ELEMENTS IN THE METRICS OF T°ANG POETRY

Feng-sheng Hsueh

1. The metrics of T’ang poetry has been a subject of numerous studies.l
There would seem to be no reason why one more study on this topic should be
added unless something new has been discovered. In what follows, a new
approach will be adopted for the study of this old subject, and it is hoped that
some new light can thereby be brought upon it.

1.1. It must be made absolutely clear at this point that the term ‘T’ang
poetry’ as is used here does not mean the same thing as it does elsewhere. As
we all know, poets of the T’ang dynasty wrote the shih—poems in two different
forms commonly known as the ‘Ancient Style’ (kii '3 #%%) and the ‘Modern
Style" (chin t'i 48 or chin t'i J78%). I use the term to represent only the
latter form. The justification for so doing is that, in my reasoning, only the
‘modern style’ is a typical creation of the T’ang dynasty, while the ‘ancient
style,” as the term indicates, is the product of earlier ages. Poems written in
the ‘ancient style’ by poets of the T’ang dynasty and afterwards are, as far as
the form is concerned, merely imitations. Seemingly, I am now using the term
“T’ang poetry’ in a narrowed sense, but in reality it has now a much broader
representation, because it covers not only poems of this form written in the
T’ang dynasty, but also those written by people of all the dynasties and of all
countries since the T’ang dynasty and conceivably in the future.

1.2. There are two formal features which mark off a T’ang poem from
a so-called ancient poem, namely, verbal parallelism (tui ching ¥}) and
rhythmic regularity (ké 1 #%). The former is syntactic, the latter, phonological.
The two features are not interdependent, though both are often employed side
by side in a T’ang poem. By verbal parallelism is meant the strict matching of
the words in the two lines of a couplet. Strictly speaking, it is not a unique
feature in T’ang poetry, though it is extremely common there, for it was also
found in poems of the earlier ages known as kii-lit (%) and kii-chiiéh (&
#@). 'For a poem to be called a T’ang poem, the only necessary and sufficient
feature it has to possess is the special tonal patterns which have to be observed

in every line, every couplet, and all through the whole poem. This is the
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feature to be discussed in this article. It is true that even in some well-known
T’ang poems we may find one or two lines which do not conform to the
required tonal patterns, but this can hardly be taken as an excuse to ignore the
general rudles underlying these patterns. ~As it has been said, there is nothing
without exception. It.just might be true that in some rare cases a talented poet
might deliberately violate a certain pattern so as to achieve some desired effect.

1.3. There seem to be quite a few ways to form a system of metrics of
poetry. John Lotz in his article ‘Metric Typology’ (Lotz 1960) first differentiates
two large types, the simple and the complex, and subdivides the latter into three
types, the tonal, the dynamic, and the durational, Why in one language one
type is adopted rather than another is to a very large extent determined by the
characteristics of the language, though strictly speaking there seems to be no
logical necessity for any particular choice. Since Chinese has presumably always
been a tonal language, it is thus only natural that tonality has been chosen to
be the basis for formulating its metrics. This choice immediately makes the
Chinese system completely different from the English metrics which is dynamic
for it is based upon syllable stress and the metrics of Classical Greek which is
based upon syllable length and thus called durational. Stress and length are
fairly stable features, especially when they are used in metrics. The contrast is
always binary, heavy vs. light and long vs. short? The relative phonetic
realization of these features seems to be never in doubt. Presumably,
what was thought to be heavy or long in the past may probably still be
regarded as heavy or long today or in the future. Thus it may be said that
both dynamic and durational metrics are built upon constant foundations, so
they still make as much sense as they did in the past. The same thing,
however, can hardly be said about a metric system of tonality. As we all know,
there are four tones in Ancient Chinese, the language of the T’ang dynasty.
These tones can now be understood only in phonemic terms. Their phonetic
realization is anything but clear. In fact, they seemed to vary drastically from
one dialect to another even before the T’ang dynasty® and they surely have
changed quite a few times and in many different ways since then. It follows
that the metric system based upon the four tones of Ancient Chinese’ makes
relatively less sense to us than it did to people of the T’ang dynasty.

