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CHAPTER 9: HAN POETRY, THE RED FLAG,and THE WOMAN'S POETRY
PAPER

Individual poets such as Zhai Yongming, Ouyaagghe, and Liao Yiwu attained the
confidence, or positions of relative prominencefetl free of the need to work within
groups in Sichuan’s Second World of Poetry duri@g§6t1989. Still, groups of various
forms did develop, or continued to exist, in thesipd. As noted previously, in 1984 the
brothers Song Qu and Song Wei and Shi Guanghuaéaliime Wholism group and
espoused a related aesthetic theory. This growp gimvly, however much of the poetry
in their journalHan Poetry(;X #7) was contributed by outside poets who happened to
have work compatible with Wholism at the time oitied. Also, the work of such non-
aligned poets as Zhai, Ouyang, and Liao appeargl@dimPoetry In fact, aside from long
essays on Wholistic theory in each jourtédn Poetryseemed a continuation of the line
of all-province journals, which began in 1985 willodernists FederatioandChinese
Contemporary Exploratory Poetry

The contributors tdhe Red FlagZ/ 7%) in Chongging, on the other hand, were a loose
collective, or poetry circle, primarily consisting local like-minded poets with gradually
changing membership. They did not publicly espalaborate aesthetic theories or
claim to be a group, their journal simply beingedicle to broadcast their poetry. The
journal proved to be a successful launching pa@ foumber of Sichuan poets, including
Sun Wenbo, Xiang Yixian, and Zheng Danyi, as welaa outlet for new poetry by well-
known Second World poets such as Bai Hua.

There were many other lesser-known poetry greugrsunofficial journals and papers
in Sichuan during 1986-1989. One such poetry pap@ch had a national impact at the
time (1988-1990, three issues), and has sinceeé\ag a poetry journal and on the

Internet, isThe Woman’s Poetry Papék 7-##7K), the first all-women avant-garde
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poetry forum in China, out of Xichang. Paradoxigadlditor Xiao Yin wanted a forum
for woman poets in order to dispel what she andrgtlarticipants considered the
condescending and ‘protective’ treatment of womaetpin China at the time (and
traditionally).

Meanwhile, the editors of the major Sichuan fjals,Not-NotandHan Poetry
continued to invite contributions from well-knowwnamt-garde poets in other parts of
China. It seemed they were the only unofficial pp@urnals in China that had national
aspirations, or fully understood that most avantiggoets throughout the country
belonged to a Second World of Poetry separate thenofficial poetry realm and its
journals. The one exception to this rule during3:2889 was the second issue of
Continentout of Shanghai in 1986. Aside from Song Qu andgS&/ei, Hu Dond/*®
Zhai Yongming®*’ Liao Yiwu,**® and Gou Mingjun, the majority of the Sichuanesetpo
in Continentwere contributors to the neMot-Notjournal: Yang Li**° He Xiaozhu{**°
Ma Song**' Li Yawei*** Shao Chunguang, Shang ZhongiftEr Mao?***and Liu
Tao*®

The Not-Noigroup and their journal first appeared in summea6ldNot-Notaspired to
the creation of a ‘school’ complete with poeticaheand accompanying works. This
aspiration was similar to that of Wholism, but N\t was on a larger scale and enjoyed
greater success. Their four journals and two papers meant for national distribution,
and key members of the group were able to drawveral out-of-province members, in
addition to well-known poets, as contributors,at group members. In fact, the group
was a continuation of the spirit of The Third Geateemn, as defined by Yang Li and Li
Yawei (and Macho Men), who were found in the <Th&eneration Alliance> section of

Modernists Federatiom early 1985. Now other like-minded poets, susishang

43¢ <Story> ().

3" Three poems from <Woman>: <Life#(fr), <A Night Scene>, <Autumn>.

438 One of the poems from <The Great Cycle>: <Allatdhig Funeral Dirge>.

439 <The Man Watching Water>F /K[t 5 \), <Going to See the WaterF(k 7<), <China Fish> i1
fi1).

440 <A Beard in a Dream>&§ 1 [{11ii1), <The Other Side>% —Ifi).

41 <Summer> K -K), <Telling Stories>ifl-5), <A Mood> (5 4%).

442 <A Murder in 1985> (854 4% %), <Unconscious Days>it & 1t H 1), <A Hermit> (&1).
443 <Karl Marx> (F/K 1 7 J).

444 <Underground Poetry 1; 2; 3#i( N iF).

4> <It's not Raining Today>4 KA K ).
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Zhongmin of the University Student Poetry groufméal them. Yang Li was arguably
the group’s star poet, the star theorist was Lan(\Mang Shigang), and Zhou Lunyou
was the key activist and editor, who also made mamb poetical and theoretical
contributions. Arguably, Zhou, with the help of etlgroup members, made Not-Nbé
most controversial and best known Second Worldrpagbup and unofficial poetry
journal in China during 1986-1989. Given the simd anportance of the group and its

journals, Not-Nowill be dealt with separately in the following chep

Han Poetry

From its origins in Muchuan in 1984, the idettha core of Wholism as developed by
the brothers Song and Shi Guanghua had to waitvier two years to be explicated in
their own unofficial poetry journalan Poetry: A Chronicle of the Twentieth Century —
1986 (K iF: 1141954 L——71./( 7)). By 1986, the membership of the ‘group’
had risen to six, with the additions of Wan Xiay Oiaiheng, and Zhang Yu, and was to
rise to seven with the further addition of Pan RBiakefore the journal’s second and final
issue in 1988.

However, the size of the group belied the siz@ journal. Originally, in May 1986,
the editors (all the group members) had plannedgelprint run, and 180 pages, fan
Poetry However, as with Liao Yiwu’s 198Viodern Poetry Groups of Ba and Stioe
journal was confiscated at the print house in Qxien@nd only 50 photocopied versions
were circulated?® Finally, a printed version out of Chongging, wéthmuch smaller
print-run and ‘only’ 120 pages (still the thickestofficial poetry journal in China prior
to 1989) did appear in December 1986 — unsurpligitige editors could not raise the
necessary funds to print the entire originally pketh 180-page issue. In a brief note, they
explained these problems and promised themselhegontributors (most of whom
would have also been financial contributors to hagtsions of the first issue), and the

readers that they would make up the loss of 60gaga second issue in 1987.

446 pccording to an interview with Shi Guanghua in gdri (2004): 417.
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However, 1987 was a bad year for this sort 6y, to which Liao Yiwu’'s
experiences sufficiently attest. The second is$u¢an Poetrydid not appear until
December 1988, and was subtitkedhronicle of the Twentieth Century — 1987-1988
132 pages, financial problems would have beenest gis the political ones. A third
issue was planned for 1990. The manuscripts wdlkected and all that was lacking were
sufficient funds, but Wan Xia and Liu Taiheng wareested in March 1990 because of
their involvement in Liao Yiwu'’s poetry-video prajge and plans for the journal were
cancelled"’

There are clear indications of a line of contynbetweerHan PoetryandModernists
FederationandChinese Contemporary Experimental PoetryChinese, the sponsor, or
organizer, of both issues of the journal is listssdhe China Situational Literature
Research Organization([E TR A 22157 ML), the research groups and offices of the
earlier journals now becoming an ‘organization’ wéwer, in the English-language table
of contents at the back of both issuesiah Poetry there is also a listing for the Sichuan
Young Poets Association (printed in English as “Association of young poets of
sichuan, china” [sic]), a now defunct organizatibat, as Zhou Lunyou previously noted,
a letter of introduction from the Association maidgossible to initially find a printing
house in Sichuan. The table of contents of the 1886 ofHan Poetryis also
reminiscent of the two journals from 1985. It igided into five parts, and the list of
contributors, aside from the brothers Song andGfginghua (who lead off both issues of
this journal), consists of Haizi, Liao Yiwu, Liu ifeeng, Zhang Yu, Zhou Lunyou, Daozi,
Zhai Yongming**® Bai Hua?*® Ouyang Jianghe, Sun Wenti8Zhang zad>! Wan Xia,
Yang Li, Li Yawei, and Zhao Y&2 The only new Sichuan poets here are two of the new
members of Wholism: Liu Taiheng and Zhang Yu. Alsside from parts three and four
of Haizi's <But Water, Water>{ig{ ;£ 7K, 7K), the only other non-Sichuan contribution is

from Daozi — previously the translator of the pgetf Plath and Ginsberg in 1985, but

47 bid.

448 Erom the series <Peaceful Village>: <The First Mion<The Sixth Month>% /5 ), <The Seventh
Month> (35-& H), <The Ninth Month> 4 J1 H), and <The Twelfth Month>5 |- — ).

449 <A Man Who Watches the Airs#’< /) \), <Li He> ()5 ), <Books> (1), <Dusk> ¢4 ).

450 A selection of <Sonnets>HIU171F): #1, 2, 6, 8.

451 An eight poem sequence: <The Drama of AutumipR{ 1 %k ).

452 Two sequences of four poems: <Rivei)(and <Allan> fi *%)
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now represented by a long poem of the Wholism tecyl®* Otherwise, the names are
familiar, but the space given to their work is alemuch greater than had previously
been the case. Other well-known Sichuan avant-gaodes absent froidan Poetry
(such as Lan Ma, Shang Zhongmin, He Xiaozhu, andlao) were published in the
1986 first issue olot-Not and Yang Li, Zhou Lunyou, Wan Xia, and Li Yaweich
work in both journals, although the work of Liaadathou, for example, was written in
1984 and 1985 respectively.

