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ABSTRACT

The Inferno Tango:
Gender Politics and Modern Chinese Poetry, 1917-89

by

Liansu Meng

Co-Chairs: Lydia H. Liu and Santiago Colas

This dissertation studies the gender politics oflara Chinese intellectuals
through a close examination of the problem of misityiand the making of modern
poetry from the 1910s to the 1980s. My researchdes mainly on Guo Moruo, Wen
Yiduo and Chen Jingrong of the early generationrance recent poets such as Bei Dao,
Mang Ke and Shu Ting who emerged from the liteeartyvism ofToday!in the late
1970s. Combining archival research, close readangsmethods from gender and literary
history, | analyze the formative moments in thesiwf Guo and Wen during their travels
abroad in the 1910s and 1920s. | also examine Glecounter with the Anti-Japanese

War (1937-1945) and the Chinese Civil War (194593 well as the underground

viii



literary activities in the Cultural Revolution (184.976) as embodied by theday!
poets.

Many factors have contributed to the Chinese paetsstruction of their newly
gendered subjectivities in times of profound natiarisis and transformation. | argue
that the masculinity of the poetic canon in modéhmna was naturalized and perpetuated
by the discourses of love, marriage, nationaliswolution and industrial progress as
well as by the indigenous literati tradition. I@show how a small minority of poets
including men and women were inspired by Westemmriest thoughts on the one hand
and Daoist philosophy on the other to develop ®métive positions of gender in response.
With a sustained focus on gender politics, my stemlks to reinterpret the literary and

cultural history of China in the twentieth century.



Introduction

This project sprang from my interestdmtian (Today), the first unofficial
literary journal in China since 1949. From its diebn the street walls of major cultural
and political institutions in Beijing on Decembe}, 2978, until it was closed down by
the state police at the end of December 1980 |tdratdy activists off oday!published 9
issues of the journal, a series of four books,tanek issues d¥laterials for Internal
Circulation. * By posting loose pages of the jouroal street walls and holding poetry
readings in the parks of Beijing as well as byaratiide distribution through the state
postal system and various forms of personal shafioday!brought to national attention
the underground literature and art that emergenhgdine Chinese Cultural Revolution
(1966-1976) and circulated in small elite literamcles in Beijing. Born in 1949, Bei
Dao, one of the founders and chief editor§oflay! is the most celebrated poet to
emerge from this literary movement. He rightly atved in 2006: “The influence of
Today!reaches far beyond literature. Permeating fing &lin, drama, photography and
other artistic genreg,oday!marks the beginning of avant-garde literature amdh

contemporary China®”

! Today! was ordered to close down on September 12, 198MebMunicipal Police Department in
Beijing. However, it continued to exist in the naoféJintian wenxue yanjiuhui” [“Today Literary Sdy
Association”] and produced three more issues edtMkibu jiaoliu ziliao[Materials for Internal
Circulation]. See Ao Fuming,Today a Chronicle of Events.” Ao Fuming kindly gave meopy of this
chapbook, which he compiled in 1988 for the temthigersary ofToday!

2 Bei Dao, “Kaimushi zhici” [“Opening Remarks”] a€tisis and Detour: 25 years ®bday” March 19-21,
2006, University of Notre Dame. | obtained the s@iption from Bei Dao. For a more detailed accafnt



Still, when it first appeared in the late 1970eday!s immediate impact was
primarily through its poetry. Dubbed “Obscure Pgéhy hostile official critics in the
early 1980s, the avant-garde poetry first broughtay Today!debunked the
prevailing symbolic system supported by officiabpg, and caused a fundamental
paradigm shift in the world view of a whole genematof Chinese youths. China in the
1980s witnessed a golden age of poetry. Not onlgweany readers, mostly college
students, inspired to start their own poetic expentations, launch their own unofficial
literary journals and become the “Third Generatipogts® but the majority of readers,
who did not become poets, turned into poetry-loead participated in the widespread
poetry fever of the 1980%he avant-garde poets, now called Obscure Poets, tvaated
as pop stars wherever they went; young men and wdrom remote corners of the
country plunged themselves into passionate reaahdgwriting of poetry and adopted the
new mode of life depicted in this avant-garde poa# their own life ideals. Bei Dao
attributes this poetry fever and idolization of flaets to “a misunderstanding on the
readers’ part* Misunderstanding or not, the avant-garde po€tgay!thus brought
above the ground reached a broad readership apddlkize life of a generation of

Chinese youth.

the beginning oToday see Bei Dao, “Duanzhang” [“Fragments”], in Beid&i Tuo, eds.Qishi niandai
[The Seventies] (Beijing: Shenghuo dushu xinzhiiaarshudian, 2009), 31-49. Except for where noted,
all translations are mine.

% Ouyang Jianghe and Tang Xiaodu both described ¢feitement upon discovering the new ways of
writing poetry inTodayduring my interviews with them. Shen Rui and Waiaxin were in the list of
subscribers that Ao Fuming has carefully kept. Agtre letters from readers, | also discoveredtarlet
and a few poems submitted by Han Dong, also a kvelivn poet now. Bai Hua described similar
experience in his “Shiyu 1979 — bi bing he tie geihgen xinchang de huanle” [Beginning from 197@y
more piecing than ice and iron], see Bei Dao, Lo,Teds.Qishi niandai[The Seventies], 531-546.

* Bei Dao describes one instance of his pop-staeripce in Sichuan province in China in “The
Importance of being ‘ordinary’: Bei Dao in conveiea with Michael March,”Index on Censorshjp
1746-6067, Volume 17, Issue 10, 1988, Pages 26 +#8 grateful to John Rosenwald for generously
sharing this article with me.



On the one hand, the materials | gleaned from patsoterviews and private
collections allowed me valuable insights into titberary, social, cultural and political
implications ofToday!s literary activism; on the other hand, they e with many
guestions: After the thirty-year implementatiortled policy of gender equality by the
Chinese government, why was there only one majoafe poet amidst the constellation
of avant-garde poets publishedTiaday”? Why were the male poets worshipped like
gods? And why did the only major female poet seetmatve been marginalized by her
male counterparts? Was the creation of a new ppatadigm against state ideological
control the means by which rebellious sons achatenomy from the state patriarchy?
Why were there many more female members in thasdiyy group participating in the
material production and distribution of the jourtfzn there were women contributing as
authors? The same set of questions arose consiamtly research on the avant-garde
writers and artists from thBoday!group as well. Are these questions particular i® th
group and this generation, or do they have deems in history? These questions led
me to probe into the century-long history of modémnese poetry with a particular
focus on gender.

This dissertation studies the gender politics oflara Chinese intellectuals
through a close examination of the problem of misityiand the making of modern
poetry from the 1910s to the 1980s. My researchdes mainly on Guo Moruo, Wen
Yiduo and Chen Jingrong of the early generationrande recent poets such as Bei Dao,
Mang Ke and Shu Ting who emerged from the liteesatyvism ofToday!in the late
1970s. Combining archival research, close readcangsmethods from gender and literary

history, | analyze the formative moments in thesiwf Guo and Wen during their travels



abroad in the 1910s and 1920s. | also examine Glemcounter with the Anti-Japanese
War (1937-1945) and the Chinese Civil War (19459%6 well as the underground
literary activities in the Cultural Revolution (184.976) as embodied by theday!
poets.

Many factors have contributed to the Chinese paetsstruction of their newly
gendered subjectivities in times of profound natiarisis and transformation. | argue
that the masculinity of the poetic canon in modéhmna was naturalized and perpetuated
by the discourses of love, marriage, nationaliswolution and industrial progress as
well as by the indigenous literati tradition. I@show how a small minority of poets
including men and women were inspired by Westemmriest thoughts on the one hand
and Daoist philosophy on the other to develop ®métive positions of gender in response.
With a sustained focus on gender politics, my stemlks to reinterpret the literary and

cultural history of China in the twentieth century.

Why Poetry?

Poetry is central to this project not only becanisis special status in the 1970s
and 1980s, but because of the age-long intimastioakhip between politics, poetry and
male literati-officials in Chinese history, as wadl the acute crisis poetry faced from the
turn of the twentieth century. Since Confucius (B81— 479 BC) extolled poetry as the
foremost element leading to moral perfection foy aman who could be entrusted with
state business inunyu(Analect$, poetry has been closely intertwined with poéitand

with the privileged status of Chinese literati uttie fall of the Qing dynasty (1644-



1911). In her pioneering work in modern Chinesetgyo®lichelle Yeh sums up the close
relationship between literati, politics and poetsyfollows:

Traditionally the Chinese literati always held pgen the highest esteem. In a
society founded on Confucian ethics and pragmatitsserved several purposes,
the loftiest as the cornerstone of moral cultivatamd cultural refinement. This
notion was sanctified by Confucius in tAealects(Lunyu), where poetry came
first in the “three-part curriculum” leading to nabiperfection, along with ritual
(Ii) and musicyud.” In the political realm, poetry was a practical meaf
advancing oneself in the world, since literarylskith general were essential for
passing the civil service examination, and poetryhe form of botHu (rhyme-
prose) anahi(verse), had been a required subject since thg sewvkenth
century® Talented poets regularly received patronage fiwerhighly placed,
even the emperor himséIf.

Zong-qi Cai also notes,
The Shijing (The Book of Poetjycompiled around 600 B.C.E, is the earliest
extant collection of Chinese poems and was regargi€tonfucius as an essential
part of his educational program. He consideredastery as a prerequisite for
anyone entrusted with state business. In subseqyaasties, the status of poetry
steadily increased. Not only did scholars assidiyatady theBook of Poetryas
a Confucian classic, but they also occupied thermasekith writing poetry in ever
more diverse and complex forms. Poetic composhierame their indispensable
medium for self-expression, social criticism, andrecareer advancement. Poetic
excellence often earned them social prestige asasmentry into officialdonf.
The abolition of the Civil Service Examination systin 1905 and the eventual fall of
the Qing dynasty in 1911 cut off the long-standiogte through which Chinese literati
achieved their elite status and forced them tockefar alternative means for social
prestige, cultural prominence and political power.
Due to deep-rooted ties between the Chinese Menan and officialdom, the

national crisis that resulted from the continuedhsion of China by imperialistic powers

® Yeh's note: Donald Holzman, “Confucius and Anci€hiinese Literary Criticism,” i€hinese
Approaches to Literature from Confucius to Liangi€h’ao, ed. Adele Ricket, 35.

® Yeh's note: Ping-ti HoThe Ladder of Success in Imperial China: Aspec8ouial Mobility 1368-1911,
12.

"Yeh's note: Hans H. Frankel, “T'ang Literati: A @posite Biography.”

8 Zong-qi Cai, ed.How to Read Chinese Poetry: A Guided Antholfdggw York: Columbia University
Press, 2008), 1.



since the mid-nineteenth century had an extra lafyenplications for the male literary
elite in comparison to their female counterpartstidhal survival also meant the
prospect of regaining the elite position. Many m@tenese intellectuals believed that
industrial and military supremacy was essentiabfprosperous China. In the late
nineteenth century and the early twentieth centiney,common view was that the
country could be saved by learning advanced scianddechnology from the West was
common. The slogan “Fuguo giangbing” (“a prosperoustry with a powerful army”),
borrowed from Japan, embodied this vié®y the May Fourth era (1915-1925),
“Westernization as cultural radicalism entaile@agd from Western borrowing to
indiscriminate imitation of the West” The cultural radicals “wanted China to become a
modern nation like France, Britain and the Unit¢at&s”; theirs represents “a Euro-
American vision of modernity based on the ideagrofjress, science, democracy,
rationality, secularism and capitalist developniéht large number of young men from
wealthy families, who formerly would have securk€it elite status through civil service
examinations with their command of classical Cheniexts, especially poetry, traveled
to Europe, the United States and Japan to studpseiand technology, and achieved
similar social status, cultural prestige, politipaler and of course financial stability. Of
all those who traveled abroad to study, only a Emahber chose to study Western
literature and art due to the apparent irrelevaridigerary pursuit in modern times.
Those who pursued a literary path to save the cpanid themselves transformed

themselves into “modern, post-Confucian, professdiaad” intellectuals “who oversaw

® See Wu JipingGuo Moruo liu Ri shi nian: 1914-19J&uo Moruo's ten years studying in Japan, 1914-
1924] (Chongging: Chongqing chubanshe, 2001), 2.

Y Edmund S. K. Fungthe Intellectual Foundations of Chinese Modern@yitural and Political Thought
in the Republican EréNew York: Cambridge University Press, 2010), 37.

" Ibid., 30-31.



the transcription of foreign signs into the new @siic, urban, mass market, mechanized
print economy.*? As the new mission for the intellectuals becammnesting with and
mobilizing the masses in order to save the coutiteystatus of poetry gradually declined
from the top of the literary hierarchy to the battdue to its intimate ties with the elite.
In his 1898 essay entitled “Forward to the Pubiacabf Political Novels in Translation,”
Liang Qichao introduces the genre of the politrabel originating in the West and
advocates fiction, a traditionally lowly genre cormsed by people of low levels of
literacy and despised by the elite literati in Ghias a vehicle to change the views of the
whole natiort® In his 1902 essay, “On the Relationship betweetidfi and the
Government of the People,” Liang recognizes fictsra genre of “the masses” and
champions the revolution of fiction as the starfooint for both “the reformation of the
government of the people” and “the renovation efpeople.* Thus, as Denton notes,
Liang’s influential essays set in motion the prageghich the May Fourth would
inherit and attempt to complete, of overturningtitaelitional hierarchy of literary
genres that placed fiction at the bottom of a atcaipped by poetry and historical
writings 1®
As Michelle Yeh points out,
With the abolition of the civil service examinatisyistem in 1905, the writing of
poetry ceased to be politically desirable, andgthetry that relied on the system
for entrance into the civil bureaucracy lost mu€htelite status.... Probably for
the first time in Chinese history, the writing afgiry [whether in traditional or

modern forms] needed to be justified because itstfon and value were no
longer universally recognized.... Compared with tlteintemporaries who wrote

12 Barlow, Tani E. “Theorizing Woman: Funu, Guoijisgtihg [Chinese Woman, Chinese State, Chinese
Family],” in Angela Zito and Tani E. Barlow ediBpdy, Subject and Power in Chif@hicago: University
of Chicago Press, 1994), 253-289.
13 Gek Nai Cheng, trans., Liang Qichao, “Yi yin zhehigxiaoshuo xu” [Forward to the Publication of
Political Novels in Translationing yi bao[The China discussion], 1, 1898, in Kirk A. Denteuljt.,
Modern Chinese Literary Thought: Writings on Litenee, 1893-194%Stanford, Calif.: Stanford
University Press, c1996), 71-73.
1 Gek Nai Cheng, trans., Liang Qichao, “Lun xiaosuaunzhi zhi guanxi” [On the Relationship
?Setween Fiction and the Government of the Peojlie]xiaoshudNew Fiction], 1902, ibid., 74-81.

Ibid., 66.



fiction, however, modern Chinese poets probablyenwdnt a more severe
identity crisis and suffered a greater degreeiehation®®

In Guys Like Us: Citing Masculinity in Cold War Postidlichael Davidson
argues that, in its long history, poetry has oitgamplified the site where alternative
gender positions are creatédavidson’s critique of Western poetic history ro&len
truer for twentieth-century Chinese poetry. Itxsietly the deep-rooted ties among poetry,
politics and the Chinese male literary elite, thgetwith the severe sense of crisis
experienced by modern Chinese poets, that makeypbetbest means to gain close
insights into the formation and transformation afdarn Chinese male intellectuals and,
thus, their relationship with the female poets wehtered this traditionally male-

dominated field.

Why Gender?

Challenged by the radical changes of the time, €d@rintellectuals since the late
Qing period endeavored to construct new subjedtipns by envisioning a modernized
China. Besides modern technology, one importardrpater of this modernization
project was the introduction of Western feminisiught before Marxist theory in the
mid-1920s. Late Qing male reformers such as Kangaéa, Liang Qichao, Tan Sitong
and Jin Tianhe had started to advocate genderiggaatl the freedom to choose one’s
spouse in the late 1890s. However, the late Qinlg nedormers’ advocacy of feminism
remained a tool for them to propagate their fundaaily male-centered agenda. For

example, in his well-known article titled “On Wonigfducation” (1896), Liang Qichao

'8 Michelle Yeh,Modern Chinese Poetry: Theory and Practice sincedl®ew Haven: Yale University
Press, ¢1991), 13-14.

" Michael DavidsonGuys Like Us: Citing Masculinity in Cold War Post{€hicago and London: The
University of Chicago Press, 2004), 2.



subjugates women'’s education to the male-centasedurse of the nation, that is, the
purpose of women’s education is to make them gooattiers” so they can play their
role in “safeguarding the race” and “strengthertimg country.*® Jin Tianhe’sNijie
zhong(TheWomen'’s Be)l published in 1903, was probably one of the modely read
feminist texts by these male intellectuals. Jimdistles traditional views of the woman’s
role as “considerate wife and good mother.” Heetishighly accomplished women in the
history of many countries and stressed the indegr@nale of women in various fields.
However, Jin’s view, though with a different fodusm Liang'’s, is no less male-centered.
For instance, in his advocacy of the education @inen into upright, pure, smart persons
free from patriarchic oppression, Jin is tryingteate the ideal companion to fulfill
modern man’s needs for modernization; in propo#iegeducation of women into
persons as capable as men, Jin creates a varndtibe traditional gender hierarchy by
modeling the ideal new women after modern men;Jamg vision of educating women
into people with strong bodies who can give bidlstrong sons is similar to that of
Liang’s. ™

Feminist scholars such as Wang Zheng, Dorothy Kblaalia Liu have
undertaken insightful critiques of the genderednags of these male intellectuals. In
their discussion ofhe Women'’s BelKo observes that the original motivation of Jin
Tianhe’s advocacy of feminism and gender equaldag & sense of male inferiority under

the impact of imperialisri’ Liu points out that this text “offers a concenghexpression

18 Liang QichaoYinbing shi hej{Collected Writings from an Ice-drinkers Studi§hanghai: Zhonghua
shuju, 1941), vol. 1, 37-44.

19 Jin TianheNiijie zhondThe Women'’s Bell], edited by Chen Yan, (Shangkiji chubanshe, 2003).
'Wang Zheng, Dorothy Ko and Lydia Liu, “Condijie zhongdao ‘nanjie zhong’: nanxing zhuti, guozu
zhuyi yu xiandaixing”[FroniThe Women'’s Betb the men’s bell: male subjectivity, nationaliand
modernity], in Wang Zheng and Chen Yan, eBainian Zhongguo niiquan sichao yarftudies of one-
hundred years of Chinese feminist thoughts] (Shandtudan daxue chubanshe, 2004), 2.



of the modernization blueprint envisioned by the Iing intelligentsia including Liang
Qichao. Readers could clearly discern how theemlgjositions of Chinese men were
constructed through the discourse about worikvang remarks that “For a male
intellectual in this era, borrowing overseas, esdlgcWestern, discourse of gender
equality was an important element in this constomcof modern male subjectivity. This
is what distinguished him from the traditional m4é

These feminist observations apply to the malelet&lals’ introduction and
championing of the ideal of free love in the figstarter of the twentieth century. Free
love was an important ideal in the social movemesgpecially feminist movements in
the nineteenth century in Euro-American countragsideal the New Culturists in China,
such as Chen Duxiu, started to advocate in 19154dunch did not reach its peak until
the early 19208 Wendy Larson notes that many articles on “sexuahtity” were
published inXiaoshuo yuebagFiction Monthly from 1920 to 1922; a special issue on
sexuality appeared in May 1922. This

gave witness to the effort of reform-minded intefileals to reconstitute the

meaning of sexual relations in Chinese culturemftbe traditional husband-wife

relationship based on subordination within famdies and hierarchized within a

metaphor of relationships within the kingdom, iatmodern alliance based on

love (ian’ai).**
As Haiyan Lee observes,

The May Fourth generation proposed “lovaiging) as a symbol of freedom,

autonomy, and equality. Hu Shi's (1891-1962) ontepéay, “Zhongshen dashi”
(The greatest event in life, 1919), set the bamie for much of the May Fourth

bid., 3.

*2|bid., 5.

% Wang ZhengyWomen in the Chinese Enlightenment: Oral and TéxMistories (Berkeley: University of
California Press, 1999), 35, 44-45; Haiyan LiReyolution of the Heart: A Genealogy of Love infahil900-
1950(Stanford: Stanford University Press, 2007), 5

2 Wendy LarsonyWomen and Writing in Modern Chirf&tanford: Stanford University Press, 1998), 88.

10



representation of “free love” as a battle betweadition and modernity,
feudalism and enlightenment, hypocrisy and autbigptiold and young®

In the late 1920s and 1930s, as Lee states, freenNas attacked for its bourgeois
limitations by cultural radicals, and for undermmigithe institution of marriage and
family by conservatives. Lee also remarks, “Pdditicleologies, in particular, called for a
total commitment to the nation by subordinating thiantic imperative to that of
revolution.” This subordination of love to revolution by [matiltural radicals was
officially sponsored by the Chinese Communist Baaspecially after CCP took power in
1949. But love, and related gender issues suckradeg equality, women’s social roles
and marriage, remains a constant theme for modeime€e intellectuals in their struggle
to construct new subject positions throughout wentieth century. It is also a central
thread in my gendered inquiry into the changingexttipositions of modern Chinese
intellectuals.

Feminist scholars across many disciplines have ttamgonstrated the importance
of gender in understanding key issues in modermé&3a history. In the introduction to
Chinese Femininities, Chinese Masculinities: A ReaBusan Brownell and Jeffrey N.
Wasserstrom offer a comprehensive overview of tb®ity of gender studies across
disciplines. As Brownell and Wasserstrom note, ncostributors are either historians or
anthropologists; only two chapters are by litersgliolars, Lydia Liu and Wendy Larson
respectively. Brownell and Wasserstrome also meri@iey Chow’ and Xiaomei Chef?

two influential literary scholars whose work cesten the link between gender and the

% Haiyan LeeRevolution of the Heart: A Genealogy of Love inr@hil900-19505.
26 |h;

Ibid., 5.
2’ Rey ChowWoman and Chinese Modernity: The Politics of Regbietween West and East
(Minneapolis: University of Minnesota Press, c1990)
% See Xiaomei Cherccidentalism: A Theory of Counter-discourse int?dao China(New York:
Oxford University Press, 1995).
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nation.?® Notwithstanding, the few literary scholars incldde this comprehensive
collection indicates that the field of Chineserkteire has been relatively slow in
incorporating theoretical insights from gender sadThe fact that few literary scholars
attempted to reexamine modern Chinese literarpiyigstom a gender perspective is
particularly baffling as the canonized authors afd@rn Chinese literature have been
predominantly male. For instance Nfodern Chinese Literary Thought: Writings on
Literature, 1893-1945an extensive selection of texts by both canordodl marginalized
modern Chinese authors published in 1996, only doirof fifty-five texts are by female
authors. And these four female authors were indumbeause the editor Kirk Denton
made a special effort to include marginalized geosych as women writefSIn her
often-quoted 1993 article titled “The Female Bodg &ationalist Discourse: Manchuria
in Xiao Hong’sField of Life and Deatfi Lydia Liu calls attention to the highly
developed, institutionalized, nation-oriented araleycentered critical tradition and
questions the gendered politics in the practidéerfary criticism in China?

In recent years, scholars of literature have enoleavto reexamine modern
Chinese literary history with a gender focus. Aidigees of modern Chinese women
writers and poets have been published in an attegamplicate modern Chinese

literary history by focusing on women'’s responsethts complex er& Scholarship on

2 In “Introduction: Theorizing Femininities and Maginities,” Susan Brownell and Jeffrey N.
Wasserstrom offer a comprehensive overview of gesiielies across disciplines. See Susan Brownéll an
Jeffrey N. Wasserstrom, ed€hinese Femininities, Chinese Masculinities: A RegBerkeley: University
of California Press, c2002), 1-41.

%0 Kirk A. Denton, edit. Modern Chinese Literary Thought: Writings on Litena, 1893-1945viii.

31 Lydia H. Liu, “The Female Body and Nationalist Edsirse: Manchuria in Xiao HongFeld of Life and
Death” in Angela Zito and Tani E. Barlow ediBody, Subject and Power in Chind57.

%2 To name a few: Amy D. Dooling and Kristina M. Tespn, eds\Writing Women in Modern China: An
Anthology of Women'’s Literature from the Early Ttieth Century(New York: Columbia University

Press, ¢1998); Amy D. Dooling, edVriting Women in Modern China: The Revolutionararée1936-
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women’s fiction and poetry brings to light compedjialternative literary voices by
delving into the close connections between femidisplogies and women’s writirg.
While there has been fine scholarship that paysecédtention to previously silenced or
well-known women writers and poets, few scholangehattempted to reexamine the
male-dominated modern Chinese literary canon frayaraler perspective. Xueping
Zhong's 2000 book titledasculinity Besieged?: Issues of Modernity and Male
Subjectivity in Chinese Literature of Late Twelti€enturyremains the lone work in
that attempt. In her book, examining the repredemts.of men by Chinese male fiction
writers in the 1980s, Zhong demonstrates that copbeary male writers’ obsession with
male weakness is symptomatic of the changing mddgst positions in the complex
historical conditions of Chinese modernifyZzhong’s astute reading of literary texts
offers fine insights into the gendered positionsaiftemporary male writers. However,
limiting her examination to literary representasp@hong leaves the complex interplay
of many historical issues unexplored. Combinindneval research and literary analysis,
my project aims to add fresh insights into the fation and transformation of the
gendered positions of Chinese intellectuals inntloelern era.

Recent studies of modern and contemporary Chineseyphave seen laudable
new approaches but pay scant attention to a geshdeaeling of the male-dominated
canon of modern Chinese poetry. For example, Maghre Crevel’s 2008 monograph,

Chinese Poetry in Times of Mind, Mayhem and Mpa#grs excellent literary and

1976(New York: Columbia University Press, c2005); aull. Lin, edit & trans.Twentieth-Century
Chinese Women'’s Poetry: An Antholdgymonk, New York and London: M.E. Sharpe, 2009).

% For instance: Jeanne Hong Zhahe Invention of a Discourse: Women’s Poetry fraomt€mporary
China(Leiden: CNWS Publications, 2004); Amy D. Dooliypmen'’s Literary Feminism in Twentieth-
Century China(New York, N.Y.: Palgrave Macmillan, 2005); HaigilYan,Chinese Women Writers and
the Feminist Imagination, 1905-194Bondon; New York: Routledge, 2006).

34 Xueping ZhongMasculinity Bsieged?: Issues of Modernity and Miibjectivity in Chinese Literature
of Late Twentieth Centui@purham: Duke University Press, 2000).
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discursive analysis of contemporary Chinese avardeypoetry since the mid-1980s with
special attention to its socio-political and cuéturontext> John Crespi’'s 2009 book,
Voices in Revolutigrattempts a new modern Chinese literary historfolbysing poetry
recitation as the basis for auditory culture iarkiry and historical experient®.Yet

neither scholar adopts gender as a category ofysisaMy research will fill this gap and

raise new issues of gender in the study of modé&ingSe literature.

The Poets

Rather than offering a comprehensive account ofémelered history of the
modern Chinese poetic canon, | probe into the @adiities of critical historical
moments and attempt to unravel the complex intgrptaa number of important factors
in the formation and transformation of the poetmdered positions. Scholars of modern
Chinese poetry have long noted the indebtednegsopoetry to its Western
counterparts. However, few have delved deeplytimohistorical complexities of the
poets’ close encounters with the West, whetherhm&or during their traveling abroad,
or closely examined how these complex factors sh#psr poetic explorations. In my
study, | focus on the poets’ relations with thafiscription of foreign signd”in three
realms: modern technology, feminist discourse &erdaly texts. By modern technology,
| mean modern industrial technology such as faateaghines, trains, ships and airplanes.
My study focuses on how literary tropes of techgglégured in the poets’ creation of

new poetics. By feminist discourse, | refer to plblic discourse of feminist ideals such

% Maghiel van CrevelChinese Poetry in Times of Mind, Mayhem and Mdheiden; Boston: Brill, 2008).
% John CrespiVoices in Revolution: Poetry and the Auditory Inmagion in Modern China(Honolulu:
University of Hawai'i Press, c2009).

37 Barlow, Tani E. “Theorizing Woman: Funu, Guoijisgtihg [Chinese Woman, Chinese State, Chinese
Family],” in Angela Zito and Tani E. Barlow ediBpdy, Subject and Power in Chirzb3-289.
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as gender equality, women’s social roles and reélatedern concepts such as free love
and new-style marriage based on love. In terms e$téfn texts, rather than looking for
literary parallels and signs of influence, | foarshow the Chinese poets appropriated

ideas from Western texts in the construction oirtbe&n subject positions. The notion of
the [male] poet in Euro-American Romantic poetrg imajor factor in my analysis.

The first two chapters of my dissertation focuswa important yet radically
different poets in the May Fourth period, Guo Mof892-1978) and Wen Yiduo
(1899-1946) respectively. Chapter one pays spatt@htion to rarely examined texts,
draws on new findings in recent scholarship, aneits Guo Moruo’s well-known
works. | analyse Guo Moruo’s transnational congtomcof a new masculinist poetics in
China and Japan from the late 1910s to the ea294.9 ike most modern intellectuals,
Guo was born into a wealthy family in China, reeeia new-style education and was
immersed in traditional Chinese texts and in traiesl Western texts. In January 1914,
Guo left behind the wife from his arranged marriagd joined the ranks of Chinese
male elite who journeyed to Japan in pursuit ofcalenn career. While studying
medicine in the Westernizing Japan, Guo not onti/the opportunity to become
informed about new developments in modern sciendgechnology, and to read
Western literature and philosophy extensively ithbariginals and Japanese translation,
but he also fulfilled his desire for romantic lawehis common-law marriage with $at
Tomiko (1895-1994), a Japanese new woman with fstraspirations. It is in this
context that Guo produced his two most influertgats,Sanye ji(Cloverleaf) published

in 1920, andNiishenThe Goddesses) published in 19%1.

3 Guo Moruo,Niisher{The Goddessg¢Shanghai: Shanghai taidong shuju, 1921).
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Cloverleafis a collection of correspondence between Guo Bland two other
rising stars in the constellation of modern Chinesa of letters, Zong Baihua (1897-
1986) and Tian Han (1898-1968)With its focus on issues such as new poetry, gaadn
marriage and free love, mostly derived from Gua@sspnal experiencthis immensely
popular text introduced Guo not only as the foramogt in Chinese new poetry but also
as a rebel against arranged marriadff$ie Goddesse&uo’s first and most influential
collection of new poetry, firmly established Gupsition as the most influential poet of
his time. It is no coincidence that new poetry fnee love were intertwined in the
discussions of these early modern Chinese intebdsitthey were both important
vehicles through which the male literary elite domsted new gendered positions at the
fall of the old order. Both Guo’s rebellion agdihg arranged marriage and his pursuit
of free love in Japan were contemporaneous anhtiiigarlier than the introduction and
championing of free love by the May Fourth intelleds in China. The wide circulation
of Cloverleafmade his personal experience into a classic cabaraimportant basis for
the discourse against the traditional gender systspecially the symbol of this system,
arranged marriages.

In this chapter, | read Guo’s new poetry againstdbntext of his encounters with
feminist thought, modern science and industridhtetogy, and Western literature and
culture. | demonstrate how Guo constructed a hypeseuline poetics through his

unreserved identification with industrial progresgl his aggressive appropriation of new

% Zong Baihua was a pioneering figure of modern €sinesthetics as well as philosopher and poet. When
serving as the chief editor #uedendLearning Lamp], literary supplement 8hishi xinbadCurrent

Affairs Newspaper], one of the leading newspapéesliberal bent in Shanghai, Zong was not only the

first to publish Guo’s new poems, but promoted @adhe “future poet of the East”; Tian Han was a
playwright, a leader of revolutionary music and mesy as well as a translator and poet.

“? Tian Han, Zong Baihua, Guo Morudan ye jiCloverleaf] (Shanghai: Shanghai shudian, 1982t fi

edition, Shanghai: Yadong tushuguan, 1920), 3.
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concepts from Western science, technology, liteeaind philosophy. | also demonstrate
how this new construction was closely related sefmse of emasculation resulting from
his failed new-style marriage with $atomiko based on romantic love.

In Chapter two, drawing on archival research, peakmterviews and secondary
scholarship, | demonstrate how the industrial emnment and feminist atmosphere in
Chicago compelled Wen Yiduo to reflect critically bay Fourth mainstream discourses
and construct a radically different poetics, whi¢arm “ecopoetics,” while studying
painting in Chicago from 1922 to 1923. Seven ygatsiger than Guo Moruo, Wen
Yiduo started writing new poetry in 1920, righttla¢ time when Guo was widely
acknowledged as the foremost Chinese poet. Wastspioetry collection, entitled
Hongzhu(Red Candle, 1923), established his position aghan major figure in the
canon of modern Chinese poetry. Similar to Guo, \@kenv up in a wealthy family and
was steeped in classical Chinese literature aridggphy since childhood. Wen's elite
family background enabled him to receive ten yeadsmericanized education at the
Qinghua School, predecessor of the present Qinghuegersity in Beijing. At the time,
Qinghua was a preparatory school for higher edoati the United States. Its
educational system, courses, textbooks and teaacmtigodology were mostly
transplanted from the U8 With his poetry education mainly centering on iéeath
century European Romantic poetry, Wen'’s poetry frasnQinghua period resonates
with Guo’s extreme aggrandizement of the male figate, a trope derived from
Romantic poetry but infused with new dimensionstigh its audacious appropriation of

the new ideas of the age.

*1“Beijing Qinghua Xuexiao jinzhang” [Recent rules Qinghua School in Beijing] (1914), in Qi Jiaying
ed.,Qinghua renwen xueke nianp& chronicle of humanities disciplines at QingHuaiversity] (Beijing:
Qinghua daxue chubanshe, 1998), 1.
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Upon his graduation from the Qinghua School, Wénfée Chicago and studied
painting in the School of the Art Institute of Cago from August 1922 to August 1923.
It is during this year that Wen experienced his thmaensive poetic production and a
radical turn. Most of the poems Wen wrote in Cha;aghich | term his “Chicago
poems,'were collected iflRed Candlgogether with his “Qinghua poems.” In this chapter
| reread Wen'’s “Chicago poems” against the pardidties of local modernities in
Chicago, namely its factory machines and induspadlution, as well as the strong
feminist presence in the literary and cultural leisan which Wen was immersed. | argue
that Wen’s weakened physical condition, due to iea@ pollution, and his lowered
social position in the literary and cultural cisléominated by powerful Western women,
were extremely painful yet rewarding. The comphexit his experience compelled Wen
to shift from his previous secure and privilegegipon to that of the weaky{ozhg and
enabled him to reconstruct his relationship withworld in his poetry. However, Wen'’s
critical reflections on the unreserved embracingdtstrial progress and on the rigid
opposition to arranged marriage in favor of freeelcadvocated by May Fourth
mainstream intellectuals, were overshadowed byltieinant discourse of nation and
revolution in his time.

In Chapter three, | inquire into Chen Jingrong81(2-1989) uncollected essays in
newspaper archives, newly excavated works and &ptgeal information. | trace the
poetic journey of one of the few female poets mnale-dominated canon of modern
Chinese poetry from the early 1930s to the lat€d$98nlike many May Fourth Chinese
intellectuals such as Guo Moruo and Wen Yiduo vaterlembraced the Marxist

discourse of nation and revolution advocated byGhmese Communist Party (CCP),
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Chen never let go of the early May Fourth ideatshsas individual autonomy. Chen
belonged to the group of humanist intellectuals wtayed in the Nationalist-controlled
areas during the four-year civil war (1945-1949%neen the CCP and the Nationalist
Party, and never fully embraced the literary ppes of nation, class and revolution laid
down by Mao Zedong in his well-known “Talks at than’an Forum on Literature and
Art” in 1942. She underwent a thirty-year brealher poetic career during the Mao-era
and did not enter the poetic canon until the 198@ke Post-Mao era.

Growing up in the 1920s, Chen’s early new-stylecadion afforded by her well-
off family consisted of traditional Chinese litareg and Western texts in translation, as
well as the new literature and ideals from the Mayrth generation. Yet, unlike her
male counterparts whose families readily suppadited college education in China or
abroad, Chen did not receive any formal higher atloc due to the opposition of her
family. Instead, she managed to educate hersdittiyg in on college classes, reading
on her own, and joining literary circles in Beijia§er running away from home in 1934.
During the few years before the eight-year War e$iRtance against Japanese invasion
(1937-1945), Chen immersed herself in the maleglitecircle in Beijing and actively
engaged in poetic experiment and innovation likenhale counterparts. Her common-
law marriages with fellow male poets, first withdCBaohua (1906-1978) in 1936-1939,
then with Sha Lei (1912-1986) from 1940 to 1948néal out to be more hindering than
encouraging for her literary pursuits. Though shklighed her first poem in 1932, Chen
did not publish her first collection of literary ivngs until 1946. In this chapter, |
demonstrate how Chen’s painful struggle not onlglded her to gain acute insights into

the discrepancy between modern Chinese male iatiedlks’ discursive promotion of
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gender equality and their actual practice of traddl patriarchal values in reality, but
also discrepancies between other discourses aliy,rednich resulted in a poetics of
irony.

In my fourth and final chapter, drawing on origimathival research, personal
interviews and close readings of texts and imalges,se out the complicated dynamics
between gender, politics and literature in theditg group ofToday'in the late 1970s
and early 1980s. Mostly born around 1949 when tG@ @ok power, this generation of
young people grew up at a time when the publismdgstry became increasingly
controlled by the CCP government. Mao’s literarydglines laid out in 1942 were
officially stipulated. Literature and art were veles for official political messages. The
mainstream poetry at the time resembled much optbpagandistic poetry Chen
Jingrong critiqued in the late 1940s. But durinig feriod, many translations of Western
modernist and Soviet “revisionist” works were coresmned by the government and
circulated among high-ranking officials or intelieals to provide them with up-to-date
knowledge of their enemies. When large numberaehigh-ranking officials and
intellectuals were removed from their high posi@mnd sent to the countryside during
the Cultural Revolution (1966-1976), their childneare able to get hold of these works
and share them with their friends. With Beijingriethe political and cultural center of
the country and many high-ranking officials anceligctuals living in this city, small
elite literary circles began to form in Beijing. & Avant-garde writers, poets and artists of
Today!were either children of these officials or frierafgheir children. Although there

were many female members in these literary grailngsimajority of avant-garde poets,
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writers and artists who became the mainstay ottimtemporary avant-garde scene were
predominantly male.

In the last chapter, | examine the new poetic pgradonceived by these avant-
garde poets and how this paradigm materializetlerptoduction and daily practice of
Today! Comparing the gender politics between the matefamale members of the
group, | argue that the creation of a new symlsfgtem in avant-garde poetry and art
was not simply part of the pro-democracy movemether, it bore closer ties with
earlier generations of modern Chinese literaryllextéuals than the poets admit. The
marginalization of women poets in this group comith the male-centered tradition of the
modern Chinese poetic canon. As with earlier pseth Guo Moruo, the creation of a
new poetic paradigm advocating the emotions ofrtlvidual and the personal was the
means through which the rebellious sons achieveahamy from the state patriarchy.
Criticizing CCP’s gender-equality policy of takimgen as the norm as a suppression of
sexuality, the male avant-garde poets createdtamative form of gender norms based
on the traditional distrust of women’s capacithumge step back from both the CCP’s

gender policy and the May Fourth generation’s festidiscourse.
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Chapter One

The Transnational Production of a Masculine Poeticen Guo
Moruo’s The Goddesses

Since the first appearance of his new poetryue dengLearning Lampon
September 11, 1919, Guo Moruo (1892-1978) quiakbemot only as a luminary in the
canon of Chinese poetry, but also as a ringingevmiche gendered discourses of the
intellectuals of the May Fourth period (1915-1926)May 1920 Cloverleaf(San ye |,

a collection of correspondence between Guo MoroogZBaihua (1897-1986) and Tian
Han (1898-1968), became an immediate success across China. Guotnaduced as

“a future poet of the East” and applauded for hisi¢al genius.? With its focus on
issues such as poetry, arranged marriage andoiveethis collection established Guo’s
position as the foremost poet of Chinese new paatdya rebel against arranged
marriage.

Scholars have duly noted Guo’s crucial contributmmodern Chinese poetry
and to the May Fourth discourse against arrangedaga. Guo’s personal rebellion
against his arranged marriage was frequently rétplgarious scholarSHis emergence

on the Chinese poetic scene was described as “aimiEculous” and “marked the end

! Zong Baihua was a pioneering figure of modern Ebénesthetics as well as a philosopher and poet.
While serving as the chief editor BfiedendLearning Lamp], literary supplement 8hishi xinbao
[Current Affairs Newspaper], one of the leading spapers of a liberal bent in Shanghai, Zong was not
only the first to publish Guo’s new poems, but podad Guo as the “future poet of the East”; Tian Han
was a playwright and a leader of revolutionary masid movies, as well as a translator and poet.

% Tian Han, Zong Baihua, Guo Moru®an ye jiCloverleaf], 1, 3.

3 Xiaoming ChenFrom the May Fourth Movement to Communist Revalut@uo Moruo and the Chinese
Path to CommunisifAlbany: State University of New York Press, 200I7);31.
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of tradition.” Largely due to his enthroning of the modern Chinset as a solitary
kingly figure in line with the Romantic notion dfe poet as a solitary genius, and to his
unreserved adoption of Romantic concepts suchassipn,” “intuition,” “inspiration”
and “imagination® as essential elements of Chinese new poetry, Gisooften labeled
and applauded as an out-and-out Romantic bHetvever, few have examined these two
issues in connection with each other to locateutigerlying motivations of Guo’s pursuit
of free love and new poetry.

In this chapter, through close readings of texth@r historical context, |
delineate Guo’s construction of a masculinist gsein relation to the technological
modernity and gender discourse in both China apdrda the 1910s and 1920s. |
demonstrate that Guo’s production of such a poetasclosely related to his literary and
scientific education in an industrially advancedstéenized nation such as Japan, as well
as his transnational common-law marriage witto Samiko (Anna), the result of their
pursuit of free love in rebellion against theirpestive arranged marriages.

For centuries, traditional Chinese poetry had leesrajor avenue for Chinese
male literati to achieve social, political and cu#tl prominence as well as gender
supremacy. In the early twentieth century, whenQirey throne abolished the civil

service examination system, Chinese men had taduafternative means to achieve

* David Tod RoyKuo Mo-jo: The Early YeargCambridge, Mass.: Harvard University Press, 1979)80;
Achilles Fang, “From Imagism to Whitmanism in Rec€hinese Poetry: a Search for Poetics that

Failed, " in Horst Frenz and G. L. Anderson, etiedjana University Conference on Oriental-Western
Literary Relations (Chapel Hill, 1955), 186-188.

® Tian Han, Zong Baihua, Guo Moru®an ye jiCloverleaf], 6-7.

® David Tod RoyKuo Mo-jo: The Early Year87-91; Leo Ou-fan Le&he Romantic Generation of Modern
Chinese Writer¢Cambridge, Mass.: Harvard University Press, 19¥8f-190; Shu-mei ShiffheLure of the
Modern: Writing Modernism in Semicolonial China {1/91937)(Berkeley, Los Angeles, London: University
of California Press, 2001), 98-99; Xie ZhikModeng yu xiandai: zhongguo xiandai wenxue de shienxi
[Modeng and modern: an historical analysis of modehinese literature](Beijing: Qinghua daxue chidbemn
2006), 335. Lu YanRe-understanding Japan: Chinese Perspectives, 1895(Honolulu: Association for
Asian Studies and University of Hawaii’ Press, 20@4..
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political, social and cultural prestige. Rathemttecoming Confucian officials through
the civil service examination system, Chinese rgdmti became “modern, post-
Confucian, professionalized” intellectuals “who sew the transcription of foreign
signs into the new domestic, urban, mass markethamzed print economy.Thanks to
the deep-rooted status of poetry in Chinese histapdern Chinese poetry has been a
crucial means for Chinese male intellectuals tostrmict a new discourse of masculinity.
| argue that one of the main reasons for Guo’skguge to prominence among modern
Chinese male intellectuals was that his new pqatyided them a much-needed,
forceful expression of such a discourse. The tewil focus on are some of Guo’s most
influential poems ilNiishen(The Goddessg$1921)2 his correspondence with $at
Tomiko (1895-1994), which led to their pursuit ofé love in a transnational common-
law marriage, and his correspondence with Zong adnd Tian Han iBanye ji

(Cloverleaj.

Rebellion against Arranged Marriage, or the Pursuitof Male Desire

In this section, | want to revisit Guo’s legendaepellion against his arranged
marriage and its connection with the transformatbhis poetics. Guo was informed of
his arranged marriage in October 1911; the wedtiiog place on March 2, 19f2ret
Guo’s rebellion against this arranged marriagengitistart at the time of its

announcement, but on the day of the wedding whdiftee the veil of the bride and was

" Barlow, Tani E. “Theorizing Woman: Funu, Guojiatihg [Chinese Woman, Chinese State, Chinese
Family],” in Angela Zito and Tani E. Barlow ediBpdy, Subject and Power in Chir2b3-289.

8 Guo Moruo’s first and most important poetry calien, a foundational text of modern Chinese poetry.
° Guo Moruo,Shaonian shid&iThe period of my youth] (Hong Kong: Sanlian shardi1978), 268, 277.
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confronted with “a pair of chimpanzee-like nostpisinting toward the sky? Though
Guo’s parents and the matchmaker promised him amaglrl with “unbound feet” and
good education (“was going to school”) in ordecéber to Guo’s desire as a modern man,
it was the promised beauty of the girl (supposedlpeautiful as one of his sisters-in-law
whom Guo had secretly admired since childhood) preated a decisive role in Guo’s
consenting to this arranged marridge.

The significance of this event can be better coimgmeed in the larger historical
context. Late Qing reformers such as Kang Youwing Qichao, Tan Sitong and Jin
Tianhe had started to advocate gender equalityraedom to choose one’s spouse in the
late 1890s. Among them, Jin Tianh&lgjie zhong The Women'’s Bell), published in
1903, was probably the most widely read feminist.tat the same time, educated
women from elite families were also actively spiagdeminist ideals. For the Qing
government, the purpose of women’s education wéae#azh women the ways of being a
wife and mother.” The late Qing reformers’ campaignotesting footbinding and
promoting women’s education were remarkably sudaed®y the time the republican
government passed laws banning footbinding andutisinalizing female education,
many girls from elite families had unbound thektfand been sent to schoidhough
Guo never mentioned reading these feminist wotks,avident that the image of a new
woman with education and unbound feet as the dkspeuse for modern man had

become a popular notion at the time Guo’s paranémged his marriage in 1911. Even

12 Guo Moruo,Shaonian shidgiThe period of my youth{Shanghai: Haiyan shudian, 1947), 329. This
description is from a short autobiography titledetiao” [Black cat]. The English translation is by Yan

in Re-understanding Japan: Chinese Perspectives, 1895-94.

! Guo Moruo,Shaonian shidgThe period of my youth] (1978), 268-270.

12\Wang Zheng, 14, 36-44, 126. The lines in quotatiamks are cited by Wang from Luo SuwBliixing yu
Zhongguo jindai shehifiivomen and modern Chinese Society] (Shanghai: @f@menmin chubanshe, 1996),
131.
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Guo’s parents and the matchmaker learned to utiigeconcepts to persuade Guo into
the arranged marriage.

However, Guo’s parents and the matchmaker did ic&typ on another modern
notion that Guo held dear — romantic love. Guo’sams of romantic love mostly came
from translated European romance novels. As Dawaipl&h notes, “in the late 1800s the
rise of ‘companionate marriages’ — that is, maesbased on principles of shared love
and friendship — superseded the previous standartimony motivated largely by
economic factors.** Lawrence Stone points out that “romantic love redromantic
novel grew together after 1780...romantic love becamespectable motive for marriage
among the propertied classes, and that at the samaehere was a rising flood of novels
filling the shelves of the circulating librarieswbted to the same themé.Guo was
probably not aware of the notion of “companionatanmage” at the time, yet his reading
of European romance novels offered him concreterg®ons of it and planted in him a
strong desire for such an experience. For exarafiley, reading Lin Shu’s Chinese
adaptation ofloan Hastg1895) by H. Rider Haggard,Guo’s response was:

How that heroine elicited my deep-felt sympathied educed large quantities of

my tears. | pitied her and | admired her loverpie... | imagined that should |

have such a charming girl as Joan who loved meuldvdie content for her by
falling from the top of a tower on Ling-yun Mouna?

Xiaoming Chen succinctly summarizes Guo’s desirestch a romantic love:

3 David CaplanQuestions of Possibility: Contemporary Poetry armbfic Form(New York: Oxford
University Press, 2005), 65.

14 Lawrence Stonélhe Family, Sex and Marriage in England, 1500-1@80thdon: Weidenfield and Nicolson,
1977), 284.

'3 in Shu and Wei Yi's translation of this romanssitledJiayin xiaozhuarThe story of Jiayin[Shanghai:
Shanghai shangwu yinshu guan, 1905).

18 Guo Moruo,Shaonian shiddiThe period of my youth], 126, translated by Lea-fan Lee inThe Romantic
Generation of Modern Chinese Writefis32.

26



Under increasing Western influence, he [Guo] nogadred that someday he
would have a Western-style romance. He had thadarthat he would be like a
Western prince who ran into a woman of “unrivalbeghuty” on a desert island
during a hurricane. He had also imagined that heladvie like a Western
gentleman who “won the love of a beauty at a duéktich Western-style
romance could not happen, then he still dreamechikanarriage would offer a
beautiful and poetic experiente.
It is worth noting, though, that in Guo’s fantagyr@mantic love, beauty (i.e., perfect
female form) is always the most important qualitylee female lover, not education or
unbound feet, symbolic qualities of the Chinese m@man. As | will show below, this
obsession with the ideal female form remained tbstrdecisive element in Guo’s
conception of a new poetics later in Japan.
In January 1914, Guo joined the thousands of n@n &lite Chinese families
who journeyed to Japan and arrived in Tokyo tosttape from his marriage and pursue a
career as a modern man. It was in August 1916 atvadba half years into his study in
Japan, that Guo met $afomiko and finally had the opportunity to fulfiis desire for
romantic love with a beautiful woman. By that tinh@p years of immersion in the
stimulating environment of Japan must have hadrméndous impact on Guo, since his
notion of romantic love had grown far more sopbetied and more deeply imprinted by
modernity than the pure desire for a charmingtgrsaw in European romance novels.
The beauty of the female form was still the primeowystituent for this romantic love.

Sab was a beautiful girl with natural feet. And shesweusually tall for girls of her

time!® In Guo’s own words, “When | first saw my Annagnsed an incredible pure light

7 Xiaoming ChenFrom the May Fourth Movement to Communist Revaiu@uo Moruo and the
Chinese path to Communis8. The phrases in quotation marks are citedhisnGrom Guo Moruo,
Shaonian shiddThe period of my youth] (1978), 270.

18 Sawachi HisaeZoku Showwashi no onrf@iokyo: Bunkei Shunju, 1986), 133.
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in her looks.*® Tao Jingsun, Guo’s fellow writer and brother-imlvho married Sats
younger sister, transformed Guo ando@agxperience into a stofyand described Guo’s
physical attraction to Sat“[her] tall and slender build and outgoing peralay unusual
for girls of her time, strongly attracted hirft.”

The difference between this romantic love and Geairly fantasy based on
European romance novels of the late nineteentlugehés in the fact that, besides
Sab’s beautiful female form, the romantic love betwéamo and Satwas based on
many of the shared notions of modern persons ellieb against their respective
arranged marriages, aspirations for a professicaraer, and, of course, love of modern
Western literature. It should be noted that, wheomes to Guo and $&t transnational
love story, most scholarship relies solely on Gaitbiographical narratives, especially
in Cloverleaf®” Sab was depicted as the virtuous daughter of a JapaPesestant
minister, educated in an American mission schodgipan and devoted to charity wérk.
Of all descriptions of SatTomiko in English, Lu Yan’s is the only one thaes sources
other than Guo’s narrative and gives due note to'Salentity as a new woman.

Three years younger than Guo Moruo,6SEtmiko (1895-1994) was the eldest

of eight children in a Japanese missionary’s fammlihe Ohira village of

Kurokawa District, Miyagi Prefecture, some twentitas from the city of Sendai.

In her teens, she had begun boarding at Shokei Wearehool in Sendai, a

school established by Baptist missionaries. Upadggation, she learned that her
mother was arranging a marriage for her and woatdet her continue her

19 Tian Han, Zong Baihua, Guo Moruan ye jiCloverleaf], 36.

2 «gen toraru sapurai no dor@bAru kangofu no hanashi” [The thief who stole tgrfrom the supply
room: A nurse’s storyNihon e no ish@Tokyo: Sgensha, 1953), 94-101.

