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Abstract

This study sets out to seek for the nature of Chinese poetry over a wide range of time span
through syntactic analysis, prosodic approach and musical exploration. Given the existence of
many diverse genres and templates of Chinese poetry, which has drawn the attention of
interdisciplinary studies, this study looks to the development of Chinese poetry and tries to provide
solid explanations for the poetic regularities from different angles. Chapter I introduces the basic
elements, structure and key terms of poetry in general with some similar concepts in poetic prosody,
prosodic phonology and metrical phonology compared. The widely accepted theoretical
frameworks on Chinese regulated-style verse in previous studies including the stress-oriented
models, the metrical grid and other traditional perspectives are introduced and discussed. Starting
with the introduction of Shijing’s origins and classification, certain odes are selected to discuss the
poetic mechanism and the prosodic features reflected in the music-related facts in Chapter II. The
musical motivation and features of Shijing are explored as well. The close relationship between
poetic features of Shijing and the Chinese classical music paves the way for revealing the trigger
in the regularization of Chinese regulated-style verse. Chapter III probes into the metrical schemes
of selected pentasyllabic songs of the Music Bureau and investigates the feasibilities of the stress-
oriented models. The results of the tests challenge the application of the metrical theory of English
verse to Chinese verse indiscriminately. In Chapter IV, a schematized new model to standardize
the poetic prosody on metrical patterns of egulated-style verse is established. The theory of
Accented Durational Boundary (ADB) develops a new way of analyzing the regularization of
Chinese regulated-style verse. Chapter V centers around the role that poetic syntax plays in the

process of composing a regulated-style verse. A comparison of the syntactic consistency of ancient



poems and pentasyllabic regulated verse is carried out. Additionally, the relationship and mismatch
between the syntactic features and the metrical schemes reflected by Chinese regulated-style verse
and the corresponding translated English verse in different versions are examined. The study
conducted in this chapter is an extension of the modified models of the poetic prosody speculated
in the previous chapters, and it also responds to the challenge of simply and unconditionally

applying the metrical system of stress-timed languages to Chinese verse.



Chapter I Introduction

1.1 The purpose of this study

Through collecting and examining works from Shijing to Chinese regulated-style verse, this
dissertation aims at understanding the nature of Chinese poetry in different forms and shapes over
a wide range of time span through syntactic analysis, prosodic approach and musical exploration.
Despite that there are studies on the poetic features of different types of Chinese verse, most of
them either focused on works from a limited number of poets or made combined summaries by
inheriting previously adopted theoretical frameworks. In this dissertation, a comprehensive study
on certain topics related to diverse forms of Chinese poetry in different eras is conducted. Such an
analysis is done in order to probe into the nature of Chinese poetry on the basis of the interface
among linguistics, music and poetry, and to construct possible explanations for the poetic

regularities in a broader sense.

1.2 Background of theoretical framework

Along with the development of Chinese poetry, attempts to schematize and unify the
formation of the poetry’s metrical structure never stop. For most studies, regulated verse is
continually debated, and usually the research area is stretched to the literature in other era
unstoppably (Chen 1979; Yip 1980; Fabb 2002; Fabb & Halle 2008; Duanmu 2016; and others).
Most models created in these studies showed a relation of succession and took the existence of
stress patterns in the Chinese verse as a presupposition. Other models borrowed the theoretical
frameworks from English poetry and made some revisions before applying it to the Chinese verse.

This study assumes that the regularization of regulated-style verse is shaped gradually in the



development of the poetic forms from the tetrasyllabic verse in the Book of Odes to the
pentasyllabic verse. The regularization is also shaped in the songs of the Music Bureau, which are
interactively influenced by musical factors, ways of performance, syntactic structures and most
importantly poetic features. Ideally speaking, a schematized new model established on the

development of poetry will be able to explain the poetic regularization.

1.3 Understanding poetic elements and hierarchy

There are many elements organized in one way or another to form a perfect poem, such as the
poetic structure, sound, imagery, figurative language, poetic forms and so on. As fundamental
factors, the poetic structures, sounds and in what forms the poems are presented, are the main
objectives this study investigates. This is done in order to further summarize a model to explain
the regularization of the Chinese poetry. Specifically, the poetic structure is composed from the
smallest unit which is “beat” to the largest unit which is “poem”, and the hierarchy can be

demonstrated in a tree structure as follows.

(1) Hierarchical poetic structure

Poem
Quadtrain Quatrain) (Four-line stanza)
Couplet Couplet (Two-line stanza)

N

Poetic line Poetic line

N

Hemistich  (Hemistich)

N

Foot (Foot)

N

Beat (Beat)



Stanza is composed of a set of lines that form a basic recurring metrical scheme or a regular
rhyme, with neither strictly required for a stanza. There are many different stanzaic forms which
vary from a two-line stanza (couplet) to an eight-line stanza (ottava rima), with some unique
stanzaic forms known because of their inventors or famous practitioners'. The most important
component in sound is meter. Meter specifically refers to a pattern of organization of the foot in a
poetic line. It could be a repetition of a basic stress pattern like iambic or trochaic, or it could be
more complicated with a combination of several kinds of basic stress patterns (Halle & Keyser
1966; Chen 1979; Zhang 2019). On this ground, meter is realized at the level of foot in the poetic
tree structure in (1).

Zhang (2014) stated that foot is a unit that functions differently in prosodic phonology, metrical
phonology and poetic phonology. In prosodic phonology, foot is one of the prosodic units that
build up the hierarchical prosodic structures. It is located below the prosodic word and above the

syllable as shown in (2).

