise:wmen presented by the poetry of 0O6n
judging beauty, autonomous and active in relation to the objective world, rather than
passivelyremaina part of the objective world. In this formulation, the new relationship
bet ween a female body and the external world

agency of women.

53 The Redefinition of Wo bodised by thheoempowedimentfr a n s ¢

beauty

The agency and subjectivity of women is n
symbolisedby the empowerment of beaulyh e poetry of Oénew beautyd
experience from wo me ndgosically coacedled gradigZla o dfibbo i ¢ g p
hal f ftimcelight®kAysdo | will show, womendés transcend
actualised through beauty rather than subjimiiaking beauty as the way @&otualise
transcendence, t he thedisaoursgof eduty,chalkengesiheaut y 6, a

foundation of both the beauty/sublimity and masculinity/femininity binary. In this sense, the

83 The saying that women holgbunalf the sky emerges from China in 1960s in the communist discourse of

Maoism to politically and officially promote gender equality. However, numbers of scholars contend that this

slogan along with the communist policy about women during the seconaf iadf twentieth century remains

patriarchal since it dismisses the gender difference and urges women to perform like men. See more details in
Lydia H. Liuds Al nvention and Intervention: The Femal
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poetry of O n agifrorh and aontrgsting witthé rhatcalinist discourse, forms a

new feminist discourse.

As ldiscussed in Chapter Folitantian theory considers the sublimvbich helps the
subject detachingensibility (embodiment) to achieve spiritual elevation as a means of
transcendence. Because of this rhwraction, sublimity triumph®ver beauty in Katman
aesthetics. The embodiment of Kantian transcendence has been questioned as an example of
masculinist method by feminists. As Nancy Arden McHugh remarks, this philosophy of
embodiment overlookonthe influence of body on thmind, neutralises (mascuiges)
human bodies on the onarid and distances women fr&mowledge and Reason on the

other. In thissense, tying transcendence to sublimity deprives womagesfcy(35-36).

In this chapter,t eveal t hat synbdisedwhatBealverdeant y 6
womenos triahhe SeeomdSpneovdhi ch exhi bits womends s
existentialist transcendencexiktential transcendence, Bistchell Aboulafiashows refers
not to transcending the human body but transcendlitigt. He defines transcendence as a
supersession of the given, the accepted, the familiar, or the weight of circumstance (16). In
this sense, womends agency is retufAsRest (and
Braidotti argues, lte female femirst subject starts, therefore, with the revaluation of the
bodily roots of subjectivity, rejecting any universal, neutral, and consequently gezeler

understanding of human embodimér®).

531Actual i sation of | ndi vi BaaaobiriaWaistemtial®sts Tr an s ¢

theory
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Beauvoir conceives of the concept of transcendence by pairing it with immanence to
formulate a dichotomy from an existentialist perspective. Her assumption is that women as
equal individuals to men also have just as mawssibilities as men to actualise a critical but
subjective transcendence that would challenge the patriarchal Bedervoir observes that
the way to achieve transcendence for many women is blocked and further points out that it is
gender inequity in agiriarchal society that historically and socially impedes all women in
their search to actualise transcendehte.r concepti on of womends tr
revolvesarount wo questions: Ain a feminine conditdi

herself?Wht paths are open to her?o0 (17).

The concept of transcendencelime Second Séx multi-faceted. In order to discuss
the question of gender in relation to this term, my study adopts three important aspects in the
Beauvoirian conception of transcendence: for every individual human being the
transcendence/immanence dichotomy is us&kmexistentialist morality calls for every
individual to actualise transcendence as-aetfomplishment so as tmanifest his/her
subjectivity, andhe actualisation of transcendence sustains gender difference. These three
aspects account forthe poskinit y of actuali sing womends trar

significance of this actualisation in constructing their subjectivity.

The concept of transcendenceTlime Second Séras been a controversial topic since
the 1970s. For decades, feminist critiesve viewed the Beauvoirian transcendence as a
synonym for masculinity and argue that Beauvoidancept otranscendence celebrates the
pre-eminence of masculine values by constructing a philosophy grounded in masculine

ontology®*

8 Feminists chol ars criticised the | acdftranstendemcangdssumddi ty i n B
thatshehad been directly borrowetie concepfrom eitherJeanPaul Sartre, the preminent French

existentialist philosopher, @sthe legacy of Hegel and Mardean Leighton notes these negative critiques in

Simone de Beauvoir on WomRatherford, N.J.: Faieigh Dickinson University Press, 1975. 88:40;
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However, reent intepretations of Beauvoir, attempt to defend feenalecentred
recanstruction of transcendence, a discovery tefiécts a remarkable originality and
creativity.Nadine Changfoot, for instance, contends that Beauvoir questions, rather than
celebrates, maatine ontology by critiquing the construction of male subjectivity that
represents woman as absolute otherne$ténSecond S€291-410). Zeynap Direk, points
out that Beauvoir raises the issue of oppression operated by sexism and gender difference in

adualising transcendence. 2). Andrea Veltman carefullgistinguishes the concepts of

transcendence and i mmanence in Beé&6heoiréds wo
underscores Beauvoiroés originality in for mul
as two modes of existence, which entail wWo me

that labelling the Beauvoiriatbncept of transcendence amasculine mek is a
mi sinterpretation insofar as it fails to dis

sources and references.

My reading of the Beauvoirian concept of transcendence is based on these three
critics: Changfoot, Direk, and Veltman. Accord to Veltman, Beauvoir redefines the
concept of transcendence and immanence as two opposed, yet related, modes of existence
that combine both subjective movements of consciousness and the considerably more
circumscribed set of human actigi227). Baseed n B e a assumptioribas every
existence is simultaneously immanence and transcendence (Beauvoir 276), Veltman argues
that the concept of transcendenc&lre Second Seannot be fully understood without

referring to the concept of immanence. Veltmarthis sense, posits a contextual reading of

LundgrenGot h1l i n, Eva. @ Si mo n Histobyeof EBrepaandeasival. 19ano.d4, 189%.,ipp c s . 0
899-903.

85 Veltman interprets Beauvoirian transcendence and immanence respectively in two articles. One is
ATranscendence and | mma nee nBceea uivno itrhoe (EEhehPhdoseplopoffl | Sei cntoende
Simone De Bawavoir: CriticalEssays The ot her i s ffhllenCendceptBeafuvDi anan (
(2009)collected inBeauvoir and Sartre: The Riddle of Influence.
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transcendence and immanence. She observes that the metaphysical meanings of
transcendence and immanence, as with Sartre and Hegel, largely drop leeitdacond Sex
Instead, these two concepts become datetprimarily as a typology of activities or as

active and passive modes of existing in accounting for the development of human history
from an anthropological and historical materialist perspective (Z2& human body and the
living situation play fundmental roles in Beauvoirian formulation of the two dualistic
concepts in question. In other words, Beauvoirian transcendence has a bodily base rather than
within consciousness as Sartre conceivess means that Beauvoir uses transcendence and
immarencein a concretavay to designate concrete activities rather than appropriating the
binary as two abstract terms. With respedtuman activities in history, the gulf between

males and females formulated by gender differences registered in the masaniitiyfty

binary is therefore undone. Feminist critic Claire Colebrook points out that the dominating
historic narrative is a masculinist version of historiography in which men creates themselves
through history and philosophy (11). a similar contextiKristeva argues that women bound

to thefeminineare associated with ndseing but posited by metaphysfdn her influential
essay A Wo me rsi@w crilicises ¢he fact thinelesddealising feminiity and

feminine beauty bracketomen from thenarrative of history and thereby deprives them of
agency (182 1 3) . Beauvoirodéds conception of transcer
contingent, or provisional eventuality against epochal masculinist histofibigytreatment

of transcendence amgimanence as the mode of existerthasentails the actualisation of
transcendence for both males and females as equal human Hespgsticipators in

historical progression. ikomen have been mythologised and deprived of agency in human

8 Thisstatemend r i gi nal | y f ryapase maitrese sl saanydoafigllel reviune @egychanalyse
no. 20 (Autumn 1979). The tramisdémtti @onJulsi dskmi Jtaeda 'ne
Ti mélesal)
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history, Beawuoirian reconception relocates them in a concrete and material human history

and thus reclaims their agency.