L The English rendering is from Lu YaRe-understanding Japan: Chinese Perspectives, 1885-95.
2 Tian Han, Zong Baihua, Guo Moru®an ye jiCloverleaf], 36.

% David Tod RoyKuo Mo-jo: The Early Year$3; Xiaoming Cherf-rom the May Fourth Movement to
Communist Revolution: Guo Moruo and the Chinesé RaCommunispil6.
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education. Alone, the twenty-year-old Satent to Tokyo and found a job at St.
Luke’s Hospital, just a year before she met Glo.

It is interesting that Guo would choose to highti§lat’s religious background and
downplay her aspirations as a modern person. Thiugjinot clear whether S@s
resolute decisions to resist her arranged maraagepursue an independent career were
informed by the curriculum in the Baptist schooher extracurricular readings, it is
evident that they were in line with radical femirideals of the time. Because of their
shared rebellion against their respective arramgadiages, the romantic love between
Guo and Satwas one of the earliest, and thus more archetygsas of free love in
modern Chinese history.

Free love was an important ideal in social movemehthe nineteenth century,
especially feminist movements in Euro-American d¢des, an ideal that the New
Culturists in China such as Chen Duxiu starteddimaate in 1915 and which did not
reach its peak until the early 19204n 1920, 1921 and 1922, many articles on “sexual
morality” were published iXiaoshuo yueba@~iction monthly); a special issue on
sexuality appeared in May 1922, Vol. 8, No. 5. tAkkse “gave witness to the effort of
reform-minded intellectuals to reconstitute the mieg of sexual relations in Chinese
culture: from the traditional husband-wife relasbip based on subordination within
family roles and hierarchized within a metaphoradétionships within the kingdom, into
a modern alliance based on loliar{’ai).”® Having lived in Japan since January 1914,

Guo Moruo did not learn about the changes in Chimtd summer 1919, thus his pursuit

4 Lu Yan,Re-understanding Japan: Chinese Perspectives, 1885-95-96. This paragraph was a
summery from Sawachi Hisae's interview with Sherself, see Sawachi Hisamku Showwashi no onna
(Tokyo: Bunkei Shunju, 1986), 127-130.

% Wang ZhengWomen in the Chinese Enlightenment: Oral and TéXistories 35, 44-45.

% Wendy LarsonyWomen and Writing in Modern Chin@8.
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of free love in Japan was independent of the Neltu€l movements in China and only
became a compelling force in the movement afteptii#ication ofCloverleafin May

1920. In other words, Guo’s poetry was not onlygolasn his own personal experience,
but a pioneering case of a pivotal modern projedbaked on by modern Chinese male
intellectuals and an important basis for the disseagainst the traditional gender system,
especially against the symbol of this system ,rayed marriage.

However, in his letter to S@tGuo did not breathe a word of the ugliness of his
wife, the most decisive factor that turned him awdrayn his arranged marriage, but
fashioned himself as “a rebel of the old family'taattributed the reason for his rebellion
solely to the lack of “love” in this marriage arggd by his “feudal” family’ Guo
obviously had picked up some modern concepts dinismigme in Japan. In another letter
urging Sab to pursue further education, Guo again used mod&mepts such as
women’s independence, women’s social roles, womerofessional training and gender
equality:

| felt that women are also independent human beirg@mire your spirit of self-

reliance. You earn your own living rather than nedyon the support of family.

You deserve to be an exemplary model for the woafiéaday. This is what

many women were not able to achieve even if theytedto. Yet | felt that you

might as well further improve your ability sincewybave the will to

independence; you might as well strengthen yowiceskills since you have the
self-sacrificing spirit to serve the society. Thigy, no matter what kind of
setbacks you encounter in the future, you will 8tie on. This is why | suggest
you pursue further education in the Women’s medichbol. This is in line with
your present career. After graduation, you coutetinge equal pay from society
because of your better skills to serve it. In congerary Japan, a record of formal
schooling and a diploma are indispensable for tinds® pursue a career. The

main reason for your low pay and exhausting work waur lack of a record of
formal schooling and skills from professional scdisoo

27 Letter dated September 1, 1916, in Zheng Sher®ung,Moruo AnndBeijing: Zhongguo gingnian
chubanshe, 1995), 196.
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Yet Guo did not have Sas acute feminist sensitivity in his employmenttio¢ése
concepts. The premise of “women are also indepdridenan beings” is that men are
naturally independent human beings and that theynathe position to help women
become modern subjects. Further, in attributingéason for Sats low-paying and
exhausting job solely to her lack of professionaining, Guo shows himself unaware of
the patriarchal nature of society and the deeplipezided gender inequality in society,
which Sab points out to him in her letter responding toguggestion that he support her
further education. In her letter dated NovemberlP1,6, amidst expressions of her
gratitude for Guo’s offer, Satgave an insightful criticism of the patriarchatmsay in
Japan:
Schools today are still the world of men; in facis the same everywhere, it is
the world of men everywhere. The talent of womemast could be brought into
play within the family. My mother is an authoritagiwoman at home; my father
often gives way to her. Yet she is nameless inespcAt most, people know her
as the wife of Mr. kemon. My mother thinks that she would be contehtiére
also like her. But | don’t want to be; | want toliwany own way. | want to learn
more skills and be a useful woman to socféty.
Sab’s criticisms of the patriarchal nature of modenstitutions such as schools and the
limitedness of women’s roles in the domestic reaoupled with her aspirations for
breaking away from domesticity and pursuing a daola, are all clearly informed by
radical feminist thought of the time, and contraryhe emphasis on women’s domestic

roles as mother and wife, by Shimoda Utako (18536),.%he most famous Japanese

promoter of female education of the Meiji and Taigleriod.?° In other letters, Satalso

% 3ab’s letter to Guo dated November 11, 1916. ZhengnShg,Guo Moruo Anna215.
2 Joan Judge, “Talent, Virtue, and the Nation: Céénlationalisms and Female Subjectivities
in the Early Twentieth CenturyThe American Historical Reviet6, no. 3 (2001): 765.
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conveyed the ideals of the early feminists. Fomepla, “The first and foremost thing in
one’s life is career. Without career, life will beeaningless®

Another key component of Guo’s notion of romantied in 1916 was “pure
love,” in other words, “spiritual love,” a notiorf @estern romantic love promoted by
progressive Christian thinkers in Japan at the ¢dithe twentieth century. The
progressive Christian journalpgaku ZasshiThe Woman’s Magazih&as “an arena for
new romantic, sexual and family ideology. In 1882nonumental essay by a poet,
Kitamura Tokoku, entitled ‘The Pessimist Poet aMi@man’...introduced the new
coinage ‘humane loverén’ai) in order to convey the sense of Western romaowie.
The new notion emphasized moral perfection thrdugflerosexual or conjugal union,
something that the Japanese under the Shogunate dreamed of, and denounced the
carnal aspect of the male-female relationsfifpfthough there was no record of Guo
readingThe Woman’s Magazinéis notion of “pure love” bore a striking resemnite to
Tokoku’s description. When Guo urged &4 join him in Okayama where he was a pre-
med student at the Sixth Higher School so he csufgbort her educatioff. he intended
to keep their romantic love on a spiritual leves @uo wrote reminiscently to Tian Han
in Cloverleafin 1920, sexual intimacy came as an unexpectetbmé: “| was, after all,
overconfident in my weak soul! Shortly after weeli/together, my soul unexpectedly

collapsed! And my Anna was violated by m&!later on in the letter, Guo referred to

% sat’s letter to Guo dated August 28, 1916. Zheng ShgriGuo Moruo Annal195.

31 Takayuki Yokota-Murakami, “The Creation of a ‘Lad¥ajin] as a Modern Gendered Subjectivity:
Sexual Politics in the Japanese Translations ot&t/&lcott and Charlotte Bronté” (conference paper
delivered at 2009 MLA Annual Convention held in Bdelphia, December 29, 2009), 5.

% Guo’s letter to Satdated November 1, 1916. Zheng Shendgp Moruo Anna207.

%3 Guo’s letter to Tian Han dated February 15, 1920jan Han, Zong Baihua, Guo Moruan ye ji
[Cloverleaf], 38.
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their sexual intimacy as “violating the sacrednefs®mantic love.®* Though Guo
repeatedly mentioned in his letters todSat he was not a Christian, this Christian
notion of romantic love had a strong impact on Himill come back to Guo’s battle with
Christianity later.

However Guo might have viewed his sexual intimadh\8ab, it was the beginning
of their transnational common-law companionate rage;, a form of rebellion against their
respective arranged marriages and pursuit of re®ntic love. Both families adamantly
opposed this union and severed their ties withytbishg couple. Satwas punished with
hamon(expulsion); Guo’s parents refused to write to hintil the birth of Guo and S&lé
first son in December 1927 Unwittingly, Guo, Sat and their children formed a typical
conjugal family kiao jiating) as opposed to the model promoted by the traditimnt
family system da jiating) in China and the traditional stem family systendapan.
According to Susan Glosser, the conjugal familyrisisted of the husband and wife and
their children, who lived apart from the joint fdynand operated as an independent
economic unit...the husband and wife were joined e@ormpanionate marriage made of their
own free choice. Husband, wife and children looteedach other for emotional fulfillment.”
Instead of viewing the companionate marriage amjugal family as a growing sign of
privatization as their Western counterparts didn€se intellectuals of the May Fourth
period viewed the conjugal family as the antidot€hina’s ills. Although historians of the
New Culture Movement have mostly portrayed paréinig’ interest in family reform as an

outgrowth of either nationalism or romantic indivadism, Glosser argues that “the primary

* bid., 42.
% Tang Mingzhong, Huang Gaobing, edénghua shujian: Guo Moruo 1913 zhi 1923 nian jiexiuan
[Letters from Japan, 1913-1923] (Chengdu: Sicheamin chubanshe, 1981), 140-143.
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impetus of the family revolution was the searclyaing urban males for a new identity in a
modernizing, industrializing society®

As the most direct confrontation with traditionahfily organization by modern
Chinese male intellectuals did not come until Jana820%’ Guo’s transnational conjugal
family with Sab and their children was well ahead of its time. Tidustrial society was not
developed enough to provide adequate means oflauml the facilities to relieve the heavy
domestic responsibilities that came with a conjdgaldily without the support of the
traditional big family. Sat was forced to give up her aspirations for a psitesal career and
was consumed by the domestic role she was rebatgamst; the time- and energy-
consuming responsibilities of taking care of newrbloabies also greatly reduced Guo’s
mobility, distracted him from his course work artdrary pursuits, and plunged him into
deeper despair.

Guo had had suicidal thoughts shortly after arguimJapan for many reasons. Guo
was 21 years old when he arrived in Tokyo in Jana&r 191438 This was an important
turning point in Guo’s life. Up until then Guo hhden the center of his world because of his
elite family background. He could do whatever heted knowing his family would get him
out of any trouble he got himself into. Althougls kiip to Japan served successfully as a
means for him to escape from his arranged marriagened out not to be a simple blessing.
At the same time as he gained independence fromidhimmily, he lost its support and

protection as well. Because of numerous extremiffigult circumstances, Guo lapsed into

% Susan L. Glosser, “The Truths | Have Learned'tiblaalism, Family Reform, and Male Identity in Chis
New Culture Movement, 1915-1923,” in Susan Browaelll Jeffrey N. Wasserstrom, ed3hjnese
Femininities/ Chinese Masculinities: A Read&21.

" Ipid. 122.

3 Guo Moruo, “Ziran zhi chui-huai, originallywrittem 1934,Xian Dai, 4.6: 954 (April 1, 1934). This work is
translated from Japanese. It was originally pulelisin the February 1934 issueBifngei[Literary Arts]. See
note 1 in David Tod Royuo Mo-jo: The Early Year$6, 187.
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depression and was haunted by the thought of caingniuicide®® Guo claimed that his
romantic love with Satrescued him from that crisis. It turned out thawas only plunged
into another crisis.

“Ye ku” (Night Cry) (1917) and “Chun han” (Sprinch@ll) (1919), both old-style
poems Guo wrote after he realized his dream ofrfsegntic love, depict vividly Guo’s
hopeless and helpless mental state in his new gabhfamily. The title “Night Cry,”
though it seems to indicate that Guo was stayingtupght steeped in sad thoughts,
could just as well mean the night cry of his soptke@m up, a common experience with a

one-year-old, but also extremely trying for newquds.

128 B4R, | remember it was seven years ago,

BRI, My seventh sister was still a child.

Sk SR She and | were_both h.omesick,

SGEAE And we both cried until we collapsed.

A3h K JE But now | am alone far away from home,

Ky o And | have cried with so many tears.

ERE Y | have lost my soul and now only have an empty body
SHR AT, | regret that | have not died to finish my misery.
LA, | have a motherland but it amounts to nothing,

A E 2T, Since the country is constantly suffering from wars
HWLT%. | have a home but | can not return to it,

5 A A, My parents are there sick and old. _

S AR O | have my love but she has already been ruined,
SOt Like a bird without its nest.

HRLHE, | have a son who is only one year old,

LR Crying in my arms when | take care of him.
1A, | thus have a life which is not happy,

LS VIRZS (8 So | often hope that | can die soon.

HEALIR, Overwhelming sadness and regret are tearing meé, apar
ot HLIE T And | have cried from morning till night.

JTR ST, I ha_ve §uch profound sadngss i.n my heart, .
R I Which is hard to end even if | die ten thousandesittt

&AL O,
TIRELHMET o P

39 Guo Moruo, “Wang Yangming li zan” iBuo moruo quanjivol. 3, 289. For English, also see Xiaoming
Chen,From the May Fourth Movement to Communist Revalufuo Moruo and the Chinese path to
Communism22; David Tod RoyKuo Mo-jo: The Early Year$9-60.
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In this autobiographical poem, Guo describes thetchied state of his transnational family in
the larger context. A war-troubled home countryt twuld not back him up in this foreign
country, a home that he could not return to becatibés common-law marriage against the
will of his parents, a loved one who was disowngdhér parents, a one-year-old son who
was often crying in his arms, a life that could hetenjoyed because of all the sorrow.
“Spring Chill” depicts a moment when their two-yedd first-born was sick and
highlights the baby as the aggravating factor licg hew conjugal family. The exhausting

routine of taking care of their two-year-old sorsketched out poignantly:

BEE HYE, It is a cold day in spring,
FREEAS ANR o | feel very depressed and unhappy. .
Re bt S 7T 42 | have profound sadnesg beyond description,
o LB But | hav_e to force a sm!le for my son.
. The son is in my arms sick,
JLE@EF?@’ He does not talk yet and can only babble.
IR E R o My wife looks as miserable as withered grass,
LR WM, She is doing laundry at the well.
GEATIFZ P | look into the vast sky with tears,
ZHVHEH K2, The sky is full of depressing clouds.
K F188, | want to fly but | have no wings,
BRI I v_vant to die but | _cant move, as if | am paralgze
BRBE 5 T It is | who have ruined my wife and child, o
SR My heart is aching as if thousands of arrows aeecpig it
PRI H,

OUT 5. *
Raising the baby in a conjugal family, with no saggrom either the extended family or the
society, was devastating for both spouses #®ast transformed from the embodiment of the

ideal new woman with “incredible pure light in Heoks” to the exhausted housewife with

“ This old-style poem titled “Night Cry” was writtén 1917. The original poem was not written in §nSee
Tian Han, Zong Baihua, Guo MoruBan ye ji{Cloverleaf], 10.

“1 Xiaoming ChenFrom the May Fourth Movement to Communist Revaiu@uo Moruo and the Chinese
path to Communisy 9.

*2Tian Han, Zong Baihua, Guo Moru®an ye jiCloverleaf], 10.

3 Xiaoming ChenFrom the May Fourth Movement to Communist Revaiut@uo Moruo and the Chinese
path to Communisn21.
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looks of “withered grass.” Confined in this domespace and tied down by housework, Guo
was desperate for mobility. The speaker’s eyesliaeeted toward “the vast sky”: “l want to
fly but | have no wings, / | want to die but | camove, as if | am paralyzed.” Thus, Guo’s
pursuit of free romantic love ended up in comptésaster. His complete rejection of
marriage, including the companionate marriage tegufrom free romantic love, was more
explicitly expressed in his letter to Zong Baihwdedl March 30, 1920:
Shou Chang [Tian Han] asked me [Guo], “Can romdntie be sustained in
marriage?” | said, “Marriage is the funeral of rartia love.” Shou Chang said,
“Some say marriage is the tomb of romantic lovee”’ddntinued to say that he was
doing research. He did not want to marry if thee¥exnno good approach to this. |
said it would be ideal if one could remain unmatrierever and maintain the mindset
of pure love Neither party would be free after getting marrietiich was relatively
easier to deal with. There would be even less treedfter the birth of children. And
there would be virtually no solutions to that sitoa. Public care for children would
bring utmost defect in the emotional educationhofdcen. One could ask, without
emotions, would not the world turn into the deséi$ahar® | regret that it was too
late when | realized thi¥.
Guo’s overwhelming sense of failure in his compaate marriage and his desperate desire
for mobility, not only physical but social mobilitfound an outlet in another modern project,
that is, to join the constellation of modern Chmesale intellectuals. In a letter to Zong
Baihua dated January 18, 1920, Guo included histyleé poems but dismissed them as
“broken copper, rotten ironThen Guo expressed his admiration for the risingeno
Chinese male intellectuals who were publishe8haonian Zhonggu(youth Ching, a

leading magazine of the May Fourth generation antehted that he was “a ruined human

being” and wished to “be like Rhoenix gather some incense wood, burn my present body,

“*4 Tian Han, Zong Baihua, Guo Morudan ye ji{Cloverleaf], 137. The English was in the origitekt.
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burn him while singing a sad elegy, and be rebsra aew ‘me’ from the cold clean ashes!
Yet | am afraid that is a fantasy after 4ff.”

The implications of Guo’s dismissive attitude tod/ais old-style poetry are twofold:
it could easily mean that the traditional poetioviaf old-style poetry could no longer
resonate with the spirit of the age and shouldepéaced with new poetry, a well-known
notion among modern Chinese intellectuals in thiy éaentieth century. Yet, considering
the realistic depiction of his overwhelming senkbaing besieged in his transnational
companionate marriage in these poems, Guo’s attitodld just as well indicate the shift of
his poetics, which turned his gaze from realityaiotasy, in spite of his negation of fantasy
in his letter to Zong.

In Guo’s new poetic vision, his “old” self, “ruinéah the wreckage of his
companionate marriage yet in possession of greanhpal for more sophisticated insights on
love and marriage, is replaced with the restlessdad motion of a “new” self, in possession
of infinite mobility and capacity in accordance wthe progressive spirit of the age, yet
without a trace of his initial concerns for the abuaghts of women remains. In Guo’s “new
poetry,” Sab would never appear as withered grass, nor wowd on be sick and sad.
Both mother and son would be transformed into symlbe woman would serve as the
symbol of freedom, in the form of Venus, nude aiebaclothed. Just as it was the physical
form of the woman rather than her traditional ordem identity that played a decisive role
in Guo’s consenting to or resisting his arrangedriage in 1912, the actual new woman is
insignificant in comparison with the naked beautihe female form in Guo’s new poetics.
As is evident in “Yu zhong wang hu” (Lake-Gazingle Rain) written on April 10, 1921

during a brief trip back to China:

*>Tian Han, Zong Baihua, Guo MoruBan ye jiCloverleaf], 9-11.
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[ESaRR=E ! Lake-Gazing in the Rain

LA T RN R e --On the Small Imperial Stele Pavilion in the LakiesPark
KV 5 TR P 714y, O bathing Xizi,

RUNIIE SN O beauty of the nude!

RAEG . In my bOdy...

. j IR, Such an unspeakable shiver!

XA ARSI Oh, here come some drawing girls,

gk, kT BAEREE,  Yet, not beautifuf®

A }&, unschoeff., 4’

“Xizi" here is another name for Xi Shi, meaning lyadi, one of four renowned beauties in
ancient China. Because of its beautiful scenerystWake in Hangzhou is also known as
Xizi Lake. In this poem however, Xizi, a persordgfion of West Lake, is not simply the
Chinese beauty from ancient China. Rather thangbaothed in ancient attire, she is a
bathing nude. Note that the female nude is a didyinWestern notion. Representation of the
female nude is generally absent in East Asiafi®ariis only in the modern era that the
female nude is adopted by modern Chinese maldaatedls in their modernization project
for various reason®. Thus, the nude Xizi is a Westernized / modernizsgion of classical
Chinese beauty. In other poems such as “Niisherai$tieng” (Rebirth of the Goddesseés)
and “Xiang lei” (The Entangled One of the Xiang &i\/? female figures from ancient
Chinese history or legend are also depicted as gadeéesses serving as symbolic bearers of

Guo’s aspirations as a modern man. The above poamwever, is the only one that explicitly

“6 Guo’s original note: unschoen &7, AJE=E,

4" Guo Moruo Niisher[The Goddesses] (Hong Kong: Shenghuo dushu xiratlian shudian, 1958), 198-
199.

“8 The German word appears in Guo’s original poengnimg not beautiful, not pretty.

%9 John Hay, “The Body Invisible in Chinese Art?"Amgela Zito and Tani E. Barlow ediBody, Subject
and Power in Chinp42-43.

*0 Yingjing Zhang, “Artwork, Commodity, Event: Repeggations of the Female Body in Modern Chinese
Pictorials”; Carrie Waara, “The Bare Truth: Nud8sx, and the Modernization Project in Shanghai
Pictorials,” in Jason C Kuo, ed/jsual Culture in Shanghai: 1850s-193®ashington, DC: New
Academia Publishing, 2007), 121-203.

*1 Guo MoruoNiisher[The Godesses], 3,

*?bid., 18.
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depicts a hierarchical relationship between theerspkaker, the symbolic new woman and
the actual new woman. The male speaker obviouslymes an authoritative position in
terms of both female figures. The symbolic new wonsaworshipped because of the deep
sensuality her nude beauty evokes in the male speakile the actual new women, despite
their aspirations for modernity (e.g., learningefiart), are sneered at because of their “not
beautiful [unschoen]” physical forms. The supportwomen’s independence and social
roles that Guo had expressed in his love letteBatbseems to be simply a means to win
over the heart of a beautiful girl. At best, thaseals had been abandoned at the failure of
Guo’s pursuit of romantic love in a companionatenmage.

Yet how was the speaker in Guo’s poetry transforfinea a powerless besieged
man into such an authoritative male figure? ThoGglo generally divided his poetic
career into three phases (the Tagore phase, thenanphase and the Goethe phase), his
ascent on the poetic scene was largely attribatéastfirst encounter with Walt Whitman
in September 1919, through Arishima TakddangyakushgRebels), a Japanese book
introducing Rodin, Millet and Whitman. Takeo’s bodikected Guo theaves of Grass
and quickly brought him under its spell. In thddaling months, Guo wrote the series of
poems that carved him a permanent niche in therlgisf modern Chinese poetry. Many
of his best-known poems were composed during the g&er his first encounter with
Whitman®® Scholars have repeatedly pointed out that Guo’giémian “barbaric
yawp” attracted him immediate nationwide attentmal earned him the name of the

foremost poet of his time. Many characterize Gywstry for its “passion and

%3 David Tod RoyKuo Mo-jo: The Early Years9; Guo MoruoChuangzao shiniafren years of the Creation
Society], 63-64.

40



imagination,”™* “Romantic heroism®® and “the spirit of the age® In his recent study

of Guo, Jiayan Mi offers illuminating observatiams Guo’s construction of a new self
by focusing on the concept of the bodyHowever, similar to other scholars, Mi has not
looked further and examined Guo’s construction pbatics of hyper-masculinity as well
as its relationship with his transnational marridgehe following sections, | examine
some of Guo’s best-known poems in relation to taisgnational marriage and
demonstrate how Guo’s pursuit of new poetry istéangot to be reborn. His construction
of a modern hyper-masculinity is also an attempmoienter the threat of emasculation
posed by domesticity of his failed companionateriage, his initial yet frustrated effort

to construct his identity as a modern man.

Earth, My Mother! or, Reclamation of Authority

“Earth, My Mother!” is one of the Whitmanian poethat distinguished Guo as
the foremost poet of Chinese new poetry and indpirany young people with its
passionate energy. Guo recalls the circumstancis afeation as follows:

“Earth, My Mother!” was written in December 191%jafter the New Year’'s
vacation began. One morning, when | was readirigari-ukuoka library, |
suddenly felt an attack of poetic inspiration. Rimgroutside, | took off my
wooden clogsdetd and paced back and forth bare-footed on a sedlude
cobblestone path behind the library, where fromettmtime | hastily lay down
on the path to find greater intimacy with “mothartl,” by feeling her skin and
accepting her embrace...under these conditions, wgeohd stimulated by the

% Xie Zhixi, Modeng yu xiandai: zhongguo xiandai wenxue de shienxi[Modeng and modern: a historical
analysis of modern Chinese literature], 335.

%5 eo Ou-fan LeeThe Romantic Generation of Modern Chinese Writ&7g-200.

%% In his insightful article “The Spirit of the Tinia The GoddessésWen points out five important elements in
Guo’s poetry that reflect the spirit of the age, excitement in the motion of machines, passiomgbellions,
new developments in modern sciences, cosmopolitarsind despair in materialism. See Wen Yiduo, ddite
Sun Dangbo and Yuan Jianzhelggn Yiduo quanjiThe complete works of Wen Yiduo] (Wuhan: Hubei
renmin chubanshe, 1993), vol. 2, 110-117; originpliblished on June 3, 1923@mneation WeeklyNo. 4.

*" Jiayan Mi,Self-fashioning and Reflexive Modernity in Modehir@se Poetry1919-1949 (Lewiston,

N.Y.: E. Mellen Press, 2004), 15-84.
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poem itself, | finally saw it to completion and tHasl home to put it down on

paper, feeling as though | had been reboth...
It is evident that Guo was able to experience #herth he so desperately wished for in
the process of writing poetry. What resulted frdns rebirth? The secluded surroundings,
the removing of his shoes, the repeated pressofiéiim bare feet on the cold uneven
texture of the cobblestones, the hasty actioniafjlgown, the sliding of his fingers on
the smooth cobblestones, the actual embracingecéahth, all these details unmistakably
convey a liberated and liberating sensuousness letehpabsent from Guo’s old-style
poems. This sensuousness plays a key role in &ém ps well.

The first four stanzas of the poem establish algarssconnection between the

personified mother figure of the earth and the nspkaker.

HEk, FIBEE! Earth, my mother!

KO T, The sky is already pale with dawn;
PRICHRIR T ) ) LR TR, You wake up your son in your bosom,
WINAE ELEARDS EAIAT . Now | am crawling on your back.

Earth, my mother!
You carry me on your back, sauntering in this

HhEk, FBER!

PRI 5 FRACIX IR bl o R paradise,

PRIEAE IR HL I And from within the ocean
ZRH e ok, R R B, You play some music to soothe my spirit.
Bk, IRMEEE! Earth, my mother!

Rk, WLE, Rk, Through past, present, future,

EIRAR, RIER, AR, You are food, clothes, shelter for me;
35 /5 2 BEA BB AR R ) TR L 2 How can | repay your profound kindness?

Earth, my mother!
From now on | am unwilling to stay often at home;

HhER, FMBER!

MQE%KE%E%*EE | will stay often in the open air,
B AR I < L, And express my filial piety to yo§°

*8 Guo Moruo, “My Poetry-making Process” [Wode zuadijingguo], written on the night of September 4,
1936, in Guo MoruoGuo Moruo lun chuangzu@uo Moruo on literary production] (Shanghai: Shlaai
wenyi chubanshe, 1983), 199-209. Originally putdsimzhiwen Vol. 2, No. 2, November 10, 1936. The
English translation is adapted from David Tod Réyp Mo-jo: The Early Years33.
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K TIREIBRMFE L.

The male speaker, rather than adopting Whitmangehynasculine posture, assumes the
identity of a defenseless baby boy. His relatiopstith the mother is that of a physical
dependence: the mother holds him in her arms whes &sleep, carries him on her back
when he is awake, plays music to soothe him, aodges him with food, clothes and
shelter. Read out of context, these details coelddsily understood as manifestations of
the poet’s imagination running wild. However, if Wenk about Guo’s family situation
at the time, we realize that they could have come fGuo’s actual life. At the time,
Guo’s first son was a handful of a two-year-old $&cond son was to be born in three
months. With Sa heavy with advanced pregnancy, Guo would haveugetly played
the role he ascribes to mother earth in the podra.ohly fantasy would be the role-
reversal in the poem -- the male speaker is thg bab whose physical needs are all
taken care of rather than the mother figure whaasts herself satisfying the needs of
the baby.

| want to call attention to the opposition betwéeome” and “open air” in stanza
four. At this point, the male speaker miraculoustases to be the baby boy that needs to
be taken care of, but becomes a grown man who esgséis willingness to perform
filial duty for the mother. Since the earth is thether, the “open air” is naturally the
home where the male speaker performs his filiay,duhile the “home” that is not in the
open air becomes the unwanted other. Many woulénstahd this choice as one of

Guo’s “pantheist” moments, his unreserved embracfrigature in a manner similar to

% Adapted from Lester and Barnes’ translation, sél ester and A.C. Barnes, trans., Kuo Mo-jo (5ao
Moruo), Selected Poems from The Godde¢Be&king: Foreign Languages Press, 1958), 29.
%9 Guo Moruo Niisher[The Goddesses], 86-87.
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Whitman’s. If we understand “home” in its commomse, as a place of personal comfort,

a shelter one can always return to, the above statating would be adequate. Yet since

“home” is where Guo frequently performs the exhiagstole of a mother, the fact that

he constructs a male speaker who is taken carkeoGluo’s two-year-old son and who

prefers to stay with the protecting mother eartheathan going “home” seems to betray

Guo’s desire to get away from his role in the compaate marriage and form a new

family structure. This new family structure takésyge in stanzas 5 to 9:

HER, FEER!

PR BRI T, HIE AN,
b2 e NS ORI,

R IS 2 A AT

HuER, FEER!

PR BRI T, RITRIN TN,
fib AT 4 NI B 48 1%,
PRIE I AR AT

HhER, FIIBER!
kM VI A, B F B,
PRI ILAD,

AT E Hdt, B M, BEOM L, fERR
ﬂﬁ ’

ER A AT A .

HER, FEER!

X H I VIzshY, JUH s —
AT K

AT TR EAEZE KT

HER, FEER!
AR KT,
A, Sy, R, T,

Earth, my mother!

I am envious of your dutiful sons, the peasants in
the fields;

They are the nurse of mankind,

You have always cared for them.

Earth, my mother!

I am envious of your darling sons, workers in coal
pits;

They are the Prometheffof mankind,

You have always held them to your chest.

Earth, my mother!

I am envious of all grass and trees, my brothers,
your sons and grandsons;

Freely, autonomously, contentedly, healthily
They enjoy the life bestowed on them.

Earth, my mother!

| am envious of all animals, the earthworm most of
all—

Only | do not envy the birds flying in the air:

They have left you to go their way in the air.

Earth, my mother!
| do not wish to fly in the air,
Nor travel in a vehicle, ride a horse, wear soaks o

®t Guo’s Original note?% #3151 (Prometheus , 75 J15 #i% rh - i A2 o, A 0K 1 1 KRl Ay
g5 NTR), T 20 DR e 25 AE IR T (Caucasus L b, F K52 35 58 K A (2547
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AR BN, Kz RR AR shoes,

5, 62 | only wish to go bare-foot, ever closer to y&t.
In the above stanzas, the speaker extends thecpngtenother — filial son affinity to the
peasants, the miners, all plants and animals eXoegite birds. The speaker’s
resounding repetitions of his devotion to mothetteand admiration for the peasants,
miners, plants and animals seem to resonate wititinvilh’s “acceptance of the universe
as he found it, his magnificently shouted comragpesiith all nature and all men®® Yet
the exclusion of the birds from this comradeshipascharacteristic of Whitman, but of
Guo’s new design. Here, the speaker divides theeatés of Nature into two camps,
those who have direct physical ties with the eatid those who do not. Although it is
absurd to think that the birds are not part of IKgttheir exclusion from the comradeship
only emphasizes the divide between the earth amdky, which prepares for the
opposition between mother earth and heavenly fathtere following stanzas. Before
moving on, | want to call attention to two charaistics of the new paradigm of family
structure Guo designs. The first is the predomiaafanasculinity. Not only are the
peasants and miners sons, but also all plantsranthbs, the offspring of mother earth,
are male. The new family structure is that of uttimmbrotherhood, with no place for
daughters, a paradigm completely different fromdhe Guo designed in his romantic
love with Sab, where he acknowledged the independence and solgalof both men

and women. The second is the abstraction of pemasadtminers into symbol bearers

®3Guo’s note in translation: Prometheus is a half-god half-human god in Greek mythology. He stale fi
from heaven and brought it to the world. Becausthisthe was bound on the Caucasus Mountain and was
tortured daily by a vulture.

2. Guo MoruoNiisherfThe Goddesses], 87-89.

% Adapted from Lester and Barnes’ translation, séwl ester and A.C. Barnes, trans., Kuo Mo-jo (5ao
Moruo), Selected Poems from The Goddes28s30.

% Alice Corbin Henderson, “A Perfect Return," PogtkyMagazine of Verse, December 1912, Vol. I, No83.
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rather than depicting them in the light of the céewsociopolitical conditions of the time.

In order to construct a new paradigm where the mew (sons rather than fathers) are the

absolute masters of the world, Guo opted to wigetmipoignant reality he depicted in

his old-style poems. The abysmal situation of tiveens and peasants resulting from

constant wars and the imperialist expansion oftagm is out of the picture.

As | mentioned earlier, stanzas 10 to 14 reveat¢éhson why the male speaker

makes the forced division between the earth andkizeFurthermore, they also reveal

the intention behind the speaker’s effort to esshld close affinity with the earth and to

construct a strong family paradigm with a powerfidther figure and numerous sons: it

is to imbue both the earth and the male speakértivet power and authority to

overthrow the authority of the father figure in glgy.

HuER, FEER!
PRFEBSAT PEHIUEN
ARG IR AR LER,
FAHUF B TEW]

HER, FMEER!
PR A Z P R B,
TRAMEIBZED )R L,
AT AR

sk, FRIOEER
SO T4 0 VIR 23
LAV 5,
TR AR LR 65

ek, FRMBESE!

FRAETIR LA (K RTR, AR
5%,

BRI APH, 7RI A
SRS B A R B SR -

HER, FEER!

Earth, my mother!

You are the proof of my true existence.

| don’t believe that you are merely illusions and
bubbles,

| don’t believe that | am merely vainly stubborn
and ignorant.

Earth, my mother!

We are both I-Yin born out of the empty
mulberry,

| don’t believe that in the illusive sky,
There is still some father.

Earth, my mother!

| think everything in the universe is your
incarnation:

Thunderbolts are your breath resounding,
Snow and rain are your blood soaring.

Earth, my mother!

| think that the illusory celestial globe is your
cosmetic mirror,

And that the sun by day and the moon by night
Are but your illusory reflections in that mirror.
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FAVI AR 2 h D) (R ALK

R B A IR 1 F2 5 Earth, my mother!

T LA IR 524 T R i, 68 | think a!l the celestial .bodles in the sky
Are but illusory reflections on the eyeballs of us
organisms.
| only believe that you are the evidence of true
existencé’

Note that from stanza ten, the male speaker, thetijlclaiming a mother-son
relationship with the earth, no longer occupiesittfierior position of a defenseless baby
or a devoted son, but assumes the more powerfitlgposf the spokesman for their
alliance in confrontation with the father authorigyrst of all, the primary role of the
earth is to serve as “the proof of my true existeh©bviously the speaker does not feel
all the foreshadowing in the previous stanzas aefii to qualify the earth as his proof.
He resorts to the resounding duplicate paralleti$tit don’t believe”®®o directly
overthrow the judgment of certain authority whiadshendered both the speaker and the
earth nonexistent and unworthy. The repetitive idatibn seems to present the speaker
and the earth as equally negated by the authdféythe resounding “I don’t believe”
unmistakably shows the male speaker as the spokefemthneir alliance and “proof” of
the “true existence” of the earth.

In the next stanza, the speaker not only claimisltbtn he and the earth were
born from the empty mulberry, but also rejectseakistence of the father figure in the
sky. Note that all these negations are directethagaundamental Christian beliefs. In

Christianity, God is the creator of the whole waalthl the ultimate authority high above;

% Guo Moruo Niisher{The Goddesses], 89-90.

%7 Adapted from Lester and Barnes’ translation, sélester and A.C. Barnes, trans., Kuo Mo-jo (5ao
Moruo), Selected Poems from The Goddes3es31.

% The forceful declaration of “I don’t believe” walfind echoes in Bei Dao’s household poem “The Agrsw
half a century later. | write about Bei Dao and dgmeration’s poetic movement in chapter four.
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God is the spiritual father of all human kind whalarth is the sensual mother, the former
representing trustworthy reason whereas the legesents untrustworthy sensuous
knowledge.

In stanzas twelve, the male speaker adopts a @neatyth that presents an
alternative to the Christian myth. By claiming theverything in the universe” is the
incarnation of mother earth, the speaker shiftsatitboritative power of poetic
inspiration from God the spiritual father to motlearth. What is more, the speaker
justifies the “true existence” of the earth withdreal terms descriptive of life signs such
as the sound of “breathing” and flow of “blood.” $tanza thirteen, the speaker further
denies the existence of the father in the sky Wyonty referring to the sky with an
astronomical term such as “celestial globe,” babaklegates the sky to the subsidiary
position of mere feminine accessories (“cosmetigarii) for mother earth. In stanza
fourteen, the speaker continues to employ langtrage the medical and biological
sciences such as “organisms” and “eyeballs” to deaytrue existence” of the sky,
rendering everything in the sky as “illusory reflens.”

It is worth noting that the last line in this starseems to repeat the claim the
speaker makes earlier. However, rather than repettat the earth is “the proof ofy
true existence,” the speaker claims the earth toheeproof of true existence,” hence
turning an individual agenda into a universal trathus, the speaker evolves from a
defenseless baby boy, to a devoted filial sonntally and spokesman, finally into the
holder of universal truth; the ultimate authorsgyshifted from God the spiritual father to
the male speaker. Though Guo was mostly regardadrasnantic poet, the replacement

of God with the male speaker is definitely a sigaifit step away from nineteenth
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century Romanticism and paves the way for the coason of the male poet as an
omnipotent god-like figure.

In stanzas fifteen to twenty-one, the speaker tewera theme from the beginning
of the poem and repeats mother earth’s functigmragding physical and spiritual
comfort to the speaker. The speaker untiringlyerates his desire to “repay the profound
kindness” of mother earth. The expression “profokimdness” is repeated three times in
stanza fifteen. The line “especially to soothe miyi8 concludes stanzas seventeen,
eighteen and nineteen. Though the speaker attémptsate a sonorous symphony in his
appreciation of mother earth’s “profound kindneske¢ result is full of sound and fury
that signifies nothing. The only thing the spead@ers explicitly in return to the earth is
a weak employment of the Marxist term “labor”: Will follow your example and labor
myself, never stop.” The weight of this twenty-atanza poem of eighty-four lines lies
in the earth’s function to serve the speaker, maysi, spiritually and politically.

One might wonder why Guo would draw on the heavéailyer and mother earth
dichotomy in Christianity to construct, prove amdversalize a male persona with the
voice of ultimate authority. Why would he defineasaousness as the “true existence”
and deem the spiritual father “illusory,” contraoyChristian belief? It is worth noting
that Sad came from a Christian family. The immediate fattigure that denies Guo’s
“true existence” was Sas father, a Protestant minister, who disowned #er she
entered the common-law companionate marriage with &yainst her father’s will.
Christian beliefs concerning marriage denied tlggileacy of Guo and Sats common-
law marriage. Most importantly, as the notion ofdféen romantic love promoted by

progressive Christian thinkers in Japan denounteaarnal aspects of male-female
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relationships, Guo’s sexual intimacy with &at pursuit of their romantic love violated
the “sacredness of romantic love.” All these bsliesbndemned Guo’s physical desires.
By holding up the sensuous quality of mother eaghinst the spiritual father, Guo was
able to fashion his pursuit of male desire intelaetlious gesture against the reigning
authority, in the same way that he adopted the iemade as a banner of his modern
avant-garde position in other poems.

It should be noted that mother earth is only onthefmany tropes Guo utilizes to
construct an omnipotent male figure. In the follagvsection, | analyze “Tian Gou”
(Celestial Dog), another of Guo’s best-known poamd parse out how Guo draws upon

all available sources to construct an all-poweufulersal persona.

Celestial Dog: The Becoming of the Self

Written on January 30, 192%a month after the composition of “Earth, My
Mother!,” “Celestial Dog” is radically different&m the former in both form and content.
Yet, interestingly, upon close reading, it couldyweell be taken as a sequel to “Earth,
My Mother!” Two important themes are carried ofrem the former and developed to
the fullest in this poem. The first is the speake€solution to stay away from home; the
second is the extolling of cosmic energy. It sedmas, after successfully providing
justification for the universality of his “true estence” in the former poem, it is natural
that the speaker now takes on a universal ideatitydemonstrates that “true existence.”
In “Celestial Dog,” the speaker has shed all peastraces of Guo’s failed modern
pursuit of romantic love. No longer in need of gmver of the mother earth to construct

an alternative family paradigm, the speaker assuheeglentity of a more powerful

%9 Wu Jiping,Guo moruo liuri shinian (1914-1924%Guo Moruo's ten years studying in Japan, 19144],3218.
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mythical figure devoid of any familial ties. Eachdaevery line of the poem starts with
the resolute voice of an abstract and thereforeensal “I” firmly declaring its existence
and its role as the sole agent of all actions. @imany scholars interpret the poem as the
expression of Guo’s “superego” or “individual hesroi,” | suggest an alternative reading
here. | argue that Guo is not only attempting toregs a strong individualism, but also
constructing a universal modern identity that wdiksall modern Chinese male
intellectuals of his time. And the modern Chinesdenintellectuals quickly recognized
the value of Guo’s construction. Guo’s instanteratide success was proof of that.

Contrary to the speaker in “Earth, My Mother!” whows to remain in an almost
static closeness with the earth and refuses telt@vany vehicles, “Celestial Dog”
opens with the speaker not only positioned in #y But in the restless forward motion
of the train, a sharp contrast to the confinemeadtlack of mobility associated with the
domesticity depicted in Guo’s old-style poems aettels as discussed earlier. Guo’s
desperate wish to fly in “Spring Chill” and to beborn as a new self in his January 18,
1920 letter to Zong Baihua are fulfilled in thisgmo. Despite apparently going back on
Guo’s promises in relation to mother earth, theakpein “Celestial Dog” continues to
draw on her cosmic energy. Here, however, rathar thaking “everything in the
universe,” (that is, the “incarnation” of mother#, display that energy to oppose the
ultimate power of the Christian God, the speakéCalestial Dog” starts the poem with
an inversion of that incarnation / creation, takitige entire universe” (back) to the

mythical body, and harvesting that energy. Theofeihg are the first two stanzas of the

poem:
&30 N 117 | am a celestial dog!
BRI HkETT, | devour the moon,
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KICHKRET, | devour the sun,

IR E T, | devour all the stars,
BT KT . | devour the entire universe.
|
T T ! | become myself!
. . | am the light of the moon,
&‘EHF&%‘@’ | am the light of the sun,
F i HIROE, I am the light of all stars,
T — VIR BRI, | am the light of X-ray,
P X MEIRIE, | am the total Energy of the entire universe!

WIEA T K Energyieiafg !

The celestial dog is a powerful mythical figureGhinese legends, which first appeared
in Shan hai jingThe Classic of Mountains and Seas), a much-lolestical Chinese
text.”! It is described as a vicious animal that brings aval disaster wherever it go@s.
The description iZhou shuThe Book of Zhou) offers more details of its powreat
closely fit the present poem:
The ground collapses wherever the celestial dagesirits remaining light
illuminates the sky and becomes the shooting ktermore than a hundred feet
in length, with the speed of wind, the sound ofidher and the brightness of
lightning.”®
In Chinese legend, this vicious and powerful dogsels and devours the sun and the
moon, causing solar and lunar eclipses. Having laesmience major for six years in
Japan while writing this poem, Guo was well awdrthe astronomical explanations of

those phenomena and the scientific authority tleegycHowever, just as he abandoned

the realistic approach to poetry along with hisstigle poems, Guo obviously opted to

" Guo Moruo,Guo Moruo sh[Selected poems by Guo Moruo], edited by Xiao Zh@tangzhou:
Zhejiang wenyi chubanshe, 2000), 45.

" For a detailed introduction to this text, see ABireell's “Introduction,” in Anne Birrell, trans The
Classic of mountains and se@®ndon: Penguin Books, 1999), xiii-xIvi.

2 Chen Cheng, trans. (from classical Chinese to modernacular Chinese®han hai jindThe Classic of
Mountains and Seas] (Shanghai: Shanghai guji chalitear2008), 354.

3 Ibid. The Chinese description is from a not&han hai jingThe Classic of Mountains and Seas].
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disregard the scientific objectivism prevalentha time in order to be free to construct a
fantastic poetic persona. Not only did Guo’s saéfenéducation not restrict his thinking
to scientific objectivism, but it also served gsoaverful source of inspiration for his
poetic fantasy, as did Chinese myths and Westematlure, religion and philosophy.

If the celestial dog’s devouring of the sun and mace still adaptations of the
familiar Chinese myth, the devouring of “all tharst’ and then “the entire universe”
goes far beyond the realm of Chinese myth and cetepln inversion of mother earth’s
diffuse process of “incarnation” described in “Eafly Mother!” The result, the self
that the speaker becomes after this process oludiengg is an intense concentration of
mass resembling that of a Black HdEThough obviously unaware of the specific
theorizations of the Black Hole, Guo did intuit arfats most essential qualities —
radiation, thanks to his knowledge of Einstein'sdty of relativity. In accordance with
the way this theory proposed the mutual conveitgbflmass and energy, the second
stanza defines the new self, the infinitely hugeampact mass of the body, as an
equivalent amount of energy in the form of radigtiight. The triumphant declarations of
“I become myself!” and “I am the total Energy oétantire universe!” at the end of each
stanza show that the speaker finally achieves aterexistence /authority by taking over
the realm supposedly ruled by the Christian Godcamdes into possession of the entire
universe.

Note that Guo’s literary analogy to the Black Ha@@ot an arbitrary reading, but

well-situated in the historical context. Though jiuem mechanics was not yet to be

™ n his unpublished paper, Li Zhang gives an aantdysis of the connection of Guo’s poetics, espigci
that in “Celestial Dog,” with Black Hole theory. Halls attention to the fact that the knowledge and
theoretical calculations about the Black Holes tofikn the 1910’s after Einstein’s general theofy
relativity. Li Zhang, “X-rays, Animal Magnetism aiithergetics: Reflecting on Radiation and Early
Modern Chinese Literature,” 20.
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officially established until five or six years aft6uo’s composition of “Celestial Dog,”
new developments in modern physics at the turhetwentieth century had been
challenging the Newtonian laws. In 1900, Max Plarstkdying black-body radiation,
discovered that the basic structure of naturdhentérms of modern physics, is granular
or discontinuous and that energy is absorbed arnideehin chunks, which he called
guanta. As he put it, “the hypothesis of quantaléddo the idea that there are changes in

> Planck’s

Nature which do not occur continuously, but in &plesive manner.
discovery marked the birth of quantum mechanicsstein, stimulated by Planck’s
discovery, used the photoelectric effect to illattrthat not only are the processes of
energy absorption and emission quantized, butaihartgy itself comes in packages of a
certain size. This is the famous wave-particle ithgathich is fundamental to quantum
mechanics® Einstein’s theory of relativity rendered the Nemitth laws of mechanics
invalid when the velocity of the moving particlepapaches that of the speed of light.
One fundamental assumption of the special theorglafivity is that the velocity of light
always has the same value. A consequence of gstis the mutual convertibility of
mass and energy. Mass is energy and energy has fass

Thanks to Guo’s education in science and Japan'shwpof Nobel Prize winners,
Guo Moruo was well aware of the new developmentaaadern science and was excited
about the alternative perceptions and great patiethiey promised. He not only

repeatedly extolled Einstein as one of his heroestold his literary friends in Japan that

their education in science would serve as an adgearfor them in their literary creation

51913, trans. F. D’Abl, phil. Mag. Vol. 28, 1914.

8 Gary Zukav,The Dancing Wu Li Masters: An Overview of the Néwsis(New York: Bantam Books,

1979), 95-96.

" A. Einstein and L. Infeld, “Mass and Energy areetnonvertible” (1905)The Evolution of Physicin M.P.
Crosland editThe Science of Matter: A Historical Sury@jiddlesex, England: Penguin Book, 1971), 341-344.
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and make their works stand out from others. Indtier to Zong Baihua dated February
15, 1920, two weeks after writing “Celestial DoGlio wrote that he had long since
finished reading BergsonGreative Evolutior(1911) and believed that aspiring artists
would be most easily influenced by Bergson’s plifgsy of life”® On February 23, 1920,
Guo published “Shengming di wenxue” (“The Liter&wf Life”) in Learning Lampa
short yet well-known piece on artistic and literargation that attempts to establish the
utmost importance of literature, and thereby thidahe author, by utilizing new concepts
from both modern physics and Bergson'’s philosopkant to examine part of this piece
which is a companion piece “Celestial Dog” in terofidoth the time of its composition
and its theoretical basis:

Life and literature are not two distinct thingste_is the essence of literature.
Literature is the reflection of life. Without liféiterature does not exist.

In human life, the optimum element is the functidrconsciousness. The function
of consciousness is simply the sum total of thetion of the brain. The essence
of the function of the brain is simply the exchamf&nergy

All matter has life. Inorganic matter has life asliwAll life is the exchange of
Energy The entire universe is simply the exchangEmdrgy

Matter andEnergyare simply one unity, not two distinct entitiesithdut matter,
the concept oEnergydoes not exist. WitholEnergy matter does not exist.

Energyis in constant motion: ceaselessly gathering,aeleasly radiating.

The radiation oEnergyis manifested as sound, light and electric heatatter;
as emaotion, impulse, thought and consciousnessrmahs. Pure expression of
emotion, impulse, thought and consciousness itdrature of life in the narrow
sense.

The literature of life is the literature of indiwdlity, because life is completely
autonomous.

The literature of life is universal literature, bese life is universally the same.

8 Tian Han, Zong Baihua, Guo Morudan ye ji{Cloverleaf], 57.
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The literature of life is immortal literature, bese Energy never perishés.

The piece starts with a statement of the inseplgxabf literature and life, thereby
placing literature in an indispensable positiontd\ihat the piece was written when
Chinese men had lost their avenue to social, paliand financial prestige through the
civil examination system and were trying to blamether way to the same privileged
position through the pursuit of a professional earét this point, literature was still far
from a well-established career path for modern ritérs piece of literary theorization,
similar to poems such as “Earth, My Mother!” ancet€stial Dog,” is an attempt at
justifying the existence of the author and his gssfon in the modernization project.

After the initial statement, the piece quickly mewan to offer a definition of life,
not life in the social-economic-political conteltjt in the context of Bergson’s
philosophy of life and quantum physics. By esséiatreg human life as the function of
consciousness and eventually as the exchange afyeri&uo was able not only to avoid
dealing with the socio-economic-political plightlot transnational companionate
marriage (i.e., the immediate reality of human)lds subject matter for literature, but
also to elevate the function of literary creatiand, thereby, the creator of literature) to
the privileged position of autonomy, universalitydammortality. “Celestial Dog” offers
a poetic demonstration of the construction of gusth a privileged figure.

If the first two stanzas transform a powerful mgtiifigure in Chinese legends
into an infinitely more powerful figure thanks tecent developments in modern physics,
stanza three demonstrates that the essence @ivatful new-born figure is “the
exchange of energy” through the combined forcgSlohese myth, modern technology,

modern physics, modern medical science and modelwspphy:

¥ Guo Moruo, “Shengming di wenxue” [The Literaturfe.ife], XuedendLearning Lamp], February 23, 1920.
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RS, | hurtle,
SEN], | roar,
RIS | blaze.

2K —FE bR !
K —F ATy !
eI R R i B Y i

| blaze like a fierce fire!
| roar like the mighty ocean!
I hurtle like electricity!

| hurtle,
F L, | hurtle,
K, | hurtle,
POk, | peel my skin,
PRI BZ | eat my flesh,
REIRIA, | suck my blood,

; > | gnaw my heart and liver,
&\%ﬁ&\%ﬁ\ﬂ’ | am hurtling on my nerves,
%uwﬁ?%t{)ﬂ’ | am hurtling on my spine,
AL [ K, I am hurtling on my brain.
PAERMAHE G,

WA A L.

