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CHAPTER 8: MOVING INTO THE PUBLIC EYE: A GRAND EXHI BITION

The events within the Second World of Poetr@gichuan and the rest of China during
1985 paved the way for avant-garde poetry to aeh#éesignificant breakthrough with
regard to official publication in the following yedrom early 1986 until the summer of
1989, an ever-increasing number of avant-garde p@gpeared in major official
journals. There was a break in this ‘success’ d@unmich of 1987 due to a crackdown on
‘bourgeois liberalization’ that followed nationwidéudent protests in December 1986.
However, 1988 and 1989 saw even more avant-gareteypoeing published in both
official journals and — in a new development —@éily published, multi-author
anthologies.

Sichuan’s, and China’s, avant-garde poets coetirio experiment and produce
unofficial journals, only now an increasing numbécritics, many of them of the same
age as the poets, began to write journal-artiddesiatheir poetry. By the summer of
1989, it appeared that the Second World of Poetdydeen off the criticism, indifference,
and ignorance that had earlier greeted the worymed within it. While their poetry
was not as popular as humanist-oriented Misty gded been in the late 1970s and
early 1980s, by 1989 it seemed as if there wasgabknowledgement and acceptance
of the individualization of poets and their poetrighin a society and culture which — like
avant-garde poets and poetry — had been fragmemtindernizing, and seeking to adapt
to rapidly changing circumstances.

Individual poets who had previously gone largamoticed adopted varying public
positions and pursued different careers. Theirag®vere often determined by their
previous postures and continuing connections t&dwnd World of Poetry, as well as
their personal circumstances — or, in Bourdieushtegheir habitus. In this chapter, after

examining the circumstances of the avant-gardekbrezugh into the realm of officially
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published poetry, individual studies of three aansling individuals — Zhai Yongming,
Ouyang Jianghe, and Liao Yiwu — will demonstratme®f the difficulties and successes
of newly emergent avant-garde poets and poetrycimu@n, and China, during 1986-
1989.

Public Acceptance of Modernization and Ma@inalization

Liberalized editorial policies because of thevnmore relaxed CCP cultural line
inaugurated by Hu Qili and the CCP Secretary Gém&rayaobang during late 1984 and
1985 led to an increase in official publication ogpnities for Sichuan’s avant-garde
poets in 1986. This trend was aided by the recentnto establishment journals of
younger, more adventurous sub-editors, such as Xeuglu and Wang Jiaxin &oetry;
Zong Renfa aButhor(moving there fronGuandong Literaturén late 1985), and Zhu
Yanling atFlower City (Z£%), a bi-monthly, nationally distributed literaryjmal out of
Guangzhou. Poets sought out these younger, morerapwled editors, and they, in turn,
also sought out poets once someone of their acgunai@ presented them with a
manuscript they admired. As was now the customtspeeuld mail or personally deliver
manuscripts, private collections, and unofficialjmals in which their work was
published, to friends and editors, and these paeoodd then be shared with their
friends3??

Sichuan poets such as Liao Yiwu, Wan Xia, Zhaayou, Li Yawei, and the brothers
Song Qu and Song Wei spread their own and Sichym@gy throughout China through
their travels and correspondence with other pasdsaath literary editors. Already in
1985, this activity had resulted in the publicatadravant-garde poetry by Song Qu and
Song Wei, Shi Guanghua, and Liao Yiwu in officiggdary journals.

Liao Yiwu, Zhou Lunyou, and Zhai Yongming, fotaanple, were previously well-
known due to their ‘training’ under the tutelageetder establishment poetsStarsin

Chengdu and the subsequent publication of thelieegore-1984 poetry in official

322 The author initially became acquainted with Chénavant-garde poetry through manuscripts, private
collections, and unofficial journals passed ontignids who were former classmates (such as Zhuinggnl
editors (such as Tang Xiaodu), intellectuals (saghiu Xiaobo), and artists (such as A Xian).
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literary journals. Liao and Zhou in particular waiubsequently use these contacts and
acquaintances to their own advantage, but woutdralsommend the work of other
avant-garde poets whom they admired.

Another key factor was the rapid increase inrthnber of official literary journals and
papers and publishing houses in China during ti8®4.9This was not surprising
considering that all such periodicals had beeredakiring the Cultural Revolution
period. In October 1979, there were only 50 litgraeriodicals in all of China, but this
number had grown to 110 by April 1985 .The number of journals continued to increase
until 1987, when there was a cull in numbers dutirgcrackdown on ‘bourgeois
liberalization’.

Liao Yiwu's Literary Wind of Ba Countrin Fuling was closed in 1987 after only two
years in operation, as weP@etry Selections Lanzhou andChina Literaturein Beijing,
to name but three. With much controversy, in mi@@.¢he latter journal was notified it
would be closed at the end of that year: this iaigis that the CCP’s more conservative
elements took advantage of the political climat@anuary 1987 to enforce further
closures they might have previously only hopeddueve. The closure @hinaalso
showed how dangerous it was (and is) to be tootayanale in Beijing, the center of
political power. Altogether, these and other joliciasures in early 1987 frightened
editorial boards everywhere in the country into enconservative publication policies for
a brief period. Given the fact that the poetry @d_Yiwu and Yi Lei of Tianjin, as well
as the avant-garde fiction of the artist-writer 8an — all published in the 1987 no. 1-2
issue of Beijing-baseBeople’s Literature- was singled out for national criticism by
Deng Xiaoping himsel{?*it was clear to all literary editorial boards tiaant-garde
literature was best avoided for the time being.

The nationwide student demonstrations, whichdethe campaign against bourgeois
liberalization and the resignation of Hu YaobanglénJanuary 1987, were triggered by
demonstrations on December 5 and 9 in Hefei, Aphavince, in protest against the
manipulated results of university and municipat8éns. These protests quickly spread

to universities throughout the country, and did mait until prominent, inspirational

323 Link (1999): 179. Many other relevant issues, sasheadership, CCP controls and censorship, and
systemic reform, are also dealt with in Link.
324 See the editorial self-criticism published in thtarch 1987 issue dfeople’s Literature
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intellectuals and writers such as Fang Lizhi andRinyan were stripped of their CCP
membership in early Janualy. The political campaign would continue until the
Thirteenth CCP Congress in October 1987, when ¢he@CP Secretary General Zhao
Ziyang called for unity and stability within thempa

A statistical analysis of the publication of I8ian avant-garde poets in a limited
number of nationally circulated literary periodeauring 1986-1989 indicates that there
was a drop-off in publications by these poets aufii87. During the period in question
the work of 25 Sichuan avant-garde poets dealt @xtr the course of this text appeared
on 200 instances in 15 nationally distributed &itgrjournals examined by the autfi6t.
This number breaks down to 70 instances in 198 3987, 56 in 1988, and 39 in 1989.
1987 and 1989 were years severely effected byiqgadliurmoil and reactionary cultural
policies. The number for 1987 was boosted by seglgnimaffected, continuing
publication in noticeably liberal official journatsich as’he Plains Literaturef Hohhot
andGuandong Literaturef Liaoyuan. The figure for publication of avantrda work by
Sichuan poets in 1985 was limited to the severmitss (not including work published
in The Literary Wind of Ba Counfrynvolving the poetry of the brothers Song Qu and
Song Wei, Shi Guanghua, and Liao Yiwu, and the dtanincrease in 1986 is
phenomenal.

Publication opportunities were likewise incrahf@ avant-garde poets from elsewhere

in China. A representative list of 40 such pd&tshows that they were published on 275

325 Spence (1990): 723-727.

326 The author had the privilege of unfettered actesse extensive collection of Chinese literary
periodicals held in the Asian Studies Library a Wniversity of British Columbia in 1992-1997, chgi
which time these figures were compiled. These jalsrverePoetry, Stars Author, The Plains Literaturg
Flower City, Shanghai LiteraturePeople’s LiteratureChina Author( 77 /#£5) of Beijing (bi-monthly),
October(-1-J1) of Shanghai (bi-monthlyBeijing Literature Tibet Literature Monthly 77 X 4% /7 7)) of
Lhasa (becoming a bi-monthly in the 1990s), ¥odth Literature Monthly 24 X" /7 #/ not including
1988) andChina Literature both of Beijing. The author also has his ownexdibn ofGuandong

Literature, comprising all of 1987 and 2 relevant issuesl®88 (the journal alternated between ‘popular’
and ‘serious’ literature on a monthly basis), armbkiection ofThe Poetry Pressf Hefei from the no. 78
issue of 12 December 1987 to the no. 94 issuefafdgiist 1988 (at this time in a four-page newspaper
format published at approximately 10-day intervals)

%27 This list was drawn up by the author and is méabie roughly representative of the most accometish
avant-garde poets during the period in questionMdo Yu Yu, Zhang Xiaobo, Wang Yin, Lu Yimin, Che
Qianzi, Chen Dongdong, Song Lin, Yu Xiaowei, Mo,Pé&aohai, Wang Xiaolong, Han Dong, Zhang
Zhen, Meng Lang, Yang Ke, Hai Nan, Yu Jian, Li De&ang Yaping, Da Xian, Niu Bo, Wei Wei, Xue
Di, Xingtian, Luo Yihe, Lao Mu, Xi Chuan, Haizi, ®@lLijia, Li Hong, Ding Dang, Zhu Lingbo, Xiaojun,
Lu Lu, Wang Xiaoni, Daozi, Longzi, An Ranzi, andé®hChunguang.
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instances in the same journals during 1986-198§eff®r with the number for the
Sichuan poets, this yields 475 instances of pulbicdor avant-garde poets and their
work.

A comparison of some of the figures for the@#i journals in question indicates the
relative conservativeness or liberalness of editdrdards throughout the period in
question. The three poetry journals’ figures tedit own storyPoetryhad 28 instances
for Sichuan poets, 61 for others (1986-1983#rs41 and 22The Poetry Presffor 12
issues 1987-1988, then in a single sheet, four frageat) 6 and 23. Aside from 1986,
the Starseditorial board was evidently not enamored of tee avant-garde trends of
Sichuan poets, much less experimental poetry iemgén(In 1986 alone, there were 30
instances of publication for Sichuan poets ando2@t-of-province poets.)

The big 1986 breakthrough for avant-garde poetry marked by the publication in
October of <A Grand Exhibition of Modernist Poe@youps on China’s Poetry Scene
1986> edited by Xu Jingya, which appeared simutiasly inThe Poetry Presand the
Shenzhen Youth Dai{these instances of avant-garde poetry publicatiere not
factored into the figures given for the year 19&6)d markS'he Poetry Presas the
most liberal of these periodicaf€ In an apparent response to <A Grand Exhibitiohe, t
November issue dbtarswas a special issue given over entirely to thergeethere were

no manifestos — of China’s poetry groups and siesi?t’

328 |n fact, early in 1985, an arguably greater ‘eithilif contemporary avant-garde poetry had been
published semi-officially by the May Fourth Liteya®ociety at Beijing University. Thdew Poetry Tide
Poetry Collectionedited by Lao Mu, consisted of two volumes and Bages, but due to its university-
funded, semi-official status never circulated faydind Beijing university campuses and the homes of
poetry contributors and editors, and their friedifile well over 500 pages were given over toThday
poets (the entire first volume), other Misty positsl a few exemplary pre-1949 experimental poetseth
were nearly 300 pages for avant-garde work by naevecgoets from all parts of China, including Zhang
Zao, Zhai Yongming, Ouyang Jianghe, Bai Hua, Liaw Song Qu and Song Wei, and Shi Guanghua.
However, being semi-official, the anthology hadited circulation, and, while the new experimentakkv
of 1983-1984 collected within it is of great intstiethere were many more recent poetry groupings an
poetry available to Xu Jingya in 1986. Lao Mu wiksoadhe editor of a simultaneously published
companion book to the anthology entitdung Poets Talk Poet(yZ % i7 A £ 77), a collection of
writings on poetry (180 pages) by some of the pottsse work is in the anthology. Among these, there
are articles by the Sichuan poets Bai Hua, Zhaig¥iung, Shi Guanghua, and Song Qu and Song Wei.
329 At this time, Sun Wenbo, Ouyang Jianghe, and Xloaigming belonged to what was called The
Present Poetry SocietYi(fE #r4k), and, as well as a brief manifesto-like statemienir of their poems
were selected: Sun <The End of Love2 {1 £ 4f); Ouyang <Interlude>fi iff); and Zhai <Terminus>
(£ /%) and <Wait and See{(:2).

Li Yawei's <Su Dongpo and His Friends> was astected. However, he is not listed as belonging to
any group. There is only a notation that the poeaa 8elected from <Chinese Contemporary Experimental
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<A Grand Exhibition> proved to be controversiaboth official and unofficial poetry
circles during the rest of 1986 and, especiall\371Divided into three parts, each laid
out over two newspaper pages; Xu had difficultyndgustice to any one poetry group,
not to mention the exhibition itself. In total, fbetry ‘groups’ were represented by a
manifesto and at least one poem (in one case,comignifesto). To make matters worse,
25 of these groups were in fact individuals. Wi8lehuan was well represented by 13
‘groups’, four of them were individuals (such as Blong, Xiao Kaiyu, and Yang
Yuanhong) and one was Shang Zhongmiursversity Student Poetry Grougiscussed
previously. As a result, nearly 50% of the avagafipace was occupied by manifestos,
and led to the editing down of lengthy poems (saghiao Yiwu's <Lovers> and Li
Yawei's <The Chinese Department>). Many avant-gakss felt the editing and layout
of the exhibition belittled their efforts as indivials and as group® In 1989, Li Yawei
and Liao Yiwu, in officially published comments, stated that serious avant-garde poets
had already “returned to their desks” by 1986, @nad the so-called poetry movements
and Isms that sprang up in that year were effegtzets of self-aggrandizement on the
part of individuals or groups of poets. During thext 12 months after publication of the
exhibition, numerous articles appeared ire Poetry Pres#oetry, andStarsthat were
either critical of the entire exhibition, individuaoems or manifestos, or of all three. Still,
the exhibition did get ‘names’ and poetry out targer public in a form that was
difficult to ignore. In total, 21 of Sichuan’s avagarde poets had 25 of their poems
published there.

Poetry>, the unofficial journal published in Fulimg1985. This was also the case with Zhou Lunyou,
whose <Wolf Valley> was selected from the samerjaljras was Li Yao’s <Elopement®\§i).

Poetry from the first issue of the Zhou Lunyalited Not-Not(June 1986) was also selected, but only
that of female contributors: Liu Tao’s <Music Nots] > (& %F [5] ); Shao Chunguang’s <Proof of a
Wild Nature> 7% I3 H); and Yao Cheng’s <An Operation in the Wrong Pla@é {17 ) T- &) and
<Coffeeshop> Wik T).