1.4. Thé above conclusion forces us into direct conflict with the popular

notion that the metric system of T’ang poetry is particularly closely related to
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music—a notion I find rather difficult to accept. If the term ‘music’ is defined
in the broadest possible sense, that is, the regular occurrence of a sequence of
sounds including speech sounds, then all metric systems are closely related to
music, because the fundamental principle underlying all metric systems is
variation of speech sounds in regular patterns. There seems to be nothing
particular in the relation between the metric system of T’ang poetry and music
in the above sense. If, however, ‘music’ means something more specific, ie.,
poems written with a certain metric system are apt to be more suitable for
music tunes, the metrics of T’ang poetry, it seems to me, just might be somewhat
more awkward than the others, due to the changing nature of the tones upon
which the system is built. Arthur Waley‘ once said that the Chinese ‘deflected’
tones (i.e., the non-even tones) are distinctly more emphatic and so have a faint
analogy to the English stressed syllables (Waley 1919:23). The analogy seems
to me quite dubious, but let us accept it for the moment so as to make another
analogy. If there is one line where the even tone and one of the non-even
tones occur one after the other in this order, accordingly, this line will be
analogous to an English line in iambic meter. If one believes that this line is
particularly compatible to a certain type of music tune, it follows that its
counterpart, a line in trochaic meter will be clumsy for the same tune. The
situation in Ancient Chinese was unique. According to Lt Fa—yén, the compiler
of the rime dictionary CRi¢€ h-y2in, words with the even tone in the dialect C/'5¢ k-
yéin represents sounded like words with going tone in the then Szechwan
dialect (see Note 3). Consequently, a line of ‘ilambic meter’ in the standard dialect
might possibly turn out to be a line of ‘trochaic’ meter, or even worse, of no
meter whatsoever in the Szechwan dialect, because there were actually three
non-even tones of which only one might possibly sound like an even tone in
the standard dialect. This would mean that the metric system under study here
makes sense only in the dialect where the ‘even’ tone is actually even and only
when the phonetic value of the tones in that dialect remains unchanged. In
other words, this system is hardly possible in other dialects and in the later stages
of the Chinese language after the T’ang dynasty, as far as its relation to music
is concerned.. Since from all evidence this system -worked quite well in the
various dialects of the T’ang dynasty and afterward, and.it still makes some
sense in Modern Pekingese, though perhaps not as much as it did before, the

only logical conclusion we can draw is that the system s neutral with regard to
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music. Just as other metric systems, the Chinese system is also merely a device
to formulate some regular patterns of speech sounds. Its usefulness to musicians
is also just that much.

2. After the above remarks, we can now turn to the discussion of the
metric system of T’ang poetry itself. As we just said, there were four tones in
Ancient Chinese. These four tones were classified into two contrasting metric
bases. The even tone (p’ing-shéng Z8E%) which has more than twice as many
words as any other tone forms one base by itself. The other three tones, the
rising (shing ), the going (ch’lt 32), and the entering (ju A), form together
the other base, the ‘tse-sheng’ (JKE) which has been variously translated the
deflected tone, the oblique tone, the changing tone, or the uneven tone. The
term 'uneven’ shall be used in our discussion, as it clearly indicates a contrast
to the even tone.

2.1. The metric patterns of the eight line regulated poems known as ‘It
shih’ (#t5F) and the quatrain known as ‘chii¢h chii’ (fB4) are part of the
common knowledge about Chinese poetry. They appear practically in every
anthology and could be recited by every pupil in the past. A number of English
publications on Chinese poetry have also included these patterns, for example,
Bynner and Kiang’s The Jade Mountain. We may list these patterns here as
a convenient start for further discussion. ‘O’ represents the even tone, and ‘0

represents the uneven tone.
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Pattern A Pattern A’
. 00000 0000000
2. 00000 00000Q00OO
3. 00000 0000000
4 00000 0000000
5. 00000 0000000
6. 000 QO 000000O
7. 00000 0000000
8. 00900 00000900

Pattern B Pattern B’
1. 00000 0000000
2. 00000 0000000
3. 00000 0000000
4. 0009 0O 000000QO
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5., 00000 OOPO0000Q O
6. 0O OOO 000 0ODOO
7. 00000 00009000
8. 0000O 00000 OO

Pattern C Pattern C’
1. 0900 0000 QOO
2. 00000 0O0O00Q QO
3. 00000 6OO0000Q O
4. 0O 90O 000¢ QOO
5. 0 000¢Q 0000000
6. 000 0O 00000 QO
7. 00000 000000 O
8. 00000 0000000

Pattern D Pattern D’
1. 0090 0O 0O00Q QDO
2. 090900 0000Q0QOO
3. 00000 000 Q000
4 00000 0000000
5. 00000 0000000
6. 0O QOO 0000900
7. 990000 000 Q000Q
8. 000 QO 00000QOOQO

The above diagrams have always been supplemented by the famous remark
— = H Ry MU B 9 meaning, as Downer and Graham put it, ‘License for 1,
3, and 5, strictness for 2, 4, and 6’ (Downer and Graham 1963:146). What it
actually means is that except the last syllable in a line all the odd-numbered
syllables may be changed to the opposite while the even—numbered syllables must
be what they are specified in the patterns. Kiang K‘ang-hu did this by using
the symbol | for those uneven tone syllables which can be replaced by an even
tone syllable and the symbol T for the even tone syllables which can be replaced
by an uneven tone syllable. This saves the trouble of drawing tediously a large
number of alternative patterns, but any analytical mind can immediately see that
the number of diagrams can be further reduced. By adding a note under the
first line of pattern A (and A’) and that of Pattern B (and B’) to the effect
that when rhyme is desired the line may be replaced by the first line of Pattern
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C (or C’) and that of Pattern D (or D’) respectively, both Wang Li (Wang
1963:72-73) and James Liu (Liu 1962:26-27) find that four diagrams are enough.
Wiéng Li also noted that the seven syllable line is actually an extention of the
five syllable line by adding at the beginning two syllables which have the
opposite tone to that of the two following syllables (Wang 1963:75-76). Thus
it is possible for him to reduce the number of the diagrams to only two, though
he did not do so. As to the four line regulated poems, chiiéh-chil, the traditional
explanation is that it is half of any of the eight line regulated forms. This is a
strange reasoning, but most scholars seem to believe it, including a modern
authority like Wang Li (Wang 1963:34). A scholar of the Ch’ing dynasty, Ch3o
Chih-shen ##fs (Cf. Wang 1963:34) once questioned this and said that the
four line regulated form actually came into existence before the eight line
regulated form and so the latter must be an extention of the former. However,
very few people accept this explanation. I shall try to make it more believable.

