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The Sichuan subject of this thesis is a reduthy friend Liu Xiaobo giving me a copy
of an unofficial poetry journal edited by Liao Yiwin 1986-1988, | used to go Liu’s
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elicited an invitation to visit him in Fuling. Theel also met Li Yawei, Xiao Kaiyu, He
Xiaozhu, Gou Mingjun, Zhou Zhongling, Ba Tie, anthers. And when | returned to
Beijing, | contacted Tang Xiaodu, a good friend_@o’s, whom Liao felt | should know.

While in Sichuan, | was handed large amountsnaffficial poetry material, and Tang
offered me more. In the spring of 1988, Tang areanfpr me to ‘appear at and,
subsequently, be officially invited to the Grandn@anational poetry conference held in
Huaiyin and Yangzhou. There | met several othemtgarde poets, such as Ouyang
Jianghe, Zhou Lunyou, Han Dong, and Chen Dongdamgpy of whom | would next see
as | wandered the country visiting poets during Magust 1989. And my collection of

materials kept growing. | thank them all for thiane, work, and friendship.
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Leiden by Michel Hockx of SOAS in the summer of 200

The years after my expulsion had been a periadtefmittent emotional turmoil (as |
came to terms with not being able to live in Cramgmore) and financial crisis. This was
somewhat mitigated by the support and encourageofeiichelle Yeh, nominally my
long-distance doctoral advisor until | chose to mde Prague in 1997, and George
McWhirter of UBC’s Creative Writing department, wbeersaw my translation of a few
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Hockx put me in touch with Olga Lomova at Charlesvdrsity, and she invited me to
give seminars and teach courses there. In 20@2allyf registered as a doctoral student at
the University of Leiden, and in 2003 — at the nggof Olga, Mirka, and Stan’a — |
applied for and won funding from the CCK Foundationa yearlong period (2003-
2004), without which this doctoral thesis could have been completed.

Olga has also seen to it that | have had free adoasomputers in the Department of
Sinology at Charles University. Without her supparany of the materials | have used in
this thesis would have been inaccessible to me] aadld not have contributed to the
DACHS project managed by the Chinese librariebauniversities of Heidelberg and
Leiden. That said, | thank Remy Cristini for als B help, enthusiasm, and friendship,
and Hanno Lecher for his similar support.
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the world, but... she married me. She loves me alieMas in me. She makes me happy.
If by September 2005 | am unable to find work ah&versity teaching modern Chinese
literature and language, | will be disappointed, lbwill move on to another career. And
I will be happy, because this doctorate is doneabse it will satisfy the long-held
expectations of my family and my friends in Chiaad, most importantly, because | will

be with Stephanie and we can start our own famiignever in the world we will be.



PREFACE

Much of what I write in this text is based ongmnal fieldwork done in China during
1982-1992, when | was resident in China for a totaleven years. Aside from prolonged
contact, conversation, and correspondence witleat grumber of poets and scholars, |
collected a large amount of literary materialsjuding unofficial, privately printed
poetry journals and poetry collections, hand-wnittieafts of poetry and related essays,
officially published poetry anthologies and indival collections, and audio recordings
of poetry readings. At the time, my interest wasegal and nationwide. However, upon
later reflection, | found that my materials and Wiexdge were most complete in relation
to the poets Sichuan and their poetry.

The findings of my 1994 Master’s thesis at thevdrsity of British Columbia
(Vancouver, Canada) have fed into this text. Thasis focused on the poetry and lives
of three Sichuan poets: Liao Yiwu, Zhou Lunyou, antfawei. Here, | address the
events and environment that led to Sichuan becomimgtbed of avant-garde poetry
during the 1980s and beyond — in other words, #regis of the contemporary Chinese
poetry avant-garde.

| believe that this is an important contributiorscholarship in the area of modern
Chinese poetry. A full history of the developmeintshe poetry scene during the 1980s
must take into account the unofficial gray areasmelmuch of the impetus towards
poetic ‘modernization’ found its source. Such algfwhether nationwide or limited to
one region or province, is still unpublishable pofitical reasons in China. There have
been books dealing with underground literaturerduthe Cultural Revolution 1966-
1976 and the activities of tReday(<*A) poets 1978-1980, but only a small number of
articles and chapters in various books and jourialShinese and English, on what

followed.