Well-known poets of the Third Generation frorhetparts of China were also selected. <For Yap Fei
(45Wk5E) by Thenis Yu Jian was taken from his earlier period atudent at Yunnan University, when he
was a contributor tGingko(#Z75). Han Dong, the editor athem is represented by <This Wind& ¢4
M), but the poem is attributed to <Chinese ContermydExperimental Poetry>. Anoth€hemmember,
Xiaojun is represented here by <Everyday Lifé®# 4:7%), but the poem is taken from a Sichuan
unofficial poetry papeiChina Contemporary Poetily7? /& 5 1Ci74).

330 private communication with several poets.
331 seeAuthor, July 1989, p. 67, in <A Four-way Conversationfwant-garde Poetry>€# 17U A\ %),
featuring Liao, Li, Ba Tie, and Gou Mingjun, receddin March 1989 at Gou’s home in Nanchuan.
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Furthermore, journals such@sandong LiteratureThe Plains Author, China
Literature (during 1986 before it was close®hanghai Literaturgin 1988-1989),
People’s LiteratureandChina Authorgave surprising amounts of space to avant-garde
poetry, even though they were comprehensive lygoarnals carrying mostly fiction.
Other similar journals, such 8ijing Literature October Tibet LiteratureandY outh
Literature rarely did so, which identifies them as amongrtioge conservative of
literary periodicals in China already in 1986.

A further phenomenon involving official literajgurnals was the sudden, unexpected
appearance of large sections devoted to avant-gaetey in issues of otherwise fiction-
only, or locally oriented, journal€hang’an LiteratureMonthly (K 2 X 5%/ 7)) is a
journal normally devoted to fiction only, but thet®Ober 1988 issue featured 10 pages of
avant-garde poetry by poets such as Tang Yapinga@uJianghe, Meng Lang, and
Xiao Kaiyu, as well as six poems by Allen Ginsbeanslated by the husband-and-wife
team of Daozi and Zhao Qiong. As residents of Xithe latter two had arranged the
publication of this small collection.

A similar instance in March 1988 involved thewnéocal official periodicaBa
Mountain Literature Monthly 2 /// X 5% /7 7/}) of Daxian, a city to the north of Fuling in
eastern Sichuan (possibly a replacemenTfa Literary Wind of Ba Countrsyhich was
closed in 1987), and was organized by the Beijiageld poet Da Xian, who was invited
to play this role by a friend working as a sub-edit the journaf® The journal gave
over 25 pages to the resulting collection, whiatiuded work by Da Xian himself, Zhai
Yongming and He Xiaozhu of Sichuan, Chen DongdordyWang Yin of Shanghai, Xi
Chuan of Beijing, and Han Dong of Nanjing, amonigeos.

These examples and the author’s survey of seliterary journals are just a glimpse at
the full reality of the situation at the time in i@&. There were many more poets writing
and publishing avant-garde poetry, and there wedeaver 100 literary journals and

papers in which they could have their work publéshe

332 The figures for all these journals, broken intbljation instances for avant-garde poets from
Sichuan/the rest of the country (all 1986-1989 smiatherwise notedPeople’s Literatured/18; Author
20/28; The Plaing20/29;Flower City3/6; Shanghai Literaturd 3/12;China Literaturel4/13 (1986 only);
Guandong Literatur@1/27 (8 issues, 1987-1988eijing Literature0/2; October0/4; Tibet Literature0/4;
Youth Literature2/7; andChina Author4/17.

333 personal communication.
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In addition, during this period, there was acr@asing interest on the part of publishing
houses to prepare and publish multi-author anthedoiipat included, or were wholly
devoted to, China’s new avant-garde poetry. Pralyod’ang Xiaodu and Wang Jiaxin’s
anthologyChinese Contemporary Experimental Poetry Seleatias mentioned as the
first of these. The editors prepared the manusduphg 1986, but changed political
circumstances in 1987 led the editorial board efghblishing house to request changes
in the manuscript. This resulted in the removea oumber of poems (for instance, Liao
Yiwu's <The City of Death> was replaced by seleusidrom <The Great Cyclé¥).
Despite these difficulties, 19,500 copies of thithalogy were published in June 1987.
Tang experienced even greater difficulties witlhidhfer anthology he compiled in 1988-
1989%° Because of the political climate following theuhd 1989 massacres, this
anthology was not printed until July 1992, withuagsisingly large print run of 30,500
copies. As such, it was one of the first harbingérs new liberalized cultural policy in
China at the time.

<A Grand Poetry Exhibition> was updated and ishield in book form under the
editorship of Xu Jingyagum suisin September 1988 by Shanghai’s Tongji University
Publishing House. This volume’s print-run of 3,08@s more typical of other avant-
garde poetry anthologies at the time, and, in fhating the 1990s and up to this day. Xu
and his fellow editors apparently made some attempctify the shortcomings of the
1986 <Exhibition>, increasing the number of poeorsihat they deemed important
poetry groups in the original collection, and apieg a 163-page poetry anthology
consisting of the post-Exhibition work of some lo& original contributord®® However,
the decision to place the Misty poets (a membevioEh Xu is considered to be) at the
head of the book — in 1986 they were at the hedhaf3 of the <Exhibition> — would
have done little to change the opinions of itd@giamong avant-garde poets. The
members of Sichuan’s Not-Not might have been ptk&séind themselves promoted

from first in Part 2 of the <Exhibition> to numbtro in the book, following the Misty

334 personal communication from Tang.

335 Tang Xiaodu ed. (1992).

33 After the disappointment and anger caused by fiigéinal ‘exhibition’, some poets refused further
participation. These included Liao Yiwu, Yang Lhal Lunyou, Lan Ma, and Han Dong, among others.
The author was witness to refusals to participathé book at the spring 1988 Grand Canal Poetry
Conference in Jiangsu province.
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poets, even if the Misty poets were not an activedp’ with a manifesto and
publications such as theirs.

Another anthology of some note wHe Third Generation Poets Exploratory Poetry
Selection 7 =7CiF A % 1#4), edited by Xi Ping and published in Beijing in
December 1989 by the China Literary Federation iBhinlg House " [E SCI¢ H b £1)
with a print-run of 6,300. At 634-pages in lengtiis was the largest anthology of avant-
garde poetry published during the 1980s. Howevennsists of a haphazard selection of
poetry of uneven quality from various unattributedofficial poetry journals that
appeared throughout China during 1985-1987. Ovempt@ms by 175 poets can be
found here.

A final phenomenon in the literary publishingndoworth noting was the appearance
during this period of a relatively large numbemdfat are called ‘appreciation
dictionaries’ of poetry ranging from the classittathe modern. In such a volume, poems
are selected by an editor (or editors), who thatesa brief article about each poem,
analyzing its qualities, thus justifying the poers&dection and aiding the reader’s
appreciation of the work. In 1988 at least two sacthologies focused primarily on
Misty poetry were published with large print-ruttse first,Chinese Modern Misty
Poetry Appreciation and Analysi&” /# 5 1C/5 1k 7 2 #7), was published by Flower City
Publishing Housef¢ i H! i #1)3*” in Guangzhou in April with a print-run of 46,06hd
included poetry from the 1920s up to a very fewseoamative selections of post-1984
poetry; the second is entitlddisty Poetry Famous Works Appreciation Diction&fs¢/#
FFEE R 2 put out by the Shaanxi Teachers’ University Raibtig House [ 7t
ITYE K2 B AL) in Xi'an, had a print run of 20,000, and congilsté a selection of 22
Misty and post-Misty poet§® Although single representative avant-garde wofkzhai
Yongming®® and the brothers Song Qu and Song Wei were ind|utie poem by Liao

Yiwu is from his pre-avant-garde phaé®.

337 Zhang Yaxin & Geng Jianhua ed. (1988).

338 Qi Feng, Ren Wu, & Jie Er ed. (1988).

339 <The Black Room> J;31i1)), the first poem from the 1986 series <People Livéhe World> (\ -7
).

340 The official prize-winning <The Great Basin>.
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The best of these ‘dictionaries’ was edited I Chao and published August 1989 in
Shijiazhuang by the Hebei People’s Publishing Hdugat A [t i £1), and had a print
run of 15,000. Within th€hinese Exploratory Poetry Appreciation Dictiongry’ /##

F iR FEA), the last 206 of its 664 pages (in unusually snyakéiface) were devoted
to post-Misty avant-garde poetry, the rest covetirggdevelopment of China’s New
Poetry up to that poinf! The work of 12 of Sichuan’s avant-garde poetsp@dms,
including the full text of Liao’s long <City of D#a&>) is among that of a total of 41 poets
selected by Chen from all parts of the courtfy.

The foregoing events signal the success of GhiBacond World of Poetry in
infiltrating and occupying a significant sectorffeetively the avant-garde sub-field — of
the official poetry scene before the summer of 1988s success was in part due to
continuous networking by avant-garde poets in theest to seek out like-minded
individuals in the official poetry world.

By all standards, among the most successfilasfe avant-garde poets, a relatively
large number came from Sichu#AThe remainder of this chapter will examine the
poetry and career trajectories within the avantlgaub-field of Zhai Yongming,
Ouyang Jianghe, and Liao Yiwu during 1986-1989.

%1 This book was republished in two volumes with iatprun of 5,000 in 2002 by the same publishing
house, with the addition by Chen of a few poetachsas Zhang Zao — and new poetry for some of the
formerly selected poets — such as Zhou Lunyou aidHBa. The other changes are to the title, now
prefaced by the wordBwentieth Centur{20 7/Z7), and the addition at the end of the second volafze
45-page chapter devoted to the explication of featjy-used terminology related to modern poetry.

%42 |n order of appearance, they are Zhai YongmingoLYiwu, Tang Yaping, Yang Li, Li Yawei, He
Xiaozhu, Ouyang Jianghe, Bai Hua, Zhou Lunyou, §h&mongmin, and Song Qu and Song Wei.
¥3|n the aforementioned analysis, instances of iaffigublication in 1986-1989 for some individual
Sichuan poets were as follows: Liao Yiwu 20 (1988 1987: 2; 1988: 2; 1989: 6), Xiao Kaiyu 20 (8/2/
Xiao’s case is unusual and will be commented o@hapter 12), Zhai Yongming 18 (7/4/5/2), Ouyang
Jianghe 15 (6/1/5/3), Zhou Lunyou 14 (6/0/5/3)Yawei 13 (5/3/2/3), Song Qu and Song Wei 11
(4/4/2/1), Yang Li 11 (1/2/5/3), Shi Guanghua 1(8//0), Shang Zhongmin 10 (5/1/4/0), He Xiaozlou 1
(4/3/3/0), Sun Wenbo 6 (2/1/1/2), and Bai Hua /22).
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The Poetry of Zhai Yongming

The poetry of Zhai Yongming was last discusse@hapter Six when her series of
twenty poems called <Woman> was said to heraldisiegeof women’s avant-garde
poetry in China. However, while poems from theesdppeared iModernists
Federationand at least one unofficial journal outside Sichia1985, it was not until
1986 that the poems of <Woman> began to appedfiambliterary journals. Before this,
while Zhai’'s name might have been familiar to readd Sichuan LiteraturendStars
there was little in her poetry to suggest readatside of Sichuan might remember her
name. As the critic Tang Xiaodu relates, upon finseting Zhai in 1983, a friend
introduced her to him as “Sichuan’s little Shu Tigiine famous Misty woman poef}f?
Poems from <Woman> were first published in earl@6.th The Poetry Presdollowed
by six in the September issueRdetry, and a further two in the October issueCtina
Literature*® In addition, in late 1986, the Lijiang Publishilguse of Guilin made
Womanone of a series of avant-garde poetry collectiorduding Zhai’s book with
those of other poets such as Shi Zhi and Duoduis. Was the first officially published
poetry collection for most of the poets selectedrébver, in 1987 poems from this
collection still could be found in the May issueSifanghai Literatur&® and the June
issue ofGuandong LiteratureWith this unprecedented success, there also #nese
beginning of a polemic over the nature of womemstpy, a polemic that continues to
this day — and Zhai Yongming’s name and the paaftMWoman> is invariably part of it.
During the course of 1986-1987 the poetry of wormiech as Tang Yapirtj! originally

%44 Tang Xiaodu (2001): 215.

5 The same two poems previously publisheMadernists Federatian

348 Interestingly, the editors felt the fact that taésur poems were from <Woman> should be disguised,
and claimed they were from a series called <Froant 8 Finish> {5%¢). Apparently, in early 1987,
Zhai's <Woman>, like Liao Yiwu's <The City of Deattand Yi Lei’'s <An Unmarried Woman’s
Bedroom>, was felt to be too ‘dark’, ‘negative’ datewd’, and the title of the series was alreaaly well
known to get through the censors (in fact, theoeidit board). For more on censorship and the fonstiof
editorial boards see Link (1999).

%7 Tang is mentioned in relation to the first appaaeaof Third Generation poets in Sichuan in 1982 in
chapter four, when she was a student at Sichuavetsiiy in Chengdu. Zhai mentions Tang as one of he
visitors during her stay in hospital while writis¥oman> in 1984, although Tang did eventually miwve
Guiyang to begin working in television that yeaheTinfluence of the poetry of Sylvia Plath and Zkai
evident in Tang’'s <The Black Desert# . ybi5), a series of twelve poems written in 1985 dealisitty
darkness and the night of being a woman in a maaid, although Tang’s poetry is more physical than
Zhai's. Ten of the series’ poems were first puldisin The Modern Poetry Papé#///( 747 7£) in March
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of Sichuan and a friend of Zhai, and the Tianjietpdi Lei**® would become part of the

developing school of women’s poetry. However, thtads of this polemic are beyond
the scope of this stud’

There is more to Zhai Yongming than <Woman>halgh it is sometimes difficult to
see this in what critics say about her poetry ei®92. The result of this concentration
on one series of poems has led to a neglect of<Zimaturation process as a poet during
the rest of the 1980s. While some of the same inyasyed metaphysical interests of
<Woman> remain, Zhai turns to new, more autobidgicg, more reality-based subject
matter, only now she has the confident, new visibtine poet-creator that she began to
work out for herself (and other women poets) olierdourse of <Woman>’s 20 poems.

Zhou Zan has written that <Woman> being the grouealer for women’s poetry in
China, she is inclined to treat it as Zhai's maidenk of poetry**° By doing so, critics
gloss over the artistic and psychological diffi@dtZhai had to surmount to achieve her
breakthrough: moving from Misty poetry in termssobject matter and technique into
the avant-garde with respect to both, and being rerch out on her own as a female
poet challenging the traditionally male-dominatpteres of Chinese poetry and poetry
criticism.