Moreover, the existenti al-formuladowofand i ts e
transcendence suggest that the actualisation of transcendeneayiscaattest to the
existence of women as subjects and to constructghbjectivity.Veltman argues that
Beauvoirodos adding a mor al perspective to th
Beauvoir contends: N e v d/heyselfasitlanseemdencerceneretedy, t o
through projects; é Every time transcendenc

7

exi stendge sientf@, 6iof freedom into facticity,;

t

t

consents tooiin dal(slo/ )c | Biemu:v fievery individua

eXxi stence experiences his existence as an i
argues: fAthere is no other justification fo
indefint el y open futureo (17). Beauvoir further
the present, given world, but to burst its borders and lay the ground for a new future (76).

From this position, transcendence propels subjects into the world throughuctise or
self-expressive projects. In this sense, the subject is visible in transcendence by conducting
projects and reaching seltcomplishment. Subjectivity, accordingly, is constructed in this

process by the proof of autonomy and creativity. Moegpsince every individual is entitled

to be the subject of transcendence and is summoned to transcend, the subject of
transcendence feritten according to Beauvoir gositednot only as masculine but is also

accessible to women.

However , womiseactaising rapseetidence in patriarchal society is
conditioned and restrained. Beauvoir entangles the concept of transcendence with gender by
raising the question of sexual oppression. &heelyobserves that the actualisation of
transcendence igfterent between men and women, because they occupy different social
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situations and thus require different approaches. As Beauvoir notes, women have to choose

between the affirmation of their transcendence and their alienation as objecBe@f)oir

ascibes this gender difference to patriarchal society. Operated by the masculinity/femininity

binary, transcendence is for males to celebrate masculine triumph; immanence is for women

to maintain subordination. Because of this, male transcendence is pridilegp ut women o6 s

historically and socially restrained. On this basis Direk contends that the effectiveness of
male transcendence and the difficulty of female transcendence are not the result of any
biological privileges of men but the success of the gatnial social order (Direk 580). And

therefore, the failure of women to achieve transcendence is not because they are unable to

accomplish and expand themselves, but because they lack the means to do so when confined

to the masculinity/femininity binaryhe effect of actualising their transcendence is to break
the masculinity/femininity binary that will then enable women to be posited as the subject of

transcendence which Beuavoir regards as the necessary first step.

More important, Beauvoir not onlyfomu | at es a t heory of women

also considers its praxis in regard to individual women. The latter is what this study is

concerned with, because its primary goal is understanding specific poets and their poetry

rather than providing a themit i ¢ a | i nquiry of the subject.

conception is contradictory and illusory. Recent criticism in this respect comes from
Changfoot who considers the Beauvoirian concept of female transcendence as a utopian
consolatiorf’ She emarks that tlsi transcendence only can exifgewtere outside existing
social relations (404What Changfoot overlooks, however, is the twofold aspect to the
Beauvoirian conception: the collective and the individual. By treating the actualisation of

transcendence as a series of creative act.i

Vi

S

t

%Al t hough defending Beauviorodos femal e sfirmutatoegf Changf o
womenbés transcendence. See this in ChangTfheSetond Nadi ne.

Sex Revisiting MaRhibsophy & Sosid Critisrtvol.|3% goy4, 2009, pp. 39110.
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Beauvoi rlinked cgreaptdbitranscendence but also reveals a dialectic between

womenods tr ans c e n d-acoomplishagpractivedandvas abliees | s el f
emanci pati on. Beauvoir envisages the success
future, optimistically pointing out that the

transcendence, which is of a collective nature, is only temporarg, isiiscconditioned

within a patriarchal society (779). Womenos
adverse conditions are removed from society. Although this form of transcendence is

ambiguous and questionable haghlighted byChangfootn her criticism of it, the other side
ofthistermj ndi vi dual wo mascérain. Apar fros bee corsidenatoa of

the future, Beauvoir also pays attention to the present, which is more closely related to

individual practice. By viewing #hpresent as a period of transition, she observes that the

i ndividual womands transcendence is concrete
for the emancipation of women. This is because, she claims, women want both abstract rights

and concretpossibilities (154155). In this light, Beauvoir contends that the choice of

women as individuals is concrete and specific, despite what difficulties might arise. As

Beauvoir argues, the actualisation of womeno
engage in creative work. Beauvoir also obser:
transcendence and claims that this is fAbeing
womends collective transcendence is in the f

possible, actualised and ongoing. This judgment refutes the criticism that Beauvoir celebrates
the victory of masculine values and confines
Beauvoiroéds formulation thus i seteandprogrédsges mascu

along with social evolution.

The new interpretations of the Beauvoirian concept of transcendence thus provide a

configuration of womenods t r-expagsomeandhemaagon on e
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to the external worldVo me nranscentence is constructivehich relates to activities of

progress, creation and discovehlythis sensayo me n 6 s t r awhsrewomehasn ce i S
human beings are the equal subjects of transcendenainer words, womehave the

potential to actualestheir agency in individual concrete practice through their bodies, and

thereby constructing their subjectivity in and through pinecess.

5.3.2TheEmpowerment of Beauty thes y mbol i sati on of womenodos tr

I n terms of Be aHiDand Chénsprovide anmesthetit wayta
illuminate a path of transcendence for individual womentprou t he poetry of &6n
The opposition between the images of &édnew be
the transcendendenmanence dicotomy. For Beauvoir, the actualisation of transcendence is
based on an active movement. In transcendence, one attempts to surpass the present, burst
into the future, and remain free from biological neceshityhis sense, transcendence is
defined as beig always on the horizon whesietualisation is shoitved, being superseded
by the pursuit and achievement of further projesssthe counterpart of transcendence, the
notion of I mmanence is considered as degrada
itsel bDior € @3 .i nterpretation suggests that i m
plenitude and darkness of being in itself (50). According to Veltmardhavoirianconcept
of immanence designates an enclosure of futility that ingalvereative activities, marked
by passivity, stasis, and submission to biol

symbolises the Beauvoirian reading of transcendence.

First 6 n e w b e a udted iarelatientogwile @nventionalised beauty i

confined to the objective form bearipgescribed qualited he i mage of &édnew be
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alreadydiscussed, is related to a confrontation, a transformational encounter between the

individual and its external vetnglbetlveenthm t he po
fl owers/ plants and wild nature signals this
dependent on the individual 6s engagement wit

the i mage of 0 mewornbotteanstendee @rvéntionaised baauty,
however, is solely embodied in the form of flowers. In this sense, traditional beauty is self

reflexive, thus manifesting an imprisonment in immanence.