The first six lines in this stanza evoke at on@dpeed and sound of the celestial dog
described inThe Book of Zhquhe radiation of energy from “matter” Guo desedhbn
“The Literature of Life,” and most importantly, tf@st-moving, coal-burning and loudly
whistling train, symbol of industrial progress. Tintically, the stanza continues to
elaborate on Guo’s concept that both “matter” amaitian” are “life.” Furthermore, the
poem shows the radiation of energy from “matterd &muman” as seamlessly integrated.
The speaker first takes on the form of “mattertha first six lines, radiating in the form
of heat, sound and electricity. Then, when it se#rasthe non-stop radiation of energy
has depleted the mass stored previously, the spstlts to repeat the process of mass
storage and energy radiation performed previousiys time, however, thanks to the
double quality of the speaker as both organic édesstial dog) and inorganic (as mass
and energy of the entire universe), the speakenlgesaly metamorphoses into “human.”

Since the speaker has already devoured the whaolersa, there is nothing left to devour

8 Guo Moruo,Guo Moruo shiSelected poems by Guo Moruo], 45-46.
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except for the compact mass of his own body thatga@hered the energy of the whole
universe. Therefore, the gathering of energy isugh the devouring of the mass of the
bodily self (“flesh,” “blood,” “heart and liver”)and the radiation of energy takes place
through the hurtling motion of the consciousnesstf@ “nerves,” “spine” and “brain”).
The speaker is condensed into “the function ofcthresciousness,” that is, “the optimum
element” of “human life.”

Thus, in the final stanza, the speaker reaffirnesekistence of this newly

constructed self and ends the poem with the beggnoil another cycle in the “exchange

of energy”™
AT TRIT ! | AM myself!
LT 8 My self is about to explod&

Note that “energy” and “explosion” are importantcepts in Bergson’s philosophy as
well.

What constitute[s] animality ... is the faculty oflizing a releasing mechanism
for the conversion of as much stored-up potenhakgy as possible into
“explosive” actions... as we rise in the animal sctie form of the body itself is
observed to indicate a certain number of very defidirections along which the
energy travels. These directions are marked byawyrahains of nervous
elements...it may... be surmised that in the nervoemeht, as soon as it appears,
and also in its appendages, the faculty of suddeegmg the gradually stored-up
energy is concentrated... the organism as a whas tii attract as much energy
as possible to those points where the locomotiveements are effected. So that
where a nervous system exists, with its complemngisense-organs and motor
apparatus, everything should happen as if theofdbe body had, as its essential
function, to prepare for these and pass on to tla¢the moment required, that
force which they are to liberate by a sort of esjna®®

8. Guo Moruo,Guo Moruo sh[Selected poems by Guo Moruo], 46,

82 Adapted from Ming-hui Chang Lin’s translation. Sding-hui Chang Lin, “The Tradition and Innovation
Modern Chinese Poetry,” PhD diss., University ofSMagton, 1965, 115.

8 Henri BergsonCreative Evolutior(1911), 120.
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Bergson employed concepts such as energy and explosdiscuss the evolution of
plant and animal life. For Bergson, energy mainiams the solar energy stored up by
plants and then passed on to animals. Explosithreis/ay energy is released by animals
through discontinuous motion. The nervous systetinakey factor in coordinating these
movements>* For Bergson, explosion is the form of creationctieation, “there are no
things, there are only actions,” and that “cenfssin which creation explodes is not a
“thing” but a dynamic tendency, “a continuity ofosiing out.® Thus, by declaring the
self to be on the verge of explosion, the speakéne poem is not expressing Guo’s
uncontainable superego as some scholars argudescribing the optimum state of “the
function of the consciousness,” that is, consciegsrat the critical point of creating the
“literature of life,” a consciousness stripped bnaateriality in the Newtonian sense, and
free from the material confinement of the bodymy aocial contingency. Similar to the
case of “Earth, My Mother,” in “Celestial Dog,” Guwonstructed a powerful author /
poet persona and placed him in the highest position

While grafting Bergson’s concepts from ldseative EvolutionGuo not only
elevates the literary creation of the author (is tase, the poet) to the privileged position
of autonomy, universality and immortality -- a pasa previously occupied by the
Christian God in nineteenth-century Romantic poetityut also intuited a literary
analogy to the Big Bang Theory that was not forgnptesented until the early 1930s by
Georges Lemaitr® While Guo draws on new concepts from recent d@retmts in

modern science and philosophy in constructing agefuvauthor / poet persona and

® Ibid., 253.

8 Henri BergsonCreative Evolutior(1944), 271.

8 Georges Lemaitre, “The Beginning of the World frva Point of View of Quantum TheoryNature
127 (1931), n. 3210, 706.
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placing him in the highest position, the formal stwaction of the poem is a close
mimesis of the train, the most rapid transportatemminnology of the early twentieth
century and an emblem of industrial progress. Haelhresembles a self-contained
compartment. Especially in stanza three, the teydlable lines mimic the clanging
rhythm of the train; the neat subject-verb sentetiaecture highlights the powerful
rhythmic motion of the train. “Hurtle,” “roar,” @ah*blaze” are all vivid depictions of a
fast-moving, coal-burning machine monster roariagss space. Having lived for six
years in Japan, the most technologically advaneéidmin Asia at the time, Guo had
plenty of experience riding fast trains in Japanik later poems, the hurtling rhythm of
the train in “Celestial Dog” emerges from a widaga of elements that help configure a
new poetic realm and becomes a major trope in Grzaisinued construction of an
omnipotent, autonomous and immortal poetic perslntne following section, | analyze
a series of Guo’s machine poems and demonstrat&tlas ecstatic romance with the
ceaseless motion and inexhaustible energy of masltaincides with his desperate
desire to break free from the stagnant confineraédbmesticity that had resulted from

his previous pursuit of masculinity in free romaritve.

New Life

In a letter to Zong Baihua dated March 30, 192@®, tmonths after writing
“Celestial Dog,” Guo describes his utter ecstadyigintegration into the hurtling motion
of the train and its clanging rhythm:

The weather is very nice today, the train hurtlimgpugh verdant fields, like a

valiant and composed youth striving and stridingviety toward a future

enveloped in hope. Fly! Fly! All verdant life daim light waves are dancing in
our eyes. Fly! Fly! Fly! My “self” has integratedtb this stupendous and
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booming rhythm! | have completely merged into agkrwhole with the entire
train, the entire nature! | lean against the twimdow, gazing at the whirling and
flying nature, listening to the clanging march freme wheels. Joyful! Joyfuff

This ecstasy was the combined effect of the hgrtliain and the “rhythm of motion” in
Max Weber’'s “The Eye Moment.” Following his ecstatiescription of the train ride,
Guo quotes the English version of “The Eye Momemtull and follows it with his
Chinese version. He indicates that the ecstatiatgigpof “Fly! Fly! Fly!” is his “cubist
poetry.” %8 Before further analysis of Guo’s machines poelris,riecessary to add a note
on Guo’s connection with futurism.

“The Eye Moment” is the first poem in Weber’s figgietry collection entitled
Cubist Poem¢$1914). Though Weber claimed to be a Cubist ahdsesl to be labeled as
a Futurist® according to the widely acknowledged distincti@ivizeen Cubism and
Futurism, this poem definitely shows Weber as nodr@ Futurist than a Cubist:

Cubes, cubes, cubes, cubes,

High, low, and high, and higher, higher,
Far, far out, out, out, far,

Planes, planes, planes,

Colors, lights, signs, whistles, bells, signaldpaes,
Planes, planes, planes,

Eyes, eyes, window eyes, eyes, eyes,
Nostrils, nostrils, chimney nostrils,
Breathing, burning, puffing,

Thrilling, puffing, breathing, puffing,
Millions of things upon things,

Billions of things upon things,

This for the eye, the eye of being,

At the edge of the Hudson,

Flowing, timeless, endless,

8 Tian Han, Zong Baihua, Guo Moru®an ye jiCloverleaf], 137-138.

® |pid., 138-141.

8 In response to an interviewer of 1915 who callizd & futurist, Weber replied, “Certainly not! | avfax
Weber. My sole desire is to express myself; totpalmt | see not with my eye but with my consciasn
My work now is entirely subjective. Baltimore Evening SymMarch 1915, clipping, Archives of
American Art, Max Weber Papers), see note 85, inrili&chleier, 247.
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On, on, on, on, on....>.

Since Boccioni declared in 1912 that the Futumgge opposed to Cubist art and
criticized the subjects of Cubist painters as “maleéss, frozen, and all the static aspects
of Nature,®* Cubism and Futurism have often been regardeduasi&mentally opposed,
thus necessitating a choice betweenlLthet pour I'art classicism of Cubism and the
expressionistic dynamism of Futurisni>The Futurists, as Marjorie Perloff succinctly
characterizes, had “a peculiar (and non-Cubistgs&isn with the machine, with speed,
dynamism, and energy as the expression of an mtesisonalism,” and “reconceived
collage as propaganda art, an art that directlyti@ods the senseg**The Eye

Moment,” with its exhilarating celebration of thataclysmic whirl of energy in the
skyscrapers and machines of New York rather thaictieg buildings as static
monoliths, clearly shows more futuristic dynamidrart cubist stasis. Weber himself,
elaborating on his theory of art, writes, “magneti€nergy, cohesion make form. Such

forms destine matter and determine its plastic@oetic character as weight, dimension

% Max Weber Cubist Poem¢London: Elkin Mathews, 1914), 11. The poem isesimilar to a prose
piece entitled “On the Brooklyn Bridge” of 1912:HiE morning early | was on the old bridge of thisvN
York. Midst din, crash, outwearing, outliving o$itron and steel muscles and sinews. | stood anedgat
the millions of cubes upon billions of cubes pifn pile, higher and higher, still piled and higkéth
countless window eyes, befogged, chimney throatgged by steam and smoke... | gazed and thought of
this pile of throbbing, boiling, seething, as smlter destruction, and this noise and dynamicefareated
in me a peace the opposite of itself. Two worltiad before me the inner and outer. | never felhsuc
lived both.” Archives of American Art, Max Weber [ias, cited in Merrill Schelieffhe Skyscraper in
American Art, 1890-193@Ann Arbor: UMI Research Press, 1983), 247.

L Boccioni et al. “Les Peintres futurists italiens)’Archivi del futurismeped. Maria Drudi Gambillo and
Teresa Fiori, 2 vols. (Rome: De Luca, 1958-62)04;idem, “The Exhibitors of the Public 1912,” in
Futurist Manifestos, ed. Umbro Apollonio, trans.bRd Brain et al. (New York: Viking Press, 19738, 4
cited in Marjorie PerloffThe Futurist Moment: Avant-Garde, Avant Guerre, #melLanguage of Rupture
(Chicago and London: The University of Chicago Brd986, 2003), 53.

92 Marianne W. MartinFuturist Art and Theory, 1919-19Z8xford: Clarendon Press, 1968), xxix.

9 Marjorie Perloff, The Futurist Moment: Avant-Garde, Avant Guerre, #melLanguage of Rupturd4.
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or energy.? These words are not specifically referring to “Eyee Moment,” yet they
reveal similar artistic conceits employed in thempo

Though Weber was more well-known as an Americanenasit painter and
theoretician on art, probably because Guo’s onbpkadge of Weber was his poetry
collectionCubist PoemsGuo called Weber a “cubist poet” and did not rneena word
of the strong painterly conceits in the poem. Wiieber focused more on the
fragmentation and abstraction of the city as atpaifGuo was more attracted to the
staccato rhythm of the language. Guo did not niegliynamic energy of the machines in
the poem and found the fragmented units in the piitigmerfectly with the rhythm of the
train: “One could only realize the intriguing quglof this poem in the train. It is the
record of time, rhythm of motior?> thus turning Weber’s “Eye Moment” into his own
“Ear Moment.”

Three months later, in June 1920, this staccatthnhyf mechanical motion
created by progressive verbs piling upon one anath&he Eye Moment” found its
way into “Bili Shantou zhanwang” (“Panorama fromdiétate Yama” ) to embody the

“pulse of the metropolis™

2Pk e Panorama from Fudetate Yatha

L [ Bk i gulse Offtlr}elmetropolisl

LS nggt]ﬁlg, plaeriting, roaring ...

E%E’ WATLE, IHATLE, ..... Spurting, flying, leaping ...

AR AE }%ﬁ ’%@E%E’ ------ The whole sky covered with a pall of
IIPRAYCE-Sh smokel!

PO ERE, DBk R T My heart is ready to leap from my mouth!

% Max Weber Essays on ArfNew York: W.E. Rudge, 1916), 68-69.

% Tian Han, Zong Baihua, Guo Morudan ye ji{Cloverleaf], 138.

% Guo’s original note!& 7y ILifE HA TR PG . Sili—3, WEME, TWdR%.

% Guo’s note in translation: Fudetate Yama: mournimifapan west of Moji. Seen from the peak, the sea
land and ships are spread out as clear as if ipahe of a hand.
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ek, RO, LRI, Ah! Hills, roofs, surge on,
WAEALE, WELL, WEALE, WEkns  Wave after wave they well up before me!

5 smptony Sy of i sour.
H Ak 5 A I as AL ! . ' .

i o . The curve of the bay might be Cupid’s
525 (0 AR Cupid 175 2510 | oo ymo P
A?ﬂ%ﬁ@%%ﬁ’%ﬁﬁimﬁﬂﬁi Man’s life his arrow, shot over the sea!
OIS, F=mE %M, 1T  Dark and obscure coastline, steamers at
IR, BRI IE anchor, steamers in motion, steamers
— MM R ER T T 25 R 4 P unnumbered,

Iz | Funnel upon funnel bearing its black
g, a4 4! peony!

Ah! Celebrated flower of the Twentieth
Century!
Stern mother of modern civilizatiofd

ARSI

Similar to the ecstatic train-riding experienceMarch, this poem depicts a harmonious
unity among the speaker, industrial technology ldatlire. The beat of “my heart”
resonates with “pulse of the metropolis,” both ptitgg to the staccato rhythm of the
train.

This unified expression of life seems to be an agpman of Guo’s proposition that
both inorganic and organic matter have life in “Thterature of Life.” Still further, Guo
ends the poem by integrating this human-Nature-maalmity into the grander theme of
national salvation through industrial progresst pathe mainstream discourse of the
May Fourth generation of Chinese intellectuals.teNtbat the “Peony,” especially a red
peony, is not simply a flower of Nature, but a &®lated flower” in the Chinese tradition,
an emblem of wealth and power. By comparing thekotamoke from the ship chimneys
to black peonies, and making it an emblem of thedern civilization” of the twentieth

century, Guo serves as the mouthpiece of May Ronttllectuals in their hope for

" Guo Moruo,Guo Moruo sh[Selected poems by Guo Moruo], 58-59.
9 Adapted from Lester and Barnes’ translation, sémJ ester and A.C. Barnes, trans., Kuo Mo-jo (i.e.
Guo Moruo),Selected Poems from The Goddesaas
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“wealth and power” through industrial progress.ngsistern” to qualify “mother of the
modern civilization” shows that Guo was not unaw@réne negative side of industrial
progress. In his letters, Guo described the maebiineovered sea when he was taking a
dip in the ocean with his friends. However, for Gasowell as for the majority of the May
Fourth generation, industrial pollution, ratherrttathreat to humanity and nature, was a
necessary evil in the effort to make China rich sindng in the face of the invading
imperialist powers.

On April 1, 1921, on his way back to China afteirlg in Japan for more than
seven years (except for a brief three-day triphtartghai in 1915), Guo wrote
“Xinsheng” (New Life). In the poem, the vast opessef the earth in “Earth, My
Mother!,” the relentless “hurtling” in “Celestialdg,” the elated cries of “Fly! Fly! Fly!”
during the train ride in March 1928° and the clanging rhythm of the train Guo gleaned
from Weber’s “The Eye Moment®all merged seamlessly together in the staccato

rhythm of the train:

e Cc_Jne.

LEEI, Milky,

1 Haze.

re Golden,

iifﬂ’ Verdant,

T Hi, The earth is vast

i IR R Breathing morning air.

EI 25 51 o The train

K2 Laughing loud

B To...to...

. . To...to...

E ...... E ...... To the gold...
............ TO the gold”.

1% Tjan Han, Zong Baihua, Guo Morudan ye ji{Cloverleaf], 137-138.

191 Max Weber Cubist PoemgLondon: Elkin Mathews, 1914), 11. Guo quoted\ifi®le poem and translated
it into Chinese in his letter to Tian Ha®ee Tian Han, Zong Baihua, Guo Mor@an ye ji{Cloverleaf], 138-
141.
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EP... ... To the golden sun

... Fly...fly..fly...

) 5 ¥ 4 1R K BH Eﬂﬁ:g

Ko Ko K. Hurtler

jﬁg Good! Good! Good! ......
K

Ty oL 102

Just as Guo wrote after his ecstasy in reading HyeeMoment” in the fast-moving train,
“observing nature in the train is the brain essefaaodern persons*3this poem is
another instance of the integration of the “satfbithe powerful rhythm of the train. Guo
was firmly bonded with the futuristic notion of niges. Two days later, on April 3,
1921, as the ship approached Shanghai, Guo wasedrhgizhe industrial landscape
along the Huangpu River, “noise from the factortes, coal smoke, the steam whistle,
the cranes, the cigarette billboard and the pottels confessed that had all these
belonged to China rather than to “alien races,iwbald have celebrated them as a
“futuristic painting” and “modern scenery” and “eded in it.".%*

Guo’s repeated revelry in futuristic machines seemmatch Marshall Berman’s
criticism of the Futurists’ “uncritical romance wfachines”: “The problem of all

modernisms in the futurist tradition is that, withlliant machines and mechanical

systems playing all the leading roles ... there ecqmus little for modern man to do

192 Guo Moruo,Guo Moruo sh[Selected poems by Guo Moruo],144-145,

193 Tjan Han, Zong Baihua, Guo Moruan ye jiCloverleaf], 142.

194 Guo Moruo, Chuangzao shinian [Ten years of thetire Society] (Hongkong: Huiwenge shudian,
1972; first edition, Shanghai: Xiandai Shuju, 1982]1-112.

66



except to plug in**° While Berman’s criticism pinpoints the issue wite official
poetry of the Mao-er&? it is not the case with Guo’s embraceing of Fisturi

Before further examining Guo’s poetic romance waithichines, let us take
another look at Guo’s poetic ecstasy in the tnaiits historical context. The train ride
described in the passage quoted at the beginnitigso$ection immediately follows the
conversation between Guo Moruo and Tian Han on nbimébve and marriage quoted
earlier in the chapter. Guo’s regret for losingfneedom in marriage (i.e., his
transnational companionate marriage based on racrlame) serves as an intriguing foil
to his ecstatic joy over his unrestrained mobiigyexperiences in the hurtling train.
Furthermore, the letter was written on March 120 9our days after Guo and 5at
second son was born and right after Tian’s fouradsiy to Guo™®’ Tian’s visit caught
Guo overwhelmed by domestic responsibilities. Whem knocked on the door, Guo
was tending the kitchen fire and boiling water whitading Symon’s translation of
Verhaeren’s poetic drama. While Tian was there, &pi running upstairs to hold a
brief literary conversation with Tian and then rumghdownstairs to tend the kitchen fire
and cook lunch. Tian was both disappointed andrsagh by the sharp contrast between
the poet he knew from reading Guo’s poetry andatiieal life of the poet. When Guo
complimented Tian’s visit by saying, “There is arleed scholar to laugh and converse
with,” Tian responded with, “There is a midwifea$iend.” It should be noted that Guo

was quoting a popular couplet from Liu Yiixi’s (77#842)'°® widely-known prose piece

195 Marshall BermanAll That is Solid Melts into Air: The ExperienceMbddernity(New York: Penguin Books,
1982, 1988), 26-27.

196 As is exemplified in He Jingzhi’s famous poenetit'Song of Lei Feng,” the individual serving as a

cog in the omnipotent socialist machine is acclame the ideal in socialist poetics.

97 Tjan Han, Zong Baihua, Guo MoruBan ye j[Cloverleaf], 120.

198 | ju Yiixi was an acclaimed Chinese poet, philosopard essayist during the Tang Dynasty.

67



titled “Loushi ming” (Inscription on a Crude Dweily). Tian was supposed to respond
with “There are no illiterate persons among friéndsreturn Guo’s compliment. Tian’s
response expressed his disappointment over Guaiestcation and emasculation as
well as its sharp contrast with the hyper-mascypioetic persona Guo constructed in his
poetry.

The episode of the train ride happened on Marcii220. Leaving Satalone
with their two baby sons, one two years old, omeeak old, Guo went on a literary
excursion with Tian Han in a train. $atesting in bed before Tian came, had to get up
and take on the family responsibilities Guo abaean@r his literary interests. The
heavy housework would have an adverse effect osisSatalth and cause her to
prematurely wean their son, which would in turreafftheir newborn’s health and lead to
his life-threatening food poisoning in NovembB&tironically, when Sattook on more
housework at the expense of her and their son'shh&auo took the opportunity to
invalidate their companionate marriage and expee¢he same euphoria he had
experienced with the earth when writing “Earth, Mgther!” If the speaker’s liberating
union with the openness of nature in “Earth, My Mat” simply offers an escape from
the confinement of “home,” Guo’s liberating uniortiwthe train hurtling through the
open air of Nature in this passage at once asssuwets freedom from the confinement
of domesticity and satisfied his aspiration to adera masculinity.

As mentioned at the beginning of the chapter, Quiokly became the foremost
figure in Chinese poetry and in the May Fourth digse against arranged marriage

largely due to the wide circulation of Guo’s neweprg and his correspondence with

199 Guo would compose his well-known “Night Song dlasanthrope™ during that sleepless night. It will
be discussed later.
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Zong Baihua and Tianhan. Yet my analysis showshamggicture. Guo’s unreserved
romance with not only futuristic machines, but alsodern Western science, technology,
literature and philosophy, enabled him to constauleyper-masculine poetic figure
infinitely more powerful than God (the ultimate latity in Romantic poetry). He
constructed this figure as an alternative to had eenasculation in his transnational
companionate marriage, the relic of an earlier i a modern masculinity that had
ended in complete failure. Guo’s focus on creaéirigntastic persona rather than
confronting the disheartening reality enabled honfrée his imagination and creativity,
but also prevented him from seeing the more compietxare of modernity.

In the sleepless night of November 23, 1920 in allward of the Kyushu
Imperial University hospital, while watching hisagely ill eight-month-old son, “a half-
dead feverish baby crying from pain and hungef,Guo wrote “Night Song of a
‘Misanthrope,”” “a fantasy extracted from the bundzf painful life.** The poem
depicts the poetic speaker as a solitary kinglyregdominating the infinite space of
Nature and once again resorts to the powerful atagtiythm and forward motion of the
train (“Forward!...Forward!”) in order to replacanhentable emasculation with unbound

mobility. The poem reads,

TC I ) R Boundless sky and seal!
— AN IR TR ! A quicksilver buoy bubble!
A R Above, the limpid waves of the Milky Way,
TS T, Down, melted crystal overflowing,

- N Right at the moment when living beings are asleep.
E‘Eﬁizwﬁﬁﬁ%ﬁﬁi | alone, cloaked in the plumes of a white peacock,
M, REREM, Was on an ivory boat tilting my head.

fE— NG Ll E

1% Guo Moruo,Chuangzao shiniafiren years of the Creation Society], 80-81.
111 s
Ibid., 81.
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Ah, rather than mimicking the teary Jiaor&h,
W, 5 HAANTHER#: A Returning to the pitcldark bottom of the sea, dragg
% 1A IR T L ) R YE £ =, out anignoble life in tears,
SR A [ AR I would, in the illusory silvery radiance,

ap - . Just like that fallen star
A B TH SRR Trailing behind evanescing luminosity,

E%%ZLIE?%}@ Fall perpetually to “infinity.”
E% g EI%J“‘! Forward! ... Forward!
HUREL L It ! Do not let down the shining moon ahéead!

SEEAT AT AE L 142

This poem offers an exquisite rendering of Guo’stmoideal, which would take root
among generations of Chinese youth. On July 292 19&n Yiduo (1899-1946), another
pioneering figure of modern Chinese poetry, tesiteglideal against his own ocean-
crossing experience on the ocean-liner carryingtbifms three-year sojourn in the
United States, and was bitterly disappointed abmaitliscrepancy between the ideal and
reality*° This is the beginning of Wen'’s disillusionmentwthe mainstream poetics
and discourse of the May Fourth intellectuals hie next chapter, | examine how Wen
Yiduo critically reevaluated mainstream May Foutibcourses on industrial progress
and on arranged marriage, and explored an altgenptietics during his one-year sojourn

in Chicago.

12 Guo Moruo Niisher[The Goddesses], 165.

13 Jiaoren refers to Chinese mythical beings livinghie sea. They weep pearls rather than tears.

14 Eor Lester and Barnes’ translation, see John Lesig A.C. Barnes, trans., Kuo Mo-jo (i.e. Guo Mmyu
Selected Poems from The Goddessgs

15Wen Yiduo,Wen Yiduo quanjiThe complete works of Wen Yiduo], vol. 12, 43.
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Chapter Two

Wen Yiduo’s Ecological Turn in Chicago

On August 9, 1922, two days after arriving in Cliedo study painting at the
School of the Art Institute of Chicago, Wen Yiduoote to his parents, “The true
experience of bodily life starts now.Six weeks later, on September 24, 1922, Wen
described to his friend Wu Jingchao how that “@uperience of bodily life” precipitated
a fundamental paradigm shift of his poetics:

The reality of life constantly pulled me from thegpic realm into the dusty realm.

While reading poetry, | was certain that God -hé&atof all humankind—was with

me wherever | was. But sitting in a restauraningd streetcar and walking on

the street, new shapes and colors, new soundseandmells, always stimulated
my senses, rendering them disturbed and at a$esse and mind are equally
real. Human being is the fusion of body and soul.
Note that the “poetic realm” Wen referred to irstpassage is not a general term, but
specifically refers to that of canonical Europeamfntic poetry. Before embarking on
his trip to Chicago, Wen had had ten years of Aoagrized education at the Qinghua

School, predecessor of the present Qinghua UntyersBeijing. At the time, Qinghua

was a preparatory school for higher educationénUhited State3lts educational

1 Wen Yiduo,Wen Yiduo quanjiThe complete works of Wen Yiduo], Vol 12, 49.

2 See Wen'’s letter on September 24, 1922. Ibid.&.7=%cept for noted, all translations are mine.

3 According to Kai-yu Hsu, “Founded in 1908 with Bw{ndemnity funds to train Chinese youth for their
country’s modernization, it [Qinghua School] offéra program roughly parallel to that of the Amenica
high school.” Kai-yu Hsuwen I-to(Boston: Twayne Publishers, 1980), 27. While Hstight in

comparing Qinghua School to an American high schaha to the lack of historical documents at theeti

of his research, he fails to point out the othde sif the story. Another important reason why tig U
government agreed to return part of the Indemnitdé to the Qing government on condition of the
establishment of Qinghua School was that “The natibich succeeds in educating the young Chinese of
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system, courses, textbooks and teaching methodelegy mostly transplanted from the
U.S. Its purpose was to educate Chinese studenitegaould enter universities in the
U.S. and receive the same education as Americaerstsf Wen’s reading of Western
poetry centered mostly on canonical Romantic psets as Wordsworth, Shelley and
Keats.> Though Qinghua was not a missionary school, msteoAmerican teachers
came through the YMCA and had Christian belief&elinost of his schoolmates, Wen
became a Christian at Qinghlia.

With Christianity as its religious foundation, tbderwise vastly different poetry
in the Romantic canon entitles the male poet geeaial character with privileged access
to God and is characterized by “solitariness, spextion and a desire for transcendence
— the antithesis of the social and the quotidiaBcholars have rightly argued that the
emphasis on the privileged power of the male pp&amantic poetry was the poets’
response to the social conditions of their time.&@mple, Sarah M. Zimmerman argues

against the persistent view of Romantic lyric asrduerently introspective mode and

the present generation will be the nation whichafgiven expenditure of effort will reap the larges
possible returns in moral, intellectual, and conuigiinfluence.” See excerpt of “Memorandum
concerning the sending of an Educational Commisgid@hina,” by Edmund J. James, President of the
University of lllinois, to Theodore Roosevelt (Case translation), in Qinghua Daxue xiaoshi yanjiusth,
Qinghua Daxue shiliao xuanbian, vol. 1: Qinghua Xae shiqi (1911-1928)Selected materials on the
history of Qinghua University, vol. 1: the Qingh8Bahool period (1911-1928)]. (Beijing: Qinghua Daxue
chubanshe, 1991), 72-73. For the English textAsdair Smith,China and America To-day Study of
Conditions and RelationdNew York, Chicago Toronto: Fleming H. Revell Caany, 1907), 213-218.

* See “Beijing Qinghua Xuexiao jinzhang” (1914) QnJiaying, ed.Qinghua renwen xueke nianpu
(Beijing: Qinghua Daxue chubanshe, 1998), 1.

® See Kai-yu Hsuyen I-tq 30.

® | learned about this from my interview with Werpehg, Wen Yiduo’s son, at his home in Beijing in
December 2008. For a brief introduction to the YM@d&ivities since 1912 at Qinghua, see “Qinghua
Xuexiao de Qingnianhui” iQinghua Daxue shiliao xuanbian, vol. 1: QinghuaeXiao shiqi (1911-1928)
[Selected materials on the history of Qinghua Ursirg, vol. 1: the Qinghua School period (1911-1928
212-213; originally published iQinghua zhoukafQinghua Weekly], no. 235-249, 1922.

" This characterization is Sarah M Zimmerman'’s sumyroé M.H. Abrams’ analysis in hi§he Mirror and
the Lamp See Sarah M. ZimmermaRpmanticism, Lyricism, and Histofplbany: State University of
New York, 1999), 16. Though Zimmerman criticizesré&mns’ focus on the few canonical male poets for
this poetic paradigm, it serves as a good exe@éshéen’s earlier notion of poetry because theseoaal
poets were exactly whom Wen read extensively agRia.
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situates Romantic poetry not only in relation tgaenaistorical events but also within
myriad local context&.James C. McKusick offers an ecological readinthefRomantic
poets and highlights their environmental concetAs complicating conceptions of
Romanticism is not the purpose of my chapter, Alstarharacterization of canonical
Romantic poetry serves as a good exegesis of Véanlier notions of poetry because
these canonical poets were exactly whom Wen rethsixely at Qinghua. | also want
to draw on Rosemarie Waldrop’s insightful analydishe Romantic poetic canon to
illuminate the significance of Wen's rectificatiofn his earlier poetics, heavily shaped by
his belief in Christianity, and his intensive reaglof the Romantic canon among many
things.'°As Waldrop notes, Goethe challenged neo-clasdietss around 1770 and
pointed the focus of poetry to the relationshipassn the inner and the outer, the
spiritual world and the material world. By claimipgetry as organisms, as a metaphor
for the world created by God, as a means to travtlgrece and the hotline to the holy
meaning, the Romantic poet becomes a special dbgragriest or prophet, with
privileged access to God. Since then, poetry leasine the enlightenment of the poetic
mind: transcendence, always upward. Waldrop alsatpout that there were efforts to
break away from the organic forms of Romantic posince Gertrude Stein (1874 -
1946). For many modernist poets, transcendence lisnger vertical, but horizontal and
contextual; there was no longer the break betwieespiritual and the materiat.

Wen'’s passage shows that his intense bodily expazian the “dusty realm” of

Chicago shattered the certainty he felt about fegipus poetics and displaced him from

8 Sarah M. ZimmermarRomanticism, Lyricism, and History

® James C. McKusickGreen Writing: Romanticism and Ecologyew York: St. Martin’s Press, 2000).
191 will elaborate on this later.

" Rosemarie Waldrop, “Form and Discontent,” in RoagemWaldropDissonance (if you are interested)
(Tuscaloosa: University of Alabama Press, 20053-203.
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the security of the privileged position prescritbedhe male poet in the Romantic canon,
the superior spiritual existence high above theenmdtworld. He came to the painful
realization that the body was not simply the matesinell that needed to be transcended;
on the contrary, the senses of the body were telgdurces of knowledge as trustworthy
as the mind. And his realization of the fusionted body and the soul is a negation of the
separation of the spiritual and the material, aatieg of his previous conception that the
ideal state of existence of the soul is independetite body. Transcendence, the
movement of detachment from the quotidian or theened, would cease to be the poetic
mode for Wen'? It is intriguing that the “dusty realm” of Chicagwmuld inspire a

Chinese poet such as Wen Yiduo to break away fremmtost fundamental principle of
canonical Romantic poetics and come to a rude awadienore radical than Gertrude
Stein, “one of modernism's earliest experimentatsthe celebrated mother of the avant-
garde.™®

One other thing | want to note about the Romarditoa is that the poetic speaker
is implicitly a male poet! As Adriana Craciun acutely argues in “RomantictBge
Sexuality, Gender,” the otherwise wildly differez@nonical male Romantic poets were
“never wholly at ease around women intellectuatsd &hared a fundamental investment
in a poetic identity unshakably masculifé A pervasive paradigm among their poetry is
a male poet whose masculinity is defined in retatma feminized nature. For example,

Wordsworth’s poetry celebrates the “great consunanabetween the male poet and

12| will elaborate more on Wen'’s previous poeticstia next section.

3 Liesl M. Olson, “Gertrude Stein, William Jamesdatiabit in the Shadow of WarTwentieth Century
Literature 49, no. 3 (Autumn 2003): 328.

4 Sarah M. ZimmermarRomanticism, Lyricism, and Histqryiii, 16.

'3 Craciun, Adriana, “Romantic Poetry, Sexuality, @en” in James Chandler and Maureen N. McLane,
Eds.,The Cambridge Companion to British Romantic Poé@rgmbridge: Cambridge University Press,
2008), 159.
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female naturé® Nature is a catalyst, means or medium for thesgandence of the male
poet. As | will demonstrate in this chapter, ratthem using female nature as a means of
transcendence and definition of his masculinitg, poetic persona in Wen’s “Chicago
poems” frequently identifies with nature.

It should be noted that the purpose of my chagtenot to carve a niche for Wen
in the Euro-American modernist movement, but to diestrate how the complex reality
of Chicago compelled Wen to reflect critically ois BVesternized education in China
and to explore an eco-poetics that not only chgierthe male-centered dominant
discourse of modernity among Chinese intellectoathe May Fourth generation, but
preceded many of his contemporaries abroad forahedintury. Note that during Wen’s
one-year stay in Chicago, his experience of thetidworld” was not limited to the “new
shapes and colors, new sounds and new smells’eostrtbets of this industrial metropolis,
but the broader landscapes of industrial progredgeminist movements, both legacies
of the 1893 Columbian Exhibition in Chicago. Instlchapter, | demonstrate that, unlike
Guo Moruo who not only defined his masculinity @ation to a feminized nature, but
also constructed an infinitely more mighty masatyithan the Romantics in his
identification with modern science, technology amdosophy, Wen’s vulnerable
existence in the industrial environment and striamginist atmosphere of Chicago,
though extremely painful, enabled him to embraseemasculated condition in Chicago,
identify with the weak, and embark on a radicalatgpe from the popular enthusiasm
over industrial progress and imperial expansiowasas stereotypical views on

romantic love and arranged marriage prevalent an@mngese May Fourth intellectuals.

18 1hid., 156.
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Wen'’s one-year sojourn in Chicago (August 1922 gudsi 1923) witnessed the
most intensive and brilliant burst of his poetiergy and the radical turn of his poetics.
The poems Wen wrote in Chicago, which | term hikit@go poems,were mostly
collected inHongzhu(Red Candle(1923),'” together with earlier poems written when
he was studying at Qinghua, which | term Wen'’s ‘@pina poems.” While
acknowledgindred Candleas another foundational text in modern Chineserpadter
Guo Moruo’sThe Goddessd4921), scholars generally consider the poent®ed
Candleas Wen's “early poems,” i.e., as immature prepamatfor Wen’s second poetry
collectionSiShui(Dead Water)1928) where he demonstrates more prosodic mgaturit
Few have paid serious attention to the radicakdifices between Wen’s “Qinghua
poems” and “Chicago poems.” No one has read Wetlscago poems” as a whole and
discussed their profound implications.

The chapter includes three parts. First, | anadyzeuple of Wen’s “Qinghua
poems” together with his short “Chicago poems”tiovs how Wen'’s poetics shifted
toward an eco-poetics thanks to his close encowitkrthe technological modernity of
Chicago. In part two, | examine Wen'’s “Chicago psergainst the industrial expansion
and pollution of the city and demonstrate how thi& rom a privileged spiritual
existence to a vulnerable physical existence colegh&V/en to reevaluate industrial
progress and Chinese Daoist philosophy and reacdrtiban eco-poetics half a century
ahead of his contemporaries both in China and abiogart three, | focus on another

intersection of Wen'’s vulnerability in Chicago ath@ transformation of his poetics. |

" Among Wen'’s Chicago poems, “Guyan” [A Lone Wild@e], a series of 14 poems, and “Hongdou”
[Red Beans], a series of 42 poems, were collecidideRed Candletwo long poems, “Elegy at the Foot of
the Great Wall” and “In the Garden” did not go ithe Red Candlédecause they were composed early in
1923, after Wen submitted his manuscripts to thaigher in China.
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demonstrate how the predominance of powerful womeie literary and art circles of
Chicago had a strong impact on Wen'’s self-concag®a modern male Chinese poet
and engendered the production of much more sopaistl views on romantic love and

arranged marriage.

Smoke: From Spirituality to Materiality

The 1893 Columbian Exhibition in Chicago set theetéor industrial progress
and boosted rapid industrial and commercial grawtimis metropolis. One aftermath
was severe air pollution. The factory smoke in @gcwas always the first
overwhelming impression of this industrial metrapdbr visitors throughout the late
1890s and early 1930s. In 1895, Hamlin Garlandrdseset Chicago as “a gigantic
smoke-cloud [which] soared above the low horizae lin shape like an eagle, whose
hovering wings extended from south to east, trgifimysterious shadows upon the earth.”
18 As William Cronon notes, this great cloud-eaglesvtsent soaring skyward on jet
black wings by ten thousand tons of burning cddlWaldo Frank’s description of his
first trip to Chicago in 1919 is particularly closeWen'’s first impression of that
industrial metropolis:

Here is a sooty sky hanging forever lower. Theisumred ball retreating. The

heave of the prairie lies palpable still to therggd horizons. But on it, a thick

deposit: gray, drab, dry — litter of broken stetltter of timber, heapings of brick.

The sky is a stain: the air is streaked with rugsiof grease and smoke.

Blanketing the prairie, this fall of filth, like &€k snow—a storm that does not

stop ... The train glides farther in toward the staroenter. Chimneys stand over
the world, and belch blackness upon it. There iskyonow?°

8 Hamlin GarlandTheRose of Dutcher’s CoollfNew York and London: Harper & Brothers, 1895)615
9 william Cronon,Nature’s Metropolis: Chicago and the Great Wgsew York, London: W.W. Norton
Company, 1991), 12.

' Waldo FrankOur America(New York: Boni and Liveright Publishers, 1919)71118.

77



Like many first-time visitors to Chicago, Wen Yiduas taken by surprise by the severe
air pollution in this industrial metropolis despites knowledge of Western machine
civilization acquired at Qinghua. The blanketinglcemoke from the city’s factory
sprawl immediately became a prominent presencesihfé and poetry. However, unlike
most of his American and Chinese counterparts whk the factory smoke as a symbol
of technological modernity, personal hope and mafi@rosperity, Wen’s experience of
the factory smoke in Chicago was profoundly corpbr& week after arriving in Chicago,
Wen wrote to his friends about his first impressobihis industrial city:

Chicago is the second largest city in the US. yaell you one thing and you’ll

understand how many factories there are here. dhsds along the Michigan

Avenue are all colored black, thanks to the coallsarbelched out by the

factories. We went there only once and our cobidirsrent black?*

Note that the School of the Art Institute of Chioagas located on Michigan Avenue.
During his one-year study at the School, Wen ted/eine and half hours by train nearly
everyday from the University of Chicago where vedi to the Art Institute on Michigan
Avenue. This industrial metropolis would leave acimdeeper imprint on Wen than his
coal-smoke-blackened collars.

Two weeks later, Wen wrote again to his friendkkstdQinghua and included
the first batch of his “Chicago poems.” He statieel letter with expressions of surprise
that he could write poetry in an environment thatould characterize as the “dusty
world” three weeks later: “| was, to my surprisbleato write poetry in such an

environment. This is truly not easy. | am sendimgm to you to smell and see whether

2L See Wen's letter written on August 14, 1922 in Weéduo, Wen Yiduo quanjiThe complete works of
Wen Yiduo], vol. 12, 51-52.
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they smell of coal smoké” If Wen'’s friends could not literally “smell” theoal smoke
from his “Chicago poems,” they would definitely serthe significance of the factory
smoke in these poems. For the blackness of therfasinoke became a major poetic
trope and blackened the poetic landscape of Weltscago poems”: “sinister black
smoke” (“A Lone Wild Goose”), “black tears” (“Memy?) , “pitch-black heart” ( “A
Sunny Morning”), “endless black road” (“I am aniEX), “the black stern city” (“To
Shigiu”) and the list goes on. What is more, “te@lcsmoke belched out by the factories”
would not stay on the surface of Wen and his freéietbthes and give off a palpable
smell, but enter their respiratory system and retttm physically weak.

The last time factory smoke came up in his lettdriends was on May 15, 1923,
after living in Chicago for nine months. In thistéx, Wen quoted Guo’s famous
metaphor from “Panorama from Fudetate Yama,” wi@re eulogizes industrial
progress by comparing the chimney smoke to “Blaetry” and calling it “celebrated
flower of the twentieth century” and “stern motleémodern civilization.”® Yet
contrary to Guo’s speaker’s euphoric reaction eorttachines and their smoke, Wen
describes the “black peony” as “terrifying” and jagoses it with his roommate Liang
Zongbao’s lung disease; the “pulse of the metrgpdiiat Guo’s speaker’s heart beats to
in ecstasy became “bloodcurdling” for Wen:

Liang Zongbao is suffering from minor lung diseasd will soon be hospitalized.

| am going to live alone. Think about this kindfeéling — an “eastern fool”

living alone on the fourth floor of ampartment houseRaise your head and look

outside the window, one could only see a foresthahneys blooming terrifying
“black peonies” above the wavy rooftops; at thet fafcdhe building are trains,

22 See Wen'’s letter written on September 1, 1922 @nWiduo,Wen Yiduo quanjiThe complete works of
Wen Yiduo], vol. 12, 63.

% pdapted from Lester and Barnes’ translation, sémJ ester and A.C. Barnes, trans., Kuo Mo-jo (i.e.
Guo Moruo),Selected Poems from The Goddesaas
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tramcars, automobiles, trucks (automobiles usexixy cargo, with thunderous
noise), forever playing a bloodcurdling symphdiy.

In September 1923, immediately after settling inoCado Springs, an idyllic college
town where Wen'’s best friend Liang Shigiu went¢baol, Wen wrote to his family and
placed his coal-smoke-breathing experience in @oi¢a sharp contrast to the
wholesome air-breathing life in Colorado Springs:

And in Chicago, breathing coal smoke all day laagn my snivel and saliva

were black; here | am able to breathe air and hattiee sun, which is also of

great benefit for life preservatioft.
From factories belching out coal smoke, to Liarlgisg disease, to Wen'’s breathing coal
smoke all day long, one cannot help but noticestheke’s clear route of circulation that
connects the outer environment with the inner emrirent of the body. The blackness on
Wen Yiduo and his friends’ collars was not onlyumpleasant color for the eye, but coal
particles dispersed in the air, entering their bedhrough the act of inhaling. Traces of
the coal smoke made this web of interconnection®nly visible to the eye, but deeply
felt. Wen was not simply joking when he invited friends to “smell” his poems and
“see whether they smell of coal smoke.” The aitygan of the industrial environment
in Chicago made breathing an extremely unpleasahtanscious act for Wen and
compelled him to connect seemingly distinct systefr@rculation, that of the human
body and that of the machine body, into a largds wfecirculation. The trope of smoke
in Wen'’s “Qinghua poems” and “Chicago poems” denti@ss how the poetic speaker

was transformed from the upward transcendenceifugh superiority to the vulnerable

materiality enmeshed in the complicated web ofityeal

%4 See Wen'’s letter written on May 15, 1923 in Wedut, Wen Yiduo quanjiThe complete works of
Wen Yiduo], vol. 12, 175.
% See Wen's letter on September 24, 1923 in ibRiZ, 1
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In the passage | have quoted at the beginningeotiilapter, the tug of war
between the privileged spiritual existence highvabeith God in the “poetic realm” and
the unsettling experience of bodily senses in thesty realm” below is symptomatic of
Wen'’s struggle with his previous beliefs in theagpion of body/senses and mind/soul
as well as the superiority of the former over tgelr. In his 1920 essay titled “Dianying
shi yishu ma?” (“Is Film an Art?”), Wen denouncésfas mechanical and commercial
rather than artistic. One example he providessqudlify film as art is that scenes such
as the trains’ head-on clashes or slipping offttheks only “stimulate a kind of violent
shock in you.” In other words, since the shockiffgats in film only appeal to the lower
senses rather than the higher mind, film couldosotonsidered art. Wen quotes his
friend and schoolmate Pan Guangdan to supportgisreent, “In a human being, the
pleasure of the mouth and nose was less thantttfa ear and the eye, the pleasure of
the ear and the eye was less than that of the mhwipleasure of the art had the ear and
the eye to function, yet the pleasure of the mathe highest pleasure a human being
would have.” It is evident that Wen was a firm believer in tueriority of mind over
senses in 1920.

Wen'’s poetry in that period was imbued with the edoalief as well. In “Xue”

(“Snow”) for example, the upward-going smoke is etaphor for the “ascending soul of

% Wen Yiduo, “Is Film an Art?” in Wen Yidud)en Yiduo gingshaonian shidai shiwefSglected poems
and prose of the young Wen Yiduo], 92-94; originalblished imMQinghua zhoukafQinghua Weekly],
No. 203, December 17, 1920. It should be notedwthée Wen quotes Pan Guandan here, this hieraschy
neither his nor Pan’s invention, but Cartesian tyired the mind and body that has been deeply roimted
Western culture. Susan Bordon points out that Gamtésm presumes mutual opposition of the spiritual
and corporeal, God being the spiritual father, e/tfile earth, the female flesh, being the mother.Sesan
Bordon,The Flight to Objectivity: Essays on Cartesianisnd L ulture(Albany: State University of New
York Press, 1987), 108. Paul Stoller reminds tlaelee of the continuing presence of the Cartesian
separation of mind and body of the rationalisteaithe seventeenth century despite the critiques of
thinkers such as Montaigne, Nietsche, Husserl agiddgiger. See Paul Stoll&ensuous Scholarship
(Philadelphia: University of Pennsylvania Pres97)9xi-xv.

81



the poet,” leaving the material body down on earttd reaching for spiritual
transcendence up in Heaven:

) v b WA 114 5 K ] 1 Ah! Wisps of meandering blue smoke!

s I N D As if the ascending soul of the poet,

S H G RS B R b, 2 Penetrating through its own body: striding

Straight toward Heavef?

In another Qinghua poem “Jian xia” (“Sword Caskgetffie trope of smoke again serves
as a portal for poetic transcendence. In this pd&en depicts another Romantic ecstasy

in achieving spiritual supremacy by abandoninglibeéy to “a smoke-permeated

emptiness,” a process Wen would totally revergasriiChicago poems”:

W RISEH, BAE, B4 An! | will be looking, looking, looking,
F B[ %2 T Seeing the sword casket shaking
BOW T, SEARR T Blurred, more blurred
AHE B RESE T, A smoke-permeated emptiness ...

Oh I saw my lungs forget breathing

ﬂ}k%ﬁﬂﬂiﬂ}f%? B Blood forget flowing,

ML T it Eyes forget looking.

FHRRIE S THE T Oh! | killed myself!

k! FRART! | killed myself with my self-made sword
T BB 3 4 7! casket!

I D FRe ORI R T 2 Oh Oh! My feat has been accomplished!

Just as in the Romantic canon, the speaker in W@y is implicitly or explicitly male.
In “Hui gu” (“Looking Back”), a poem in celebratiauf finishing his ten years of

Qinghua education, Wen ended the poem with a vazsrproclamation — “I am King of

2"Wen Yiduo,HongzhuyRed Candle], 68.

% Gloria Roger’s translation is “Ah! The twistingréads of blue smoke! / As a poet’s ascending goul,
After filtering through its own body,/ Goes straigbward heaven.” See Catherine Yi-Yu Cho Woo, ed.,
Wen Yiduo: Selected Poetry and Pr@Beijing: Chinese Literature Press, 1990), 16. Tao Sanders’
translation is “Oh, sinuous smoke! / Like a postsil stretching up, /piercing his body’s shell, ingk
straight for paradise.” See Tao Tao Sanders, tRed.Candle: Selected Poems by Wen(l-tmdon:
Jonathan Cape Ltd, 1972), 64.

2 Wen Yiduo,Hongzhu[Red candle], 52-53.
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the whole universe echoing the hyper-masculine privileged speak&tio Moruo’s
“Celestial Dog.”

This privileged poetic spirituality would soon bieatlenged by the “dusty realm”
of Chicago. On September 19, 1922, five weekshgdChicago experience, Wen Yiduo
included a poem titled “Yihuai Shiqgiu” (“Thinkingf &hiqiu”) in a letter to Liang Shiqiu.
In this poem, the trope of “smoke” acts as a metafdr the poetic soul as in his
Qinghua poems, but this time, the “disembodied”sbogs not have a bit of the
triumphant certainty exhibited in “Snow” and “Swddsket.” Rather than “striding

straight toward Heaven,” it is hesitant, lookinghiorizontal directions and at a loss as to

where to go:
MEEEE R AR U The tear-rope bounded red candle,
Cl U XUAE T s Is already blown out by the sea wind,;
PR A — 2B Then a_vvisp of hesitant light smoke,
JEIATI Looks right and left,

AT Not knowing where to go.

Kﬂﬁ%%zg?ﬂ Ah! The disembodied soul!
Mg L e A 04 ! The sadness of losing way!

UN- It

This is a moment when the poetic speaker experseacsolent downfall from the
Romantic ecstasy of the “King of the whole univé@eQinghua to the disheartening
epiphany of “a homeless dotf.” If Wen was still clinging to the notion of thepseation

of body and soul and a disparaging view of the bbéywas no longer as sure of it. This
sadness and hesitancy were not only feelings oelsakness for a traveler away from

home, but the disheartening realization that trm#edge system he acquired at

%'Wen Yiduo,HongzhyRed candle], 92.
*bid., 184.
32 See “Thinking of Shigiu,” ibid., 184.
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Qinghua, which had once made him believe that leimancible, was but bubbles
bound to burst in this “black stern city.”

In “Qing zhao” (“A Sunny Morning”), a Chicago poencluded in Wen's letter
on September 24, 1922, the trope of “smoke” appegas. Yet rather than serving as a
metaphor for the poetic soul, the smoke is idesdifais a masculine other, and with a

haunting agency of its own:

—FEIR T I = A gust of light-dark smoke-cloud
B T O L. Stealthily steps into the heart of the street......
o T [t e bk The strip of red buildings on the other side

o7 37 nro\ kg 33 Goes swiftly into the dream realm under his
BEH AL TENA BE curse.

It should be noted that Wen’s description of th@kenhere, though it seems surreal, is an
accurate depiction of the curious quality of theokmin Chicago. As William Archer
wrote in 1900, the smoke of Chicago “sweeps a@ossabout them in gusts and swirls,
now dropping and now lifting again its grimy curtai Again and again a sudden swirl of
smoke across the street ... has led me to prick uparg/for a cry of ‘Fire!® Things
were no better twenty years later. Unlike Archenvaver, Wen discerns a sinister force
in the smoke and its negative impact on the enun@nmt. If the speaker in this poem
seems to be an observer of this sinister act, anpibem written a few months later in
the winter of 1922 seems to further reveal thectf®é the curse cast by the smoke.

In “Xiao xi” (“Rivulet”), the curse of the smoke t=ast on the rivulet. The smoke

takes on the form of “the lead-gray tree shadowétshing out on the surface of the

rivulet:
AV RN The lead-grey tree shadow,
S KR S Is a long text of nightmare,

3 Wen Yiduo,HongzhuRed candle], 187-188.
3 william Archer,America To-Day: Observations & Reflectioi®ndon: William Heinemann, 1900), 91.
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i A0 B 11 Pressing horizontal against the slumbering

ANV L Rivulet’s chest.
MR HLE, B . The mountain rivulet struggles, and struggles......
PR — S s, 3° It seems to no avail.