To date the best English-language study of dgweénts after — and because of the
influence of -Todaycan be found in Maghiel van Crevellanguage Shattered:
Contemporary Chinese Poetry and Duod®96). Duoduo was a periphefadaypoet
at the time (1970s, early 1980s), but Prof. varnv@rkelpfully devotes 80 pages over two
chapters (pp. 21-101) to developments in the uciaffivorld of poetry in China as a
whole during the 1970s and 198Modern Chinese Poetry: Theory aRdactice since
1917by Michelle Yeh (1991) is the best overview in Esigof the overall aesthetic
development of twentieth century Chinese poetmyati®, but due to its very nature, deals
only briefly with the poetry and related eventsdhad 1980s in China. As a final example,
Bonnie S. McDougall and Kam LouieThe Literature of Twentieth Century Chi(e97)
deals with posfFodaypoetry in all of two pages (pp. 429-430).

| use the termvant-garden reference to a vanguard of poets who seeksimueeand
expand the scope of the art. Therefore, this @&fars to the initial rediscovery, or the
genuine discovery, by Mainland Chinese poets ahall this means in the context of
Chinese and World poetry, much as it had in théd3%hd 1920s to the first practitioners
of New Poetry #i7). This world of relatively obscure ‘Isms’ was sdhiag Deng
Xiaoping and the leadership of the Chinese Commiagty (CCP) had little
comprehension of when they relaxed cultural palicie1978 after decades of political
and cultural repression, and let the voices of Esgpoetry be heard again. A
knowledgeable reader or writer of poetry in the tweight know what all of this would
be from university literature classes and Nortothalogies — from seminal works such
asLeaves of Grasand <The Waste Land>, to important poets such &by Bnckinson,
Ezra Pound, Mandelstam, Mayakovsky, Pasternak,dglilBreton, Stevens, Williams,
Ginsberg, Ashbery, Berryman, Olsen, Plath, Brodskyl so on down to the present day.
This western experience entailed a drawn out pari@bout 100 years, fully
experienced by no one person. China’s poets wauidense all this into a period of just
10 years, a situation that can only be comparek @ételopments during the 1920s and
1930s when China first opened to world culture.

In China, however, we find all this re-enactadippted, adapted, reacted against, and

improvised on over a period of 10-15 years. This @a anarchic state of poetry, an
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advanced seminar in poetics and poetry writing-foften — rank beginners in the art.
Thousands of young poetry lovers and studentd paals of China encountered the
poetry ofToday the New Poetry of pre-1949 China, and translatminwvestern avant-
garde poetry and poetics for the first time, aanfrl978, China’s publishing houses and
literary journals began to print, or re-print, mékthat for decades had been
unpublishable.

All these activities and the networking and plag that were going on at all times
from 1978 throughout China, would ultimately leadhe creation of what Zhou Lunyou
in 1986 termed a ‘Second World of Poetry'a sub-field in the general field of
contemporary Chinese poetry, inhabited by poetemesponsive to, and more
influenced by, each other and translated works tbarificially published poetry and
criticism. While much of the poetry published imstsecond World can be termed avant-
garde, and was officially published on various etmas, the term refers primarily to an
unofficial, or underground, publishing scene thasuhe initial site of most avant-garde
poetry publication.

A study that tried to record Second World evemisll parts of China would, | believe,
prove to be too unwieldy and generalized to beghms$il or of lasting scholarly value.

So, something manageable then...the provinceabiu@n. But why Sichuan?

Firstly, | found that my materials and knowledgere most complete in relation to the
poets and poetry of post-Mao Sichuan. That saiérevlinkages occur, the scene outside
Sichuan will be elucidated as necessary.

Secondly, for reasons of convenience, geogragiyjnternal politics (in general and
in the realm of modern Chinese culture), Westehokgly research has been largely
limited to China’s coastal areas from Beijing sotatiHongkong. The fact is that there
was, and is, much more to be seen and uncovetbd rest of China, and in the area of
poetry this is emphatically the case — as thisystinll show. This is not to deny the
validity and quality of the poetry and poets whedaeen brought to the attention of
readers outside China interested in contemporaiyeSh poetry, but an attempt to fill in

several gaps which understandably (in the circunests) exist at the present time.