Secondy¢ the 6new beautyé is to be f-ound in d
expansion, whereas traditional beauty is both atemporal and motidrdesise images of
O0new b bekeymoméntt ot rendwr begutdtnd antdomdts f f er ent i ¢
convertionalised form liesin he response of Chends and H. D. 6
world, a response that can be seebe&iag under permanent constructi®estrained to its
conventionalised, immobile form, however, traditional beauty is struchyrethbility, being
perpetually fixed by the nature of the object. In other words, traditional beauty is both static
and seHsufficient and the contextual surroundings do not contribute to its formation.
Because transcendence designates dynamics, bytymhpsurpassing itself to achieve self
expansion, Onew beautyd manifests as a new a
Conversely, traditional beauty is the embodiment of immanence, to return to the negative of
Beauvoirds bi nar ynmaidtaingg thesiatus qugwhdreasy esnt ene nlte a u t
situates itself in response to the activeness of the creating subject who actualises
transcendenc@hat is becaus@ activeness, transcendence as-aetfomplishment attests to
subjective succes$orest at e, the fl owers/ plants i magery
to the external world, showing their autonomy and independence as subjects, while traditional
beauty remains motionless through objective display, and manifests immanence in its

passivty and inertia.
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That the two poets celebrate a O6new beaut
they embrace transcendence instead of immanence. In this sense, the writing strategies of
H.D. and Chen accord with the existentialist ethicBeduvor 6 s f or mul ati on whi
mor al significance to transcendemndtwnal Accor di

one, is empowerehly ethics

Moreover, the transcendence in Onew beaut
transcendence imanifesteby a def e mi n i vatodt fosakiegvan dcter@ ut y 6
female agent. H.D. and Chen have thus demonstrated how women can achieve transcendence
by detaching a trivialised, passive femininity throughvre r Ki ng t he met aphor s
bodies ad their disenfranchised situatiois discusseearlierin this chapter, objects along
with their attributes as the metaphors and symbols of women as feminine aregioepre
but historically and discursively produced in thasculinist discours@8hepet ry of &édnew
beautydé demonstrates how women can achieve t
situations by creating different pictures of the once feminised objestasaulinist
discourseWo me mpréacsice of going beyond the physical and sdcimits exerted on their

bodieswhich now becomeot for display but the site of dynamic confrontation.

The endurance and survival of the fl ower/
represents the transcendence of the usual physical limits on & fleoayl. By associating
soft and attractive objects with women, the masculinist discourse deliberately exaggerates the
passi vity Dbiglogitahatributes andhe@mcéves incapable female bodies in a state
of immanence. Converseltheimageryint he poetry of éoaobeocisalleeaut yo
to withstand adversity and sustain themselves. By vitality from the inside, the flowers and
plants as represented by H.D. and Chen survive and actually gain embodiment in the
confrontation with violent nate despite their vulnerability. For example, the broken rose in
the ASea Roseo standing on the shifting grou
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is very limited,freely and competently residtse wind and waves. The shivering ron
flowering bianch and leaves can only move slightly but they move witheill strength and
power to showand enadttheir existence. Their survival and sustainability reveals the quality
of courage, strength and sedfiance. Underlying the poetic metaphor then fémeale body
transcends its biological limitations and expands itself by its sheer vitality. This
transcendence thus challenges the feminisation of women by refuting the notion that
weakness and smallness are bound to biological failure; it suggestsittastahat

smallness and weakness may be the facts of a female body but are not a limitation on its

aesthetic or intellectual performance by individual women.

The imagery of o6énew beautyd that privileg
transcendence of social limits on a female body because it is still free to symbolise an
embodied fertility without pulling the association into passivitye masculinistliscourse
suggests a mascul i ni st highligatswhedeftilitywobanfeamal®é s bodi e
body to veil its other more active capabilitidis impiest hat a womands body
able instrument of the subject who knows and creates, butyiaaproductive objecTo
contest this masculinist view, H.D. and Chen weaken the potential fertility of a female body
captured by masculinist discourse by dismissing itr@fgcance of the saalled normal
flowers which frequently in the past have @rsexual and reproductive significance. In the
poetry of O6new beautydéd, the flower is broken
regain their autonomy and bodily freeddBecausehe fertility metaphor is weakened, the
female body is returnetd a human body which is the intermedium between the subject and
the external world just as it is for the mal€hus, women are revived as individuals and open
to possibilities rather than confined to their reproductive function. Transcending the
reprodudtve role, women are liberated from immanence and have opportunities to achieve

self-accomplishment and transformation.
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The imagery of O0new beautyd represents th
of a female body. The imagery of a garden and niginbslise the living space of women,
namely the respective locations of their bodies for H.D. and Chen. In masculinist discourse
these images are enclosed, symbolising the confinement and potential formlessness of
wo me n 0 s The tradlitioeadgardeninHD. 6 s A Shel tered Gardeno i
bordered. Both the border and the covered fruit impress the fact that the plants here are
isolated from the external world, being kept in perpetual immanence. Thitewedd garden
with its flowers and tighyf wr apped fruits, that symbolise
the enclosed and restraining living space for women prescribed by the masculinity/femininity
binary. Conventionally, home, as an enclosed space separating the outside world from
women,downpays womends capabilities and control s
affirms their position as secondary in the family and society. Chenés poetry, t|
space is night, which symbolises the source of life, and is analogously considiied as
womb, and a dark cavity. Night is also the space for the moon, conventionally the symbol of
women. In both Western and Chinese culture, the sun is regarded as the symbol of males and
the moon the symbol of females. In Greek myth, the god of the #ypolb and the moon is
the territory of his sister Artemis. In Chinese culture, the moon and women share the same
name and symboyin.8 Moreover, night, due to its darkness and mystery, is a space
imagined to accommodate women which, as has been did¢cissaanasculine notion
conveniently derived from the masculinity/femininity bindrythis sense, night has become
an enclosed space, one that is culturally designated for women, whereby they are confined to
passivity and hence, once again, immanende.e poetry of O&édnew beaut yé

an alternative vision of | ocating womenés bo

88 |n The Invention of a Discoae: Women's Poetry from Contemporary ChiftaangXiaohong provides an
explicit elucidation about the relationship between night and women in Chinese culture based on the dualism of

yin-yang
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limits on them: this breaches the enclosure to relocate the body in open space that looks
towards a horizonofpossb i | i t i es. I n AThe Sheltered Gar de
connote violence in parallel: she invites its force to break the border and tear away the cover
The fence should be fAisnapped off o and the ga
geet the advent of Anew beautyo. Chen al so p
poem, fAThe BhkgBdgedtsldetbis poem, the shiver
embodi ment o bordérsa@lace tutsidewnight. dhe transcenderfogamen

thus is actualised becauseh e gr assl and keeps extending, sp
of thee d g entil it breaks the enclosure of nightrieach a place outside of fthe destiny

of a woman thus is open to the uncertain futlifeeimageryof garden and night in H.D. and
Chendés 0new isnetanglosgddut ppencahdrwiithe enclosed and inevitable

life of a woman in conformity with the requirements of conventional femininity is dissolved

and replaced by uncertainty and heterodossybilities.