WD o

The shadow of leafless gray winter trees on a quvelet could have been depicted in
the simple elegance of Chinese ink landscape pgingi serene scene of nature in the
Daoist tradition. However, in this poem, the oraly weightless gray of the shadow,
akin to the weightless and substanceless permestioge that embodies the
transcendence of the poetic soul in “Sword Caskeirifused with the weight of lead
weighing down on the chest of the rivulet. Inste&dlipping into a blessed oblivion
(“my lungs forget breathing”) to make way for spial transcendence, the body here
struggles to breathe under the curse of industnmke. It is riveting to see the
transformation of Wen'’s perception of smoke in @giz and the shifting of his poetic
focus from spiritual transcendence to physical intpent. In other words, with the trope
of smoke transformed from the embodiment of theading poetic soul to the sinister
industrial smoke suffocating the body of the poet eendering it vulnerable, the position
of the poetic speaker also shifted from privilegedncible spirituality high above to
imperiled weakness on the ground, be it the reckdyuilding in “A Sunny Morning” or
the rivulet in this poem. The nightmarishly masealpower of the factory smoke
remains a central trope in Wen’s poetry, a compglforce in Wen'’s journey toward an
eco-poetics.

The poem crystallizes the constraints of breathifen felt in the heavily polluted

air of Chicago. The inescapable sense of suffocasipalpable in this poem not only

% Wen Yiduo,Hongzhu[Red candle], 224.
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thematically but formally. The movement of the pasmstumbled by tightly packed
mixed metaphors: lead-grey, a color, at the same &vokes the heavy weight of the
metal; a long text serves as an adjective, yetalsies the taxing demand on breathing
in the process of reading a long text and the glaysveight of the pages of a long text;
nightmare, the content of the long text, adds éodifficulty in breathing in the panic. At
the end of the poem, Wen maximizes the effect ®fnbight of this giant mass of
mixture by focusing the point of contact on thesthe# the unconscious sleeping rivulet.
The weight, density and duration of the pressueenat only maximized by the many
layers of mixed metaphors, but by the line arrargy@nas well. The weight of shadows,
accumulated in three lines, is pivoted againstdkeline: “the rivulet's chest.” The
intensity of its “pressing” force pushes air owrfr the chest, leaving no space to breathe
in. The rivulet is in danger of imminent or everitsiaffocation. All the techniques
employed in this short poem, the short, abrupt mwrs of lines and phrases, frequent
commas serving as caesuras, phrasal repetitidhe &harp contrast between the length
and weight of shadows and the thinness and weakrfi¢iss rivulet, all reinforce the
dreadful sensation of inescapable suffocation.

This poem conveys an overwhelming sense of pasadysiilar to that of Guo’s
old-style poems such as “Night Cry” and “Spring IChiThis sense of paralysis came
from the poet’s personal crisis as a Chinese moaham catalyzed by the more advanced
modernization in a foreign country. One immediaiasequence of this crisis is a strong
sense of emasculation. Unlike Guo Moruo who disetdss old-style poems as “broken
copper rotten iron” and moved on to pursue a pseidyper masculinity akin to the

Western avant-gardes, Wen dwelled on this sensematculation and developed it into
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an eco-poetics much more insightful and sophigttt#tan his Chinese and Western
contemporaries.

| want to note here that while | use the tropermobke to illustrate the shift of
Wen'’s poetics, the overwhelming sense of suffocaitioen’s poetry does not only
come from the difficulty of breathing in the heguiolluted industrial environment, but
also the difficulty in shifting from his privilegeaiuthority in the male-centered
community at Qinghua as a modern/Westernized Cainede intellectual to the

marginal position in the “matriarchy” of the strofegminist presence in Chicago.

Wild Goose vs. Goshawk

While its date of composition is uncertain, “Guydt& Lone Wild Goose”) is
one of the most important poems Wen wrote in ClicZdrhis twelve-stanza poem, one
of Wen’s longer Chicago poems, depicts a lone wildse flying away from home, over
the ocean, toward the “territory of the goshawkitTitle of the poem alludes to Du Fu
(712-770)’s well-known poem of the same title. Aewline from Du Fu’s poem serves

as the subtitle of Wen’s poem:

% There is no hard evidence as to when Wen Yidudenttis poem. Wen Yiduo first mentioned it in a
letter to Liang Shiqiu, dated October 30, 1922hastitle of the set of poems Wen wrote since hieed in
Chicago. It appeared as the first and title poem pbem series collectedRed CandleThe poems in this
set were mostly arranged chronologically. Thusérthat it is Wen'’s first poem. Some scholars assu
that it was written on the ship while Wen crosdweel Pacific Ocean. However, his two other poems, als
set on the Pacific Ocean were written in his finsinth in Chicago when he heard the news of some
friends’ deaths. The ocean-crossing setting coatcr used as evidence for the poem being compmsed
the ship. Also, in this poem, the overwhelming pre of the black smoke, stinky slaughterhouses and
factory chimneys were characteristic first impressiof visitors to Chicago. Wen never had suchileeta
descriptions of Chicago until this poem. Beforet thés descriptions of the United States and Cldcagre
general and stereotypical labels such as departstengs and factories. The black smoke, the stadan
and other sense perceptions only appeared wheraWigad in Chicago. Wen wrote a handful of poems
expressing his sadness as a lonely traveler fax freme during his first month in Chicago. The ollera
sentiment of “The Lone Wild Goose” fits into thalister, but the fact that Wen never mentioned il itn
appeared as the title poem of his Chicago seriggesits that Wen might have been working on it for a
long time just as he did with his later long podatetyy at the Foot of the Great Wall.”
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FVEEYH— 5 B3 In tears at the sky’'s edge, far from home alone

Du Fu’s line best exemplifies the implication ofltane wild goose,” a familiar trope in
classical Chinese poetry used to signify the lovesls and homesickness of a scholar-
official far away from his family at home. It is mwubt that Wen was borrowing this
classical trope to describe his situation in Chaca@nly, because of the nature of his
travel, home for Wen means more than his family,dio his home country. The
goshawk is clearly a misnomer for the bald eagle symbol of the United Stat&s.
Scholars have frequently noted Wen'’s resentmetiteofVestern machine culture
in the States and fervent patriotism for China imcd@go. The apparent opposition
between the two birds, one a symbol of traditiadblinese culture, the other, a modern
nation with advanced “machine civilization” (Wera/n words), seems to confirm this
reading. Yet a close reading of Wen’s poems wilee¢ much more sophisticated
reflections on the Western /modern machine culmetraditional Chinese culture than

mere patriotic opposition. Take one stanza for gplam

My v A L s e T A —— Ah! That’s the territory of the goshawk —
L 1 5 E R ! The ferocious tyrant!
(HEEAITIGEY)\ nisshaipdaws
X ave torn the face of Nature
zﬁﬁﬁfg E%E@ H Built up monetary nest.
LRI ) IR 5L . Therewere only copper-sinewed iron-boned
ﬁgiﬂﬁﬁﬁjﬁ%@i% H‘]*ﬂ*ﬂ’ machineS,
W T 558 I I, Drunk with blood of the weak,
I b T T SR Belching out sinister black smoke,
WG IRNS, HETHH, Smearing our outer space, putting out the sun and
RGNS T moon, .
L9 Y M O 1 39 Leaving you disoriented as you fly here,

Shelterless upon retiring!

37 Wen Yiduo,HongzhuyRed candle] (Shanghai: Shanghai shudian, 1983), 16

3 |n his letters, Wen also commented on its advameachine culture. In later poems, Wen used “cangji”
[falcon] and “eniao” [evil bird] to represent theanhine power of the United States.

* Wen Yiduo,HongzhuRed candle], 167-168.
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This stanza has some of Guo’s Moruo’s major pdsediges: the autobiographical |, coal-
smoke, machines, nature and laborers, the outeespee sun and the moon. Yet, they
form a radically different web of interrelationsathGuo’s. Despite its apparent U.S.-
China opposition, this stanza accentuates anotigeclear-cut camps instead, the
destructive masculine goshawk and the protectinerfime nature. In the camp of the
goshawk are machines and their smoke; in thattoir@are the speaker, the weak, the
lone wild goose, the outer space, the sun and taniines one to five depict the
machine conquest of Nature as physical violencenagthe body -- that massive
machine bird tearing the face of Nature and bugdip sprawling monetary nests in the
wound. These lines set up the two opposing camgsraake clear the speaker’s
antagonistic position on industrialization and coenomalization, which is the exact
antithesis of the dominant discourse popular ammagt Chinese male intellectuals of
the time including Guo Moruo, who embraced indasfrogress for a prosperous China
and a strong masculinity.

Wen'’s negative attitude toward the destructionaifire as a result of the
commercial and industrial expansion of the citpalgfers from his American
contemporaries at the time. As Cronon points autnfost Americans at the time,
Chicago was seen as the city, the antithesis afuta. Traveling to Chicago was seen as
the passage from the rural to the urban, “from betuugliness, from pastoral simplicity
to cosmopolitan sophistication, from rural bondagarban freedom, from purity to
corruption, from childhood to adulthood, from pastuture.”® Carl Sandburg’€hicago
Poemq1916), “a tradition-shattering book, written in Whanesque free verse at a time

when such poetic informalism was still controvdrSaas notable for its sharp social

“0william Cronon,Nature’s Metropolis: Chicago and the Great Weist.
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criticism, its focus on the plight and strugglestbk laboring masses,” “America’s
desperately poor urban families.'Sandburg did not simply condemn the city, but
depicted the urban-industrial society Chicago syimbs as “an imperfect cultural hero,
but a deeply American oné”Wen'’s depiction of the machines drunk on the blobthe
weak clearly echoes Sandburg’s socialist criticidrthe capitalist exploitation of the
poor laboring masses. However, rather than the foaums of the poem, this constitutes
one link in the complicated web of interrelation@Mbbserved in Chicago.

Similar to Guo Moruo, Wen depicted the machine$pidwerful dynamism.
However, instead of Guo’s euphoric identificationthatheir omnipotent masculine
energy, Wen'’s speaker stands indubitably in theospp@ camp. The animalistic machines,
on the one hand relentlessly draw the blood ofatbak for life like vampires, on the
other cause a series of interlocked destructivefi@tions on the outer space, the sun
and the moon, the lone wild goose and the poegalsgr. Note that the series of
destructive ramifications are tightly packed into short clauses, one following closely
on the heels of another, until the end of thisemgly long sentence. The verbs, one after
another, continuously press on the poetic speakdrhe is both out of breath and out of
space to run. Never before had Wen packed so maumydmng actions in a passage with
such intensity and urgency. Rather than resonatitigthe pulse of the industrial
metropolis like Guo, what Wen depicts here is agsleantrast between the prolonged
exhaling of the machines and the poetic speakearimgrout of time and space to breathe.
Rather than defining his masculinity in relatiorthe female nature like the European

canonical Romantic poets and the prominent Chinesepoets such as Guo Moruo, the

“1 John E. Hallwas, “Introduction,” in Carl Sandbu@thicago Poemg§Champaign: University of lllinois
Press, 1992; first edition: New York: Henry Holtde@ompany, 1916), xiii, xvii.
42 (|

Ibid., xx.
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poetic speaker, in the same camp with the feminatare and the weak, is in an
emasculated position in the face of the aggresaasculine energy of the machines.
Though not explicitly using the term “ecology,” Wewivid depiction of the negative
impact of the machines on the natural environméetcreatures and humans evinces an
unmistakable ecological worldview.

Besides the radical transformation of the tropsmbke from a symbol of the
privileged poetic spirituality to a menace to thggical existence of nature including the
poetic speaker, there is another critical diffeeebetween this poem and Wen’s Qinghua
poems. In “Chuxia yiye di yinxiang — yijiuerer niauyue Zhi-Feng zhanzheng shi”
(“Impressions of an Early Summer Night—during thayML922 Zhi-Feng War”), a
poem written a few months before Wen'’s trip to @lgic, Wen depicted a poet figure
witnessing the disastrous impact of the wars betw&@nese warlords. The poem ends
with the poet speaker appealing to God for an answe

Eap BREE i A B 21X AE,  Oh, God! Seeing the universe trampled to such
AT TR ? {24 LAy an extent,
43 Aren’t you a little disheartened? Oh, merciful
God!
While the poem “A Lone Wild Goose” depicts a simyat much more urgent sense of
disaster, the poet speaker no longer appeals td@ash answer. If Wen was still hoping
Christianity could pull him through his crisis tereveeks into his Chicago experierite,

his faith in it was soon shaké&nin a letter dated December 4. 1922, Wen wrot®st

“3Wen Yiduo,HongzhuyRed candle], 150.

4 See letter dated September 1, 1922n Yiduo,Wen Yiduo quanfiThe complete works of Wen Yiduo],
Vol 12, 68.

% As is evident the passage | have quoted at thimtieg of the chapter from his letter dated Septend,
1922.
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my Christian belief, but | am still an affirmer life, my mysticismmysticisrfi® still exists,
so | still have a religion® In fact, Wen Yiduo never has the speaker appe@bin his
Chicago poems. Instead, later on in the poem,fbaker calls on the lone wild goose for

a Daoist “return” to nature:

VA SRAE B AE R L 1R P AR Come back to rest in the frosty reed bushes.

TR B AR RS I PE R, There the west wind

KB BT, Will go hunting fluffy reed catkins for your bed,

SR T IR I A To keep your sweet dreams comfortably warm.
iy N ~F

KR I AR R A o

Come back to swim in the warm and soft haven,
Where you’ll find your bath.

VARVl AR SR M BB Come back to walk on the wave-lapped sandy
LT AR o beach, and,

VAR ARA LR YRR (1)~ Under the soft silvery moon,

T A, Dance playfully with your own shadof®.

PR R A RN R .

Contrary to nature in the industrialized land thas her face disfigured by the sinister
goshawk, the feminine nature at “home” is intaa affers a soothing and comforting
shelter for the lone wild goose. The repetitiohsemtence and phrasal structures as well
as the profuse and regular employment of adjecbedésre nouns, all create a soothing
sense of balance and harmony. Note that “returrg fsenot simply the homecoming of
an exhausted traveler. Embedded in the last linkeopoem is “guiqulai,” the phrase for

“‘come back” in classical Chinese and the title abTYuanming'’s (365-427) “Guiqulai

xi ci” (“Homeward Ho!”).*° one of the earliest and most important poemserthoist

line of classical Chinese poetry. The repetitiohgeturn” here unmistakably invoke the

“5 The English is Wen’s own.

*”Wen Yiduo,Wen Yiduo quanjiThe complete works of Wen Yiduo], Vol. 12, 122.

“8\Wen Yiduo,HongzhyRed candle], 170-171.

9 Translated by Vincent Shih. See Catherine Yi-yo ®@po, ed.Wen yiduo: Selected Poetry and Prose
(Beijing: Panda Books, 1990), 28.

0 The English translation is Tan Shilin’s. See Taili§, trans.,The Complete Works of Tao Yuanming
(Hong Kong: Joint Publishing Co., Ltd., 1992), 158.
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Daoist notion of man and nature: nature is thaetspi home for the hermit scholar-poet.
Rather than assuming the male poetic privilege aature as the canonical European
Romantic poets and the most prominent Chinesequmét as Guo Moruo did, the Daoist
poet vanishes into nature and becomes indistinghlslfrom other elements in it. As
David Hinton notes, Tao’s return to nature wasdalgeturn to self.” For Tao, “to
become a complete and distinctive individual walsdéoome an indistinguishable part of
earth’s Great Transformatior* Tan Shilin points out, Tao’s influence “has acasca
corrective for moral degradation and helped mapgralexed soul re-examine the values
of his age.” Note that Wen’s Daoist “return” here is not a siengeeparture from the
Western machine culture and reversion to Chineseiainculture, or from Christianity to
Daoism, but his attempt to convey his ecologicsight into the uncontrolled
industrialization by means of the closest paradkgiown to him.

When the black smoke, carrying the massive endrffyeamachines transformed
from human blood, enters this Daoist nature, threnbaious interconnection among the
poet, the lone wild goose and nature is brokenpgded in the same vulnerable point as
the lone wild goose in this dynamic web of inteaitieins, the poet figure can neither
retain the privileged position high above besidel @s in his Qinghua poems, nor merge
seamlessly into Nature as a scholar-poet in clals€icinese poetry. The poetic speaker
comes to a rude awakening: this Daoist harmonypt®nly spiritual, but deeply material.
The belching action of the machines, rather thdistinct visual phenomenon, is now the

most powerful driving force and a crucial link imeb of interrelations among the

*1 David Hinton, transThe Selected Poems of T'ao Ch’{@ort Townsend, WA: Copper Canyon Press,
1993), 6.
®2Tan Shilin, transThe Complete Works of Tao Yuanmihg
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machines, the weak, the smoke, Nature (the outaresphe sun and moon), the poetic
speaker and the lone wild goose.

While the Daoist notion of nature and man emphasspéitual harmony between
the two, Wen’s rude awakening to the physical cohoes among the many elements in
the universe in Chicago allowed him to see the &tamtion in a new light and to weave
an eco-poetics with it. Not until half a centurtelain 1972 did Gregory Bateson start to
advocate an ecological perspective and contendfbatnit of survival is organism plus
environment, against the industrial progress basedarwinism. Wen Yiduo never used
the term ecology, but as this poem exemplifiesdhity experience of breathing coal
smoke in Chicago was painful yet rewarding. It sdras the most powerful catalyst for
him and enabled him to weave the industrial envirent of Chicago and the legacy of
classical Chinese poetry and philosophy into a peetics of ecology that is still
extremely illuminating in our time.

Similar to his conception of eco-poetics and dstic of relentless industrial
expansion in “A Lone Wild Goose,” still structured the dichotomy between the
Western machine culture and ancient Chinese cules’s long poem “Changcheng
xia de aige” (“Elegy at the Foot of the Great Wglf’"demonstrates thoroughly his
penetrating insights into industrial progress angerial expansion beyond the paradigm
of national and cultural oppositions. Wen firstrstd writing the poem in February 1923
and was still revising it in May 1923. In fact,time letter to Liang Shigiu dated May 15,
1923, Wen first mentioned that he was revisingpbem before describing Liang

Zongbao’s lung disease and the horrifying scerteefactory chimneys outside his

%3 Originally published irDajiang jikan[Dajiang Quarterly], Vol. 1, No. 1, July 1925.
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window®* quoted earlier in the chapter. The “forest of amétys blooming terrifying
‘black peonies™ would inspire Wen to make a powédritique of the dominant
discourse of modernity in China at the time.

In this poem, rather than upholding machines asdblebrated flower of the

n 55

twentieth century” and “stern mother of modern laation” > as Guo Moruo did, Wen

calls it “today’s enemy”:

A HIEN, 4 HIEA, But today’s enemy, today’s enemy,
RGN A ik ?  Isitnatural disaster? Is it human
e, MR, WO IR, cgt;;lstrophe? Is it magic play? Is it ghostly
S . air”
ﬁiﬁjﬁiiﬂ\fﬁ%ﬁfﬁia H O, copper-sinewed iron-boned, fire-chewing
’ ;‘L e ! 6 fog-swishing monstrosity,
WA EAG B T AT e Transporting sins, spreading wars, ...
O, I am afraid it will put out our sun and
moon,
| am afraid it will smash up our sky and
earth!

In this stanza, Wen synthesizes his acute insigtighe machines from both his
Qinghua and Chicago poems. The “monstrosity” iesithree and fowlludes to the
monster machines in both “A Lone Wild Goose” anahgtessions of an Early Summer
Night—during the May 1922 Zhi-Feng War.” In thetéatpoem, the train is depicted as

an enslaved monster serving reluctantly as a wefioclwar:

gk Mk B AR RS Fe%E,  The fire-chewing fog-swishing poisonous dragon

R IR0 B [r %k 4, WLk 3Ese  crawling on the iron-ladder,

T, 5 Carrying the gray-uniformed war, howling, close
to tears.

**Wen Yiduo,Wen Yiduo quan[iThe complete works of Wen Yiduo], vol. 12, 175.

%5 Adapted from Lester and Barnes’ translation, sémJ ester and A.C. Barnes, trans., Kuo Mo-jo (i.e.
Guo Moruo),Selected Poems from The Goddes28s

*®Wen Yiduo,Wen Yiduo quan|iThe complete works of Wen Yiduo], vol. 1, 227.

*"Wen Yiduo,HongzhuRed Candle], 150.
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In “Elegy at the Foot of the Great Wall,” all thessemingly distinct and unrelated
phenomena are pulled together and identified asrdegelated phenomenon. Wen uses
four powerful rhetorical questions to define thiegphenomenon, that is, “today’s
enemy.” When nature’s face is torn up, is it a ratdisaster? When the blood of the
weak is sucked dry, is it a human catastrophe? Vdhesun and moon and outer space
are blotted out by black smoke, is it magic playRewwthe smoke takes on all kinds of
unpredictable forms and permeates all spaces imgjudside the body, is it ghostly air?
The answers are no, no, no, and no, because sl tre interrelated and caused by the
same monster machines.

Note the change of term when referring to the useRather than using “outer
space,” an astronomical neologism, as in “A LonédWHoose,” Wen chooses the term
for “sky and earth” from classical Chinese. In tbibowing two stanzas, Wen grafted
some well-known allusions from classical Chinesetpg especially in the Daoist
tradition, onto his modern vernacular free versec&again, Wen uses powerful
rhetorical questions to reinforce the sharp cohtrasveen the Daoist paradigm of the
nature-man relationship and the congealing aftdrrofthe violation of this paradigm by
uninhibited industrial progress, which Wen portragsnediately afterwards.

W v ANASIIRA BR 7 A 1 v Ah, from now on where is the tall building with iearl-

B, curtain half rolled up,
B LIRSS, Jrkygyi, | All day long Sleeping-ducR burning incense, Dragon-héad

CRIRA T A, FEpE T4 Pouring wine,

7 Nature singing peace into stillness, dancing the universe
) B s clarity?

M/%\Wﬁﬁiﬁﬁ B R, From now on where is the Daoist temple with stdtee and

—WIEEPT, WEEMIZLH, - red stove,

%9t refers to a kind of copper incense burner ishape of a sleeping duck from the antiquity. 8e€u
and all, eds.Guhanyu dacidiafiDictionary of Ancient Chinese] (Shanghai: Shangtishu chubanshe,
2000), 2004. This term frequently appears in ctad<Thinese poetry

%It refers to a kind of wine-warmer from antiquiS§ee ibid., 1986. This term also frequently appears
classical Chinese poetry.
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RIS, B TR ?  Atree of green shade, a yard of red sun, --
A lad boiling tea, setting fire to a bunch of driade?

WIRAT B AR B M, TR

r, Where is a plum tree in full bloom, thousands ahieg

5 L[ g NS A M 2 bamboos outside the window,

. And a lone man playing zither alone inside?
¢ K
ﬁffﬁm%%ﬁ?i@i%%&ﬁﬁ, And where is the farmer carrying his hoe, treadimtipe
%r/\)jj H@Eu—l HU ’ A?J&)\U—l sunset’

Ja? His song echoing in front of the mountain, his sivad
SCWBATRINRA N AR A vanishing behind?
20 T 220 R A 0] 2= [ B2 2 S8And where is the fishing boat tied under the shafdewillow
tree,
And the fisherman who would not be hurried homehay
drizzling rain and slanting wind?
In these two stanzas, Wen not only explicitly neites the spiritual and physical harmony
between man and nature in the Daoist traditionhimhlights a free, autonomous,
contented and healthy manhood achieved throughet@sonship, a manhood Guo
Moruo attempted to convey in “Earth, My Mother!rough extolling the harmony
between mother earth and modern peasants and mihdiise Guo’s enthusiastic
embracing of industrial progress through the iddlan of miners, in the following
stanzas, Wen depicts a horrifying picture of theldvturning into a vast mine when the

Daoist paradigm is destroyed by the very disco@®@ge embraced:

e, MAHGRE TR H 4 O, from now on there is only the gloomy skyless and

2, sunless abyss,
o Like black ants, rushing east and vest
ZBW IR, ARV, — ’ g )

From now on there are only half-dead prisoner-
slaves, emaciated,

WA AT HIEI N B T

I, . Crawling out from the mine pits with gold in their

o5 4 T NG HL LI 1ok, arms.

gz NIRR AT TR 7 4 R Offering the human-eating monarchs birthday gifts
and thanks.

WS R AT IS

13748 5 S [ ER A R 3D 2 q From now on there are only countless smoke

NS THRA columns,

Like poisonous pythons, raising its head awaihat t

8 Wen Yiduo,Wen Yiduo quan|iThe complete works of Wen Yiduo], vol. 1, 227.

97



i TETT R, mRKH, sky edge,
A5 H RIS [ T L Also like numerous horrified devils,
BRI R S Stretching out a thousand hands, asking help from
& g]r?)rikz;)w on in the downtown streets once with tens
of thousands of eyes glancing,
Only skeletons kow-tow skeletons, skeletons driving
skeletons on.
In the harsh reality of excessive capitalist indaBsm, the “darling sons” of the mother
earth, extolled as “the Prometheus of mankfidi Guo’s poetry, are but “trivial and
measly lives, like black ants” and “half-dead pnisoslaves.” For Wen, the machines
were not only a function of modern wars, not ondgtioying the ecology we and other
creatures’ lives depend on, not only a functiocagditalism exploiting workers, but
turning them into anything but the free, autonomaositented and healthy human beings
Guo idolized. Without the flesh and blood of thelp@nabling them to have complex
sense perceptions, these modern men become rkbakkeletons, completely in tune
with the capitalist machine. Wen’s apocalyptic @éph resonates with Marshall
Berman'’s insightful criticism of the futurist romasmwith machines sixty years later,
“The problem of all modernisms in the futurist titaah is that, with brilliant machines
and mechanical systems playing all the leadingsralethere is precious little for modern
man to do except to plug ifi>

Wen went a step further than Berman in his acuteateon on the machine

phenomenon. In this stanza, the industrial coalkemonce invincible masculine

machine monsters with seemingly limitless destugcpiower, after destroying the

®!pid., 227-228.

%2 See Guo Moruo’s “Earth, My Mother!” adapted frorster and Barnes’ translation, see John LesteAdBd
Barnes, trans., Kuo Mo-jo (i.e. Guo Moru8glected Poems from The Goddesd8s30.

8 Marshall BermanAll That is Solid Melts into Air: The ExperienceMédernity(New York: Penguin Books,
1982, 1988), 26-27.
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ecology of life, rendering the world a “gloomy s&gt and sunless abyss” and turning
men into bloodless robot-like skeletons, no longessesses inexhaustible potency. On
the contrary, it is portrayed as either waitingha&t margins of this world in stasis or
reaching in horror toward the sky for help, thevense it had ruthlessly destroyed. Isn’t
this Wen’s way of saying that “The organism whi@stloys its environment destroys
itself"®*? Further, by rendering the masculine dynamisnh@fhachines Guo identified
with into impotent stasis, Wen also rendered irdv@uo’s pursuit of super-masculinity
through integration with the machines.

Wen was well aware of the capitalist and imperiaisve behind the monster
machines. If Wen still saw the problem of machiags Chinese issue before visiting
Chicago, if he saw machines as a Western phenonartbe start of his Chicago
experience, he clearly saw them in a much more tGoated light now. In the following
stanzas, he directly addresses building a futuieaihrough complete Westernization,
the dominant discourse among Chinese intelleciate the end of nineteenth century,

especially among the radical May Fourth intelletstuiacluding Guo Moruo:

W ARATTE T RSk 1 A, Ah! When you brag about the future China,

s T BRI E L, You brag about the ten thousand-li Qin Ranges
BRI, A4, s @nd ShuMountains, | |
kL Cutting open their abdomens and viscera, pouring

gold, pouring diamonds;
You brag that the endless domain of our railroad,

SIERATER X 2R

e S N L R Is like a web-veined leaf of the Chinese toon,

PR PE IR R Z T8 o Lodged amidst the white waves of the Pacific
Ocean.

N T BRI K ) ik I v e You also brag that, the war-ships and merchant

BAEN, Wi, BEOARS  ships, upon victorious return,

M, Carrying gold, silver, currency of all forms and

BRI, LM Mgk,  Shades,

— Ly Engraved with George the British Emperor,
HFRDCHIRA G, o FIREA Lincoln the American President,

% Gregory Bateson, “Pathologies of Epistemology3teps to an Ecology of Min@i972, 484.
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ZIETRREN, JtEIEEE, Portraits of each nation’s rulers, names of each

e s, A LIE 2 BriE . nation; |
Brag that the Sea Lion of West Europe, the Eagle

PT84 05 19 12, of North America,

PPN naos  Head-lowered and wings-closed, all taking orders
{/J myjﬁg | ﬁﬁ'ﬁ’]?ﬂ ’ from the Upper Country.

WG U 50 DU T4 SO

A W P BN A S TR ¢ You brag about the Oriental German,

Wt SRR TR ARG ? BRI You brag about a yellow-raced Briton,--
[T L RATTA S Nt ® Haha! Brag about the four thousand years of

sacred civilization,

Obediently falling into a gang of scoundrels!

Ah! New China? Fake China!

Fellow countrymen! It is you who are self-

deceptive!
The invasion of China by imperialistic powers sitive mid-nineteenth century made
many Chinese intellectuals believe that industarad military supremacy was essential
for a prosperous China. In the late nineteenthuwgraind early twentieth century, the
common view was to save the country by learningaaded science and technology from
the West. The slogan of “Fuguo giangbing” (“a pergps country with a powerful
army”), borrowed from Japan, embodied this vigiBy the May Fourth era,
“Westernization as cultural radicalism entaile@ap from Western borrowing to
indiscriminate imitation of the West” The cultural radicals “wanted China to become a
modern nation like France, Britain and the Unit¢ak&s”; theirs represents “a Euro-
American vision of modernity based on the ideagrofyress, science, democracy,

rationality, secularism and capitalist developniéftn Whitmanesque free verse similar

to Sandberg’s, Wen vehemently satirized the magastrChinese intellectuals’ belief in

5 Wen Yiduo,Wen Yiduo quan[iThe complete works of Wen Yiduo], vol. 1, 228-229.

% See Wu JipingGuo Moruo liu shi shi nian: 1914-193Guo Moruo's ten years studying in Japan, 1914-
1924], 2.

®”Edmund S. K. Funglhe Intellectual Foundations of Chinese Modern@yitural and Political Thought

in the Republican EréNew York: Cambridge University Press, 2010), 37.

*pid., 30-31.
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strengthening China through complete industrialiraand imperial expansion like the
Western powers that invaded China. UnfortunatelgnW caustic criticism was
subsumed under the dominant discourse of the Maytiratellectuals which was later
adopted by the Communist Party and has remainediotmenant discourse in China until
now. This poem never received the same criticah#itin as Wen'®ed Candlend

Dead WaterWen was regarded as a formalist who strived éofgetion and innovation
in poetic forms. After his assassination in 1946H®/Nationalist Party, Wen was
enshrined as a patriotic “poet, scholar, democfagiter and martyr’ by the Communist
Party.

While still working on “Elegy at the Foot of the éat Wall,” Wen wrote another
long poem titled “Yuannei” (“Inside the Garden”) Mharch 1923, in commemoration of
the anniversary of the founding of the Qinghua $thGontrary to his knowledge and
experience of Qinghua as a Westernized environnretttis poem Wen envisioned
Qinghua as a Daoist utopia, a corrective to thddvairmachines. In the poem, Wen

highlights the total destruction of mental ecoldyyWestern machines:

L AL, ...the Western-style machines,

Kk ai s /MaR, Large gears holding small gears,
AT, Turning in total unconsciousness,
ST H )y, 6 Turning in total purposelessness.

The poem ends with “the purple air” of Lao Zi agaaverful generative force in counter

action against the all-pervasive coal smoke:

A B AR A ! Oh, the school flag enshrouded in floating clouds!
HRAT R Bk 14K, You are the purple air from the east,

WREGE R, [adsE, T You float out of Hangu Pass, and stride westwards,

% Wen Yiduo,Wen Yiduo quan|iThe complete works of Wen Yiduo], vol. 1, 206.
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TRBGHEEE RATTENE R R, You will carry the soul of our sage,
W T PE L, Ry T4 Ek 71 Permeating the Western land, permeating the whole
globe!

As Wen himself noted, “The district magistrate @rdu Pass ascended the stairs and
noticed that there was purple air from the easaadwg westward. He said with joy,
there should be a sage passing by the capitalWwiiyen the time came, he saw Lao Zi as
expected. Du Fu’s line ‘the purple air from thetg@ymeating the Han Pass’ is an
allusion to this. The ‘soul of the sage’ here refier Lao Zi.”? Wen Yiduo’s choice of
“purple air” as the emblem of Daoism here, his @pith knowledge of the Daoist texts,
and the coincidence of Lao Zi's purple air and Qungjs purple flag, serve as a forthright
antithesis to the omnipresent black coal smokehit&go. Wen'’s constraints in

breathing coal-smoke everyday in Chicago made batze the complex interrelations
between seemingly discrete phenomena and the ienmmatof clean air for a healthy
ecology, whether natural or mental. Here, Wen degdithe purple air in exact
counteraction to the black coal smoke. As opposédlé black coal smoke from the West
threatening to take over the whole universe, thelpwair moves westward, permeating
“the Western land and the whole globe”, not for @mal expansion as the radical
intellectuals Wen sharply criticized in “Elegy hetFoot of the Great Wall,” but to create
a wholesome ecology as opposed to the destructaohimes. While the ecological view
of connection and circulation in the body and tleld/was common in Daoism, Wen
Yiduo, educated in Romantic poetics and baptizeal @hristian, had to experience the

devastating crisis in the blanketing coal smok€lvicago to realize the new meaning of

O -2 RATEMN ARSI, B, NEXALNRE. B, RILEF. BT
TR ARSI IE . AT “ X NR RS BIFEZT. For English translation, see
note 72.

M Wen Yiduo,Wen Yiduo quan|iThe complete works of Wen Yiduo], 207, 209.

"2 This is a direct translation of Wen'’s original @ the poem. For his original note, see note 70.

102



Daoism and use it not only as a philosophical €ahat also a mainstay for his creation
of a new poetics.

Recent scholarship in ecocriticism has addressety mithe issues that
perplexed Wen Yiduo in 1922-1923. Lynn White, rher 1996 article “The Historical
Roots of Our Ecologic Crisis,” points out that “qaresent combustion of fossil fuels
threatens to change the chemistry of the globe®sphere as a wholé*In the same
article, White traces the roots of our ecologicéis to Judeo-Christian teleology, its
concept of time as nonrepetitive and linear, ithfen perpetual progress, its
anthropocentric dogma of man’s transcendence dfrightful mastery of, nature. She
acutely points out that these Christian attitudegatd man’s relation to nature are
“almost universally held not only by Christians am&b-Christians but also those who
fondly regard themselves as post-Christidiisihe prerequisite she singles out to get us
out of the ecological crisis is to “find a new gatin, or rethink our old one.” And she
applauds the beatniks as “the basic revolutionafi@sr time” and their affinity to Zen
Buddhism’® Other scholars such as Sueellen Campbell, inttiekestitled “The Land
and Language of Desire: Where Deep Ecology and$tostturalism Meet,” suggests
adding some of the insights of Zen and Taoism tdoggical thinking® It is intriguing
that Wen Yiduo anticipated our current ecologicaia@rns by more than half a century.

| want to note that while | have focused on th@érof smoke and the role of the

industrial milieu in Chicago in shaping Wen'’s eamzepcs in this section, there is at least

"3 Cheryll Glotfelty and Harold Fromm, ed¥he Ecocriticism Reader: Landmarks in Literary B
(Athens: University of Georgia Press, 1996), 5.

“1pid., 12.

" pid., 12-13.

"®1pid., 135.
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one other important factor playing a critical rolehis process, that is, the strong

feminist atmosphere in Chicago. | will discuss thishe next section.

“Something of a Matriarchy”

Another all-pervasive presence in Chicago besideblack coal smoke was the
omnipresence of strong women coupled with a getkexah interest in China, especially
ancient Chinese culture, in the literary and adisircles Wen was immersed in in
Chicago. Scholarly narratives of Wen'’s interactrath the literary and artistic circles in
Chicago draw heavily on Wen’s own vague and sporaderences in his
correspondence with friends and family. For exanies. Bush,” the critical figure
who introduced Wen into the circle, remained “MBsish” as Wen mentioned in his
letter. Her full name and her role in the circlemeened unknown. To better understand
Wen'’s poetic exploration in Chicago, it is neceggarplace his personal account into the
larger historical context before further readindhisf poetry.

During his first three weeks in Chicago, as Wentevio his letter dated August
27 (the only one typed in English), he was “conygorying into magazines, searching
among the latest books and learning from whategesgmal talks | have had the chance
to have, for the recent condition and prevailingdencies in the literary sphere in this
country.” In the letter, Wen introduced in det&ieét‘new poetry in this country,” i.e.,
“the imagists.” The four poets Wen highlighted wéray Lowell, Carl Sandburg,
Harriet Monroe, and Hilda Conkling. Two things staout in this list: First, Ezra Pound,
who coined the term “imagiste,” was not includegand, with the exception of

Sandburg, all were women poets. Further, Wen meation this August letter that he
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was sending a copy #foetryto his friends in China. And the August 1922 isetie
Poetrywas “a woman’s number #foetry,” “the first one to speak entirely with feminine
voices,” “to present exclusively the feminine claiona variety of method and mood in
this art.””

Wen was probably unaware that the predominanceoafem poets on the
American poetry scene was closely related to thetss rivalry between Amy Lowell
and Ezra Pound, which was symptomatic of the tenseiween the new feminist
sensibility and the male avant-garde of the teedstaenties® Their disagreement was
partly about the concept of avant-garde. While Flansisted on limiting members of
imagism to a small elite group, emphasizing théljgality of the work, LowefP
wanted to be inclusive, namely, to give voice teide range of poets, especially women
poets. Pound worried that Lowell’'s feminist equaptinciple would allow large
numbers of women poets into the group, thereby limgehe quality of imagist poetry
and defeating its initial purpose as the avant-gitdHe soon moved on to pursue other
notions of the avant-garde, leaving the imagistlatd Amy Lowell and satirized the

imagist poetry under Amy Lowell’s wing as AmygisfhThus, Amy Lowell had a

dominating presence in the American poetry scetiesire was “subjected to an almost

" Poetry, August 1922, 291.

8 Marjorie Perloff,Poetry on & off the Pagexi. The original quotation is “the male avantggwversus the

new feminist sensibility of the teens and twenti¢shift the order between Pound and Lowell beeaus

Lowell could use some spotlight after so many yé@athe dark. A note to the male tradition: Since

Edouard Manet's scandalous showing of his painbhgnpiaat the Salon in 1863, male artists have been

depicting woman as “other,” as the object of meyaiges and desires. The female nude takes cenger sta

in the iconic modern works of artists such as Makthael RobinsonSurrealism(London: The Foundry

Creative Media Co. Ltd., London, 2006), 88, 222.

"9 She also critiques the masculinist vision of UnSperialism. See Adrienne Munich and Melissa

;BOradshaw, edsAmy Lowell, American ModeriiNew Brunswick: Rutgers University Press, 2004).12
Ibid., xiii-xiv.

81 Susan McCabe, Review afmy Lowell, American Moderhegacy volume 22 no. 1 2005, 89.
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systematic exclusion from literary consideratioimice her death in 1925.Wen
certainly did not miss the prevalent feminist st inPoetry, especially after he was
introduced into its social circle and met somehef najor poets in person.

Soon, on October 8, 1922, Wen met the powerful “NBissh” who wrote letters
of introduction for him to Carl Sandburg and Harionroe, and invited Wen to the
Arts Club of Chicago for dinner and Amy Lowell'sgtoy reading” In November, Wen
met with “Mr. Winter” who introduced him to Eunideetjens, poet and former editor of
Poetry, on December 1, 1922 At the School of the Art Institute of Chicago waat/en
studied painting, more than half of his instructansl two thirds of the students were
women®® As Robert Morss Lovett argues, Chicago’s social @auitural life at the time
was “something of a matriarchy” from the perspextiv male members in the fields of
art and literatur&®

It is no coincidence that Wen'’s Chicago expericieetured severe industrial
pollution and powerful women playing leading roleshe realms of art and poetry: both

were closely related to the 1893 Chicago World's.Héne large number of woman poets

82 Even the wave of feminist and queer criticism thag swept modernist studies in the last fifteerye
has left her archive nearly untouched. Ibid Amy Lowell, American Modeftthe famous rivalry between
Pound and Lowell is treated as having “more to @b vgos than with images.” Adrienne Munich and
Melissa Bradshaw, ed#Amy Lowell, American Moderiii.

8 See Wen's letter dated Oct 9, 1922, Wen Yidien Yiduo quan]iThe complete works of Wen Yiduo],
vol. 12, 93.

8 In letters to his parents and his friend, Wen ‘idecounted his meeting with Tietjens and her hugba
the day before, but he did not mention how he gabdiich with them. See Wen's letter to his pareated
December 2, 1922 and his friend dated Decembe®2R,libid., 119. In his diary on March 22, 1948,
Robert K. Winter recalled, “I met him [Wen Yidudijrough some painters | knew and I invited him to
dinner several times—once, | remember, with Eufie¢iens and her husband Cloyd Head. We talked
about Chinese poetry, chiefly. Eunice had justrretd from China and had published a volume of goetr
which she wrote in Wuhsi. It was my first introdioct to Chinese manners.” Robert Winter's diary, 244
Rockefeller Archive Center.

8 See Wen'’s letters dated October 30 and DecemH&X22, in Wen YiduoWen Yiduo quan[iThe
complete works of Wen Yiduo], vol., 12, 111, and.12

8 See Neil Harris, “The Chicago Setting,” in Sue Atiince, edit.The Old Guard and the Avant-Garde:
Modernism in Chicago, 1910-194Chicago: University of Chicago Press, 1990), 14.
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and leaders, art instructors and art studentgnfellthe category of “new women.” As
Tracey Jean Boisseau notes,
“New woman” first appeared in the British Presshia mid-1890s as a derogatory
label for middle-class women who seemed to vidlagedoctrine of “separate
spheres.” Middle-class women who aspired to pradesdéism, engaged in
athleticism, critiqued the institution of marriagkecried the sexual double-
standard, or eschewed confining clothing on senhtipal grounds were
vulnerable to the charge of being “new woméH.”
Boisseau also points out that it was at and shaftr the 1893 Chicago World’s Fair
that “the full-fledged figure of the ‘new woman’ agared in public discourses in the
United States media and print culture” and “chajkshthe ban on public roles for
women.”® According to Boisseau, influential reformers amdfgssional women from
across America organized into a loose associatilactthe Queen Isabella Association
and proposed to oversee the organization of th8 ¥88rld’s Fair and its exhibits. As
soon as Chicago was chosen as the site of the iggppa local group, chiefly made up
of wives of prominent Chicago businessmen, tookrobof the Board of Lady Managers
and appropriated the powerful discourses of pragaesl modernity, and linked (white,
middle-class American) women’s advancement in thidip sphere to modernity and
American national identit§’
What was left in place once the fair had been kitoghe ground in 1894 was an
organizational infrastructure of women’s clubs whieould prove indispensable
in the fight for women’s suffrage, temperance, ectitve labor legislation, and
women’s civil liberties and educational opportugsti—that is, for the construction
of a tangible, multi-pronged feminist movement... Hagne decade which saw

Chicago’s World Exposition also saw the coiningha term “feminism” and the
founding of women’s national organizations whichemeration later would

8 Tracey Jean Boisseau, “Where Every Woman May Beeen: Gender, Politics, and Visual Space at the
Chicago World’s Fair, 1893” in Klaus Benesch, Ker&8chmidt, eds.Space in America: theory, history,
culture (Amsterdam: Rodopi, 2005), 285.
88 [

Ibid.
#1pid., 302.

107



permit the adoption of several reform measuregbiptwvoman’s suffrage in

19207

While women'’s energy was still checked by converdim business, politics and
technology, by the time Wen came to Chicago, feshigiforts in the last twenty years
had enabled white, often well-to-do women to ettterfields of literature and art, often
supported by their husbands or fathers who wekelnisinessmen, though not without
resistance on the part of their male counterpalts knad previously owned the field,
assumed the position of masters and allowed wombnsobordinate positions as
students and readets.

The driving forces of the Arts Club of Chicago, Rifenterbotham Carpenter and
Alice Roullier, were two such powerful “new womet.The former was a painter and
interior designe?? the original initiator of the concept of the A@#ub and Chairman of
its Exhibition committee since its inception in 83T he latter, Chairman of the

Exhibition Committee from 1918 to 1941, was directbthe Albert Roullier Galleries?

% bid., 292-293.
L'l elaborate this point later on with the rivelbetween Ezra Pound and Amy Lowell as well as Bisun
relation with H.D.
92 As portrayed by James Wells, Rue Winterbotham €wtgy was “a successful and original interior
decorator,” “a woman of strong convictions and digustrong taste.” She had “a lively, probing mind,
endless energy and enthusiasm, and a willingnes&éochances,” and exceptional interpersonal and
managing skills. James M. Wells, “Portrait of amBRue Winterbotham Carpenter and the Arts Club of
Chicago,” inThe Arts Club of Chicago, portrait of an era: Ruewrbotham Carpenter and the Arts Club
of Chicago, 1916-1931: seventieth anniversary atibity the Arts Club of Chicago, September 15-
November 1, 198@Chicago: The Arts Club of Chicago, 1986).Otheradigtions of her were never as
elaborate as James Wells, but along similar lisesh as “independent and energetic.” Richard Rit&le
and Sue Ann Prince, “From the Armory Show to thetGey of Progress: The Art Institute Assimilates
Modernism,” in Sue Ann Prince. ed’he Old Guard and the Avant-Garde: Modernism inoagb, 1910-
194Q 217.
9 Sophia Shaw, “A Collection to Remember,” in SopBRaw, edThe Arts Club of Chicago: The
gollection 1916-1996Chicago: The Arts Club of Chicago, 1997), 22.

Ibid.
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a well-connected, sophisticated connoisseéumder their leadership, the Arts Club,
though started by some male trustees of the Atituis of Chicago, had totally different
visions from the latter. While the Art Instituteasbd an extremely conservative stance
with regard to modernism as did other major U.Ssemms in the 19208 the Arts Club
started to have an exhibition space for avant-gart$e to explore new ways of looking at
the world and to aim at more adventurous purpdsexe Rue Winterbotham Carpenter
was elected president of the Arts Club in 198®ne of the few American groups

willing to show avant-garde art, the Arts Club mdldis city “the most hospitable place

in the United States for the presentation of modetsi *° In other words, the Arts’ Club
was a place where powerful women acted as patroBsropean male avant-garde artists
such as Picasso. The Arts Club’s strong suppdfiuobpean, especially French, modern
art paralleled their fascination with ancient Cls@ert and lack of interest in

contemporary Chinese aff

% Richard R. Brettell and Sue Ann Prince, “From Atenory Show to the Century of Progress: The Art
Institute Assimilates Modernism,” in Sue Ann Prined., The Old Guard and the Avant-Garde:
Modernism in Chicago, 1910-194P17.

% |bid., 216. Before the founding of the Museum afdérn Art in 1929, hardly any institution in the
country — and none in Manhattan — would exhibitdp@an modernism. See Michael C. FitzGerald,
Making Modernism: Picasso and the Creation of trerihét for Twentieth CenturyA(Berkeley:

University of California Press, 1996), 120. Eveouh the Art Institute had shown a portion of the
notoriously controversial Armory Show in 1913, dtdlection as late as 1921 was extremely consexati
holding only two works by twentieth-century Europeatists, and both were salon paintings in the
nineteenth-century academic tradition.” See Soghiaw, “A Collection to Remember” in Sophia Shaw,
ed., The Arts Club of Chicago: The Collection 1916-1988. Her reference is Richard R. Brettell and Sue
Ann Prince, “From the Armory Show to the CenturyPobgress: The Art Institute Assimilates
Modernism,” in Sue Ann Prince. edhe Old Guard and the Avant-Garde: Modernism indago, 1910-
194Q 219.

" Richard R. Brettell and Sue Ann Prince, “From Atenory Show to the Century of Progress: The Art
Institute Assimilates Modernism.” ibid., 216.

% Essay by James M. Wells Arts Club of Chicago: Seventy-fifth Anniversary iBitfon 1916-1991, The
Arts Club of Chicago, May 11-June 26, 19@hicago: The Arts Club of Chicago, 1992), 6.

% Michael C. FitzGeraldylaking Modernism: Picasso and the Creation of therkét for Twentieth
CenturyArt(Berkeley: University of California Press, 199620.

190 The “Annual Report of the Exhibition Committeetbé Arts Club of Chicago, May 1922 to May 1923”
lists the exhibitions of this year and highlighte$e from France. The Chinese Arts exhibition $jsetas
“Chinese Sculpture, Porcelains & Bronzes.” By thd ef the report, among the things purchased fioam t
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Mrs. Bush'’s interest in ancient Chinese art and Wielnio was not simply a
random event, but a manifestation of the overaticsphere in the literary and artistic
circle of the Arts Club. A new woman similar to Rénterbotham Carpenter and Alice
Roullier, Mrs. William H. Bush served on the Exhibh Committee of the Arts Club at
the time when Wen arrived in Chicafd.Having had a passion for Chinese [ancient]
culture since her youth, Mrs. Bush actively pronddtee exhibition of early Chinese art
at the Club. Her husband, Mr. William Henry Buslasma successful businessman, one
of the wealthy elites who had built the city of rhaxes and smoke and were actively
involved in the growth of the Art Institute of Chigo. 2

The reason why Mrs. Bush could write introductietidrs of introduction for Wen
to Harriet Monroe and Carl Sandburg, and invite torattend Amy Lowell’s reading is
becausd’oetrywas also closely related to the Arts Club. WhilssMBush was a member

of the Exhibition Committee, Monroe, chief editdrRoetry, was the chair of the

exhibits, Chinese pieces claimed $6,150 out of (BI®total salednventory of the Arts Club Records,
1892-1995Vol. 3, 1922-1924.

1%1n the Arts Club of Chicago archives, Mrs. Willidt Bush is listed on the Exhibition Committee e t
“Minutes of the Meeting of the Board of Directorfstioe Arts Club of Chicago,” held at the Club rooats
12:30 p.m. on May 23, 1922. See the “Minutes of\teeting of the Board of Directors of the Arts Clob
Chicago,” held at the Club rooms at 12:30 p.m. ayM3, 1922Inventory of the Arts Club Records,
1892-1995Vol. 3, 1922-1924.

192 A letter to Mrs. Wm. H. Bush from the Chairmartioé Exhibition Committee of the Arts Club dated
October 10, 1928, in response to her suggestibate a series of lectures on early Chinese pamting
the Arts Club. The address of Mrs. Wm. H. Bushudeld in the letter was 1538 North State Street,
Chicago, lllinois.Inventory of the Arts Club Records, 1892-198Fmpire Builder in the Texas
Panhandle: William Henry BuslPaul H. Carson notes that Mrs. William Henry Bushose maiden name
was Ruth Russell Gentry, graduated from Vassar@eland “was fascinated with the history of Chind a
Chinese culture” since her youth. Both her husbafiiiam Henry Bush and she were actively involved i
the growth of the Art Institute of Chicago in th@1Ds and 1920s. Their address in Chicago at theias
also 1538 North State Street, Chicago, lllinois Baul H. CarsorEmpire Builder in the Texas Panhandle:
William Henry BusHl{College Station: Texas A&M University Press, 19985-99, 116, 118. However,
Carson fails to mention the archives of the ArtslGbf Chicago and Mrs. Bush'’s involvement in thésAr
Club.
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Literature Committee of the Arts CIdf® The poetry reading by Amy Lowell, major
sponsor oPoetry, was held at the Arts Club on February 17, 1$23.

Not only the Arts Club, but the literary circle smmndingPoetryshared a keen
interest in ancient Chinese culture. Harriet Monvis#ed China and undertook an
intensive study of Chinese art there in 1910-1@1don her return to the U.S., Monroe
foundedPoetry: A Magazine of Versthrough which she introduced the Imagists and
other “new poetry” to American readers. “Most imgaoit of all,” claimed Monroe, as she
sought in 1917 to define the single componenteéhatpsulated the newness of this
modernist verse, “these poets have bowed to wimis the East*> Mr. Winter, whose
full name was Robert K. Winter, was a member ofdlass of 1909 at Wabash College,
“a favored student and close friend of Ezra Pofmaner Wabash college faculty
member.°® Mr. Winter’s passion for ancient China was exefigliby a portrait of Lao
Zi he painted and hung on his wall. When Wen méh &unice, the latter had just
returned from China and published a volume of posttie wrote in Wuxt®’

The strong feminist atmosphere and enthusiasmigeat Chinese culture would
play critical roles in Wen'’s conception of a newepos. Close contact with many

established American women playing leading rolethénfield of literature and art

enabled Wen to have an acute feminist sensibiliighmmore sophisticated than the

103 5ee the “Minutes of the Meeting of the Board aofddtors of the Arts Club of Chicago,” held at the
Club rooms at 12:30 p.m. on May 23, 19B®/entory of the Arts Club Records, 1892-1996l. 3, 1922-
1924,

194 Record of this talk is listed in “President’s Repdhe Arts Club, 1922-1923|fventory of the Arts
Club Records, 1892-199%ol. 3, 1922-1924. Also see “Lectures This Week,Chicago Daily Tribune
(1872-1963), February 17, 1923. ProQuest Histohmakspapers.

