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AHHOTaNMA

B cratbe npennpuHUMAETCs MOMBITKA BEISIBUTH BAXKHBIC 0COOCHHOCTH TPAJAHWLIUU MIPEICTABICHHUS MOITHYCCKOTO TEKCTa B
coBpeMeHHOM KuTae, MpoYyHO OCHOBAaHHOW Ha BOJIOLNUOHHUPYIOIIEM IOJIOCOBOM M3MEPEHMH KUTalCKOW Mmo33uu. Pasnuynbie
(dbopMaThl ayaHONPE3CHTAUN TEKCTa MPOUCTEKAIOT M3 OJHOW M TOW JKE JIMHUM JIEKJIAMAIUOHHBIX TMOITUYCCKHX TPAKTHK,
BOCIIPHHAMACMBIX KaK CPEJICTBO KAaHAIHM3AIUU TUNCPTPOPUPOBAHHBIX OSMOIMA W / WIM KaKk CpPEJCTBO aruTalud U
MPO3CJIUTU3MA, OHH PA3JMYarOTCs BHIOOPOM JOMUHHPYIONIETO MPOCTPAHCTBA MPE3CHTAIMA W CTHJIMCTHYCCKAMU
opueHtupamu. OnHako Heo(uIManbHas 1mMo33us coBpemeHHOW KHP Takke naért mpumMepbl HOBOTO THIA MO3TUYECKOTO
O3BYUYHMBAHHA, NPETCHIYIOMETO HAa POJb PAAMKAIHFHO COBPEMEHHOW IMPAKTHKH, HO OJHOBPEMEHHO SIBIIAIONIETOCS IaHBIO
YBaXEHUS WM, CKOpee, MEePEeOCMBICICHHEM IIPEICOBPEMEHHBIX TPAKTHK. OJTO JOeKJIaMalus TIoJ aKKOMIIAHEMEHT,
aKTyalm3upyoomas MeJIOANKY pedd U momdépkuBaiomas e€ mpocoxuio. OHa (oKycHpyeTcs Ha O3BYYHBAaHHUH TEKCTOB C
HCIIONIb30BaHUEM THOPHIHBIX (POPMATOB MIPE3CHTAINH, TJe caMa CTPYKTypa CTUXOTBOPHOTO CIIOBA YCHIIMBACT BIIEYATICHUE OT
M033UM BO BPEMS JICKJIAMAITMOHHBIX BBICTYIIICHHM.
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Abstract

The paper presents an attempt to figure out significant features of the contemporary tradition of poetic recital in China
which is firmly based on the evolving voice dimension of Chinese poetry. Different formats of audial presentation stem from
the same line of declamatory poetic practices perceived as means of conveying a hyperbolized emotion and/or as an agitation
tool; they differ in the choice of the dominant performance platforms and stylistic guidelines. However, the unofficial poetry of
contemporary PRC gives also examples of a new type of poetic voicing pretending to be a radically modern practice but being
simultaneously an homage or rather a rethinking of the premodern practices. That is recitation with an accompaniment, which
actualizes the melody of speech and highlights its prosody. It focuses on audio presentation of the texts using hybrid
presentation formats, where the very structure of the versified words enhances the experience of poetry during declamatory
performances.
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Introduction

The tradition of poetic recitation in China has a history of more than one millennium. Some of the earliest evidence is
related to Chungiu era (771-476 BC) and is associated with the description of the fuu shi l{13 practice, i.e. recitation of texts
associated with the tradition of the Classic of Poetry (Shi Jing 1%4%). This public performance has been closely linked with
both the court ceremonial and diplomacy which played a special role in the era of disunity: the ability to rely on a relevant
quote from a well-known text corpus in one's arguments was seen as a sign of education and erudition [1].

Besides, education in traditional China up to the 20th century largely relied on expressive recitation (reading aloud),
especially of poetry. That’s no coincidence that the word "sound" sheng 7 has also the meanings of "voice" and "melody" [2,
P. 684]. Recitation of classical poems, sometimes merged with singing, was probably the most common way to present a
poetic text for the educated elite until the early dominance of the vernacular [3, P. 36]. Many formats of traditional poetry, that
are close to vernacular literature, from the yuefi "Jfif song to the ci 17, qu #Hi and the whole family of prosimetric genres such
as "recitation to the accompaniment of the drum" (guci %17, have emerged and developed in close connection with their oral
performance [4].