The final section in both issuestéén Poetrywas a new twist for unofficial poetry
journals: entitled <Chinese Poetry Research$E(i-f#ififf 97) and at 32 pages in length
in the 1986 issue, it consisted of three essay8hbythe brothers Song, and Ouyang
Jianghe respectively. Allowing essays on poetrydoupy almost a quarter of the journal
was a hew phenomenon shared withNlo¢-Notjournal. The tenets of Wholism were,
finally, publicly available in long essays by ituhders. On the other hand, Ouyang’s
essay was a reprint of his comments on contempp@etry first published iDay By
Day Make It Newn 1985.

The 1988 issue ¢tdan Poetryfollowed the same pattern — a small number of
contributors (19 again) each given a lot of spaoé, now almost a third of the journal
was given over to essays on poetry (40 of 132 pages main contributors were the
members of the Wholism group, with the additiorPah Jiazhu who contributed poetry
and an essay. Shi Guanghua and the brothers Soigedsame, and Yang Li, still an
editor ofNot-Not again contributed poetfy? Ouyang Jianghe also contributed po&fry
and an essay, as did the free agent Xiao K&Rand there was poetry by Bai Hira,
and the new free agent Li Yaw&f who had ceased to contributeNot-Notafter the

453 <The Poles>H{Z3th), the second part of <The Legend of the Heavenbyf \Btar> (KI5 (1) 4L5).

454 The series <Quotations and Birds# 5 1%): <Bird the First> £ —), <Bird the Second> ),
<Bird the Third> (%2 =), <Beyond the Bird>1 4}), <Behind the Bird> 2 J7).

455 <All Day> (—K), <Day By Day Make It New>[{] [1:#), <A Girl Out of School> {2 I & %),
<October> (I }]), <The Dance of the Skeleton of Wisdonds £ [ ik 2~ £E).

456 The first part of <Empire>if [H): <Songs of Praise>{’%#); a brief idealistic essay on the calling and
purpose of poetry and the ability of poetry to apathe individual and the world: <The Simple St&a¢h
in Front of My House>3t.5 i (1) fai 541 4%).

47 <Pain>, <A Warning>, <In the Qing Dynasty>, <Yort{{5 %), <I Sing of Growing Bones>f # '
AR 2K).

58 The series <Heaven3): <Bird> (%), <March> (= H), <Shore> fi#), <Feathers>¥]), <Alcohol>
(i), <Song> §K).
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1987 No. 2 issue of that journal (although he waldisted on the editorial board of the
1988-1989 No. 3 and No. 4 issues).

What was new in the second issuélah Poetrywas a great increase in poets from
outside Sichuan, from two to six. Haizi was stii@ntributor?>® but of the five new
names, four had not appeared in previous unoffjoighals in the province. Nanjing’s
Han Dond® was the familiar name from the prior appearandei®fvork inChinese
Contemporary Experimental Poetry 1985, while new to Sichuan’s Second World were
Chen Dongdong®* Wang Yin?*?and Lu Yimirf®®from Shanghai, and Xi Chu#fifrom
Beijing.

The inclusion of the work of the last poets gades that Ouyang Jianghe had a large
amount of influence on the editorskdén Poetry Earlier in 1988, Ouyang had written
officially published essays in which he had speaify praised the work of these poets
and held it up, as well as his own, as models ap@r modern Chinese poetry practice.
This impression is reinforced by the editors’ diezido publish Ouyang’s essays on just
this subject in both issues of the journal: theaftentioned 1985 essay on the perceived
crisis in Chinese modern poetry in the 1986 isand,<Sylvia Plath and the Metaphysics
of Death> in the 1988 issue. It seems odd thaptietry of Ouyang, Zhang Zao (in both
issues), and Bai Hua (also both issues) — the these contributors to, and editors of,
Day By Day Make It Newn 1985 — and Zhai Yongming and Sun Wenbo (boB861énly)
should appear in a journal otherwise dominatechbypbetry and poetics of Wholism, or
work that was arguably of that tendency. The faat Ouyang, Bai, Zhai, Sun, and

Zhong Ming would also appear as a grouping withrthmme of <Five Lords of Sichuan>

459 A selection from <The Sun>KJH): <The Ministry of Sacrifices>3£1E).

4%0<| Hear Cups>FWr WA+ 1), <Already Impossible>il 7k As 1l fig), <Days Together with Whales¥(
g I/ — &M H 1), <Nanny> (*4#), <A Salute to Shoes{¥ /44L), <Despair> £ %).

61 The seven-part <The Scene and Miscellaneous Wk 15 2% 1it).

452 Six poems from the series <Home of the Spirl$# 2 %): <The Dancer>#{#%#), <The Dead>4t
#), <The Sleepwalker>4jii #), <The Gardener{if| ]), <The Binocularist>#i %% #), <The Patient>
(HN).

%3 Seven poems from <1988 Poetry Notes>/(,/\ J\4E1Fid): <January 7>(- H-EH), <February 24>
(= H=+VIH), <March 14> E 1P H), <June 23>4 H 1 =H), <June 24> H 10 H),
<July 1> (£t H—H), <June 12>-t H+—H).

%4 Six selections from <The Visit3#ijj): Parts 1, 2, 4, 7, 8, 9.



275

(V)11 7LF) in Xu Jingya’s <Grand Exhibition> in October 1988indicates thaHan
Poetrywas also a platform for Ouyang and this circlpaétry friends, both in Sichuan
(in 1986) and in the rest of the country (in 1988)wever, the subordination of these
poets to Wholism poets was made clear by the famsvo both issues ddan Poetry
the placement of the poetry of the Song brotheds3in Guanghua at the front of each
issue, and the long essays on Wholism that cloaell issue.

The title of the journal itself is somewhat stya:Han Poetry The wordhanis the
name of the first great dynasty of unified Chin@g28.C.E. — 220 C.E.) and is also taken
to refer to the people of the Han ragéjf), although the Han dynasty was, in fact, a
multi-ethnic empire similar to Rome’s. Wan Xia sdlyat the choice dian /X for the
titte was made because the Wholism poets useddheQHinese languagel(#) to write,
and to emphasize the point that they “weren’t ateresthing.”*®® Presumably, the choice
was meant to reflect a more Sino-centric orientatio the part of Wholism’s poetry as
opposed to the western influences evident in mdi€@hama’s New Poetry, especially
since the end of the Cultural Revolution. It wasoa return to cultural origins.

Subtitling the journal historical chronicleof the twentieth century is also somewhat
confusing. Are not history and poetry separatdlettial endeavors? Opening the cover
of the 1986 issue of the journal in search of elaton, the reader will first see, on the
upper-left, araiji Atk diagram, said to represent the origin of all creédhéngs, with the
yin and yang principles as its primary constituemtse Taiji is a pictorial symbol of the
essence of virtue and perfection in heaven anth,gagn and things. The eight diagrams
encircle this symbol, which denotes the evolutibnature and its cyclic changes.Han
Poetry, the text beneath the diagram relates how it wasldped during the Han dynasty
as a representation of the secret learning helimiheBook of Changesaid to have
been written by King Wen (1231 — 1135 B.C.E.), finender of the Zhou Dynasty (11

“8%|n an explanation of the name, in <A Grand Exfobit as it appeared in book form in 1988 (Xu Jingya
et al. ed.: 374), a letter from Liao Xi in Hongkoagyues for the name “seven lords of Sichuan”, bez®f

a collection of their poetry and a forward writteyn Ouyang Jianghe that was to be published there.
However, Ouyang has said that it should have resddifive lords” as Sun and Liao were just friendsl a
wrote badly at the time: see Yang Li (2004): 468aiZYongming, for her part, considers the nameka,jo

as she felt excluded by the word “lord”, which $bels has a solely masculine meaning: see Yang Li
(2004): 483.

66 See Yang Li (2004), Chapter 4.
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century — 256 B.C.E.), and meant as an explanafitime eight diagrams and their use in
divination and geomancy. The text goes on to reteethe Taiji diagram was nearly lost
at the end of the Han dynasty, known only to hesmnitthe kingdom of Shu (western
Sichuan); during the Song dynasty (960-1279) istareThe Book of Changaegew

again and the diagram was only then recovered.mhisexplain the choice of the name
Han.

On the opposite page, there is another diagitamnot apparent what this is until the
text below it is read: Halley’s Comet, which apmehn the autumn of 1986.

The foreword opens with this sentence: “The mposfound contribution of modern
Chinese poetry is in its self-aware manifestatiba form of life consciousness.”

What follows is one of the most optimistic owtks on contemporary Chinese poetry
ever written. The writers claim they can see Chenasetry passing beyond realism and
surrealism, no longer trapped within the restrefphenomena of these old Isms, which
are limited to reflecting in poetry the lonelindasomization) and subjective snares of
life. They go on to claim that contemporary poetigplays a direct connection between
man and existence and the limitless opennessedilifiations ¢ itk 2%). They declare
this poetry has healed, or transcended, the fraetad the antagonism between humanity
and existence, and regained the sublime optimistheoéncient Chinese (Han) and
Greek cultures (presumably referring to the holigr®armenides in the sixth century
B.C.E., and not the atomism of Leucippus and Deiein the fifth century B.C.E.).
This poetry is a confirmation of humanity and netw realization of life’s harmony,
unity, and clarity, and mankind desires this “a@gperiencing the age of analytical,
instrumentalist culture.”