1%5«petals on a Wet Black Bough: American Modernisité/s and the Orient,” A Beinecke Rare Book &
Manuscript Library Exhibition, Yale University, Quter 18 - December 20, 1996, organized by Pat@cia
Willis, Curator of the Yale Collection of Americaiterature
http://www.library.yale.edu/beinecke/orient/moda(accessed June 10, 2010).

196 «R K. Winter, Ex-Local Man, Raps U.S. Policy in #m,” inCrawfordsville Journal August 17, 1950.
Rockefeller Archive Center.

197 See Robert Winter's diary dated March 22, 1948, Rbckefeller Archive Center.
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male-centered feminist discourse prevalent amorlg meellectuals in China. From
being a Westernized modern Chinese male elite @gthblished authority as a poet and
critic of new poetry and challenger of traditiontive male literary and social circles at
Qinghud®to a lone inconsequential Chinese student whomaisly appreciated for his
expertise in ancient Chinese culture and whose wark evaluated by the strong
American female authorities in Chicago, Wen'’s eraksed position was one other
major factor that compelled him to rethink his poes notions of the male poet as an
omnipotent masculine figure in domination of therMpidentify with the weak (whether
the laboring masses, the lone wild goose, feminatere, his wife or daughter), and
redefine the weak and the strong.

Unlike the mainstream Euro-American and Chinesesrabiles who showed a
fundamental distrust of women’s literary capacitien expressed a genuine belief that in
terms of their capacity for achievement, women weaceweaker than men.” In his letter
home dated December 2, 1922, Wen talked aboutrmeidmeeting with Tietjens and
wrote the following to his sisters and wife:

My fourteenth sister, sixteenth sister and Xiaozjwen’s wife] should all heed the
following words. You see | have mentioned anotherefdican woman poet in my
letter this time; | feel very proud because shésphmy poetry. Hence, women are
not incapable of producing great scholarship agth accomplishments. More than
half of the instructors at our Art Institute aremen. Women are no weaker than
men. If it is the case with foreign women, how cae say it is not the case with
Chinese women*?®

Later on, in a letter to his father dated Februddry1923, Wen gave an incisive analysis

and criticism of his father’s view of gender hiefay and expressed his determination to

198 Before his trip to Chicago, Wen had establishedseif at Qinghua as a poet and critic of Chinese ne
poetry and editor dQinghua zhoukafQinghua Weekly], a revolt against tradition, arganany other
leading roles.

19 Wen Yiduo,Wen Yiduo quan[iThe complete works of Wen Yiduo], vol., 12, 120112
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educate his daughter into a strong and worthy wolmaeveryone, including the favored
sons, to look up to:
There had been no letter from home since XiaozWémn[s wife] gave birth. Only
in the last letter, father added a few words inlsofearacter at the corner of the
page, saying what my daughter’'s name was and taswll. If she were a boy, it
would probably be worth even telegraphing me thedgoews? To be honest, | got
a daughter; this fulfills exactly my wish and | ary pleased. | will educate my
daughter into a model for everybody ... My hope aapginess in the future lies in
this girl.**°
Wen'’s conflict with his father over the birth ofshdaughter showed his conscious
awareness of and sharp insight into gender issuesdation to economy and technology.
The trivialized position of the daughter in thergathal family was placed in sharp
contrast with the paramount position of the soterms of two means of communication,
the letter and the telegraph. During Wen'’s sta@lmcago in 1922-1923, the telegraph
was expensive, yet one of the fastest and mostielmeans of communication; while a
letter was much cheaper, it was much slower aneliabte. It took the postal system
more than two months to send a letter across théi®a 0 make things worse, letters
and packages were often lost. During his stay ic&o, Wen’s major means of
communication with his family and friends at homaswhrough letters. Wen was deeply
aware of the limitation of this technology as henptained repeatedly about the slowness
of the postal system and the loss of letters ac#gges:** Even within such a lesser
technology as the letter, as Wen sharply pointédtba daughter was further trivialized
by the minimization of the number and size of thedg regarding her news and the

relegation of the news to the marginal positiothef corner of the page. Such insightful

observation of the diminishment of women and ingasiemployment of tropes of

119pid., 143-144.
M1 For example, see letter to Wen Jiasi dated Semtedh 1923 in Wen YidudVen Yiduo quan[iThe
complete works of Wen Yiduo], vol. 12, 187.
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technology had a lot to do with Wen’s experiencéheftechnological modernity and
feminist atmosphere in Chicago. The strong accahptl women in Chicago provided
Wen with vivid models for the liberation of womenChina and enabled him to
challenge the weak position women were relegated to

During the winter break shortly after his dinneretieg with Tietjens, Wen
composed his well-known “Red Beans” poem seriedyster of short love poems
addressed to his wife. The title “Red Beans” ndy amdicates the thematic rubric of
these poems -- lovesickness for his wife — but #ieg organizational structure. While
the general theme of lovesickness threads all dkeeng together, each poem depicts an
independent moment of reflection, not necessamiigning a coherent narrative.
Numbering provides the most random and loose waygdnizing the content of a long
poem. Under each number is a fragment of thoudid.absence of a title for each
fragment indicates its integral relation to the Vehpoem, yet allows its flexibility to be
read in connection with any of the rest of the psem

The marriage between Wen and his wife was arrabgebdeir parents. Unlike

most May Fourth intellectuals who abandoned thérew of arranged marriage and went
on to pursue love, mostly in common-law marriagenWiduo chose to obey his parents,
married his cousin, stuck to this arranged marraggshared genuine affection with his
wife. Because of this unique situation, these lpgems, addressed to his arranged
marriage wife, not only express Wen's lovesickrfes#is wife, but also his more
complicated understanding of love and marriagegponse to the stereotypical

mainstream discourse of love and marriage in China.
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In these poems, the male speaker always idenhifieself with the weak. For
example, poem No. 19 reads like a condensed \ariafi“A Lone Wild Goose.” Similar

to the latter, the speaker identifies himself vatlone wild goose in a foreign land:

oA bt = 1R BT o | am a bow-startled cutoff wild goose.
T 17 E T 1L 4R, My mouth wants to cry out your name,
WO And to hold th.e reed at the same time,
e N Ensuring my life.

How awkward | am!

IR T

In this poem, the nourishing and protective nahome of the “reed bushes” elaborated
in the poem “A Lone Wild Goose” is reduced to agierblade of reed positioned
precariously in the mouth of the cutoff wild gooSénilar to “A Lone Wild Goose,” this
home in nature is critical in the sustenance offi ltbé spiritual and physical life of the
speaker. The poem epitomizes the contradictorysiEedhe sustenance of life and the
chanting of poetry. To “cry out your name,” thatts chant the love poem for his wife,
the speaker needs to open his mouth and breatthgeato maintain the sustainability of
life, he needs to shut his mouth tight to holdréned. Whether the need to hold onto the
reed is due to the suffocating factory coal-smak#he overwhelming presence of strong
female authorities, the poet speaker admits tdaimtward” situation he is trapped in
and unmistakably identifies with the weak.

In many poems, the male speaker describes hisandenimself as equally
vulnerable, subjected to the impact of externatdsr with little or no agency themselves.
For example, in poem No. 23, the speaker and liesave compared to “two leaves of
duckweed”:

P TEN TP We are two leaves of duckweed:
From the speed of our meeting and parting,

H12\Wen Yiduo,Hongzhu[Red candle], 251.

115



MR BRI, And the remoteness of the distance,
[ P B b 3 One could discern the scale of the wind,

A LLE R LS &, The size of the waves.
BILERA. 2

In No. 25, “we” are explicitly equated to “the wéadt the mercy of the upholders of
Confucian rites and ethics who arranged their rageri Unlike many May Fourth
intellectuals such as Guo Moruo who equated thesvof their arranged marriages with
the evils of the arranged marriage system andggatt the abandonment of them as a
brave rebellion against the old system and pudfiatmodern identity, the male speaker
in Wen'’s poem identifies with his wife of the argea marriage and lays bare the absurd

nature of the wedding ceremony of this arrangediage with utter and brilliant sarcasm:

FA159E EAN We the weak are fish and meat;

BA1e sk We will be valued by the fortune-seekers,
N WA T, Held in sacrificial vessels,

{ﬁ?ﬁfiﬂg%ﬁﬁ Laid in front of the shrine of ethics and rites.

i |
41150 2 2 g 114 How glorious we are!

In poem No. 30, Wen'’s reflection on their arrangeatriage takes an even more
extraordinary turn. Rather than demonizing theesysbf arranged marriage as many

radical May Fourth intellectuals did, Wen depicis &rranged marriage as a risky,

painful yet not completely erroneous operationraffting:

fb AT THIRE T B A, They cut open my skin and flesh,
B E RO A L Riskily forced her sprig

o 25 i A AR TR 22 b Onto my stalk.

ATk FL A 2500 () Now | carry a swollen scar

Yet have blown flowers never before bloomed.
How cruelly smart they were!

HIOT MR EATEMAEIL T -

1&1[‘]7%751‘%@»&\ EQHE"HE”@ ! Yet every time | notice the flower-watching folks
(ERSARIES R E =y At YN (] Throwing their glances up and down
N AETRERIL, Studying my stalk,

3 No. 23 in “Red Beans,” Wen YidusiongzhyRed candle], 255.
14wWen Yiduo,HongzhyRed candle], 257.
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T EE R ZE LB, My face turns red!
SR8 AN

Grafting is a technique used to join parts from plants with cords so that they grow as
one. It hurts deeply and might kill either or bpthants, yet also provides possibilities for
a new life. In this case, this cruel deed resulthe most beautiful flowers of love. The
trope of grafting sets this poem apart from theamiyj of May Fourth literature where
arranged marriage equals absence or suffocatitmvef Wen is clearly aware of the
difference between himself and the majority ofdeatemporaries, for the latter are
figured as the flower-watching people. For therowkrs of this kind can only bloom
from “free love,” not from arranged marriage. Thalenspeaker, under the gaze of these
people, betrays his awareness of the differencedset his case and the dominant
discourse among the intellectuals. The face turn@dgcould be a sign of embarrassment;
it could be a sign of excitement as well. Whatat/ardicates, the trope of grafting in this
poem breaks away from the monolithic discoursédefradical May Fourth intellectuals
and shows the complexities and subtleties of sealthat is more, the weak figure,
which appears as the helpless victim of the mashméA Lone Wild Goose,” appears to
possess the power to generate new life againsiasie environment in this poem.
Strangely, Wen Yiduo failed to maintain such anta¢eminist awareness after he
went back to China. In an essay titled “Funu jigfarenti” (“The Issue of Women'’s
Liberation”) (1945), Wen completely adopted thensegly objective yet privileged high
position of male-centered May Fourth intellectus#hile advocating the notion of the
strong woman as the model and leader of futurei@yltWen characterized Chinese

women in history as slaves, Western women as putesti and the “completely liberated

15 hid., 262-263.
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new women” as “useful *° Not only were all these categories defined intiefato
male needs, but the strong high-achieving Amengaman leaders from his Chicago
years were left completely out of the picture. @Qmaders what caused Wen to change
his views over the years in China.

While this question is beyond the scope of thiptdria | want to note Wen's
identification with the weak was at the price abfmund pain on his part. Despite the
profound insights gained through this suffering,rVgéll longed to regain his masculine

and authoritative privilege. Take for example N8.df his “Red Beans” series.

KA T! | am after all a man!
A1k W ) When we meet in the future,
WAERTR I T gca.rll, after cryinr? to you,
o Af S mile at you right away.
E;%Egﬁﬁ Yet you don’t need to do this;
/; . o You may turn up your face and look at me,
PRy LA A K Like a moist rose,
Bl gl In the slanting sun after rain
7555 J5 I RIBH Slowly basking dry your tears.

08 LI TR IR . M7

The poem opens with the speaker categoricallynaiffig his masculinity. While sharing
with his wife the weakness of tears, the male speséts a higher bar for himself than
for his wife: as a gesture of love, he requiresdatinto smile at her immediately after
crying, but allows his wife the luxury of drying hiears slowly, a beautiful love poem
with exquisite images. Yet the speaker seems twbenly lovesick for his wife, but
lovesick for his wife’s lovesickness. In his imaagfiton, not only does she look up at him,
but when she looks up, she is still the objectisigaze. What the speaker pines for here

is not only reciprocal love from his wife, but te the center of attention and admiration.

18Wen Yiduo,Wen Yiduo quan[iThe complete works of Wen Yiduo], vol. 2, 414-418.
17Wen Yidug HongzhyRed candle], 244.
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This desire to be the center has a lot to do winfarginalized position in the
“matriarchy” of Chicago.

It should be noted that Wen was welcomed into dugas circle of the Arts Club
andPoetrymainly for his expertise in ancient China; hisntiy as a modern Chinese
poet was never really recognized. Though Robertt®ishowed interest in Wen’s new
poetry in Chinese and offered to help Wen transi&eoems into English® he was
only a teacher of French at Evanston High Schodliimis*® rather than some powerful
figure in thePoetrycircle. Though Wen introduced Winter as the assed?aofessor of
French at the University of Chicago in his left€rthere is no record of Robert Winter in
the University of Chicago archives. It is possithlat Winter taught French as an adjunct
professor at the University of Chicago. It was @uahy up to the female authorities
from Poetryto decide whether Wen’s poems were good enougpuiblication. Despite
Tietjens’ expressions of approval and interestuhlishing Wen’s poems, Wen’s poems
never appeared iRoetry*?!

In his letters to friends, Wen frequently complaradout his loneliness in
Chicago and his longing to resume his life in aeriarary community. For example, in
his letter to Liang Shiqgiu dated May 29, 1923, \enfessed that the long poem “In the
Garden” was composed in a state of “sadness, dekpaliness and boredom.” He later
wrote,

All'in all, the year in Chicago has been extrenpinful. Except for a foreign
girl in the class with whom to talk superficiallp@ut language, there was nobody

18 He also invited Wen to translate classical Chinesetry together. See Wen'’s letter to Liang Shigiu,
dated December 27, 1922. Wen YidMéen Yiduo quan[iThe complete works of Wen Yiduo], vol. 12,
126.

19«R K. Winter, Ex-Local Man, Raps U.S. Policy in #a,” inCrawfordsville Journal August 17, 1950.
Rockefeller Archive Center.

120\Wen Yiduo,Wen Yiduo quan[iThe complete works of Wen Yiduo], vol. 12, 126.

121| checked all issues &foetryfrom 1922 to 1925.
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to talk with. A year is painful enough; | must draige of you along with me in
the future®?

In his last letter written in Chicago, dated Segienil2, 1923, Wen Yiduo told his
brother Wen Jiasi his plan of moving to Coloradoiigys to live with Liang Shiqiu,
The Art School in Colorado Springs is probably asigood as the Art Institute of

Chicago, yet living together with Liang Shigiu atiadking about literature

together, the pleasure of exchanging poems shauloutstrip being entrenched

in Chicago™*®

Writing to Wen Jiasi again on September 24, 1928tghafter settling down in
Colorado Springs, exactly a year after his crissrdis Qinghua poetics described in the
letter | have quoted at the beginning of the chaMéen Yiduo singled out two
advantages his life in Colorado Springs over thahicago, that is, male-centered
literary community and its pristine nature:
In short, moving here is probably less constructbrany study of art, yet for
literary creations, being able to encourage eacbratith Shigiu, exchange
poems with each other, it will lead to great acchshments. And in Chicago,
breathing coal smoke all day long, even my sniwel saliva were black; here |
am able to breathe air and bathe in the sun, whialso of great benefit for life
preservation->*
However, despite his joy in sliding back to the éorhzone he was used to at Qinghua,
Wen never experienced such intense poetic creatigiin Chicago in the rest of his
years in the States, whether in Colorado Sprind$ewv York. In fact, at the end of the
first semester at Colorado Springs, Wen admitteém Jiasi, “Thinking back on the

half a year here, spiritually | feel more peacdfidin in Chicago. Yet strangely, though |

122\Wen Yiduo,Wen Yiduo quan[iThe complete works of Wen Yiduo], vol. 12, 177.
2% |bid., 185-186.
24 Ipid., 187.
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have been living together with Shigiu, contrarydoat | thought, my literary
productivity was extremely low*®

The many downsides of Wen'’s relations with the oftfChicago were a blessing
in disguise. His involuntary half-drowning immensias a modern man, though not by
his choice, saved him from an absolute elitist dataent from and objectification of the
impenetrable crowd. It is no coincidence that Wemar in Chicago was the most
productive of his three years in the United Stdtesas in Chicago that he experienced
not only the initial shock of a modern man movintpithe modern capitalist city as
Simmel observes, but the most violent clashes afynetements refracting and
imploding in him and channeled into his poetry. Té@sion of experience triggered the
most complicated, often contradictory sentimentsiimn, reflecting, colliding, refracting
in the cloud chamber of his body. Everything was:neot even the knowledge he gained
about the United States at Qinghua was usefult@ate this new milieu. The capitalist,
materialistic, commercial and corrupted United &dte learned from mass media and
classrooms at Qinghua was challenged, revisedcamglicated by his experience in
Chicago. The complexity of experience that allowesl coexistence of contradictions
saved him from the simplistic radicalism of the nsiileam May Fourth intellectuals in
China. Yet, for various reasons, Wen'’s alternapigetics was eclipsed by the hegemony
of dominant intellectual discourse of modernityGdhina with few exceptions. In the next
chapter, | will focus on Chen Jingrong (1917-198® of the few female poets in the
canon of modern Chinese poetry and the only fe@hlaese translator of Baudelaire. |

demonstrate how Chen strove for a distinct poeticsony with her acute insights into

1% \Wen'’s letter to Wen Jiasi dated January 8, 1928ith, 200.
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war-time modernity and Baudelaire’s poetry in th@lerdominated literary field in

Shanghai in the 1940s.
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Chapter Three

Chen Jingrong’s Journey to a Feminist Poetics

This chapter will not focus on major male poetautjiothe field of modern
Chinese poetry, like many other fields, continnebé dominated by men. Instead, |
focus on the poetic explorations of Chen Jingrdr817-1989), one of the few female
poets in the male-dominated modern Chinese poatiorcand the only female Chinese
translator of Baudelaire since his first introdantinto China in 1919.Though Chen
Jingrong played critical roles in the history of sleon Chinese poetry, scholarly studies
of her in English have been few and far betwebnChina, Chen was mostly studied as a
member of the Nine Leaves Schdojther than a poet in her own right in the histfry
modern Chinese poetry, until the publicatiorChien Jingrong shiwen {Poetry and

prose of Chen Jingrong) in 2008. In the prefadhicollection, Zhao Yiheng credits

! Zhou Zuoren (1885 - 1967), a modern Chinese wrssayist and translator, was credited as theofires
who acknowledged Baudelaire’s influence on his oietXin gingnian[New Youth vol. 6, no. 2,

February 1919. See Liu Chengxin, “Xu: ‘quan’ ‘xioté fengxian” [“Preface: ‘Completely’ ‘New’
Contributions”] in Wen Alyi, transE zhi hug The Flowers of Evjl(Chengdu: Sichuan renmin chubanshe,
2007), 4; also see Zou Zhenhudmgxiang zhongguo jindai shehui de yibai zhongy[®ne hundred
translated works that influenced modern Chinese&esgdBeijing: Zhongguo duiwai fanyi chuban gongsi
1996), 429.

2 In the English world, there are only a few PhDsdiations on Chen. For example, Shiu-Pang E.
Almberg, “The Poetry of Chen Jingrong: a Modernr@sie Woman Poet,” PhD dissertation, 1988,
University of Stockholm; Andrea Lingenfelter, “A Mad Category: Nine Women of Modern of Modern
Chinese Poetry, 1920-1997,” PhD dissertation, Usitye of Washington, 81-135.

% To name a few: Jiang DengkByye shiren lungagThesis on the Nine Leaves poets] (Chongging: Kina
shifan daxue chubanshe, 2006), 30-53; TangJ8hje shiren: Zhongguo Xinshi de zhongxifge Nine
Leaves poets: the resurgencectinese New PoetfryShanghai: Shanghai jiaoyu chubanshe, 2003), 110-
152. “Nine Leaves” is the title of a collectionmfems by nine poets who experimented with Modernist
techniques in poetry during the 1940s. Chen wamanrtant poet in this group and one of the editdrs
the poetry journals that published their poetrthia Nationalist-occupied Shanghai during the |8&405
before CCP took power in 1949. | will give morealletd information about Chen and this group later o

123



Chen as “a profound source linking the 1930s thinahg 1980s and silent carrier of the
undercurrent of the modernity of Chinese poefrghen Li, editor of the collection, also
emphasizes Chen Jingrong’s crucial position asrgrortant link between the 1930s and
the 1980s in her recent articfevith her first poem published in 1932nd last poems
written in 1987/ Chen Jingrong is indeed one of the few Chinestspohose works
bear the imprint of a half century’s turbulent mod€hinese history.

To better understand Chen'’s significance as aaktliok in the history of modern
Chinese poetry, it is necessary to place Chen’igoareer in the larger historical
context. Growing up in the 1920s, Chen’s early rs¢yle education afforded by her well-
off family consisted of traditional Chinese litareg and translated Western texts, as well
as the new literature and ideals from the May Fogeneration. Yet, unlike her male
counterparts whose families readily supported thigist college education in China or
abroad, Chen did not receive any formal higher atlo due to the opposition of her
family. She managed to educate herself by sittingpilege classes, reading on her own
and joining literary circles in Beijing after rumg away from home in 1934. During the
few years before the eight-year War of Resistageenat the Japanese invasion (1937-
1945), Chen immersed herself in the male literaigtecin Beijing and actively engaged

in poetic experiment and innovation like her madartterparts. From 1935 to 1937, Chen

* Zhao Yiheng, “Shihang jian de zhuanji: ®@hen Jingrong shiwen’j{[Biography between the lines of
poetry: preface tdhe Collection of Chen Jingrong’s poetry and piided_uo Jiaming and Chen Li, eds.,
Chen Jingrong shiwen [Poetry and prose of Chen Jingrong] (Shanghai: Frudlaversity Press, 2008), 5.
® Chen Li, “Chen Jingrong yu Cao Baohua de Qinghnigusin: zaoqi yishi yu lixiang chuzou shijian” [The
Qinghua poetry connection between Chen JingrongCamiBaohua: uncollected early poetry and the
runaway incident]Xin wenxue shiliapNo. 3, 2008, 158-164; Chen Li, “Ren yu ziran drlie yu tongyi:
Chen Jingrong shige ‘genxing’ jiedu” [Fission awleémtity between Human and Nature——Interpretation
of " Root Character" of Chen Jingrong's Poetfyjpnghua wenhua luntano. 4, 2009, 31-38.

® Chen's first poem “Huanmie” [Disillusion] was pighed inQinghua Weekly1932, vol. 38, no. 4, see
Luo Jiaming and Chen Li, ed€hen Jingrong shiwen [Poetry and prose of Chen Jingrong], 300, 726.

" Chen Li, “Chen Jingrong shengping ji chuangzumbiao” [A chronicle of Chen Jingrong’s life and
literary writings], in ibid., 736.
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was the youngest and probably the only female anaag@up of poets and writers in
Beijing who further refined modern Chinese vernacploetry after their predecessors
such as Guo Moruo and Wen Yiduo. Chen Jingrongadlgtsat in Wen Yiduo’s lecture
classes at Qinghua though he had turned from ptesgholarship by that time.

Chen’s first two marriages, both with more estdigds older male poets (with
Cao Baohua (1906-1978) from 1936-1939 and withln#1912-1986) from 1940 to
1945) turned out to hinder rather than encouradpetditerary pursuits. Upon the
outbreak of the Anti-Japanese War in July 1937ikanhany modern Chinese
intellectuals who left for the CCP controlled areash as Yan’an, Chen first moved to
Chonggqing, a Nationalist-controlled city, with CBaohua, then moved to Lanzhou in
northwest China with Sha Lei. Although Chen managegliblish a few essays in
Chonggqing, she was almost completely cut off frbwmliterary community and did not
publish anything in Lanzhou due to the isolatiod apavy domestic duty as a full-time
housewife with two baby daughters to take carénohddition, Chen had to struggle to
continue her poetic career against the dismissiiede toward her identity as a poet
from male literary authorities most close to hemely, her poet husbands. Thus, the
eight-year Anti-Japanese War for Chen meant baHigjint for national survival against
the Japanese army and the struggle for poetic antpmagainst Chinese male literary
authority. The latter left a more concrete imponther poetry and psychology.

In January 1945, about seven months before thekthe Anti-Japanese War,
Chen finally left her second marriage in full putsaf her literary career. She first settled
down in Chongging, and a year later moved to Shaingloth big cities in the

Nationalist-controlled areas. The four years Chvedlin Chongging and Shanghai
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proved to be the most productive period of herditg career. Her poetry, prose poetry,
essays, and poetry translations frequently appeane@jor newspapers and literary
journals. She published two prose collections, pwetry collections, and a number of
literary translations. From July 1947 to June 192I8en co-edite®hi chuangza@oetry
creations). From June 1948 to November 1948, sheglitedZhongguo xinsh{Chinese
new poetry). It was in Shanghai that Chen firmliabbshed herself in the literary field.
Yet it was also in Shanghai that Chen’s poetic pects in the Mao era were completely
destroyed because of her extremely different patyie from the prevalent
propagandistic poetry and her debates on diffgyeatic approaches to reality with
Leftist writers and critics supported by the undeumnd CCP organization in Shanghai.
As You Youji notes, by the time the Anti-JapanesarWas over, the poetic field,
even in Nationalist-controlled areas such as Shainglas dominated by “People’s
Poetry,” advocating revolutionary realism and opgimm, catering to the taste of the
masse$.From December 1946 to February 1947, Chen’s téinsl of Baudelaire and
her so-called “Baudelairian” poetry was mercilesgbacked by Leftist critics as
“ambiguous,” “obscure,” and “hard to understafdtiticizing Chen’s “Baudelairian
tendency,” one critic singled out two major lindgpoetry descended from the 1920s: the
Romantic line represented by Guo Moruo who “mameéditheir Romantic enthusiasm,
reevaluated the tendency of social changes, andduo the prevailing trend of
revolution” and the “aesthetic” line such as thevNeérescent poets whose poetry

“quickly lost its social foundation” during the éigyear Anti-Japanese War (1937-1945).

8 You Youii, Jiuye shipai yanjiStudies on the Nine Leaves Poetry Sch@®lizhou: Fujian jiaoyu
chubanshe, 1997), 41-42.

° For example, see Li Baifeng, “Cong bodelaier deasigi” [Speaking of Baudelaire’s poetry], Wenhui
bao(Shanghai), No. 153, January 30, 1947, and TanoZidaomie xiesiteli de gingxu” [Eliminating the
sentiment of hysteria], ivenhui baqShanghai), No. 163, February 9, 1947.
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According to this critic, Chen Jingrong belongedhe second line, a member of the
petty bourgeoisie with close affinity to Baudelaivho “are sentimental toward the past,
do not have confidence in the future, and do neelhe strength to approach the new
revolutionary forces®®

This series of Leftist attacks on Chen’s “bourgé@sdency was not an isolated
event, but a prelude to the debates between Leftitdrs and critics and literary
intellectuals who insisted on a more complicategraach to poetry and reality. The
latter were often called the “modernists” by litgracholars because their poetry
employed poetic techniques from Western modermstrg. In July 1947, Chen Jingrong
co-editedPoetry Creationgogether with Zang Kejia, Cao Xinzhi and othersti#e
beginning, this poetry journal published both “PletpPoetry” by Leftist writers such as
Zang Kejia and “modernist poetry” by Chen Jingramgl her fellow poets who became
known as the “Nine Leaves poets” in the 1980s. As Youji states, the journal was
immediately under attack by Leftist critics who adated “People’s Poetry” as soon as it
came out because of the “modernist poetry” it miigd. In June 1948, because of the
disagreement between the Leftists and the Modestrr@ten Jingrong and her “Nine
Leaves” colleagues leRoetry Creationsand startecdChinese New PoetryThe new
poetry journal was inevitably under fierce attagklleftist critics.**

During the Mao era from 1949 to 1978 when the netiohary discourse became
the official guiding principle for literature, Chemd many literary intellectuals who did

not follow this principle were compelled to give ligerary writing and switched

2 Dong Ping, “Tan bodelaier gingxiang” [On the Balaitéan tendency], iWenhui baqShanghai), No.
168, February 14, 1947.

™ You Youiji, Jiuye shipai yanjijStudies on the Nine Leaves Poetry Sch@®lizhou: Fujian jiaoyu
chubanshe, 1997), 42-52.
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completely to literary translations, as the lattere regarded as harmless drudgery that
did not carry the translator’'s own voice. Ironigait was Chen’s translations of
Baudelaire, published in the July 1957 issu¥iofren(Translatio)*? that served as an
important source of inspiration for many young gaattheir search for a new poetics
during the Chinese Cultural Revolution (1966-19A8)Bei Dao recalled,

The nine poems she [Chen] translated appearearious issues diVorld

Literaturein the 1950s and 60s, were gathered together hg tdishing for a

needle in the sea and copied down neatly in owhomks. For the underground

literary world in Beijing that originated at theceof the 1960s, the translation of

those poems played a role of spiritual guidancedbald never be overstated.
What is more, these translations were collected/@aguo wenxue zuopin xuan
(Selections of foreign literature), a textbook ¢otlege liberal arts education published in
1979 and an important source of literary inspiraifor experimental poetry in the 1980s.
Interestingly, the new generation of poets wasctzed by the official critics in the same
terms used by Letftist critics to attack Chen Jinmgron the 1940s. Some of the critics
were exactly the same ones who had attacked Chier &4

The appellation of “silent carrier of the undereut” of modern Chinese poetry
was patrticularly apt for Chen because of her unepperience as a female poet in a
male-dominated field. Take for instance the debatut her translation of Baudelaire

and her Baudelairian poetry. There was a strikisgrdpancy regarding a sense of

history and reality between Chen and her attackensChen, the eight years between

2 The journal was renamed &ki jie wen xugWorld Literature] in 1959. Chen’s translationBéudelaire
from Translationwas collected in Zhou Xuliang, etaiguo wenxue zuopin xufdelections of foreign
literature] (Shanghai: Shanghai yiwen chubansh@9),87-98.

13 Bei Dao, “Li'erke: wo renchu fengbao er jidongdahai” [Rilke: | recognize the storm and agitake li
the sea], in Bei Dao, Shijian de meigui: Bei Daibs[T he rose of time: essays by Bei Dao] (Beijing:
Zhongguo wenshi chubanshe, 2005), 86.

4 For example, Li Baifeng was among those who btiticked Chen in 1947 and the “Obscure poets” in
the 1980s.
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1937 and 1945 meant both the national history ®@#hti-Japanese War and her personal
history of struggling for literary freedom agaitisé stifling force of her male literary
colleague/lover. Chen’s insight into the discrepabetween the theoretical recognition

of gender equality and the actual situation of @ee@women enabled her to gain sharp
insights into the complexities of war-time realipften absent from the experience of and
difficult to understand for her male Leftist countarts. Accusing Chen as one of the
“decadent Bourgeoisie /intellectuals” removed fribra reality of workers’ and peasants’
revolution, Chen’s Leftist critics invariably carfrem a class framework. Their reading
experience of Chen’s poetry as “ambiguous,” “obsguand “hard to understand’was
often due to the lack of a gender consciousness$aginde to grasp the often gendered
perspectives and profound irony embedded in Cheresics. Both Li Baifeng and Tan
Zihao, two of Chen’s harshest critics who compldiabout the obscurity of Chen’s
poetry, assumed Chen was a man and criticized “aisrd follower of Baudelairg.A

milder critic affirmed that He [emphasis mine] could indeed quite epitomize tlo@dn

and experience of intellectuals in the new erat’iBtstill quite distanced from the
surging time and complex reality”Even her defenders such as Tang Shi (1920- 2005),
Chen’s colleague and close friend, highlighted agculne quality in her poem, “a

female poet, yet tunes of masculine complexity amg@ncy often exude from her

15 For example, see Li Baifeng, “Cong bodelaier deasfmi” [Speaking of Baudelaire’s poetry], Wenhui
bao(Shanghai), No. 153, January 30, 1947, and TanoZibdaomie xiesiteli de gingxu” [Eliminating the
i}entiment of hysteria], ienhui baqShanghai), No. 163, February 9, 1947.

Ibid.
" Tie Ma, “Liielun Chen Jingrong de shi — dule tayie mosheng duzhe de xin yihou de ganxiang” [A
brief note on Chen Jingrong’s poetry — thoughtsratading his letter to an unfamiliar readerenhui
bao(Shanghai), December 30, 1946, see Wang ShengsiJiegge shiren” pinglun ziliao xuarjselected
critical resources on the “Nine Leaves Poets”] (®jteai: Huadong shifan daxue chubanshe, 1995), 222-
223.

129



poetry.”® The gender politics surrounding the reading ofrGhpoetry and her
“Baudelairian tendency” compel us to ask: did CkéBaudelairian” poetry in the late
1940s sound like a man’s? If yes, to what ear acdrding to what criteria? Did the
literary field, whether literary writing or transian, share the common assumption that
every member was a man? Was “masculine” a moreaidsiquality for the modernist?
Why did Chen'’s distinctly gendered poetics seemaiee fallen on the deaf ears of both
her foes and friend$®

In this chapter, drawing on uncollected essaysingpapers, Chen’s newly
excavated works and biographical information fraoent scholarship, | trace Chen’s
poetic career from her teenage years in the e@894 to the late 1950s and tease out the
complicated dynamics among gender, politics ardditire. | demonstrate how Chen’s
painful struggle for her own literary career notyoenabled her to gain acute insights
into the discrepancy between modern Chinese mtdiaatuals’ discursive promotion of
gender equality and their actual practice of traddl patriarchal values in reality, but
also discrepancies between other promoted discoarsgreality, which resulted in a

brilliant poetics of irony.

Female Apprentice and Male Masters
“Disillusion,” Chen’s first published poem writtext the age of fifteen, is not only

curiously prophetic of her life and literary pursuirom 1932 to 1945, but showcases her

18 Tang Shi, “Yansu de xingchenmen” [Solemn starsghi chuangzagPoetic creations], No. 12, 1948,
see ibid., 46.

19 Zhang Songjian has a detailed account of thisteedrad uncovered many of the articles buried in
newspaper archives. Yet he does not call attembiohis gender issue. See Zhang Songjaandaishi de
zaichufa: Zhongguo sishi niandai xiandaizhuyi shizlxintan[The re-depature of modern poetry: new
explorations in the modernist poetic trends in1Bd0s China] (Beijing: Beijing daxue chubanshe, 200
84-88.
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early aspirations for May Fourth ideals such asatbeolute freedom of a Romantic
individual, and one critical concern that would set apart from her male counterparts —

the suffering woman. Let us look at the poem itself
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Late at night | sit alone, silently, head loweradhought

Toward the dim light, -- as though | am living iagle-green
Bamboo grove, receiving the great gifts of Natatedaybreak

| jJump out of bed, listen to the birds’ pure soramire the clarity
Of the stream, and for food | gather spring dewp @b@ green grass.

..At this moment | think

Here the dins of the dusty world definitely do e&ist, here

My restless soul is allowed to bathe freely in¢hear spring of

Truth. -- yet just when | am so enchanted, so e,

The pained groans of my mother come from next dagting short

My incredible fantasy. | have no choice but to féoe solitary light, head lowered

in deep thought,

And let out a sigh about my ordinary rippleless.lif
The poem features a sharp contrast between faatakyeality. The lion’s share of the
poem, the lines between the dashes, seems toaoffelaborate rendering of the
Romantic ideal laid out by early May Fourth intetigals such as Guo Moruo in the
1910s and 1920s: the solitary poetic soul of then&datic individual in absolute free

pursuit of Truth, which is symbolized by affinity Nature and isolation from “the
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hubbub of the dusty world.” However, while emplayiterms such as the solitary poetic
soul, Nature, and Truth (all neologisms adoptecthfEeuropean Romanticism by early
May Fourth intellectuals whose works Chen readrestteely during her junior high
school yearsY° the speaker in this poem does not seek to clginvideged position
higher than Nature as the speaker in Guo’s poeteg,drather the speaker’'s complete and
joyful immersion in Nature and isolation from thi#aé hubbub of the dusty world” is
more akin to the Daoist harmony between human atute, a rebellious gesture against
the corruptions in sociefy.

Further, similar to Guo Moruo’s well-known “Nighb8g of a ‘Misanthrope,
the speaker’s fantasy for absolute spiritual freedo Chen’s poem is in violent conflict
with harsh reality. Yet, unlike the poetic spealkeGuo’s poem, who leaves the
tormenting reality behind and opts to embrace ameaisy of complete individual freedom,
the speaker in Chen’s poem is pulled out of thatiafsy by the reality of the “painful
groans of my mother,” similar to Wen Yiduo’s diggion with the Romantic ideal in the
“dusty world” of Chicagd™ With the poem ending on the anti-climax of a wotsan
suffering, this poem bears much closer affinitylen Yiduo’s painful yet rewarding

contemplations of the complexities of reality tiano’s creation of Romantic fantasies.

While Guo wove one idealist fantasy of individuaddom after another by erasing from

20 As Chen recalls, she had the opportunity to reaensively prose works by early May Fourth writers
and poetry such as Guo Moru@ke Goddessepoetic works by Bing Xin (1900 - 1999) and WerdYo
during her junior high school years. see Chen dimgy “Xu” [Preface] in Chen Jingron@hen Jingrong
xuanji[The Selected works of Chen Jingrong] (Chengduh&&io renmin chubanshe, 1983), 1-2.

%L Chen did start reading and reciting classical €énpoetry extensively from a very tender age. Fagen
5, Chen’s grandfather started to teach her to asadrecite classical Chinese poetry. see Chenahggr
“Xu” [Preface] in Chen Jingrondg;hen Jingrong xuan]iThe Selected works of Chen Jingrong], 1.

22 See Chapter One for detailed analysis of the poem.

% See Chapter Two for detailed analysis of Wen’'gldison and transformation.
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his poetic realm the complexities of his marriagesanged or new-style, Chen
juxtaposed that fantasy and the suffering womaheastart of her poetic career.

The physical pain of “my mother” in the poem is laugynecdoche of the tragic
fate of Chen’s mother. Prevented from new-stylecatlan despite her dearest wish and
confined to the narrow domestic life after marrigipe resulting mental pain
accompanied Chen’s mother for life. That was why ftmly supported Chen Jingrong
in her new-style educatidfi.The poor health she suffered was caused at lagsy py
her mental distress. Chen’s mother’s painful exg®e would impel Chen to run away
from her family to pursue the May Fourth ideals asdape the confined fate of her
mother. And the tension between the restrictionsvomen and Chen’s pursuit of
individual freedom, independent career and so@aitpn would remain a constant
theme in both her personal life and poetics.

Chen’s deep commitment to the early May Fourthlidéaomen’s liberation did
not result from witnessing her mother’s experiealome. The elitist new-style education
Chen received at the Leshan Girl's School in Leshamall city in Sichuan, not only
offered her the opportunity to read works by edby Fourth writers and poets, but
imbued her with “ideals of gender equality as wedl ambition and confidence in

developing a great career in societyFor instance, the school song clearly instills the

24 Chen Li, “Chen Jingrong shengping ji chuangzumbiao” [A chronicle of Chen Jingrong'’s life and
literary writings], in Luo Jiaming and Chen Li, edShen Jingrong shiwen [Poetry and prose of Chen
Jingrong], 725.

% Chen Li, “Ren yu ziran de fenlie yu tongyi -- Chéingrong shige ‘genxing’ jiedu” [Fission and Idignt
between Human and Nature -- Interpretation of "Rolwdracter” of Chen Jingrong's Poetg&fhonghua
wenhua luntanno. 4, 2009.
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girls with such aspirations, “equal rights betwesen and women, education first, career
follows...”?®

Chen never gave up these ideals, not even whaothenant discourse among
mainstream intellectuals shifted from individudldration and women’s emancipation to
the revolution of the masses, i.e., workers andg®s, in the late 1940s. Her pursuit of a
literary career in the male-dominated field wasatgvcomplicated by and accompanied
by her constant effort as a woman to shake ofttteekles of the patriarchal authority.
Ironically, the oppressive patriarch was oftenfé#lw modern male poet and lover who
was pursuing the same literary career as Chen &odemancipated Chen from a
patriarchal power in the first place. The tensietween the May Fourth ideal of
individual freedom and the reality of Chinese womanld eventually lead to Chen’s
reevaluation of those ideals and the developmeatgafetics of irony in the late 1940s.

In fact, in May 1932, encouraged by Cao Baohua@iB®@78), a rising young
poet of the New Crescent Schfand Qinghua graduate who taught Chen Englishrat he
junior high schoof® Chen attempted to run away from home for the finse with Cao,
but was prevented by her father. Instead of Chaw, [€ought “Disillusion,” the poem
guoted above, to Beijing and published itimghua Weeklythe student-run literary
journal at Qinghua which Wen Yiduo contributed sosastudent and later edited. Early in

1934, Cao got in touch with Chen again throughfige frequently exchanged

% eshan shi zhongqu jiaoyu Zhieshan: Leshanshi zhongqu difangzhi bianxie weijwi, 1990), 187,

see ibid.

%" Cao published his first poetry collectidnshihun[To the poetic soul] in December 1930, théng yan
[The fire of soul] Wen Yiduo, Xu Zhimo and Zhu Xiang all thought Higbf his poetry. See Fang Xide,
“Wen Yiduo, Xu Zhimo, Zhu Xiang zhi Cao Baohua @ $eng xin” [Three letters to Cao Baohua by Wen
Yiduo, Xu Zhimo, and Zhu Xiang], Beijing daxue x@emo. 4 (1983), 69-73.

% According to Shiu-Pang E. Almberg, Chen met Caola for the first time when he became her
English teacher at the Girl's School in Leshan, €héometown, a small town in Sichuan province, in
1930. See “A Chronological Table of the Life and Wof Chen Jingrong up to 1987,” in Shiu-Pang E.
Almberg, “The Poetry of Chen Jingrong: a Modernrgse Woman Poet,” 327.
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correspondence with her, encouraged her to pudiege education in Beijing and
offered to help her financial’. At the end of 1934, Chen finally ran away from leom
with the money sent by Cao and broke with her fariil including her beloved mother
and the grandfather who supported her new-styleatin®*

Up to this point, the relationship between Cheigréing and Cao Baohua
resembled that between &dtomiko and Guo Moruo before they moved in together
Like Sab, Chen was a modern new woman with new-style educand aspirations for
a woman’s social role rather than the domesticaskgned to her by tradition. Similar
to Guo, Cao was a modern man who showed suppattiéanodern woman’s aspirations
by encouraging her to escape the shackles of &ditional family and join him in the
pursuit of a modern career. Yet, unlike ®aho got trapped in the domestic roles of a
wife and mother in her new-style common-law maeiagth Guo and had to give up her
own pursuit of a modern career, Chen did not mawsiih Cao and enter a common-law
marriage with him immediately after arriving in Beg. Instead, she lived in various
dorms and was able to launch her literary caregnduhe first one and a half years there,
with Cao’s help.

Through Cao Baohua, Chen joined the literary ciscleoundingVenxue jikan
(Literature Quarterly (1934-1935) an&huixing(Mercury) (1934-1935) in Beijing,

literary journals mainly edited by Jin Yi (1909-B)5Ba Jin (1904-2005), Zheng

9 Chen Li, “Chen Jingrong yu Cao Baohua de Qingtnigusin: zaogi yishi yu lixiang chuzou shijian”

[The Qinghua poetry connection between Chen Jirggeord Cao Baohua: uncollected early poetry and the
runaway incident]Xin wenxue shiliaoNo. 3, 2008.

30 Chen Li, “Chen Jingrong shengping ji chuangzumbiao” [A chronicle of Chen Jingrong'’s life and
literary writing] in Luo Jiaming and Chen Li, ed€hen Jingrong shiwen [Poetry and prose of Chen
Jingrong], 726-727.

%1 These two figures would recur constantly in hezips.
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Zhenduo (1898-1958) and Bian Zhilin (1910-2060ll major male modern Chinese
writers or poets. Chen Jingrong’s literary netwaks mostly developed during this
period. In her 1947 essay “Huai ‘Shuixing™ (In mem of Mercury), Chen recalled the
editors and writers she was most familiar withmany of whom published Chen’s
works in the journals and newspapers they editélchaiped Chen in her life and literary
career in Beijing and later g Chen soon started to publish poetry and prositeiraty
journals edited by Cao Baohua. Her works also agpaLiterature Quarterlyand
main newspapers. From May 1935 to September 193, @ublished twelve poems and
five prose pieces before she reached the age atywe There is no doubt that Cao
Baohua played a critical role in Chen’s initiatioto her literary career. Thanks to Cao,
Chen was able to escape her mother’s fate of cemiémt in an arranged marriajeand
was well on her way toward realizing the idealpefsonal freedom and accomplishment.
However, things started to change after the conqaeed in together in the fall of
1936. During the year they lived together as comtaanhusband and wife from
September 1936 to July 1937, Chen did not haveglespiece published. Little is known

about what happened during that time. In the maxstnt and elaborate chronology of

32For more information on the journal bfercury, see Bian Zhilin, “Xinghui weimang whuixing
[RecallingMercuryin blurry stars and watefushu[Reading, No. 10, 1983, 68-79; also see the editor’s
note on the inner cover dercury (Beiping: Wenhua shuju, 1935), vol. 1.

3 Chen Jingrong, “Huai ‘Shuixing™ [In memory of Meury], in supplement twenyi chungiuvol. 1. no.
2, February 1927, see Luo Jiaming and Chen Li, €f&n Jingrong shiwen [jPoetry and prose of Chen
Jingrong], 705-706.

% He Qifang and Ba Jin for example.

% Chen Li, “Chen Jingrong shengping ji chuangzumbiao” [A chronicle of Chen Jingrong’s life and
literary writing] in Luo Jiaming and Chen Li, ed€hen Jingrong shiwen [Poetry and prose of Chen
Jingrong], 727-728.

% As Chen recalled, the main reason for her runaingy from home was that her family had been
unwilling to let girls go to school and she couklfbrced to drop out of school at any time. Chen
Jingrong’s letter dated December 16, 198Bashan shizhi ziliaoNo. 2, 1983, see Chen Li, “Chen
Jingrong yu Cao Baohua de Qinghua shiyuan: zasbi yu lixiang chuzou shijian” [The Qinghua poetry
connection between Chen Jingrong and Cao Baohugalleated early poetry and the runaway incident],
Xin wenxue shiliapNo. 3, 2008.
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Chen'’s life and literary writings, this period afe is briefly described thus: “from fall
1936 to summer 1937, [Chen] regularly visited adkarench teacher at home to study
French and started to live together with Cao Badfili&hiu-Pang Aimberg learned
through interviews with Chen in the 1980s thatétwn her living, she [Chen] copied
manuscripts for Cao Baohua who was translatinga®deConrad”in 1935-1937°

When Chen broke her long silence and started \gragpein after they escaped to
Chengdu upon the outbreak of the Anti-Japaneseimarly 1937, the speaker in Chen’s
poems is frequently depicted as an imprisoned ¢éigGhen and Cao broke up in the
spring of 1939. Both of them remained silent alibair life together and the reasons for
the breakup. Scholars who talked with Chen per$ppaly learned that the reason was
the deepening disagreement between tffdmthe hope of glimpsing Chen'’s thoughts at
the time, | want to focus on Chen’s “Tianshi zhigfihe Angel Prisoner), a prose poem
dated fall 1937 in Chengdu, one of the first pieCaen wrote after the long silence.

The piece opens with an elaborate depiction ofrgrisoned bird:

ARSI 4, PR R R RAE TR L. KRB =5
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My wings hang folded in sadness, withered memaingering between the
plumes. The corner of my room has been transmuatedyray by doleful clouds;
gray, gray times are like a slim and feeble worrayiing slowly pass the iron
window.

The rest of the piece is structured around therashbetween the speaker’'s “memories”

of dancing freely and joyously together with mensbarher female community and the

37 Chen Li, “Chen Jingrong shengping ji chuangzumbiao” [A chronicle of Chen Jingrong’s life and
literary writing] in Luo Jiaming and Chen Li, ed€hen Jingrong shiwen [Poetry and prose of Chen
Jingrong], 728.

3 Shiu-Pang E. Almberg, “The Poetry of Chen Jingranlylodern Chinese Woman Pgét, 327.

% |bid., 6; my interview with Zhao Yiheng.

0 Chen JingrongXingyu ji [Star rain] (Shanghai: Wenhua shenghuo chubarisis), 50.
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present reality of her lonely imprisonment. Tropédlature such as the sun, the moon,
the stars, the wind and water, are all figurechasspeaker’s female friends and
companions. Following several passages of elabdesteriptions of their joyous
memories, the speaker comes back to highlight gr@wvemotional ties between her

community and herself, and the chilling relatiopsbétween her and her captor:
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They [in Chinese, “they” here is gendered femalejsed me, my friends and
companions — the sun would say, how come | havéeatd your laughter for so
long, the moon would often ask about me, her fatteof melancholy. Stars
would glisten with teary eyes, the wind would sfgimtly, the water mutter her
complaints...yet do they know | am under the irondaw every day, stroking
my near snapping wings with pallid fingers and gng alone over this
unexplained fall?

From next door comes the sound of someone gigglomgchains —

| have fallen, fallen and ended up lost! When cdud back, go back to my past,
my joy? | remember it was during a silvery dancd thy mind wandered and |
fell, not knowing where | have fallen, but | wasishmprisoned.

Days under the iron window are as if stepping fodxend then back, endless
walking. When | lower my head in grief, once in hil there seems to be a
horrifying and hideous face floating outside th@daw, the corners of its mouth
showing a jeering smile. | hear peals of eerie g in the corners of the room,
in the underground, in my dreams: “Fallen angel!”

“11bid., 52-53.
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Written shortly after the full-scale Japanese imMa®f China in July 1937, the speaker’s
loss of freedom and her hideous captor could biéyeaterpreted as symbolizing China
and the Japanese invaders. It is possible that Géeshthe figure of fallen and
imprisoned angel to register the general ments sthChinese intellectuals at the start
of this horrifying war. Yet, this framework of natial revolution obscures Chen’s
distinctly gendered poetics. In the prefac&Ximmgyu ji(Star rain, 1946), a collection of
prose and prose poems she wrote before 1945, Cperndglization of her works did not
follow the national history of foreign invasion aadti-invasion; instead she marked the
two periods of her literary writings with her retatships with men. It is evident that
Chen’s personal history as a woman striving fatemdry career figures no less
prominently in her literary writings than the nat&d history of revolution:
Most pieces in part one [where “The Angel Prisorvea’ collected] are
oppressed and stifled voices from a shut-in liget pwo [pieces written right after
leaving her second relationship] are relativelgfaemd hearty songs from a
relatively open life*?
As | mentioned earlier, Chen never openly remadetier common-law marriage with
Cao; her comments about “a shut-in life” here dred“bppressive domestic life” she
mentioned in her essay situating her “Baudelairjgmétry’® were both in the immediate
context of her walking out of her marriage with Slea Yet Chen never commented on
her common-law marriage with Cao as constructivieetoliterary career either. Including

“The Angel Prisoner” in a section where “most p&ocaere “oppressed and stifled

voices from a shut-in life” seems to be a disguis@eshment on her marriage with Cao.

*2 Chen, “Preface,” ibid., i-ii.
3 Chen Jingrong, “Tan Wode shi he yishi” [On my pgeind poetry translation], “Bihui¥Venhui bap
No. 161, February 7, 1947.

139



Let us go back to “The Angel Prisoner.” The mainftiot in the piece is between
the fallen angel and the deuvil captor. It shouldhbted that, similar to many modern
Chinese literary works, these biblical allusion€imen’s prose poem no longer carry
their religious connotations. Rather, they aregfarmed into literary tropes and infused
with new symbolic connotations. The bird in caggivthe wounded wings, the jeering
laughter of the captor, all seem to evoke BaudgriThe Albatross” where the poet is
an elegant bird figure belonging to heaven, butwag and ridiculed by the worldly
people. Chen might have read Chinese translatibBawdelaire or critical works
discussing his poetry since Chinese intellectuatsstarted to introduce Baudelaire into
China in 1919. And the literary circle Chen wasalved in Beijing before 1937 was
actively introducing and experimenting with Westaradernist literature and theory. Or
she might have learned about Baudelaire from hemdfr teacher during her years in
Beijing. Or Chen might have adopted these tropa® fner new-style education in a
primary school established by French missiondfi€&hen never mentioned specifically
reading Baudelaire before 1937, yet she did mentiahshe had read French poetry
extensively in her earlier years before translaBagdelaire and other modern French
poets from French to Chinese in 194&Vherever Chen obtained the inspiration for these
tropes, one thing is clear: She did not simplyiosypé the original connotations of these

tropes; rather, she used them as building bloakedoown poetic constructions.