I n this sense, the poetry of &énew beautyéo
bodies by foring the estranging, unorthodorncept of a powerful beauty. All the
assumptions of womends bodies pracdhatteeed by ma
When surviving the onslaught ekternal powem the process of a concrete bodily
confrontation womendés bodies show their vitality. \
downplayed, they recover from passivity; when the spatial limitationmswed, they
actively encountethe external worldSurpassing its social and biological limitations,
womends transcendence in this manner i s actu
subject of transcendence and go beyond their biological fate. Bitetpas claim a radically
newsubjectpositionin order to reclaim the sovereignty of the boliythis sensey o me n 6 s
subjectivity is constructethroughthe resistance to the many forms of bodily confinement

inscribed in and associated withneentionalisedmages of beautyn other words, women
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reclaim theiragenc Real 6 women as autonomous and subj

a life open to the future.

Moreover, this model of women6s transcend
relationship betwen thdemale subject and the otherhich is distinctive from that
formulated in masculinist discours&s seen in theliscussion in Chapter Fquthe poetry of
6new beautyd dismisses the hierarchy between
relation betwen anl and theother. The pewt bgaafydnpr dopldeses a n
subjects n the confrontation, t hd&hepooriulatibpn wher e 06 n
reconstructs an equal relation between two parties in an encounter where each are given
presege at the site of confrontatioBoth | and the other take active positions with agency,
which | term both of them as subjects in this encouiitee.other, then, is not considered as
submssive and inferior in thisew doublesubjectanodel. Here, the poev relation inscribed
in the masculinity/femininity binary is revised, reciprocity applied to replace
disempowerment and domesticatidhh e poetry of O0new beautyd fo
transcendence using a heterogeneous model that does not recognisehietidsarperiority

achieved through incorporation and domestication.

Such heterogeneity in formulating subjects in the process of transcendence reveals the
genderc onsci ousness of these t whthe$eoordSgx i n creat
Beauvoir obsefes that rejection is a strategy for women to express their doubts and mistrust
of the masculine world. She insightfully discovers the conflict between the given,
conventional understanding of philosophy and the radically different understanding and
feeling that emerges from gendeased lived experience. In other words, the given
understanding of the world becomes at issue when the lens of gender is introduced, and
therefore, women may now choose to disagree with, and reject, the given logic that excludes
their own experience. Beau vAmericah fmioidissnghev at i on
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1970s. By revisiting women writers marginal.
poetics, Gilbert and Gubar among others, argue that revision, a typawidrian rejection,

refl ects womendés perspectives. Their observa
for the gender awareness of H.D. and Chen. However, the rebellion of women in Beauvoir

and Gilbert and Gubar 0 sgatvenoroooperat®n. The dooblel v vi e
subjects in the poetry of &énew beautyd more
discourse. This is because H.D. and Chen not only resist conventionalised symbols and
metaphors of beauty but they create astgat cal | 'y di stinctive way to
subjectivity, not only revising the images and notions concerning the feminine but more

deeply revising the either / or logic of philosophy. By the same token they reveal the

fundamental issues of masculinisgsa@burse and indicate a convincing alternative perspective

for women as artists.

The poetry of O6new beautyd, therefore, es
masculinist discourse: it challenges the masculinity/femininity binary in the way of
resistance; it constructs a neavandfmalgie of won
constructglouble subjects a selfaware, strategic recognition of the alternative challenge to

philosophy that this unique approach offers.

5.3.3 Beauty as the Bttle Field: the issue of naming

When t he poet rigyseeoas aféminetvdiscouesa anhoyriing
subjectivity based on a fematentred viewthe discussiomapproacksa deeper and more
fundamental political issue in aesthetics here: the naofingo men6s aest heti ¢c e x

elevation.The preceding discussion revetils distinctiveness dhe aesthetic experience
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derived from the judgmemstofucdeewfbeautvpdnewlid

practice, butvhy theconception ofh n e w t ly & dalegeneous characteristics?

Toansvert hi s question adequately, I wi || C 0 mj
with two influential termsfemale sublimandfeminine sublimeiscussed respectively in
Patricia Yaeger 6s nfeToo WalroBs9 )a amedmEBedeeniBnebal iFr e ¢
Sublimgl 1995). These two accounts and my assess:
transcendence in literature and discover the double subjects in this transcendence. The focus
of my study is beauty, whereas Yaegad Freeman each focus on the sublime. It is my
contention that o6énew beautyd is the most app
womends transcendence as eXxprathes thafemale hr ough t

sublimeandfemininesublime

Before embarking on the details of the comparison, however, the relationshiprbetwee
transcendence and sublimity requires further explanaliom preceding discussion suggests
that the term transcendence and sublimity do not mean the saméTtiaingcendence which
means going beyond is a mode of existence, while sublimity is an aesthetic category which
refers to an experience of astonishing and elevating monheniss sense, the term
transcendence is used to describe a human status visans@ousness and the sublime is its
aesthetic counterpa@hapter Four also reveals that their link is historical, established as
early as the eighteenth centuRobert Doralto b s er ves t hat @AdAthe modern
sublimity all hark backinsom@ay t o L ongi n uhgp8osas thecegperiencgaf i on o
transcendence (40n this sens, the assumption which allowsnscendence to equal
suldimity, however, remain withimasculinst discourse, which abstraasncrete aesthetic
feeling and fixs it in aesthetic symbolisrithe problero f Yaeger andisFr eeman
the case in point, becaud®y take the link between transcendence and sublimity for granted
without quesbning it.
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The heterogeneity i lesimtheimnendidrsofdxistences cendenc
where the gender differences may occur and affect. In this sense, the condition of existence is
the ground of comparing women anndotheneords,s aest
the configurationoh et er ogenei ty i roftheadevediomidmakiegx per i enc e
aesthetic judgmestnu st go beyond the aesthet,the symbol.
moment of judgment where the | connect to her external wiactthtend thalYaeger and
Freemad s pm is that they overloake process of experiencenstructionAt this
point, my assumption rests oretimquiry which can r@pproactthe original conditiorof
existence by dismantling thiek between transcendence and sublirfibyn the starting

point of both signification andesthetic judgement.

Patricia Yaeger, foexample, introduces the tefeamale subliméo designate the
poetry embodying womends transcendence (192)
one may write poetry about titherwi t hout destroyi ng trdeger ot her 0
establishes her theory in a traditional aesthetic theoretical framework and categorises the
distinctive features of the empowerment of women as either enadtiilgdasublimeas
approaching aoveeign sublimeor as reflecting &minine sublimépre-Oedipal sublimg
For Yaeger, the sublime is the literary genre of empowerment (192). t er ms of Yaeg
reading, all three types of sublimity as the
eventualy subsumed under thermfemale sublimeShe claims thathe coinghe term to
reinvent a new way of reading feminine experienbéh revises the socalled Romantic
sublime In her reading of modernist poetry written by womsuch as Elizabeth Bishopdan
Nikki Giovanni,she discovers that women produce what she calls a prosody of
transcendence, which is a mode of feneadperienc€203; 208) Because of thighe female
sublime, as a means of actualising transcendence, is formulated as a vocabukiasgf ec

and empowermenthe latter procedure is reais in a poetic construction dbuble
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subjects She observes the ensuing equality and argues that between the two subjects there is

a power neither to govern nor to subjugate (202).