This stated optimism indirectly explains the wipg Taiji diagram (the reintegration of
humanity with nature) and Halley’s Comet (the atiof a new age). A more detailed
and explicit explanation is found in Shi Guanghwessay <Abstract: Wholistic
Principles> & %:: 4K J71)), which attempts to relate holihe Book of Changeaakes
on significance in contemporary Chinese literatund life.

Shi's essay is followed by another from the beos Song, <Poetry Existing as Life>
(1 kA i 7745 B35 3K), which states the meaning of the title and thgidogremise of

Wholism: “With regard to poetry existing as a caterstate of life, we believe in its
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completeness. Because it is complete, we beligheit simultaneously transcends the
limited spiritual existence of concrete statesfef! This wholeness is found in the work
of poets who have a consciousness of the whohstiare of life, of which the writers of
Wholism believe there are many. Again, there isajygarent belief that poetry readers,
suffused with the spirit of Chinese culture as esped througfihe Book of Changes
Daoism, etcetera, will not fail to understand aedrspired by the work of China’s
young poets, and this will lead to the birth ofeavrand better culture.

Reading this, a western reader might be remindéoe beliefs of western holistic
philosophers, such as Spinoza and Hegel, whoth&ancient Greek Parmenides, had
visions of the unity of all things. Hegel — widelyad in China — believed that nature
consists of one timeless, unified, rational anditsal reality, and that the nation state is a
guasi-mystical collective, an invisible and higheality, from which participating
individuals derive their authentic identity, andathich they owe their loyalty and
obedience. All modern collectivist political thimse- including Karl Marx — stress some
form of higher collective reality, which nearly aws came at the cost of minimizing the
importance of difference, the part, and the indraid Given this, it is possible to
conceive that the founders of the Wholism poetougt and the many intellectuals
throughout China who made studyTdfe Book of Changesmajor fad from 1984 on,
were still attached to some of the ideals of Madatey’s variety of Marxism, and had
now latched on to Daoism (if not also Chinese vdasi@f Buddhism, such &hanfifi —
or Zenin Japanese) anthe Book of Changess a new source of national pride and
cultural renewal.

There are also similarities to western New Abgiogophies and life-styles, under
categories such as “wholistic living” and “wholstiealth”, often influenced by aspects
of Asian culture (such as Zen, yoga, aspects ofi€d@ medicine), that began to appear in
the west in the 1950s and 1960s. The title oHhaer Poetrys first poem by Song Qu and
Song Wei seems to confirm this: <The Great Sayfnges> (X FlJ&). To a western
reader this title may be reminiscent of God’s edéfiMes” in reference to the
resurrection of Christ as an affirmation of theueabf Christ’s life and work, as well as
Nietzsche’s (also popular in China) enigmatic digsion of the child as an innocence

and forgetting, a new beginning, a game of creatiaself-propelled wheel, a first
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movement, a sacred Yes. However, of more direevagice to <The Great Saying of
Yes> is the Daoist sage, or Zen master, who sags™With a laugh to anything and
everything in the universe, even though at its disea faceleseunduniiiili (the chaos
before the world was formed, in Chinese mythology)the same time, there are also
forms of negativism and quietism connected to Oasages, in particular Laozi and
Zhuangzi, who made great use of paradox and weoeded as frequently answering
questions from acolytes or lay people in the negdsi i, or ‘not’.**’

However, to an attentive Chinese reader theditiSong Qu and Song Wei’'s poem

would also appear to be a play on words. ‘The G(efj is in the position of subject, the
verb is ‘to say’ (1), and ‘yes’ (&) is, in fact, the verb ‘to be’, which has the meanirf
‘ves’, but also extends to mean ‘the truth’. Irsthéading, the title may mean that the
sages and classics of the past, suchh@sBook of Changeer present, speak the truth.
Another possible reading is related to the homoplaayuek 2, meaning ‘probably’ or
‘approximately’, thus rendering a title that couldth humor, be read as ‘probably true’
in relation to the poem that follows. The five-pprose poem itself is a distinctively
Chinese creation based on the language and idddedook of Changea difficult
read for anyone not previously steeped in thatdextttraditional Chinese cultural beliefs.
Essentially, the poem relates the story of theimeliahips between humanity and the
universe, and the great cycle in which humanitypk part. It is the unwitting nature of
this human role, and the existence and truth sfdjcle as revealed iFhe Book of
Changeswhich the Song brothers attempt to disclose thinaheir poem.

Wholism is not a foreign idea in western antsah article written as an adjunct to an
art exhibition entitled “Wholism” in Eugene, Oregan November 199%°® Sabrina

Siegel argues that the project of Wholism is:

...the augmentation of the individual’s power to limehe world, through the
practice of expressing and inciting active affetsio

7 |n fact, it seems that it is directly to this atlsie of tradition that the Not-Not group appedtetheir
choice of namejE3E. It could also be argued that this choice of narae influenced by the Wholism
group’s optimistic take on Chinese tradition. Thistehowever, no admission of this by the key membe
of Not-Not.

488 http://www.emory.edu/ALTINL/Articles/Wholism/Intriotml (2/4/2004)
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This program is based on the ideas of Spinozatepieted by Gilles Deleuze and Max
Scheler and stresses an immanent mode of art whérelall aspects of a work are
processed by the body, gaining fuller significaand meaning through sense in this
way... so, a work exists primarily as a lived expece/expression of the viewer (just as
its origin was such for the artist).” Here thererss to be a connection to the ideas on life
consciousnesg{ i = 1)) and situationalism literaturdf(z 3C %) expressed by the
brothers Song and Shi Guanghua, whereby the indaVig held to be capable of
embodying, and thus expressing in words, bothiteef the individual and of the whole
universe, or the nation. The poet’s work is to lmeedhe conduit of life, the tool that
renders life immanent through objective use of . Thus, with regard to the poetry
of the brothers Song, the critic Chen Chao writbe fanguage makes itself
immanent.*®® The complexity of the poem is the complexity & libut there is a
“simple” key to that in the form of ancient Chindgseught, such as the Taiji chart and

the Eight Diagrams ofhe Book of Changes

The Poetry of Han

The first issue dflan Poetryfeatures several other long poems of the Wholistic
tendency, including Haizi's <But Water, Water>, didiwu's <Happy Land>{ 1),
Liu Taiheng’s <Living Things>/4#)), Zhang Yu's <Land of Ba>t{. 1-), and Daozi's
<The Poles>. In 1988, the number of such diffieudrks was reduced to that of the Song
brothers’ <Down the Southern Way: A Poetical Reaxfrthe Idle Life> (FFgid: —iX
N JE IERC), Wan Xia’'s <Air » Skin and Water>%<, « ZJIkfi17K), a series of 26
poems dedicated to Pan Jiazhu, who in turn wrosokBf Prayer>{r#;1)), and
Haizi's <Sun> ¢KFH).

Instead, in 1988, there was a shift towardsseanr cycles, of relatively short poems.
In this regard, the first issue Bfan Poetryhad only a selection of five poems from Shi

Guanghua’s <Snow Before the Gaté3{i =) and six poems of Wan Xia’s under the

title <Hidden Dreams>ffi4¥). By 1988, the number had grown to include twahsuc

6% Chen Chao ed. (1989): 659.
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series by Song Qu and Song Wei to open the jowrpaktry, followed by a selection of
short poems by Shi Guanghua, Liu Taiheng, and Zang\t the same time, the
Wholism essays by Shi Guanghua and Pan Jiazhe ilashsection dealt with theology,
ontology, phenomenology, teleology, and aestheticst of it specifically western. The
Song brothers in their <Book of Teachings®{3), the first part of <A Possible
Transcendence — A Theory of Wholistic Artsf g [1)iE—34k 1= L2 AR E), also

deal with these same subjects by relating thefh®oBook of Changethe Taiji, and the
Eight Diagrams, and attempting to demonstrate tipersor wisdom of traditional
Chinese culture.