(2) Hierarchical prosodic structures (Selkirk 1978; Hayes 1984; Nespor & Vogel 1986; Zec
1988 & 1994; Zhang 1992 & 2014)

! Online reference: https://www.britannica.com/art/stanza



Utt/hv (Utterance)

IPhi  (IPhK) (Intonational Phrase)

PPh/¢ (PPh/o) (Phonological Phrase)
N
CG (CG) (Clitic Group)
N
PWo (PW/w) (Phonological Word)
N
z (03] (Foot)
N
o (o) (Syllable)
N
M () (Mora)

In metrical phonology, however, foot is the main unit to construct the metrical grids which
explain the theoretical framework of stress or linguistic prominence. In poetic prosody, foot is the
basic unit that forms a recurring metrical scheme, and the pattern and organization of the foot in a
poem line will determine the meter of a poem. In other words, a poem line can be broken into
different number of feet. The most common feet in English poetry are two-syllable and three-
syllable in length. Different combinations of stressed and unstressed syllables form different types
of metrical feet. The recurrence of a type of metrical feet then forms a specific poetic meter. Zhang
(2014) also put forward that in the poetic prosody of Chinese poetry, the functions and expressions
of foot are different with foot in English poetry. This is due to the fact that the binary contrast in
Chinese poetry is realized by the even tone and the oblique tone organized in four syllables instead
of two syllables. The different way of realizing the binary contrast in Chinese poetry is based on
the fact that there is not enough evidence to prove that foot as a prosodic unit functions in the
Chinese language. Zhang (2014) specifically explained the conditions and environment for foot as

a prosodic unit to function in a language. Generally speaking, whether or not a language has foot



as a prosodic unit depends on if there are binary contrasts systematically reflecting the prominent
metrical features at the word level, such as light versus heavy, long versus short, high versus low
and strong versus weak. Because there are no binary contrasts systematically reflecting the
prominent metrical features at the word level in Chinese language, the statement that foot as a
prosodic unit plays a part in Chinese should be questioned. This remarkable feature makes the
regularization of Chinese poetry distinguishable from what English poetry has in constructing
certain types of metrical feet and poetic meters.

Based on what has been discussed above, it is clear that Chinese poetry has many unique and
exclusive characteristics regarding poetic prosody compared with stress-timed languages like
English. The main difference lies in the foundations based on which the poetic meters are
constructed. To put it differently, the discrepancy between Chinese poetry and English poetry in
terms of ways of building up the metrical scheme is conspicuous. This study sets out to investigate
the poetic features of Chinese poetry through different eras and the consecutive relationships
among diverse forms of poetry. Typical models will be established to explain the regularization of
Chinese poetry in the poetic development, which further highlights the peculiar ways in which the

metrical scheme is realized.

1.4 Previous studies on poetic regularization in Chinese poetry

1.4.1 The stress-oriented models

1.4.1.1 Chen (1979)

In Chen’s theory, it was posed that Chinese regulated verse obliges a metrical structure that is
not only both hierarchical and binary, but also must bear strong (S) and weak (W) labels at each

node of the tree structure (Chen 1979:372). On the basis of Kiparsky (1977), Chen proposed the



underlying rules of both the tonal patterns and the metrical patterns of Chinese regulated verse
through an advanced hierarchical tree structure. This hierarchical tree structure is an extended
variant of the existing canonical schemes shown in (3). The oblique tone and the even tone in (3)
are symbolized as “v” and “-”, respectively. The added tree structure is to provide the underlying
rules according to the tonal patterns on the surface level and conclude many variations derived

from the tonal patterns.

(3) Tonal Schemes of Chinese Regulated Verse (Chen 1979:373)

Heptasyllabic A Pentasyllabic A
l. VV—===VV ) l. -—— -V Vv
2. - =-—VVy-—-— First 2. VVV-—-— First
3. - =V V=-=yV Quatrain 3. VV-——vV Quatrain
4. VV-—-—vVvVv-— ) 4. - -V V -
S. VV—=—==vyvVv | S. - - =V Vv
6. - -V VvV —-— Second 6. VVV~—~— Second
7. - VV-—-=—yv Quatrain 7. VV-—-—v Quatrain
8. VV-~—-—=VyV— 8. - -V Vv -
Heptasyllabic B Pentasyllabic B
1. - =V V==vVv 1. V- —vV
2. VV~—-—VV-— First 2. - -V V- First
3. VV~—-—=—VyV Quatrain 3. - — =V Vv Quatrain
4. - -V VYV -—- 4. VVyV~—-—
S. - -V V-=-yv S. VV-—-=—yvV
6. VV-—-=—vVyV-— Second 6. - =— VvV - Second
7. VV—-—=—-vVvyv Quatrain 7. - =—=VyVv Quatrain
8. - - vVv—— 8. VVV—-—

.

As shown in the tree structure (4), a heptasyllabic line is divided into three metrical units as
12/34/567 (Jakobson 1970). On the basis of (4), Chen then reconsidered the division . As can be
seen in tree structures (5a) and (5b), there is a caesura between the second foot and the third foot
(F). According to Chen, such a caesura is observed in traditional verse recitation. Usually, there is
a major potential pause existing between the fourth and the fifth syllable, whereas only minor
pauses are accepted after the second, and either the fifth or sixth syllable. As a result of these
pauses, the last three syllables are presented as either 5/67 or 56/7. Eventually, a metrical line is

divided into two hemistiches (H) firstly, and later on each hemistich splits up into two metrical



feet (F) respectively. Since there might be two instances of pauses in the last three syllables, the
last trisyllabic hemistich is either right-branching as in (5a) or left-branching as in (5b) (Chen

1979:380).
(4) Seven-syllable line hierarchical structure (Chen 1979:380)

Line

F F F
AN /N
I 2 3 4 5 6 7

(5) Revised seven-syllable line hierarchical structure (Chen 1979:380)

Line Line
H H H H
F F F F F F F F
A\ AN /\ A\ AVAN |
1 2 3 4 5 6 7 12 3 4 5 6 7
a. Right-branching b. Left-branching

It is clear that the presupposition of creating such hierarchical tree structures is to admit that in
Chinese regulated-style verse every two syllables naturally form a metrical foot. As mentioned
above, foot as a prosodic unit is constructed by two units with binary contrast systematically
reflecting prominent metrical features at the word level. In poetic prosody, a metrical foot also
needs to be realized by prominence features in a binary contrast, such as a stressed syllable versus
an unstressed syllable in a stress-timed language. When it comes to Chinese regulated verse, the

only evident binary contrast emerges in the contrast between the even tones and the oblique tones,



which is presented every four syllables?. If that is the case, the tree structures in (5) will need to be

reconstructed.