The modern tradition of poetic recitation in China (shige langsong =FH{ERIE) is based on the evolving voice dimension of
Chinese poetry. The history of its occurrence must be traced to the campaigns for language reform of the 1910s [5, P. 25]. The
main goal of the movement was to make the language more accessible and flexible to ensure communication between the
members of a modernized nation. The first proponents of the idea of poetry recitation in the 1930s’ have adopted this ideology,
especially those whose works demonstrate a strong left-wing bias. They wrote about the need to reject the traditional melodic
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performance of classical poetry and the closed community of its practitioners in favor of a chanted or yelled verse, which was
able to get out to the masses, to agitate and to awaken [5, P. 58].

This leftist populist tradition of poetry was finally established during the Second World War and was legalized in the
1950s and 1960s in the form of a politicized mass culture — dramatized presentations of poems associated with all-nation
campaigns of the Mao Zedong era. It is impossible to overestimate the role that the phenomenon of recitated poetry played
during the Cultural Revolution and the ensuing democratic movement. Famous critic Tang Xiaobing /N % calls it the
«lyrical age» [6, P. 171], the epoch of revolutionary utopian desires and passions, which found expression in the development
of the poetry recitation practices. In the era of reforms an important role in this process was played by the so-called “Misty” or
“Obscure” poets (menglong shiren & 1F N), associated with Today journal (Jintian 5 °K), and those who were actively
involved in samizdat and unofficial poetry circles as early as Cultural Revolution.

A striking example of such authors is the poet Huang Xiang ###] (1942-). During the Cultural Revolution he lived in
Guizhou in the attic of an abandoned Catholic church, which had become a meeting place for a group of aspiring writers —
soon to become the “Wild Ducks Literary Salon” (Yeya shalong B§57/07¥) [7, P. 610-611]. In the early stages of the
democratic movement Huang Xiang moved to Beijing. Huang is probably best known for his theatrical performance style — the
voice of the poet breaks into scream, roar, he is crying and shaking his fists. This is recitation driven to the absolute.

For contemporary Chinese audiences this wild style of performance exemplified by Huang Xiang is much less separated
from the officially approved manner than it seems to an untrained observer. Both stem from the same tradition of poetic
recitation as means of conveying a hyperbolized emotion and as an agitation tool; they differ in the choice of their dominant
stylistic and performance platforms. Many “unofficial” poets in contemporary PRC organize various spaces for the sounding
poetry themselves — one can remember the “White Nights” (Baiye 14X) bar in Chengdu owned by poet Zhai Yongming 727K
B or Mo Mo’s #RBR “Coquette Academy” (Sajiao shiyuan #7713 5t). However, as a rule poetic recitation acts as part of a
larger event: poetry festival, book publication, etc., while the association of poets with avant-garde or semi-official circles is
quite stable [8].

As far as technique and performance style are concerned, the most interesting experiments in this area belong to the so-
called poets of the “third generation” (disan dai shiren % —{{i# \). Already since the mid-1980s a new generation comes out
on the Chinese poetic scene, their work was a direct reaction to the tradition of “Misty” / “Obscure” poetry and they defined
the poetic landscape of the 1990s. For the most part, these authors were younger, better educated, and more open to the
influence of world literature. Many were fluent in foreign languages. If Russian, French (Baudelaire) and Chinese republican
tradition had the main influence on the “Misty” poets, most authors of the new generation were familiar with contemporary
American poetry. At the same time due to their focus on the reformatting of the poetic language they worked more intensively
with the tradition of classical Chinese poetry in an attempt to find there a starting point for creating the “voice” of the new
poetry.

The quest for an adequate strategy of constructing the language is one of the most important aspects in the history of
Chinese poetry of the past thirty years. It is on the basis of their approach to language that two different poles or two creative
paradigms, which tend to certain authors, are singled out.