“4 Chen’s primary school education is in a girl's@shestablished by French missionaries. See Chen Li
“Chen Jingrong shengping ji chuangzuo nianbiao’tpkonicle of Chen Jingrong’s life and literary wrd]
in Luo Jiaming and Chen Li, ed€hen Jingrong shiwen [Poetry and prose of Chen Jingrong], 725-726;
also see Chen Li, “Ren yu ziran de fenlie yu ton@ien Jingrong shige ‘genxing’ jiedu” [Fission and
Identity between Human and Nature——InterpretatibhRoot Character" of Chen Jingrong's Poetry],
Zhonghua wenhua luntano. 4, 2009.

> Chen Jingrong, “Tiji” [Preface], in Chen Jingrorigns., Charles Baudelaire, Rainer Maria Rilke,
Tuxiang yu huadufimages and flowers] (Changsha: Hunan renmin chsibsn1984), 2-3.
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The trope of angel in the piece, rather than a eregs for God, serves as a
symbol for freedom, the freedom to fly freely iretbpen and enjoy the company of a
female community of kindred spirits. The gendethaf angel is explicitly female. The
joyous and free dancing within a female communiykes Chen’s pleasant past of free
literary expression and exchange as well as tlhagtoond she shared with her female
literary community in the Leshan Girls’ School. AisSimin, Chen'’s friend and
classmate at the time, recalled, she, Chen anatiner girls were very close. They
enjoyed spending time together because of theredHave for literature. They used to
go on short trips together to a nearby village andys*® The devil, rather than an agent
of temptation, is the antithesis to the female camiy of kindred spirits. While the
female community offers freedom of self-expresstbr,imprisonment the devilish
figure imposes implied deprivation of that freedamfile the female community offers
emotional bonding and support, the devilish figuaents the speaker with sarcasm and
mockery with “a jeering smile” and the emphatic [tea angel!” The devil ridicules not
only the fallen state of the speaker but her gifitification as an angel. If Chen uses the
trope of angel to symbolize the poet (as Baudelia is the devil figure being sarcastic
of her self-identification as a poet? Before pungtthis question further, | want to look at
Chen’s second relationship.

After breaking up with Cao, Chen soon fell in laovigh Sha Lei, another

established poet and writer, five years older t@aan who had published his first poetry

“ Chen Li's interview with Li Simin in January 2005ee Chen Li, “Chen Jingrong yu Cao Baohua de
Qinghua shiyuan: zaoqi yishi yu lixiang chuzouisinj [The Qinghua poetry connection between Chen
Jingrong and Cao Baohua: uncollected early poettythe runaway incidentKin wenxue shiliapNo. 3,
2008, 160.
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collection in 19337 In the fall of 1940, they moved to Sha’s hometdvanzhou, a city

on the highlands in northwest China, far from tree wone. In the four years between fall
1940 to January 1945, Chen lived the life of a baufe and gave birth consecutively to
two daughter§® Once again, the trajectory of Chen’s life resemket of Sat Tomiko,
this time, in terms of the complete transformafimm a new woman aspiring to a
modern career to a full-time housewife trappedadomestic roles she had tried to run
away from. Unlike Satthough, Chen did not abandon her ideals for ealijecareer
because of the heavy burden of family respong#slitShe continued to write poetry. In
January 1945, she finally left her marriage andmesd her pursuit of a literary career.
“Qishi zhi lian” (“The Knight's Love”), written ordune 1, 1944, reveals deeper reasons
for Chen'’s flight than she openly admitted. SimtafThe Angel Prisoner,” the poem
depicts a female bird figure deprived of the freado fly and sing, and the force that
caused this was once again violent language. irhe the poet used the “knight,”

another Western trope to represent the oppreskerwhole poem reads:

“AR AT 2 F) i “With what sharp arrow have you
ST KR g — shot down the high-flying bird-
PR, IR tell me, my knight?”

 FE TR [ 22T [0 “with my bright red heart

. . ainted with redder lies.”
W b T [, P

) i “Oh, my knight,

W, iy L, and with what good medicine have you
PR A R revived the blood-stained feathers?”
YR M E?

“with some fitting denunciation,
“H T 65 M 1 o, and timely tyranny.”
AR B2 PR o

*" Sha Lei Xintiao jinxingqu[March of the heart beaPhanghai: Kaiming shudian, 1933).

“8 Chen Li, “Chen Jingrong shengping ji chuangzumbiao” [A chronicle of Chen Jingrong'’s life and
literary writings], in Luo Jiaming and Chen Li, edShen Jingrong shiwen [Poetry and prose of Chen
Jingrong], 728-729.
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“But can she still fly happy and high,

“Uh Rl RE PR R HL K, my knight? Does she still
TS 12 Wm0 sing in the April sun?”

FEVY TR N A 2

“Oh, no, no longer does she fly high nor can she

N . \Tél? \AbErL»DE , Slng,
j Eﬂgaggﬁ%%ﬁﬁégmﬁ "’ she only hovers in my yard, silent and low.”

“Then go back to your yard, please,

M, WEIRIFIE IR leave me here alone to look far,
T FRAEIX LAh F IR, watch white clouds sailing free.”
& Hz ATEHEL......m % --Lanzhou, June 1, 1924
“;‘F‘E{J'H’ ﬁ: ) _‘leE”E]

This poem is more explicit than “The Angel Prisdnarits depiction of the relationship
between the speaker and her oppressor. The kiilghthe deuvil, is implicitly male. This
time, the reason for the bird’s fall is the knighlies of love. And the loss of her voice to
sing and power to fly is due to “fitting denuncaatj / and timely tyranny.” Note the
sense of irony in Chen’s use of oxymoron. This safsrony, originating from the acute
insights gained from the painful disillusion in tthscourse of love, would lead to a
poetics of irony that made Chen’s male contempesagven her supporters, feel ill at
ease. The poem ends with her resolute requedtdddrtight to return to his territory and
leave her alone with the ideal of flying; the spsakas obviously outgrown the
powerless and plaintive prisoner in the “The Arnigesoner” and is poised to reclaim her
freedom.

In January 1945, Chen finally left her second refeghip and her two baby

daughters behind and started her new life. From tbeéhe summer of 1946, Chen

“9 Chen Jingrongyingying ji[Overflow] (Shanghai: Wenhua shenghuo chubans9#8)l 85-87.
0 Adapted from Shiu-Pang Almberg’s translation, Seai-Pang E. Almberg, “The Poetry of Chen
Jingrong: a Modern Chinese Woman Poet,” 64.
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experienced one of the most productive periodsofiterary careet’ The trope of a

bird still frequently appears in her poetry, onigther than being imprisoned and silenced,

it is often flying far and high. For instance, “Ri@o” (Flying Birds), the first poem Chen

wrote after settling down in the suburb of Chonggim April 1945, a mountain city close

to her hometown, reads like a sequel to “The Krigghove”:

Uit P NP
T =R
TERENR.....

PRATT RS
DALk B 2
MR BN FHEE,
Kt AR e W E .

PRATT A R RINAF R
FEHGRE N
R IR SR R

HMIEZ B £
S XREAFE ) g

R, A%,
FLANNFRIPFESA ...

RiX— Pl e mht,
AR ISR () 5 IR —
SN INEE o

B EARA e 1R S

F A BT = %,
eI Wy T
P9 A AN R E PR

Carrying the sun,
carrying the clouds
carrying the winds ...

Your wings

become all the more light because of this;
when you glide, light and graceful,

even the earth forgets its onerous burden.

You bring Spring to the heart,
and on my lonesome window
unfurl a scroll of blue sky after rain.

From tired shoulders

| unload the arduous burden:
humiliation, hard labor,

and several imprisoned cold winters ...

Cover up all this,

with your happy singing—

following your songs

riding on your light wings,

my life seems too to have transformed into
clouds,

flying carefree and high in the sky.
--Panxi, Chongqging, morning of 26, April
19453

*1 Chen Li, “Chen Jingrong shengping ji chuangzumbiao” [A chronicle of Chen Jingrong’s life and
literary writings], in Luo Jiaming and Chen Li, edShen Jingrong shiwen [Poetry and prose of Chen

Jingrong], 729.

*2 Chen Jingrongyingying ji[Overflow], 107-109.

%3 Adapted from Shiu-Pang E. Aimberg’s translatioee Shiu-Pang E. Almberghe Poetry of Chen

Jingrong: a Modern Chinese Woman P&,
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In this poem, “humiliation” echoes the “denunciati@nd “tyranny” in “The Knight's
Love,” “several imprisoned cold winters” echoes ittnage of the confined bird hovering
silent and low in the yard, “hard labor” calls taneh Chen’s arduous responsibilities of
housework with two baby daughters while Sha Lei wasking in another city? Yet,
while “The Knight's Love” ends with the speaker alaihg “white clouds sailing free,”
this poem ends with the speaker “transformed itdgads, / flying carefree and high in
the sky.” On the morning of July 9, 1946, shortieamoving to Shanghai, Chen thus
recalled the period of her life in the suburb ob@yqing:
| remember the days when | just returned from trehern frontier and chose to
live in the suburb of the mountain city. Every miaml would get up at the sound
of a bugle from a school nearby and welcome a @ndtpleasant day. In those
days, having shaken off my weathered memories, @aythwas as if on wings,
flying tirelessly all day”
Thus, in her poetry and biographical writings alittes trope of bird is closely related to
Chen'’s struggle for a poetic voice against thesilezly negative attitude of a male
speaker. On the evening of October 23, 1945, neaybar after leaving her “oppressive
domestic life” and starting a new life, Chen wrtite poem “Xiao ernt de aiyuan liuqu
ba” (Flow off, the plaints of young boys and girlBJaced at the end &ingying ji
(Overflow, 1948), a selection of Chen’s early podros 1935 to 1945, Chen seems to
use this poem to confront and bid formal farew@hér previous life and poetics. In this
poem, the trope of the poetic bird appears aghecontent and impact of previously

invoked issues of violent language against herdriepursuit, to be specific, her identity

as a poet, are explicitly laid out. The followirsgan excerpt from the poem:

** As Chen recalled, from 1940 to early 1945, shedian isolated life for nearly five years in the
northwestern highlands far from the war, burietidusework everyday and not writing much. See Chen
Jingrong, “Tiji” [Preface], Chen Jingronyuanfan ji[Distant sail] (Guangzhou: Huacheng chubanshe,
1984), 2.

% Chen Jingrong, “Hao jiao” [Bugle] in Chen Jingroivgianfan ji[Distant sail], 34.

145
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AN A HIMATE,
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FEFHE A1
PR R o ©°

At that time | was perpetually

treated like a child

treated like a child and with indifference,
indifferent to my emotions, my thoughts,
and indifferent to my poetry —

yet you say: “they don’t believe

you yourself write poetry.”

At that time | perpetually

shut myself in

the dim prison of my heatrt,

| am not used to speaking frankly,
nor used to walking freely,

even when weeping, | am unwilling
to let people know for what reason.

Breaking out of one nightmare,
and falling into another;

walking out of these dreams,

as if waking up in the morning,

| see in surprise the bright sunlight,
in the sunlight | flap

my wind-and-frost laden wings.

The first two lines of the first stanza quoted abplay on the reader's common sense

association. The seemingly innocent simile of conmgehe speaker to a child and the

absence of punctuation marks in those lines all@wéader to fill in the blanks for a

moment before reading on: if the speaker was tidd¢e a child, she must have been

loved and cared for. Yet, contrary to the commarseeassociation, the speaker repeats

that simile and swerves it in a completely différdmection: she is treated like a child in

the sense that the child is naive and therefore thleachild thinks, feels and writes do

not matter and should be disregarded. And it igrassl that the child can not write

%% Chen Jingrongyingying ji[Overflow], 186-188.
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poetry. There is no specific references as to wWkd'you” and the “they” are. The only
information given is that, in the Chinese versibthe poem, “they” is masculine.

The second stanza quoted above calls to mind Chepéated use of the trope of
imprisonment in poems such as “The Angel Prisoaad “The Knight's Love.” In all
these poems, the speaker’s identity as a poeteeasd at, denounced or negated by an
implicitly male speaker. As is discussed earlidre never talked about the details of her
two relationships. Especially after 1949, she Ugually briefly mentioned that she did
not write much during her marriage with Sha Leidaese she was busy with
housework’ The only time she touched cursorily upon her sdaelationship was
when she was defending herself in the face of esthattacks against her poetry and
translation in 1947. In an article titled “Tan waosl@ he yishi” (On my poetry and poetry
translation), Chen employed the established MaytRaliscourse of the historical
oppression of women and referred to the relatignaki“an oppressive domestic lifa®”
Scholarship on Chen’s poetry has mostly followad ftamework of personal misfortune.
For instance, Tang Shi, one of the Nine Leavesspaetic and Chen'’s close friend,
interprets “The Angel Prisoner” as “her own youthifagedy,” and “Flying Birds” as the
poet’s joy after “leaving the prison of ‘home’ dmetnorthern highlands>® Jiang Dengke,
in his book on the Nine Leaves poets, also quoten& narrative and comments that
“Chen’s early poetic writing pays much attentiorpysonal sentimental experiené®.”

Few have read beyond the personal narrative Cleanded and realized that her

" Chen Jingrong, “Xu” [Preface] in Chen Jingro@en Jingrong xuan]iThe selected works of Chen
Jingrong], 3; See Chen Jingrong, “Tiji" [Prefac€hen Jingrongyuanfan ji[Distant sail] 2.

%8 Chen Jingrong, “Tan wode shi he yishi” [On my pgetnd poetry translation], “BihuifVenhui bapNo.
161, February 7, 1947.

*¥ Tang ShiJiuye shiren: Zhongguo Xinshi de zhongXifige Nine Leaves poets: the resurgence of
Chinese New Poefry113, 118.

% Jiang Dengkeliuye shiren lungafThesis on the Nine Leaves Poets] (Chongging: Xistaifan daxue
chubanshe, 2006), 31.
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employment of this narrative was probably doneddugtrategic consideration. In the
next section, | will analyze the poetics of ironlged developed in the late 1940s after

breaking free from her “prison.”

The Poetics of Irony

To better understand Chen'’s poetics of irony, rte@sessary to note the general
trends in the field of literature at the time. Sirthe full-scale Japanese invasion of China
in July 1937, China had been in an intensely coimbanood. On May 23, 1942, Mao
Zedong (1893-1976) gave the well-known “Zai Yamneenyi zuotanhui shang de
jlanghua” (“Talks at the Yenan Forum on Art andek#ture”). Targeting the urban elite
who had just arrived in the CCP controlled ardaes,main purpose of the talk, as Mao
phrases it, was “to fit art and literature propenip the whole revolutionary machine as
one of its component parts.” In the talk, Mao laid the guiding principles for literature
and art in the CCP controlled areas: Art and liteeshould be “revolutionary,” that is,
assist the military front to “accomplish the tagkational liberation”; since the
standpoint of the Party is that of “the proletadat the broad masses of the people,” that
is, the “workers, peasants, soldiers and revolatipicadres,” revolutionary art and
literature should take this standpoint of the Partgt extol the proletariat. At the end of
the talk, Mao drew a clear line between bourgeng@oletarian art and literature, “If
you are a bourgeois artist or writer, you will dxtot the proletariat but the bourgeois,
and if you are a proletarian artist or writer, yoill extol not the bourgeoisie but the

proletariat and the working people: you must do enthe other.® In her seminal book

1 Mao Zedong, “Talks at the Yenan Forum on Art aitdriature” in Anne Fremantle, eddao Tse-Tung:
An Anthology of His Writing@New York: New American Library, c1972), 242-263.
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Translingual PracticeLydia Liu calls attention to the male-centeretuna of the
discourse of national revolution. Reading Xiao Her(@d911-1942) novebhengsi chang
(The Field of Life and Dea}hLiu acutely points out that, joining the revatut, women
must reject their female identity and assume thi®mnal identity. Yet with men, “Not

only does nationalism give them a new sense oftiigebut it enhances their manhood at
the same time® Though in actual practice, the CCP women integrat®men” into

the category of “proletariat” and introduced a gamnénsion to the nationalist and
revolutionary discourse, and although Mao emphdsgesder issues in other places, the
class-bound principles laid down in this extremelportant talk eclipse the specificity

of women’s experience just as does the male-cahtaiical tradition Liu criticized in

her book. As | will demonstrate later in the chaptieis specific text deeply shaped the
discursive framework of the Letftist critics evenNationalist-controlled areas such as
Shanghai.

At the time when Chen Jingrong moved to Shanghab46, the war against
Japanese invasion had ended and the civil war leetétee CCP and the Nationalist Party
had begun. In the areas controlled by the CCRydtlbng been established that literature
should conform to the larger course of nationalisat and serve to mobilize the masses.
In the Nationalist Party controlled areas suchlenghai, the CCP’s influence had
permeated many institutions through its undergroangénization. The same kind of

propagandistic political poetry advocating “revadmary realism” had become

%2 Lydia Liu, Translingual Practice: Literature, National Culturand Translated Modernity — China,
1900-1937208.
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mainstream poetry in the literary field in Shangfit was under these circumstances
that Chen published her heatedly criticized es&odélaier yu mao” (Baudelaire and
Cat) on December 19, 1948.0n December 28, 1946, Lin Huanping published an
article titled “Bodelaier buyi zanmei” (It is inabable to praise Baudelaire), initiating
the first of a series of attacks on Chen.

Though the subject of debate was Baudelaire, thledisagreement between Chen
and her critics lay in their different understargdirof reality. In her essay “Baudelaire
and Cat,” opposing Baudelaire against nineteenttucg European Romanticism, Chen
indirectly criticized the passion extolled in th@pagandistic poetry as “exaggerating”
and “hollow.” In contrast, she praised Baudelaiezisotion and wisdom as coming from
“actual life,” “sincere and profound, not in thexs superficial or exaggerating.” What
Chen valued in Baudelaire, besides the formal elsnevas:

He was a true lover of life... he voiced grievancasall the unfortunate in the

crowd: the poor, the handicapped, ugly women, wlawphans, even lost birds

and homeless dogs. He also loved the clouds, stohesea, the scorching sun

and the icy moon; he also loved a tiny flower, abmipe. He also loved cafs.
There seems to be no real difference between Chadsrstanding of Baudelaire and
Mao’s guiding principle for art and literature. 1Ahe unfortunate in the crowd” seem to
be the same as “the proletariat.” In Mao’s influahtalksthough, “proletariat” is a strict
class category; it does not include gender andatf®r Chen, however, class was one

major category (the poor); other categories sugbhasical condition, gender, age and

%3 For more detailed information about the mainstrgaeiry in the 1930s and 1940s, see You Ydiliye
shipai yanjiu[Studies on the Nine Leaves Poetry School], 413#hg Dengkeliuye shipai de hebi yishu
[ The Nine Leaves Poetry School’s art of fusig@hongging: Xinan shifan daxue chubanshe, 20028778
®4 Chen Jingrong, “Bodelaire yu mao” [Baudelaire aat, in “fushi hui” inWenhui bapDecember 19,
1946.

% |bid.
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species were no less significant. It is clear @lagn’s perception of reality was more
nuanced and multifaceted.

Chen’s critics invariably attacked her from thenfiework of nation, class and
revolution Mao set in place in 1942. Lin Huanpitigg first Leftist critic to attack Chen,
followed Mao’s class principle exactly in his ctism of Chen’s essay “Baudelaire and
Cat.” In “It is inadvisable to praise Baudelairéjh argued that literary works should
serve the taste of the masses and be easily uadéastie to them, unlike Baudelaire’s.
To illustrate the right kind of art, he gave theewle of a piano professor, who was
“truly serious, loyal to art, loyal to revolutioand loyal to the people.” The irony is that
he wrote, “Art needs freedom:; art should servectese of fighting for freedom® This
is exactly what Chen would say and what Bei Daesagation advocated in their
rebellion against the hegemony of official propatjatic poetry in the 1970s. Yet, what
Lin meant here was that art needs national freealoanart should serve the cause of
fighting for national freedom. In his “Cong bodelade shi tanqi” (Speaking of
Baudelaire’s poetry), Li Baifeng, another Leftisitic, followed the same discourse and
criticized Chen’s recent poetry as “Baudelairiamear Baudelairian symbolist poetry,”
“sad and blurred,” expressing the “fragile sentibn&frdeclined petty Bourgeoisie or
intellectuals,” “an unhealthy and detrimental temce” He condemned that “Mr. Chen’s
poetry is divorced from reality and of course caramid being discarded by the masses
that are facing reality® Li Baifeng was not the only one who assumed Cliregrdng

was a man. Tan Zihao, another of Chen’s harshiisiscassumed Chen was a man as

% Lin Huanping, “Bodelaier buyi zanmei” [It is inaidable to praise Baudelaire], in “bihuMVenhui bap
No. 132, December 28, 1946..

%7 Li Baifeng, “Cong bodelaier de shi tangi” [Speakiof Baudelaire’s poetry], ilvenhui baqShanghai),
No. 153, January 30, 1947.

151



well and criticized “him” as a follower of Baudelaf® A milder critic named Tie Ma
argued that “He [Chen] could indeed quite epitoniiBmood and experience of
intellectuals in the new era,” but is “still quidéstanced from the surging time and
complex reality.®® Such ready assumptions that Chen was male notiemhpnstrate to
what extent the literary field was dominated by @t how much the category of
gender had been eclipsed by the discourse of nagealution and class.

In her own defense, Chen published “Tan Wode slyigta” (On my poetry and
poetry translation) on February 7, 1947. Chen claosteongly gendered approach to
open her article by placing her literary careethim context of women’s oppression in
China both in history and the present, making dleatr her engagement with reality as a
woman was more intense than men’s due to the &tea of oppression women suffered:

| have written a lot in the past two years [1948H8] mainly because | have

finally walked out of the oppressive domestic (ites not hard to imagine how
torturing the narrow domestic life is for Chinesemen)...Chinese women have
suffered all kinds of oppressions in the past thads of years of feudal tradition.

Up to today, even though the equality of men anther has been recognized in

principle, yet in reality, social, financial and nmyaother issues have not reached

reasonable solutions entirely. Women are still urstiling oppression. Therefore
we have a more pressing longing for a reasondel@nlithe future, for the truth,
justice and light. At the same time, we have maiedd for the feudal tradition
and various unreasonable phenom&na.

Situating her personal experience in the broadpegance of Chinese women in history,

Chen indicated that her personal experience waamutdividual case, but symptomatic

of broader social issues. Keep in mind that Chags mot an old-style Chinese woman of

% Tan Zihao, “Xiaomie xiesiteli de gingxu” [Elimiriag the sentiment of hysteria], Wenhui bao
(Shanghai), No. 163, February 9, 1947.

% Tie Ma, “Liielun Chen Jingrong de shi — dule tayibe mosheng duzhe de xin yihou de ganxiang” [A
brief note on Chen Jingrong’s poetry — thoughtsratading his letter to an unfamiliar readerenhui
bao(Shanghai), December 30, 1946, see Wang ShengsiJiegge shiren” pinglun ziliao xuarjselected
critical resources on the “Nine Leaves Poets”"],-223.

0 Chen Jingrong, “Tan Wode shi he yishi” [On my pgeind poetry translation], “Bihui¥Venhui bap

No. 161, February 7, 1947.
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the “feudal tradition” and her marriage with Sha Wwas not arranged according to the
“feudal tradition” either. Both of them were pafttbe “enlightened” modern Chinese
intelligentsia. By comparing her case to that ef @hinese women from the feudal
tradition, Chen gave a well-disguised yet peneteatiritique of the sharp discrepancy
between modern Chinese male intellectuals’ diseangromotion of gender equality and
their actual practice of the traditional patriafdchaues in reality.

Feminist scholars of today have offered insighthiticisms of this discrepancy.
As Wang Zheng writes,

After they rose to the center of intellectual diss® in the early 1920s, the New
Culturalists were quite complacent with their navtharitative position in
defining women'’s issues. They could be extremehdescending toward
women'’s own efforts at self-emancipation. Shen Yagthe renowned
champion of the Chinese feminist movement, reveliedense of superiority
clearly in “OnThe New Womaha critique of the newly published women’s
magazine.... he admonished them in the voice of tizedian of the New Culture:
“l advise the women iThe New Womarmwhen in the future you have read a lot
of books and want very much to express your opsyidrwill still be better not to
publish your own magazine. Because the New Cuthoeement does not need
publications in larger numbers, but publicationfwiigher standards.” The male
champions thus simultaneously disrupted and maietBhierarchical gender
relationships. It was liberating to many women tihat patriarchal power of
Confucianism was challenged severely by the Neviutallsts. But then women
found a new male authority in the New Culturaleeift

Mao Dun’s statement strangely resonates with Eatm&s criticism of Amy Lowell’s
feminist effort to publish more women authordPioetryin the 1910¢? It is uncanny to

think how men in different countries and in diffetéimes would find the same reason to

disqualify women. Not equipped with the feministdhies and historical hindsight of

M Wang ZhengWomen in the Chinese Enlightenment: Oral and Téxisiories 62. Shen Yanbing's
comment is from Pen Wei (Shen Yanbing), “Ping xmfu[On the new womanFuni zazhi [The ladies’
journall], 6, no. 2 (1920), 1-3.

"2 There is a detailed discussion about this in Girapivo.
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scholars today, it is intriguing that Chen offehest criticism of this issue in a roundabout
way.

Wang Zheng also points out, “Male-centerednesspatriarchal language were
not only present in many New Culturalists’ writteorks but also openly maintained in
their private lives.” Wang gave the example of Xua@gping, a new woman who
received a new-style education and was infused th#éhMay Fourth ideals. In rebelling
against the “old” ethics of the patriarchy and seghkree love, she became the common-
law wife of Lu Xun (1881-1936), her teacher andespigious intellectual, and found
herself turned into Lu’s secretary and homemalerolwn pursuit of an independent
career thwarte® As | have demonstrated in chapter one, Guo Mone&tionship with
Sab Tomiko is another case in point. A Japanese nemavoseeking free love and an
independent career, Sdulfilled her dream of free love by becoming theramon-law
wife of Guo, defying the patriarchal family on batides. Once they moved in and had
children, however, Sathad to give up her ideals and become a full-timeskewife so
Guo could continue his pursuit of a modern caré€ben’s extreme lack of literary
production and the few poems written during heatrehships suggest a similar situation,
although she never openly commented on her rekdtipa with Cao Baohua and Sha Lei.
Unlike Xu Guangping and Saffomiko, however, Chen refused to succumb to the
patriarchal authority of the male intellectual ayjide up her aspirations for an
independent career. As | will demonstrate in tlst oé the section, Chen’s painful
struggle for her own literary career not only eealdher to gain acute insights into the
discrepancy between modern Chinese male intellistidiscursive promotion of gender

equality and their actual practice of traditionatrarchal values in reality, but

3 Wang ZhengWomen in the Chinese Enlightenment: Oral and TéXistories 64-66.
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discrepancies between other promoted discoursesesahty, which resulted in a brilliant
poetics of irony. What is ironic is that this pastof irony, impelled by a modern
woman'’s struggle for an independent career ancevagainst male restriction, was
criticized or praised as masculine by the malecstit

Refuting the charge of her poetry being divorcednfirreality, Chen cited and
listed a number of her poems in “On my poetry aoetgy translation.” “Diyu de
tangewu” (“The Inferno Tango”) and “Shijie de weidng” (“The Camouflage of the
World”) were two of the poems given as examplekeasf“satire against the darkness and
contradictions of the society*“The Inferno Tango,” written on March 1, 1946aiso a

perfect example to illustrate how Chen integratesights gained from her personal

experience into the broader social reality. Her@nigxcerpt from the poem:

B BARLE J 15 If | believed atom bombs

B — RSk Were only grains from another world
BRI E T And tyranny the fruit of love

4 S S S [ Then at midnight when owls laugh

! e et hideously

%\E%ﬁz{ﬁg%%%ﬂlﬂ Start to dance the inferno tango
) It would bring to you

AN R S e A day darker than night

The first two lines evoke the ending of World Whamd the eight-year Japanese
invasion of China with the U.S. dropping two atohambs on Japan half a year earlier.
The third line brings to mind the “fitting denuntian, / and timely tyranny” imposed on

the speaker by her knight lover in “The Knight'svied’ The juxtaposition of the two

™ Chen Jingrong, “Tan Wode shi he yishi” [On my pgeind poetry translation], “Bihui¥Venhui bag
No. 161, February 7, 1947.

5 Chen JingrongJiaoxiang ji[Symphony] (Beijing: Zhongguo wenlian chuban gang996; first edition:
Shanghai: Xinggun chubanshe, 1948), 11-12.

® The translation is by Almberg with slight adapati See Shiu-Pang E. Almbefthe Poetry of Chen
Jingrong: a Modern Chinese Woman P@&9,
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sheds chilling light on the relationship betweeveland violence. At a time when the
whole world was celebrating the victory of the w@hen was reflecting on the war from
a different perspective. Chen raised her doubts thnegeneral attitude of treating the
dropping of the atom bombs as insignificant anel@rant as grains from another world.
She questioned the act of violence with the exofiseve. When the prevailing discourse
was in the “upbeat” and “optimistic” tune of natawictory, Chen forcefully condemned
the reality as dark as hell, “a day darker tharntig

In “The camouflage of the World,” written in 194&tlrevised in September 1946
in Shanghai, Chen was determined to take off thekroAthose who promoted a glorious

discourse regardless of the dark reality:

IR N Se it B O 2 The clever one covers his eyes first
HEGGUNGE T Before stealing the other’s bell

Yk MRS F [ 5 The arsonist never burns himself either
WA, T AR — Hence, let me offer my benediction to you —

The deaf, the blind, the dumb, the idiotic...
Let the world be destroyed ten million times

#;E, BHE, WA, R

ﬁ:ﬁﬁﬁﬂ‘ﬁﬁ%ﬁ%)ﬁ And still decorate safe and sound
(EF R P Your glorious garden

RAT AR ) 77

The first two lines rework a familiar Chinese caunfiry tale against self-deception that
originally appeared ihiishi ChungijAnnals] around 239 BCE® The poem gives the
gist of the original tale, except that the stupigtis now ironically called “the clever
one.” Both “the clever one” and “the arsonist” aretaphors for the plural “you,” which
are metaphorically referred to as “the deaf, tiedhlthe dumb, the idiotic” in the next

stanza. Note that “the deaf, the blind, the duré.,idiotic” here are not the unfortunate

" Chen Jingrong, Jiaoxiang ji [Symphony], 39.
8 Lii Buwei, Lushi ChungijAnnals], see Xu Fu et al, ed&phanyu dacidiafiDictionary of classical
Chinese] (Shanghai: Shanghai cishu chubanshe, 2800)
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handicapped people Chen sympathized with in “Baaideblnd Cat,” but those who
refused a profound experience of the complex sewldith their senses and chose to
maintain a glorious illusion in a limited domaihat is, simply limiting their writing to
propagandistic poetry extolling revolution, regasd of the larger, more complex reality
in the world. “The world be destroyed ten milliomés” once again evokes the mass
destruction that resulted from the atomic bombsren@/orld War 1. In her 1948 article
titled “Zhencheng de shengyin” (“Sincere voice€hen explicitly criticized the
propagandistic poetry as hypocritical and removethfthe complexity of reality. The
article best illustrates the implications of them. In the article, Chen argues for
“modern poetry” against “propagandistic poetry'temms of different approaches to
reality. She points out that “The current Chinesetgy scene is full of mumbling
propagandistic poetry...and many poems seem to lbrguith noise and excitement,
yet are actually devoid of content and unreasonhaypcritical’® Instead, she pleaded
for a more profound engagement with reality:
Modern poetry (and all art works), first of all sha take root in reality, but not
be bound by reality. We have too many harsh demanasodern poetry because
this age has too many harsh demands on us. Therhd®of poetry, as |
understand it, is to emphasize the profound arel@rperience of various modern
phenomena: whether the experience draws on thg theaisual, the internal or
the external life®

She offered a straightforward depiction of thos@wisist on decorating their own

“glorious yard” no matter what happens:

9 Chen Jingrong, “Zhencheng de shengyin — luelumzhdin, Mu Dan, Du Yunxie” [The sincere voice —
on Zheng Min, Mu Dan, Du Yunxieghi chuangza¢1948. 6), no. 12, see Wang Shengsi, ‘Bilye

shiren” pinglun ziliao xuariselected critical resources on the “Nine Leavest®], 67.

8 The English word is in the original, placed inguthesis after its Chinese equivalent “xiandai Xing

81 Chen Jingrong, “Zhencheng de shengyin — luelumzhdin, Mu Dan, Du Yunxie” [The sincere voice —
on Zheng Min, Mu Dan, Du Yunxieghi chuangza¢1948. 6), no. 12, see Wang Shengsi, ‘Bilye

shiren” pinglun ziliao xuar{selected critical resources on the “Nine Leavestf’], 62.
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For those who do not understand and never planderstand anything except for
what they themselves are used to, maybe it is../sp &s one is unwilling to laze
around in a tiny corner, to refuse to make progreskg behind willingly, one
could always step forward, get rid of prejudice asdept what is tru®.

While Chen only articulated these poetic principie$948, she had been
practicing these principles in her poetry befoi.ther ingenious use of metaphors,
unconventional combination of images and use oft®jism created myriad possibilities
for interpretations of her poetry. This complexatyabled her to express powerful anti-
war messages and scathing criticism of the poljtgmzial and cultural realities in
Nationalist-controlled Shanghai without fallingaenimmediate danger.

“Luoji bingzhe de chuntian” (“A Logic Patient’s Spg”), a poem written in
April 1947 is one such example. As Zhao Yiheng olis® Chen daringly satirizes the
famous intellectuals as logic patiefitsn the poem, criticizing the fixed symbolic system

in the propagandistic poetry, Chen demonstratesaeeul way of engaging with the

reality of war:

Z/DIBS, BKH, FF5HEE, Too many forms, gestures, signs and
BATHR O AE. , sounds '

HRAB) S — T AN 2, AN R ! We have long become tired of. Why,
VELTBE [R5 K 1 2 B But you never seem to get old, blue sky!

In a warm Spring morning,
Bombers are circling in the sunlight.

B A LA . *

The stanza is a typical example of the obscureitgyualChen’s poetry that the Leftist

critics latched onto. The first line is a laundist bf categories that “we have long

% 1pid., 67.

8 Zhao Yiheng, “Shihang jian de zhuaniji: ®en Jingrong shiwen’j[Biography between the lines of
poetry: preface tdhe Collection of Chen Jingrong’s poetry and piided_uo Jiaming and Chen Li, eds.,
Chen Jingrong shiwen [Poetry and prose of Chen Jingrong], 8.

8 Chen Jingrongliaoxiang ji[Symphony], 64.

8 Wai-Lim Yip, trans. Lyrics from Shelters: Modern Chinese Poetry 1938al@ew York & London:
Garland Publishing, Inc., 1992), 167.
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become tired of.” However, what do these “formstgees, signs and sounds” refer to?
Chen leaves it open for the reader to interprethénthird line, teasing the blue sky about
its agelessness as if teasing a long-time acqueetahe speaker seems to indicate the
important status of this symbol without explicifitating its implications, again leaving
the reader to fill in the missing information. €élfollowing line seems to deviate from
the ironic tone and give a straightforward depictod a natural scene. The image of “a
warm Spring morning” easily evokes a peaceful mdmeesetting for some pleasant
activities such as going out in nature or simpfjrig around enjoying the good weather.
However, the introduction of the bombers circlinghe sun abruptly interrupts the brief
moment of relief and plunges the reader into thiéiredy reality of war. The sharp
contrast between peace and violence conveys otie ohost powerful anti-war
messages in Chen’s poetry.

From “Disillusion,” her first published poem in 1330 “A Logic Patient’s
Spring” in 1947, Chen had come a long way in dgvelp her poetics. Scholars have
duly noted Chen’s maturity as a poet in the la#@0E3and the shift of her poetic subjects
from narrow personal feelings to broader sociotmali issues. Yet, carefully tracing the
long journey of her poetic explorations, we discémissue of gender underlying this
change. The very start of her poetic career wakeddny the female speaker’s fantasy
reproduction of the Romantic ideal of absolute widiial freedom set forth by her male
predecessors shattered by the cruel reality ofdiffering woman. Her early poetic career
was often accompanied by the female speaker’'sggs@gainst an abusive and derisive
male authority trying to thwart her poetic aspwas. If, in “Disillusion,” Chen was still

an apprentice trying dutifully to repeat convensi@et by her male predecessors such as
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Guo Moruo, for example, using complete immersioNa&ture to symbolize absolute
individual freedom, “A Logic Patient’s Spring” reafs a fully grown poet whose acute
sense of irony regarding the dominant discoursecateyzed by prolonged and
painfully intimate engagement with it.

As | have noted at the beginning of the chapter dibate about different poetic
approaches to reality between Chen and the Lefitsts happened shortly before the
CCP took power in 1949 and enthroned propagandisttry as the official poetry. Like
many intellectuals who practiced approaches otiear tvhat was embodied in the
propagandistic poetry, Chen was compelled to gvpaetry writing. However, for
sometime, she was able to continue her translatak and mainly translated
revolutionary works by authors from other sociatistintries. In 1957, she was able to
publish nine poems by Baudelaire in the July issfuEranslation During the Cultural
Revolution, many young poets were greatly inspbedhese nine translated poems in
their search for an alternative poetics from thenihant official poetry. While these
young poets might think they were reading Baudeltirough Chen, for Chen, a poet
who wrote radically different poetry from the ofily stipulated propagandistic poetry,
translation was a disguised form of expressiorgltarnative way of writing. | want to
conclude this chapter by taking a look at thesesteded poems. Rather than reading
them against the French originals and testing tlcaracy of Chen’s translation, | attempt
to see whether and how the choice of poems, tla@gement of order and the
experiment with language conveyed a continued sefsteuggle for a distinct poetics on

Chen’s part.
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According to order of appearance in Chen'’s traisiathe nine poems are “Le
Crépuscule du matin” (“Morning Twilight”), “Le Créscule du soir” (“Evening
Twilight”), “Le Cygne” (“The Swan”), “La Mort desgquvres” (“Death of the Poor”),
“Sonnet d’automne” (“Autumn Sonnet”), “L’Ennemi” The Enemy”), “Le Flambeau
vivant” (“Living Torch”), “Spleen” (“Spleen” IV) ad “Harmonie du soir” (“Evening’s
Harmony”)2® Those who are familiar with Baudelairé&®wers of Evilwill notice that
Chen did not follow Baudelaire’s arrangement ofgbems. The first poem in Chen’s
translation appears as No. 103 in the originalsé@nd, No. 95; the third, No. 89; the
fourth, No. 122; the fifth, No. 64; the sixth, NID; the seventh, No. 43; the eighth, No.
78: the ninth, No. 4% Starting with “Morning Twilight” and ending withEvening’s
Harmony,” Chen Jingrong seems to be depicting tbegss of one long day, but if we
read the poems, we see the condensed version af<dte-long struggle for a poetic
career as a woman poet:

“Morning Twilight” starts with a “dark-haired yolt’ and
R E MMMyt ER S 8%, The soul, under the unyielding and heavy weighhef
WA AT e 5 H o214+, 88 body, _
Imitates the battle between lamp and dayliht.
These lines call to mind Chen’s “unyielding” batfilst with her patriarchal family, then
with her dismissive poet lovers, in order to realwer aspirations as a poet. Also in this
poem, the miseries of women are elaborately depiti®ugh “the women of pleasure,”

“the beggar-women” and “the laboring women.” Chesunderstood “the women in

8 The English translation of the titles is by Keittaldrop. See Keith Waldrop, trans. Charles Baude)ai
The Flowers of Evi(Middletown, CT: Wesleyan University Press, 2006)x.
87 i

Ibid.
8 Zhou Xuliang, ed.Waiguo wenxue zuopin xu§®elections of foreign literature], 88.
8 Adapted from Waldrop’s translation, see Keith Wafd trans. Charles Baudelaiféhe Flowers of Evijl
135.
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labor” in the original poem as the women who undérgrd labor. It is exactly this
mistake that reveals what weighed heavily on Chemirgl in her choice of this poem as
the first poem. The couplet where the phrase “laigovomen” appears reads as follows:

XIERZ IR R 23885554 Itis exactly the hour: in coldness and paucity

B L (e R, The suffering of the laboring women is
aggravated;

The couplet echoes Chen’s repeated mentioningrgidrsonal experience of hard labor
in her marriage with Sha Lei from 1940 to 1945, sbeeral long cold winters she had to
go through imprisoned in the oppressive domedtg déispecially her 1947 article titled
“On My Poetry and Poetry Translation,” where sharetl her acute insight into the
condition of the continued oppression of women Imn@ due to social, financial and
other issues despite general recognition of thelgreaquality discourse.

In “The Swan,” the image of the swan, a symbohef poet figure that does not

fit into the world, is associated with a suffermglow searching for hope:

PR ETE —NES R E N, Before the Louvre an image presses down on
RAERIWOC M RRG, HERR R me; o
T | recall my great swan, with an idiotic

s poe e expression,
%ﬁiﬁ%mbﬁﬁl%, gﬂﬁl?;, - Likpe those in exile, absurd and sublime,
BRI RSP A8 A Devoured by a ceaseless craving! And | think
AR, of you,
TAE I 59 E IR R 22N | think of the black woman, frail and wasted,
i AT, dh IR Trudging the mud, her eyes
18 IR MM IR K 55 Ja TH Occasionally from behind the thickness of the
AL AT AT o fog

Looking for the wonderful palms of Afric&;

% Zhou Xuliang, ed.Waiguo wenxue zuopin xu§®elections of foreign literature], 89.
91 |
Ibid., 93.
9Adapted from Waldrop’s translation, see Keith Wafgirtrans. Charles Baudelaiféhe Flowers of Evil
116.
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Once again, from the many poems by a poet suctaaddbaire better known for his
negative even misogynistic views toward women, Gtlfeoses and translates a poem
where Baudelaire associates the poet figure wafi@ring widow, clearly a carefully
made choice.

Besides her distinct emphasis on a gendered pénrspeChen’s translations
continued to convey a more complex engagementneglity against the stylized
presentation of reality of the officially sponsoq@wpagandistic poetry. For example,
“The Enemy” starts with a depiction of “my youtrddically different from the rosy and
upbeat image popular among the official poetryheftime:

Fm i R B a0 2 A My youth was nothing but a dark storm,
i, Pierced here and there, by beams of

SR SR, BRI AR, Sunlight, | |
LA R R A Lightning and rain damaged it so, and now

PR 2T 0 R B g fepy . e rosy fruiton my branches is rdfe.
J:O 93

Once again, these lines remind us of Chen’s pastfufygle for a poetic career in her
youth. Yet, for the urban elite youth whose edureiwere interrupted by the Cultural
Revolution and who spent their teens and twentigaral China, these lines speak
perfectly to their experience as well. Other limethe translation work in a similar way.
For example: the emphasis on the sincerity of #ath“Everything throws my heart/
into a rage, except for the sincerity of a pringtlveast” (“Autumn Sonnet”); the call for
love: “Let us love in silence. The dim, lurkingole, stretching the bow of fate in its

position” (“Autumn Sonnet”); the disillusion witlhé CCP represented by the red flag:

93 Zhou Xuliang, ed.Waiguo wenxue zuopin xu§®elections of foreign literature], 95-96.
% Adapted from Waldrop’s translation, see Keith Wafd trans. Charles Baudelaiféhe Flowers of Evijl
21.
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“cruel and violent bitterness / plants a black ftagmy lowered head® As | will
demonstrate in the next chapter, young male poletsexplored an alternative poetics
during the Cultural Revolution would advocate atsesimilar to what Chen conveyed
through her translation of Baudelaire, yet Chemssinictly gendered perspective was

somehow lost in the process.

% Chen Jingrong, trans. “Poem Selections,” in Zhaliaghg, ed.Waiguo wenxue zuopin xu§®elections
of foreign literature], 95-98; originally publishéd Translation July 1957.
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Chapter Four

The Birth of Today! Poets in 1978:
Gender Politics and Underground Literature in China

What form do women take?
--Elizabeth Willid

On March 19, 2006, during the opening remarksatrderence commemorating
the 24" anniversary oflintian (Today! 1978-1980, 1990-3Bei Dao succinctly
summarized the history of this literary journal atschistorical connection with
contemporary Chinese avant-garde literature and art

At the end of the year 1978pday!was born in secret in a cramped farm house in
the suburb of Beijing. As the first unofficialditary journal since 1949 0day

was posted on the outer walls of government offipeblishing houses and the
college districts. Two years lat@rpday!was closed down by the police. In the
summer of 1990T odaywas re-launched abroad. Up to this moment, the
commemorative event at the University of Notre Damiihe United States, a
guarter of a century has passed. History seemw i able to look forward, but
only to look back. Through the winds and dust &f years, we see those few
young people bustling around a worn-out mimeograpkhine. Yet they could

not see us.

The appearance dfday!in China is undoubtedly related to the generatvbo
grew up during the Cultural Revolution. They seartfor a way out while lost,
gained strength while sinking, crying out in thiesce of collective aphasia, even
at the expense of their lives. The influencd oflay!reaches far beyond literature.
Permeating fine arts, film, drama, photography etier artistic categories,
Todayémarks the beginning of avant-garde literature amdh contemporary
China:

! Elizabeth Willis,Meteoric FlowergMiddletown, CT: Wesleyan University Press, 20@5),

% This commemorative event happened several yetnsTafdays 25" anniversary for various reasons.

% Bei Dao, “Kaimushi zhici” [“Opening Remarks”] a€Ctisis and Detour: 25 years ®bday” March 19-21,
2006, University of Notre Dame. | obtained the s@iption from Bei Dao. For a more detailed accafnt
the beginning oToday see Bei Dao, “Duan zhang” [‘Fragments”], in Bad) Li Tuo, eds.Qishi niandai
[The Seventies], 31-49.
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From its debut appearance on the street walls @irmoaltural and political institutions in
Beijing on December 23, 1978, to its final closeddyy the state police at the end of
December 1980the literary activists of oday!published nine issues, four book series,
and three volumes dflaterials for Internal Circulationall together 1008 page%s loose
pages offoday!wereposted on the street walls in Beijing, retail cepieere sold at the
Democracy Wall and distributed nationwide throuigé postal system, poems published
in the journal were read in the parks, and mimegagi@pies were privately shared
among poetry lovers, the readershiffotlay!far exceeded the 682 subscribers listed in
the “Records of Outgoing Mafl"or 1000 copies per isstfe.

As recent scholarly and popular attentionTauay!has so far focused mostly on

its role in bringing a new form of poetry to natidrttention’, Bei Dao has good reason

* Today! was ordered to close down on September 12, 1980ebllunicipal Police Department in Beijing.
However, it continued to exist in the name of “iéintwenxue yanjiuhui” [“Today Literary Study
Association”] and produced three more issues edtikibu jiaoliu ziliao[Materials for Internal
Circulation]. See Ao Fuming,Today a Chronicle of Events” in a chapbook he compiled988 for the
tenth anniversary ofoday! He kindly gave me a copy for my research.

® Besides a copy of the “Records of Outgoing Mdiklso obtained copies of thousands of pages of
readers’ letters and literary contributions from Paming. From these letters, numerous readersahare
their excitement at discoverifigpday!and stories of how they got hold of this jourmdany of them said
they borrowed it from friends, roommates and re&sti Some college students said the whole dorneghar
one copy. Some even mailed mimeographed seleatfgmsetry fromToday!and their own literary
journals to show howoday'had served as a huge inspiration to them.

® Ao Fuming, “Bianyu suoji (3): huiyi 76 hao” [Trial records after the compiling work (3):
Remembering No. 76].” | obtained the unpublishesiem of the essay from Ao. From my interviews with
Ao, | learned that 1500 copies of the first issti@@day!were printed (500 copies in December 1978 and
another 1000 copies later due to the readers’ démahe three issues daterials for Internal

Circulation were each printed 600 copies.

" Most poets published ifiodaybecame household names of the immensely populscu®® Poetry in the
1980s. Since 1979, when soihedaypoets such as Bei Dao, Shu Ting, Gu Cheng, Yaag &ppeared in

a few official journals, their poetry was fiercedftacked as obscure by some official critics anetqo
Together with some poets from an earlier generatimhsome younger poets who also started to publish
poems deviating from the conventionalized socigltsttry, they were dubbed the “Obscure Poets.”, Yet
they became immensely popular among young peopts&€hina despite or thanks to this negative
attention. Recent revisionist scholarship has agaeds who were not published in the official jaalenin

the 1980s to the group of Obscure Poets, such agKa and Guo Lusheng. See Cheng Guangwei, Hong
Zicheng, edsMenglong shi xinbiafiA New Edition of Obscure Poetry] (Wuhan: Changgavenyi
chubanshe, 2004); Hong Zicheng, Liu Dengh#&mngguo dangdai xinshi spi History of Contemporary
Chinese New Poetry] (Beijing: Beijing daxue chubbens2005), 175-206.
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to pointing out the fact thatoday'had not only served as the mouthpiece of the avant
garde poetry that emerged from the Cultural Revamhut1966-1976), but avant-garde
literature and art in general. Theday!literary activists had not only published poems
by twenty-four poets, but also novellas, shortisgrcritical essays, drawings,
photographs, and woodblocks as well as translatest&h poems, short stories, essays
and literary theory by more than twenty authors artidts. ManyT oday!authors and
artists who did cover designs and illustrationsl enntributed photographs, artwork and
stories forToday!have become leading figures in contemporary Cheiagant-garde art,
fiction, film, drama and photography.

Importantly, Today's impact had gone far beyond the elitist genealaiggvant-
garde literature and art, and reached a broad r€ageat the level of popular culture.
Although quite a number of readersTafday!were inspired to start their own poetic
experimentations, launch their own unofficial l#gy journals and become the well-
known “Third Generation” poetsthe majority of readers became “poetry lovers” trel
constitutive elements in the nationwide poetry fesfethe 1980s. Poets were treated like
pop stars wherever they went, and young men anderndrom remote places plunged

themselves into a passion of reading and writingtgyoand adopted poetic visions as

8 To name a few: Ai Weiwei, leading Chinese artisbvserved as the artistic consultant for the ptajéc
the Beijing National Stadium, dubbed the “Bird’sd\lefor the Beijing Olympics in 2008, contributed
illustrations toToday Huang Rui, who was the first to turn deserteddiacbuildings in the suburb of
Beijing and the major architect behind the well-4nmo798 Art District in Beijing, was one of the falers
and artists ofoday Chen Kaige, one of the “fifth-generation direstoof Chinese cinema, who directed
films such as “Yellow Earth” and “Farewell My Coraine,” published his first story ifioday

® Ouyang Jianghe and Tang Xiaodu both described ¢ieitement upon discovering the new ways of
writing poetry inTodayduring my interviews with them. Shen Rui and Waraxin were in the list of
subscribers that Ao Fuming has carefully kept. Amtire thousands of letters from the readers, | also
discovered a letter and a few poems submitted byBtang, also a well-known poet now. Bai Hua
described a similar experience in his “Shiyu 198 bing he tie geng ci ren xinchang de huanle”
[Beginning from 1979 — Joy More Piecing Than Ice &on], see Bei Dao, Li Tuo, edQjshi niandai
[The Seventies], 531-546.
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their life ideals. Bei Dao attributes this poeteyér and idolization of poéfsto “a
misunderstanding on the readers’ patt¥Misunderstanding or not, the fact is that the
avant-garde poetrjoday!brought aboveground reached a broad readership and

influenced the life of a generation of Chinese hsut
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Figure 1. Front Covers dfoday! the image on the left is the cover of the fisstuie of
the journal; the image on the right is the covea oéprint of the first issue. From the
second issue on, the coverTafday!remained the same as the latter. Courtesy of Ao
Fuming and Huang Rui.
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When the first issue dfoday!made its debut on the outer walls of state

1% Michelle Yeh accurately describes this poetry feag“the cult of poetry.” See Michelle Yeh, “Death

the Poet: Poetry and Society in Contemporary CaithTaiwan,” in Pang-yuan Chi and David Wang, eds.,
Chinese Literature in the Second Half of the TveghtCentury: A Critical SurvefBloomington: Indiana
University Press, 2000), 223.