At times biography is important to a full understang and appreciation of a poet’s

work:

...but actually while writing <Woman> (1984), <Peadefillage> (5% J+;
1985) and <People Live In The WorldA (E7E1H; 1986), for all of three years
I lingered long-term in dirty hospital wards; oftite at night, after ten o’clock, I'd

1986, put out by the cultural department of Jiamjitn Zhejiang province. The series found a larger
readership and attracted controversy when twoeoptiems and a poetical manifesto were published in
Part 3 of <A Grand Poetry Exhibition>.

348 Yj Lei gained fame and notoriety for the publicati and subsequent criticism, of a sequence of 14
poems entitled <An Unmarried Woman'’s Bedroorfi: i < A [l %), published in the 1987 combined
1-2 edition ofPeople’s Literature

391n English, there is little work on this subjectdate. See Tao (1996) and Jeanne Hong Zhang (2002)
and (2004). In Chinese, see Chen Xuguang (1995engMifei (2000b), Shen Qi (1994b), Zhang Huimin
(1995), Zhao Siyun (2002a, b, c, d), Zhou Zan (2@0®I (2002d), and any recently published critical
survey of Chinese modern poetry, such as Xie & ¢i@i®93), Chang & Lu (2002), Li Xinyu (2000), and
Xiang Weiguo (2002); also see Li Xiaolin’s <Zhaingming's “Disease” Consciousness# < 1] 1) “
9”7 & IH) in Zhai (1994).

¥0Zhou Zan (2002d): 2.
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endure cold winds sitting on a bench writing outside ward .3

In her many non-fiction essays, Zhai only once mo@stsuch concrete, and seemingly
vital, biographical details for this crucial periodher poetical development — in an essay
published in the February 1996 issuédathor. However, critics continue to ignore, or
overlook, these biographical details and insteadlidwn the influence of Plath, and
metaphysical and generalized women'’s issues.

It was not Zhai Yongming who was ill, but hertimer. Between 1983 and 1987, Zhai
spent long periods of time living with her motherthe hospital — the longest being a five
month period in 1984 — and visiting her on an alnaasly basis when this was not the
case. Finally, in 1987, Zhai stayed with her mothening the last few weeks of her
life.>

The nature of Zhai Yongming’s mother’'s medicallgem is not important to the
appreciation of Zhai’s poetry, but her attachmertiér mother, the nature of the
environment Zhai lived in, and how she adapted i KWoman> can be seen as a
reinvention of herself as a poet in a world apemtf that of other Chinese poets, men and
women. No longer was she influenced by male-dorathabetics, such as that of the
Misty poets. Aside from visits by friends bringiagd talking poetry, she was left alone
with her emotions and uncomfortable environs, agrdpoetry reflected these creative
and existential difficulties.

After <Woman>, in 1985 Zhai wrote another seaepoems, <Peaceful Village>, this
time consisting of 12 poems, or twelve months a&stiled them. As a 19 year-old in
1974, like millions of others after high-school duation, Zhai was sent to live and work
in the countryside. These poems are rooted inhileetyears Zhai spent there, a place
that she has called one of her spiritual hof&ghai called Peaceful Village this because
there she recognized the existence of the irrdWerarrangements of fate. The same is
true of being a woman, or, in Zhai's terms, of @ssing the “consciousness of black

night.” Residing in hospital wards, she would adiswe become much more conscious of,

%1 Zhai (1997): 196-198.
%52 Conversation with Zhai on April 28, 2004, in AaghiDenmark.
353 Zhai (2002c): 8.
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and sensitive to, the grimmer realities of life aledth. These were the themes of the
poetry she wrote at this time.

No longer living in the countryside, indeed loygars removed from it, and written
after <Woman>, her ‘view’ of <Peaceful Village> wduwot be realistic, much less a

paean to or a castigation of country life. Thetfigem sets the tone for what follows:

<The First Month> (45— F)**

As if it had always existed, as if all was alreadprder
| arrive, the noise has nothing to do with me
it settles me into a south-facing wing

My first time here | happened upon a pitch-bladhi
everywhere there were footpaths resembling faces
pale and lonely, the cold wind blew

at a moment like this the fields of corn are stirap

| arrive here, | hear the hollows from the doubshstar
and the endless trembling of a night full of fegén

Tiny haystacks scattered and solemn
The sole fragile cloud, solitary as a wild beast
approaches on tiptoe, reeking of foul weather

Those who | come across become hearts worth knowing
the long fishing rods slide across the water'sastef oil lamps flicker
the hoarse barking of dogs gives one pause

Yesterday the sound of a great wind appeared t@oeimend it all
don't let in the black trees

in every corner murderous thoughts take up theicgs

enduring the moments spread over your body

now unfettered | can become the moonlight

In their dreams a married couple hears the patteresdawn rain
By the stone mill black donkeys discuss the tomarro

There, land of mingled dark and light

you know all its years like the palm of your hand

| hear a cock crow
and the windlass of a well

%4 Another translation of this poem and the resheffioems in the series can be found in Tao Naikan &
Tony Prince (1999).
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The I-speaker is removed from, even above, alksineeys. The use of terms like ‘the
first month’ and the ‘double-fish star’ (Pisces)a the poem into the slow, cyclical
rhythms of the traditional lunar calendar, the agltural calendar, a timeless form of life
before industrialization, the idealized life of veen and human as onek(\&—). And
this, in turn, calls for closer attention to theadks of human relations with others and
with nature, both internal and external.

The critic Tao Naikan has tied the pervasivédess of this series in to Zhai’s intent to
represent the village as a spiritual wastelandclwhitimately rejects the I-speaker just as
the I-speaker rejects Tt A close reading of various elements in the sdeiads the
critics Huang Lin and Jeanne Hong Zhang to see Hilgalighting the fate of women
“under the yoke of history and traditiofr® The poems are written from a woman'’s
standpoint, but they go beyond it by dealing wité totality of ‘village’ life as observed
and experienced by a young woman just reachingigdiy®aturity. Yet, it could also be
argued that this mental and spiritual maturity welsieved in the hospital many years
later, and Zhai's memories of village life were nmwenvisaged through a new, matured
prism of consciousness: her recently discoveredscimusness of black night'.

The first, sixth, seventh, ninth, and twelftrepts in the series were published in late
1986 in the unofficial Sichuan journidbn Poetry the first, third, seventh and twelfth
were first officially published in Tang Xiaodu’s @wWang Jiaxin’s 1987 anthology of
experimental poetry; and the whole series was plibdl for the first time in the April
1988 issue oPeople’s LiteratureWhile the series can be approached as a suctessfu
effort in women’s poetry, it is possibly more ptably read as a poetical return by an
urbanite, drawing on highly selective memory, tn&que social experiment set in the
countryside of Cultural Revolution China. No mattdrat else Zhai may have learned
and experienced during those three years, thengritf this series of poems — while not
making up for all that may have been lost (timejcadion, etc.) — is real proof of some
‘profit’ from the experience.

Zhai’'s 1986 series of eleven poems, <People LiivEhe World>, has never received

as much attention as <Woman> and <Peaceful Villagewever, the following poem,

#5Tao (1999).
%6 See Huang Lin (1995): 100-101; and Chapter 6 amde Hong Zhang (2004).
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the first in the series, after being first publidhe Part 3 of <A Grand Exhibition> on 24
October 1986 in th8henzhen Youth Dajlitas been much anthologized and analyzed by

critics %’

<The Black Room>(2 5 [f])

As a rule all crows under heaven are black, argl thi
intimidates me, they have so many
relatives, their numbers are legion, hard to resist

But we are indispensable, we four sisters

we are the snares in the black room

slim and graceful, walking to and fro

appearing to have winning lottery tickets in ouasp
But | intend to work mischief, my heart is harsh
On the surface | maintain a girl’s pleasant disjiasi
while retracing my daily defeats

We are fair maidens of renown awaiting proposalsunboudoir
smiling resentfully, racking our brains

for ways to make ourselves more attractive

Young and beautiful, like raging flames

Very single-minded snares, baked black

(Which of the wavering countenances of good meh slitarply-
ground teeth and ramrod straight gaze, which obthendary-
crossers and calculating plotters shall be my lergtim-law?)

At night | feel

crises lying low all around our room

the cats and mice are all awake

we go to sleep, seeking dreams

the license numbers of strange hearts, in the night
we are women ready to fall like ripe melons

A confusion of phoenixes, male and female, so ahsanforth
we sisters four, daily-new monthly-changeable

Marriage, still at the core of choosing a mate

The bedroom light dispirits the newly-marrieds

Risk it all on one throw, | say to myself

Home is were you start off

%7 For example: Qi Feng et. al. ed. (1988); Chen Gith@1989); Tang Xiaodu ed. (1992); Cui Weiping ed
(1993).
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Tao Naikan has translated the title of this sea®sLiving in the World>. In so doing,
the irony of Zhai Yongming writing these poems wtiih hospital is lost. Instead, Tao
sees these poems merely as a “domestic inspedtisamen” and “a realistic
examination of contemporary urban people,” andndtely claims that in dealing with
“reality” (and not “her dream”) Zhai “falls into atitude, commonplace idiom and loose
discourse *® Both Chen Chao and Ren Wu in their analyses opteen place the stress
on the work ‘black’ in the title and within the pogand appear to treat it as if it were
simply one of the poems of <Womart2There is truth in this, in the continuity of Zhai
Yongming's poetry during this period, but the irceayd cynicism they all speak of
appears to be much deeper than they realize. Thergeed aspect of all women’s
existence in a male-dominated world cannot be demiet neither can Zhai’s existence at
the time within a dirty (black) hospital room pddgishared by three other women, all
recovering from, or succumbing to illness. The-satfckery and irony is even more

evident in the following poem, the ninth in theiesr

<At This Very Moment> (It It %)

Living in the world, without sons without daughters
becomes a harmful business as days go by

The mirror is loyal but loathsome

Facing me

The perfect moment for a born widow arises

A long face, buck teeth, the attitude of she whovks her place
At this moment, I've taken a bead on a certain enatt

What do | want to do? Don’t know

but I'll shock everybody

Most of the time | disappoint them

like a glass of milk, but turned clear

The matchmaker often to’s and fro’s, important lwok her face
At this moment, there’s a war in the east

People, biped and erect

are doing what animals won't

Soccer fans are more brutal because of the weather

%8 Tao (1996): 157.
%9 See Chen Chao ed. (1989): 475-477; and Qi Fera,. eidl. (1988): 222-224.
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A large portrait, cold as a commoner

Fall back on your natural talent, suspended in ooy
Speechless, an omen for a body of communicablaskse

On the way to the hospital, | discover

in the storm, leaves have already forgotten yeatesdoundations
Bright as wine, pearls of water disappear slowly

Things are like this: unchanging and indeterminate

At this very moment, I'm walking among people dess$or the occasion
hands tucked into sleeves | pass, dressed up tkea citizen

exactly the image of a vigilant woodpecker tutitgtaggressively

One lives in the world and ridicules oneself:

At such an extravagant age, it'd be better to marry

If the possibility of “my room” and bed being loedtin a hospital is allowed, then this
marriage of which the I-speaker speaks, and foclthe “matchmaker” works, may be,
in fact, death. Here also is a direct referendbachospital, and the I-speaker’s uprooting
—in a storm, which may be illness — from what nbigéive been her previous ‘normal’ or
‘common’ life, leaving her suspendexhart from it, in a position to comment on it. And
Zhai has been doing just that in <Woman>, <Pead#éflaige>, and in the series called
<People Live In The World>, too.

In 1987, after spending a few weeks in a hospmtam with her dying mother and
another patient with nervous problems, Zhai Yongmeturned home after her mother’s
death and at one sitting, shut away in her own il room, wrote the series of seven
poems that make up <Death’s Desig@Bil (][5 %).3° As Zhai tells it in her 1996
essay <Writing While Facing the Soulpi (].0» 2 [¥]'5 {E), she then put the poem in a
drawer. In many ways this 1996 essay appears &m lagtempted corrective with regard
to the readings of poetry critics up to that tinvbp relate all the poems of her hospital-
years to Sylvia Plath, issues of women’s poetrg, thie metaphysics of life and death, to
the neglect of the poet’s situation at the timevafing. The seventh and final poem in
the series (below) is a graphic description ofrhether’'s death and Zhai’'s emotional
response, yet critics fail to see the horror indbils and consider the possibility, or

consequences, of Zhai being a witness to it. Moreron is the attitude of Si Cheng in

30 Zhai (1996a).
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<Death: As Life Itself>fE1=: 1E 4 4y A4k),** where Si draws on the philosophy of
Heidegger and uses Zhai's series to demonstratedieath can be turned into an
aesthetical confirmation of life. Yet the poetrself is built from intimate details of life
and death, while the analysis of it is restrice@hilosophical and metaphysical
generalizations. Too often, such criticism seettle Imore than a demonstration of a
critic’s grasp of such metaphysics.

As the action of putting the poem in a drawelidates, at least until 1996, Zhai
attempted to keep her personal life private. Thenpeventually did come out of the
drawer. Five of the poems in the series were fiuktiished in the inaugural Spring 1991
issue of the unofficial journ&flodern Han PoetryZ/ /X #f), followed by a slightly
different selection in the 1992 edition Mbt-Nof®? -- a re-launch and fifth issue of this
unofficial journal after the editor, Zhou Lunyowgdbeen released in late 1991 following
two years served in prison and then labor campestern Sichuan. This special post-4
June 1989 situation (the first issueddddern Han Poetryvent into circulation near the

date of the anniversary) seems to have been theoKkéyai's drawer:

<The Seventh Night>(% t7%)

Tonight | get a taste of death
discover its fearful knowledge
Sitting in a deserted room

| think of you, you make me shudder

Wild hair, your eyes emit alarming power over me

and look disdainfully on the human world; you gatyeur cries
Your feet shift on the earth; your flesh won’t lnedgotten again
In a corner of the room it breaks out of its eremrent

A white hospital gown twists tightly around my bifea

Gray mice scatter

their limbs sicken me!

Their long-time custodian couldn’t foresee

the misfortune that arose suddenly

A true-living mother has brought snow down upon me

%15 Cheng (1994).