It is precisely this last element which ledicatsuch as Xu Jingya to praise the writing
of Wholism, if only because of their optimism aheit belief in Chinese traditions
instead of western. Writing in November 1986, Xm&elf does not share this optimism,
but sees these poets as attempting to re-linkpvékl919 (May Fourth Movement)
traditions of ancient China, resurrecting a logsiamal literary archetype, and feels such
efforts worthy of praise and suppdff.However, as with other critics, such as Xiang
Weiguo?! Xu feels that the long poems, through their leragiti complexity, militate
against the very simplicity and naturalness oftthdition the Wholism poets seek to
extol and promulgate. Possibly it was criticismtstius that led to a decrease in the
number of long poems in the 1988 issueHam Poetry

The shorter poems lend themselves better tasiar in anthologies and publication in
literary journals, as with the following poem ofiS&uanghua’s from the 1986 issue of
Han Poetry

<Hearing Winter> (7 4) 42

On water, pale winter plums quietly

listen to the low voice of falling snow. Beyond sgmshadows, a touch of the moon
a stretch of withered reeds whistling up a song

it's a look back by the departed, it's a tellinglafeliness

poured out to discordant drufh$

470 %u Jingya (1989): 186-188.
471 Xiang Weiguo (2002): 118-119.
472 Anthologized in Chen Chao ed. (1993).
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but a deep winter awaiting a return takes watexr lagat
takes the breaking of a quiet string as the soofrpeace

and when water falls, stones appear. | think

with blood to write the remoteness of high mourgatears drop into old wifi&
even if it's a dream of departure, an epigraphribed on bone

take the sole awakening

as a time to watch clouds rise

a time to watch rain wash bamboo

So, | will come treading on snow

sad days of decline are a promise to my heart

if suddenly we meet, then rap an earthen jug fasiou
let the returnee be at the gate, the flowers lighbri
then start the limitless years

in the depths of waiting build a home and washbibdy
and look up at the sky and think, behind each weed
enter into an ancient lingering death

The critics Chang Li and Lu Shourong see Shinghaa as more of a nature poet than
Song Qu and Song W&F Shi does choose to exploit nature imagery — miidh o
reminiscent of that found in classical poetry -express his lyrical longing for a golden
age and its traditions. However, Shi’'s poetry irtipalar can be seen as an elegy for an
absent beauty or tradition — the poet acts as algumover its deathbed, and what he
writes are poems on this death. Moreover, thisagpibn of death, somewhat
paradoxically, brings an element of the modern Bhds poetry, given the continuing
obsession of avant-garde poetry with the subject.

The short (and long) poems of Song Qu and Soeg & the other hand, are more
centered on the world of people, as in the firgrpmf their series of ten poems <Home
Words> gLi#) in the 1988 issue dflan Poetry

473 “Discordant drums’iL ¥ may also be translated as “chaotic changé’may mean the drums that
marked time in ancient China, or ‘change’.

474«0ld wine” gingjiu i refers to wine given as a sacrificial offering mc@ent China.

475 Chang & Lu (2002): 207-209.
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<Waiting for Guests> ({3 %)*"®

A person who came to see me before crossing the sea
today whips his horse past my gate

in his hand he carries an appointment as offiaattie South
and turns in at a mountain in back inclining to west

| am without words to shout at him

| can only tie up clashing blades under the eaves

and hang out a door lamp

then dust with my sleeves, do a little arranging obom
and quietly wait for him to come back

these are overcast days

| scoop out rainwater collected yesterday

silently sit by the fire, warm wine

or painstakingly decoct Chinese medicine

shortly the sky turns dark, wind strikes the drapes

at this moment a person who intends to see me

should come and raise my home’s door curtain

and casually play with me a banal game of words

The critics Chang Li and Lu Shourong see thegSonthers as having moved away
from their transmission of ancient cultural tramits via languorous, dreamlike long
poems to an attitude more reminiscent of the punelgity of life expressed by the

poetry of Chinese literati during the Ming and Qihgasties’’

They correctly identify
the imagery and tone, but fail to see the presapthtiport of what the Songs write here.
Who is the former acquaintance that has gone oasi@ed now returns as an official,
residing in a mountain inclining to the west? ItulMbseem to be a criticism of poets, like
Ouyang Jianghe perhaps, who have turned to wessglitions as the new poetical
authority in China (a mountain can be a symbolutharity and power). The hanging of
blades indicates some hostile feelings, but trestili the hope that the prospective
visitor will return to his former friendship, orlagjiance. While the I-speaker waits for
this person to return, he gets on with his lifsimple — and therefore, in the context of
this poem, ostentatious — Chinese ways, or in @neaf the retired literati of antiquity.
Poetry as a banal word game is also part of theedbotradition the Songs and Shi are

attempting to revive.

476 Anthologized in Chen Chao ed. (1993).
47" Chang & Lu (2002): 206-207.
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As a founder of Macho Men, the life of the lagmnwould not have interested Wan Xia.
Bai Hua records ifThe Left Sid&€®that in 1986 Wan, while studyinthe Book of
Changessitill retained a lively interest in the lifestydé knights errant. His interest in
ancient thought seemingly inspired the followingpofound in the 1986 issue ldan

Poetry

<A White Horse> (11 5)*"°

The imagined white horse scatters its fragrant Beavith dignity in a wood
her hair lays flat over the tail
its whiteness leads to transparence

| wait for you to return stamping on flowers
as if on a long trek through your palace

the white horse is the hand nearest your lips
you enter the wood

but you're not a horse

It's also not a woman who rolls up the curtaintghatlattice window
the bolt of bleeding silk is still fluttering by éhwater

once you awake from a dream it will die in another

in another dream

white is not a lofty color

a white horse is not a woman with four naked limbs

Turn your back to the atmosphere

only now the clip-clop of hooves fills the thickeste

the imagined fruit beneath a rainbow is sure tcehay body
how can the confusion of facades fail to be yousés

In antiquity, white horses were sacrificed te ods and to seal oaths of allegiafiCe.
However, there is a favorite linguistic-philosomisaying that “a white horse is not a
horse” (159 4), which has frequently been rendered as calligrajgwn through the
centuries. This is a play on the meaning of thedvbai |1, which, aside from ‘white’,
can also mean ‘pure’, ‘clean’, ‘blank’, ‘a wronghyitten Chinese character or a

mispronounced syllable’, leading to a further egeshmeaning of ‘a waste’, or ‘for

478 Baj Hua (1996a): Part 4, Chapter 2, 4.
47 Also in Chen Xuguang ed. (1994b): 105.

B0see thel 77: LH1L
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nothing’. Furthermore, in the minds of readers feamiwvith both Chinese and western
traditions, there may appear to be an associatitimRlato’s thoughts on the “idea” of
“horse-ness” being distinct from “white-horse-ness”

Wan'’s choice of white horse(s) as the subjeet pbem indicates he is playing with
words, writing about the poetical imagination, amgjaging with Chinese cultural
traditions. Yet in each stanza Wan deliberatelyoanages sexual interpretations through
use of female imagery and vocabulary, only to ldey these implications (last line of
the second stanza, last line of the third stanmaking the reader aware of the
promiscuous nature of the imagination when facet wiconfusion of empty, or white,
facades of words requiring its active input. At #me of the poem, it is these facades
themselves that are identified as the white hooseshich we all travel through poetry,
and, by implication, through life.

According to Bai Hua, Shi Guanghua’s primaryuiegment of the poetry published in
Han Poetrywas that the subject matter found its inspiratio@hinese culture, and not
the western literary traditioff* Wan Xia’s poem certainly met this requirementaiigh,
like the Song brothers and Shi himself, he usedemeized poetical forms and free verse.
This also helps to explain why so much poetry thatnot come under Wholism proper
was included in both issuesldan Poetry

This included poetry by Zhou Lunyou in the 198€e ofHan Poetry by which time
Zhou had already helped to organize the Notgtotip. <Man-Sun> A H) was written
in July 1985. However, Zhou continued with his earbver arching theme of portraying
irrational life experience from the individual’'sipbof view, as in <The Man with the
Owl> (1984) and the <White Wolf Valley> poems (19B285). <Man-Sun>, dealing
with man and his imagination as creator, conclwdés a conversation between the I-
speaker and Zhuangzi, and then the lines: “Zhuasgnerely thoughts of the butterfly /
The butterfly is merely Zhuangzi’s wings.” Theseneeks appear to be a satiric comment
on the fascination of roots-seeking poetry with &igei and ancient belief systems
similarly devoted to interpretations of reality, \Wway of oracle bones arithe Book of
Changeswhich Zhou also refers to within the poem. “Thets of the tree are rotten, but

its leaves are still fresh ..... [My] rootless tn§ starts here.” The culture at the base of

81 Baj Hua (1996a): Part 4, Chapter 4.
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these beliefs and symbols already being dead,dheyffer no more than inspiration for
continued irrational flights of the imagination.ét.the content disappear, all that remains
of the entire world is sacred abstraction. / Yietd concretely.” In 1984-1985, it seems
that Zhou was still searching for a personal answéhnis paradox. In the next chapter,
the answer he and his fellow Not-Not group membetsed upon will be dealt with in
some detail.

Ultimately, even the openly skeptical poetryZbbu Lunyou could be included kian
Poetry, given that many of the issues he dealt with irgdgtio consciousness — when not
clearly Freudian — were issues familiar to Chinesalectuals from ancient Daoist and

Chan Buddhist-influenced texts.

The Red Flag

In his brief comments on the poetry of ChongefiagedThe Red FlagZ/ /%), Bai Hua
compares it's poetry to that of Chengdu, saying @teongqing is a city of tragedy, of
production and hard work, which produces a forrhexdvy lyric poetry; while Chengdu
is a city of comedy and anti-lyricism rooted in qoerce and a leisurely lifestyf&
Although simplistic, there seems to be some tmattiis. Historically, as the provincial
capital, Chengdu has been a wealthier, better degdasity than Chongqing, and
Chonggqing is now a major port on the Yangtze riged during the twentieth century has
been built up into one of the China’s largest indakand manufacturing centers.
Because of its location at the confluence of thagtze with other major rivers in a
mountainous region, Chongging was chosen by thehdist Party as its capital in 1938,
and remained so until the end of the War of Rest&against Japan (1937-1945). This
led to frequent bombing raids on the city. It ily that the sense of Chongging being a
city of tragedy was produced at this time, when ynaajor poets and novelists (such as
Ba Jin, Mao Dun, Wen Yiduo, Mu Dan, and Zheng Mmiho had moved to Chongging
when the capital was relocated there, wrote lyqedfiotic works and pieces describing

the suffering and resilience of the people of titygat the time.