2.2. A very ingenious approach to the problem under study is found in an
article by John Lotz. By adopting a rather abstract method, he succeeds in
drawing only two diagrams which can be easily compressed into one, if we put
the first two syllables of a seven syllable line in parentheses to show that their
occurrence is optional. Following is the revised diagram where a cross represents
one of the two tonal bases, a circle represents the opposite base, and a dot represents
an unspecified tone. The ‘I’ in parentheses means that the last syllable of the
line is in rhyme (Lotz 1960:145).

Crl )y« 8.0, (r)
(%) +«0.x: (r)
(o Joel Lox, ) (—)
ol Joxl 0y (r)

This approach is better than the traditional one, because it shows that the
two lines of a couplet are clearly in contrast and the two neighboring couplets
also contrast with each other. But it is still not satisfactory. For one thing, it
misleads us to believe that the last syllable of a line is unspecified while in
reality it is the strictest of them all; for another, it fails to cover all the
permitted patterns. A

2.3. The traditional presentation of the metric system of T’ang poetry is
not satisfactory in many ways. It is clumsy and yet incomplete. In fact, it is

an attempt to list or enumerate a set of patterns which refuse to be listed or

— 472 —




Elements in the Metrics of T’ang Poetry

enumerated. As in many other cases, when we are content in enumerating the
surface phenomena, we lose whatever chance we may have to discover the
underlying general principles. The listing is, of course, correct in what it covers,
but only that much. Some scholars claim that they can clearly see the
underlying principles of this metric system from the diagrams given abovet I
rather doubt how true this claim may be. It seems to me that diagrams of this
kind, no matter how many one may draw, cannot possibly tell us in explicit
terms what the principles are. The diagrams given above, even with the help -
of the verbal remark that the tones in some positions are changeable, also fail
to cover all the aspects that have to be covered. As we shall see in later
discussion, under some specific conditions, at least two deviations from the
diagrams are permitted (see §3.5 and §3.6). On the other hand, these diagrams
show the tonal patterns of only two special forms of regulated verse, the l{i-shih
and the chiiéh—chti. There are other forms of regulated verse, too. For example,
a couplet may stand alone and. is known as tui-lién CETF) or tui-tzu (¥F)
three couplets can also form one unit known as san—ytin hsifo-l& (=gy/ )
a poem with five or more couplets is known as p’4i-lti (#E#:) which can be as

long as a poet is able or willing to write. In order to cover all these metric

.
]
.
9

forms and to show the general principles upon which these forms are formulated,
drawing diagrams is clearly not an ideal way. Neither will the job be done by
making a few impressionistic remarks as Arthur Waley and Hans H. Frankel
did (Waley 1919:25 and Frankel 1963:261-63). To answer this need, we must
seek a set of strict rules which will generate all the possible patterns.

3. The most important syllable in a regulated line is obviously the last one,
but those close to the end are also of critical importance. This can be seen
from the following facts. First, the tone of the last syllable must always be
what it is specified to be. Second, the tone of the third syllable from the end
had better be what it is specified to be, though it can be changed to the
opposite (Cf. Wang 1963:90). Third, as Wdng Li has accurately observed
(Wang 1963:75-76), when a line is expanded from five syllables to seven syllables,
the expansion comes at the beginning of the line so that the tonal pattern of
the line will not be affected. Fourth, though the tone of the syllables in the
even—numbered positions is supposedly not to be changed anywhere, there is
evidence that poets are often less careful with those farther from the end than

with those closer to the end.®? In discussing the tonal pattern of a line, I find
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it necessary to start from the end rather than from the beginning. It seems to me
the facts mentioned above can be regarded as the justification for this practice.
At any rate, this will simplify our discussion by treating the five syllable line
and the seven syllable line in exactly the same way.®

3.1. Once we adopt this, so to speak, ‘backward’ approach, we notice, with
a little stretch of our imagination, a highly powerful underlying principle for
the construction of the rhythmic pattern of a line. The principle is a process of
mirror image in reduplicating two contrasting elements appearing in either
order.” If we use ‘a’ to represent either an even tone or an uneven tone and
use ‘b’ to represent its counterpart, we can formulate the process as follows.