The following are the steps proposed by Chen (1979) regarding the formation of the
heptasyllabic lines” metrical pattern and tone assignment based on the principles shown in (6).
(6) a. Hierarchical Structure (Chen 1979:382)

A metrical line is hierarchically structured with exclusively binary branching. The

second hemistich can be either right or left-branching.

b. Tone Assignment (Chen 1979:382)
Opposite tones (T and T) are assigned to sister constituents down to the level of the

metrical foot.

c. Tone Specification (Chen 1979:383)

T may assume the value of either E or O, and T is opposite to T, subject to the Tonotactic

Condition.

d. Tonotactic Condition (Chen 1979:383)
If Tone Assignment produces four consecutive syllables carrying an identical tone, the

tones of the second hemistich undergo alpha-switching (i.e., E to O, and vice versa).

First, the hierarchical structure is created according to (6a). The hierarchical structure in (7a)
is an example of a line in Heptasyllabic A in (3) with a right-branching subtree. After that, opposite
tones are assigned to sister constituents down to the level of the metrical foot as shown in (7b). As
stated in (6¢) and (6d), T might be either even tone or oblique tone and T needs to be opposite to
T. Even tones and oblique tones are assigned to specific nodes in the last step, as shown in the tree

structure in (7c).

2 From the lecture notes of the seminar on Chinese Syntax and Morphology instructed by Professor Hongming Zhang
in Spring (2016-2017), Department of Asian Languages and Cultures, University of Wisconsin-Madison.



(7) A heptasyllabic line in hierarchical structure with tone assignment (Chen 1979:383-384)
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Using this procedure, Chen believed that all the canonical lines of Heptasyllabic 1 to 4 are
predictable. Moreover, it is also stated that with the same principles inferred for the heptasyllabic
verse, it is easily to generate the desired prosodic patterns according to the hierarchical tree

structures of a five-syllable line, as shown in (8).

(8) A pentasyllabic line in hierarchical structure with tone assignment (Chen 1979:388)
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After building up the standard hierarchical tree structure of both heptasyllabic and
pentasyllabic lines along with tone assignment, some situations not ruled by the proposed
principles were fixed. Chen posed the Extracanonical Lines to try to explain the reasons why some
existing poem lines have tone arrangement that violate the desired principles. Based on the data
from Qiu’s (1976) edition of the Three Hundred Tang Poems, Chen argued that a lot of exceptional
situations with unexpected tone assignment should have their own regulations. Five potential rules

are thus composed to offer explanations to the exceptional cases as demonstrated in (9).

(9) Extracanonical Lines (Chen 1979:394)

Heptasyllabic A Pentasyllabic A
| ® v® - - v v ER . ® - - v v ER
2 ® -® v v - - OR 2. ® v v - - OR
3 ® -®»®v - - v OL 3. ®Wv - - v OL
4 O) - - ® v - EL 4. - - ® v - EL
Heptasyllabic B Pentasyllabic B
. O -0 - - v OL . ® v - - v OL
2. v - - ® v - EL 2. - - ® v - EL
3. W vO® - - v v ER 3. ©®© - - v v ER
4. O - ® v v - - OR 4. ®» v v - - OR

For each poem line, two free slots are permitted with the first slot always being free. Under the
condition that the fifth position is filled by an oblique tone and followed by an oblique tone at the
same time, the fifth position is free. The third position is usually free unless the fifth position is
free. The even-numbered and the final positions are fixed. As seen from (9), the circled positions
are considered free (Chen 1979:394-395).

The question lies in that the data base used by Chen was limited, making it difficult to create
rules on the basis of data that is not thorough enough. Moreover, the detailed statistical procedure
was not revealed, so whether the results had statistical significance is unknown. Under this

condition, the validity of the “five potential rules” for some certain patterns because of the lack of
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the specific ratio of each type of the extracanonical lines are questionable. Aside from this, if the
desired hierarchical tree structures developed earlier are not able to conjecture all situations of tone
assignment and additional rules have to consider variations and exceptional cases, the theoretical
framework of making up rules will need a second thought.

With many questions not answered yet, Chen further advanced the tree structures in (5) and
proposed two new hierarchical tree structures as shown in (10). To revisit the principles of tone

assignment, (11) shows the last step in (7).

(10) Advanced hierarchical tree structures (Chen 1979:395-396)

Line Line
/\ /\
w S w S
/////“\\\\\ /////N\\\\\

w S S w s W
AN NN VANYANAN
w S W S W W S W S W S W S
SRR I

a. Right-branching b. Left-branching
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According to the principles of building up a hierarchical tree structure and assigning the tones
proposed by Chen, opposite tones should be assigned to sister constituents down to the level of the
metrical foot. As demonstrated in (10a), it is obvious that the 1% and 2"¢ positions form a metrical
foot, the 3" and 4™ positions form another metrical foot, the 5™ position is one metrical foot and
the last two positions form a metrical foot. If the Tonotactic Condition is consistently applied to
all layers of the tree, tone assignment within one metrical foot should be completely different. Now
that in the advanced hierarchical tree structures, the layer of metrical foot is extended to the bottom
line with every two syllables forming a metrical foot, the tones of every two syllables that form a
metrical foot should be opposite. However, in (11), it seems that the 1%t and 2" syllable are both
assigned the oblique tone, the 3™ and 4" syllable are both assigned the even tone, and the last two
syllables are both assigned the oblique tone. If the advanced tree structures are solid, then the tone
assignment in (11) violates the “binary contrast” nature of metrical feet. As for the advanced
hierarchical tree structures shown in (10), there are two problems. First, since the two syllables
within a metrical foot are already assigned the same tone, as shown in (11), the reason why
different S/W labeling are realized as two syllables with the same tone is unknown. Second, one
syllable can be one metrical foot under the condition that the syllable is a stressed syllable. In (10),
however, the 5" syllable is weak, but it was considered as one metrical foot by Chen.?