1 Bei Dao describes one instance of his pop-stagrapce in Sichuan province in China in “The
Importance of being ‘ordinary’: Bei Dao in conveiea with Michael March,”Index on Censorshjp
1746-6067, Volume 17, Issue 10, 1988, Pages 26 +#8 grateful to John Rosenwald for generously
sharing this article with me.
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institutions in the form of “big-character posterss front cover depicted the woilchday!
in Chinese (see the left image in figure 1) bregkhrough the iron bars of prison in the
form of patches of blank space, an unmistakableugesf opposition to the state
autocracy. Yet from the second issue on, the ftomer ofToday!was switched to the
profiles of a young man and a young woman in tHeraaf blue sky and white cloud. It
is not that this unofficial literary magazine’s agsitional position had changed, but the
emphasis had shifted from a simple declaratiotsgbosition to a concrete and more
accurate representation of this journal’s strat€yythe first page of the first issue of
Today! Bei Dao adopts the official discourse after thdt@al Revolution and attributes
the official monopoly of literature to the “Culturautocracy of the ‘Gang of Four”
rather than the current official ideology, thus igag direct confrontation with the state.
He writes, “history has finally given us this oppority and allows our generation to sing
out the songs that have been buried in our heagsdong as ten years without being
punished by the thunderbolts.” In a letter to Wui&n, a fellow poet, dated November
17, 1978, Bei Dao includes these opening linesinyatslightly different version. In that
letter, the songs are buried both “undergrounddeep in our heart® rather than “in our
heart.” The juxtaposition of “underground” and “higashows clearly the intimate
antagonism ofroday'and the official propaganda machine it rebelleaiegs. Yet the
final editorial decision to omit the word “undergra™? from the published version
illustrates Bei Dao’s positioning dioday!as a journal of “pure” literature. As Bei Dao

explains, “pure” means “not directly touching ugmslitics, though it is impossible not

12 Bej Dao’s letter to Wu Lixian (whose pen name &Mo), November 17, 1978. My thanks to Li Tuo
and Lydia H. Liu for providing the letter.

13 As a number of scholars both in China and abr@a® hecounted the underground literary activities
during the Cultural Revolution, | will not go intbe details.
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to.”** Hence, rather than staging a direct confrontagigminst the state as other explicitly
political unofficial journals didToday!emphasized the mission of “our generation” to
“reflect the spirit of the new age,” “establish teaning of each individual’'s existence,”
“deepen people’s understanding of the spirit oédi@n” and “reestablish China’s
position in the world.*® In the second issue, Bei Dao reiterates the folkoday!as “a
mouthpiece of the younger generation,” sending'ectioes of justice in terms of
people’s social life and spiritual space tod&Thus, by focusing on creating a new
paradigm of life for the younger generation ratfh@n going directly against the state,
Today!was able to find freedom in “the distance betwienhunter and the huntetf,”
survive the longest, be distributed most widely ardrt the most profound and extensive
impact as described above.

Despite the plurality of their practices, the nevets who emerged froffoday!
were dubbed Obscure Poets for the obscurity notedfizial critics, after they found
their way into official poetry journals from earlp79®: the Obscure Poets, especially
Bei Dao, co-founder, co-editor-in-chief and a proemt author in the journal, were
associated with the democracy movement. When Aleisberg first met Bei Dao in
Beijing in 1984° and started their lasting friendship, he only krigsi Dao as a

dissident poet and a political figure in China’smberacy movement. Till now, Bei Dao

bid.

15 Bei Dao, “To the Reader” ifloday December 23, 1978, No. 1, 1.

% “Notice,” Today February 1979, No. 2, 20.

" Bei Dao, “Tongmou” [Accomplices], in Bei Dadhe Rose of Time: New and Selected Ppedited by
Eliot Weinberger, translated by Yanbing Chen éNaw York: New Directions Publishing, 2009), xi9.3
'8 Bei Dao’s “The Answer” was published by tReetry Journain March 1979; Shu Ting’s “To the Oak
Tree” was published in the same journal in Aprif@9Gu Cheng, Yang Lian, Jiang He's works soon
became published by the official journals as well.

91n October 1984, Allen travels to Beijing with GaBnyder, Toni Morrison, Francine du Plessix Grey,
William Gass and Harrison Salisbury as part of amefican Academy of Arts & Letters delegation fat-a
day writers conference. He remains in China foadditional 8 weeks.
http://www.allenginsberg.org/index.php?page=lifelimccessed June 10, 2010).
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is still best remembered and applauded by manyibdithina and abroad for his
dissident status, his slogan-like poems such as fswer,?’ and his role in the
democracy movement. Scholarship on Bei Dao’s gaétry has mostly focused on its
opposition of the authoritarian state ideology. &xample, Michelle Yeh accurately
observes that the new poetry emerging after theu@llRevolution “embodies a
conscious departure from the official Communisbidgy and a vigorous search for an
alternative discourse beyond the pale of the domtidscourse® Few have looked
closely at the historical issues embedded in ttesalry movement initiated by the literary
activists ofToday!

In this chapter, through close readings of textsiarages, | re-examine the
relationship between literature and politics in firgtorical contexts of the life dfoday!
not only the immediate history of the Mao era, it historical tradition since the May
Fourth era. | want to call attention to the facitfldespite the gender- and class-neutral
language such as “heart,” “individual” and “peoplbge alternative paradigm of life
envisioned by this new generation of avant-gardetgand artists is highly gendered and
classed. Similar to the old generation of writenes the May Fourth generation that
“had fallen behind?® the new generation of poets and artists were snosile and from
an elite class. | focus on the gendered poeticsaivad by these elite male avant-garde

poets and its materialization in the production einculation ofToday! | hope to

2 «The Answer” was chanted by the demonstratorsianahmen Square in June 1989. During my
interviews withTodaymembers in 2005 and 2006, some still preferrednsogich as “The Answer” for
their powerful political message. In his monographBei Dao, Dian Li continues to identify Bei Dao’s
early poetry as a voice of dissent and focusefi@epbems closer to the slogan-like socialist paetfgrm.
Dian Li, The Chinese Poetry of Bei Dao, 1978-2000: Resistanc Exileg(Lewiston: The Edwin Mellon
Press, 2006), 10-19.

Z Michelle Yeh, “Light a Lamp in a Rock: ExperimehBoetry in Contemporary Chinalodern China
18, no. 4 (1992), 379.

%2 Bej Dao, “To the Reader” ifioday December 23, 1978, No. 1, 1.
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demonstrate that the creation of a new symbolitesysn avant-garde poetry and art was
not simply part of the pro-democracy movement;aadi in their struggle with the state
patriarchy for political democracy and artisticaumy, these male poets and artists
were also trying to regain their gender privilege superiority which they had been
deprived of by the socialist state. | demonstrase the male poets and artists attempted
to reclaim their artistic autonomy and their indiwal masculinity by taking the position
of the feminine against the state patriarchy. Téggmpted to reclaim their masculinity
and gender privilege by reviving the image of tferfinine woman” from the May
Fourth tradition against the “masculine woman” ugh®y the socialist state and by re-
establishing a gender hierarchy against the stdieypof gender equality in the Mao era.
This chapter includes four parts. In part one,dlyre the gender and class nature
of the “underground literature” thdbday'had brought aboveground. In part two, by
closely examining the illustrations in the two mpepular poetry selections issued by
Today!in 1980, Bei Dao’ he Strange Seashoaad Mang Ke’sThings in Mind | tease
out a few visible features of the new paradigm siovied by this predominantly male
group of poets and artists. Lu Shi (pseudonym foiL@ilei) is the artist who drew all the
illustrations for these poetry selections. In pharéee, | focus on the poems in the two
poetry selections mentioned above as well as pgenniésshed inToday!from 1978 to
1980. | demonstrate how the poets attempted tosteect the integrity of self against
the paralyzing socialist model of the “screw indval,” automatic machine parts without
autonomy or personal feelings, by turning to tiaddlly feminine tropes such as Nature,
woman and feelings. | will focus on three poetslighied inToday! Bei Dao, Mang Ke

and Shu Ting (the only major female poet in thisdmminantly male group). | choose
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Bei Dao and Mang Ke out of the 23 male poets phbtisnToday!for a number of
reasons. Not only were they the two editors-in-GHiat they published the most poems
in Today'!and were the only two poets who appeared in egsue. Besides, among the
three poetry collections published Dgday! theirs include the illustrations by Lu Shi as
| mentioned previously while the other poetry catilen only includes one illustration by
Lu Shi and does not create the interesting paisitebetween poetry and drawing. The
focus on Shu Ting is not out of choice, but of ssttly. Compared with Bei Dao (28
poems inToday! 4 inToday! Literary Study Association: Materials fotémal
Circulation) and Mang Ke (17 poems iroday! 2 in Materials for Internal Circulatio,
Shu Ting (6 poems ifioday! 1 inMaterials for Internal Circulatiol, ** with no poetry
collection published byoday! seems to stand out in this group as the only lepaet
rather than one of the major poets. However, thelar of her poems is less than only
Shi Zhi and Fang H&hin addition to Bei Dao and Mang Ke, and the sanmalver as
Jiang He. Further, she was featured in the fisstaofToday!together with Bei Dao,
Mang Ke and Qiao Ji@,and more readers wrote admiring comments undemer
poems than any others in the jourr@@3hu Ting seemed to be poised for a much more
important role in this journal than the number ef poems indicates.

In the fourth and last section, | look at how adgred poetics materialized in the

% Thanks to Ao Fuming for giving me the whole sefaafsimile copies of Today and a chapbook
including the full content of works publishedTiedaywhich he compiled in 1988 fdrodays tenth
anniversary.

% These are two extremely important poets amongéhé-down youth whose poetry became popular
around the time Bei Dao and Mang Ke started to expmant with poetry. They both had 8 poems published
in Today

% pen name for Cai Qijiao (1918-2007), an older gatien poet who was involved with and supported thi
group.

6 De-an Wu Swihart, “Introduction.” Ibid., 7. Thethar was quoting indirectly from Shu Ting. The edit
who wrote to her telling about this should be Bablas he was the only editoricdday who was in
frequent correspondence with Shu Ting at the time.
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daily practices of the literary group and in thequction and nationwide circulation of
Today! Because of the institutionalization and state opafy of advanced media
technology such as movable type, the productiohoofay! mainly happened in the
homes of group members and depended on low-enddiaies such as stencils,
mimeograph machines and typewriters. A large amolintanual labor was involved in
this process. Nevertheless, the magazine creajeddered division of labor and a
gendering of technology. | demonstrate how the naization of this new male
dominated vision was made possible only by showeuighe female members of the

family and relegating women members to subsidiasitpns.

The Gender and Class of the Underground

Just as Bei Dao highlights the birthTadday!in a cramped farm house outside
Beijing, the literary activists ofoday!often took pride in the grassroots status of this
unofficial literary journal. While it was true thatajor authors of oday!such as Bei Dao
and Mang Ke were workers at the time, and mos#lijeactivists who participated in the
production and circulation dfoday came from ordinary backgrounds, it was also true
that “the works of our generation buried undergand deep in our heaff'that Today!
brought aboveground and distributed nationwide carastly from a small number of
cultural and literary elites who had close tieswtite underground literary circles in
Beijing during the Cultural Revolution. ScholarsGifinese literature both in China and

abroad have duly notéltbday!s connection with underground literary circles atsd

2" Bei Dao’s letter to Wu Lixian (whose pen name &sMo), November 17, 1978. My thanks to Li Tuo
and Lydia Liu for providing the letter.
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oppositional stance to the ideological controlhaf stat€® but few have paid critical
attention to the implications of gender and clasthe term “underground.”

To better grasp the term “underground,” it is neeegto understand the
condition of literary journals after 1949. As Shgong demonstrates in her study of
literary production in contemporary China, the pgfihg industry became increasingly
controlled by the government of the Chinese Comstuparty (CCP) after 1949. Since
the government took over the publishing industrg aationalized cultural enterprises in
the early 1950s, literary production became argnatiepart of the state’s plan. The
government funded it and at the same time regulat&diring the Cultural Revolution,
all literary journals save one ceased publicaftidre only journal that continued
publishing during those years wdisfangjun wenyfPeople’s Liberation Army Art and
Literature)?® The political environment in China after 1949 métkrature central to the
fostering of morality, social cohesion, and positat every level. The literary journals,
which constituted the primary official outlet foriers, played a vital public role, both
for the government and for writers and reader®rhity magazines became a place where
both the leadership and the public looked for sigat political message8.The
situation Kong describes applies to most peopféhima with the exception of a small
number of young people associated with the litegany cultural elites especially in
Beijing because of the high concentration of pcditiand cultural institutions in this city.

During the three decades between 1949 and 1979idswable numbers of

% To name a few: McDougall, Bonnie S. "Dissent latere: Official and Nonofficial Literature in and
about China in the Seventie€bntemporary Chin8, no. 4 (1979): 49-79; Yeh, Michelle. "Light arhp
in a Rock: Experimental Poetry in Contemporary @HiModern Chinal8, no. 4 (1992): 379-409; Crevel,
Maghiel vanLanguage Shattered: Contemporary Chinese Poetrylaratuo(Leiden, The Netherlands:
Research School CNWS, 1996).
%9 Shuyu Kong, Consuming Literature: Best Sellers thedCommercialization of Literary Production in
3C(:Jontemporary China (Stanford, Calif.: Stanford Wmsity Press, 2005), 121, 146.

Ibid., 147.
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“politically incorrect” Western modernist and Sawieevisionist” works were being
translated and introduced into China through “imépublication” (eibu faxing.
Commissioned by the government, translated anécedy carefully chosen intellectuals,
researchers, translators, and editors from thé@utesiof Foreign Literature in the Chinese
Academy of Social Science and the People’s LiteeaRublishing House, these books
were brought out exclusively by a handful of pegéd publishers. They were meant to
circulate only among high-ranking officials in tReopaganda Department, government
cultural bureaus and among a handful of intelldstua equip these people with updated
knowledge of modern life and contemporary ideolsgrethe West and the former Soviet
Union3! As Yang Jian shows in his study of undergrouretditure during the Cultural
Revolution, underground literary circles first egped in 1961-1963 in Beijing. From
1972, literary circles in Beijing intermingled freently and formed complicated
interrelated network¥ But what has been overlooked in scholarly investims is that
members of these literary circles bore close tigbé¢ state. The central figures were
mostly children of high cultural officials and resped intellectuals. When many of these
high officials and intellectuals were removed froffice during the Cultural Revolution,
they were also removed from the patriarchal pasiiiothe family and lost control of
these books. Thus, translated Western works sudhcksKerouac’©n the RoadZai
lushang, 1962), T.S. EliotSelected Essay3uo shi ailuete lunwen xuan, 1962), Jean

Paul Sartre’Nausea and Other Stori€ganwu ji gita, 1965), J.D. Salingerihe

31 Shuyu KongConsuming Literature: Best Sellers and the Comraéizeition of Literary Production in
Contemporary Chinal22, 123.

32 yang JianWenhua dageming zhong de dixia wenxirederground literature during the Cultural
Revolution] (Beijing: Zhaohua chubanshe, 1993),224).
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Catcher in the Ry@Maitian li de shouwangzhe, 196%)originally meant by the CCP
party to serve the officialdom, served differentgmses in the underground literary
circles. Other resources included translation jalsthat circulated in public but received
less censorship than other publications. For exan@hen Jingrong’s selected
translations of BaudelaireBhe Flowers of Evivere published itYi Wen(Translated
Literature) in 1957 and became an important inspimgor many of these avant-garde
poets when they started searching for a new ptatguage in the early 1970s.

Either coming from families of high officials ortellectuals in Beijing, or having
access to those resources because of associatimmbers of these literary circles
formed a small elite group compared to the majarityoung people in China. | use
“elite” because though not all people in theseditg circles were from families of high
officials and high intellectuals, even people wotldinary family backgrounds in these
literary circles in Beijing were able to gain aceés the translated Western works such as
On the Roadince early 1970s, whereas young people outsige@e€id not read these
books until 1978 Just as what the term “avant-garde” often medswiting and
reading of this new poetry was limited to a smhbfist readership, untilToday!took it
from underground to aboveground, from the limitedwtation of manuscripts to

nationwide distribution of printed texts, from raar elitist circles® to a broad spectrum

3 Zhongguo banben tushugu&yanguo neibu faxing tushu zongmu 1949-1[@88alogue for National
Internal Distribution 1949-1986] (Beijing: Zhonghshuju, 1988).

3 The resources included not only the translatedt®esvorks meant only for “internal circulation,”
among the high officials and intellectuals, bubalarious forms of legacy inherited from previous
generations of modern Chinese intellectuals su¢heisprivate collections.

% My interviews with Han Shaogong and Tang Xiaodwwlere in cities other than Beijing at the time.
% These male poets and artists were not as “grassra®it might seem from their occupations and the
birthplace ofToday!,even though the two chief editors, Bei Dao and §/lida, were a construction worker
and a worker in a paper mill respectively, and HuBRmi, another key member, worked in a propaganda
office in a factory. For other narratives of urgteund literature an@ioday see also Crevel, Maghiel van.
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of readers across the countt.

Many of the experimental poerisday!published were written and circulated
underground during the Cultural Revolution mostlysmall literary circles in Beijing or
by poets from those circles. These young intallgst all from families of high officials
or intellectuals and educated at some of the hgbtdthools in Beijing, would have
become “masters of the country” and joined the foltresses” had the Cultural
Revolution not interrupted their route to univaest When Mao interrupted their
education and sent them to the countryside andriast they not only experienced a
rude awakening of the cruel reality of rural lifedathe falseness of the state propaganda,
but fell from their privileged position as futureasters and were turned into social
outcasts. This is especially the case with thengauen, as despite the gender equality
policy of the Mao era, the state remained a patnersystem. Therefore, even though
Bei Dao seems to claim the grassroots statd®day!by emphasizing its humble origin
in the countryside, these “underground” avant-gatuksar close ties of kinship to the
institutional power they rebelled against.

The term “underground” is also gendered. Thoseyfeuwng people bustling
around the worn-out mimeograph machine, as Beid#gacts in his speech, were mostly
men. And the young poets, writers and artists wigavgnto leading figures in the

contemporary avant-garde art and literature werstlmmen?® Of the 24 poets published

Language Shattered: Contemporary Chinese Poetrylaramtiuo(Leiden, The Netherlands: Research
School CNWS, 1996).

3" Hundreds of readers’ letters | copied from Tlelayarchive could testify to that. | will discuss theger
on in the chapter.

3 |n his book on literature since the Cultural Rexioin, Yibing Huang notices the predominance ofenal
writers in modern Chinese literary history; howeweather than taking a critical stand, he marksgiveder
of the modern “individual subject” as a male whorifyed to give birth to itself as a ‘new man.” See
Yibing Huang,Contemporary Chinese Literature: From the CultuRavolution to the FuturéNew York:
Palgrave Macmillan, 2007), 2-5.
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in Today! only two were woman, and one of them, Ying Zinjmame for Cui Deying),
only had one poem publishedTioday!*® If Today!was meant to be the “mouthpiece of
the younger generatiofi® regardless of gender as Bei Dao writes in its imisstatement
and represent a new paradigm of life for both mahveomen, as Huang Rui depicts on
its front cover, why had there not been more woaraong these avant-garde poets?
As Wendy Larson acutely observes in Wesmen and Writing in Modern China
Literary talent ... entered the modern era as maie tlae mere participation of
women as writers did not create a niche for thédthough the new woman in
theory should have faced no obstacles to becomwagter of the new literature,
the categories of moral virtue and literary taleete strongly gendered. A
cultural bias against the combinatiorvamanwith literary talentmeant that the
two modernizing discourses of the autonomous atsttwed women'’s liberation,
when put together, produced a problematic resultritical discourse, many
critics and commentators argued that women nayuliatked skill in written
language and had minds (and bodies, it was implamoncrete to produce
excellent literature. In other words, women'’s ‘ratuhat emerged from the
bodily tradition of the performance of virtue wdsypical, material, and concrete,
rather than transcendent and intellectually profh@s the concept of literary
talent, orcai, implied.”**
When they declared that the old generation hadetigbehind” and it was up to the
younger generation to “reflect the spirit of thevrege,*? did these young male avant-
gardes continue to carry the deep-rooted distiusbmen’s literary talent of the “old
generation”?
In one of the first critical articles on Bei Daotside China, Bonnie McDougall
rightly points out that the poet created an “aléire reality” in his poetry to “challenge

the orthodoxy of the entire post-1949 periddWhen these avant-garde poets, artists and

39 Thanks to Ao Fuming for generously sharing theemials ofTodayauthors he compiled, so that | could
tell the authors from their pen names.

“0“Notice,” Today February 1979, No. 2, 20.

*I Wendy LarsonWWomen and Writing in Modern Chind.

“2Bei Dao, “To the Reader” ifloday December 23, 1978, No. 1, 1.

“3Bonnie S. McDougall, “Bei Dao’s Poetry: Revelati&rCommunication,” inModern Chinese Literature
Vol. 1, No. 2, Spring 1985, 225-226.

179



writers were mostly male, what kind of “alternatineality” did they create? When they
promoted the concepts of “individual” and “persdres opposed to the discursive
hegemony of the official ideology, were these cate@s gender-neutral as they seemed?
What kind of “personal feeling” was expressed is tiew literature and art in opposition

to the official propaganda? What role did genday ph their struggle to achieve artistic
autonomy from the dominant official discourse?

Of course, these avant-garde poets and artistsferefi®m the only urban youths
who experienced a rude awakening upon close cowitdctural reality in the Mao era. It
is a recurrent theme in the narrative§ otlay!'s members during my interviews with
them, in hundreds’ of readers’ lettersTtoday!in the late 1970s and early 1980s, and
letters exchanged between sent-down youth who m@r€oday!s members?** The
pervasive sentiment of disillusionment among the-gewn urban youth partly explains

why Today!s avant-garde poetry could enjoy such a broademesiap.

lllustrations: Poetry Visualized or a Vision of Its Own

Leafing through Mang Ke’Xin shi(Things in Mind, 1980) and Bei Dao’s
Mosheng de haitafiThe strange seashore, 1980iwo of the three poetry collectidfis
published byToday!before its closure in 1980, the reader is immedijatnpressed by

not only Mang Ke’s 19 poems written between 197@ 5978, and Bei Dao’s 32 poems

4| am grateful to Ao Fuming, who carefully kept loneds of readers’ letters Tmday and to Li Nan, a
member ofToday who generously shared the letters exchanged bather friends and her. See also Xu
Xiao, ed.,Minjian Shuxin: Zhongguo Minjian Sixiang Shjlunofficial letters: Historical records of
unofficial Chinese thoughts] (Hefei: Anhui wenyiutfanshe, 2000).

“5 Bei Dao first printedrhe Strange Seashairethe spring of 1978, but it was through the ansi
distributed byTodaythat it reached a nationwide readership. AccorttinBei Dao, “most of the poems in
this selection were written in 1972-1976, thattise darkest period in Chinese history.” Becausthete
poems, we were watched and investigated by thegalnder administrative pressure and almost veent t
prison.” See Bei Dao’s letter to Wu Lixian on Novesn 17, 1978 in my original archival materials.

“® The other poetry collection Bong zheli kaishjStarting from Here1980] by Jiang He. Bei Dao also has
a novella tittedBodong[Waves 1980] published in thi¥odayseries.
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written between 1972 and 1978, but the 27 pen-ahgsvby Lu Shi serving as
illustrations, 8 fofThings in Mindand 19 fofThe Strange SeashoteWhat is the
relationship between these drawings and the poeitiese collections? Do they serve
pure illustrative functions for the new poeticglod poets or embody new visions of the
artist or both? Whatever the answers are, becdubke mtertwined arrangement of the
drawings and the poems, they are bound to be vieweehad as an integral whole
representing a counter voice or vision againshggemonic control of the official
symbolic system. In this section, looking closatyour illustrations in the two most
popular poetry selections issuedyday!in 1980, | examine the new life paradigm
envisioned by these avant-garde poets and antiskeilight of gender and class.

Mang Ke’s poem “l am a Poet -- to Bei Dao,” writi@nOctober 1978, during the
months when the small group of literary activisesvibusy preparing for the publication
of the first issue oToday! can be seen as a group portrait of these mald-gaade
poets and artists. Lu Shi's full-page illustration this poem is a perfect point of

departure for the analysis of this avant-garde grou

*"Lu Shi is the pen name of Qi Leilei (1951- ), ar@ke calligrapher, painter and author currentiseba
in the UK. His father is Qu Bo, a well-known writerthe Mao Era, whose first noveh hai xue yuan
[Tracks in the Snowy Foredt957] was adapted into a film of the same titlld 960 and Beijing Opera
titted Zhi qu wei hu shafilTaking Tiger Mountain by Strategguring the Cultural Revolution, one of the
eight model plays allowed during that period. Like poet, the artist did his drawing with a pene Th
power relations between the poets and artistsranat@resting topic that I'll explore later on.
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Figure 2. lllustration of Mang Ke’s poem “I am ad®e- to Bei Dao.” Courtesy of Ao
Fuming.
Judging by today’s standard, this portrait is netidctively gendered. The up-flying hair,
the delicate facial features and slender fingewdcbelong to either a young man or a
young woman. The up-flying motion of the hair, meg&déing that of a burning fire, sets
off the unflinching gaze of the eye. Together with clenched fist, they seem to embody
the determination to fight. The eye is the mosthgnent feature on the face. Often
regarded as the “window to the heart”, the eyetim@teyes, serves as the sign of the
heart, the source of strength.

Yet, seen in the context of the illustrations iagé poetry selections, the portrait
is distinctively male. For, in these illustratiofemale figures are inevitably portrayed
with long and often curly hair reaching to the warhile male figures are always short-

haired. To better understand why the male poetdigaidepicted with this feminine
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quality, one needs to bear in mind that this drgwsnfrom 1978 and it bears “the spirit
of the new age,” to quote Bei Dao.

During the thirty years of the socialist periodrfrd949 to 1978, while no direct
orders were issued, the hair code for men waslHiait hair usually no longer than one
inch, while women wore short hair above the shautdeif long, in two plaits. Free-
flowing hair would be a clear expression of indivédity unbound, a symbolic gesture of
rebellion against the state monopoly. In the 1986ixy sometimes curly hair would be a
signature of the rebellious male poets or artldence, to rebel against the hegemony of
the state patriarch, these young avant-gardesdumeopes of femininity to reclaim
their individuality.

Everything seems fine until it comes to the prestgon of the female. The
following illustration from Bei Dao’d he Strange Seashoiea case in point. It is a full-
page illustration between pages 24 and 25, thednalwing not sharing the page with
poetry. The page does not have a page number jsgaaidne close to the center of this
57-page collection, as if inserted into the coltatias a last-minute decision or as if
carefully designed to play a central role. Eitheywboth its size and location seem to

indicate its special position in this collection.
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Figure 3. lllustration in Bei Dao'She Strange Seashor@ourtesy of Ao Fuming.

The drawing features a female nude in a landschpeandering water and faraway
mountains. With her feet submerged under watetjrlee of the female nude flow right
into the brook. It is as if the swift current oetmountain brook reaches a flat area and
stretches into a pond with the shape of the femadie figure, seamless integration of the
female nude and nature. There is a long tradittanadern Chinese male intellectuals
using female nudes to embody their literary, actishd political aspirations. In “The

Bare Truth: Nudes, Sex, and the Modernization tafeShanghai Pictorials,” Carrie
Waara convincingly demonstrates that Chinese afftisquently used female nudes in
Western fine arts as part of their modernizatiasjgmt: to foster “a commanding view of

the world” and to develop the human ability to cohin terms of truth, authenticity

184



and/or beauty® In “Artwork, Commodity, Event: Representationstieé Female Body in
Modern Chinese Pictorials,” Yingjing Zhang righflgints out that the female body as
artwork was regarded as the embodiment of the ees#rfeminine beauty and male
aesthetic taste. It worked to solicit a “privatize@sthetic gaze and confirm the male
viewer's self-confidence in erotic connoisseursfiplso, as | demonstrated in chapters
one and two, both Guo Moruo and Wen Yiduo empldgedale nudes to express their
visions of modernity. What is the function of tleerfale nude for the male avant-garde
poets and artists who emerged from the CulturabReton?

The extraordinary significance of this female nudage can be best understood
in the light of the dress code in the Mao era. 3iende Beauvoir gives an accurate sketch
of the Chinese women from the Mao era upon herisit to China in 1955: “The
women wear their hair cut short or, if long, in tpdaits, one falling on either side of the
face; like the men they have on blue trousers aating jackets or white blouse¥.1n
a few lines, de Beauvoir captures the gist of #nedgr equality policy in the Mao era,
that is, women are “like the men.” During the CudiitRevolution, Mao Zedong’'s maxim
that “men and women are the same, and whatevercorarades can achieve, women
comrades can achieve, too” was the most autheetatierpretation of that policy.

After the Cultural Revolution, much was written abthe first part of Mao’s
maxim. As “men and women are the same” also mé¢andd-gendering of women, the

sexualized female body was dismissed by the offttscourse. Wearing close-fitting

“8 Carrie Waara, “The Bare Truth: Nudes, Sex, andvthdernization Project in Shanghai Pictorials,”
Jason C Kuo, edVisual Culture in Shanghai: 1850s-1930s.

*9Yingjing Zhang, “Artwork, Commodity, Event: Repeggations of the Female Body in Modern Chinese
Pictorials,” in Jason C Kuo, ed/jsual Culture in Shanghai: 1850s-1930s

*0 Simone de Beauvoilthe Long Marchtrans. Austryn Wainhouse (Cleveland and New Ydtie World
Publishing Company, 1958), 12-13.
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clothes and showing the curves of the female boalylavbe criticized as bourgeois,
while wearing loose clothes to hide one’s figurd arearing one’s hair short or tied back
as de Beauvoir observes is deemed “proletarian™@wblutionary.” Women writers

and poets in the post-Mao era have written fredqueaitiout the confining effect of the
dress codes of the Mao era. Whether calling thaem@ge of “revolutionary spirit and
medieval-style sexual suppressich8r “communist puritanical society?or “simple

and plain,®® they viewed the official gender equality discouasesuppressing women’s
bodily desires and making them ashamed of their sswuality. Women writers and
poets in the post-Mao era have successfully reedilagitimate sexual identity though
not without mixed effects’

On the other hand, in recent years, scholars havied to reveal a more complex
effect of the gender equality policy in the Mao.draher article “Rethinking the ‘Iron
Girls’: Gender and Labour during the Chinese Calt&evolution,” Jin Yihong
reexamines the Iron Girl (Tie guniang), the mod&hge for young women in the Mao
Era, which was continuously enhanced by state nmatiambued with different political
meanings including “the women’s heroic models whiedied liberated ideals of
gender equality.®® Jin explains that the Iron Girl image originateoh the Dazhai Iron

Girl brigade in 1963 who worked during an enormfbosd, “a model production squad

*1 Zhai Yongming, “Qingchun Wunai” [Helpless Youtfn), Bei Dao, Li Tuo, edsQishi niandai[The
seventies], 508.

2 Shen Rui, “Yao jinyun he wode gushi” [Stories afdrJinyun and Me]. | obtained this article from Ao
Fuming.

>3 Wang Anyi, “Wei Zhuang” [The Wei village], in B&ao, Li Tuo, eds Qishi niandai[The seventies],
161.

** For a more detailed analysis, see Zhong XuepWid is a Feminist? Understanding the Ambivalence
towards Shanghai Baby, ‘Body Writing,” and FeminisniPost-Women'’s Liberation China,” in a special
issue “Translating Feminisms in China” edited bynty@heng and Dorothy Ko, iBender & Histoy (vol.
18 no.3, 2006), 635-660.

*® Ibid., 617.
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that could bear any hardship and shoulder heawyeimsrwith iron-like shoulders®The

following is a picture of the Dazhai Iron Girlstine 1970s’

Figure 4. Dazhai Iron Girls in the 1970s. Courtebgpews.xinhuanet.com.

Jin convincingly argues in her article that thiSasl ideology of gender equality
“provided women of that era with the possibilitydioallenge the traditional gendered
division of labour. It especially provided new dissive space for working-class women,

who were at the lowest level of the social strattorexpress themselve®'Other

*% Yihong Jin, Kimberley Ens Manning, and Lianyun CtRethinking the ‘Iron Girls’: Gender and Labour
during the Chinese Cultural Revolution,” in a spétsue “Translating Feminisms in China” edited by
Wang Zheng and Dorothy Ko, (Bender & Historyl8, no. 3 (November 2006), 616.

" The image is from “Gaige kaifang 30 nian, jianziéishi: nashi de Dazhai [zutu]” [30 years of refgr
witness history: Dazhai then [picture series]], B&#p://news.xinhuanet.com/photo/2008-
11/30/content_10434010_4.htm (accessed June 10).201

%8 |bid., 629. Other scholars have also written anrtiultilayered and complex interactions of official
ideology.
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scholars such as Wang Zheng have also written dbewmpowering effect of Mao’s
gender policy for women despite its limitations.

With the historical context in mind, what kind oessage does the artist intend to
relay with this idealized female nude figure intggd into the natural landscape? It is
worth noting that nature is not explicitly assoedtvith the female in the mission
statement oToday! though the challenge posed by these young avadegoets, artists
and writers against the official hegemony is expeeshrough a Nature analogy: “The
cultural hegemony of the ‘Gang of Four’ allows oolye form of existence, that is, a
hypocritical form; it allows only one kind of flowén the literary world, that is, black
flowers. Yet today, when the dawn of the day arfsa® a pool of blood, what we need
are flowers riot with colors, flowers truly belomgi to Nature, flowers blooming in
people’s heart of heart§”

By merging the female nude with nature, the ase®ms to present a strongly
gendered message. Is this a bold statement oifsération of women’s (as well as men'’s)
suppressed sexuality and a symbolic gesture agamsontrol of the official ideology?

Is the female nude here serving as the embodinfemtdisguised truth in the heart of the
new generation of young people? Is the male apisaking on behalf of the female poets,

artists and readers as well in this defiant ge8ture

*¥Wang Zheng, “Call me ‘Qingnian’ but not ‘Funii’: Maoist Youth in Retrospect,” in Zhong Xueping,
Wang Zheng, Bai Di, edSome of Us: Chinese Women Growing up in the Madq&esv Brunswick:
Rutgers University Press, 2001), 27-52. Otheclagiin this collection also provide complex pieiof
the multilayered intersections of the official idegy and lived experience of young women growingrup
the Mao Era, rather than giving a clear-cut pictfreexual suppression in that era.

% Bei Dao, “Zhi duzhe” [To the Readefllpday No. 1, 1. Other works in the issue embody theestrame.
For example, the first poem is titled “Landscapefag” by Qiao Jia (Pen name of Cai Qijiao, onelaf
few poets in this group from an older generatioimg; first critical writing is titled “Daziran de gheng:
ping ‘Faguo shijiu shiji nongcun fengjinghua zhinjita” [Songs of Nature: On “the ¥9century French
rural landscape painting exhibition” and othersPbg Pu (Pen name of Huang Rui).
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If we trace the current of the mountain brook becks source at the top of the
page, we notice that the contour of the farawaymtenn is in fact that of a male face
resembling that of a marble sculpture of Westermgimrfor examplePavid, one of
Michelangelo’s most influential sculptures; the dkassues right out of his down-gazing
eye® By contrast, the female nude, with her head lepbiarckward, is almost faceless.
Her most prominent quality is the soft curvy lirigher slender limbs, long wavy hair,
full breasts, thin waist and round buttoc¥s.

Suddenly the implications of the female nude figoeeome infinitely more
complicated. The artist seems to be not only ehgihg the suppression of sexuality in
the Mao era, but also its discourse of gender @gual a more fundamental and
profound level. Instead of emphasizing the equalities between men and women,
whether the dress code or the capability for admesnts, the artist seems to be sketching
out a new paradigm for gender relationships: Whthrnale face at the top of the page
taking up nearly the same space as the body déthale nude at the bottom, the artist
not only highlights a stark contrast between thatspl quality of the male face and the
sensual quality of the female body, but also aanahical relationship between them.

Further, just as the mountain is the source obtoek, the male eye is figured as
the origin of the female body. What does this sggg&Vhat trickles down from the male
eye that brings this idealized female nude integpeihe male gaze of desire or his tears

of love? Either way, this drawing seems to sugtiesttthe male is the creator

®1| am grateful for the insights from Yoichi Aizawad others at Colgate University.

®2As the prototype of the female nude figure is Venlis goddess of love, from Greek and Roman
mythology, it is not surprising that the figureefthas long curly hair. Permed hair was a commsinida
for women and a rebellious gesture for young mehénl1980s in response to the dress code of thalisbc
period.

189



/connoisseur of the female nude beauty. Some readay have also noticed the distinct
Western qualities of both the male face and theaferfigure.

Qu depicts the female figure with her head turneda her face is in full view of
the male face, but invisible to the outside viewdre locked eyes of the mountain/man
and water/woman in this drawing seem to be a peitfastration of the vision of Nature/
personal versus the monolithic official hegemonglyQhis vision is embodied in highly-
gendered terms and is explicit of a gender hiegaticht is not apparent in gender-neutral
terms such as “natural,” “personal” and “peopléthk artist is also trying to convey a
message of beauty to the world as a defiant geattamst the sexual suppression of the
dominant discourse, the message also says: thedddmauty is only meant for full
appreciation by the male creator. Does this meanvibmen’s feminine qualities are
created solely by and for the male gaze? By crgdhis Westernized ideal form of the
female nude body, is the male gaze liberating tippressed female sexuality or making
ordinary women more ashamed of their less-than-tiedies?

Considering that there has been a long traditio@lohese male intellectuals
using female nudes to embody their literary, actishd political agendas, what is the
function of the female nude form in this case thisnthe nakedness of the female nude
intended to represent a natural form of existerscepposed to the heavily-masked
hypocritical existence required of the official leegony? Since water often functions as a
natural mirror reflecting the mountain, is the iliisad female nude form also a pure,
undisguised, truthful projection of the male sé&f®es the male figure create a female
form in identification with himself? Is the role tife female nude / Nature to reproduce

the male ideal?
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Before moving on to a close reading of the new pydetexamine whether this
paradigm is better disguised behind words, lebok ht two other illustrations by the
same artist. Similar to the illustration we havst jexamined, the pair of illustrations once
again highlights the generative or creative funcebthe male gaze, only this time the

creation is not an idealized female nude form,abcthild.
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Figure 5. lllustrations of Bei Dao and Mang Ke'sspg. On the left is an illustration
from Bei Dao’sThe Strange Seashomn the right is an illustration from Mang Ke’s
Things in Mind Courtesy of Ao Fuming.

The drawing on the left is an illustration from teme collection by Bei Dao, whereas
the one on the right is from Mang K&tings in Mind(1980). Though the two drawings
are from two different poetry collections, they ha striking resemblance in terms of

structural and thematic elements. What is strikinthis pair of drawings is not only the

highly gendered depiction of the male and the ferfiglres, the sharp contrast between
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the bulging muscles of the male torso versus tlftdises of the muscleless female body,
once again faceless, but also the hierarchicaioekhip between the male and the
female mediated through the child.

The male figure, with the physical prowess of adrymasculine demi-god, holds
up the blazing sun with one hand and the childhégalm of the other with no sign of
physical exertion. His gaze, projecting down athi® child in the manner of the sunlight,
seems to be infusing the child with energy anddgehe sun does. The female figure,
however, is down on her knee with split upper bedame with her head and back bent
down while holding up the child with both handse tither is gazing (longingly?) at the
fruits above, similar to the female figure in Bea®@s The Strange Seashorger face
invisible to the outside viewer. What do the clal fruit signify? Why does the female
figure need to perform the functions of physicamurt for the child and of spiritual
admiration of the fruit down on her knee? By cregtihis hierarchy between the male
figure, the child and the female figure, the aiseéms to foreground the male’s life-
giving role to the child while relegating the phgaditie with the child to a subsidiary
position.

What is also striking about this male figure istthenlike the Western portrayal of
David or Hercules, both hyper-masculine figuress ftortrayed without showing the
lower body. If physical sensuality represents therhtion from sexual suppression, why
is the representation of male sexuality absent fiteerdrawing? By emphasizing female
sexuality / sensuality and downplaying its roleha birth of the child, by highlighting
the male spiritual and physical prowess, is thistactaiming the child to be more the

offspring of the male than the female?

192



Why is there this sharp gender difference botlerms of physical features, social
roles and hierarchical positions between the mgled and the female figure? If the
male figure is the fantasized self-portrait of #vant-garde poet/artist, then who is the
female figure -- readers and supporters of thisiagarde journal? Who is the child --
the new paradigm of life, the new-born avant-ggodenal calledToday! the new
generation of readers, or something else? Wheveodeen artists and poets stand in this
new paradigm? Do they share the same gaze of tleefigiare, the same notions of
autonomy and individuality? Has the artist simplgda the gendered poetic visions of
the poets more visible, or is he visualizing a ggad paradigm of his own? To answer
all these questions, let us read the poems illiestria these collections as well as a few
other poems published foday!

In July 1991, twelve years aft€oday!s closedown and a year after its re-launch
abroad, Bei Dao explained the original impetu3 @flay!from his personal experience.
In 1969, like many urban youth of his time, Bei Daft his high school education in the
city and became a construction worker in the suboftBeijing. From his co-workers,
mostly peasants from the countryside, Bei Dao kdabout the harsh realities of village
life: “They were the first to tell me that thousanaf people had starved to death in the
so-called ‘society mastered by the people.” Thexde him realize that “the education |
had received from the communist propaganda maatésea lie ... For thirty years,
propaganda had been our literature. No writingdccexpress personal feeling. The word
‘people’ was a term without its real meaning. Théharities used controlled language to

control people’s thinking. The appearancd oflay!challenged this language contrdf”

8 July 18, 1991, “Banquet Speech,” Summer WritecgRam, Hofstra University, New York. | obtained
this translated script from John Rosenwald, a kimg mentor and friend. As Bei Dao says in the fopg
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In her memoir written in 1980, Shu Ting told a danstory. Her “bittersweet
experiences of life in the mountain village” sirk®9 and later on in the factories
contributed to her “consciousness that questionéldchallenged the established ideology
and that sought to restore the true face of lifen’Dtell us what we should do, let us
think why and what we want to do. Let us make aun choices and be able to feel our
personal responsibility to history and to our nafi®'

While both poets saw the established ideology askintg the independent
thinking of the individuals and resorted to ther§mnal” to create a new paradigm of life
in poetry, | want to examine in this section thaedgred implications of the trope of the

personal.

Feminization of the poetic message

First, | want to pause and clarify why the new pogho emerged from the
Cultural Revolution would place so much emphasishetpersonal” and frequently use
feminine tropes of “heart” and “nature” to builcethnew poetry. Why did sentimentality
become a powerful sign of the avant-garde?

The old discourse being dismantled was the mechaoirof the people in the

over-enthusiastic pursuit of industrial progresghim Mao era, best represented by the

remarks” | quote above, Bei Dao is not alone is thisillusionment with the official discourse. My
interviews withToday!s members such as Li Nan, Ao Fuming and otherehllsimilar experiences of the
rude awakening of urban youth in the countrysidbing Huang also observes that “for many of thehne [t
Red Guards], their initial idealistic "It is righid rebel” would eventually evolve into a discoritefith and
rebellion against the ideological dictates of thét@al Revolution itself, which would later be nhos
powerfully voiced in Obscure Poet Bei Dao’s famblise Answer.” See Yibing Huan@;ontemporary
Chinese Literature: From the Cultural Revolutionthe Future(New York: Palgrave Macmillan, 2007),
10.

% Shu Ting, “Life, Books, and Poetry,” in Shu Tirfkhe Mist of My Heart: Selected Poems of Shu,Ting
edited by William O’Donnell and translated by Gondb. Osing & De-an Wu Swihart. (Beijing: Panda
Books, 1995), 92-96.
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idiom “rending shengtian” (people will definitelpoquer Nature), in order to “chaoying
ganmei” (overtake the British and catch up with Ameerican), the two most advanced
industrial nations in the world. As a propagandaimiae for the official ideology, the
socialist poetry at the time is filled with thisogressive zeal. Whole-hearted devotion to
this course is best expressed through the seamtegsation / transformation of each
individual into the mechanical instruments usedetdize this goal. The most well-
known poetic elaboration of this ideal in the Maa s He Jingzhi's “Song of Lei Feng.”
Lei Feng, a young soldier who died in an acciderit962, was made an idol by Mao in
early March, 1963. The poem was written on Marchl®b63, shortly after Mao’s call to

“Learn from Comrade Lei Feng®® In the poem, Lei Feng’s feelings (“love and hate”)

are

ZIHE . PHH—FF Like negative electricity and positive electricity

A 52 K il —— Opposing yet complementing each other
ARGt % |, On the circuit of your life

Vanm Shining forth

pp——— ) Never-dying sparks,

7]\<Z<J;%jzﬁ<jk%’ G|V|ng forth

Kt Millions upon millions of calories of thermal engtg....

1T TRHREL...®

These lines in many ways evoke Guo’s “The Sky Dagts transformation of human
life into energy. However, rather than empowerimg poet figure as in Guo’s poem, the
limitless thermal energy of the individual in Hgeem did not turn him/her into an all-
powerful superhero, but is tamed to help the s@tialachine function as an omnipotent

entity: “a plain, yet / great --/ never-rustingeat” in “our revolutionary/ omnipotent

% Seezhongguo gingniafiChina Youth March 2, 1963Renmin ribadPeople’s Dail}, Guangming ribao
[Guangming Dail}; Zhongguo gingnian bafChina Youth Dailj; etc., March 5, 1963.

®® He JingzhiHe Jingzhi shixuafSelected poems by He Jingzhi] (Jinan: Shandonmie chubanshe,
1979), 398-399.
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machine tool.*’ Thus, in order for China to grow stronger thanatiganced,
industrialized, capitalist countries, the peopleehto be transformed into an
indistinguishable part of the machine and theilifigs in line with the upward,
optimistic and hyperbolic tune of industrial progseThe ideal individual for the socialist
project represented in the image of proletariankexs is hyper-masculine in terms of
physical stamina yet completely impotent in terrhawdonomy. The new discourse of
the “heart” and the tropes of love, desire and megtifaese new poets held up are rebelling
against this official mechanization and homogemradf people’s psychology.

“Art,” a segment from “Notes from the City of th&g” a long sectional poem
Bei Dao wrote in 1974, shows exactly how the a\gartde poets emerged from the
Cultural Revolution destabilized by the intelledtydoreclosed symbolic system in the
official poetry:

ACTTA WS IR R B Billions of glorious suns
SIAE TR s T 1258 Appear in the shattered mirror

In the Mao era, the sun is a familiar trope inalffecial poetry and discourse that always
conjures up Mao and the monopoly of his discursivatrol, not only on literature and art,
but also on people’s everyday life. There is omlg gun and it is always red, glorious
and rising. “Billions” evokes “the people” in théficial discourse as in the phrase
“billions of people,” a political term referring the masses in China. By grafting
together two familiar tropes from the official disgse, the poet simultaneously elevates
the status of each individual of the people to tiahe sun and takes away the sun’s

unparalleled status high above. The mirror, anyslaer object, when placed in the

®7bid., 402.
% Bei Dao, Mosheng de haitan [The Strange SeaslBedijng: Jintian bianjibu, 1980), 29; also see Bei
Dao,Bei Dao shige j[Poems by Bei Dao] (Haikou: Nanhai chubanshe, 2003
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context of the two official tropes, brings to mitiet role of art and literature in the Mao
era, which is to faithfully reflect the image ottBun, the only sun. The word “shatter,”
understood in the context of the Cultural Revolutioften connotes the campaign
“Smash the Four Olds.” Called on by Mao in theeatages of the Cultural Revolution,
the Red Guards ransacked examples of Chineseentthi¢g, burned Chinese classics,
and shattered antiquities. Bei Dao himself actiysyticipated in the Red Guard
movements when he was young. “The shattered miseeins to indicate the double-
edged consequences of that and other movementgydha Cultural Revolution: it
simultaneously reminds the reader of the many thsimttered in the “Smash the Four
Olds” movement and indicates the shattered bahetise monolithic Maoist ideology
when Mao stripped the Red Guards of the privilegk @wer he gave them at the
beginning of the Cultural Revolution and sent therthe countryside for “re-education”
in 1968. Hence, the reflections of the multifari@aesstellation of individuals in the
mirror are made possible by the mirror being shedtethat is, the monolithic symbolic
system of the official ideology being destabilized.

For Bei Dao and Mang Ke, the heart is often inctickalogue with the sun. In
their poems, instances of turning the monolithimbgl of the sun into personalized
tropes to break the fixed “relationship betweendwand object®® in the official poetry
are abundant. For example, “The river sluggishfgdrthe sun, / the long stretch of water

is dyed bright yellow®®; “The sun went down. / She seems to remind meu/will

% shi Jianfeng, “Bei Dao tan dangdai hanyu shigkutging” [Bei Dao on the predicament of
contemporary Chinese poetrijongfang zaobafOriental Morning Post], January 17, 2010.
http://epaper.dfdaily.com/dfzb/html/2010-01/17/cmt 184062.htm (accessed January 18, 2010).
“Mang Ke, “Dong tudi” [Frozen earth], in Mang K¥inshi[Things in mind](Beijing: Jintian bianjibu,
1980), 1. The poem is written in 1973.
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never see me agaift’ “the sun sinks toward an abyss / Newton is d&atPey, sun —
kaleidoscope, / start revolving / and tell us ineuable unknown dream$® “chasing
trails in the virgin forest, / the green sunlighsiviftly fleeting through the crack&"

“the young grasses’ tender arms hold up the $uBY resituating the sun into varied
relations with different elements of Nature, thetsamake it possible for the feminine
Nature / personal to reclaim the sun and re-oesyinbolic flexibility. The sun’s
upward motion, color, even its gender are shiffdek last example in particular has an
interesting correlation with Lu Shi's depictiontbe male figure holding up the sun.
Thus, by drawing upon a form of femininity thatesftrisks being sentimental, the avant-
garde poets were able to reclaim both individual anistic autonomy from the hyper-
masculine discourse of the state patriarchy.

The strategy of using feminine tropes of Nature aseans of writing back at the
patriarchy resonates with the earlier attempthiefMay Fourth generation. “The
Answer” belongs to a cluster of Bei Dao’s poemg #ra closer to socialist poetry, both
in terms of its hard staccato rhythm and its redoumslogan-like message. More
interestingly, this poem clearly echoes Guo Moru&arth, My Mother!” both in its
defiant declarations against authority and repetiof the pattern “I do not believe.”

While Guo Moruo howls,

AR AR B LR
FAMEBI LA T

I Mang Ke, “Taiyan luole” [The sun went down], ihid0. The poem is written in 1973.

2 Bei Dao, “Lengku de xiwang” [Cruel hope], in Msheng de haitafThe strange seashore], 20. The
poem is written in 1973.

“1pid., 19.

" Bei Dao, “Nihao, Baihuashan” [Hello, Hundred-Flaviountain], see Bei Dadllosheng de haitan

[The strange seashore], 6. The poem is writter®if21

> The translation is adapted from Bonnie S. McDokgjtanslation. See Bei Dao, edited and translated
Bonnie S. McDougallNotes from the City of the Sun: Poelfighaca, N.Y.: Cornell University, c1983), 56.
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R AR, ™

| do not believe that you are merely a bubble #ndion,
| do not believe that | am merely stubborn and rgnt

| don’t believe that in the shadowy heaven above,
There exists a certain fath€r.

Bei Dao calls out,

TRAHAE R 22 1

AR [a] 7

TAFAE A 2R

AAAEIET AR, 8

| do not believe the sky is blue;

| do not believe in thunder’s echoes;

| do not believe that dreams are false;

| do not believe that death has no revenge.
Of course, Guo does not own the phrase “I do nli¢\ee” Yet Bei Dao’s employment of
the same pattern shows the tie between Bei Dao'srggon and their May Fourth
predecessors in their defiant gesture againstutiestative patriarchy. Like Guo, Bei
Dao and his friends also turn to Mother Earth /uxator strength. Unlike Guo, who also
uses the most advanced science and technologg@syitropes to empower the new
poet figure by transforming him into a super humath mythical and high-tech power,
Bei Dao’s generation goes in the opposite dirediioachieve the same effect, imbuing

the new poet figure with super power by completiytechnologizing the poet, making

him take the position of the feminine, and rendgthre feminine more feminine.

% Guo Moruo,Niisher{The Goddesses], 89.