(1) mlabl=[------ baabbaabbaab]

The subscript ‘m’ in the above formula means that the sequence in the
square brackets is to be expanded according to the process of mirror image and
in the direction where ‘m’ appears. Theoretically, the process can operate as
many times as one may wish. In other words, it can generate a line of any
length. In reality, the length of a line in a T’ang poem is limited to either
five or seven syllables only. This fact should by no means be taken as evidence
to deny the validity of the principle given above. To borrow an idea from
Chomsky, we believe that the principle represents the competence of the poets
in forming a line of this kind. The fact that they did not write a line as long
as nine, nineteen, or a thousand and one syllablés is merely a limitation of
performance. We learn from history that the seven syllable line came into
existence several hundred years after the invention of the five syllable line. It
is perhaps not too difficult to imagine that, before the invention of the seven
syllable line, there might have been many people who thought such a thing was
hardly acceptable just as a nine syllable line is hardly acceptable to us, and yet
it happened. It may be interesting to note here that one special form of
regulated verse known as tui-lién may have in each of its two lines more than
seven syllables arranged according to the rhythmic pattern discussed here.® At
any rate, if we want, we can easily specify how many syllables there may be in
a line. That the formula we set up can generate a line of any length only
helps to demonstrate forcefully what potential it possesses. The fact should by
no means be regarded as a weakness.

3.2. The formula we set up in the last section will generate two basic

types of lines. When ‘a’ represents the even tone and ‘b’ represents the uneven
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tone, we shall have what may be called an «-line in the following form.
[edasss 0000000000007
The last seven or five syllables will be
((00) 0000 0]
When ‘a’ represents the uneven tone and ‘b’ represents the even tone, we shall
have a p-line as follows.

Erassite 00000000009 0]

The last seven or five syllables will be
00000007

When we compare these two basic types of lines with the eight diagrams
in §2.1, we shall notice with some astonishment that the arrangement of the
lines in a T’ang poem follows exactly the same principle through which the
syllables of a line are arranged, if we ignore for the moment the last three
positions in a line which we shall discuss later (§3.3). The only difference is
that within a line the process of mirror image functions from the end backward
or upward, but among the lines it functions from the beginning of the poem.
We can represent this process by the following formula where ‘A’ stands for
either an a~line or a f-line, while ‘B’ stands for the opposite.

(ii) {AB}m = {ABBAABBAABBA-::---- >

Again, we may point out here that this formula has great potential. It may
operate as many or as few times as the poet wishes. Fortunately, we have
some empirical support for this claim, for we do find poems of this kind in
various length. As noted before, we have tui-lién (two lines), chiiéh—chit (four
lines), san-ytin hsido-l& (six lines), lti-shih (eight lines), and p’gi-li (ten lines
and over). There are quite a few p’di-lii with two hundred lines. This length
seems to be the upper limit in practice, but again we believe this is only a
limitation in performance. There seems to be no reason why a poem of this kind
with, say, ten thousand lines would be unacceptable, should anyone care to write it.

3.3. As in English poetry (Levin 1962:42), the two most important phonolog-
ical conventions observed in Chinese poetry, particularly T’ang poetry, are those of
meter and rhyme. The two features are, of course, always woven together. In
T’ang poetry, the convention of rhyme is that only the even—numbered lines
rhyme and the rhyme—words must all be in the even tone.® The odd-numbered
lines, except the first line, do not rhyme and must all end with a word in the

uneven tone. The first line is optional in rhyming, but when it ‘does not rhyme,
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it must end in an uneven tone word. These restrictions clearly conflict with
the arrangement of the lines specified by the formula in the last section which
says that both o—line and g-line can occur as an even—numbered line or an odd-
numbered line. Obviously, something must be done. Once more, we discover a
powerful underlying rule for making all the necessary adjustments. In verbal
terms, this rule can be expressed in a very simple though not very precise way,
namely, ‘In cases when required by the rhyming restrictions, exchange the tone
of the last syllable of a line with that of the third from the end.’” This means
that when the a-line appears as an odd-numbered line, it will remain as [(0 0)
® 0 0 0 ¢), but when it occurs as an even—numbered line, it must be adjusted
to [(00) 0 O 0 0 0); the f-line will remain as [(Q ¢) 0 0 0 ¢ 0], when it
occurs as an even—numbered line, but must be adjusted to [(Q ¢§) 0 0 0 ¢ @],
when it occurs as an odd-numbered line. When they occur as the first line of
a poem, the change will be optional, depending upon whether rhyme is desired
there. The following rule may express the above process with a kind of
mathematical precision, though it looks rather awkward in that it has to be
supplemented by quite a few notes.
(i) [X+a+S+Db] Nth~—>[X+b+S+a] Nith
Notes: 1. Optional, when N=1.
2. Obligatory, when
i) N=2n, a=0, b=0,
it) N=2n+1, a=0, b=0.

3. S=a single syllable.

4. n=any integer except zero.
When the above rule is added to the two formulas given before, all the possible
basic forms of tonal patterns,-including the eight diagrams in §2.1, will be
generated. These are the strictest forms. Very few poems were actually written
in these forms without further modification. It seems to me that among all the
regulated -poems of this kind in the famous anthology T &ng-shkih San—pdi Shou
(EF=EH), 1 there are only two short poems which conform completely
to two of these basic patterns, but I confess promptly that I did not check the
book with the utmost care. we may cite the two poems as examples.

o BEHE
e E 4 E R mjey tfen kjem sjuok ¥¢’juo
000 ¢ 0
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¥