%2 Four poems from the series were first officiallypfished in Cui Weiping ed. (1993); the whole serie
was first published in the now bi-monthlybet Literature1994 No. 2; and the whole series appeared again
in an officially published anthology of avant-gageetry edited by Zhou Lunyou ed. (1994d).
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She makes me revel in the color of death with $itmt
makes me tell you: not with the tongue

but a lacerated body, a clothes-hanger in the sb@e&ross
The eyes drop into invisible misery

You understand what assassination is, you onceameld
When | was twelve, | had shed my first blood

shaking all over, lying in your icy embrace

| understood how death would come — summon medbeart

Feet bare, you dig into your flesh with both haraige after the other
Lips sealed tight but a voice says:

Death is still here, still active

passing through prefabricated stone panels, rexgdsielf still on the four walls
Endless, exchanging secrets of the apocalypseméth

The night’s straw mat and a sudden growth of caairag

leaks a ray of light into my heart through a blackdow

If | were you and you were me, how much time wadblere be

to let us see the final parting, all that's beearatoned

You deceived me, I've been there

Any signs of people are rare, the air there bumed

and to this day won’t allow me to break free of yebhadow

All night I think of you, my mother

Because of you | now know: the graves of the deadrethe living!

In the context of the journals in which it firstggared, and giveNot-Noteditor Zhou
Lunyou’s recent release from labor camp and thensdee wrote there devoted to his
circumstances and the 1989 massacres (14 werelpetlinNot-Notof which three also
appeared itModern Han Poetry Zhai’s poems can be read in a political wayhalgh

she may not have realized this at the time. Thezetbere was even more reason to write
her 1996 essay, stressing the intensely persoasdms for writing this series and the
three preceding ones. In hindsight, Zhai goes @ayoin the essay that in writing
<Death’s Design> she was finally able to transdéedsubject of death in her poetry and
directly exchange it for “the pursuit of life*§). With this change of subject, Zhai
states that the influence of Sylvia Plath’s poedry exaggerated confessional tone, and
certain aspects of vocabulary and technique algarb&® vanish from her poetry after
1987. Zhai's subsequent poetry bears out thesmg]diut critics have located the change

later, in 1992°3 possibly because they were not aware that <DeBtsign> was

3 For example, see Zhou Zan (2002d) for more on thewmage of Zhai Yongming and critical
impressions of her poetry have been distorted bgémminal 1984-1986 works. Critics such as Cheng Bo
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written in 1987 and not 1992. Published withoutgedf writing, readers could assume
that the series was recently written, as the resteopoetry in the 1992 journals was.
This assumption — placing Zhai’'s poetry togethehwdhou’s highly political verse —
could lead to the misreading of Zhai's series adps. Conversely, the apparently
serious nature of the new issueNaft-Notand that of the poetry contained therein (not
only Zhou’s) may have triggered Zhai’'s decisionake <Death’s Design> out of the
drawer.

The following poem demonstrates Zhai’s new apphato poetry as a “pursuit of life”:

<The Red Room>(4T J55 i)

The days change me, lead me home

I’m not so picky about everything anymore
Sitting in the red room, | lower my head

A hopelessly tangled ball of thread

flows out of mother’s hand to my end of the room

You sigh for me, suffer for me

but | saw the true face of this pain long ago

Endure the love that commoners must endure

because my heart’s already a bird startled by theertwang of a bow
When | make my comeback, and sit here

as always, | still sense its rich potential

And it's the red room that causes your deliverynpai
and spurs you to go on improving

It caused my birth, it made me

retain old blood ties willingly

beneath my mother’s supine body

And in this room

is the sound of my words

Blood flows from my body to my end of the room
Eyes like fish, an odd disposition

A head swollen like a stele’s inscription in thesmi
absolutely motionless, | emerge from the womb amd g

The days change me, make me go home
Sitting in the red room, | see my true likeness

(2002) date her interest in what they call ‘nawapoetry’ to this time, ignoring the post-1987 wof
Zhai's that is clearly informed by similar intergst



238

in your eyes

your nameless suffering is a near-pure poison
endless admiration, clothing overstocked with dust
a spacious body of flourishing fruit, pendulous

its exterior starting up endlessly

there’s a heart within, difficult to control

It's me, light of hand and foot

arriving punctually, leaving on time too

The color black has gone and death is no longeisthue, and these have been replaced
by red, the color of blood, birth, life, and — ili@ese tradition — happiness. The room
has now turned from black to r&.

Possibly Zhai chose the familiar theme of a r@md a change in color to draw the
attention of critics to the change in her poetcthe Red Room> is a womb (a mother),
home to the birth of a child (the I-speaker), addrasses the child’s inevitable attraction
to the womb-mother-home and the converse needte)éo seek freedom from the
smothering closeness of the womb-mother-home. Tisexkso the clear implication that
the I-speaker returns home for marriage (anotreeraem in Chinese tradition), an act
that would necessitate such a return. Additiondtlig likely that Zhai wrote this poem
not long before, or after, her own marriage.

This poem is emblematic of the start of Zhai §iming’s shift from being a poet
sensitive to suffering and death — in a hospitdl iarife — to being a poet more sensitive
to the difficulties and joys of life — even if hBfath-influenced confessional tone remains.
Many poems written during this period (1987-198@yevofficially published and did not
appear in the Second Wort,but it was not until the mid-1990s that criticga to
notice the change in Zhai's poetics. Perhaps this due to the still prevalent avant-garde

artistic interests in death and Plath, but thattispic beyond the scope of this study.

%4 Also, in 1988, Zhai Yongming had a series of poguitslished inThe PoetryPressunder the title <The
Green Room>4t 5 []).

351 1988, upon the recommendation of 8tarseditor and poet Sun Jingxuan, Zhai was one ofithe f
Second World poets to be hired as a writer forféinial literary institute. During 1988-1990, sheate for
the Nishi Literature Federation in Sichuan, andsdme degree, this is reflected in the qualityerfiaork
during this period, none of which can be foundffic@lly published anthologies of avant-garde pget
See bibliography and Zhai's interview in Yang LO(2): 474.
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The Poetry and Poetry Criticism of Ouyangianghe

The name Ouyang Jianghe first began to appe@hima’s Second World of Poetry and
the official realm in 1986. Before this, as prewlyunoted, Ouyang had been known by
his given name of Jianghe, the same as that dfdtter-knownrodaypoet from Beijing.
There had been, however, one exception: in thevivkameNew Poetry Tide Poetry
Collectionpublished semi-officially by Beijing UniversityMlay Fourth Literary
Association. Here, in an anthology that includeg86ms by Beijing’s Jianghe, possibly
at the request of the editor, the name Ouyang B@agpears for the first tinie® This
collection was published in early 1985, and yet &hgystill went by the name of Jianghe
in the three unofficial poetry journals producedsichuan that yedf! Presumably, the
Sichuanese readers of these journals would hawerkmdno he was, but this would have
been by no means true of readers outside the m®vitowever, 1986 was the year that
Ouyang Jianghe’s poetry began to regularly appetiré pages of Beijing’Boetry>*®
necessitating the permanent adoption of this pemena

During the years 1986-1989 Ouyang establishedlf not only as a first-rate avant-
garde poet, but also as a poetry critic of some.nnt1986, the editors of the Chengdu
unofficial journalHan Poetryfelt that Ouyang’s 1985 essay <Random Thoughts on
Modern Poetry>, originally published ibay By Day Make It Newut of Chongging,
was worthy of republication. The 1988 edition af #ame journal carried another article
written in 1987: <Sylvia Plath and the Metaphysi€®eath> {471 5561 % 2%). In
this article, Ouyang again demonstrates his grasptoonly the poetry of Plath, but his
wide interests in foreign poetry in general, byorporating into his text the comments, or
poetry, of Nadezhda Mandelstam, Martin Heideggeta@o Paz, and Dylan Thomas.

In <Random Thoughts on Modern Poetry>, Ouyarthvwaced concern over the future

of Chinese poetry due to what he felt was an uilised, unserious approach to writing

3¢ Ouyang has three poems in Volume 2: <A White Log&%, 7%), <Curriculum Vitae>, & J77), and
<A Night in Your Silhouette>.

%7 Modernists FederatiorDay By Day Make It NevandChinese Contemporary Experimental Poetry
8 Two poems in the January issue and four in theidalie, as well as the publication of Part 3 dfieT
Suspended Coffin> in the October issue of Beijirgfsna Literatureand the publication of another poem
in Part 1 of <A Grand Exhibition> on October 21Tine Poetry Pres€Duyang would also have further
poetry and critical essays publishedPioetryin November 1987, and June and August 1988.



240

poetry by some avant-garde poets. In June 1988a@ugnade further contributions to
related polemics but now in official forums in thages oPoetryandThe Poetry Press
<Looking at China’s Poetry Scene from Three Paifitgiew> (M =M 5 E A H
~FIZ) in the June issue foetryis in much the same tone as the 1985 article,sind i
essentially critical of the phenomena brought ®attention of the wider poetry-reading
public by <A Grand Exhibition> in 1986. Here, howeyhe is more to the point,
identifying what he calls an amateur approach titivg poetry, lowering the level of
poetry to that of diary writing, a home to misceaus emotions of no import, and the
apparent disappearance of all authoritative manleéxemplars: “... as far as any
nationality is concerned, having everyone writimgy or having no poets are similarly
lamentable [states]’. Ouyang then proceeds to ebsethoroughgoing, generational
change in the thoughts and feelings expressed &g plorough their poetry, comparing
theTodaypoets Shu Ting and Bei Dao to Zhai Yongming andHBsa respectively, and
throwing in the names of Zhang Zao, Chen Dongdon&kanghai), Xi Chuan (of
Beijing), Zhong Ming, Lu Yimin (of Shanghai), Wana Han Dong (of Nanjing), and
Yi Lei (of Tianjin) as examples of other poets whagorks demonstrate a shift in the
poetry of the times. Finally, Ouyang praises thefgssional” attitude towards writing
poetry exemplified by Yang Lian, his retreat fromtimg the roots-seeking poetry that
won him public favor in the late 1970s and earl8d$ and his conscientious decision to
go deeper in search of poetry of greater valuep éhere are few other poets who do so.
In the end, Ouyang returns to his call for “impattandividuals and works” to
demonstrate what has been destroyed and whattrebthie ongoing literary revolution.
However, there is no call for great poets or “mastaftsmen”, such as Pound, Yeats,
and Eliot, as this is now a “post-modern” age inckipoets must decide if they write
poetry to meet the demands and tastes of consuarafshey take responsibility for
poetry itself and learn to bear the resulting loress. In essence, Ouyang is asking for
the institutionalization of the avant-garde subefiend both affirming and approving the

resultant marginalization of poetry in China’s aamporary culture.
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In the 6 March issue dthe Poetry Pres€Ouyang'’s article <More On Colloquial-
language Poetry>ti§ 1% I'11E15F) shared a page with three other artitfésn the same
subject, all written in response to an article ly Sichuan poet-critic Yang Yuanhong
that had castigated “Third Generation poets” amdr ttupposed characteristics of “non-
sublime” {ES% &), “non-cultural” (lE3C{E), and “non-lyrical” (EF71#%) poetry. In brief,
Ouyang came out strongly in favor of Yang’s criggmaming no Chinese names but
those of foreign exemplars of the use of colloglsiauage in modern poetry, namely
Pound, Eliot, Plath, Lowell, and Larkin — all Ergjlilanguage poets.

By taking sides and drawing up a list of poetsapproved of, Ouyang was consciously
placing himself in the fierce, on-going polemicttha himself had had a role in getting
started in 1985. His two articles placed Ouyanggha& in the middle of a nationwide
public controversy over colloquial-language poetvith Yang Yuanhong (representing
Sichuan’s Wholism poets) and Ouyang Jianghe —alad,Poetry— on one side, and the
Not-Not poets (and the poets of Nanjin@isen) on the other. Furthermore, Ouyang had
implicitly likened colloquial-language poetry asapticed by Third Generation poets to
the sort of poetry that was written at times duting Great Leap Forward period (1957-
1959) when the CCP considered and encouragedaglg be amateur poets. Holding
up foreign poets as exemplars and praising a syotdlie of like-minded ‘serious’ poets
also won him few friends, but certainly helpeditanfthe battle lines between now-rival
groupings of poets and styles of poetry withindkant-garde. Furthermore, by
borrowing from western avant-garde tradition adistonsecrated poets with whom he
linked himself and a brief list of ‘approved’ otksepther poets could see this as a
position taking, an attempt to take a position sigpéo their own. At the same time, this
apparent attempt to rein in the unruly elementhefavant-garde appears close to a
position with which the CCP’s literary establishrhemght concur — if they would accept

any sort of avant-garde at all.

39 The other three articles are: <ColloquializatiBhe Double Error of Contemporary Poetical
Exploration> (1i&4L: CRFER MK %) by San Lang — the pen name of Wholism member Pan
Jiazhu, maintaining a somewhat neutral attitudeatowang Yuanhong’s earlier article — Yang had once
been a member of Wholism; <Modern Poetry: The Setireness of Languagedt (Lif: 5 i) H9%) by
Kang Hua and Wei Guo, against Yang; and <The R&flseess of Language — on the Mistakes in the
Citation of Evidence in ‘Colloquialization: the Da® and Devaluation of Modern Poetry’ [by Yang
Yuanhong]> {& 5 MM IE—R  “ IHEA: BURRFUE S5 E” 1511E4T2) by Zhou Lunyou, against
Yang.
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On May 3-10, 1988, at the Grand Canal natiooatemporary poetry conference
organized byPoetryand the Writers’ Association in Jiangsu provincayéng joined
other avant-garde poets and critics together hieffitst time, with older establishment
literary figures. However, instead of repeatingdrisicisms, Ouyang wrote and presented
an article — <Confrontation and Symmetry: Chinesat€mporary Experimental Poetry>
G FL S0 FR: T 24405250 175 8K)7° — which instead looked to the strengths of
experimental poetry and some of its practitionsugh as Liao Yiwu (who also attended
the conference), Zhai Yongming, Zhong Ming, Bai Hihang Zao, Chen Dongdong, Xi
Chuan, Niu Bo (of Beijing), Lu Yimin, Wang Yin (8hanghai), Shi Guanghua, Haizi,
Wan Xia, Yang Lian, himself, and — very surprisingl Yang Li and Zhou Lunyou (also
at the conference). These last two poets werefgptarigets of the articles Ouyang and
Yang Yuanhong had published not long befor&he Poetry PressAdmittedly, in
Ouyang’s article-presentation Yang Li's name waly amentioned once in passing and
Zhou was also referred to only once, and then witly regard to his 1984 poem <The
Man with the OwI>*"* This amounted to something of a temporary peafegiog, as the
avant-garde poets and crifi€swished to present a unified, peaceful front to the
influential establishment critics and po&twho had few good things to say about
avant-garde poetry, as well as to those who wemsidered open-mindet? There were
minor arguments outside the official conferenceuwesn but only one within the
conference, and that was not an internecine sqeatitiin the avant-gard€®

The animosity of others toward Ouyang and hgraved’ poets was recorded in an
unofficially circulated discussion printed by tNet-Notgroup in April 1988. Entitled
<Third Generation Poetry: A Clarification of Chad$# —Ati¥: XJIRELIIE), 3 the

$70Wu Sijing ed. (1993): 256-269.