Barbara Freeman also provides an account
transcendence andinhe Femi ni ne Subl i me: Gend@5)and Ex
Sshe uses deconstructi on .Sheobsesvashn altermatereindiode mo d e
of experience to patrianal culture and terms this theminine sublimeFreeman reveals the
patriarchal hegemony behind the concept of sublime, carefully distinguishing the feminine
sublime to show her resistance to patriarchal binaries. In her tisedtimity is not an
aesthetic category but a moment of abjection. She emphasises the encounter of two parties
and calls this encounter a site of dedinscendence (Freemai2lFre e mandés t heory t
shifts fromaesthetics to ethics, becauisis centredon the power relations as they are
encountered at the moment of transcendence. Against the-Rarkian tradition, the
feminine sublime, according to Freemandés the
categorisation, imvhich the subject enters marelation with an otherness that is excessive
and unrepresentable (2). The feminine sublime thus is a power that may resist patriarchal
binaries. She todiscovers the phenomenondifuble subjects N womendés moder ni ¢
which rather than seekiingo domi nat e or domesticate each o
which occurs at t he v ekregman,iinfuences bydrigaray gnchb ol i z a
Kristeva, insists that the terf@minineis usedto contest binaries produced by the patriarchal
order, including a rigid notion of sexual difference that insists on separating male and female
selves (910) 2% In this respect, Joanna Zylinska provides a further elucidation, emphasising
the encountein the feminine sublime where double subjeuts simibrly crucial. Zylinska

contends that encounter as the site of transcendence marks the suspension between the arrival

89 Based on the theory of French feminists, Freeman sees fenaigia pr@edipal other, alien to the masculine
symbolic system.
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of the other and the moment of his/her appearance. She thus argues that in the feminine
sublime there are two subjects which are not orposed to each other but also need each

other for the assertion of their own (temporary) subjectivity(0%).

However, both the terfiemale sublimandfeminine sublimare problematic in
referring to wolbeeanse ahe paradox snplie¢imtbdeed namiagOn the
one hand, both Yaeger and Freeman use a masculine tesabtimetode si gnat e women

transcendenc&oth theorists coin the term based on the link betvgedhmity and

transcendence inther adi t i onal aesthetic discourse. De f
normative/the humano (192), Yaeger directly
Kantian theory, linking sublimity to transce

conception, the sublime of traditional definition remains at work when the former is taken as
the product of the dynamics between blockage and transcendence. The difference, Freeman
insists, lies in the response or strategy of the subject when the gendeest sntpunters

the other. However, the link between sublimity and transcendence in her analysis is still
based on masduk privilege presupposed Inaditional aesthetic discourse. In the Burke

Kantian aesthetic tradition, sublime is consideredfasma of masculine triumph becauge

takes the champion subject as men for granted. When Kant formulated the sublime, he took it
as the key moment of transcendence, one that is achieved through masculinist power, such as
Reason, and one which ultimately maintaand enlarges the masculine self. In other words,
transcendenc etionisnnotdranacendlence obeveryendividaawith

Beauvoir, bufor male transcendence only. In this sense, to name the actualisation of
transcendence in general (eithagile or female) as theublimeremainsa form of masculine
privilege. Thusto applythe term sublime to name transcendence is a reduetiohit(isalso

a particular kind of historical contextualisation that privileges the dominant hegemony)

which excldes the possibii t y of wo me nThsterinfensle sublimand e n c e .
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feminine sublimegthen, both have ambivalent implications and to some extent therefore, call

the |l egitimacy of womendés experience into qu

Both terms challenge the masculinity/femininity binary by paradoxically formulating
a name based on the same binary. The theorists fall into the language dilemma as soon as
they attempt to name the heterogeneous excess to the subitnéerms refer toraexcess
from the mascul i ne s gltdraryrreativiiyemhichvhendsallinge o m wo me
term cannot accommodatBhus, a new term iequired. As their respondéreeman and
Yaeger use the opposite concept to name this excess. However, thastesrgst to reconcile
the excess in language by inviting it into disse through applying the samiheror logos
as the masculinity/femininity binary where the challenge to the binary becomes merely
compliance, and where once again male experience lesdbm criterion for measuring
womends experience. Womendbs transcendence su
of the sublime becomes, therefore, no more than a supplement to a masculine aesthetic

understanding.

The discussion surrounditige terms ofemale sublimandfeminine sublime
suggests that the issue of naming, however, is a problem of understanding the exact nature of
the experience, in Joan Scottds words, of fit
influenti aénessgalyl@EX)per Swuotdrdlist way af definthg s a pos

experiencé? She argues that experience is not a transparent arelviht concept in

traditional theoretical considerations but is constructed within discourse.

An empirical understandin of womends experience weaken

Freemands theoretical -gssigwiferoftheirdiscaveryriitheat i ng t

®This essay firstly appeared with the tile AThe Evide
E x p e r iGgitical laquidy, vol. 17, n0. 4,1991,pp. 7789 7. The next year it was tit
collected intaFeminists Theorize the Politicadited by Judith Butler and Joan W. Scott. Routledge, New

York, 1992. p. 22-40.
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Yaeger 6s consi der ateianamodefof experieneen 6 5r e mand e nc
formulat i on of wo masexpakence negistng categorisatitakes the latter as a
presumption, the direct origin of knowledge.
objective things or evidence. As Scott argues, this treatment is unable to expose the

difference butratar , neutrali ses it (25). When Yaeger
as thingstheir task is reduced to modifying the current use of language, searching for the
adequate register of this experience in the reservoir of existing vocabulary. In their

formulation, this experience matches the existing concept of sublimity and the difference
underlying women®s iexpassiegredttoo memAsamodi f i
resut Yaeger and Freeman have rai sdethad he quest
transcendence and addressed it, beit tievision remains withimasculinist discourse

Accordingly, these tweerms, although revealing tid®uble subjects f wo me n 6 s
transcendence, are inadequate tonkgememote the
symbolisedinhe poetry of 6 rhevishoristil éstaldishedloretitea u s e

beautysublimity binary®*

As Scott suggests, reading womendés exper.
reveals that the formula dbuble subjectsonstructs a different discourse fromasculinist
discoursenamely that ofeministdiscourse To name womends transcen
overl ooks the fundament al change of the rela
transcendence. In other words, the traditional concepiesiublime excludes a situation
whereby two parties may apar as equals at tkame time because the object disappaars

soon as sublimity is achievetihedominating subject in theegemoniaefinition of the

91 patrick Wright discovers this problem underlying the term of the feminine sublime when he reflects on the

theory of feminine sublime by considering the concept of sacred. He points out that the term is problematic

since it is constructed on the base @fthdual i sm of beauty and sublimity and
beauty in this experienc8.e e Wr i g h A TimeRss SublimeXk Reading the Feminine Sublimthe

Di scour se oAngelakhwel. 15 ac 2, 20d0, m 8500,
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sublime is replaced byouble subjects N womendés Scansdésnd&Kemnsé evan
experiencespports my observation here. I n Scottds
his/her experience but rather, subjectivity is acquinedother way around. That isjs the

di fference in |ived experience thamthaei scur si
wor |l do (AScdo tbte c2abu)s.e of this, subjects in wom
di scursively reorganising womend6s experience
brought to light anddouble subjectthatformsw o0 me n éssendercebneach the

hierarchical binary between subject and objetich, as discussed earlier, revolutionises the

foundation of masculinist discourse.