= i'% ] suo¥ ¥gju pjuok b’juay dz’ien
o 0 0 00
% 15 B py & juok tok teju lan kuo¥
O 0 000
R OB OB R 71 71 nuo¥ p’just Y¥ien
00 0 0 O
BihE  FEALE
4 W EER sjuzik sjuzik kjem ¥ b’ju¥ pjuok kuan
® 0 000 00O
BBl OB S B ) B sjeu sjeu ¥ma tfek ¥juo tau Yuan
000 ¢ ¢ 00O
= EHEBRERFF sam t@’juen b’ek sjuset kjuei ts’ien ¥sjuy
0O 0 0 ¢ 0 00
BOHEE W EE I mjuen¥ ¥li Juay Ya ¥njeu xok [en
® ¢ 0000 O

3.4. The basic metric patterns are apparently too harsh for the linguistic
reality of the language. For example, as Wdang Li has pointed out (Wang
1963:112), among the numerals, only san (three) and ch’ien (thousand) belong
to the even tone. A poet trying to compose in these rigid patterns must be
frequently frustrated in looking for a word of the required tone. Accordingly,
some relaxation is needed so as to give him a little more freedom to maneuver.
Here comes the famous saying ‘License for 1, 3, and 5, strictness for 2, 4, and
6, that is, counting from the end of a line, all the even—numbered syllables
must be what they are specified to be, but the odd-numbered syllables, except
the first one, may be changed to the opposite. Again, we can present a rule
to represent this optional modification.

(iv) [X+a<85>,1— X +b<SS5>,]
Notes: 1. S=a single syllable.
2. n=any integer except zero showing the times of
occurrence of</SS>.
3. a,b=0, §; but asb.
Two points related to this rule have to be added here:

a) One may ask why the metric system is so strict with the even—numbered

syllables. It seems to me no answer to this question is completely satisfactory,

i.e., can be readily proven. One reasonable explanation is that there seems to
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be a tendency for Chinese words to go by two, with the second one receiving
more stress. The above rule is thus simply a reflection of this  linguistic
phenomenon.l! Anyway, we are here more concerned with what the metric
system is than with why it should be what it is. The above is what has been
observed and the rule has specified it.

b) Though, according to the above rule, the third syllable from the end of
a line can be changed, the practice is often discouraged. Such a line is called
a ‘twisted line’ (ho—chit ¥j4)) which had better be avoided or ‘remedied.’ The
remedy for the ‘twisting’ is known as ao—chiti (3$t). It means that if one does
not use a word of the specified tone for the third position from the end of a
line, one had better balance it up by using a word of the opposite tone for the
fifth position, too. It seems to me there might be some phonological motivation
for both the avoidance of the ‘“twisting’ and the remedy for -it, though it is
rather difficult for us to say what it is in precise terms. Unfortunately, this
rhythmic feature can hardly be incorporated into the metric system, because it is
not strict and definite enough to be considered part of the fundamental principles
of this system. It often shows, however, the unique style of some individual
authors. For example, a great late T’ang master, Hslt Hun (Z48), is said to be an
expert in writing ‘twisted’ but ‘remedied’ lines (Wang 1963:94). The great Sung
master Hudng T‘ing-chién (FREEL) often deliberately wrote ‘twisted’ lines.
Poems written in the patterns governed by Rule (iv) are very common. We '

may cite one here as an example. Modified positions are underlined.

Bz EEEE

Mo B R E K E gjreu¥ ¥sjeu lje ka #lou da¥ YuAi

9 00 00O

= S xjag ®jem mjuo ¥kAi pjen¥ mau dz’uAi
00 0.0 ¢ 0O

BoEMER AR M nje d'un sjoy kien¥ pjust sjay ejok
00000 OO0

Z= R & e ] BB AR sjeu¥ mjuon¥ kek dz’juoy ¥a te’juok 1Ai
® 09 0000

3.5. The adjusted p-line can be further changed from the form [(§ §)
000 0 ¢)to the form [(® @) 0 0 ¢ 0 Q). This new form was officially accepted
in the government examinations and, according to Wéng Li (Wang 1963:103-8

and 823-25), was even more popular with the poets than the form from which
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it is derived. ~What this optional change means is that when a sequence of
three even tone syllables occurs immediately before the last two syllables which
are in the uneven tone, the neighbouring even tone and the uneven tone are
interchangeable. A rule as follows can then be formulated.
(v) X+000001—(X+00000]
Poems containing lines of this form are quite common. Two may be cited
here as examples. They are all the more noticeable because every line in them

conforms to a basic form except the two lines which are modified according

to this new rule.