Inspired by Kiparsky’s study on the Finish poetry and influenced by Metrical Phonology, Chen
(1979) from a new perspective, established a hierarchical structure and tried to explain the
underlying metrical patterns of Chinese regulated verse. The metrical foot is a perfect device to
analyze English poetry because English is a stress-timed language, while whether foot as a

prosodic unit in the Chinese language is still questionable. On this account, using metrical foot as

3 From the lecture notes of the 2017 Annual Workshop held by Professor Hongming Zhang.
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a device to analyze Chinese regulated verse does not have a solid linguistic foundation. The
differences of language properties regarding the Chinese language and the stress-timed languages
like English make it difficult to apply the theoretical framework of poetic prosody to both types of

poetry in the same way.

1.4.1.2 Yip (1980)

Under the condition that lexical tone in the Chinese language interacts with stress, Yip (1980)
discovered that a branching metrical structure could be assigned to the tonal patterns within a
single word, a phrase and larger units like metrical verse lines. However, Yip did argue that word
stress does not exist in Mandarin and only phrasal stress is found as a separate level, that both
words and phrases that are made up of full-toned morphemes are final-stressed in Mandarin before
the branching metrical structure was established. According to Yip, the initial syllable in a word

in Mandarin receives the secondary stress, as shown in (12) (Yip 1980:145).

(12) 2 1
gaoxing “happy”
231
tushtiguan  “library”
Based on Liberman & Prince (1977)’s theory about stress, the binary branching metrical trees
with the nodes labelled strong (S) and weak (W) were used to represent stress. Yip followed this

theory and constructed the branching metrical trees for the word with tonal patterns as seen in (13)

(Yip 1980:147).
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(13)

ANVAD

\ S \ W S
gao  xing ta shi  gudn

On the contrary, words and phrases with neutral tones were considered to have initial stress

and the syllables that bear neutral tones were taken as completely unstressed. For instance (Yip

1980:148):
14 1 0
xiansheng “teacher, mister”
1 00

péngyoumen  “friends”
10 00

pashanglaile  “climbed up”

According to the restrictions of the Designated Terminal Element, i.e., the node dominated by
S nodes only, other branching metrical structures were generated for the words and phrases with

neutral tones as shown below in (15) (Yip 1980:148).

(15) S
/N A A
S \%Y S \%Y S W %Y W

xian  sheng péng you men pa shang lai le

As mentioned by Yip, there should be two stages before determining the metrical structures of
words and phrases that have neutral tones. In the first stage, the feet that are left branching are

constructed and labelled SW. In the second stage, the word tree that is right branching is labelled
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WS, according to the prerequisite that final stress exists in words and phrases in Mandarin. As a
result, the branching metrical structures shown in (15) are the feet trees in the first stage.

Using this basic model, Yip further discussed the five items governed in a single metrical
structure. The five items include the tonal patterns, permitted deviations from the canonical tonal
patterns, recitation rhythm, syntax-meter mapping and rarity of neutral tones. Following Chen
(1979)’s theory, Yip constructed the feet structures of a heptasyllabic line of regulated-style verse

based on the recitation rhythm, shown in (16) and (17) (Yip 1980:172-173).
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In accordance with the theoretical framework of Chen (1979), Yip further grouped the fifth
syllable with the last two syllables to realize a mapping between foot structures and the syntax

shown in (18) (Yip 1980:174).

ANRVANEEVANRVAN
ANEA A AN

W S W Sww S W S W SW S S

1 2 3 456 7 1 2 3 45 67

So far, Yip has constructed two types of branching metrical structures. The first type is the
right-branching structure at the word level, and the second type is the left-branching structure at
the foot level. The right-branching structure is constructed on the basis of the prerequisite that
words, phrases and larger units in Mandarin have final stress. The left-branching structure is
constructed under the condition that words and phrases have syllables with neutral tones. However,
questions still remain. First of all, the prerequisite of constructing the branching metrical structure
at the word level should be probed. In the summary of the tonal phonology of Mandarin, Yip also
questioned the previous argumentation on distinctions of stress within a word. However, Yip stated
that the reverse of the conclusions regarding the word stress in Mandarin did not affect the
discussion of the branching metrical tree at the foot level. It was suggested that only two levels in
Mandarin, namely the foot and the phrase, could be associated with metrical trees and the “word
stress” is actually a phrase stress assigned on an isolated word.

Zhang (2014) stated that tonal language, stress language and pitch-accentual language are three

major types of human languages from the perspective of phonology. As a tonal language, there is
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not a binary contrast between “stressed” and “unstressed” systematically existing at the word level
in Chinese. A syllable with neutral tone does not equal an “unstressed” syllable. The difference
between a neutral tone and the other tonal categories lies in the distinctive ways of presenting the
tones, like spreading, downstep, upstep, down-drift, floating, tone terracing, tone sandhi and
neutralization. However, the difference between the feature of stressed and unstressed lie in the
metrical procedure such as iambic, trochee and clash. As a result, to simply take a syllable with
neutral tone as an unstressed syllable in fact disobeys the basic criterion to differentiate phonetics
and phonology.

As for the metrical structures constructed for the heptasyllabic lines of regulated-style verse, it
takes the theoretical framework that Yip has stated as the foundation. Suppose that all the theories
above are solid, and the metrical structures are constructed based on the branching metrical
structure of words and phrases in Chinese. Further discussions are still needed given that the
following questions are yet to be answered and clarified. Firstly, if the reasons for choosing iambic
as the recitation rhythm is because of the final stress in a word or a phrase, how can the conclusion
reversed in Yip’s latter studies that the so-called word stress does not exist be explained? Secondly,
what is the theoretical foundation for arguing that all syllables in a single foot should share the
same tone in order to explain the tone distribution within every metrical foot constructed in (17)
and (18), as discussed in Chen (1979)’s model?