! A term coined by Zhou Lunyou in an article pubdighin the first issue of the broadshiset-Not
Criticism (£ 7£#F12): <On the Second World of Poetry #:¢5 1 7; August 13-15, 1986).
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However, the best reasons for my choice of Sinhand its avant-garde poets are the
quality of their poetry and their collective ‘starfhe quality and representative nature
of their poetry is exhibited by the selections d¢fawvl, and most others in this field,
consider to be among the most authoritative anghaidisan of multi-author poetry
anthologies published by China’s official pressithe 1987 in the list below. This

situation is also reflected in instances of pubidain official literary journals.

1) A Selection of Contemporary Chinese Experimentatiyd /77 /& 251 C 35 iF4);
editors: Tang Xiaodu, Wang Jiaxin; published 1984 pages; 31 poets, including
6 Sichuan poets (23 poems, 50 pages).

2) A Grand Overview of China’s Modernist Poetry Grol986-1988 /7/## {{ 7- X
IFIEA Y1986-1988; editors: Xu Jingya, Meng Lang, Cao Changging ki
Guipin; published 1989, 558 pages; including 3h6&n poets (77 poems, 89
pages).

3) An Appreciation Dictionary of Chinese ExploratorgeRry ( /7 /[& 15 iF 4 5 - H):
editor: Chen Chao, published 1989, 664 pages. féle¥ant section for post-1982
poets is found in the last section of the book 458-664; 41 poets, including 12
Sichuan poets (34 poems, 65 pages of the 206).

4) The Happy Dance of Cordurdy/-.»4% % #i7/17#E#5); editor: Tang Xiaodu,
published 1992, 300 pages; 37 poets, includingi@®uan poets (72 poems, 133
pages).

5) With Dreams for Horses: Poetry of the Newborn Getien ({25204 34/
17%); editor: Chen Chao, published 1993, 324 pagegoé8s, including 18
Sichuan poets (77 poems, 129 pages).

6) A Leopard on an Apple: The Poetry of WortehZ /- //957: %1 i529); editor:
Cui Weiping, published 1993, 205 pages; 14 poertduding 3 Sichuan poets (48
poems, 50 pages).

7) In Symmetry with Death: Long Poems and Poetry Semps¢ 5 727 X/ #k: K
i, A 1F1545); editor: Tang Xiaodu, published 1993, 308 pagéspoets,
including 4 Sichuan poets (49 pages).

8) Avant-garde Poetrysf:££i7#)); editor: Tang Xiaodu, published 1999, 348 pages;
50 poets, including 14 Sichuan poets (45 poempag@s).

As noted, this is only a partial list. Althoutifere have been several other anthologies,
many are clearly partisan in nature or suffer freeak editorial guidelines (some of
these will be dealt with, when appropriate, in tingin text).

My general impression of poetry out of Sichuammfirmed in discussions with the
poetry critic Tang Xiaodu (editor or co-editor df,#,7, and 8 above), is that, broadly

speaking, in creating often highly original, indestdrtling, imagery, poets of the



12

province appear to make more imaginative use diotichan poets from other parts of
China. This may be due to the highly competitivetpmenvironment in which they learn
their craft, given the large number of practicirogs of some note, especially during the
1980s.

In addition, during the period in question radlichanges in individual writing styles
and poetic technique occurred more frequently an®iolguan’s poets than among those
of other regions in China. Furthermore, Sichuamgfficial Second World of Poetry was
the largest and one of the most active and inflaemt China during the period in

guestion.

Geremie Barmé, in the introductionltothe Red: On Contemporary Chinese Culture
(1999), points out that the relationship of una#ficulture (or counterculture in general)
with the over-culture underwent a sea change #feeseminal political event of recent
times in China (the bloody repression of the padqabtest movement on June 4, 1989)
and a roughly equivalent event in China’s markéirras (Deng Xiaoping’s ‘tour of the
South’ in January 1992). The elements of “rebeldond co-option, attitude and
accommodation” that Barmé builds his book arountilerprimarily relating to events
during the 1990s, were also present to lesserrowtigg degrees during the 1980s — but
not in as pronounced a manner as later when a mat@e market economy (and its
attendant market for culture) came into existehtgtead, the account that follows will
end very near where Barmé’s book begins.