The term 06new rdv@utionaryypéwerbortesting botl female sublime
and feminnes ubl i me, i s thus a superior means of d.
transcendence. To name #gerience ohypsogelevation)as beauty successfully breaks
the link between the sublime and transcendence, the product of the masculinity/femininity
binay ; while it equally suggests the existence
aesthetic practicd8y applying the term beauty to symbolise the actualisation of
transcendence the fundamental divorce between the new transcendence and masculine
power/hegemony is foregrounded. Because of the association of masculinity with the
sublime, the term 6énew beautyd becomes the <c
Chen In realising the hegemony of the masculine subject in the sublime they atbatsae
alternative representation of the beautiful is required becaug@étptace to formulate a
new relation between the self and the other. Thus, theypnmoy beauty to embody the
presence of the two equal subjects/objects in order to restiaating masculine/singular
subject. The expression O6new beautyd thus si

transcendence, by which the experience of women has been excluded.
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Beauty has thus become a battle field. The place where masculatkigy locks
women to immanence is the place where women invest the meanings and values of their own.
I n other words, mealud ywo me n hfeimggintaioreg f aag aion st
symbolised woman. Naomi Wolf assertdBieauty Myttthat the ideolog of beauty is the last
ideologyremaining with associationstohe ol d f emi ni ne. She remark
have the right of vote, work and reproduction, the ideology of beauty remains powerful to
control and objectify women #te end of the twentieth e n t u r-I1)dn this(light) to
revise and empower beauty becontes most powerful, not to mention critical, political

strategy.

I n a nutshell, to name womenootantialanscende
political power. On the one hand, thés® poets claim the commonality between men and
women afhiuman beings. On the othdéney create a new symbol to register their own
experience rather than adopting the existing one. The anxiety of aphasia thus is replaced by
the courage of creation. Atthi poi nt, the poetry of Onew beau
not only an attempt to dissolve patriarchal symbolism, but also a creation of feminist

discourse in its own right.

=1}
—_

5.4 FeminisDiscourse  a r esponse to the emergence of

H.D. andChen, among those who suffered from the anxiety of aphasia, but have then
discovered a way to freely articulatg.this pointt he poetry of &édnew beaut
di scour se, constructing womené6és subjectivity
directly responds to the emergence of the New Womdhe context of modernism. At the

turn of the twentieth century, modern inttygorofoundly changedays of living and
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consuming, and gave rise to the flourishing of the metropolis. Accordimgiyma ns 6 pl ac e
and their relatiorfipschanged. Armang these changes appeared the New Wothan

representation of the revolution of social gender relations between men and women.

Themi nage of t he p bignaliagethe ddiew revidakemthen
meaning of woman, indeed makes woman ndlie New Woman thus suggests a form of
empowering and setlefinition. Inthe text Modernism Keyword&014) the term first
appeared in Sarah tGrafmdtblke AWdhma N éa@hiehstpiean 0 i
Grand rgected the onlytwocateor i es o f wo ndethe pdssive ane cordvenierg y e s
Acemo mano and the degr awenrda rai;d Hainlgiemr ¢ utsh € sfcn
the Afutureodo as A s-Keae239¥ Immeadiately, theiuogan term( Cuddy
spaked debate on both sides of the Atlantic and later around the world. The New Woman,
therefore, became a target of fierce debates
traditional conception of women (Cud#ieane 240). Historian Martha Pattersanes the

core questions in these debates:

Who was she and where did she come from? What did she represent? Would she last?
Was she to be celebrated as the agent and sign of progress or reviled as a traitor to the

traditional family and by extension hece® (1)
Feminist scholar Patricia Smith describes the main features of New Woman in her essay:

The New Womare clearly had a mind and wishes of her own. She defied traditional
gender roles by seeking an education equal to that available to men as well as a
occupation in which she could put her education to use and earn an independent

income. Accordingly, she would be free to marry for love rather than economic

92 Martha Patterson adds that critics in American responded to this image as soon as it was coined in 1894 in
The American New Woman Revisited: A Reader,-183@ Rutgers University Press, New Brunswick, N.J,
2008. p.1.
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security...She challenged the norms that religion and society considered ordained by
God and natte, cast off the restrictive corsets and crinolines that hampered a

woman's bodily movements €& and sought to

affected her life and liberty. (78)

Patterson adds that the term New Woman, denoting a charactantypecultural
phenomenon, desbed women more broadly than, sayffragist or settlement worker,

while connoting a modern ideal of se#ffashioning (2).

The notion of New Woman that led to heated debate in transatlantic society, was soon
imported to Cina. Unlike its critical reception in Western society, however, the idea of New
Woman was warmly embraced by Chinese intellectuals who aimed at promoting a
democratic revolution of Chinese society. They attempted to incorporate this idea, promoting
the so@l engagement of women as an embodiment of democracy into the discourse of
national salvation and social progression. Amy Dooling outlines the rise of the New Woman
in Chinese society in h&/omen's Literary Feminism in Twentig@lentury Ching2005. In
terms of her observation, the New Woman existed not just as a literary construct but
constituted an emerging social category by the early Republicabetvee€n 912 and
19209 . She claims: ANew Women, as theythe ame t ¢
social, political, and cul t (6%5)&imilatddaesenc ape of
this new social groupy both men ad womenwere developed and promoted in Chinese

intellectual society?

93 Apart from Dooling, other critics atshave mentioned that newspapers and magazines, as new media, in

1920s and 1930s, assumed a crucial role in promoting these debates so as to promote the idea of New Women.

See Carol Chin fATransl ating the NewilWG@eadar&Hi€&tdry nese Fe
vol. 18, no. 3, 2006, pp. 4918. Feng, JiMNew Woman in Early Twentiet®entury Chinese FictigrPurdue

University Press, 2003.
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As the debates went, the group of New Woman demanded adequate discourse to
address, to describe and to answer the questions concerning them, and to construct their
subjectivity. The rise of the New Woman thus revealed a blank not only in history but also
language. The poetry of &énew beautyd thus is

this newly emerging group of women seeking full representation.

H.D. and Chen were not only familiar with the idea of the New Woman, but also
could be said to have brought the idea into
Womano in modern institutions when they were
fosteredtheir intellectual confidence and ambition. The Bryn Mawr College where H.D.
received education, founded in 1885, was of the first institutions of higher education in
the United States to offer graduate degrees to women. The lyrics of the schodltheng o
Lehsan Girl és High School , CavBaehuggivaSsiise n met he
educational goal : Awhy there coul dimbe be wo
Separation and Interrogation between Human and NeB®eMoreover, H.D. and Gin
each became New Women when they later escaped from home to pursue their
independenc& The poetry of Onew beautyd marks thei
outcome of their practice to struggle for their independence while refusing passiviheand t
static time of traditional femininity. The i
and their bodily situation in the poetry of
debate on the New Woman: what a woman is in real life andlatuee of the social place for
them. Thus, the poetry of oénew beautyd as di

women and therefore meets the radically different needs of the era. In other words, the poetry

“See the brief introducti on stntheittarlpdaysanrClapt8voe n6s per son
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of O6new beaut y06,sexpaiensetamdsubjectivitygrespomds & thé rise of

the New Woman, going as far as to provide a language at their disposal.