Although Yip’s model to some degree modified the theoretical framework of Chen (1979), the
fountainhead of their theories are essentially identical in that stress was taken as a unit in poetic

prosody of Chinese by default and all the extended discussions took this as a prerequisite.
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1.4.1.3 Duanmu (2016)

Duanmu (2016) emphasized the similarities in the metrical structures between Chinese
regulated-style verse and English verse. In other words, it is believed that the contrast between the
stressed syllables and unstressed syllables in Chinese verse is as conspicuous as that in English
verse. The Stress Maxima theory of Halle & Keyser (1966, 1971) was borrowed to prove that the
trochee is the primary stress pattern in Chinese verse. In Duanmu’s theory, the Non-head Stress
hypothesis served as a crucial argument in order to introduce the distribution of the stress in
Chinese verse. The theoretical foundation of stress and foot patterns in Chinese verse in Duanmu’s
studies can be traced back from the theory of Chen (1979). Inspired by the hierarchical and binary
nature of Chinese regulated verse stated in Chen’s study, Duanmu (2016) drew a thorough picture
of the stress rule and the metrical patterns of Chinese poems and other paralleled structures
including Chinese folk songs. Some of those claims are observed below to help find out the
feasibility of applying these rules to the analysis of Chinese poems. What needs to be paid attention
to is that the prerequisite of testing these claims is to admit that word stress and the contrast of the
stressed and the unstressed do exist in Chinese, as they do in English and other stress-timed
languages. Otherwise the environment for the rules will fail to stand and the testing will lose all
theoretical support.

The Stress Maximum theory in (19) and (20) below show the reconstruction of the Stress

Maximum rule applied in Chinese poems and other rhythmical prose characterized by parallelism.
(19) Stress Maximum (Duanmu 2016:38)

“EEZE” B (0=8%, X=H%, A. B. CREET) :
BREZE (EFALATLER)

0 X 0 |&E

A B C|g%
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(20) Rule of correspondence (Duanmu 2016:38)

“CRERLER]” IR
R REN (EFIENIXT S, AREXT W)
S W S| ¥
0 X 0| FH
A B C | #¥%

In both demonstrations, X represents a stressed syllable and 0 represents an unstressed one. A,
B and C all refer to syllables. Since on either side of syllable B, there is an unstressed syllable, B
is made the stress maximum. Ideally, B should be in a strong position and the unstressed syllable
on either side of it should occupy the weak positions. As for (20), it provides a violation of the
correspondence due to the fact that B is a stressed syllable but in a weak position. The stress
maximum rule regarding the Chinese poems concludes the following: stress maximum must be on
the stressed syllable and the stressed syllable must be in a strong position. Accordingly, this rule
is considered as the criterion to judge whether a verse is a qualified one. If the rule of Stress

Maximum is satisfied, the verse is then taken as a qualified verse.

It is true that the stress maximum is a very crucial element in the process of composing a verse.
However, if tracing back to the source of this claim, it is not difficult to notice the distinctions.
The theory of Stress Maximum was originally proposed by Halle and Keyser (1966) when they
were analyzing the Chaucerian iambic pentameter. The theory was made up of three principles as

seen in (21).

(21) The Stress Maximum theory proposed by Halle and Keyser (1966:197)
a. The iambic pentameter verse consists of ten positions. One or two extra-metrical

syllables are allowed to append.

b. A position is usually occupied by a single syllable. Under certain conditions, more than
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one syllable can occupy the position and it can even occupied by none.

c. Within a verse, a stress maximum may only occupy even positions, but not every even

position needs be so occupied.

This rule is proposed for a regular ten-position iambic pentameter verse which could be
appended one or two extra-metrical syllables. This means it is not well proved that the rule can
also be applied to other meters or even other languages like Chinese without solid features of stress.
Moreover, the reconstruction of the Stress Maximum rule does not equal (21c) in the original
theory, which leads the reconstruction of the rule to the middle of nowhere. In other words, the
conditions and environment of using the Stress Maximum rule to explain the regularization of
Chinese verse are not clearly put forward. As a result, a question mark ought to be put here
regarding the application of the Stress Maximum rule to Chinese verse and other rhythmical prose
characterized by parallelism as well.

It was mentioned that based on the research of Chao (1968), Lin, Yan and Sun (1984) and
Wang (2003, 2004), the Chinese disyllabic words show a strong-weak pattern when they are not
in sentence final position. However, they show a weak-strong pattern at the sentence final position.
For instance, in Beijing dialect, “£%” in “_F KE%” is stressed, while “ K> in “ KE:4:> is stressed,
which reveals the different stress patterns of “ X% regarding its different locations in a sentence

(Duanmu 2016:41).

Taking a look at the sources from which such stress pattern of Chinese disyllabic words was
obtained, some questions still need further discussion. Chao (1968) mentioned that sequences of
normally stressed syllables without intermediate pause are not of the same degree of phonetic

stress, no matter in a phrase or in a compound word. The last syllable is usually the strongest, the
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first is the next strongest, and the intermediate one is the least stressed. However, this
argumentation did not have a scientific and reasonable ground which could prove its rationality.

Lin, Yan and Sun (1984) chose one hundred and three disyllabic words from Xiandai Hanyu
Cidian. They asked nine students to read the characters and then invited eight participants to listen
to the recordings and make judgement on the strong and weak pattern of the disyllabic words. Due
to the unsatisfying quantity of the statistics and the limited number of participants, they only got a
tendency after the experiment which was insufficient to serve as a linguistic rule. Wang (2003a)
carried out an acoustic experiment which was a lot more advanced than the experiment carried out
by Lin, Yan and Sun (1984), but the study itself has an indeterminacy of taking the experimental
results as a linguistic rule. It was mentioned in the concluding part that since the type of stress, the
structure of words and phrases, and the type of tones all have impact on the distribution of phrasal
stress, there should not be a clear decision on which factor is dominant. As a study based on a text
corpus, it is no wonder that the experimental results are more like tendencies instead of linguistic
rules without exceptions.

As a result, the stress pattern concluded above seems to need more data and statistical
significance as supportive necessities. Without further analysis on more comprehensive databases
and additional scientific approaches, the conclusions in terms of whether the stress patterns within
the disyllabic words in Chinese exist and what rule the patterns follow should be approached with
caution. Later in Chapter III, the theory of Duanmu will be revisited again where more details are

to be discussed.