Today’s avant-garde poet has access to thenkttand many more small — and laxly
controlled — publishing houses than the poet ofi®®0s. What is now best referred to as
avant-garde poetry was necessarily undergrounagitine 1970s. The danger of even
the execution of underground poets during the Cailfdevolution in fact ended with the
fall of the Gang of Four in 1976. However, throughthe 1980s there was still a danger
of arrest and a stint in labor-reform camp, as belldemonstrated in Chapter 11, which
deals with the effects of the June Fourth 198caltcrackdown. Today, police
harassment and threats to employment are stilhtinzong occupational hazard.
Continued state-control, guidance, and censordtifhima’s cultural organs, including

official literary journals and publishing houseg;tdte the continued existence of anti-
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institutional avant-garde poetry institutions, sashself-published poetry journals,
throughout the period covered by this study.

| hold that without a better understanding ofelepments within this Second World of
Poetry, critics of contemporary Chinese avant-gaakgry, whether within or without
China, are in danger of producing overly formatistesthetically-oriented studies of

individual poets and poems based on necessarilylisiio, inaccurate generalizations.

In the French sociologist of culture Pierre Bbewu’s terms, avant-garde poetry is
essentially a matrix of literary activities by peébr poets within a highly restricted sub-
field of culture, ultimately meaning that the pottemselves (and fellow-traveler critics)
are the initial legitimizing agents and, thus, deeisive arbiters of recognition and
consecration (and desecration). Given the subjetsaope of this study, | have found it
useful and apt to refer to the theories and moofdBourdieu. Essays he wrote during
1968-1987 on relevant subjects are collectethia Field of Cultural Production: Essays
on Art and LiteraturgPolity, 1993). In 1992, Bourdieu followed theséoef withLe
Regles de I'art(The Rules of Art: Genesis and Structure of thediteField; Polity,
1996), an updated book-length study based on #hequsly mentioned essays. A first
application of Bourdieu’s theories to China hasrbeempiled by Michel Hockx, who
edited a collection of essays under the fithe Literary Field of Twentieth-Century
Chinain 1999 (Curzon).

In his writing, Bourdieu’s model is culled frotime emergence of the French literary
avant-garde during the latter half of the nineteexr@ntury and later related developments.
Given that this was also a crucial period in theefl@pment of western industrialization
and the attendant emergence of modern educatjmunalishing, democratic, and social
structures, it may seem that there can be litttevemyence between the work of Bourdieu
and my work set under the CCP dictatorship. Howebese are extra-field occurrences
that, while influencing the cultural field as a idhand specific sectors of it more than
others, have less efficacy in the restricted salu$i that are the avant-garde of any
cultural activity. After 1978, the relaxation of €Cepression allowed sufficient space
for the avant-garde to develop, albeit with its d@mnese characteristics.

Bourdieu shows that the cultural field tendsperate as the economic world reversed,
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or a bad-faith economy: agents active in the fagddortion greater value to symbolic
capital than to economic capital and invest inrtbeltural efforts accordingly. This is so
because economic success (and popularization)dgdidevalue products and activities
that are initially of high cultural value. Thispsirticularly true of the avant-garde and
related agents of consecration, or legitimizatguch as universities, museums, and
cultural critics. The avant-garde is shown to hdeeeloped as a reaction against
political-moralizing uses of literature and the plapization of literature, both of which
mean subservience to the real economy and dompaéitical groups. In the middle
ground between these two poles, ‘serious’ or ‘hagtt’and its practitioners and admirers
develop aesthetic theories and traditions basdukbefs in the disinterested pursuit of
ideals, such as that of beauty or truth, spiritmaltherwise. The esoteric nature of much
of the work and criticism produced means that auzie are small, and appropriately
educated, and economic rewards, if there everrgreaae often posthumous or late in
arriving. The fact that the critical and poetiainhinology common to the avant-garde is
often borrowed from religion and philosophy tetisown tale.

Bourdieu defines a cultural field as a spac®uafes, or struggle, in which ‘producers’,
either consciously or unconsciously, stake outitpwss’ and ‘position-takings’ with
respect to other agents already present in the fielentering the field at the same time.
Positions and position-takings are in large pat¢iheined by thdabitusof these agents,
which, as the term suggests, refers to relevantigedjhabits and the skills, knowledge,
and tendencies the individual agent is born withntm, and acquires through life
experience (upbringing, formal education, and o Armap of any individual's
positions within a cultural field reveals a ‘sodiajectory’, and knowledge of that
individual's habitus reveals the ‘possible’ pogititakings available to the individual in
relation to the state of the field at any givendirRor this reason, decisions on position-
takings are frequently unconscious, being groundédbitus and that individual's
perceived position in the field, or the positioattis aspired to.