The first strategy can be labeled “intellectualist” (zhishifenzi 112 43T); it is related to construction of a complex subject,
thereby the independent nature of the language itself is exposed. The second, “populist” (minjian FK[8]), is based on the idea of
moving the language of poetry closer to everyday speech, of maximizing their syntactic and lexical similarity. Of course, the
very structure of Chinese language, with its analyticity, its colossal amount of homophones and, as a consequence, increased
dependence on the written sign for transmitting values creates a tension between the written word and the word voiced. The
dichotomy of sound / sign is further complicated by the convention of the sign, the absence of its interrelationship with
articulation, in part due to diachronic reasons. The paradox of Chinese poetic tradition is that despite the need to correlate
recited text with the “libretto” it is precisely the voicing of a versed text laden with quotations, allusions, phraseology that is
difficult to perceive by ear that turns into a central element of any performance, even drama, where calisthenics and music
recede into the background. Despite the fact that most of the experiments of modern and contemporary poets are inseparable
from the visible image of the word, they are consciously moving towards investigating the possibilities of poetry that finds an
audible voice.

Among the most prominent representatives of this trend is the poet Hei Dachun 2 K% (Pang Chunqing 55 %, 1960-).
At the beginning of the 1980s he, along with other writers and artists of Beijing, has founded the Poetry Society of Perfect
Clarity (Yuanmingyuan shishe [ABA 157 11), located on the site of the ruins of the former Imperial Summer Palace (known as
the Yuanmingyuan, “Gardens of perfect clarity””). As the embodiment of the lyrical voice of the bohéme, he was one of the
frequent authors in the unofficial journals published in Beijing and has performed with poetic readings. At the beginning of the
1990s when a group of new young poets and artists settled in the park, Hei continued to be an active participant in their
activities. He writes poetry and gives recitals, concerts, combining music and verse. In 2006 he released his book The Night is
Black (Ye heihei 7% 2% %) with an attachment of poetry performance on CD.

Hei Dachun’s performances in which declamation is combined with the accompaniment of his rock band “Vision”
(Muguang B Jt) explore the possibilities of Chinese sounded words. Despite the fact that Hei Dachun’s texts are difficult for
literal apprehension through listening (because of the homophony of language, the complexity of poetic phrase loaded with
long definitions), they have a melody similar to the melody of the traditional ci song as some critics say [9, P. 69]. For
example, the poem Beans (Dou 5., 1995) clearly falls into two quatrains — as it is customary in the xiaoling format (/\4%), a
subspecies of the ¢i [10]. The even lines end in thyme, with all the rhymes in level tones (pingsheng V-7 ), which is preferable
in traditional Chinese regulated verse (Zishi, f1%). In addition to that, the initial phonetic word of each quatrain also rhymes
with line endings. All this reinforces the atmosphere of nostalgia, which prevails in the poem.
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These features of verse structure, which are most clearly denoted by its voice presentation, are related to the tonal nature of
Chinese language. When singing in Chinese a phrase's tonal pattern cannot be completely preserved due to the need of
conforming to the tune. Recitation allows not only maintaining the original tonal unity, but also emphasizing and strengthening
individual syllables by stretching the time of their utterance. It is in the voiced verse that the melody of speech is actualized
and its prosody highlighted. It is no coincidence that Hei Dachun believes his work to owe much not only to rock music but to
folk traditions of sounded poetry that can be traced back to the Classic of Poetry. In an interview he calls his art association,
consisting of the poet and his accompanying musicians, “Declamatory group” (Geshi Xiaozu #{15/N4), thus playing on the
Chinese word for “poetry” (shige 1F&X, which literally means “poems and songs”) that by the simple permutation of syllables
is converted into the phrase “to perform (chant) verses” [11].

An example of another variant of working with the sounded word is Yan Jun's creations. Yan Jun &l (1973-) grew up in
the city of Lanzhou, where he studied philology at the Pedagogical University of Northwest China and worked as an editor
until he moved to Beijing in 1999. Since then he has become the central figure of “underground” (dixia H1'T) or unofficial
(feiguanfang 3E'E J7) music scene — as a critic, publisher and musician. Yan Jun also established himself as a poet, editor of
the unofficial magazine Letter (Shu F5) and author of the book Infrasonic Waves (Cisheng bo Y75 ), which included his
poems written between 1991 and 2000.