¥ bid.: 259.

372 pside from Ouyang, Liao Yiwu, and Zhou Lunyou, titeer avant-garde poets and critics were Yang
Lian, Lao Mu, Li Jie of Shanghai, Ba Tie, Zong Refdditor ofAuthor), Han Dong, Che Qianzi, Tang
Xiaodu, He Xiaozhu, and Gou Mingjun. Zong, Han,atel Zhou can be regarded as representatives of the
Third Generation groupings at the conference.

373 These included Qian Guangpei, Zheng Min, Wu Kakiang Fu, Chen Zhongyi, Yang Guangzhi,
Wang Liaosheng, Zhao Kai, Ye Lu, Zhang Zhimin, Yafigin, and Liu Zhangiu.

37 These included Zhang Yaxi, Chen Chao, Tang QinGl@uangwei, Yi Mingzhu, and Sun Jilin.

375 The author was also present at the conferenceoiilyadisturbance was a brief argument between
Zheng Min and Liao Yiwu, who reacted very badhhtr generalized criticism of avant-garde poetical
practice at one (the last, as it turned out) ofsyraposiums he was asked to attend.

3" This document is held in the author’s persondectibn of unofficial publications.
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Not-Notpoets Shang Zhongmin, Yang Li, Lan Ma, and Zhouylournrecorded their
discussion in Chengdu on April 28, and in May Zlsawried the resultant eight-page
document to the conference in Jiangsu provincep&ye 3, first Yang, indirectly, and
then Shang, directly, took issue with Ouyang’s Emglanguage inability and repeated
insistence on setting up English-language poetsatels of colloquial language poetry
in China. Shang went even further in stating thayag, in writing <The Suspended
Coffin> (1983-1984), had copied the poetical foans language of St.-John Perse, a
French poet, as translated by the poet Ye Weilfditlia@m Yip). (At this point in the
document, Zhou interjects that Yang Lian also had&ted his poetry on the same
translation by Ye.)

Fittingly, Ouyang’s reference to English-langeaxemplars of colloquial language
poetry in his article iThe Poetry Presand his comment in <Confrontation and
Symmetry> that the image, or idea, of ‘home’ inietry is often transformed into
some sort of surrogafé’ such as language, leads into the following, muthaogized

poem of his:

<Between Chinese and English§/{ 3 [a]) *"®

| reside in a pile of character parts,

between the casual looks of this and that form.

They stand alone and penetrate, limbs rocking austeady,

a monotonous beat like shots from a gun.

After a wave of sound, Chinese characters growIsimp

Some arms, legs, eyes fall away,

but words still move on, stretch out, and see.

That kind of mystery raises a hunger.

Moreover, it left behind many delicious days,

let me and my race eat it, pick over it together.

In the accent of this place, in a local dialecthgatd up like a crystal,
in classical and modern Chinese mixed into onedpee

the figure of my mouth is a circular ruin,

teeth sink into an open space

and do not collide with a bone.

With this kind of vista, this kind of flesh, Chireefeasts over the land.
| finished eating my portion of days, then atedheients’, until

$77\Wu Sijing ed. (1993): 267.
378 First published in the November 1987 issu@oétry. Anthologized in: Tang Xiaodu ed. (1992); Zhou
Lunyou ed. (1994d); and Chen Xuguang ed. (1994b).
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one evening, | go to stroll on the English Correrd see

a crowd of Chinese round a Yank, | surmise they

want to move into English. But English has no teryi in China.
It is merely a class, a form of conversation, aprggram,

in university a department, tests and paper.

On the paper | feel the strong likeness of a Clenes pencil.
Light strokes and vague outlines, the life of anveraser.
Having experienced too much ink, glasses, typervgrite

and the weightiness of lead,

relaxed and smooth, English rolls up on a corn€hima.

It accustoms us to abbreviations and diplomatiguaige,
also western food, forks and knives, aspirin.

This type of change does not involve the nose

and skin. Like a daily morning toothbrush

English moves over the teeth, making Chinese white.
Once | ate books ate the dead, therefore

everyday | brush my teeth. This concerns waterigmggand contrast.
This produced a feeling for the mouth, a tastesfmrech,

and the many differences in the language of everyda.

It also relates to a hand: it stretches into Ehglis

The middle and index fingers spread apart, sirgati

a letter, a victory, a kind of

fascist experience of yourself.

A cigarette drops to the ground, extinguished whrey half smoked,
like a part of history. History is a war that suffe

from a stutter, earlier it was the Third Reichyés Hitler.

| do not know if this madman shot English, shot

Shakespeare and Keats.

But | do know in the Oxford dictionary there is tBaglish of the nobility,
also the English of Churchill and Roosevelt arneethe teeth,

its metaphors, its objective reality, its aesthdastruction,

exploded at Hiroshima and Nagasaki.

In Japanese | see piles of Chinese characters leeconpses —

but beyond language, China and England-America ragiact.

| read this part of history, and feel very suspisio

Between history and me | do not know which is nyneposterous.

More than one hundred years. Between Chinese aglisEnwhat actually happened?
Why do so many Chinese migrate into English,

work hard to become white people of a yellow racel see the Chinese language
as a divorced wife, see it as a home in a brokerorf?i What

actually happened? | live alone secluded in Chinese

in a dialogue with a great many paper people, dsyding of English,
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and see even more Chinese climbing up into it,
changing from a person of pictographic likeness phonetic linker of sound.

Cheng Guangwei has noted that in the last staftea, materializing’ himself in

language, the poet has discovered the tragic nafureman existence, trapped as we are
between the material and the spirittdlThus, Ouyang himself embodies the
contradiction, stuck in the Chinese language, nabkpeak English (at this time he
could read a little), relying on translations, atnss of being colonized, and yet holding
up English-language poets as exemplars.

Ba Tie has identified the I-speaker’s condifiothe poem as post-moderniet.
Language (or languages), life, and history comettogy in the poet and the individual
unconscious and collective consciousness. Andghisought about by the pure
analytical tools of a Cartesian logic familiar frerhe Suspended Coffin>, as the reader
follows the development of the speaker and langfiage the complicated, primarily
written form of classical Chinese, to the simptifimodern Chinese based on the spoken
language, to ‘a phonetic linker of soun#it& 3% ). And so, the poem is both a
construction and a deconstruction of the languagé(the poem and the poet himself.

It is this last aspect that Ba Tie holds makespoem post-modernist. What post-
modernism is, however, is never adequately expdaiferry Eagleton defines it as a
style of culture that is said to reflect the higta@hift from old style capitalism to “the
ephemeral, decentralized world of technology, coresism and the culture,” and in

culture this is seen:

...In a depthless, decentered, ungrounded, seltxrefieplayful, derivative, eclectic,
pluralistic art which blurs the boundaries betwdegh’ and ‘popular’ culture, as
well as between art and everyday experiefice.

While some aspects of this definition may be apglie to Ouyang’s poem, it is certain

that, in 1987, China was still on the road to d&hing a ‘capitalist’ economy and that

379 Cheng Guangwei (2002): 183.

350 Ba Tie (1989b), also in Chen Xuguang ed. (1994).

1 pinyin #f % being the phonetic writing system taught to chitdeeto master pronunciation — when they
first enter school in China, and the way most wedignguages are written.
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Ouyang had no interest in blurring the boundaryvkeen ‘high’ and ‘popular’ poetry. In
fact, in Sichuan such blurring was only of intetesMacho Merand some Not-Not
poets. To this day, the term ‘postmodernist’ in¢batext of China only takes on
meaning if Chinese facsimiles of contemporary weséet are under discussion and this
work is compared to western work of a similar nat@@iven the political and illusory
nature of ‘postmodernism’ and ‘postmodernity’, apressed by Eagleton Fhe
lllusions of Postmodernisiidi996) for example, it is not clear what values ttérm has in
a discussion of western poetry, not to mention €én The use of such western
terminology is indicative of the thirst of Chinemeant-garde artists and critics to enter
onto the world stage and to be seen as up-to-datetboritative within China — authority
now being acquired from western practice, and attepand not from the favor of the
CCP cultural apparatus or Chinese cultural traalitio

The other poem discussed in Ba Tie’s articks alritten during the summer of 1987,
is usually paired with <Between Chinese and Englishanthologies. Here Ba Tie sees
the I-speaker as playing the part of a producemaé creator, and Ouyang as
undertaking an exercise in a form of artistic, bilgsophical, thought that is, in effect, a

linguistic experiment resulting in the eliminatiohindividual style or charactéf®

<The Glass Factory>(335 1)) 38
1

From sight to sight, between is only glass.

From face to face

separation is invisible.

In glass, matter is not transparent.

The whole glass factory is a huge eyeball,

in it labor is the blackest part,

its day flashes at the core of things.

Things adhere to the very first tear,

like a bird in a stretch of pure light sticks te ghadow.
In the way of darkness you take in rays of lighert make them tribute.
In a place where glass is everywhere,

already glass is not itself, but is

33 |n Wu Sijing ed. (1993): 285.
34 Both poems were first published in the Novemb@718sue oPoetry Anthologized in: Tang Xiaodu
ed. (1992); Zhou Lunyou ed. (1994d); Chen XuguahgE994b).
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a kind of spirit.
As if everywhere there is air, air is nearly noséamt.

2

In the neighborhood of the factory is a large sea.
Knowledge of water is knowledge of glass.

Solidified, cold, fragile,

these are all the price of translucence.

Transparency is a mysterious visible language ofsa
when | say it | have already separated from it,

separated from the cup, the tea stand, the dresger, all this
concrete matter produced on an assembly line.

But | am also situated in a siege of matter,

life is filled by desires.

Language leaks out, dries up, before light peresrat
Language is to soar, is

openness facing openness, lightning against liggtni

So much sky is beyond the body of birds in flight,

and the reflection of an isolated island

may be the gentle scratch of light on the sea.

Whatever cuts across glass is lighter than a shadow
deeper than an incision, harder to exceed thahl#ue of a knife.
A crack is nowhere to be seen.

| came, | saw, | spoke.

Language and time all muddy, dirt and sand all eledc
a patch of blindness spreads out from the core.
The same experience also occurs in glass.

The breath of flames, the heart of fire.

So-called glass is water altering attitude withamfes,
is two types of spirit coming across each other,
two forms of destruction entering the same etdifeal
Growing into a frosty sub-zero combustion,

like a truism or a feeling,

obvious, clear, refusing to flow.

In fruit, in the depths of the sea, water has newer

4

So this is the glass | see —

still a stone, but no longer solid.

Still a flame, but never again warm.

Still water, but never soft nor passing on.
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It is a wound but never bleeds,

it is a sound but never passes through silence.
From loss to loss: this is glass.

Language and time are transparent,

we pay a high price.

5

In the same plant | see three kinds of glass:

In material, decorative, and symbolic state.
People tell me the father of glass is a chaosoofest
In the void of stone, death is not the end,

but a changeable primeval fact.

Stone is smashed, glass is born.

This is real. But there is another truth

leading me into another state: from height to hieigh
Within that truth glass is merely water, already is
or just becoming hard, has bone, water that camaaspilled,
and flame is a bone-piercing cold,

moreover the most beautiful is also the most feagil
All that is sublime in the world, and

the tears of things.

Along with other critics, Ba Tie sees a ‘modernistpulse to this poem, in that Ouyang
attempts the creation of purified art out of comified reality>*® The postmodernist
aspect of the poem is unintentional, an unconsadfest, a demonstration in an
imagined universe of the objectified reality of coodity (or poetry) production, which
is there for the reader (and the poet) to discaseaa byproduct of the reading (and
writing) of the poem.

Other critics do not see so much in this poeher@ Guangwei considers it a
meditation on deatff° Chen Chao views the poem as a meditation on teé toe
maintain self-awareness in a modern industrialszsriety lacking any form of spiritual
home3*” However, it seems that instead of bemoaning théusdly destructive nature of
the world one lives in, the poem demonstratesriportance of freedom of will and self-

realization. Glass functions as a symbol of a foftife that is born out of death, the

35 Wu Sijing ed. (1993): 284.
%8 Cheng Guangwei (2002): 183.
37 Chen Chao ed. (1989): 592-593.
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clash between human life and existence formindnigkest form of self-realization, and
this realization leaves one’s spirit as clear, lirignd sharp as glass.

Alternatively, in another possible reading, theent horrors of Chinese history and the
continued, dehumanizing industrialization and comditiwation of a contemporary
society in which individual choice is not yet fullgspected can be internalized and
rationalized to the apparent benefit of the indinat

However the poem is read, Ouyang’s masterfulmand of the language and his own
thought processes are used to deconstruct andifemt.oDuring 1986-1989 Ouyang
wrote many such poems (most of them much shorentaobjects, with self-evident
titles such as <Handgun(t), <An Apple Tree in Sunlight> %t 1935 B 6), <A
Strawberry> §i%f), <Flower Vase, Moon>{t i, H7%), <Box> @i ), <Stairs> &
£5), <Typewriter> §]7#1) and <A Small Knife> (> J]). By 1989 Ouyang was a well-
known, respected, even admired, poet and, as leaisdeenonstrated, something of a

conservative controversialist as a critic.

The Activities and Poetry of Liao Yiwu

Liao Yiwu was another Sichuan avant-garde pdet moved into a position that
allowed a national platform for his poetry and véeon the subject in 1986. Unlike
Ouyang Jianghe, who seemingly aspired to the stdtastic and authoritative voice
with regard to the fit writing of avant-garde pggtriao was more concerned with
promoting the virtues of Sichuan’s avant-garde paat the unique styles of that poetry.
In this, his central, if backstage, role in thehBi@n Young Poets Association finds a
logical extension. Liao’s was one of the most prognt names among avant-garde poets
in all China during 1986-1989.