" Adapted from Lester and Barnes’ translation, sémJ ester and A.C. Barnes, trans., Kuo Mo-jo (i.e.
Guo Moruo),Selected Poems from The Goddes3@s

'8 Bei Dao,Mosheng de haitafThe Strange Seashore], 31; also see Bei BabDao shige j[Poems by
Bei Dao], 7-8.
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Feminization of the Poet and Hyper-Feminization othe Woman
In “Life, books and poetry” (1980), Shu Ting reteacher path to poetry and to
Today! Having begun writing poetry in 1969, Shu Ting &®@e well-known in the
southern provinces of China in the early 1970 litecause of the circulation of her
poems through personal correspondence among frieatishe got to know Cai Qijiao
and was later introduced to Bei Dao. As Shu Tiroglte, when she “first read Bei Dao’s
poetry in 1977, it was as if experiencing an 8.@nitaide earthquake.” Yet “the
appearance of Bei Dao’s poetry moved me more tispdetry itself.” She then writes,
| do not want to comment on Bei Dao’s poetry hére,same as | will not critique
works by Jiang He, Mang Ke, Gu Cheng and the hleeause | do not have the
ability. However, the impact they had on me was enee, so that | almost dared
not pick up my pen in 1978-1979. | now still dottitnk that they are what we
usually regard as the “modernists.” They are defifer yet share something in
common, that is, the spirit of exploration. Andfaisas | know, they, like many
young people of high aspirations in our time, rattensciously related their own
fate with that of our nation. Their conscientioushiand spirit of self-sacrifice
moved mé’?
When Shu Ting writes, “I do not have the abilitg’dritique these male avant-garde
poets, is she being honest, polite or ironic? Whdtin these male poets that made this
female poet, having established her position aseav‘poet” in her circle earlier than
most of them started writing, stop writing for aay@ The only leads suggested here are
her observations of their high aspirations, thescarus association of their fate with the
nation and their spirit of self-sacrifice, qual#tithat moved her yet seemed to be aloof

from her. In the following section, | analyze poebysBei Dao, Mang Ke and Shu Ting

in an attempt to find answers to these questions.

"9 Shu Ting, “Shenghuo, shuiji yu shi” [Life, booksdgmoetry], in Liu He (Lydia H. Liu), ed., Chidengd
shizhe [The bearer of the Lamp] (Hong Kong: Oxfomlversity Press, 2001), 169-176. For an English
version, see “Life, Books, and Poetry — and to amndetters from my readers” (1980), in William
O’Donnell ed., Gordon T. Osing & De-an Wu Swiharans.,The Mist of My Heart: Selected Poems of
Shu Ting 89-101.
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Mang Ke’s poem “l am a Poet — to Bei Dao,” writtarOctober 1978, around the

time when they were actively preparing for the prdilon of the first issue ofoday!

serves as a group portrait of these male avanegawdts and the perfect poetic

illustration of Shu Ting’s acute observations. Tjpiem not only appears with a full-page

illustration by Lu Shi inThings in Mind but also in the first issue dbday!
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| am a poet,

| am a rebel’'s shadow.

Let it be torn to pieces,

And the dripping blood will reflect the

glory.

| am a poet,

| am a blood-stained piece of paper.

Let it be passed around from hand to hand,
Let heart and heart join tight.

| am a poet,

| am a flag.

Let it fly high and sky high,
Printed with my faithful soul.

| am a poet,
| am the witness of history.

The poet figure in the poem shares with Lu Shiisstration the same emphasis on the

poet’s determination to fight and strength in fliagi Through self-sacrifice (“be[ing]

torn to pieces”), the rebellious spirit of the peable to be transformed from its lowly

position on the ground (“rebel’s shadow”) to anvalted position among the crowd

(“be[ing] passed around from hand to hand”), furtblevated to the position of a token

(a flag “fly[ing] high and sky high”), and eventlyateach the level of history. Note the

function of the personal trope of the heart in goem: “let heart and heart join tight” is

8 Mang Ke Xinshi[Things in mind], 39.
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not the ultimate purpose of the poet, but a meanthe poet figure to achieve the height
of history.

The striking repetitions of the trope of blood e tfirst two stanzas and the red
flag in the third stanza direct our attention te ftate power in China. In the symbolic
system of the socialist discourse, blood alwaysasgnts the revolutionary martyrs who
shed their blood for the good of the country, tspecific, the communist regime. The
bright red color of the national flag also symbetizhe martyrs’ blood. In the poem
though, the poet figure resembles a revolutionaaytyn from the socialist symbolic
system, yet he is not sacrificing himself for tia&es of the socialist state. On the contrary,
he is sacrificing himself to oppose the socialiates By this radical gesture of rebellion,
i.e., by standing up to the state at the expensésdife, the male poet figure not only
attains the same authoritative power as the diateg strong masculine adulthood.

What exactly is the male poet figure sacrificing liie for in this poem? The
second stanza offers some useful hints. The imb{jeeblood-stained piece of paper,”
passing “around from hand to hand” points to theemground reading and writing
among the small literary circles in Beijing duritige Chinese Cultural Revolution.
Members of these literary circles were either akeitdof high officials or intellectuals, or
friends of these children; the avant-garde poenigsenrby these members were often
passed around as handwritten copies in theseceliles during the Cultural Revolution.
Both Bei Dao and Mang Ke and most of the avant-@aukts off oday!belonged to
these circles. As these activities were often fated with by the state police and some
members were imprisoned, these poets were welleaofahe danger they faced when

engaging in these activities. In the letter to Wikian, after telling him about their
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preparation offoday! Bei Dao refers to the reality of the time, “ircfathe threat and
punishment of these thunderbolts still constantiyer above our heads. They are also
waiting for opportunity. My friends and | are weltepared to lose freedorfi*”

Further, the heart, a seemingly gender-neutraktm@Bei Dao’s mission
statement folfoday!and Mang Ke'’s collective portrait of these newtgpbecame
unambiguously male in the following poems by BeoDiet us first look at “Song of the

Footprints” inThe Strange Seashore

T R AR K Song of the Footprints
PR 78 ISy you tread onto the snow-covered steps
T, TR - open the door, your shadow thrown onto the wall

N e g g as if opening a book with a portrait
(T IT A B TS on your toes, you walk past the shallows

W‘WEW’E i\ﬂﬁéﬂﬁ X in turbulent dizziness spitting out the pits

EB)% [F) Rzt B AU as if spitting out the leaden anchor

A s ek 3 o ) 1 you walk into the clearing in the woods

R ZE AR TR] 1R 25 1 tie your handkerchief onto the mushroom’s tiny whit

T MHRAE )/ NEE L cap
it & F— iR sk L as if tying a slice of belated morning glow
VRASIT S 145 W (1) 7 72 you ignore the wheeling thunder overhead

SRR, R R A take off your hairclip, let the gentle waterfall

e - R flow into every heavy heart
AT (0 1 YR g

— b

The female figure, who is also the addressee sgbem, is not explicitly nude, yet it
shares with the illustration a soft and tender ipdhterestingly, in the opening lines,
the female figure’s shadow projected onto the whitace of the wall is compared to a
portrait in a book, which is exactly how the illcegton of the female figure is printed in

Bei Dao’s poetry collection. As in the illustraticthe only significant quality of the

81 Bei Dao’s letter to Wu Lixian (whose pen name &Mo), November 17, 1978. My thanks to Li Tuo
and Lydia Liu for providing the letter.
82 Bei Dao,Mosheng de haitafThe strange seashore], 43.
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addressee’s shadow is the soft contour of her ®efigre. As in Qu’s illustration,
Nature is closely associated with the femininecdntrast to the masculinized female in
the CCP’s gender equality discourse, both the feradtiressee and Nature are instilled
with ultra-feminine qualities of softness, puritydagentleness as is expressed in the
female figure’s gesture of tying her “handkercloafo the mushroom’s tiny white cap.”
If we understand these tropes of femininity as amsdor the poet to write
against the state’s masculinization of women, éis¢ three lines of the poem points to
another connection between the female addressemdle poet and the state authority.
As the wheeling thunder overhead represents the gédriarchy, the female figure is
depicted in rebellion against it by taking off teirclip and freeing the soft lines of her
long hair. As discussed earlier, the significantthis gesture could only be understood
in the context of the dress codes under the setiagime; that is, equal rights for men
and women meant women could do everything men adailéhcluding dress the way
men dress. Women always wore loose clothes and thenehair short or tied their hair
back if it was long. Taking off the hairclip woutdean defying the state authority and
revealing the female figure’s feminine qualitieaf for what purpose? Is it to free her
suppressed female subjectivity? It does not sedme &ntirely the case in this poem. The
role of the freed soft curves of the female figigreo comfort the male speaker by
flowing into “every heavy heart.” Even though “hedrere is depicted in a gender-
neutral light, this “heaviness” seems to be onlgralteristic of the self-sacrificing male

poet figure as depicted in Mang Ke’s “I am a Poet.”
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A few months before posting the first issueloflay!on the street walls of

Beijing, Bei Dao, with the help of friends, printédindow on the Cliff* a small

collection of his poems written during the Chin&sdtural Revolution, and passed it

around among his friends. “Rainy night,” the fipgtem in this collection, once again

features a self-sacrificing story of the male poeatonflict with the oppressive state, and

once again, the female addressee is portrayednesas to transmit the male poet’s

rebellious message.

27K HL A AR R AR
A — Rt

G 0 AL
KT G R T
AR R A Sk

NS, NIRIEAEH
R AN

A i e

RIS HIMER T R PO R 25

RAR R 5 2 T 0 T 5
P SIRINIIPNYa
BRREAE I 5557 T BIR T2 (1) P

K QN

A LRI K 948 1) A BH
R Hl . BHEME
et sk A LA HEX AR
AR

TR RES A B s
RSSO BB R A
HELOAERS), WA MR %

IR EAE AL H e b

AT ZE TR /N BTG

As the shattered night in the flooded ditch
Was rocking a new leaf,

As if rocking its child to sleep

As the lamplight-threaded raindrops
Studded your shoulders

Gleaming and rolling down

You said no

In such a resolute tone

But a smile revealed your heart’s secret

with moist palms the low black clouds
kneaded your hair

kneaded the fragrance of flowers and my
burning breath

even if tomorrow morning

the muzzle and the bleeding sun
make me surrender freedom, youth and pen
| will never surrender this evening

| will never surrender you

let walls seal my lips

let iron bars carve up my sky

as long as my heart keeps pounding, the
blood will ebb and flow

and your smile will be printed on the red
moon

8 This poetry collection was not mentioned in anyksoon Bei Dao offoday | obtained a photocopy of it
from Ao Fuming, a key member @bdayand the current keeper of a majardayarchive in Beijing,

China.
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I i1 47,84 rising each night outside my tiny window
recalling memori

Tropes of femininity (the addressee’s [long] ha@minine Nature (“the fragrance of
flowers”) and male desire (the male speaker’s “lgibreath”) are “kneaded” into one
rebellious message of sexual liberation. Yet tineafe addressee functions only as the
most vital component of the poet’s rebellion, noegual player in the conflict between
the avant-garde poets and the state. Her “smilt’abknowledges her love for the male
poet, similar to the “gentle waterfall” of long han “Song of the Footprints,” serves only
as a comforting sign for the heavy-hearted male whe sacrifices himself in a heroic
action of shielding her from the state patriarcbt k1 his genuine gesture of protection,
the male poet speaker also deprives the womareafght of articulation. The pen, a
symbol of writing, remains an object of the balttgween the male poet and state
patriarchy; the female, a message inscribed ofrédtemoon,” remains the message
inscribed by his pen.

This same paradigm of different gender roles has Ipeacticed in the literary
activism ofToday! After the first issue of oday!was posted on the Democracy Wall, Li
Nan, Chen Binbin and Cheng Yu, all female, voluréddo help witiToday! When they
first met with Bei Dao and Mang Ke, Bei Dao saidltem with utter sincerity: if the
police seek trouble with you, just push everythamgo us [Bei Dao and Mang Ke]. They
did not need to be responsible. Li Nan, Chen Birnid Cheng Yu responded to the male
poets’ sincere gesture of protection with extrentégnation and felt this was a huge

humiliation. They made it clear that they wereltsdand could be responsible for what

8 Today! June 20, 1979, No. 4, 9.
% The translation is by McDougall with minor chang8se Bei Dao, edited and translated by Bonnie S.
McDougall,Notes from the City of the Sun: Poes.
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they did.?® This is a typical moment of conflict between tlemder equality policy of the
Mao era and the new gender roles assigned by t@-garde poets. This well-
intentioned gesture of protecting women was as#rae time a gesture of performing
masculinity and deprived the female members obyygrtunity to take on greater
responsibilities in the group, keeping them inldéss dangerous and therefore more
peripheral positions. By taking on the dangerouls ob self-sacrifice, the male avant-
garde poets and artists made it clear that thieha#ts between the rebellious sons and
the state patriarchy. The women should be kepbbiltis battle. Therefore, even though
many female members volunteered to participatbermptroduction o oday! they were
assigned the less essential roles.

How did Shu Ting, the only main female poet puld@inToday! envision
gender relations in her poems then? As Swihatedcpoints out, there is a strong
feminist consciousness in Shu Ting's poetfyTo the Oak Tree” (1977F her best-
known poem, originally published in the first issafel oday! was written the same year
she was introduced to works by Bei Dao and othantagarde poets in Beijing. Though
it is unclear whether the poem was written befarafter that event, it certainly reads

like a direct response to the gender dynamics tegpizy her male counterparts.

TR Z AR if 1 really loved you —

Yo NG BEFE I AL, i wouldn’t climb over you like the trumpet-
o it B ks e . vines

gggz&;ggﬁﬁ HE: standing on your highest branch to show.
Y 2P 19 )L if | really Io_ve@ you — _

e g | wouldn’t imitate the infatuated bird,
ok H AT R A Repeating monotonous tunes to your green

% From my interview with Li Nan; also see Liao Yiw@hen Yong, “Li Nan fangtan lu” [Interview with Li
Nan), in Liu, ed.The bearer of the LamB372-373.

87 De-an Wu Swihart, “Introduction,” in Gordon T. @giand De-an Wu Swihart, tranghe mist of my
heart: Selected Poems by Shu Tih#-13.

#1pid., 7.
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WA G R IR, shade;

AL SV VR [ R I will not be merely tr_\e available spring
R I2 R, BRI RS, AR rTohuar:dcomforts you with cool waters year
Eg@w(‘: Nor merely a dramatic precipice either,
HE . That sets off your grandeur, or heightens
Ei%?ﬁ ‘ your dignities,

AN, IXEEERIE AN | Nor even your sunlight,

FR IR RIT Z2 1 — RRACHE, Nor even your spring rains.

AR T G RN R S £ — No, all of these are not enough for me!
R, SR, I ml_Js_t be another, a kapok tree, near you,
I, MR E 2 HL Definitely another tree standing there with
e . you,

X FEAIL, . Roots—intertwined in the earth,
&TE%KE*HQIE’ Leaves—brushing each other in the mists.
HEAN ‘ Each time when a breeze sways us
W?g?%ﬁiﬁ] T We nod at each other

But no one understands our language.
90

One by one, the female speaker denies the subsidias possible for her, not a
dependent (“trumpet-creeper”), not an admirer @inated bird repeating monotonous
tunes”), not a source of comfort (the spring tratforts you with cool waters”), not a
foil (“that set off your grandeur, or heightens yalignities”), nor a nurturer (“sunlight”
and “spring rain”). Rather, she demands to be daeteequal to the male addressee, that
iS, to retain the status of an independent indzidiu their relationship. Most importantly,
rather than simply being the embodiment of the ltislus message, she claims the right
to language, so the sign of rebellion for her &rtkhared secret language that “no one
understands.” It should be noted that the femadalsgr's demand for gender equality is
not the same as the gender equality in the socthisourse. She acknowledges gender

differences rather than following the latter’'s masuzation of woman. In Shu Ting’s

8 Today! No. 1, 25-26.
% The translation is by Osing and Swihart with slighaptations. Gordon T. Osing and De-an Wu Swihart
trans.The Mist of My Heart: Selected Poems by Shu,dng
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own words, the poem is “a declaration of equalitgependence, and freedom for
women in China and for all humanity*”

In “By the Beidaihe,” one of the poems Shu Tingterafter her year-long
silence from 1978 to 1979, the female speaker s¢efirsd a voice of resignation
bordering on irony in response to the “high aspret” of her male counterparts, a
strategy similar to the one adopted by Chen Jirggiorthe 1940s. The poem begins with
the rendezvous of two lovers by the sea. In thersdstanza, the male lover suggests a
breakup in the new symbolic language of the avandig poetry. Rather than saying
something plainly to the effect of “I do not sekuture for us,” the male speaker uses the
familiar tropes of Nature to hint at a breakup. Bhared secret language of the new
generation, once a powerful tool of communicatigaiast the language control of the
state, becomes an inadequate tool of dodging dimedtontation on the male speaker’s

part when placed in the new love relationship.

yaAROE GBS the red cigarette butt

ZEVRIR FHF R P 4G projects two fire petals in your eyes
VR 55 Hb ] T 45 mockiélgly yﬁu gsg your fingirs

e L e to stub out the dodging spar
iﬁfﬁf’iggkﬁ you turn away abruptly

AL trying to conceal

HEith N and ask me in an unsteady voice
DAANER S () 75 57 ) 3 what is wrong with the sea

N5/ i i cannot see anything look

H oAt E/mEAN  VRIE we have reached the edge

BATER T %>
The female speaker’s response resembles nothitig gfentle and comforting female

figure that serves as a faithful reflection of thale ideals in the illustrations and poetry

L lbid., 11-12. From the author’s personal intervigith Shu Ting, July 15, 1994.
92 Shu Ting, Gu Chenghu Ting, Gu Cheng shuging shixiagric poems by Shu Ting and Gu Cheng]
(Fuzhou: Fujian renmin chubanshe, 1982), 52.
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by the male avant-garde poets and artists. Witteas of surprise or emotional

messiness, the female speaker let the male lovbagoto his historical mission.

2

PR B A3 1) 3 A 5 e e
[ E2IY g -9
RRZ AR g 52

PR A=
AT R &

& TR [ T
Mets

TR

A [ 328 32 PR
LhIRE RS AT
PRIGE A S IR
T

B — L0 ) UV
1980.2°

in that case, regain

all your pride and dignity

return to the icy pedestal

offer yourself to time and history
with all your

rock-heavy beliefs

hand over your own

sadness

to me

let the seagull and the homecoming salil
take it back to the far south

your unwritten poetry

has beautified

every heart’s harbor

1980. 2

In a seemingly matter-of-fact tone of resignatithie, female speaker gives a scathing

critique of the male lover’s giving up his persofedling (his “own sadness”) for his

grand ideals (pride, dignity, the time and histoiydte that these ideals have been

prominent in the mission statementlafday'as well as the poems of the male avant-

garde poets. Further, as discussed earlier, ddbpte male avant-garde poets’ claim of

leaving the May Fourth generation behind, thesaeshre exactly the same humanistic

values their May Fourth predecessors adopted frenmiale intellectuals of the Western

Enlightenment in order to construct a modern idgrind regain their lost prestige in an

age of change and crisis. For the female speak&hunTing’s poem, to cling to those

ideals means to lose the individuality they stredgb regain and turn oneself into a

historical sculpture, grand yet devoid of life.

% bid., 52.
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In “Assembly Line” (January-February 1980), anotbkthe well-known poems
written after her year-long silence, Shu Ting sketcout a relationship between the
speaker, the machine and Nature in sharp contrdlsat of her male counterparts. Rather
than holding up tropes of Nature as a means toteotime mechanizing power of the
assembly line, the speaker sees the people (“wel Nature alike succumb to
mechanized routine. The speaker identifies withuNaf“trees” and “stars”) because of

their shared loss of the sense of self.

TN TR] (R 7K 2k B Night after night,

% W FI 7 e % B A the assembly line of time. _

AT T IR BT After work at the factory’s assembly line
925 e L 1 . we join the homebound lines

f_;?"’i{fé MBI as stars above assemble to cross the sky.

;E Ijm 2 ST Over there

i;?gg*%&r-%% a line of lost saplings.

(ERAT 5 5%

ANHTEIUK S b ROR Stars must be exhausted

R ENAE T

after millennia
and no change in the itinerary

L T4 2= and the fuIIn_ess, the color
AT AT WA T g of the anemic saplings

, dulls in the coal smoke.
AN T | know this
JA A A R AR AT by our shared routine
RKETEFEOER
— IR T Strangely
e — PP [E] 15 4 | cannot feel

my own existence.

{H A7, out of misery or habit I've become
TR MEA AR B B 3] like the branching trees, the assemblage of
HH A tscgirz’nervated to question
, A
ggé???ﬁ this determined fat&
=) >
e AR
AL R E A
P SR

19804 1-2 %

% Shu Ting,Shuangwei chuafiwo-masted ship] (Shanghai: Shanghai wenyi chsban1982), 21.
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The speaker in this poem is not gender specificould be easily read as an existentialist
lamentation of the alienation of self. However,d@athe context of the strongly
gendered poetics of the male avant-garde poetShanding’'s strong feminist
consciousness, the poem could also be understo8duasing’s frustration over the
imposition of male-centered ideals on the partesfrhale counterparts.

It should be noted that though Shu Ting was orté@Mmajor Obscure poets
publishing inToday! she was not regarded as a real member dfdday!poets. As the
only main female poet in this mostly male litergrpup, Shu Ting has been marginalized
for many reasons. One of the reasons was thatrdijzéraveled to Beijing occasionally to
participate in the group activities as she livedanthern Chin&® Other reasons are that
her intellectual heritage was different from thatre Beijing poets and her poems were
not appreciated as much as the male poets bechheeaverly personal and narrow
approach to poetry. However, the above analysiseohighly gendered poetics of Shu
Ting and her male counterparts points to yet amatbeper reason for her
marginalization.

It is worth noting that, for the May Fourth intedteals, gender equality was a sign
of modernity as important as humanistic values sicpride, dignity, and sense of
responsibility for the time and history they adapbem the West. The male avant-garde
poets and artists of Bei Dao’s generation recystate ideals from the May Fourth
intellectuals yet completely abandoned others. Tritigguing choice can be understood

from the male elite intellectuals’ change of stainder the socialist state. As Wang

% Tony Barnstone, edQut of the Howling Storm: The New Chinese Pogitigldletown: Wesleyan
University Press, 1993), 60.
% There are more interviews wilfoday!s authors and literary critics associated withsthauthors later on.
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Zheng points out, although May Fourth male intellats held up gender equality as a
badge for their modern identity, they never lostitigender superiority. Their social
prestige, financial status and political power madee they had absolute gender
superiority in the family. However, under sociabsate control, the state’s
institutionalized gender equality greatly affected everyday life of Chinese male
intellectuals and deprived them of the absolutelgesuperiority they once enjoyed. The
state controlled every aspect of family life, fromeir jobs to their marriage and their
children’s education. The father in the family diok have any say at all. What's more,
the socialist system allowed no public space ferrttale intellectuals to satisfy their male
desires as their predecessors once had. It sedmesoialy natural that the new male elites,
in their rebellion against the state control, woddsmand both political democracy and
gender privilege.

Lydia Liu has called attention to the highly deysd, institutionalized, nation-
oriented and male-centered critical tradition andggions the gendered politics in the
practice of literary criticism in Chin@* As she acutely points out, Xiao Hong, a writer
from the Republican period, is criticized for natrficipating in the national struggle in
her later novelales of Hulan Riveby Mao Dun, a leading critic of the time. Mao Dun
says, “It is hard to understand how a woman withhingh ideals, who had struggled
against reaction, could ‘hibernate’ in such stgrtirmes as the years just before and after
1940.” Liu argues that Xiao Hong does not share Man’s “male-centered notions of
society, nation, and war.” Her novel subverts theé of the raped woman in nationalist

discourse and relentlessly contested its appropniaif the female body:or Xiao Hong,

" Lydia H. Liu, “The Female Body and Nationalist Basirse: Manchuria in Xiao HongReld of Life and
Death” in Angela Zito and Tani E. Barlow, edit®pdy, Subject and Power in Chind57.
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“the meaning of ‘life’ and ‘death’ resides in thedividual body, particularly the female
body, more than in the rise and fall of a natidnd’ continues to point out that Xiao
Hong's dilemma was that “she had to face two ensmather than one: imperialism and
the patriarchy. The latter tended to reinvent itsemultifarious forms, and national
revolution was no exceptiowomen joining the army must reject their femalentitg to
“become Chinese and fight for the nation. With mers, a different matter. Not only
does nationalism give them a new sense of idertitlyjt enhances their manhood at the
same time.” Nationalism gave men an empowered iiyeartd put men in the subject
position of a new discourse of pow#t.

In “Complete Silence from the Clarity Gained thrbuggadness” (1984), Shu Ting
wrote in response to criticisms of her devotioiméo family as opposed to “our era,”
“Even though | revere those women'’s [career wonjatesotion to their careers, | can'’t
imitate them. I'm just a normal woman in my emos@and in my livelihood. | never
intended to be a writer or poet ... | don’t want 8odn object on display like a potted
plant or a rare bird.* Though written under different circumstances, éHéses seem to
suggest a similar split between the nation ang#reonal for this female poet.
Originally a project of male intellectuals, theipatlist movement was at the same time
the means to achieve the political and social pdthey would have achieved through the
civil service exam. While the male poets “naturaligsociated their personal fate with
that of the nation, Shu Ting felt that for her thasociation was extremely artificial. It is
interesting to observe that Shu Ting experienceds#me male-centered criticism for the

abstention from grand ideals as Xiao Hong did haléntury earlier.

% bid., 160-162, 170-172.
% Shu Ting, “Complete Silence from the Clarity Gairierough Sadness” (1984), in William O’Donnell
ed., Gordon T. Osing & De-an Wu Swihart, trafitie Mist of My Heart: Selected Poems of Shu,Ti6§.
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Another important difference between Shu Ting dredrhale poets is the means
of circulation for their poetry. While she relied personal correspondence to
communicate her rebellion against ideological aarif the state, the male poets were
obsessed with public media. Not only did Bei Daolae Today!the mouthpiece of the
younger generation, but tropes of print media (h@alper, and printing) recurred in their
poetry. On the one hand, they used tropes of tinénfae to destabilize the hyper-
masculine ideological monopoly of the state; ondtkeer hand, they envisioned a space,
a life, a media of their own that would elevatenth® be on par with the state. In the
following section, | focus on the production anctalation of this journal in the daily
practices of group members and demonstrate hogehdered paradigm was embodied

in the daily practices of this group.

Production and Reproduction

If the poets and artists took the position of taihine in order to reclaim their
masculinity and destabilize the hyper-masculinitihe state propaganda machine, how
did they give their vision form when the state anly had tight surveillance of most
walled-in spaces, but monopolized the media anid tbbehnology? The answer seems to
be predictable: by taking the place of the feminiflge production of this unofficial
journal relied mainly on low-end technologies sashmimeograph machines, typewriters
and manual labor in the domestic space of the fairthié distribution took place in the
natural spaces of parks and the personal spacesrespondence.

When asked why they chose to hold public poetrgirggs in the parks, Bei Dao

answered that they had no other choices; the gagesnot controlled by the government
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was in the open air, which was what the parks a#ijunad. A segment titled “Life” in
Mang Ke’s 1974 poem best captures the reasonhifochoice, “Best/To settle in a
deserted place/ My life.” Of all the parks wh@mday!held their public readings and
gatherings, the Yuyuantan Park nestled at the s@ms#thedge of Beijing matched their
description best. Originally an open field withastbody of water, the Park had no
enclosing walls or fences, no gate, no managemeitket office as it does today. The
only human traces in the park were occasional lesatients taking morning walks. The
stage for the poetry reading was transformed frorataral slope; the backdrop was a
bed sheet decorated with an abstract paifftiigd between two trees; the background
music was Hong Kong electronic music from a persmworder; electricity was
generated through home-made batteries; the soupdedfy was dispersed into the space
through state properties such as a speaker andfiemif: Despite the surveillance by
the state police, thEoday!literary activists were able to transform a ndtspace into an
alternative space to distribute their new paradogtife. Similarly, although the
distribution through the postal system was not atittobstacle$? as the circulation and
consumption were mainly through personal netwondl@appened in personal spaces
such as homes and dorrmigday!was able to reach a large number of readers withou
disturbing the original structure of spaces.

Yet, the birthplace ofoday! “the cramped farm house in the suburb of Beifing,

Bei Dao described at the beginning of his speedarch 2006, did not perfectly match

190 The painting was by Huang Rui, an avant-gardstaatid founder of the journal.

191 Not without danger, they applied for permissiontte police, but got no permission. What's moret ju
around the anniversary of the April fourth demogramvement? The government had long warned that
anyone who gather in the public would be would tvested. But they went on anyway, Bei Dao and Mang
Ke had to play hide and seek with the tailing polic escape.

192|ssues of the journal were constantly confiscatetheir way to the readers. Many readers mentioned
this in their letters td oday!
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the description of such a “deserted place.” It deserted in the sense that the farm house
was located on the outskirts of Beijing, at theiséctions of the city, the suburb and the
countryside, at a relatively safe distance frontessairveillance. However, it was not an
empty house, but the domestic space of a youngeoup Huanxing and Shen Liling.
Shen Liling, the female member of the family, was only present at the moment of the
“birth” of Today!but was actively involved in the process by coglior the male
activists. Yet, she was rarely mentioned as patti@historic moment of birth in the
narratives offoday!members because of the insubstantial role sheglads was
exemplified in Bei Dao’s speech, the birthplacd oflay!was often emphasized for its
grassroots status, and the moment of birth was eddasl the mimeograph machine
surrounded by the male founders. The female preseviten graciously acknowledged,
was relegated to the peripheral role of the kinsté®s, who would have cooked for any
guests in the house, but was clearly not involvét the actual birth oT oday!because
of her distance from the mimeograph machine. Yatsitlering the danger involved in
the secret production of this avant-garde jourtied,mere fact that Lu and Shen allowed
their domestic space to be turned into a printilngkshop for these literary activists
made them both critical participants in this hist@noment. It was intriguing that while
Lu was acknowledged for his role as the foundingniver, the female owner of the
house was not.

| want to remind the reader that the significaniche mimeograph machine is
two-fold: first, it is a symbol of the grassrootatsis of this unofficial journal. With low-
end technologies such as the mimeograph machiagpoting avant-garde poets were

able to speak with an alternative voice differeatr that of the state propaganda
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machine. Second, it is also a symbol of the mastrakroles in the production of this
journal, which were both dangerous and importdrte failure to acknowledge the
significance of Shen’s role at the momenfoflay!s birth is one of the signs showing
that, for the male poets and artists / literaryvasts, the publication of this unofficial
journal was a matter between rebellious sons agid diespotic father, and women were
meant to be kept out of this “serious” businesst 48 Bei Dao asked female members
such as Li Nan and Cheng Yu to place all the blam#heir male counterparts in times
of danger, the male avant-gardes relegated theldemambers to subsidiary and
therefore less dangerous roles. Whether this maigation of female members was out
of genuine motivation of protection or unconscidisegard of the capability of the
female, this heroic sense of self-sacrifice sela®d critical means for the male avant-
gardes to upset the authority of the state patrnjaand regain the superior position in the
gender relationship that they had been deprivda/dhe “gender equality” policy of the
CCP.

One might argue that the case of Shen’s erasume liistory could be a
coincidence. In the rest of the section, | atteenptore elaborate study of the gender
dynamics in this group by focusing on No. 76, #geindary editorial office dfoday!
From the second issue on, this place was not belgditorial office, but also the printing
workshop, the distribution office, the storehouke, social space for a new paradigm of

life, and a sacred place for numerous readefoday!
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Figure 6. Mang Ke and a friend in front of No. Gaurtesy of Ao Fuming.

Similar to Lu and Shen’s cramped farm house, N& ditapidated condition fits
the grassroots status of an avant-garde journails quadrangle compound in the eastern
part of Beijing was probably the remaining buildinghe back of an old temple where
the monks used to live. The courtyard was full akeshift kitchens and stubble grass.
The space that served Bsday's editorial office consisted of the most dilapieidtrooms
in this compound. What is more, situated in the @@y of the courtyard, the space was
cold in the winter and hot in the summer.

The one and a half rooms, no more than 15 squatersratogether, were where
the roughly 500,000 sheetsbday!were printed, folded and sorted into 20,000,000
pages over sixteen months, then bound and madg f@acttail in Beijing or national
distribution through the postal system. The hatimanside also served as the storehouse
for back issues and readers’ letters and contohstiThe twin-size board bed in the

inner room served as Mang Ke’s bed, seats for malitmeetings, and, with the quilts
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rolled up, the stand for the mimeograph machirtbatime of printing. The hand-
colored window curtain, with its abstract patteofsriangles and arrows in red, yellow,
blue and white, was the token of this new paradifpoetry, art and life. A large
number of volunteers including both young women ao&h participated in the numerous
steps in the production dioday!in this cramped space. A great many people did not
know each other before coming to work in this pJasel a great number of literary
youths made pilgrimages to this pld&&This was the legendary No. 76, token of this
unofficial literary journal and a new paradigm 6] art and literature. For most people,
including bothToday!members and readers, this space belonged to amicRun, at
times, also his brother Liu Qing, who did not linere!® that is, a perfect deserted place
to start a new life in.

When the members, readers and visitors enjoyemti@adistic vitality of their new
life in this space, no one except for Ao Fumingrewaticed that this space was
transformed not from an empty space but from theektic space of another young
couple, Liu Nianchun and his wife Li B8 Yet, it was only thirty years after the
closedown offoday!that Ao wrote his painful, reminiscent essay dtf@rivial
Records.” In this essay, Ao acutely points outdigaificance of No. 76 as a domestic
space for Li Bo: despite its dilapidated conditeord cramped space, the one and a half

rooms in the east wing of the courtyard were exélgmrecious for young couples at the

193 These descriptions are combinations of my intevsieith Ao Fuming; Ao Fuming, “Bianyu suoji (3):
huiyi 76 hao” [Trivial records after the compilingprk (3): Remembering No. 76]; Xiao Hai (Pen namme f
Zhang Xiaohai), letter tdoday!dated June 5, 1980; Xu Xiadlddayand |,” translated by Jenny Putin,
John Rosenwald, and a friend. John Rosenwald kiglthyved me to use this unpublished translatiom. Fo
Xu Xiao’s essay in Chinese, see Xu Xiadintian yu wo” [Today'!and I] in Liu, ed.;The bearer of the
Lamp 63-65.

1941 ju Nianchun was a college student and lived sndbrm, whereas Liu Qing worked and lived in
another city.

1951t was during my phone interviews with him in Mar2006 that Ao first revealed this unknown side of
No. 76 to me. | am glad he finally wrote about thimself and brought the story out in 2009.
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end of the 1970s as the large number of intellégimaths returning to the city had made

the already tight residential spaces even worses Wwidowed mother gave this space up

to Liu and Li after they got married and moved itlvher daughter. When Liu offered

this space up tdoday!Li Bo moved out to an even smaller and more crahgpace. As

Ao recalls,

Li Bo rarely came to No. 76. Indulging themselvesigh-sounding
conversations, most visitors would not realize that place still had a female
owner. | only met her two or three times theree 8bated everyone with
geniality and never pulled a long face in fronusf After taking care of her
personal affairs, she did not just hurry out, @aitciietly by the side listening to
others talk, sometimes asking one or two questions.word, | did not notice the
usual “preludes” preceding a divorce. And she nevade us “intruders” feel
awkward

It was during a visit to No. 76 aftéioday!was closed down and the place resumed its

former function as a domestic space that Ao expeeé a rude awakening. He writes,

A year and a half later on a bleak and chilly dajjttle more than a month after
the long-term resident Mang Ke moved out, he askedo go to No. 76 and pick
up some letters from Li Bo. In this brief periodtwhe, everything had returned to
its normal state. It was as if | stepped into a plately strange courtyard. |
knocked on the door of that familiar cramped rodimere was only Li Bo herself
at home, her face radiant with the health and ligbical of her ethnic group.
When we sat down, she handed me a stack of lettieB® had received and kept
the last batch of letters froffoday!s readers. Then, she talked nonstop about the
last Today!visitors she helped to receive. | was surprisetddayutter enthusiasm
but managed not to show it. She did not show amet of sadness, when in fact
all this that had nothing to do with her, was ekaitte nightmare she should have
been hoping to end as early as possible.

In this tiny room that had once again become tlat sjgace of a family, | felt as if
sitting on pins and needles. My face blushed whidgmse, my ears burning, until |
could no longer hear her talking. | bowed my head &nd wanted to say to her,
on behalf of allToday!members, “Sorry, sister.” Yet | never summed up th
courage to do that. At last, | muttered an excumskran off like a thief from the
once grand and spectacular courty&fd.

1% The translation is based on an unpublished ess@pi-uming.

97 |pid.
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This is the first time Li Bo was written back infe@day!s history, not by the avant-garde
poets and artists, but by a member who participiatéiste material production of the
journal. For thirty years, the male owner of No.b&&ame a legendary figure together
with Today!and was worshipped for his embracing of dangeramndic self-sacrifice:

by giving up his home to an unofficial journal swadToday!and by putting his true

name and address on each issutaafay!as contact information, he risked imprisonment
if things went wrong. The female owner of the homikile removed from the danger of
direct conflict with the state, was also removahfrthe history off oday!despite the
sacrifice of her domestic space. It seems thasaleafice by the female was negligible
compared with the grand sacrifice by her male cenpairts.

Similar to Shen Liling and Li Bo, Zhao Nan’s mothanother female owner of a
home turned into a meeting place Taday! was also the kind yet silent lady whose
presence was negligible in the narrativeaflay!members because of their absence in
the “serious” business dfoday! | argue that the silent presence of these femateers
of domestic spaces was not a coincidence, butfedrthe gendered hierarchy in this
predominantly male group of avant-gardes. Thezaatin of the high-sounding ideals of
these young male intellectuals was not only throtaging the position of the feminine in
their battle against the state patriarch, but tghditerarily displacing the female from
her previous position in the gender-equality systéitne family in the Mao era.

The trivialization of the female contribution tcetproduction of the journal was
also manifested during the process of reprodudiegmorks of the predominantly male
avant-garde authors in the form of this unoffidit@rary journal. As Ao recalls, a large

amount of manual labor was involved in the proaddbke production oToday!
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In total, there were 1008 pages over sixteen moetsh issue with 1000 copies.
In less than two years, using a brayer mimeogragthime (later switched to
hand-press)Today!members printed more than 500,000 sheets (mimpbgna
both sides of an octavo) and used 250,000 shegtspeir. After printing, each
sheet needed to be folded in half, sorted into Wook according to pages, bound
together. Then it needed to glue the cover to tukpsmooth out the spine with
their fingers, and cut off the unnecessary parsnooth the edges using special
cutting knives for photo paper, and finally, staampthe issue number and price.
Nearly half of the publications needed to be paekleaccording to the
requirements for posting prints at the post offfdked in the name and address
before the nationwide distributidfi®
As Lydia Liu insightfully points out, despite th&rje amount of manual labor involved
in the production of oday! most of the names involved in the process had bee
forgotten by literary history®® Of the forgotten names Liu has listed, the majosiere
female. During my interviews with Ao Fuming, hemtiened another important
procedure before the mimeograph printing of theepagf this legendary journal: the
transcription of the works of the authors ontortiieneograph stencil. Except for the first
issue ofToday! the transcription work, whether by hand for teead issue or by
typewriting from the third issue on, was mostly ddoy female members. Of all the
female members who transcribed the works by thelynoele authors, Ying 2% and
Chen Kaiyah'* were the only two female members mentioned. Noesaofi the typists
have ever been mentioned. They were mostly acqraias off oday members or

workers in the local print shops whose peripheositon was justified by the fact that

they were paid for their work? No names of those who participated in the numerous

198 Ao Fuming, “Bianyu suoji (3): huiyi 76 hao” [Trial records after the compiling work (3):
Remembering No. 76].

199) ydia Liu, “Editor’s Note,” in Liu, ed., inThe Bearer of the Lampvii-xviii.

10 Cui Deying (Ying Zi), see Xu Xiao,Todayand I,” Liu, ed., inThe Bearer of the Lan7-88.

1) ydia Liu, “Editor's Note,” in Liu, ed., imThe Bearer of the Lampwviii.

12 xu Xiao wrote that they looked for typists througgrsonal networks. The typist she found worked in
the office of a democratic party. She used thewyjter in the office to type mimeograph stencil flavday
Xu Xiao, “Todayand |I,” Liu, ed., inThe Bearer of the Lamp2. According to my interviews with Ao
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steps of the production dfoday!were mentioned. They were remembered as volunteers
and visitors.

Of the many steps involved in the productiormotiay! the actual printing with
the mimeograph machine was foregrounded and refigatentioned as the central
procedure. The reason given was that the handfitfgeanachine required relatively
higher technical skills. However, the Chinese-cbiaatypewriter, a technology that
required much higher technical skills, never appean the narratives. One cannot help
wondering whether the foregrounding of the mimepQgranachine was because Mang Ke,
a major poet and co-editor ®bday! was involved in the operation of this machine.

The picture of two male members standing in frdMflo. 76 is symptomatic of
the position ofToday! when the male avant-gardes appropriated the tfemaispace,”
the feminine space ceased to be a space for wdsaethe site of enunciation for the
rebelling men. Though the literary activists brougénder difference back into public
discourse through their art, poetry and daily pcacas opposed to the ideological control
of the Communist Party, they did not destabilize\hlue system of a male-centered
culture in which men were always seen as supasiaromen. Rather, by upsetting CCP’s
gender-equality policy that takes men as the nartrsbppresses sexuality, they created
an alternative form of male superiority based anttaditional distrust of women’s
capacity to achieve and to shoulder responsibgityuge step back from both CCP’s

gender equality policy and the May Fourth generégigender equality ideals.

Fuming, they also turned to typists in the Mime@r&ervice under the control of the Neighborhood
Committee.
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Conclusion

My dissertation research began with an inquiry thimgender politics of the
literary activism offoday'and evolved into a literary history project tragthe century-
long trajectory of the male-dominated modern Chernasetic canon from 1917 to 1980.
Rather than giving a comprehensive historical antdihave focused on the poetic
explorations of selected poets and closely examiineid responses to and reflections on
critical issues of their times. To achieve an ipitieunderstanding of the poets’ gendered
positions, | have combined careful readings ofrtheetry with a detailed analysis of the
larger historical contexts, which include the pbbisgraphical narratives and archival
materials newly excavated by other scholars andethys

My study has shown that the avant-garde poetryaainthat germinated
underground during the Cultural Revolution and Wamight to national attention by
Today!during its operation from 1978 to 1980, bore cldsstorical connections with
earlier generations of modern Chinese literarylledeuals than they admit. A number of
themes such as love, nature and technology havamethcentral to the formation and
transformation of poets’ subject positions througihtbe history of modern Chinese
poetry. For Guo Moruo, the notions of romantic |ésen nineteenth century European
romance novels translated into Chinese at theditime twentieth century served as the
initial impetus for his pursuit of an identity asreodern man and his rebellion against his

arranged marriage in the early 1910s. But thetspirand moral dimensions of this
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notion of Western romantic love as promoted by pegive Christian thinkers to
“denounce the carnal aspects of the male-fema¢ioakhip, which Guo encountered
in Japan, served as more of an obstacle than aoveening factor for his pursuit of a
new social, political and cultural position as adam man. The failure to realize an
autonomous modern identity through the pursuite¢ fove and new-style marriage
compelled Guo to turn to other newly available WWestresources instead.

In the late 1910s and early 1920s, modern Chinesarly intellectuals adopted
free verse as a powerful vehicle to incorporatentih@o the collective project of
modernizing China. This poetic form provided Guthva most flexible vessel to
construct a new modern masculinity through the @ppation of new concepts from
Western science, technology, philosophy, literaturé the feminist movement as well as
the legacy of traditional Chinese culture. In Guwidely applauded new poetry,
historical or mythical Chinese female figures wgaessformed into powerful new
women symbolizing the new China; at the same tthreemale poet managed to secure a
gender position by objectifying these female figuirethe form of idealized female
nudes and therefore relegating them into the ngectsof sexual desire. Guo’s other
means of establishing his avant-garde positionrasdern man was through aggressive
adaptation of the poet figure from nineteenth cgnRomantic poetry and the Futurist
embracing of modern machines. Similar to the cazadmale Western Romantic poets,
Guo attempted to define the privileged positiothef male poet through his relationship
with feminized Nature. Yet, identifying himself \withe most powerful forces from

advanced industrial modern technology, recent s@iediscoveries and Chinese myths,

! Takayuki Yokota-Murakami, “The Creation of a ‘Lad¥ajin] as a Modern Gendered Subjectivity:
Sexual Politics in the Japanese Translations otét/8lcott and Charlotte Bronté” (conference paper
delivered at 2009 MLA Annual Convention held in Bbelphia, December 29, 2009), 5.
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Guo created an almighty male poetic figure far nmmmipotent than and eventually
displacing the god figure, the ultimate authorityWestern Romantic poetry. In this
process, Nature was turned into a mere participal@ment in the wild celebration of
the poet’s futuristic embracing of modern machiaed industrial progress. Guo’s
construction of a new masculinity for the maleeelitould be transformed into a
collective masculinity in the CCP discourse of aatand revolution especially after 1949.

Wen Yiduo’s construction of poetic identity in tharly 1920s started with the
extreme aggrandizement of the male poet figureGuat set forth. Yet, his weakened
physical condition due to the severe air polluiiothe industrial environment of
Chicago and his lowered social, cultural and rgoaaition in the literary and cultural
circles dominated by strong female authoritatigeifes in the feminist movement
compelled him to reevaluate radical May Fourth alisses such as industrial progress,
nation-building, the rejection of the Chinese ttiati and the opposition to arranged
marriages and free love. Wen’s Chicago poems wsttksa radical shift of the male
poetic position from that of the privileged to tlvdthe weak. Through ingenious
adaptations of Chinese Daoist notions of humansiahate, Wen constructed an eco-
poetics where the male poetic figure frequentiyntdees with tropes of the weak,
offering insightful criticisms of not only the exgsve industrial development and
imperial expansion practiced by advanced nationk ag the United States, but also the
radical discourses of Westernization through theartations of the same paradigms by
the radical May Fourth intellectuals of his time.

Also, in the love poems dedicated to his wife shaged marriage, Wen did not

abstract his wife into a victim and symbol of thé family system, but complicated the
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relationship between old-style marriage and lovedeyntifying with his wife in face of
the power of the old family system and depicting litwe between his wife and himself
as the most beautiful flower that bloomed fromwetdeed of grafting. Thus, by
identifying with the weak rather than fashioningiself as a radical cultural rebel / hero
against the old institution like Guo Moruo, Wen wlead much more sophisticated
insights into the subtlety and complexity of thelity of his time. Yet, Wen'’s
extraordinary poetics has been overshadowed bgidhenant discourses of nation and
revolution in China and never received adequatealirecognition.

Chen Jingrong, a new woman brought up in the éddy Fourth ideals such as
free love, individual autonomy, gender equality @aiman’s social roles, began her
poetic career trying to combine two modern pursliige and a literary career. Her early
poems written during her two relationships witHdel male poets often depicted a male
lover thwarting the poetic pursuit of the femalealer and ridiculing the female
speaker’s identity as a poet. Nature often figaea female community of kindred
spirits sharing and affirming the female speakpdstic identity. Chen’s later poetry in
the mid-1940s demonstrates acute insights intaahgplexities of war-time reality as
well as the disconnection between the poetry predtby Leftist literary intellectuals and
the complexity of reality. The painful knowledgetbé inconsistency between Chinese
male intellectuals’ discursive promotion of modéeteals and the actual practice in their
intimate lives and love relationships enabled bagdin a deep awareness of the
paradoxes between verbal constructions and acaygldmings, appearances and actuality,

love and violence, nature and war, and infusecpbetry with an astute sense of irony.
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Like many who did not conform to Mao’s literary delines of nation and revolution,
Chen’s poetic production was suspended during the &ta.

TheToday!poets’ rebellion against the ideological hijackofditerature and art
manifested especially in the official propagandigtetry in the Mao era bore striking
resemblance to Wen Yiduo and Chen Jingrong’s efitieflections on the limitations of
the discursive constructions of their times. LikemMand Chen, these poets’ acute
insights into the discrepancy between the offilablogical constructions and the
complexities of reality were gained from their dalrexperience of crises and
disillusions during the Cultural Revolution. Thembracing of nature, love and the
personal against the mechanization and homogenizatipeople’s psychology led them
to a new paradigm of poetry and life radically erént from the one officially prescribed.
Yet, for the young male avant-garde poets, thetioreaf a new poetic paradigm
advocating the emotions of the individual and teespnal was the means through which
the rebellious sons achieved autonomy from the satriarchy. Unlike their May Fourth
predecessors who attempted to construct their madate subject positions through the
discursive promotion of feminism, the young malaravgarde poets and artists of the
Today!group completely abandoned gender equality andibeldethe deep-rooted sense
of male supremacy and a dismissive attitude towrseot female counterparts. The only
major female poet published Bypday!did not achieve her poetic maturity through
intellectual interactions with the male poets iis iroup, but well before she joined this
male-dominated literary group.

As the dissertation is drawing to a close, | aslsetfy are my findings relevant to

today’s world? Three decades into the Post-Maomaay things have changed. As
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scholars have noted, the literary, artistic anakuty fields have seen an increased
female intervention since the mid-1980s. Women lsghdbegan to intervene
significantly in the previously male-dominated dedf literary criticism and
historiography’. A large number of women poets have emerged oliténary scene and
often take gender issues as essential concerhsimariting® Poetry journals devoted
to women'’s poetry have been launched to creataiasiong community for female
poets against the deep-rooted distrust of woméeisaty capacity in the male-dominated
literary tradition and environmefiDoes it mean that the gender dynamic in the lijera
field today has completely changed? The answen.is n

In the course of doing research Doday!in Beijing in the summers of 2005 and
2006, in addition to visiting and interviewing tleowho participated in the production
and circulation of the journal nearly thirty yeaigo, | was able to get in touch with the
contemporary poetic scene and attend some poetrntetield in the city. One of the
large-scale poetry readings | attended in the sunef2006 was held in Jianwai Soho, a
core area of the Central Business District (CBDB@ijing with upscale villas, shopping
centers and office buildings. It was a warm eaniysier night. The stage was set in the
open air. My attention was drawn to the poets enstage as much as to the audience.
Besides invited guests seated in several dozenabualzsairs, a huge crowd of several

hundred stood around the stage. The air was fiigl a happy sense of festivity. People

2 For example, Lydia H. Liu, “Invention and Intergiam: The Making of a Female Tradition in Modern
Chinese Literature,” in Susan Brownell and JeffkeyWasserstrom, edsChinese Femininities, Chinese
Masculinities: A Reader150.

% Jeanne Hong Zhanghe Invention of a Discourse: Women'’s Poetry frosnt€mporary China9, 21.

* For exampleNiizi shibadThe women'’s poetry paper], the first unofficial men’s poetry journal since
1949, was established in 1988 by a group of wonmetsp namely Xiao Yin, Zhong Yin, Tan Shi, etc. It
now has a web presence at http://www.nvzishibad.cimmi 998, Zhou Zan and her friends launcheéd
Zhongguo niixinghikan[Wings: Chinese women'’s poetry journal], anotheetpy journal aimed at
creating a literary community that debunks the lstanding and still prevalent male distrust of waorse
literary talent. It has had a web presence at/hitprw.poemlife.com/wings/1280.htm.
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were dressed in their casual summer attire. Sooleetblike college students. Many
looked much older than college students. | note@mue international students whom |
had met a few days before at another poetry eVértre were also some construction
workers holding beer bottles in the crowd. | wapliessed by the diversity of the
audience, yet cannot help wondering how many peoepte there because of their
interest in poetry.

Pan Shiyi, the sponsor of the poetry event, gagepening speech. Only later
did I learn that Pan was neither a poet nor acctitit the CEO of Soho China, a leader of
the real-estate business not only in Beijing bsid & other parts of China. The large
areas of upscale buildings in Jianwai Soho, whdthished or in construction, belonged
to him. When it was the poets’ turn to perform thgmetry, a distinct gendered division
could be easily perceived. The male poets combpoedry with music performance,
experimented with pure sound with music, or rapihed lines, all trying to step over
one boundary or another, making them stand out themest. The women poets, much
younger and fewer in number than their male coparts, were barely visible. They read
their poems in muted voices as if muttering to teelves. This striking division among
the poets and the sponsorship of poetic eventedwealthy has been my observation
from a number of poetry readings.

Unlike the poets of earlier generations who stradglith political discourses
such as nation and revolution, contemporary Chipes¢s face a different set of
challenges such as increased intervention from cenzialism. In his recent book, John

Crespi has acutely noted the connection betweemypaed land development in the
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postsocialist eraHowever, do male poets and female poets respotittisame way to
the increasingly commercialized world? How shoulinterpret the gender division
among the poets under the new circumstances? Véhasubject positions have been or
are being formed? To gain a deeper understanditigge@ole of the poet and poetry in

the new era, a gendered perspective is indispensabl

® Crespi, John AVoices in Revolution: Poetry and the Auditory Inmagion in Modern Chinal168-188.
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