From prototype to social category, the New Woman generated from the complexity at
the turn of the twentieth century, in@of he outcomes of profourgbcial changes,
emerging from a historical gap and developing in the modernist context. The radical changes
of social relations give rise to the question of the subject which has traditionally agkigned
superior positiorto males The formula of the modern Western subject is based on Reason
which lends unity and stability to the subject position. However, because universalised reason
distinguishes between human and subhuman, or between consciousness and lack of reflective
consciosness, in turn it creates social hierardhgterWagner argues that such a concept of
uni ver sal reason needs to fiset boundaries in
constructed and, thereby, distanced Other fifttenrsame timapace of humanit{38). He
also points out that the gender hierarchy, among others, is an outcome of the project of the
modern subject. In other words, the subject is a masculine subject and women are subsumed
under the category of the masculine. Chinese masculine subjectivitgye preserves in
Confucian human interelatedness and the strong ties between individuals maintained by
patriarchal institutions. Zhao Guoping observes the problem of this Confucian construction of
the Chinese subject and points out that defining iddals as always in relation to others
easily casts them as people with no need for individual space; therefore, concepts such as
individual rights, freedom, and dignigye difficult to generate (42)n thenetworkof human
beings,women are the inferiagender, and like other inferior categories in relationship, lose
the possibility to consciously build up selvareness. The emergence of New Woman

therefore echoes Athe crisis of the subjecto
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modernist agettas, forces the creation of a newer model of subjecti¥itythis sense, the
poetry of Onew beautyd with the presence of
to the collapse of the dominating male subject by reclaiming a stggeition for wonen,

while on the other hand provides a solutionlofible subjectt the crisis by reconsidering

subjectivity not as given, but constructed in reciprocity.

The poetry of O6new beautyd, inthasol | abor at
reveals that as modernist artists, both H.D. and Chen were discontented with outdated
traditional representations of women and dedicated themselves to the quest for a new way to
articulate as women and for woménthostheia d
response of the two women poets to their lives and situation and a solution to the social issue
of theirtime.The poetry of Onew beautyd is thus a ni
which womenés subj ect eriercdaye nat Smeless but cormrete, wo me n 6

contextualised, and historised.

Il n conclusion, the poetry of Onew beautyd
constructing womendés subjectivity in an O6est
story aboutwomens t hé eseemi ngly distant poetic | mag:

beautyd refmposetdthexrl egl&d way of womends so
suggeststhahte poetry of Onew beautlykfleitisgChendénd mi ni s
H.D.6 swn perception of the time they lived in and is one that dismisses the notion of

timeless woren, but rather seeks to refleco me n 6.sThetmisneseling ahe irony
underlying in the diastetachingiisefiang essapimgffromb new be a
engagement with life isecause the critics appliedrascluinist critical discourse thdils to

capture the meanings produced by the | ogic c

% n his bookThe Subject in Questiq@007) Christopher Soufas elucidates that Western modernism
guestioning Cartesian modern subject calls for a new account for the subject and subjectivity.
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Onew beautyd chall enges t hegydandepidteniologyby i nscr i
dissolving the masculinity/femininity binary presupposed by masculinist discourse. On the

other hand,esponding to the notion of the New Womant he poetry of Onew
manifests both innovation and a new type of constructiomeMeer, it also reconstructs the

subjectivity of women and provides a new account for them by symbolising transcendence.

245



Conclusion

Poetic estrangementasdevice that Hpersonalises poetic images, whaggests
human body and its relationship tvithe external worldThrought he poetry of O6ne
thepoets unprecedentedly position their female ®dieectly in the worldH.D. wrotein a
public place, at the desk of the British Museum, rather thdatésbat home as was Emily
Dickinson. Chen Jingrongmnaway from home as a teggeagirl rather than becoming a feot
bound6 | ady & e mb r o Theiepodtryregealsthe worepoets of independence
and a new relationship betweenland theother. equal, conrete and interactiv&hel is
the perceiving and judging subject and also the material female body. She is both the gazer
and gazed. She concretely exists with her body, powerful, active, enduring and surviving,

towards the future.

This relationshishows he wake of gendesonsciousnesand a femakeentred
stance The female body is the material container in and through which are inscribed
biological sexual differences, but also one that lives out a concrete situation that imprints all
the conditions of hreexistence. The feale body, likehe male one, is an object consisting of
flesh and blood and also an instrument to understand and transform the external world.
Individuals perceive the world and announce their existence through their bodies. Women
can perceive, createahdr anscend t hrough their bodies as
are conditioned in patriarchal society and depersonalised by masculinist discoursavés
demonstrated n t hi s study, this is the social orig
women the creator or the created? Can women create? We can see the ambivalence of women

poets poignantly represerSheamitesi n H. D. 6s APygnmn

Which am |,

246



the stone or the power

that lifts the rock from the earth?

am | the master of thigre,

is this fire my own strength? (line 1k8)
Later in this poem, she answérarself:

| made image upon image for my use,

| made image upon image, for the grace

of Pallas was my flint

and my help was Hephaestos.

| made god upon god

step from thecold rock,

| made the gods less than men

for | was a man and they my work;

And now what is it that has come to pass?
for fire has shaken my hand,

my strivings are dust. (237)

In this poem, the speaker, the brilligtgmalion, confused about hidentity, shifts fronthe

creator to created. This lesseningrevealse poet 6 s serious thinking
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the object and who the subject in creatitin® the problem belonging twomen poets, a

problem of the creating Muse.

Throughmystd y , H. D. and Chendés journey of expl
brought to Ight. In this studypodic estrangement is offered agure for the estranged
women, the alienated women in masculinist discoursey €aeh began their journegs
repressedirls suffering fromanxiety withinthe constraintsmposedby their families. They
escaped from these social constraints again and again. When they gained themyguto
standing atthebord¢r@ The Edge dgeDdi dé helye wkhcetaautp/ddet r y
This is undoubtedly a form of modernist poetic practice, reflecting their perception of
temporality, fragmentatigrand chaos in war. This is also a discourse of beauty conceiving a
powerful new understanding of beauty and how it might functicoreNimportantly, it
symboli ses womenés tranétcthspahe ntbkhet poempypwef
beautyd not only challenges a dualistic aest
discourse operating on the masculinity/femininity binamythiis respect, it is a mode of
feminist discourse, which reclaims wtmmends a
respond to the emergence of New Wormathe context of modernism. In this sense, tivo
poetsre-personalise the depsonalised; nainly revivingbeauty but also womeAgainst
the image oEliotianit he waste | andd created by their m
envision and anticipate a new world of O6new
human beingdbecomemachinesand from the trauma of war and the oppression of
hegemony. This is the utopian, political aut

beautyo.

Ther eading of the poetry of O6new beautyd i
conclusion which echoes tlodservation of Malcolm Bradbury and James McFarlane in the

introduction toModernism 1891930 A Moderni sm i s | ess a styl e
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ahigt'y i ndividualnsthtssersaeeée, (BB9P. and Cheno:
formulates a new aesthetic intervention in modernism. Meanwhile, there is also the

revolutionary power of poetic language. From the anxiety of aphasia to articulate their own
0realityb6, these two p eeconplisnentintherealmof eal i s e
poetry, but also actualise their own transcendence. However, this is not the end of their
exploration. Wi th the confidence generated b
then embarked on more difficult but more profound poetic tasks. Theypoetrf O new beau
thus is a model of womends modescapists®©rithee x pl or a

contrary, they creatively respond to thetia.