Aside from poetry, during the summer of 19860Liead three important essays on
poetry officially published. The first was writtém November 1985 and published in the
April 1986 issue oBtars®®® Entitled <Calling into Question “The Nature of Merd Epic

338 Republished in the June issuedsiticism Selections Monthlz 722 7).
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Poetry” — with this essay respectfully asking thgiee of Teacher Xie Mian> ¢ It 52
REPE” e —iE DA SOt B0t %22 i), Liao questioned the true value of supposed epic
poems such as <The Sun and its Reflected LightBHe!1 't [¥) 52 %) by Jianghe of
Todayfame, and the critical approval given this workdsg-Misty critics such as Xie
Mian. Essentially, Liao’s point was that work ofgmature was highly imitative,
influenced by Elytis, Neruda, Dylan Thomas, Senghad other well-known and oft-
translated poets of the western poetic traditinatdad of looking to Chinese mythology
(or Tibetan, in the case of Yang Lian and <Norlangxd rewriting these stories under
the influence of the modern western epic traditmmincorporating lines from classical
poets, as Jianghe had done with lines from poenfabyQiar® Liao advocated an
incorporation of the spirit of Chinese mythologysrit he saw as one of resistance,
rebellion and self-sacrifice in the face of natunasocial travail. The legends of ancient
Greek mythology, on the other hand, were repletk tmiman feelings, with sympathy
for the plight of man, and Liao implied that rewrg Chinese mythology in such a way
was a continuation of the Misty poetry project amappropriate to China’s present
reality and traditions.

In an article published in the 21 August 1988iexdl of The Poetry Pres&® Liao
returned to this theme. He highlighted the worla @umber of Sichuan’s avant-garde
poets as harbingers of a move away from imitatiesternization of contemporary
poetry and toward a return to the ruins of Chirtiedglitions and the contemporary fate of
the nation. That Liao was now championing the pismaand originality of Sichuan’s
avant-garde poetry is made clear by the essalgs ¢iThe Thought Tide of Modernism
in Ba and Shit> (& & HL4L 3= S E#I).3%2 Aside from himself, Liao briefly discusses
the work of Ouyang Jianghe, Shi Guanghua, Zhou dunii Yawei, Lan Ma, and the
critic Ba Tie. Two months prior to the publicatioh<A Grand Exhibition>, Liao is one

of the first to publicly mention the large amouhpoetry that was being created and

389 Also known as Tao Yuanming, famous for poetry dnking and rural life.

0 No. 47.

#¥1Bais the traditional name of eastern Sichuan Shdthat of the west of the province.

392 iao wanted this article published under the pama of Allahfaweh, which was misprinted by the
editors as Arafatff{f 177%£4F), as in the Palestinian leader. Was this a tastgtke by the editors, casting
Liao as the leader of an uprising of Sichuan p&etry
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circulated “underground”, “among the peopl€lJ§]) in China in recent years, and which

was only now beginning to surface. He goes ondteghat the period of “passive
reception of the western literature and arts thotige should be concluded”, and
confidently concludes that the poetry of this nemeration of post-Misty poets should
now strive to influence the west with their own Wor

In hindsight, this call seems naive in the ergeSichuan poets were unknown outside
of China at the time. However, given the poeticgdezimentation that had been
occurring in Sichuan during the preceding threeg,eand the yet limited understanding
of the state of culture outside China, such braggadmay be excusable. Being allowed
to have such opinions printed in official period&cenust also have encouraged such
thoughts. The real problem was Liao’s apparentb#iiat the cultural establishment had
liberalized to such an extent that they would attep avant-garde arts as equals of the
conservative, officially-sanctioned forms of tréalital arts and the favored modern arts
that served to promote ‘economic modernizationraform’ in the CCP-controlled
public realm. The backlash would arrive in Janue9g7.

Liao’s work appeared in Xu Jingya’'s October 19&&and Exhibition> inThe Poetry
Pressand theShenzhen Youth Dailynder the banner of <New Traditionalisii2.
However, what appeared in the <Exhibition> as aifeato was actually a somewhat
abridged version of a preface Liao had originalhtten for a collection of poems and
one piece of short fiction by ten Sichuan avantiggroets, which the editors Ghina
Literature had asked him to prepare early in 18%8n the October 1986 issue of the
periodical, Liao once again attempted to publi¢cimesuccess of Sichuan’s Second
World of Poetry. Aside from the preface and a pa@étis own — <Lovers> — there was
a short story by Xiao Kaiytd® and poetry by Ouyang Jianghe, Zhai Yongming, Wam X
Li Yawei, He Xiaozhu, Shi Guanghua, Zhou Lunyouj &ou Mingjun®®° It is apparent
that Liao tried to select work that was both impies in its own right and representative
of the individual poet’s quality. Some works wehmsen from Sichuan’s unofficial

poetry journals: Liao’s own and the two poems fidnai Yongming’s <Woman> were

393 China Literature 1986 no. 10: 128.
394 personal communication.

3% <Decline> (i118).

3% published as a group.
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from Modernists FederatignPart 3 of Ouyang Jianghe’s <Suspended Coffine stk
selections from Shi Guanghua’s poetry series <kEstgmn an Ending>, and Zhou
Lunyou’s <White Wolf> and <Wolf Valley> were fro@hinese Contemporary
Experimental Poetryand Wan Xia’s <Red Tiles> was from the Decem!884lissue of
Macho Men One of the six poems by He Xiaozhu had been tgcpuablished inNot-

Not, but three had been published in the summer o6 1®&e inaugural issue of the
Liao’s Fuling-based official journdliterary Wind of Ba Countryjust as the four poems
by Gou Mingjun had been published in the winter3L.88ue of that journal, and Li
Yawei's <The Cornered Beasti|() had been recently published in the summer 1986
issue®’

However, in Xu Jingya’s <Grand Exhibition>, tipeface was presented as a
manifesto, and Liao and Ouyang appeared to be nrsmba group that did not in fact
exist — much as Macho Mdrad ceased to exist as a group by this time butstilas
presented as one by Xu. Liao’s original concernyéwer, had been to highlight what he
believed was the possible beginning of a new litetiadition within Chinese poetry,
drawing upon Sichuan’s avant-garde poets as an@ratinderstandably, Liao was
incensed over Xu's editing.

Entitled <The New Tradition>f{ 114 4%), in ChinaLiao’s preface recorded many of
his basic attitudes toward tradition in poetry #mel role of the poet in China’s new age.
Again, as in the earlier essay on epic poetry, k&gected outright what he saw as a
tendency among formé@mdaypoets, such as Yang Lian and Jianghe, and othet-ava
garde poets to return to the discarded culturdittoms of past centuries in search of

enlightenment, just as poets of past eras had done:

The art of today is in essence a re-enactmethi®fort of behavior. We

397 As noted in Chapter 7, in 1985 Liao used the first issues of this local literary journal to fomalahe
careers of various avant-garde poets residentsieeraSichuan. In 1986, he continued this praclibe.
summer 1986 issue opened with a translation ofi&yath’s <Silence 21(#k —+—), there was also

a short story by Zhou Zhongling, two poems by Linéa— the other being <The Blind Tigersi (%) —

two poems by He Xiaozhu, and a second installmehiao’s creative diary <Emmanuelle’s Music>. The
final, winter 1986 issue opened with an essay erathof Plath’sAriel poems and an essay by Bai Hua
about Dylan Thomas’ poetry, followed by five br@éces of experimental fiction by Haizi; there watso
four more poems from Gou Mingjun, a long poem bywiao, and four poems by Wu Jianguo. The journal
was closed in early 1987.
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[write] annotations on mythology, reach deductibased omrhe Book of
Changegursue the sense of history in contemporary ppdtryour utmost to
exaggerate the effects of literature; in appearanceerned about our country
and our people, in our bones all yearning to resaémcient ways. Those
yearning to enter make general surveys of the reflpoetry and ten thousand
voices converge into one; those who retreat takthemirs of immortals and
finger valises in peach blossom gardens. Using mmistenethods to express a
feudal consciousness of reminiscence is one ablt@us characteristics of
current so-called ‘national’ poetry.

We deny all that the old tradition and the modgigtail brigade’impose on
us, we oppose channeling artistic feeliogiard any religion or system of
ethics, we oppose the castratmfrpoetry. ..... As a creator of art — the poet, no
matter if it be present suffering, blaspheming agaoneself, tearful howls and
taunts when there are no alternatives, or songsaise of life, issuing
challenges to death, affirming an adventuroustspirihe courageous
questioning and dissection of the quality of ooes people, his life
experience, his contradiction-bound body should beique history of art, a
special tradition [in his own right]. For at thex@&time that he exposes
himself, he also reveals both the confusion antirdele holds in common
with the age.

<The New Tradition> was more than a prefacedeparate collection of Sichuan
poets who may or may not have shared Liao Yiwugiseents (which perhaps explains
why Chinachose to publish it apart from the collection). lieat it reads like Liao’s
personal observations on the current situationhof€se poetry and a statement of
personal intent and belief — a manifesto perhapsalvery personal one.

Liao’s essay points up the troublesome useefalmtradition. It would seem that the
tradition which Liao is claiming as his own heresmauch in common with the spirit of
western modernism and avant-garde art. The ‘neadition is an attitude towards art that
consists of a breaking away from established ritadjtions and conventions, fresh ways
of looking at man’s position and function in thauarse, and experiments in form and
style. In addition, Liao appears to lay claim te #920s May Fourth Movement’s
attitude of totalistic iconoclasm. Yet, just asiwilhose writers and activists, while
borrowing heavily from western sources, he alsascmusly and unconsciously remains
within Chinese tradition. Liao’s later poetry fewds reference and allusion to Chinese

history and literature, even to the point of eclydime language and, to some degree, the
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form, and topics of classical poets. (An obviouaraple is <Questioning HeavenX (i)
in Part 5 of <The Master Craftsmarts)

Liao’s declaration appears to be old news, tiié context of Chinese poetry in 1986,
and bearing in mind what Liao was writing was imted for publication in a major
establishment literary journal, his words were pative and offer insighihto the
attitudes of many avant-garde poets with regattiégerceived ‘establishment’.

<The New Tradition> was written shortly afteeabihad completed a long poem, <The
City of Death> §tk). Liao’s pledges of “the destruction of old fortasd “the
merciless judgment of oneself” apply more accuyaiekThe City of Death> than to
<Lovers> or any of the other poems published tagrettith it in the pages @@hinain
October 1986.

<The City of Death> is one of the longest avgartde poems to have been officially
published in China. The full six parts of the poeave a Chinese character count of
4,250. Most of the poem is written in prose vessenewhat similar in form to the work
of St.-John Perse and Ouyang Jianghe in <The SdsgeDoffin>. Only the final, brief
section of the poem is rendered in free verse.

This is the opening paragraph of the poem in ifigiafly published version:

6891 AD, a giant bull circles the brown [Sichuahbasin. Near death,
Allahfaweh, prophet of Ba People Village, points toahe ground and says:
“This city will hem you in, no matter whether god & dead or alive.®%

Liao has reversed the year in which the poem igew,i and by doing so creates an
appropriate setting for his prophet (Allahfaweh)l &amself, the poet, uttering words
supposedly relevant in both the present and fuiithre.reference to Nietzsche is ironic,
given that the prophet denies the possibility efiperman escaping the nation and
culture into which he, or she, is born.

Part 2 of the poem concludes as follows:

3% Thijs long poem is patterned on a poem by the same in the ancient collecti®ongs of the South
poems supposedly by Qu Yuan and compiled by Liugia&nthologized in Tang Xiaodu ed. (1993).
399 Written beneath the title of the poem on the cagre. Bold type was called for by the author @ th
original manuscript.
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..... Winter of 1966. Chang*® elopes with an infidel. An angry Hou*?t shoots ten
suns blind. The civilization of this people of 8ions is committed completely to the
flames. Some poet wrote:

“When the wisdom of man attempts to surpassviesdom of the creator
their day of judgment is at hand

Those lines in the tongue of tadpoles enchant meiggdead. Who will manipulate
the chess pieces hanging in the air? A ferociobhs.dam devoured by my own voice.
Like worn clothing, the flesh and skin pealed off bones of their own accord. My
brain itches. The ants go in and out. Summer sé886. Gloomy world of man.
Nietzsche returns from his tour of the Milky Way sAcrificial Liao Yiwu is just
about to immolate himself in front of a mob. Potrean carry him from dreamland

to the insane asylum.

The unconscious of the individual and of theamato which he belongs are both
intertwined and in opposition to each other witkirhe City of Death>: for example, the
imprecations of the I-speaker directed at Allahflaytbe degenerate archetypal father
figure; the incestuous feelings of the I-speakeiNd WaZ: s, the archetypal mother
figure; and the unconscious entangled relationsbtpreen the three. This relationship is
reflected within the language of the poem by thetjsaesistance to and separation from
traditional culture (Han Dong’s “spirit of the ctass” in Chapter 1, and Confucianism
and Chinese traditional culture in general) anorélar relationship between the poet’s
diction and traditional linguistic literary form@th classical forms and post-1949 realism
of whatever form).

The “Winter of 1966” line is eliminated from alfficially published texts of the poem
as it amounts to a clear reference to the CulfReabolution, then just beginning. The
implications of the following lines are clear: Chse culture descends into chaos as it is
smitten with an “infidel”, namely Nietzsche, or [8siperman in the guise of Mao Zedong,
and the millions who were inspired by him to acttresy did during the following ten
year period. Liao implies that the resultant hyst#rschizophrenia continues to this day,
and, furthermore, is embodied by himself, or hisese— the poet Liao Yiwu and the

cultural prophet Allahfaweh.

400448 The Chinese goddess of the moon.
01 A legendary figure that shot down nine of ten swith arrows, thereby saving the world. Hou is also
said to be Chang E’s suitor.
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Of importance to a full appreciation of <TheyGif Death> are the blood ties, or
sexual relationships, between the I-speaker, NuaNd the imaginary cultural prophet,
Allahfaweh. Allahfaweh first appeared a year eaihelLiao Yiwu's 1985 poem <The
Great Cycle>. There he was a totem symbolic optimaitive powers of nature inscribed
upon ‘the cycle pillar’, which in turn was symbob€ the intertwined nature of man, as
beast and god. In <The City of Death>, Allahfawehtmues to act as a cultural icon and
a symbol of primitive vitality. He makes his secapmpearance in part one of <The
Master Craftsman> where he emerges as the proptiet evolutionary pattern of
human existence. He is a shaman of the spiritugkuse, a cultural prophet of great
creative power, an archetype of the collective mscmus as well as the guiding force in
the poet’s unconscious.

However, in <The City of Death>, Allahfaweh atsfies on the roles of father (“daddy
of my imaginings”) and a con artist (a brothel omser). He drops out of the sky into a
hellish world of man and occupies a place in itn€@mtrated in his figure are a devilish
nature, a source of lies and sexual absseery, authority, and brutality. The I-speaker,
as his “indirect seed” in the dark city of deatkeplevithin the subconscious, participates
in the entire process of his depraviyhen the I-speaker is born because of a magical
reaction to his presence, the I-speaker is alre&tignd feeble becaubeis an
apparition bearing the original sin of an entireefa culture upon himself. The I-speaker
is unable to rid himself of this national bloodatgnship and can do nothing but write
monologues of the soul about the decline and lbsslbas a form of atonement for his
(nation’s) crimes.