Bourdieu describes the emergence of the modemch cultural field after the
disappearance of the old systems of political &tidious patronage and control, and the
appearance of new cultural consumers (the bourigeansl the working class) and

modern cultural institutions (universities, museusts.). The emergence of a modern
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cultural marketplace and relatively independenitinsons of consecration led to
divisions within the fields of cultural productidlterature, fine art, etc.) and an eventual
reordering of the entire field of cultural prodwcti In the case of France, the bourgeoisie
and the working class became culture consumeecaromic opportunities for
producers, resulting in the production of culturerenor less to target audience tastes. In
part as a response, or reaction, to these develdpntbere emerged an avant-garde
dedicated to ‘serious’ or ‘high’ art and the slodart for art’s sake” — and not for the
sake of money, thus the economy reversed refeoratidve.

The appearance of the avant-garde implies taeedhlusio of the importance of art to
modern culture and life, of a sense of being gaasiof disinterested cultural production
devoted to beauty, spiritual discovery, and adistditions (or selected portions of
traditions, as identified by individual agents).\Wver, the betterment of humanity, or
society, is considered a tainted motive, ultimatelthe service of the ruling social
groups, and therefore to be shunned.

Some critics have devalued Bourdieu’s work asxidabecause he makes frequent
references to classes and uses terms such alihgebisie’ and ‘producer’, for
example. However, the term ‘the bourgeoisie’ wased in nineteenth-century France in
response to evident social changes then occuaiwas later borrowed by Marx. On
the other hand, for Bourdieu ‘producer’ is a genégirm used to avoid the culturally
loaded, highly mystified term ‘creator’ that is mtimate part of the sharellsio of a
cultural field. That said, he prefers the use afarete terms such as ‘poet’ and
‘intellectual’ wherever possible.

However, unlike the “sub-field of high litera&irdealt with Bourdieu, the sub-field
referred to here as the Second World of Poetrygsses only an avant-garde and lacks
any form of “establishment” that would be recogbiesby western standards. This
situation is a result of the unofficial nature loétSecond World in which the only valid
legitimizing agents are the resident poets and thefficial publications — these poets
have greater prestige and thus cultural authdniy bthers, due to longer histories of
publication or longer histories and greater accated prestige within the sub-field. In
this sense, the earlier Misty poets can be se&kasy on the role of an “established

avant-garde,” as they are to some degree legittrazea target for attack by newcomers
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to the sub-field, on account of their earlier anarenfrequent official publication in the
PRC, and subsequent recognition by sinologistscatids outside the country.

Thus, paradoxically, the appearance of acceptand mere occasional publication of
the Second World poets in the CCP-dominated Firstithof “official” media in the
PRC (and, therefore, a form of recognition) hastamtially delegitimizing effect,
especially in the eyes of ambitious newcomerseédbcond World. This is, in fact, the
political element touched on only briefly in thestern-oriented model constructed by
Bourdieu. To an extent, this situation mirrors estern avant-garde’s reaction against
the accumulation of popularity and economic capitedugh art, which in post-Mao
China during the period covered by this study isrekkadowed by the accumulation of
the political capital necessary before anything.els

Given the inherent instability of the unoffice&cond World that arises from the
pressurized, borderline illegality of these poetslication activities, internal
legitimizing agents and a resultant “establishmeatinot enjoy more than a fleeting
existence. What cultural legitimacy can be attaigsatierefore tenuous and frequently
reliant on external sources, such as translatedgiopoetry and critiques that are often
soon destabilized by translations of newer, antagjorpoetical tendencies and critiques
as thrown up through the mechanisms of the westeaint-garde, as described by
Bourdieu. A further paradox results from the unsatidesire for recognition that leads
avant-garde poets in the PRC to seek, or acceplicption in official media, which
thereby potentially undermines their own moral atitl and position-takings against the
CCP-dominated literary establishment.

This is a brief summary of some of Bourdieu'sesa points. Just as he demonstrates
the efficacy of his theories by applying them toateenth-century French literature and
art, 1 will show their efficacy in relation to ti&econd World of Poetry and avant-garde
poetry in 1980s Sichuan. I will, however, attenglimit specific references to the
theories of Bourdieu, restricting references teséhpoints in the study where | feel they

may be useful and enlightening.