mER BREEL

AR =l - je tgju b’ak ®ien %tuo
0 B 0 0
H =2 % & %5 jet muo¥ k’ek dz’ju sjen
0 ¢ 0 00
B OB K (& & #ja kK'u:n¥ tien tisi zjuo¥
® 06 000
L A3 A koyts’jey pjuet ¥g’jen Njen
00 ¢ ¢ O

g EEREHAR
E BE # zjap¥ kuok zjue jusen &’juo¥
0 0000
Rk E AT 1Ai d’'uo njak mjupg¥ ey
00 0 ¢ O
B RXEEZR b’ju t'ien ts’ay ¥xAi ¥¥juen
00 0 0 0
x= i E AR k’juo¥% gejei¥% pjuep teju k’jey
o 0 0 00
KA BB K ¥gjuei pjuet t'uy zjen dz’iek
® 000 0
B ORE B B pjuo ljuoy t'ien¥ b’juzm¥ gjey
00 ¢ ¢ O
e H — B 2 juei lien ?jét toy #7jey
000 00
= B R 4 H mjuen¥ ¥li ¥pen suy mjen
0 0 000
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This new rule obviously violates the well-known saying ‘License for 1, 3, and
5, strictness for 2, 4, and 6, for not only that the second position from the
end has been changed from the uneven tone to the even tone but that the third
position from the end must be strictly an uneven tone. For this reason, Wdang
Li repeatedly attacks this well-known remark (e.g., Wang 1963:83 and 100).
He also warns that the practice represented by the above rule is limited only
to those adjusted p-lines where the tone of the fifth syllable from the end has
not been changed (viz., affected by Rule iv). It seems to me both the attack
and the warning might be unnecessary. Here we can clearly see the power of
our method. The difficulties pointed out by Widng Li simply do not exist,
because to us the time-honored remark represents a mechanism of .a somewhat
higher order. Its validity is not to be doubted. When we arrannge these rules,
all that we have to do is to put Rule (v) after Rule (iv) so that Rule (v) will
apply only to those lines which still have a sequence of three even tone syllables
in the specified positions, and its output will not be subjected to the change
represented by Rule (iv).

We may venture to explain why the change represented by Rule (v) was
favored by most poets and why the change is confined to the sequence of even
tone syllables only. It seems to me there is a strong phonological motivation
for this practice. As we have seen, the longest sequence of syllables with the
same tone which our rules can generate so far is one of three syllables. What
Rule (v) says now is that a sequence of three uneven tone syllables is all right,
but a sequence of three even tone syllables, though tolerable, had better be
changed to two. If we remember that the so—called uneven tone actually consists
of three different tones while there is only one even tone, we shall be able to
understand the reason. A sequence of three or more syllables in the uneven
tone may still have some phonetic variation insofar as they do not belong to the
same one of the three non-even tones (rising, going, and entering), but a
sequence of three or more even tone syllables would perhaps sound somewhat
monotonous.

3.6. We may now take into consideration another rule which will make the
above explanation more believable. The rule was never officially recognized;
nevertheless, many poets practised it (Wang 1963:111). What the rule says is
that in a couplet where the first line is an «-line and the second is a B-line, if

the third syllable from the end in the g-line has been changed from the uneven
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tone to the even tone (viz., affected by Rule iv), the second syllable from the
end in the a-line can then be changed from the even tone to the uneven tone
(Wang 1963:108). The process can be formulated as follows.

(vi) [X40 01—[X+0 0]/ (X+0 0 0]
We may cite a short poem as an examplé.

FIRE BEEE

5% bR E liey liey ts’jet Yien zjon¥
000 00

# g B 2 Xd2’jey tien¥ sjuoy pjup Yan
¢ 0 0 00

H O H & ¥kuo d'isuX sjuel dz’jei¥ PAi¥
000 O

L& N % N E kjem mjen ta pjust d’an

0 0w ¢ O

In our interpretation, the rhythmic pattern of this poem is derived from its basic
form first by the application of Rule (iv) which affected the second and the
fourth lines, then by the application of Rule (v) which transformed the first
line, and finally by the application of the pfesent rule which modified the
third line by using the fourth line as its condition. Since the present rule
uses the output of Rule (iv) as its condition, we have to say that this rule
operates after Rule (iv). In fact, the line this rule operates on may have been
affected by Rule (iv) already. This is why we do not specify in the rule the
syllables preceding the last two in the line, with the consequence that a
sequence of four or even five uneven tone syllables is now permitted, —a
strong and direct support to our speculation that a sequence of three or more
uneven tone syllables is generally not deliberately avoided. A sequence of four
uneven tone syllables will be generated when this rule applies to a ‘twisted’ but
‘remedied” a—line (2 0 8 0 0——0 @ O O Q) as the first line in the following

poem.
TER BIEIU

A EHFHMRHF  njen dg’i% ¥Yju LAi% zja¥
o 0 0 0 0

AR KR TS ¥yjuay 1Ai zjen %¥kuo kjem
8 0 v 0 O

LW &% B B k;)r_] Jeen lju gjen¥k tsiek
0000 0
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KEEEBR ¥y0 puAi¥ b’ju¥ toy ijem |
o 0 9 00

K 7% B R B ¥cjuel lak pjuo ljay ¥ts’jen
o 0 0 00

K 2 2 B tien Yan mjup¥ ¢'ek cjem
00 ¢ 0 O

¥ AW ME A jn kuy pje zjmk ¥dz’Ai

0O 0 0 ¢ ¢

BRI &E d’uk ¥b’zei ljuei¥ sjeem kjem
O ¢ 0 00

[fthe rule is applied to a plain ‘twisted’ a—line, the result will be a five uneven

tone syllable sequence (0 @ @ 0 ¢——0@ ¢ ¢ O @), like the first line in the
following poem, a rather uncharacteristic line in T’ang poetry but still accepted.12

~ #H xjap¥ ¥mjuen °i¥% pjust ik

6 0
5 E k’juo tg’ja toy ¥kuo pjuen
0

ziek 'y mjuo *¥en ¥xau

Iy
E

*t@je ¥%zje ¥g'jon Yuay xuen

e Me X oye

e oF o g o F

o H o # o i e
©

e}

3.7. We have exhausted all the fundamental restrictions of the metrics of
T’ang poetry. The set of rules in the following and the order in which these
rules_are to be applied may hopefully represent the mechanisms of this system.
Due to some technical difficulties, we shall have to slightly revise the format
of some”of the rules presented before, but they will stand for essentially the
same principles described in our earlier discussion.