Asit i s mentioned in Chapt eoflective v e, Beauvoi
transcendenc@ the future through the progressive individual fulfiméit. D. and Cheno6
explorationas the examples of individual achievements from different cultbussprovide a

paradigmfor the construction of feminist discourard ongoing liberation of women
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Appendix

the Appendi x contains H.D. and Chends poe
poetry, includingthesel ower qui nt edr aemdo i Sih€dlldcted teeld Gf r o
Poems, 191:2944(1983).T he sel ecti on of Chen Jingrongos
from The Collected Poems and Essays of Chen Jingi20@8) and the English translation is
from me. Because the translation servesdnd of the textual analysis in this thesis, |
sometimes sacrifice the artistic quality for the faithful presentation of the meaning of words
and the formal arrangement in the original Chinese text. The sequence of the poems follows

the order in the origal text.

The Selected poems of H.D.

Sea Rose

Rose, harsh rose,
marred and with stint of petals,
meagre flower, thin,

sparse of leaf,

more precious 5
than a wet rose
single on a sterr

you are caught in the drift.

273



Stunted, with smalkaf,

you are flung on the sand, 10
you are lifted

in the crisp sand

that drives in the wind.

Can the spiceose
drip such acrid fragrance 15

hardened in a leaf?

Sea Lily

Reed,

slashed and torn

but doubly rich--

such great heads as yours

drift upon templesteps, 5
but you are shattered

in the wind.

Myrtle-bark

Is flecked from you,
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scales are dashed

from your stem,

sand cuts your petal,
furrows it with hard edge,
like flint

on a bright stone.

Yet though the whole ind
slash at your bark,

you are lifted up,
aye--though it hiss

to cover you with froth.

Sea Poppies

Amber husk
fluted with gold,
fruit on the sand

marked with a rich grain,

treasure
spilled near the shrupines

to bleach on thboulders:

10

15

20
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your stalk has caught root
among wet pebbles

and drift flung by the sea
and grated shells

and split conckshells.

Beautiful, widespread,
fire upon leaf,

what meadow yields
so fragrant a leaf

as your bright leaf?

Sea lris

Weed, mossveed,

root tangled in sand,
seairis, brittle flower,
one petal like a shell

is broken,

and you print a shadow

like a thin twig.

10

15
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Fortunate one,

scented and stinging,

rigid myrrh-bud, 10
camphofsflower,

sweet and sak-you are wind

in our nostrils.

Do the murexfishers

drench you as they pass? 15
Do your roots drag up colour

from the sand?

Have they slipped gold under yeu

rivets of gold?

Band of irisflowers 20
above the waves,

you are painted blue,

pairted like a fresh prow

stained among the salt weeds.

Sea Violet
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The white violet

is scented on its stalk,

the seaviolet

fragile as agate,

lies fronting all the wind 5
among the torn shells

on the sandbank.

The greater blue violets

flutter on the hill,

but who would change for these 10
who would change for these

one root of the white sort?

Violet

your grasp is frall

on the edge of the saill, 15
but you catch the light-

frost, a star edges with its fire.

Sheltered Garden
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| have had enough.

| gasp for breath.

Every way ends, every road,

every footpath leads at last

to the hilkcrest-- 5
then you retrace your steps,

or find the same slope on the other side,

precipitate.

| have had enough
borderpinks, clovepinks, waxlilies, 10

herbs, sweetress.

O for some sharp swish of a braneh
there is no scent of resin

in this place,

no taste of bark, of coarse weeds,15
aromatic, astringent

only border on border of scented pinks.

Have you seen fruit undeover
that wanted light-

pears wadded in cloth, 20
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protected from the frost,
melons, almost ripe,

smothered in straw?

Why not let the pears cling

to the empty branch? 25
All your coaxing will only make

a bitter fruit--

let them cling, pen of themselves,
test their own worth,

nipped, shrivelled by the frost, 30
to fall at last but fair

with a russet coat.

Or the melon-

let it bleach yellow

in the winter light35

even tart to the taste

it is better to taste of frost
theexquisite frost-

than of wadding and of dead grass.

For this beauty, 40
beauty without strength,

chokes out life.
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| want wind to break,

scatter these ping&talks,

snap off their spiced heads, 45
fling them about with dead leaves
spreadlte paths with twigs,

limbs broken off,

trail great pine branches,

hurled from some far wood 50
right across the melepatch,

break pear and quinee

leave halftrees, torn, twisted

but showing the fight was valiant.

O to blot out this garden 55

to forget, to find a new beauty

in some terrible

wind-tortured place.

The Selected Poems of Chen Jingrong

The Edge outside the Edge

| am the sail against the wind,
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| am the thirsty stream;

| am a white candle

burning quietly,

burning and illuminating

the embankment of night.

Which harbour

will | sail to stay?

Which kind of flowers will fall

into my warm ripples.

Wind, rain,

if you thrust your anger toward me,

your angry strings can only play

the ode of my burning.

My sorrow and

my joy?

They are the sharpest axe and chisel

cutting through all the hard rocks.

10

15
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Outside the embankment of the night

| possess a field of young grassland,

over there the dew has

a fresh shiver;

it spreads like

a field of greerhope,

extending tenderly

towards the edge outside the edge.

20

25
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Al

The NonFlowering Branch

Like in the leaffalling late autumn,

suddenly recalling in spring

the bright sunshine,

tender rain.

The letter from an old friend brings back memor¥;

in the dak night, watching the lights, watching the stars,

as if I am the blowing wind,

always traveling, seldom stay.
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Now | paused on the keyboard of memory,

but | cannot play a piece of elegy with it. 10

| have only perplexity,

mixing with pity, mixing withhope.

The nonflowering branch

has a more beautiful shiver than flowers;

oh of autumn, I love only 15

the red leaves in your soughing wind.

If all my passion turned into aslées

Can you tell me, what | would be?

Thinking of it, | am the flame, and

How many times should | be burnt, towards death? 20

Q
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The Fresh Thirsty

| miss you, some

of the old days that never again come.

As in the memory,

the autumn rain is warm,

the dark clouds are bright. 5

But | shall miss more

the unpredictable days in the future;

regarding hope the duskaswvays like the dawn

has the sun, has the flying birds,

has the shiver when the breeze touches the tred.0
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| have scooped up spring water in my hand and drunk,

much, much, but they

cannot ease my thirsty;

from rivers to rivers,

from oceans to oceansé&5

| never know when

| can reach the fullness of my life.

| am thirsty. Through

joy and anxiety,

my soul is burning restlessly; 20

| am bored with today

bored with the moment just past

bored even with my thirsty,

if it is not enough fresh.
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The Early MorningStroll

Strolling on the morning grassland,

the dew kisses my bare feet,

the wood is like a blessing.

All kinds of Bird-songs are flying

between nature and me,

breaking through

an invisible screen.

=+
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A cool breeze, shivering leaves,

the blueskyfragments in the cracks between legves

like pieces of blue glass, 10

we can sew a new pattern with them,

bring it back to hang from the roof corner.

When did the night fall to sleep?

when did the day wake up?

From the back of the hills the fresh sun 15

splashes white, red, and gold,

the earth gently unfolding.

p>
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