These Freudian undertones are strongest avtidusion of Part 4, where NU Wa

appears as the object of sexual abuse in a scenelich Allahfaweh lures the I-speaker:

Silently | count the inns I've overnighteddaring my life. From one to a
hundred. Remote ancestors. Progenitors. @raatdfathers. Mothers. The made-
up operdaces of each dynasty all flagirough my mindAt the end | discover
Allahfaweh, the prophet of Ba People Villageowing his green hand. Disguised
as a customer groping his way into an underrggdrothel

YOUR HAND SIGNALS AROUSE MY PASSION SURVIVING
TREES OVERGROWN WITH VINES SEARCHING FOR LONG-
DESIRED BRAMBLE THICKETS PIERCE CRACKS IN THE
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EARTH PIERCE DOOR LINTELS PIERCE BED SHEETS PIERCE
FORESTS AND GRASSLANDS A CONCEALED UNIVERSE OF
AMBER’S ELECTRICAL WAVES FLOW ON FOREVER STIR UP
THE BLOOD CYCLE TWO MIGHTY BOWS SHOOT AT EACH
OTHER TWO SEMICIRCLES BITE INTO EACH OTHER
OUTSIDE TIGHTLY WRAPPED SUMMER UNUSUALLY HOT
SPRAY HEAVENLY BODIES SPEED UP IN THEIR TURNING THE
WHITE DOG SWALLOWS THE ELEPHANT THE ROOF TILES
BREAK STARS INTO PIECES ALL MANKIND FALLS INTO HELL
ALL HELL FALLS INTO HEAVEN SMASHING OUT GOD'S
BRAINS WHO’S DANCING MODERN DANCES IN THE GREASED
PAN ASS GYRATING LIKE ISADORA DUNCAN'S LOUD
APPLAUSE YOU'RE DEITY YOU'RE DEMON YOU'RE A TANG-
DYNASTY DIEHARD OR COFFEE SHOP WAITRESS ALL LIVING
THINGS ARRANGED IN A ROW ABOVE THE EVERLASTING
ABYSS UNCROSSED LEGS FORMING AN ENDLESS URINE-
SOAKED CORRIDOR OF HISTORY WAITING FOR THE
TERRIFYING PILLAR OF FLESH TO BE RAMMED STRAIGHT IN !

The soil has been tilled my girl your eatirody drunkenly limp ovaries and
seed in turmoil | say | love you I love yoloVe you until | suddenly recognize
you as my mother until | lift away your nintlyer of skin and discover NU Wa
sobbing hiding within the eardrum-shatteringrtder | seize the filthy
genealogy and howl wildly | desperately thrashlower torso like a swarm of
bees the curse of eighty-eight generatiorferefathers stings me. | shout:
“Allahfaweh! You seducing thief!”

The prophet falls back slipping into theenroom. Flashing a green hand

The Oedipal import of these lines seems to cortetdwdenial of the traditional cultural
belief in the mutually nurturing relationship be&wethe yin and yang principles, a belief
championed by Sichuan’s Wholism poets. Liao is agmi#y also attacking the worship
of the cultural archetype of the mother (NU Wajvad as the willful self-deception of

roots-seeking poetry.

Liao deliberately uses literary forms and a jwoéiction that clash with Chinese
traditional conventions, while at the same timeoiporating other traditional elements.
The poem thereby estranges and alienates thosapymoach the text with traditional
expectations (i.e. sequential time line, realisamtmlled emotions, selflessness,
rationalism, etc.). One aspect of this, which halg ever appeared in the original

manuscript and the poem’s initial instance of adlipublication inPeople’s
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Literature®*®? was Liao’s decision not to use numbers, characieletters to demarcate
each of the six parts of the poem, but to use syanbo pictographs, of his own devising.
For example, one of these looks like a man withsategs and a circle for a head,
another like a wheel consisting of a large circithva small circle at its core and four
straight lines radiating out from the small cirdigiding the inner space into four near-
guadrants. The symbols are hand-drawn and drantiatteto the theoretical origins of
Chinese characters as pictographs. Somewhat soghyisLiao’s attempt to lead readers
to think about the nature of Chinese charactensdeyof these symbols has been almost
entirely missed by critics. However, in an articighe June 1987 issue Bbetry**®the
establishment critic Qian Guangpei does commeithersymbols (without mentioning
the name of the poem or the poet — a common peaatimng establishment critics), but
does not understand them and sees no useful puigrabem. Possibly as a consequence
of near-universal incomprehension, <The City of theaand the two other long poems
that make up the trilogy have always been, andesg| officially published without any
form of division markers, leaving the reader fadmopdreds of line divided into
paragraphs of varying length spread out over 5ddep — depending on the size of the
type:**

<The City of Death> and Liao’s later long pogmnssent themselves as a personal
commentary on, diagnosis of, and, at times, a pgsm for the illnesses of the Chinese

soul. But as the poet predicted in his prefacééoppoem, <Written Before the Gates of
The City of Death>"G ££ 73111111, his words would not be welcomed:

...This [poetry] is obviously a cry far removedrfroational and sublime
human nature. However, an artist’s sincerity isytbin that he doesn’t take
pleasure from this world, and in that he willfufigarches out thentire
developing story of a people or even all of mankidd jabs at its fatal
weaknesses and at the cost of his life sounds @ingasignal. He reveals
the rootf the collective sickness, which under the domamabf primal,
supernatural forces causes people to mutilate éirebkh other and
themselves.

402 |nstances of the poem without the symbols carobed in: Chen Chao ed. (1989); Tang Xiaodu ed.
(1992); Wang & Xiao ed. (1993); Chen Xuguang e89¢b).

403 See Qian Guangpei (1987).

404 Eor a full translation of <The City of Death> sewler ‘Liao Yiwu’ at:http://www.sino.uni-
heidelberg.de/dachs/leiden/poetry/
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Manifestations of anxiety, crisis, despair aelallion ensure this City of
Death won'’t receive a ready welcome, and Liao Yswaluelies precisely
in this fact. Once a poet achieves universal pudaidaim, his artistic life is
done for?®

Critics have likened this poem to Dante’s <Inte¥, all hell without hope of a
purgatory or heaveff® seen Liao being inspired by Heidegger's ideasherdecline of
civilizations*®’ or seen similarities between Liao’s poetry andgtefane nature of
Ginsberg’s and Dali’s wild, all-encapsulating aitiefforts**® Many contemporary
critics adopt a neutral attitude and have littlsay, or, as is the case with Xiang
Weiguo?® like the poem but refer the reader to an in-depiysis of <The City of
Death> in an article by Ba Tf&°

In 1986, Liao’s poem was welcomed by many paatswriters, such as the Hunan
author, Han Shaogong, who went so far as to refeifhe City of Death> as “China’s
<Waste Land>" and who late in 1986 made use oftidacts in Beijing to arrange for
the poem’s publication in the pagesR#ople’s LiteratureChina’s most influential
establishment literary periodical at the tifrie.

In January 1987, <The City of Death> was pulaitsim the combined issue 1-2 of
People’s Literaturebut without its preface, thus serving to rendealieady very
complex poem more incomprehensible than it othenwigyht have been. This probably
was a result of direct references to the CultugaltdRution and the implication that the
consequences of it were still wreaking havoc intemporary China. In any case, all
direct references to the Cultural Revolution wemmaoved from the poem (such as
mentions of the year 1966, Zhang Chungiao and Liodrey — Cultural Revolution
leaders).

In February 1987, Liao began to suffer the cquneaces of <The City of Death>’s

publication inPeople’s LiteratureThe anti-bourgeois liberalization campaign which

405 pyblished on pp. 30-31 in the unofficial jourfile Modern Poetry Groups of Ba and @4/ 2 /¢ 1#
7, 1987.

4% Xie & Liang (1993): 151.

407 Chen Chao ed. (1989): 502.

%8 Chang & Lu (2002): 206.

409 xiang Weiguo (2002): 120-121.

419 Author, February 1989.

“I1 Based on verbal accounts from Liao, Li Yawei, Xiwb Kaiyu, all of whom were friends with Han and
frequent visitors to his and Can Xue’s Hunan hothathg 1985-1988.
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began aftethe forced resignation of CCP Secretary GeneraY blobang in January
1987 focused on the contentsReople’s Literatureand on Liao’s poem and three other
literary works in particular. Almost immediatelyido was ordered to “cease work and
make self-criticism” {5 I[}lUf; £%), and Sichuan’s cultural authorities permanenithged
down his small establishment literary journal idifg, The Literary Wind of Ba Country
not long thereafter. Over the course of the nextrf@nths, a publicampaign of
criticism was waged againstTheCity of Death> in the official literary media wheae
number of articles appeared attacking poem for being overly obscure, depressing,
obscene and generally not suited to the socialsekthe CCP’s ‘new China’ (similar
articles began to appear again in 1990).

Liao, however, took the situation in stride. Heusefd to cooperate in his “self
criticism” and was essentially left to his own devices whilé drawing his regular
monthly paycheck at the Fuling District CulturalrBau. In writing <The City of Death>,
Liao seems to have been emboldened by his pubdjshiacess to follow his own
personal muse, perhaps believing that his statgsseéigh that he could now do as he
wished. Moreover, late in 1986, Liao had undertakentask of editing an underground
poetry journal under his own name for the firsteim

Undaunted by political events at the time, ibfsary 1987, Liao pressed on with the
task of collecting what he considered to be the dkSichuan’s as yet officially
unpublished avant-garde poetry of the preceding fggd he Modern Poetry Groups of
Ba and Shy 2~ Z/#/Ci###). His decision to incorporate “modern poetry grsiuip the
title of the journal seems to have been intendeal rgsoste to Xu Jingya’'s <Grand
Exhibition> of the same, perhaps intending to sikanhow <The Grand Exhibition>
should have been presented. In a preface entiBedusn Home> { ik % i), Liao
called to China’s avant-garde poets and othertattislook into their souls for inspiration
and to cease dreaming of entry into the literatgldshment. He was openly critical of
Xu Jingya’s <Grand Exhibition> for appearing aserencircus act which further
encouraged young poets to abandon artistic priegippl a mad rush toward the limelight,
status, acceptance by the establishment, and éoriureir false hopes and expectations

would be smashed, however, when the “everlastimg’haf authority closed the door to

412 See, for example, Bai Hang (1987).
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poetic orthodoxy upon them (a reference to the iswehich began to unfold within the
literary establishment in February 1987 when tlielarwas written).

In early May,The Modern Poetry Groups of Ba and SYas ready for the printers.
However, the authorities had been tipped off, atel in the night after the 1,500-copy
print-run was completed, the police descended tp@ismall Fuling printing house and
confiscated all copies of the journal. The next d&p was questioned, but not arrested.
However, he did not hand over the journal’s prigtiemplates (as they had been
previously hidden in a local friend’s home) and Jasr able to use them to photocopy a
limited number of copies (about 1085.

At 110 pagedvlodern Poetry Groups/as somewhat larger than previous unofficial
journals in Sichuan (with the exceptionHdn Poetry which will be discussed in the
following chapter). Exactly half the pageshMbdern Poetry Groups/ere devoted to
poetry, while the other half was given over to Bemion of prose essays. As the title
chosen for the journal suggests, Liao was againgrp champion Sichuan’s avant-garde
poetry.

He Xiaozhu, Zhou Zhongling, and the critic B& &re listed as ‘guest editors’, and the
covers of the journal feature reproductions ofdbeers of the four major unofficial
journals published in Sichuan during 1985 and 1®&6 on the front, two on the back):
Modernists FederatigrChinese Contemporary Experimental Poehigt-Not andHan
Poetry All four of these journals had been officiallyrtveed shortly after initial
publication, and putting them on the coveMidern Poetry Groupwas evidence of
Liao’s disaffection with the literary establishment

After the preface and table of contents, the #6 pages of the journal were devoted to
poetry. If there is a ranking according to quatifythe poetry as Liao may have perceived
it, it seems that this was limited to the firstfigoets (the journal featured the work of 21

Sichuan poets in total): Ouyang JiangHd,iao Yiwu, Li Yawei**®> Wan Xia*'® and Bai

“13 personal communication with Liao and other indils involved.

414 The first part of the incomplete cycle <Utopia$4E5): <Us> @4i7). Also a collection of short
poems under the name of <Thinggkb): <A Box>, <Stairs>, <Typewriter>, <A Little Knife

5 <Tough Guy>{1X), <An Ancient Friend> ¢ 1L/ &), <Menopause>, <The Sorrows of April]{
[KIHEHR), <Age Spares No OnesHis AN N).

“1® The series <Agricultural Matters3#(3): <Beans> (1), <Agricultural Matters>, <Recent Death>
(#713%), <That Woman>1f ), <Lake-crossing>Ji#]), <A Little Oriental Woman> 4 J5 /N & \).
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Hua'’ Otherwise, in no particular order, Liao includae tork of others he might have
considered important avant-garde poets — sucheasrtthers Song Qu and Song Wei as
well as Shi Guanghua of the Wholism tendency, Yiiri}® Zhou Lunyou**® and Zhai
Yongming#° and less well-known poets, and friends, whom beght deserved
attention, such as Gou Mingjun, Chen Xiaofan, Haa¢¥hu, Wu Jianguo, Er Mao, Liu
Tao, Sun Wenb&** and Yu Tiar!??

The essays Liao collected fdodern Poetry Groupmake it clear that he was
attempting to clarify the false impressions whialh Xngya’s <Grand Exhibition> had
left about the nature and origins of Sichuan’s &gamde poetry and poetry groups. All
Sichuan’s major groups contributed essays reldhiag origins and ideas, and Ba Tie
wrote an over-arching survey about avant-garderpdieat included individuals which
had not belonged to them, such as Liao himselfHs&, Ouyang Jianghe, He Xiaozhu,
and Zhai Yongming®

The neatly bound photocopied editions of therjaustill made for impressive reading

for those with an interest in avant-garde poetr€imna. Liao carefully chose whom to

U7 <Pain> (i), <A Warning> &%), <In the Qing Dynasty>{( i #]).

418 <The Dance>#<).

419 <Free Squares>{ 1 /7 Hk); a series published less than a month earliBioirNot#2.

420 Five more poems from <Woman>: <An Instarf#[{i]), <Night Scene># 1), <Nightmare>,
<Autumn>, <Anticipation>.

421 <A Village> (K} JE), one of a series of poems in homage to T. St;Elso at this time, together with
Bai Hua and other local poets, Sun was preparirgglitoa smaller unofficial poetry journal in Chorirggg
The Red Flag#7.7%). (This journal will be dealt with in the next giter.)