#TP# (TP =tonal patterns of T’ang poetry)

1. TP———>{“+B}
B+ jm
2. " ac‘__») 0 (Dl
B[ m q) 0/

3. [X+a+S+blyy, ———'>[X+b+S+a]Nth
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1) Optional, when N=1.
2) Obligatory, when
i) N=2n, a=0, b=0;
il) N=2n+1, a=0, b=0.
3) S= a single syllable.
4) n = any integer except zero.
4, [X+4+a<S S>,1—[X+b<S S>.]
1) Optional.
2) S=a single syllable.
3) n=any integer except zero showing the time(s) of occurrence
of<S S>.
4) a,b=0, @; but a#Db.
5, (X4+0000 ¢)—[X+00 0 0 ¢)
Optional.
6. (X+0 0J——>[X+0 03/__(X+0 0 0]
Optional.

4. The above rules are, however, not of equal importance. Depending on
how strict one desires to be, some of the optional rules could be eliminated.
For example, the last rule, as has been noted, was never accepted in the civil
service examinations of all the dynasties. On the other hand, some rules may
be added so as to make the system even more uncompromising. One thing the
above set of rules has not covered is the so—called fan—ki-p’ing (JEFLZ-) which
means literally ‘committing the mistake of having only one even tone syllable.’
What it really means is that, to put it in our terminology, Rule 4 cannot be
applied to the fifth syllable from the end in a g-line (0 0 @ @ O) unless it is
also applied to the third syllable from the end in the same line. In other words,
the line (0 0 ¢ 0 0] is not well-formed, but the line [0 0 @ @ 0] is acceptable.
I have not incorporated this restriction into the above set of rules not only
because it seems to be rather too arbitrary, that is, without phonological
motivation, but also because it has long been forgotten (Wang 1963:88).

4.1. Of the obligatory rules in the above set, Rule 1 which specifies the
arrangement of the lines in a poem does not seem to be as important as Rule 2
which describes the arrangement of the syllables in a line, for we sometimes
find poems which observe Rule 2 but ignore Rule 1. Tua Mu’s ‘Farewell’ can

be given here as an example.
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A BRI
1 15 B+ = & p’iey p’iey #nisu ¥nisu gjep sam jo
000 9 0 0 0 ()
A - = I )| d’u% xu¥ fau d’'u njei¥ pjuet tf’jo
0 ¢ 000 0 0 (®
FERE T B & N B tejuen pjuy gjep #1i jup teju luok
0009 0 0 0 0 ()
bR = = N *kjuen zjan¥ tejo ljeem ¥tsuy pjust Tjo
06 000006 O0 (B

Rule I can be violated in several different ways. If, in expanding a poem, the
process of mirror image is overlooked, the result will be that the second line of
the preceding couplet does not share the same rhythmic pattern with the first
line of the following couplet. This is called ‘no adherence’ (shih-chan Z:}k), as
has been exemplified by the poem just quoted. If, in forming a couplet, two
lines of the same type, either o or g, are chosen, there will be ‘no contrast’
(shih—tui 4¥}). Among the T’ang poems, shih—tui is very rare, while shih—chan
is relatively more common. This is perhaps not too difficult to understand. The
contrast of sounds in a couplet is conceivably more important than that among
the couplets. The same reasoning can perhaps be extended to explain why Rule
2 and Rule 3 are almost always carefully observed while Rule 1 is occasionally
overlooked. The contrast of speech sounds within a line is certainly more
important than that between the two lines of a couplet and among the couplets.

4.2. We have accepted the general claim that T’ang poems rhyme with even
tone words only, because we find the greatest majority of the regulated poems
do rhyme in the even tone. It is, however, not difficult to find some quatrains
of five syllable lines rhyming in one of the non-even tones. The following is

a good example.

IR BLEA

M E ¥ EEHE ko Jjuen tsjay ¥ja Jak
0000 0

= | AME #¥k’ji xjop¥ Tjen keen &'juo¥
o 9 000

E B KW 10 mak $mei ?uok teju fen

® 0 0 00

BF AN O 40 B ni Rjen ¥i sje te'juok
000 0 ¢
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When earlier T’ang poets wrote regulated poems rhyming in a non—even tone,
they always tried to show the greatest possible variation in using words of the
other three tones as the last syllable of the lines not in rhyme (Wang 1963:80—
82). For example, both the first and the third lines in the above poem are not
in rhyme, but the last word of the first line is of the entering tone and the last
word of the third line belongs to the even tone, while the rhyming words are in
the going tone. Note, however, the rhythmic pattern of each line and the
arrangement of the lines follow precisely the rules we have discovered. - Should
all the lines not in rhyme terminate in the even tone, we would be able to
specify their forms very easily. All that we have to do is to modify slightly
the conditions to Rule 3 as follows:

(For poems rhyming in words of a non-even tone.)