On April 8, 2003 he gave a big solo “concert” in Beijing, where the work of audio and video artists acted as an
accompaniment to his recitation. In collaboration with the electronic duo FM3 and multimedia artist Wu Quan Y he
released a CD titled Sub Jam 012 (no date, probably written between 2003 and 2004) based on the original live recordings.

The disk comprises 11 tracks. Yan Jun’s recitation often deviates from the text of his poems (in the form in which they are
included in the collection) on the lexemic and supralexemic levels. For example, “spent all the money” (yongguangle suoyou
de jingian Fi56 T AT A 142%%) replaces “used up all the semen” (yongguangle suoyou de jingye Fi 5t T A HIFEIR) in
the Yellow Submarine (Huangse gianshuiting 35 a7 7K#E), and in the long poem Against All Organized Deception (Fandui
yigie youzuzhide gipian R YT—V5H AV IR), which occupies the central place in the original live performance, some
passages are constantly redrawn and relocated [12]. This can be compared with the performance practice of the classic ¢i song,
with its text never been considered untouchable to variation, with the only difference that the authors of songs (at least the
male writers) never engaged in the performance of their own works.

With his strong, deep voice Yan Jun's audio presentation is fully focused on the sounding of his lyrics, through the use of
visual and musical accompaniment creating the effect of a three-dimensional performance. The very structure of his verse, the
interior of which is based on frequent repetitions, allusions and citations from sources familiar to the audience (such as The
International, texts of John Lennon, Mao Zedong, Li Bai, etc.), contributes to the comprehension and the immediate
experience of poetry during declamatory performances.

Conclusion

This use of hybrid formats of information presentation captures new ways of verbal interaction in the practice of rethinking
of the tradition.

American poet Charles Bernstein in his essay-manifesto Artifice of Absorption (1987) [13] has pointed out that language
should be in the center of poetic attention, but not substituting for what is said. This idea was readily raised on the shield by
contemporary Chinese authors, captured by the element of experimentation that accompanied the poetry of the “new China”
throughout its existence.

Despite the presence of a space of variations, in the classical period those variations inevitably turned out to be placed in
the framework set by the predecessors. This presupposed reproducible patterns. The revolutionary character of the new type of
poetry consisted in its adaptation of non-Chinese (mainly Western) aesthetic dominants — a kind of internationalist spirit. This
ardor was also manifested in the iconoclastic, experimentalist mood, which contributed to the “great liberation of poetics”.

In practice, this meant that the language of modern Chinese poetry included a lot of heterogeneous elements. This gave the
contemporary poet opportunities that were inaccessible to his counterpart in the premodern era and at the same time created the
phenomenon of a “misty / obscure” text with its often deliberately complicated comprehension.

In the field of declamatory practice this becomes especially acute in connection with the general aspiration to the problem
of the “living” or “sounding” word. This problem lies at the center of many works in poetics and linguistics. In Germany, a
whole scientific trend (“Ohrenphilologie”, or “auditory philology”) was formed way back at the very beginning of the 20th
century, headed by the famous linguist Eduard Sievers [14]. In the English and American science of verse, elements of sound
have long been introduced into the analysis. In China scrutinizing the audial / written dichotomy in the field of poetry presents
a constantly growing trend both in theory and poetic practice.

DduHaHCMPOBaHHE Funding
HccnenoBanue BBITIOJTHEHO pu ¢unancoBoit The study was carried out with the financial support of
nojepxkke PH® B pamkax mayanoro mpoekTa Ne 19-18-  the Russian Science Foundation within the framework of
00429 «SI3pIKOBBIE  MeXaHM3MBI  akkomomammu the scientific project No. 19-18-00429 “Language
KyJbTYPHBIX CHUCTEM B Pa3IM4HBIX BHAax auckypca XX mechanisms of accommodation of cultural systems in
u XXI BB.» B IHCTHTYTE sA3bIKO3HAaHUSA PAH. various discourses of the 20th and 21st centuries” at the
Institute of Linguistics, RAS.