1.4.2 The metrical grid

Following Chen’s theory, Fabb (2002) tried to use a new mechanism, namely the metrical grid.

They used this to formalize the metrical patterns of verse lines with any number of syllables in as
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many kinds of languages as possible. Example that was used to elaborate the rule of metrical gird
is an iambic pentameter line which consists of exactly ten projected syllables. A series of asterisks
are used to represent for the projected syllables in the verse line. This is considered the very first

step. The line of asterisks is named “gridline 0”.

(22) Remember, never to the hill or plain, (Fabb 2002:14)

k0 3k & % k% * ko % grldllneo

In the next step, every two asterisks are grouped under the control of Rule A.

(23) Rule A. Insert a right bracket at the right-hand edge of the gridline, skip two asterisks,
insert a right bracket, and repeat until the rule can no longer be applied (Fabb 2002:14).

At last, the line will be completely represented by the grouped asterisks as seen in (24).

(24) Remember, never to the hill or plain, (Fabb 2002:14)

After the gridline O is generated, another gridline that is used to count feet is generated by

projecting one asterisk from each foot in gridline 0, as seen in (25).

(25) Remember, never to the hill or plain, (Fabb 2002:15)

* * * * * gridline 1

And this gridline 1 is generated based on Rule B. The asterisk in the foot that is chosen to
project is the head.

(26) Rule B. Project the rightmost asterisk in each foot to gridline 1 (Fabb 2002:14).
Gridline 1 is further structured according to Rule C, as shown in (27) and (28).

(27) Rule C. Insert a right bracket at the right-hand edge of the gridline, skip three asterisks,
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insert a right bracket, and repeat until the rule can no longer be applied. The left-hand foot

must contain two asterisks (Fabb 2002:16).

(28) Remember, never to the hill or plain, (Fabb 2002:16)

gridline 1

Gridline 2 is generated according to Rule D which is similar to Rule B.

(29) Remember, never to the hill or plain, (Fabb 2002:16)

gridline 1
) * *) gridline 2

Again, gridline 3 is generated according to Rule F which is similar to Rule B and D.

(30) Remember, never to the hill or plain, (Fabb 2002:16)

D ) ) T S T ) gridline 0
* ¥) x * *) gridline 1

) s *) gridline 2

* gridline 3

Fabb & Halle (2008) extended the theory of metrical grid put forward by Fabb (2002). The
major claim of this study is that every well-formed line of metrical verse is composed of the
phonemes and syllables. These phonemes and syllables determine the pronunciation. Such well-
formed metrical verse also consists of a metrical grid. As mentioned earlier in this chapter, in
metrical phonology, the metrical grids explain the theoretical frame of stress or linguistic
prominence. In poetic prosody, the metrical grid determines the perception of a sequence of
syllables of a verse line with metrical schemes. The second claim is that each grid is the underlying

expression of the string of syllables composing the verse line. Each individual verse line
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automatically generates the grid. Another claim is that when the grid generated by a verse line is
perfectly formed, this verse line is considered metrically well-formed (Fabb & Halle 2008:11).
The head element in each group is either the leftmost or the rightmost element. The head
element works to generate the next gridline. The examples shown in (31) are telling the heads of
Gridline O groups projected as asterisks on the next gridline. It was stated that as soon as the head
of the verse is determined, the meter of many poetic traditions would be easily revealed and

projected (Fabb & Halle 2008:5).

(31) Examples of the head element projecting the next Gridline (Fabb & Halle 2008:5)

a. Pleasure never is at home;
%

% % % 1

At a touch sweet pleasure melteth,

% % % % 1

b. For the Angel of Death spread his wings on the blast,
% % % %

And breathed in the face of the foe as he passed:
% % % % 1
According to Fabb (2002), the generative rules for the iambic pentameter are considered as a
set of projection rules which define stress maxima and relating stress maxima to the grid. The

example in (32) shows how the metrical grid works for a verse with iambic pentameter (Fabb

2002:88).

(32) Pretty! in amber to observe the forms line A

Of hairs, or straw, or dirt, or grubs, or worms;  line B

Alexander Pope, ‘Epistle to Arbuthnot’, 1735 (L: 242)
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Pretty! in amber to observe the forms

3

%

Of hairs, or straw, or dirt, or grubs, or worms

Given that the metrical grid of Line A and Line B is projected respectively, Fabb tried to
attach stress to each monosyllable to form a metrical pattern. As suggests by Tarlinskaia (1976:88),
it is the word class that will decide whether a monosyllable is given stress or not. Under this
condition, the lexical monosyllables including nouns, adjectives, verbs and adverbs are generally
considered to have greater stress in comparison with grammatical monosyllables such as articles,
prepositions, pronouns and conjunctions. This conclusion actually corresponds with the criterion
for attaching stress to monosyllabic words put forward by Halle & Keyser (1996). Accordingly,
the stress maxima is related to the projected metrical grid and the stress distribution of Line B is

produced because all it consists of are monosyllabic words.

(33) Stress maxima of Line B (Fabb 2002:88)

x / x / x / x [/ x [/

Of hairs, or straw, or dirt, or grubs, or worms

However, as admitted by Fabb, defining of stress of monosyllabic words and the correlation
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between the metrical grid and the stress maxima are more close to tendencies instead of rigid rules.
This is because uncertainties of the distribution of the monosyllables and the flexibilities when
verse are composed by the poets. Taking this into consideration, Fabb introduced rhythm into the
correlation between the metrical grid and stress maxima.

As an extension and practice of the theory of metrical grid, Fabb and Halle (2008) later turned
to the meters of Chinese. A pentasyllabic jueju is taken as an example to demonstrate how the
tonal regularization is realized with the approach of the metrical grid. They first brought up that
there are more than two types of actual lexical tone, nevertheless for metrical purposes the various
types of lexical tone are grouped into two classes, one class being even tone and the other being
oblique tone (Fabb & Halle 2008:255). Example (34) below is the explanation for the difference

between the patterns of actual tone class and of idealized tone class.