82 Baj Hua (1996a): Part 4, Chapter 4.
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In 1987, a number of local poets came togetherdate a new journal which would be
devoted entirely to lyric poetry: they were Bai H&a Wei, Xiang Yixian, Pan Jiazhu
(then writing under the pen-name of San “4fgand Sun Wenbo. <Introductory
Remarks> &%) at the front of the first issue is the only prgsece inThe Red Flag
four issues. It immediately states that contemponmawdern Chinese poetry is in a state
of crisis, a view previously espoused by Ouyanggh&, but also shared by Bai Hua as
the foreword to 1985’Bay By Day Make It Newlearly indicates. As with Ouyang, there
is an implication that the multiplicity of poetryaups proclaiming various Isms is
somehow a danger to poetry. Paradoxically, theew(s} of the foreword then claim they
are not in a position to judge this.

The remainder of the introduction reads likeanifesto similar to that of a poetry
group. The belief that poetry must move peopléésdentral tenet — poetry must cut into
the streams of life and consciousness; it shouldeamitative, but honed from the
poet’s years, flesh and blood, youth, and strongtem. In further remarks strongly
reminiscent of Bai Hua’'s foreword Make It New poetry is said not to be a “method,”
but an emergence of life’s internal regulationg] #rat technique is the true test of a poet.
As in Make It Newthere is no explication of what is meant by thesearks, yet nor is
there any proposed exemplar, such as Ezra Pounteigo be in the earlier
Chongqing-based journal.

There is an apparent comment on, or responsedbseeking poetry and the poetry of
Wholism: “modern poetry in the Han language isghaful result of the clash between
the predetermined tide of Oriental culture and eoworary life.” This implies a
rejection of the immersion in past Chinese culpnacticed by some poets and a call for
balance between the present and the past, andyherea more direct contemporary
relevance in poetry.

At the conclusion to the foreword a necessaplamation ofThe Red Flag title is
given. The image of the red flag is synonymous withCCP’s struggle for survival
during the 1920s, 1930s, and 1940s during the wiailwith the Nationalist Party, as a

symbol of nationalism and resistance during wahwépan, as a symbol of

83 pan would begin to publish under his given nan9i®8, when he moved to Chengdu and joined the
Wholism group.
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independence and victory in 1949, but also as @eyof the strong emotions raised by
Mao Zedong among the Red Guards during the CulReablution.The Red Flagvas
also, however, the name of a monthly magazine, wvias once the CCP’s most
influential theoretical organ, until its closure tye CCP leadership not long after this
unofficial poetry journal came into existence.iglpresumed to have been closed for
being a redoubt of Maoists critical of Deng Xiagpseconomic reforms.) It was these
conflicting, possibly tragic, strong emotions thregpired the choice dfhe Red Flags
the name of the journal: “Modern Chinese poetnyasessarily the elegant blood-stained
demeanor of this generation of our nation’s eliteerefore we are calléthe Red Flag
On the first page of the journal, before the taifleontents and the <Introductory
Remarks>, the excerpted lines from a song poputang Red Guards during the

Cultural Revolution further reinforce this reading:

The wind and clouds suddenly change, the warldeds $p again. Surging toward the
world
all is in turmoil, when a yellow mast appears onuge.

The red flag leaps over the Ding River, straighda@o Dragon Rock and up to
Hangzhou.
Gathering up stretches of speckled gold, really llistributing fields and land.

This song is meant as praise for the role of th® @@der Mao’s leadership, for subduing
the warlords and bringing social justice to theregped multitudes, and reflects the
revolutionary fervor of the Red Guards. Given thsults of the Cultural Revolution,
particularly for those educated youths and formed Buards who were forcibly
rusticated during the 1970s, there is a sensagictirony, disappointed expectations,
and bitter-sweet childhood memories in these lines.

Overall, the introductory comments seem to Haeen inspired, if not written, by Bai
Hua. However, in his comments ®he Red Flagn The Left SideBai makes no mention
of taking part in the organization of the journady is there mention of his considerable
poetical contributions to the first three issuassdtbly Bai did not wish to deflect
attention from the other organizers, wanting tontan the pose (in his book) of an aloof

outsider. Moreover, the first two issues, asidenftbe plain cover, had the same typeface
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and page-layout ddake It New- a clear indication it had been set and prinie8ai’s
friend Zhou Zhongling, the co-editor bfake It Newat his printing house in the
Chongqing suburb of Beipei.

In any case, the first forty-page issud bé Red Fladghad Bai Hua’'s contribution of
three poems placed sixth in the table of cont&fitshe list of contributors read as
follows: Sun Wenbo, Fu Wei, Lin Mang, Guo Yubin, igaYonggui, Bai Hua, Xiang
Yixian, and San Lang (Pan Jiazhu). Lin Mang, adesi of Beijing, seems the odd one
out here, as most critics consider him a Misty §&@®an Jiazhu was a native of Anhui
province, but had been resident in Chongqing sir®&3. All the other poets were
residents of Chongging and its many suburbs, wighetxception of Sun Wenbo, then
living in Chengdu. The appearance of poetry by Wéagggui, a name familiar from
Make It Newfurther bespeaks the influence of Bai Hua ondhbenal’s editorial
direction.

In recent years Sun Wenbo, now a resident girBgihas become prominent in the
official literary realm as a poet and critic. Hoveeyin his many prose essays, he makes
only passing reference Tthe Red Flagmerely acknowledging that the journal (without
using its name) led to the first official publiaatiof his poetr§?° and a realization that
poetry was his vocation in life, and stating thatamd Fu Wei had organized the journal
(but not necessarily implying that they were alamdoing soY:*” As his poetry’®® and
that of Fu Wei, led off the first issue ©he Red Flagit is reasonable to assume that they
were key organizers of the journal. The tone ofithkenal, as advertised in the

introduction, is set by Sun’s poetry:

484 <Responsibility> §71T), <Conscience>[ 1»), <Silhouette> {fll 5%).

485 Eor example, see Tang Xiaodu ed. (1993b) and Chewo ed. (1989).

88| the unpublished essay <How | Became My Self#H 4 /% 4 T [ V), 2001: 7. For example,

the poem <Cattails>jifi ), first published in the fourth issue Bhe Red Flagwas officially published in
the December 1989 issueRbetry Maghiel van Crevel believes this may be a refegdn the publication
of Sun’s poetry from this journal ifhumb(_{#%/5), a poetry journal in Hongkong. However, the estli
official publication in China of a poem by Sun #ngthor can find is with Sun as a member of the &Fiv
Lords of Sichuan> group in the third part of Xuglia's <Grand Exhibition> in the 24 October 198@i&ss
of theShenzhen Youth DailgThe Story of the Girl Lu Mei>Zp % [ifi# (1) 55).

“87|n the essay <The Story of Fu Weii#{i1%) , in the first issue of the Beijing-based undafigournal
New Poetry(#77#), Jiang Hao ed., March 2002: 75.

488 Sun’s other poems are <Autumrk {<) and <Sundown>i £).
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<A Space for Conversation>(—Ji 2 }h)

At this moment, in Chongqing

a person sets out

he hears sounds swallowing each other up
he imagines the glories of the Tang

Li He walking on a post road

-------- he suffered an early demise

A turmoil of buildings, brave girls

the Han nation pricks him into poetry
he’s already learned safety’s in solitude
learned to incessantly bid adieu

when even more ears assault him

his ears hear misery

A surge of years

the road still long

but that vague prized and lone language

today has yet to arrive

he’s now declining in age

sun setting road ending, alone rambling in thisegar conversation

The journal itself is “a space for conversationit li is, as promised in the introduction,
talk of pain — the pain of loneliness, of lossuafulfilled longing, and of incapacity that
fills this poem. Sun Wenbo sites the poem in mod&rangqging, but then brings in Li He,
a poet of the Tang dynasty. “He” is the poet, Li Hied all poets — although comparing
oneself, or other contemporary poets, to Li He sepratentious and precious.
Furthermore, the appearance of Li He and the emetiealt with in the poem are
reminiscent of Bai Hua’s 1984 poem <Precipice> (Bkapter 6), and Sun’s poem seems
a rewriting of Bai’s. It is also possible that SimChengdu, wrote the poem in honor of
Bai, with Bai imagined as the poet wandering theets of Chongqing.

The second issue dhe Red Flagnow with 42 pages, was again led off by Sun
Wenbo’s poetry® only now his contribution was followed by Zhao “émother poet
from Chengdu, previously publishedModernists Federatioand the 1986 issue bffan
Poetry. Poetry by Wan Xia also appearsTine Red Flador the first timé® — one of his

489 <1987> (—~J1/\ ), <The Square at Midnight*H# [])" %), and <Puppets># ).
49 <A Girl and a Horse># %1 %) and <A Mirror in the Snow>% H (145 7).
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best-known poems, <A Fragrance of LU BuA{i < 7), would appear in the fourth

issue — as would the work of Zheng Danyi (underpiie-name of SangZij* Bai Hua's
friend Zhang Zad?? and Peng Yilin, a Chongqing poet familiar frdie Born-Again
ForestandMake It NewNow, except for Zhang Zao, in Germany since 1986, Zheng
Danyi, who had returned to Guiyang to work as alteain 1986 after starting his career
as a poet while a student at university in Chongygatl the contributors were resident in
Sichuan. Sun Wenbo and Fu Wei would be the onlyspegh work in each of the four
issues offhe Red Flagwith Bai Hua’s contributions ending with the thissue in 1988
when he moved to Nanjing to teatfi Still, the web of relationships that made the
journal possible are clear, stretching from Bai Huavolvement in unofficial journals
since 1982 to recent university days when Fu WeiZmeng Danyi, working together as
poetry activists, met Bai Hua through mutual acataices, such as Zhang Zao, then a
graduate student in Chongqging.