139



RUSSIAN LINGUISTIC BULLETIN 4 (24) 2020

BaarogapHoctu

ABTOp  BBIpOXAaeT  HCKPEHHIOW  0J1arofapHOCTb
ydacTHUKaM KoH¢epeHuuun "l['ojgoc W nuTeparypHoe
BooOpaxkenue" (punonorndeckuit Gpaxynsrer MI'Y nm.
JlomonocoBa, Poccus, 25-26 centaops 2015) 3a
BO3MOXKHOCTh TPEJICTABICHHS IEPBOH BEPCHH JaHHOTO
WCCIIEOBAaHNSA W T€ IICHHBIC 3aMEYaHUs, KOTPbIe ObIIH
BBICKA3aHbI €€ yIaCTHUKaMHU.

Kondumkr uaTepecon
He yka3zan.

Acknowledgement

The author expresses his sincere gratitude to the
participants of the conference “Voice and Literary
Imagination” (Faculty of Philology, Lomonosov
Moscow State University, Russia, September 25-26,
2015) for the opportunity to present the first version of
this study and the valuable comments made by the
participants.

Conflict of Interest
None declared.

Cnucok aureparypsl / References

1. Tharsen J. R. 2012. Poetic Diplomacy: The Practice of Fu-shi li{7F in Parallel Passages from the Zuo zhuan {7c{8)
and Guo yu {[E7E) . Master’s thesis [Dnextponnsiii pecypc] / J. R. Tharsen. — University of Chicago, 2012. — 18 p. — URL:
http://home.uchicago.edu/~jcarlsen/academics/downloads/Tharsen_PoeticDiplomacy MA.pdf (nata obpamenus: 19.11.2020).

2. XauploW ga upasaHb (Y 1E A TA # [Bonbmioi cioBaps kutaiickoro sseika. B 12 1. T. 8]. — Ilanxaii: Xaupoi na
LBIITHB yyOanbpmd, 1991. — 1361 c. [Ha kuT. 513.]

3. Tietjens E. The Chinese Chanting of the Classics / E. Tietjens // Poetry. — 1916. — Ne9 (1). — P. 35-39.

4. Idema W. L. Prosimetric and verse narrative / W. L. Idema // The Cambridge History of Chinese Literature. —
Cambridge: CUP, 2011. P. 343-413.

5. Crespi J. A. Voices in Revolution. Poetry and the Auditory Imagination in Modern China / J. A. Crespi. — Honolulu:
University of Hawai’i Press, 2009. — 230 p.

6. Tang X. Chinese Modern. The Heroic and the Quotidian / X. Tang. — Durham & London: Duke University Press,
2000. — 380 p.

7. Yeh M. Underground literature and the Cultural Revolution / M. Yeh // The Cambridge History of Chinese Literature.
— Cambridge: CUP, 2011. P. 605-612.

8. Tsou Y.-P. Z. An Interview with John Crespi on Performance Poetry in China, with a Sampling of Live Recordings
[DnekTpoHHBIE  pecypc] /" Y.-P. Z. Tsou //  Full Tilt. - 2007. - Ne2. —  URL:
http://fulltilt.ncu.edu.tw/Content.asp?l_No=15&Period=2 (mara obpamienus: 3.11.2016).

9. Iunb Csoroit . IOi Tu, fanaai wKyHBSHD 1M clobnyns £, HH SCFERUL [Awmossle crynenu, Dece o
coBpeMeHHOM kutaiickoM ctuxe] / Csioroit Llyab. — Tait0oii: CuHbXY# BoHBUYaH, 2012. — 386 c.

10. Xoii  Jlauyns K & . Joy E. [Bbobsl] [Dnextponssii pecypc] / Hauymp Xoif. —
https://www.douban.com/group/topic/61588555/ (nara obparmenus 3.11.2016)

11. Cy Canayn #7[A 7K. Xoit Jlauyds: IyH mura gao «rmm»y S2KE © MIFFE]“HK1%” [Xoit JauyHb: OT CTHXOB U
MECeH K «meHuio ctuxa»]| [Dnekrponusiii pecype] / Csuayn Cyn. — 2012. — URL: http://cul.china.com.cn/renwu/2012-
02/16/content 4814216.htm (nata obpamenus 22.02.2015)

12. Van Crevel M. Sub Jam 012 — Yan Jun + FM3 + Wu Quan [Dnextponnsiii pecype] / M. van Crevel. — 2005. — URL:
http://leiden.dachs-archive.org/poetry/yj_subjam.html (gata o6pamenus: 3.11.2016).