(34) Actual tone class patterns versus idealized tone class patterns (Fabb & Halle 2008:255)*

kong shan xin yu hou

- - - VvV Vv actual tone classes

- - - VvV Vv idealized tone class patterns
tian qi wan lai qio

- Vv - - actual tone classes

Vv - -V idealized tone class patterns
ming yue song jian zhao

- voo- - v actual tone classes

v V. VvV - - idealized tone class patterns
ging quén shi shang lia

- - vV Vv - actual tone classes

4(27) is revised in regards to the example provided by Fabb & Halle (2008:255) due to the typos in the original tone

=9

marking and tone assignment. “qit” is revised to “qiti” and “zhao” is revised to “zhao”. The actual tone classes of

=9 ¢,

“qit”, “zhao”, “shi” and “lid” are revised.
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- - - V. v idealized tone class patterns

Following the rule that in the actual tonal pattern only the even-numbered syllables are
controlled, (i.e., only the fourth syllable is in a different tonal class from the second syllable in a
pentasyllabic line, and from both the second syllable and the sixth syllable in a heptasyllabic line)
(Fabb & Halle 2008:256), they gave the actual tonal patterns for the heptasyllabic verse lines and

the pentasyllabic verse lines, as shown in example (35).

(35) Actual tonal patterns for heptasyllabic and pentasyllabic lines (Fabb & Halle 2008:256)

7 syllable versei. x- Xxv Xx- X
. XV X- XV X
5 syllable verse i. XV X- X
il. X- XV X

In the examples above, x represents a syllable that could be either assigned the even tone or
the oblique tone. Compared with the idealized patterns shown in (36), it is not difficult to notice

the variations existing in the actual tone classes in (35).

(36) Idealized tone patterns for heptasyllabic and pentasyllabic lines (Fabb & Halle
2008:257)

7-syllable verse 1.

1
1
<
<
1
1
<

. vv -- vv -
fi. -- vv v- -
Iv. VvV -- -V V
S-syllable verse i. VvV -- Vv
1. -- VV -
1ii. Vv V- -

iv. - - -V VvV
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As a result, Fabb and Halle tried to solve the problems that there are inconsistency between
the actual tone class patterns and the idealized tone class patterns by establishing a theoretical
framework based on the theory of metrical grid. They constructed the metrical grid especially for

the Chinese verse lines according to the rules in (37) (Fabb & Halle 2008:257).

(37) a. Gridline O: staring at the R edge one asterisk in, insert a R parenthesis, form binary
groups, heads R.
b. Gridline 1: starting at the L, insert a L parenthesis, form binary groups, heads L.

1. 7-syllable line: skip the first asterisk encountered at Gridline 1.

Accordingly, the metrical grid of both pentasyllabic and heptasyllabic verse lines are

generated as seen in (38).

(38) Metrical grid of pentasyllabic and heptasyllabic lines (Fabb & Halle 2008:257)

N T 0 <+
(* *( 1 —

« 2
D T B 0
* (* #( I —»

2

*

Interestingly, it was tacitly approved by Fabb and Halle that the Gridline O groups are binary
and right-headed which is considered iambic. This is to a large degree influenced by the theoretical
framework of Chen (1979). To fulfill the tonal requirements in Chinese regulated verse, they
proposed two conditions to constrain the tone assignment. Firstly, for the patterns of actual tone
classes, the tonal class of the syllable projecting to Gridline 2 has to be different from other

syllables projecting to Gridline 1. Secondly, for the patterns of idealized tone classes, the tonal
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class of the head of the verse must be the same with either the syllable immediately to its right or
one other syllable to its right (Fabb & Halle 2008:257-258).

With the two conditions presented, three lines of the pentasyllabic jueju were analyzed as seen
in (39). Because the fourth line has the same pattern with the first line, it was not listed.

(39) Reflection of the two conditions (Fabb & Halle 2008:258)
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As observed by Fabb & Halle, all the verse lines in (39) shared the same pattern of metrical
grid with the verse head on the second syllables. However, what needs to be paid attention to here
is that even though their proposal of the metrical grid seems to work well with the formalization
of the metrical pattern of verse (39) on the surface level, when taking a second look at it, some

issues still need further explanation.

Although it is possible to eliminate the discrepancy between the actual tonal class patterns and
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the idealized tonal class patterns by pulling in the theory of metrical grid, the evidence of Chinese
regulated verse being iambic is insufficient. As mentioned earlier, Fabb & Halle proposed the
metrical grid with the prerequisite that Chinese regulated verse lines are “right-headed” and it
works as a condition to generate the metrical grid by default. It is not surprising that they had this
claim, since Chen (1979) had argued that the stress pattern of Chinese regulated verse is weak-
strong, in other words, the Chinese regulated verse is iambic. The claims of Chen and Fabb &
Halle are systematic yet arbitrary. The hypothesis should be built on the recognition of the nature
of Chinese regulated verse, which is different from the nature of the metrical pattern of English
verse. Coincidently, Duanmu (2016) concluded that the Chinese verse lines are prominently left-
headed. This claim was supported by applying the metrical theory of English verse to his study of
foot and stress in Chinese regulated verse and other paralleled structures in Chinese. No matter the
metrical structure of the Chinese regulated verse being “right-headed” or “left-headed”, solid
theoretical framework needs to be taken as the foundation. The theoretical framework must arise
out of a comprehensive scanning of the distinctive features of the Chinese language and extend to
the approaches in analyzing the Chinese poetry. This is the anchor point of this study and with the
comprehensive investigation through the development of Chinese poetry, it is hoped to reveal the

underlying structures and patterns based on which poetic regularization is formed.