The stress on tragic lyricism continued in teeand issue ofhe Red FlagA poem by
Xiang Yixian, the young poet who would come to oaél attention a few months later
by winning the top special-prize and 1,000 Yuaile Poetry Press 1988 Exploratory
Poetry Prize Competition, is illustrative of anats&and of this tendency (if not Bai

Hua'’s influence) among Chongqing poets at the time:

<A Reminiscence>(f %)

Nightfall just now approaches
everywhere exquisite, matchlessly pure
in a vase the slivers of a garden

by the window falling petal by petal

All time passes through your heart

you dwell inside a tiny delicate forest

remembering the water that has flowed through Yiogertips
happiness forever belongs to a future day

A late bell is ringing in a distant place

491 <vet Another Spring> ¥ — M K), <A Tree in Autumn> (- ##7E 5 K) and <The Days>H] 1°).
492 <A Housefly> &), <The Death of Grandmother on the Mother’s SigigstH £} 2 2€) and <The
Sixth Method> {5 /Nl 7i2%).

493 |n the second issue they were <Pain> and <A Viet{ifi ih).
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I linger long sitting on a wooden chair
elegant and handsome, afraid of touching the seasipot
the faint wisp of a lute of olden days fills themn

and emits a lemony bouquet
twilight shadows slowly descend
the visage in the vase
long-since indistinct

For a young man not much older than 20 at the tieng’s seeming sensitivity and
experience of life is remarkable. Or is it the urgihce of local poets, like Bai Hua and
Zhang Zao, and classical poetry? In any case, X3gmaem is a tastefully observed,
evocative avoidance of a pain hinted at by thes#me spot” and “happiness forever
belongs to a future day.”
In 1988, the third issue dhe Red Flaghrank in size to 30 pages and had only five
contributors: Fu Wei, Zheng Danyi, Zhang Z&8bBai Hua, and Sun WenbB?&’ Yet,
while the quantity of poetry may have been reduitedjuality was arguably enhanced.
Zheng Danyi uses his given name for the fireetand his contribution increases from
two to eight poem&® The following is the first of his eight poems aamiexample of the

lyrical style fostered by the journal, as well d®Ag’s unique voice:

<Getting Happiness in the Hands of the Soul>
(B0 R TF)

| get happiness in the hands of the soul, you shbealwell-behaved. Should be like a
girl, a banana in August

or a cat hidden in a clothes closet napping

you're already at the crux of it, stepping intd@wfery boat, you've withessed

rivers and mountains, wine and the styles of aecast

494 <Goodbye, Witzburg>4] 7, 7 #), <Song of an Assassini#l% 2 #k), <The King of Chu Dreams
of Rain> (¢ F4), <A Chinese Summer House®' (8 7{-5%) and <The Triumphant return of Ping
Pong> GILie (1) Fr LK),

495 <A Winding City> (%), <An Organ> [K5£), <Prejudice> fi It.), <The West Wind>{i ) and
<1988> (—JL/\J\).

9% Not including the translated poem, they are <Cu@$>"), <An Autumnal Song for Yaya>( k%
WA EKER), <A Girl's Desire> (— 4~/ 2z (1.0 &), <How Many Ears of Souls have Heards % /> 2 2l
() E- 27 31), <Shirts of Summer>i K f{4<42), <A Bird that has Come into the Worldsk@i it | () 1%)
and <Growing Up, Forever Growing Upsi(, KT 1E 1K),
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In this world which day after day is being

sent to the grave, let us make a pact

let wars, precious swords all keep the innate pgemi
let rose bushes all dig out their

treasured handkerchiefs. Provided | live for ong da

0, living a day is so tough

passing through this interminable daytime

interdependent with a pigmy for survival, a thingai sack of skin
put them on, the pure white gloves

light it, a secret fire in the furnace

But you should be well-behaved, should be gentldr me

with my faults. Because

we’'re all characters in the same tragic play

marching on the road to extinction

You are the cup, the human path, the tongue frgeaithe wind!

Here is a vision of the martyred poet, martyreaivilization, the world he lives in,
finding solace in the cup (alcohol), in common huaita— the lonely voice of the
sensitive soul trapped in the physicality of life.

However, the true quality in this issueldfe Red Flags found in the five poems by
Bai Hua. All have been anthologized, and threeuesdy so. The latter three are <The
Beauty> €& \), <For Mandelstam>f 4 ‘2 A i35 4, and the following poem:

<Jonestown>(E i1 557

The children can start

this night of revolution

night of the next life

night of the People’s Temple

The rocking center of the storm

has already tired of those yet to die

and is anxious to carry us off in that direction

The enemy of our hallucinations
makes repeated assaults on us
our commune is like Stalingrad

497 For example, all three of these poems can be foufidng Xiaodu ed. (1992): 11-15. The other two
poems were <I Sing of Growing Bonesk {ihE 4= K117 k) and <Youth> & #). “Jonestown” refers to
the site of the mass suicide in Guyana of 914 Araertitizens, members of a religious cult led loy Ji
Jones, on 18 November 1978.
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the sky is full of a Nazi smell

the vortex of hot blood’s moment has arrived
emotions are breaking through

fingers are being jabbed in

glue is thrown across all the classes

the patience of vain hopes does battle with reactio

Through spring until fall

sexual anxiety and disappointment spread everywhere
bared teeth gnaw on unapproachable times

the yen for munitions in boys’ chests explodes

the taboo on eccentricity rips and bites back earg

See! The ravenous mob is now incensed

A girl is practicing suicide

due to her madness, her beautiful hair tendingetsharper and sharper
laid so tenderly across her helpless shoulders

it is a sign of her being seventeen

the only sign

And our spirits’ symbol of first love

this dazzling white father of ours

happy bullets score direct hits on his temples
his naive specter gushes still:

faith cures, religious “bushido”

the beautiful body of a coup d’état

The mountain of corpses has already stopped rediears
a loud voice in an unheard-of silence swears am oat
pass through crisis

drill your thoughts

make a sincere sacrifice

Confronted by this white night of the concentratetrayal of flesh
this last white night of humanity
| know that this is also my night of a painful buenfharvest

In The Left Sidein his only comments on the writing of this poant <The Beauty%®®
Bai Hua precedes excerpts of these poems by ligtmgersonal anguish of five of his

young acquaintances, a mix of university lectueard students. There are suicides and

498 Bai Hua (1996a): Part 4, Chapter 7.
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unwilling departures to distant parts of Chinadisated by the stal&). Bai appears to
infer that these individuals are caused to suffethle “Nazi smell” of CCP China.

While the poem is ostensibly about the littles¥um or understood (in China) mass
suicide in Jonestown in 1978, the introduction @fliSgrad and the Nazi smell in the
second stanza, and the religious overtones, gérethe poem’s topic line sufficiently to
allow a Chinese reader, of Bai's age in particulamake the necessary connections to
link what is written to the religious-like hold Matedong had over the Red Guards
during the Cultural Revolution and the events taurred at the time, and the price
those youths and millions of others were made yoip#s aftermath (rustication, for
example).

In general, critics in China avoid any form fdepth analysis of this poem and its
crush of painful imagery, aside from the observattwat this was not the norm in Bai’'s
poetry>® Bai's own comments above may be a factual acooiuthie original impetus
for the writing of the poem, but this does not m#iepoem any less political and, thus,
dangerous. The intensity and density of the imagargt be put down to the strength of
Bai's emotions and experience.

The first official publication of <Jonestown>s @ell as <The Beauty> (a poem on
death) and <For Mandelstam>, throws an even mdrtcpblight on the poem. Zong
Renfa, theAuthoreditor, was able to arrange for the publicatiotheke three poems and
two others in the September 1989 issue of thanadf" The subsequent frequent,
uncommented-upon appearance of these three poeanghimlogies during the 1990s and
beyond, speaks to both the quality of the threenso@nd their political nature.

The fourth issue ofhe Red Flagnay have been prepared in 1888ut was probably
published in 1989. Fu Wei had established a closadship with Chen Dongdong in

499 Until the 1990s, upon graduation university stugevere assigned employment by state review boards,
and, unless one was very well connected withirdB®, such assignments were beyond the controkof th
individual. This was also the case with universityrance exams, in which students were allowed to
indicate personal preferences with regard to sshibely wished to attend, but had no control oveir th
eventual allocation.

*0 see Chang & Lu (2002): 239-240. <Jonestown> arat #fandelstam> are mentioned in passing, with
the focus placed on <A Boy of Winter%(H [ %} %), a relatively innocuous, but well-written poem
commemorative of Bai’s thirtieth birthday.

%01 pp. 30-33. The other two poems were <I Sing ofWtg Bones>, also in the third issueTdfe Red

Flag, and <A Boy of Winter>.