13. Bernstein C. Artifice of Absorption [DnexTpornsrii pecypc] / C. Bernstein // A Poetics. — Harvard: HUP, 1992. — URL:
http://writing.upenn.edu/epc/authors/bernstein/books/artifice/ A A-contents.html (naTa obpamenns: 19.11.2020).

14. Sievers E. Rhythmisch-melodische Studien: Vortrige und Aufsétze / Sievers E. — Heidelberg: C. Winter, 1912. — 141

2014. — URL:

C.
Cnucok aureparypsl Ha anraniickom / References in English

1. Tharsen J. R. 2012. Poetic Diplomacy: The Practice of Fu-shi in Parallel Passages from the Zuo zhuan and Guo yu.
Master’s thesis [Electronic resource] / J. R. Tharsen. — University of Chicago, 2012. — 18 p. — URL:
http://home.uchicago.edu/~jcarlsen/academics/downloads/Tharsen_PoeticDiplomacy MA.pdf (accessed: 19.11.2020).

2. Hanyu da cidian [Comprehensive Chinese Dictionary. In 12 volumes, vol. 8]. — Shanghai: Hanyu da cidian chubanshe,
1991. — 1361 p. [in Chinese]

3. Tietjens E. The Chinese Chanting of the Classics / E. Tietjens // Poetry. — 1916. — Ne9 (1). — P. 35-39.

4. Idema W. L. Prosimetric and verse narrative / W. L. Idema // The Cambridge History of Chinese Literature. —
Cambridge: CUP, 2011. P. 343-413.

5. Crespi J. A. Voices in Revolution. Poetry and the Auditory Imagination in Modern China / J. A. Crespi. — Honolulu:
University of Hawai’i Press, 2009. — 230 p.

6. Tang X. Chinese Modern. The Heroic and the Quotidian / X. Tang. — Durham & London: Duke University Press,
2000. — 380 p.

7. Yeh M. Underground literature and the Cultural Revolution / M. Yeh // The Cambridge History of Chinese Literature.
— Cambridge: CUP, 2011. P. 605—612.

8. Tsou Y.-P. Z. An Interview with John Crespi on Performance Poetry in China, with a Sampling of Live Recordings
[Electronic resource] / Y.-P. Z. Tsou // Full Tilt. — 2007. — Ne2. — URL:  http://fulltilt.ncu.edu.tw/Content.asp?I_No=15&Period=2
(accessed: 3.11.2016).

9. Qin Xiaoyu. Yu ti, dangdai zhongwen shi xulun [Jade Ladder, Essays on Contemporary Chinese Verse] / Xiaoyu Qin.
— Taipei: Xinrui wenchuang, 2012. — 386 p. [in Chinese]

10. Hei  Dachun. Dou [Beans] [Electronic  resource] /  Dachun
https://www.douban.com/group/topic/61588555/ (accessed: 3.11.2016). [in Chinese]

140

Hei. - 2014. - URL:



RUSSIAN LINGUISTIC BULLETIN 4 (24) 2020

11. Su Xiangdong. Hei Dachun: cong shige dao “geshi [Hei Dachun: From Poem-Songs to “Singing Poems”] [Electronic
resource] / Xiangdong Song. — 2012. — URL: http://cul.china.com.cn/renwu/2012-02/16/content 4814216.htm (accessed:
22.02.2015) [in Chinese]

12. Van Crevel M. Sub Jam 012 — Yan Jun + FM3 + Wu Quan [Electronic resource] / M. van Crevel. — 2005. — URL:
http://leiden.dachs-archive.org/poetry/yj subjam.html (accessed: 3.11.2016).

13. Bernstein C. Artifice of Absorption [Electronic resource] / C. Bernstein // A Poetics. — Harvard: HUP, 1992. — URL:
http://writing.upenn.edu/epc/authors/bernstein/books/artifice/ AA-contents.html (accessed: 19.11.2020).

14. Sievers E. Rhythmisch-melodische Studien: Vortrige und Aufsétze [Rhythmic-melodic Studies: Lectures and Essays] /
Sievers E. — Heidelberg: C. Winter, 1912. — 141 p. [in German]

141