Whenever possible, | shall work poems into & in their entirety, weaving them into

the story as it develops, treating texts with thag that seem appropriate at the time and



17

which may, in fact, be suggested by the poets thkmas, several of whom espoused this
or that aesthetic doctrine. Unless otherwise nakdranslations are mine.

Where possible, | shall apply the standardgtiets themselves claim as their own
when judging their work. | will attempt to draw myn conclusions, based on close
reading practices, as to whether what has beemupeods ‘successful’ as a work of
poetry within the context of China’s Second WorfdPoetry at the time.

This begs the question as to what can be carsidriccessful poetry, or even poetry.
This issue is of particular importance with regerdNew Poetry in China, still struggling
— as it has been since its inception in 1917 i favor and an audience comparable to
that which still exists for classical Chinese pgehoth in China and overseas.

| am aware that by focusing on a limited numdfeavant-garde poets, | am serving a
legitimizing function necessary to the creatioriref avant-garde sub-field in Sichuan
and China as a whole. However, it is my hope thatlers will find my treatment
balanced and fair, focused as much on the poeitiewby the poets in question as on
their position-takings and other related activiti@s of which constitute the genesis of the
avant-garde during 1982-1992. Also, due to limiéedess to issues ©he Poetry Presé
i #R), for example, during 1986-1989, | have been umabfully document avant-
garde polemics and position-takings in officiagtéary publications. | have primarily
focused on such activity as it was embodied andighéx in unofficial media within
Sichuan. As the primary focus of this study iselstablishment of the autonomous sub-
field of the avant-garde in China, | do not beli¢vis to be a major weakness.

Given the groundbreaking nature of my work, Véngelt the need to footnote heavily in
several chapters. It is my hope that this willalloterested scholars to pursue related
topics, with footnotes serving as a guide to saisred themes of possible interest that
are beyond the scope of this study. As in any fdlgtudy, the importance of basic fact-
finding cannot be stressed enough, especially wheh work has not been done on a
systematic basis. It is my hope that this study file gap that currently exists inside and
outside of China. It is of interest to note tharthhave appeared in China in recent years
a number of books consisting of collections of pganhterviews, photographs, etc.

dealing with avant-garde poetry of the 1980s. Iparticularly grateful for one of these:
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the Sichuan poet Yang LiSplendor(#/#%; 2004), three chapters of which first
appeared on the Internet in 2003.

On a final note, a glance at the bibliographdidates that | have used several sources
available on the Internet. Part of the reasonHwr i that | live in Prague and there are
virtually no relevant resources available to meshehave been able to make trips to
Vancouver and Leiden to gather materials, but prging amount — much of it new — is
readily available for download on the Internetopk the bibliography may serve as a
partial guide to scholars similarly inclined. Fuatmore, through DACHS, the joint
venture digital archiving project between the Unsity of Heidelberg and the University
of Leiden, | have been able to preserve valuabkemads in the poetry section of the
project, for which | am responsible.

It is my hope that this study will be publish@dine and be freely accessible to all
interested in this area. In so doing, | hope talble to stimulate debate and further
research in the area. As responses to my DACHS teadkte indicate, Chinese poets
will also take part. A dialogue with all interestedrties will allow me to update, correct,
and expand on what | have written here, and inosagdproduce a form of living
scholarship, which | believe is the future of semship that deals with current events or

the recent past.

In what follows, | shall trace the developmehthe avant-garde in Sichuan on a
chronological basis. After a general national oiewof the sub-field, | shall address the
pre-1978 situation through a brief study of anwidlial poet (Zhou Lunyou). This will
be followed by a focus on group and journal foromtias well as examining related
poetry, beginning witlThe Born-Again Foregt1982) and followed bvacho Men
(1983-1984); the Sichuan Young Poets Associati@Mmdernists Federatiof1984-
1985);Day By Day Make It NeandContemporary Chinese Experimental Poetry
(1985);Han Poetry, The Red FlaandNot-Not(1986-1989); and a number of journals
which appeared after June Fourth 1989 (1989-199#hughout this, I will track the
career trajectories of a number of significant ppstich as Zhou Lunyou, Ouyang
Jianghe, Zhai Yongming, and Liao Yiwu, while notithg success, or the lack of it, of

avant-garde poetry within the literary establishtreerd among the poetry-reading public.