%2 There are no introductory comments in any issuesp for the first. The only date in the fourthuis is
that given that of 4 July 1988, as the date of detign for Wan Xia's poem.
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Shanghai by this tim¥?> and the typeface and the page layout very classgmble that
of the first issue oT'endency(//+), a joint publication involving a number of ovease
Chinese poets with Chen as one of the editors. i$bige ofThe Red Flaghad dwindled

to less than 20 pages. Fu Wei, Sun Wetiband Wan Xia are the only contributors from
Sichuan. Zhang Za% was no longer the sole overseas poet, now beingddy Yan Li,
a former member of BeijingSodaygroup and th&tarsgroup of artists was resident in
New York since the early 1980s, who was promote@€bgn Dongdong and contributed
four poems® There were also two poems from the well knowniBgipoet Xue DF”’
and there was a new addition to the journal infdinen of translated western poetry — the
translation by Dong Jiping, a poetry contributoMake It New of a series of six poems
by the modern English poet David Gascoigne.

Aside from a few paragraphs ©he Red Flagn Bai Hua'sThe Left Sidethe existence
of this journal has gone largely unremarked byasiboth within and without Sichuan.
Considering that it was the initial proving grounidhin the Second World of Poetry of
Sun Wenbo and Zheng Danyi, poets who would riggsitions of prominence on the
official poetry scene during the 1990s, and th&t fiome to some of Bai Hua’s best
poetry, this is an oversight which required theefming rectification.

However, it is more difficult to claim, as Baull does, that Chongqing is a natural

home to tragic lyricism. Not all contributorsThe Red Flagvere residents of the city

°%3 The author met Fu Wei in Shanghai while visitintge@ Dongdong during the summer of 1989 and was
given this impression, which is further strengthiebg the appearance of the journal. According tesio
on page 187 of the inaugural 1993 issue of the &k¢b Chinese language literary jourha@ahdencythere
were three issues of Chemendencyublished in China (1988, 1990, 1991). Huang Begjliater the
editor of the US version, is listed as a co-editithe first issue, along with Chen, Lao Mu, aned th
Shanghai poet Zhang Zhen. Chen is listed as tleeestifor of the second and third issues. Accortbng
further note on page 190 of the Amerida@ndencyChen’s Shanghdiendencyvasofficially banned by
the local police in January 1992. While there wasinnouncement by Huang Beiling that hendency
was a continuation of the Shanghai journal of dr@esname, Chen Dongdong was one of the main
contributors to the first issues of the journal aras later listed as a poetry editor.

%4 <Cattails> {{#i%%), <The Scent of a Eucalyptus Tred#1¢} (11”< %), <Mud> (¢ 1), <Night, Sleep
Carries Me to Another House#(%, HEHRIFA:2—Fr 5 F) and <Sub-Zero>% £ LL F).

%% <Asher and the Nameless Knight® ¢ 75 i1 4% 55 1), <Romeo and Juliet3 % ¥k 5 A< Wi ),
<Leda and the Swan3{ix 5K#9), <The Lord of Mount Liang and Zhu Yingtai# L 5% 4) and
<Magnolia Tree> 2% H).

% yan Li also contributed to the first issueTandencywhich is further indicative of Chen'’s influence o
Fu Wei in the editing of this issue Bhe Red FlagYan's poems were <Religious InspirationZ )5 717,
<Peaceful Days>f1*I*f) H F), <The Journey of Life> K 4= i) and <An Exhortation>%)).

U7 Selected from his poetry series <Internal Strugglg-0r§5+41): <Toad> (%) and <Mayfly> ).
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(Sun Wenbo was living in Chengdu — which Bai clainbe be a home to poetry of reason
and logic — at the time, and Zhang Zao in Germaiy)wvere poets such as Pan Jiazhu or
Zhang Zao natives of Sichuan, although both didleeimn Chongqging for three to four
years during the 1980s. Rather, the poetry ofdbenpl seems to be influenced by the
poetical concerns of Bai Hua and, to a lesser @éeg@iieang Zao.

There are no simple explanations for any ofpibetic activity in Sichuan, but there was
a large number of people who felt an intense désiverite poetry and a large
community of Second World poets in which it, and poet, could circulate. The poetical
influences from within the province, and from tlestrof China and beyond, were
accessible to all within this community, and theaes no reason for any one poet to be
influenced for a long period by any one poet or &81he or she mastered the craft and
found a distinctive voice. This is one of the reesmany group journals were not long-
lived in Sichuan. Most importantlifhe Red Flagffectively provided a forum for poets

and poetry not suited, for whatever reason, tonalsrsuch aslan PoetryandNot-Not

The Woman’s Poetry Papand Xichang

In the winter of 1988, the first post-Mao womamly avant-garde poetry journal in
China, The Woman'’s Poetry Papék 7~ 7#7K), entered the Second World of Poetry in
Xichang. In 1987 and the first half of 1988, aniasp Xichang poet by the name of
Xiaoyin°*® began a self-funded tour of poets she admiredtjrsgeducation and advice.
She started with local poets such as Zhou LunyduxanXinghe (a poet operating in the
official circuit), before moving on to Chengdu, waeshe met Wan Xia, Sun Wenbo,
Yang Li, Shang Zhongmin, and Xiang Yixian. She dtsveled to Mianyang to meet Yu
Tian, and even left the province and traveled tarXto visit Zhao Qiong and Daozi.
Upon returning to Xichang, Xiaoyin gathered sevéka-minded friends and began to

prepare a poetry paper for publication. Her assisditor was Zhongyin, and other local

°%8 Xiaoyin is the penname currently used by this pBke has also published under the names Yuan Cun
and Xiao Xiaoying.
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women poets who participated were Shan {f8Aman>'°Hailing, and Jieying™*

While the paper was only published three times feeifovas banned (in 1988, 1989,
199G, its list of contributors was impressive and oatiide: the better known among
them being Li Qingsong and Tanshi of Jinzhou irohiag province*® Angi of
Zhangzhou in Fujian province, and Shi Wei of Nagitf There were also several well-
known woman poets from other parts of Sichuan wdrdributed: Liu Xiaozhou from
Xindu,>** Xiaoxiao from Leshan'® Jin Xiaojing (previously better known for her love
poetry) of Chengdu, Hongying of Chonggitf{dand Huazhi of Luzhou.

The fact that so little has been written abbig poetry paper, and that so few names of
these female poets are known outside of Ching, itslbwn story. It was, in fact, a
reaction against the loneliness and suffering etddlin the poetry of Zhai Yongming,
Tang Yaping, and Yi Lei, and their poetry’s postikeception by many critics during the
mid-19808'®that led Xiaoyin to publisihe Woman'’s Poetry Papeks Xiaoyin tells it,
the “black windstorm” {4, )X ),>*° which swept through women'’s poetry in China in
the mid- to late-1980s, was an accusation throvenraisogynist society, but the accusers
were often women who appeared in their poetry etinvs of abuse, or as self-abus&fs.
She felt that this position of effectively beingpet” for men was pandering to the image
that male poets and critics wished to see at the,tand felt that the officially published
praise (from male critics) this poetry received heany female poets, who were only

beginning to write, to compete in imitation of tygparently ‘acceptable’ form. What

%99 Also published under the name Gao Chongxiu.

*10 Also published under the names Xiao Wencui anddtedeceased in a 1992 traffic accident.

> Now resident in Kunming.

*12 A fourth issue appeared as a supplement in theiijobrnal Breeze( /) in 1994. In 2002, now
living in Maoming, in Guangdong province, Xiao Yieestablished the journal in its printed form and
organized a dedicated website and chat room av¢teaddress in the footnote below (moved to differe
location in 2004).

13 Now resident in Beijing.

M Now resident in the USA.

1> Now resident in Germany.

*1% Now resident in Beijing.

" Now resident in the UK.

18 5ee, for example, Li Xiaolin’s essay <Zhai Yonggin‘Disease” Consciousness#: ¢k I i “ i ”
=1R) in Zhai (1994) and Part 3 Chapter 6 in Xie & Lga1993) entitled <Admiration of Girls or Love
Spreads Warm Feelings to Everybody — Stream of @ousness and “Black Consciousnessiig {1k
B A 0 ATt A TR A — R S B ).

19 The “black” comes from the poetry of Zhai and Talirgctly, and from that of Plath indirectly.

%20 See interview with Axiang at Xiao Yin (2003).



298

Xiaoyin and other participants ithe Woman’s Poetry Papaspired to was poetry that
was avant-garde, but featured a diluted consci®ssokesex.
The manifesto of the paper, which has been addpt the group’s current websie,

says it all:

The Woman’s Poetry Papesfuses male protection, sees the male-chaugo@ety
a#tsh

The Woman’s Poetry Papaants [to create] through writing a central dissguon
wontgmpoetry that goes beyond gender.

WhatThe Woman’s Poetry Papegrast and present, is doing is: establishing a
corapensive structure for woman'’s poetry.

Xiang Weiguo is one male critic who has takeao¥in andThe Woman’s Poetry
Paperseriously and written on the paper’s poets andrpae recent yeard®? He points
out that the very title of the paper stresses geade suggests that Xiaoyin may believe
that the collective female nature of the enterpnigkallow it to act as a “detox” center
for woman poets, a place where they will not bgygad] or negatively prejudged, as a
woman by male poets and editors. This may allovatgrefreedom for woman poets to
write as they like for publication within the cortef The Woman’s Poetry Papdiut it
will be some time before gender is stripped fromlibt of prejudices running rampant
through society beyond its confines.