Obligatory, when i) N=2n, a=0, b=0;

iil) N=2n+1, a=0, b=¢.

It is perhaps not surprising to learn that when poets of later ages wrote poems
rhyming in a non-even tone, this was exactly the rule they followed, for they
used only even tone words as the last syllable of the lines not in rhyme (Wang
1963:81).
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. Notes

1 I have listed as references only a few of the researches by modern scholars.
Needless to say, there are still many others. The most comprehensive and
authoritative is undoubtedly Professor Wang Li’s work (Wang 1963) which has
been extremely useful to this author. The present article does not pretend to go
beyond that excellent book except offering a new interpretation of the metric
system, with its underlying principles unequivocally stated.

2 This, of course, does not mean that more degrees of phonemic distinction
do not exist in languages making use of such features as stress and length. It
means that in metrics only a binary contrast of these features is possible, as
Samuel R. Levin puts it (Levin 1962:43, fn.), ‘System of metrical scansion that
involve more than the two terms of “stress’” and “absence of stress”—involving
such additional terms as “minor” or “half-stress”—muddy the distinction between
the metrical system of the poem and the suprasegmental system of the language
used in the poem.’

3 Lt Fa—yén, the compiler of ChiCh—yéin, said in the preface: ‘R B
BA s BEAZEELE (In the dialect of Ch’in and Liing, the going tone is like
the entering tone (of the standard dialect), while in the dialect of Lidng and Yi
the even tone sounds like the going tone.)

4 For example, Professor James Liu says (Liu 1962: 27) after the four
diagrams he draws: ‘From the above patterns one can clearly perceive the
principles of variation of tones within the line, and the repetition and contrast
of tone-sequences in the whole poem.’

5 For example, in the first line of Li Po’s IEEBEERHRER ZEHE, A THeE
HE e, the word A which belongs to the even tone is used in a position where
an uneven tone is required. (Cf. Bishop 1955:55)

6 As a vivid counterexample, see Wang 1963: 108 where he has to repeat
tediously such expressions as ‘the third word of a five syllable line and the fifth
word of a seven syllable line.” To wus, Wang is actually talking about the same
word, when counting from the end.

7 From Bishop 1955 I learned of Yoshikawa Kojird’s ‘Some Remarks on
Meter in Chinese Poetry’ (a paper presented before the 6th annual meeting of

‘r

the Far Eastern Association, April, 1954). He was quoted in saying that ‘in
distinction to traditional Western prosody in which a metrical pattern is repeated

indefinitely with minor 'variation, traditional Chinese prosody as a natural outcome
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of tonality in the Chinese language is based on the principle of tonal contrast
within the unit of the couplet. In musical terms (and such seem valid in this
context), rather than development by imitation, a mirror counterpoint is
employed.” Since I have not got the chance to read the paper, I do not know
what he meant by ‘a mirror counterpoint,” though I suspect he might mean
something similar to what I said here.

& For example, the well-known couplet ‘HEERERETERE, RRBE
RREEIEHEE, (0000000000 0> 00000000 0 00) follows the
rules discussed in this article with a few permitted exceptions (see §3.4).

9 This claim is based on the fact that the majority of the regulated poems
thyme with the even tone. This is obviously the result of an arbitrary
convention. There seems to be no reason why regulated poems cannot rhyme
in the uneven tone. In fact, we do find some regulated poems rhyming in the
uneven tone (see §4.2), but they are mainly quatrains of five syllable lines—a
clear indication that they were influenced by the so—called kii—chii¢h.

10 For this anthology, I have chosen the annotated edition by Y& Shou-chen
(Yit 1957). The phonetic transcription of the poems is based on the
reconstructed system of Ancient Chinese by Professor Tiing T’Gng—hé (ER&
$ BEFEEEIE Taipei, 1968). For the notation of tones, the symbol ‘¥’ will be
used. When it appears at the upper left corner of a syllable, it represents the
rising tone. When it appears at the upper right corner, it represents the going
tone. The even tone and the entering tone will be left unmarked.

1 Dr. Fang-kuei Li said to this author in a private talk that the location
of caesura in a line (after the second syllable in a five-syllable line or the
fourth syllable in a seven-syllable line may have something to do with the fact
discussed here. I personally feel this idea can perhaps be stretched a little by
saying that after every even-numbered syllable there is a potential location of
pause which makes the tone sp‘ecification there rather strict. The traditional
way of chanting poems lends some support to this saying in that a lingering at
any even—numbered syllable is possible.

12 Arthur Waley once said (Waley 1919:25): ‘Lines can be found in pre—
T’ang poems in which five deflected tones occur in succession, an arrangement
which should have been painful to the ear of a T’ang writer” The example

here shows that such a line was, after all, not too painful to his ear.
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