422 promoted by Liao at the time, and now well knowiChina, this was Yu'’s first appearance in a Siohua
unofficial journal: <White Water and Black Mountain (7K 55 2 111).

423 Erom the Not-Nogroup there was an essay by Lan Ma outlining thgulistic underpinnings of the
group’s core philosophy: <The Pre-Cultural Seriesturn Language Composition to its Origins No. 1>
(W SC Ak R AIE 5 30322 —). The Wholism group was represented by an artigl&hi Guanghua on the
group’s genesis — <The Origins of Wholism&{k 1= X Z;it) — and a piece by the brothers Song Qu and
Song Wei: <Two Sets of Notes on Modern PoetrgF){ i 15 S 2 2). Li Yawei wrote an

article explaining the origins and demise of Madhen: <Macho MerMethods> £/ F-E), and He
Xiaozhu was interviewed about his poetry, opinionghe Sichuan avant-garde, and the gravitation of
himself and poets like Li Yawei to the Not-Ngroup in 1986. This was one of the first such witaws to

be published in an unofficial avant-garde jouriaterviews of this type are now a common feature in
unofficial journals and related websites and weab+jals. The sole contributor from outside the pmoei
was Shanghai’'s Yu Yu who submitted an article anléncal avant-garde poetry scene: <As a View on and
Criticism of Shanghai Poetry amid China’s “Post-iBoetry "> (4 o [ )5 BERE” o (1) L iE
FIULEE 54t H)). The centerpiece of this collection of essays BaJie’s 23-page article <On “The
Modern Poetry Groups of Ba and Shu'tg (“ & BALIE” ).



263

send copies to dflodern Poetry Groupdavoring sympathetic critics and editors, such
as Zong Renfa, Tang Xiaodu, and Liu XiadBb.

In the journal, Liao published the preface tdheTCity of Death> tha®eople’s
Literaturehad chosen not to publish, a further installmertBimmanuelle’s Music>
entitled <On Primitive Emotions># 5147/ ), and the second poem of what he
called <The Allahfaweh Trilogy>Fi{ 75— #f). Liao had completed this second
poem, <The City of Yellow># %), during the latter half of 1986 and followed tivat
early 1987 with <The City of lllusions¥%{3%). <The City of Death> had recorded the
journey of the individual’s unconscious through thms of Chinese culture. Standing
upon these ruins is <The City of Yellow> (yellownst just a reference to skin color
and earth, but also implies authority and orthodiox@€hinese tradition), which is an
empty, contrived cultural edifice. Following thestieiction of these two cities, the
entire accumulation of culture down through thetasas becomes a vacant, unreal
<City of lllusions>. In <Emmanuelle’s Music no. @odliness andlegies>("2 41K
5 SR L M S HK),* Liao says of himself that he “was born onto thistle
in order to sing dirges” and these poems are thefmf his words.

<The City of Yellow> was officially published fahe first time in that February
1989 issue oAuthor. All three poems of <The Allahfaweh Trilogy> wezeentually
published together in 1993 in the two-volu@ellected Post-Misty Poems: A
Chronicle of Chinese Modern Poelty7 &k i7%E: 11 E 5 1CiF 44 &) edited by
Wan Xia and Xiaoxiad?® However, very little of Liao’s post-1987 poetryshiaeen
published in the establishment print metfia.

From February 1987, Liao was in a state of limlih regard to his post at the Fuling
culture bureau — yet still drawing a salary — aras thus able to turn his full attention to
poetry and related activities. Due to his earligrcgess as an award-winning official poet

and his friendships with well-known older poets;tsas Liu Shahe, Liao was able to live

424 personal communications. Reading Liu Xiaobo’s copthe journal in 1987 led the author to contact
Liao and travel to Fuling later in the year.

2% Unpublished manuscript.

426 pyblished with a print-run of 4,100 copies in Qi by the Sichuan Education Publishing House,
these two volumes contain over 2000 pages of pdgtgvant-garde poets from all over China.

2" Liao’s self-published books of this poetry areefyeavailable on-line on the DACHS web-site at
http://www.sino.uni-heidelberg.de/dachs/leiden/ .
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comfortably in Fuling. In early 1988, he set off @m extended trip to various parts of
China with Li Yawei and Xiao Kaiyu. Liao returnea Euling in April 1988 with an even
more pessimistic perception of what he considdnedwo major pressures of the times
on the individual angoetry: spiritual exhaustion and rampant consunrerisis
immediate response was the poem <Bastardshi], the first of three poems that would
make up what Liao was later to title <The Slaugftdogy> (& =& ih). Liao now
began to tear into poets, poetry (likening theingiof poetry to defecating), and
language itself.

In <ldols> (%), completed in August 1988 and the second poe«Thé Slaughter
Trilogy>, Liao continues his assault upon cultrere turning his attention to tidols
and icons of poetry and mythology. The culturahgigance of poetry and poets is
dispatched in the opening and concluding poemsdifls> (<The Giant Mirror> [f1 5]
| & I1). Sandwiched between them are a series of flnems equating Mao Zedong with
a poet-creator, detailing their wanton acts of to@aand destruction.

There was an attempt on the part of both Liabltas admirers to rehabilitate Liao and
his poetry ‘officially’ starting in June 1988, afteighteen months of being banned from
official publication. On the front page of the Jiteissue ofThe Poetry Presst was
announced that Liao had won one of ten second<piizthe inaugural Exploratory
Poetry Grand Prize Conted#(@& i A #38)"? for <Why | Weep Bitterly> & 4 {14 i
5. The willingness of Liao and other avant-gardetpdo participate in such an
officially sponsored contest is an indication ofshine quest for recognition had begun to
move out of the Second World and onto the offip@étry scene during 1986-1989.
Another short poem of Liao’s, <Late Night, MotheraoChopin Sonataz#z, #}35ak

428 Sichuan avant-garde poets did particularly wethi competition. The top, ‘special’ prize of 1,000
Yuan was won by the previously unheard-of Xiangiatix a young poet from Chongging who had recently
begun contributing poetry to the unofficihe Red FlagYang Li, now a member of Not-Not, was one of
the two first-prize winners for <Three Playing Ca@tattered on the Sahara DeselH{ vk L=
FK4CH) — the other winner was the Anhui poet Gao Yuem8igang Zhongmin, for <Writing=5{{F),

and Jimu Langge were among the second-prize-winBeth these poets were also members of Not-Not,
as were two of the third-prize-winners (57 in dllilu Tao and Zhou Lunyou — for <The Artist and Twes|
Sunflowers> fii ZZ 51 2% 1) H #%). Also, in the fourth category of ‘Good Work’ peig are the names of
Lan Ma and Yu Tian. Well-known avant-garde poetsrfrother parts of the country to win recognition
(out of several thousand participants) includednSFanhong (%), Huang Beiling (%), Xue Di (3%, and
Gu Cheng (‘Good Work’)! All poems had to be fewean 100 lines in length.
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M #5Z=n9 fifl), was published in the July issueSiars Furthermore, the February 1989
issue of ChangchunAuthor carried the full text of Liao’s long poem <The Cdf
Yellow>, and a short poem appearedietrythe following montt'?® as did a series of
eight short prose poems titled <The Long Corrid@dffii) in the March issue of
Shanghai LiteratureThe latter was part of a special twelve-pagei@ectevoted to
Sichuan avant-garde poets, also including poetryiawei, Zhai Yongming, Er Mao,
Song Qu and Song Wei, Guo Liuhong, Yu Tian, andnghiding.

Another sign of his rehabilitation was the paation of Ba Tie's <A Theoretical
Outline of ‘The City of Death’> (‘3E3’ 1£4) in the same February 1989 issue of
Authorthat also featured <The City of Yellow>. Also, histtime, Chen Chao was
completing work on hi€hinese Exploratory Poetry Appreciation Dictiongpublished
in September 1989) and chose to include the olfffgmublished text of <The City of
Death>%*° placing part of Liao’s original unpublished pregasithin his brief
explanatory article on the poem.

This resurgence was patrtially the result of lsddendships with editors of official
periodicals such as Tang XiaoduPatetryand Zong Renfa a&uthor, and Liao’s
publication history aStarsandThe Poetry Pres#As previously noted, Tang had, with
some difficulty, arranged to have Liao invited e tGrand Canal national poetry
conference in Jiangsu in spring 1988. Clearly fthe judges ofThe Poetry Prespoetry
prize were sympathetic to avant-garde poets oSiafuan as a whole, and by awarding
a prize of any sort to Liao after eighteen monthefficial literary limbo; they were
effectively testing the waters for Liao’s rehalaition. It also helped that the four judges
were young avant-garde poets (under the age of 8 dime) — although Wang Jiaxin of
Beijing and Chen Chao of Hebei were also poetmycstt®*

Despite these efforts of friends and admirers, lcaatinued to write poetry that was
virtually unpublishable in China and consciouslyrgimaalized himself, refusing to make
accommodations with the official literary realmdmhich the Second World of Poetry

had been permitted to enter, and in which Liaogeatrwas being subsumed. A

42 <The Great Basin, My Nanny>k(@t, Fkr1454).

430 As it had appeared iPeople’s Literaturebut minus the symbols which divided the poem itg®ix
parts.

31 The other two judges were Qian Yeyong of Anhui ¥ei Zhiyuan of Sichuan.
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remarkable four-way literary conversation betweewvol| Ba Tie, Li Yawei, and Gou
Mingjun on this subject in March 1988 was officially published in the July 1989 issue
of Author. Essentially, Liao and Li criticize the officiallplerated public face of the
avant-garde (1986-1989) and its willingness to caonfso that they might gather rewards
in the form of lucre, privilege, and position. Taes also criticism (in common with Not-
Not) of imitative practices among these poets thetonly poet criticized by name is
Yang Lian, who had left China in 1988. They namsteéad, some of the foreign writers
who are imitated: Eliot, Elytis, Robbe-Grillet, Bms, and Senghdt: Liao reiterates his
claim that this is indicative of the current unis&lrlack of beliefs, standards, and values.
It is poetry, he claims, that is perfectly suitedeflect this cultural apocalypse, that
provides evidence of it, reveals the false basth®@ihew modern myths, and “... this is

sufficient reason for me to live, to ‘hold out’, language singing dirge$?*
In Conclusion

This chapter has demonstrated the success enjgyavant-garde poets and poetry in
breaking into the literary establishment media.réhe the unqualified success of Zhai
Yongming — a poet who simply ‘got on with her wodkid was welcomed by the
establishment — and there are the efforts of Ouyéagghe, who was successfully
attempting to maneuver himself into a positionahe authority with regard to the
‘proper’ writing of avant-garde poetry. However,aasounter-balance to this movement
toward official acceptance — and in the cases af Zhd Ouyang, also publishing new
work in official publications — there is the extreraxample of Liao Yiwu, a poet who

achieved early establishment success and therdthiadoack on it in pursuit of an

432 Recorded at Gou’s home in Nanchuan.

433 An officially unpublished 5-page mimeograph ertitk Taking a Slap at the Contemporary Poetry
Scene> {5 4 FFEE —HO'G) written by Liao Yiwu, Li Yawei, and Xiao Kaiyu ih988 was much more
direct. In the form of a skit apparently set in @@tural Revolution during a public criticism sess the
three poets mocked just about everyone: in ordappéarance these were Ouyang Jianghe, Xie Mian, Be
Dao, Sun Shaozhen, Shu Ting, Gu Cheng, Yang Liangtie, Xu Jingya, <A Grand Exhibition>, Xi
Chuan, Zhou Lunyou, Shi Guanghua, Song Wei, Wan Ziai Yongming, Tang Yaping, Xiaojun, Liu

Tao, Lu Yimin, Wang Xiaoni, Shao Chunguang, Bai Hflaong Ming, Sun Wenbo, Zhang Zao, and Liao
Xi.

434 iao, Gou, Ba & Li (1989): 72.
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idealistic, uncompromising position as a sociadlgponsible, if intensely personal and
impulsive, artist.

Zhai Yongming concentrated on her craft durie§@-1989, only very occasionally
and reluctantly agreeing to write essays alondities of her ‘manifesto’, <The
Consciousness of Black Night>. One exception wasbmetribution of a brief article to a
collection of similar essays submitted at the bebeBoetryby some of China’s best
known woman poets on the subject of <Woman’s Pedttyt: -¢ik) in the June 1989
issue of that periodicdf® This could have been the start of an officiallprspored and
orchestrated polemic on the subject, but it wastedalue to the nationwide
demonstrations that culminated in the bloody suggiom of the nationwide peaceful
protest movement on 4 June 1989.

Ouyang Jianghe after several polemical essaysglthe years leading up to 1989
chose to focus more on his poetry in mid-1988. Was possibly due to the negative
response within the Second World of Poetry to tiecls on certain quarters of the
avant-garde. He may also have realized that hebegisining to appear as a hatchet man
for the literary establishment with regard to tiedderly avant-garde.

Liao Yiwu, on the other hand, seemed to be iinghtor the Second World of Poetry’s
continued existence, and trying to prove its caintig, greater value to those poets still
residing within it. He held up <A Grand Exhibitior@s a negative example of the
perverting tendencies of the establishment, oetjeedriven rush by individual poets to
relative fame and riches. Contradictorily, Liao terghort poetry and prose poetry, which
were often officially published and praised, at saene time as he was writing trilogies of
long poems, which were not. Therefore, his crydathenticity of spirit and creation, and
the claim this was only possible in the Second W axlould appear to have been
compromised. However, events during the summe®89would force the entire avant-
garde back to where they had come from for a pexfdalree years.

As noted in this chapter, the Second World adtBocontinued to flourish during 1986-
1989, both despite and because of greater officiblishing opportunities — publication
in quality unofficial journals was seen as a fgtp towards recognition in the avant-

43> Pp. 4-23; essays by Yi Lei, Zhai, Li Xiaoyu, Ham Wang Xiaoni, Xiaojun, Lu Yimin, and Liu Tao,
among others.
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garde sub-field at the very least. Liao producedcbrrective version of <A Grand
Exhibition> with regard to the Second World of Rgeh Sichuan in highe Modern
Poetry Groups of Ba and Siu1987. The Wholism group put addan Poetryin 1986
and 1988, the first issue biot-Notappeared in the summer of 1986e Red Flag
appeared in Chongging in 1987, and a women-onlyrpgeurnal —The Woman’s Poetry
Paper( % 7 i#7K) — appeared in Xichang in 1988. A study of thisvity, and the
complicated relationship between the Second Wdrkloetry and the literary
establishment will be the subject of the followicitapter.