As a poet, Xiaoyin had a history in the Seconot/of Poetry in Sichuan. In 1982,
upon graduating from high school, she and some &¢ineale poets put out a single issue
of an unofficial journal called’he Trekker$£¢7# 7). However, because of work and
marriage (of her friends), Xiaoyin did not writegity again until 1987. In her interview
with Axiang onThe Woman’s Poetry Paperebsite, Xiaoyin states that one day in early
1987 two local poets, Wenjun and Shan Nan, walktmher office and proposed putting
out an unofficial journal. This one was call@®O Poetry Tid¢OOO 77#) and was
mailed out to several well-known poets in Sichuad beyond. Soon there were letters
praising Xiaoyin's poetry from poets such as Waa,>8hi Guanghua, Zhou Lunyou,
Yang Li, Lan Ma, Liu Tao, and Xiao An (all, excapan Xia, members of Not-Not), and

°2L Seehttp://asp.6t023.com/nzsb/xuanyan.index. hth®/17/2003).
%22 5ee Xiang Weiguo (2002): 208-215; and Xiang (1994)
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many of the woman poets who would later contritat€he Woman’s Poetry Paper
These letters of encouragement provided an imgetusiaoyin’s new project. Xiaoyin
says she asked advice of Zhou Lunyou on the layiile first issue of the paper, and,
on Zhou’s advice, patterned the layout of the iesgkcond and third pages on Xu
Jingya’s 1986 <Grand Exhibition>, calling her versk The Woman’s Poetry Scene
1988> (& 1-i#1%). Wan Xia mailed in a poetic series by Xiaoxtaband the Beijing
poet He Shouwu sent Xiaoyin poetry by woman poethe north.

The following poem is indicative of Xiaoyin’s ant-garde poetics and a sufficient

reason for the enthusiastic response to her pbgtrgembers oNot-Not

<Affairs on the Water> (/K - [1)55)%%*

A boat passes on a boat

you stand on that end of the island
affairs on the boat

you won't know even if | say

in back of the island is water

in back of the back of the water
still it's water

affairs in the water

| won't know even if it's said
you are you

lam |

you are not an island

| am not a boat

affairs on a boat

you won't know even if | say

in back of the back of the island
still it's water

affairs in the water

| won't know even if it's said

As Xiang Weiguo points out, this poem seems todadidg with the relative and limited
nature of affairs between people and things, andthe effect these two aspects have on
each other throws up an unlimited aspect in whithingness produces things and vice

versa in a never-ending cycle. This harks backdoif philosophy based on the writings

%2 Xiaoxiao's series was entitled <The Woman Und&ree and Poetry>h{ I 1) % A\ FIH5K).
524 Xiang Weiguo (2002): 209-210.
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of Laozi and Zhuangzi. Xiaoyin’s stress on “sayrawing attention to verbal production,
or the inability thereof, further highlights thisgect, and this is an interest shared with
members of the Not-Na@roup, in particular Zhou Lunyou and Yang Li.

Jin Xiaojing, in the first issue dihe Woman’s Poetry Paperhose to tackle
controversial subjects which related to women,nmitexclusively so. The following

lines are from <Abortion> K T.ii*):>2°

Not wanting you isn’t because | don’t love you
Not wanting you is precisely because | love yourtaeh

You are my eternal night
the sole witness
to the love it is a life-and-death labor to makal re

Now, we must go
to receive
the parting of blood and flesh and bone

This is not a subject male poets could write abantl a subject male readers (and editors)
would find difficult to fully appreciate. Settingsiale the moral and political aspects of
this subject in contemporary China, Jin focusefeefings, both emotional and physical,
which men may never know, and which are, therefibieexclusive territory of women.
It is expression of this sort of difficult femaiéel experience that was arguably denied
publication opportunities in China before the existe ofThe Woman’s Poetry Paper
There was even more of an overlap betwdssn\Woman’s Poetry PapandNot-Not
than the possibly formative influences of Xichamdives Zhou Lunyou and Lan Ma on
the poetry of Xiaoyin. Hailing, a native of Xichaagd a contributor tdhe Woman'’s
Poetry Paperwas also a contributor to the second and fogghds oNot-Not The
latter issue was published at approximately theestame as the first issue dhe
Woman'’s Poetry PapeHailing’s contribution to that issue bliot-Notconsisted of a

series of six poems entitled <On a Bridge and amifg> (- 5 #F 1).°%° Xiaoyin’s

% Xijang Weiguo (1994): 4.
%6 Not-Not1989: 123-124.
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interest in publishing avant-garde writing by wonperets led to such overlap and the

publication of poems such as this:

<Imagining Going to View Flowers in the Time of IceCliffs Hundreds of Feet High>
(R CREE AL KR 2 1E)

Imagine there are ice-cliffs hundreds of ta@gh
The heart aches

Extended hands are already laid waste

Short quick steps of small feet moving cldsem afar
In a hut unable to come out
In the wind blasted grass sways

When imagined
a hidden orchid is fragrant

I’m not able to withdraw my hands

In the small yard the autumn wind is pressing
Someone is viewing the flower

In ancient times poets all viewed flowers oiglit moonlit nights
Don’t look at my wasted hands

So the flower is forever blooming in dreams

When the moon'’s in the center of the sky sameteparts
It's exactly two o’clock in the morning then

| think, tonight somebody will not sleep.

This is the fourth poem in Hailing’s series, and timly one that seems to deal with
women’s issues. It is also the only poem of tharsiwhich an I-speaker appears: the first
poem centers on “he”, a male reader of <The Autpiaiphy of Simone [or Simon]>§

5 H1%), who consequently loses track of time; “she” aypeén the second poem, a
scene set in cold, dark, and windy autumn as flewlés; in the third “someone”, who
could be “that (female) personffi\), is in the yard on a windy night beneath the é=av
of a Chinese parasol tree; in the fifth poem thefsomeone” and a “fisher”, again in

autumn as flowers die; and, finally, there are dnight walkers”, who are gone from a
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bridge by a blossoming plum tree, leaving the ligbin an oil lamp on a curtain, and a
wind blowing blossoms.

Overwhelmingly there is quietude, decline, dads) and a sense of timelessness. The
fourth poem above stands out not only becausecodpipearance of an I-speaker, but also
because of its apparent setting in an ice age: ‘i@t quick steps of small feet” are a
traditional literary reference to a woman with bddeet, and the term “hidden (or
imprisoned) orchid” #4>=) may be a reference to a woman, as could anyerserto a
flower. With this understanding, the walls of iaedahe “hands” of the I-speaker take on
greater significance. The suggestion that thesddhéthe hands of a woman poet?) are
ignored by poets of ancient times (the man in its¢ poem at present?), could mean that
the true state of women (or this woman) is ignovei|e they (he) prefers to fantasize
about some feminine ideal (the flower forever bdmseg, or locked away with bound
feet). The wall of ice may be the barrier betwdenltspeaker (Hailing as a woman and
poet) and these somebodi&s {\), or men (as woman were traditionally not helthé¢o
fully-fledged ‘people’ [\], but objects), who appear in this poem and thnoug the
series.

Hailing, like so many other woman poets, is @rextly overlooked in China, and
therefore outside the country as well. Xiaoyin &ed efforts withThe Woman'’s Poetry
Paperhave been similarly ignored. She and her first{ieends, such as Hailing, were
lucky enough to live in the hotbed of poetry thaiswichang in the 1980s, and, after
encouragement from Not-Not, were able to putthg Woman’s Poetry Papé€rhis
paper ultimately allowed Xiaoyin and other womae{sahroughout China to learn of
each other and to establish links and friendshipsftourish to this day (lately, thanks to
the internet).

Today it is still the big names of woman’s pgd#hai Yongming, Tang Yaping, Yi
Lei, etc.) that receive most of the attention, lagtwith male poets, there are scores of
other poets also worthy of regard and praise.diffgcult to overstate the number of
poets practicing their art in China and the volwhpoetry involved.

However, the apparent need to create short, geatide lists of poets and poetry of

quality by Chinese and foreign critics, has madeadteasy to not read widely and
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independently beyond work recommended by othecsriactivist poets, and editors,
official and unofficial. Given the amount of unsemrant-garde poetry that circulated
within the Second World of Poetry during the 1980patrticular, the critic’s task of
reading widely must also include an effort to asagsofficially published journals and
individual collections. Yet, even here, the goodgment of Second World editors and
collectors must be relied upon. All editors andicsihave their personal biases, and good
readers (and critics) must include among theirdalsk necessity of identifying what
these are, as well as being aware of their own.

This leads to the issue of canonization and indgsvachieved in a complicated poetry
scene such as China’s. The lack of studies sutiisasne and the relative inaccessibility
of Second World poetry materials from the 1980garticular, has made it possible for a
small number of critics and activist poets to aghiandue influence over the formation
of such a canon in the 1990s and 2000s. As a résiltiwing on from officially
orchestrated polemics directed against avant-gaodey in general during the 1980s, the
1990s and more recent years has seen polemicsdyetiféerent groupings of
contemporary avant-garde poets and sympatheticscas they argue over the power to
form acceptable canons.

Yet, almost all Chinese critics agree that tloé-Not group and its poetry are worthy of

comment. Unknown as the group is outside of Chimaguestion must be: why?