1.5 Other theoretical issues

1.5.1 Traditional views of Chinese regulated verse

Technically speaking, the meter of the verse is the regularization of the rhythm. From the
perspective of suprasegmental features, as formed in a language without fixed contrast of light

versus heavy and long versus short, Chinese verse is not able to take the stress pattern and the
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length pattern as the foundation of formulation. Here the phenomenon of neutral tone is counted
as an exception (Wu 2008). Jiang (1982) pointed out that since every two characters in Chinese
regulated verse are counted as one “foot”, and there is no rigid regulation constraining the “foot”
to witness the contrast between the even-tone class and oblique-tone class, the nature of the
metrical theory of Chinese regulated verse must be different from poetry of stress-timed languages.
In other words, there is a fixed interplay of the features of long and short, and heavy and light
within a foot in stress-timed verse. On the contrary, the Chinese regulated verse does not reflect
this binary contrast. However, this point of view is not confirmed by Wu (2008). Wu argued that
if it is considered that the basic metrical unit in Chinese verse is “foot” as well, then the “foot” in
Chinese verse must have contained contrast of either long versus short, heavy versus light or high
versus low, etc. To put it another way, the binary contrast is the necessary basis of the formation
of a unit like foot. If the binary contrast within a unit in Chinese verse is not prominent, as
mentioned by Jiang (1982), then the concept “foot” raised is self-contradictory with the feature it
presents. What cannot be ignored is the contrast of the level tone and the oblique tone in the
Chinese verse, this is without exception. The question lies in what the underlying mechanism
triggering the tonal contrast on the surface level and in what pattern do the tone classes follow to
form such a contrast.

Wu (2008) then built the framework on an assumption that tonal contrast has a lot to do with
the pattern of rhythm. According to Ci Hai, an encyclopedic dictionary first published in 1915,
Rhythm refers to a phenomenon of the regularly alternate occurrence of the feature of “heavy
versus light” and “long versus short” in a metrical unit. As can be seen from the definition, two
key elements, namely “length” and “strength” are not to be neglected. This, to some extent,

coincides with the two levels of music. The basic level of music is the rhythm of beats, which is



32

composed by the regular alternation of the stressed segment and the unstressed segment that share
the same length possibly appended by the choon or the breve®. The rhythm of beats organizes the
melody on the basis of the contrast between choon and breve, and forte and piano, which forms
the foundation of music. The upper level refers to the scale degree that consists of several notes
fixed in the scale. It restricts the melody on the basis of the regular repetition of the notes regarding
their pitch, and it is an especially important device in performing music (Yang 1983; Li 1985).
The poetic prosodic structure is quite similar to the musical features as it consists of the features
of binary contrast as well. This is extraordinarily notable in Chinese verse when it is chanted,
because the elasticity in the features makes the rhythm of beats in music, and the tonal features
formulates the tonal rhythm which is quite similar to the scale degree in music.

The inherent similarity between poetry and music triggers a second opinion towards the
original purpose and principals in the phases when a poem is firstly composed. Wu (2008) pointed
out that the yi Il and yang % contrast within a metrical unit, which builds up the poetic prosodic
structure of Chinese regulated verse. The key to present the yi and yang characteristics was the

“pause” in chanting. Zhu (1984) brought up the concept, dun #H, which plays an important role in

chanting when the poetic prosodic structures of the Chinese traditional poetry are analyzed. It was
mentioned that the rhythm of the Chinese poetry is not easily presented by the tonal categories.
Rhythm even exists in verse lines in which all the characters are assigned the same tone. The
rhythmic structures are mostly realized by dun. Some scholars believed that the previous chanting

patterns all obey the rules in (40), which is put forward by Jiang (1982).

(40) “RERJ T IR, FLE w A =10, BE R, AR A7 BB RN, S5 B I Al

5 Choon represents a long segment while breve represents a short segment in music. Forte is strong and piano is
weak in music.
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(One dun after every two characters; three duns in pentasyllabic lines; four duns in
heptasyllabic lines; the very last character was prolonged to equal or exceed the length

of every two preceding characters).

Wu believed that actually dun is not a real “pause” but a “break” after every two characters to
form a “delay” of the speech sound. When a poem is chanted, such kind of delay makes the second
syllable of every two syllables comparatively longer than the first one, and thus forms a contrast
of long versus short. At the same time, the prolonging of the second syllable makes it
comparatively “heavier” in pronunciation than the first one and thus forms another contrast of
heavy versus light. In this way, the regular contrast of heavy versus light and long versus short is
well demonstrated in every two syllables. However, the contrast in length and intensity mentioned
here are all related to the ways of performing a poem instead of the binary contrast predictable in
a metrical structure of English poetry. In other words, whether or not the binary contrast could be
realized depends on the prominent features of the component parts within a metrical unit. The
ways of performance mentioned above are external devices through which a verse is perfectly
presented but not working as an intrinsic mechanism to compose a verse.

Reflecting what has been discussed above, Wolfgang Kayser (1992) stated that as for poetry,
the deciding part that makes a poem unique is the regular alternation and reoccurrence of the
chanting parts in which the syllables are prolonged or stressed. However, the contrast within a
disyllabic word in Chinese verse is not an instinct feature of Chinese, but is derived from the
restriction of the rhythmic patterns by the chanters which they intentionally create. Once the
rhythmic patterns are not there, the contrast will no longer exist. That is why this kind of contrast

is called “relative contrast in stress” by some scholars. This is not the unique phenomena in
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Chinese, because some other languages like French also share this feature. As a result, dun is easily
and regularly found in French verse to form its particular metrical patterns.

The above facts and examples in Chinese verse and verse in other languages well demonstrate
the two features of the so-called “stress” in Chinese verse: a. The sense units in Chinese verse are
controlled by specific tones rather than the fixed degree of stress; b. From the perspective of
acoustic features, the metrical positions that seem to be stressed in Chinese verse are actually

prolonged and the tones are exaggerated.

1.5.2 Tone realization in Chinese verse

Wang (1970) raised two questions regarding the tone realization and the tonal system in
Chinese verse. The first question is why the falling-rising tone, the falling tone and the entering
tone could be grouped into one category which is called oblique tone class, while the level tone
itself is an independent category. The other one is why and how the alternation of the level tone
and the oblique tone form the rhythmic structures of the Chinese verse. Following these two
questions, Wang revealed the nature of the four tonal categories and the rules behind the rhythmic
structures of Chinese verse. It is known that pitch is the fundamental and main feature of tones,
but with the lengthening or rising/falling process the tones are accordingly influenced. The level
tone is flat and long without rising or falling, while the falling-rising tone, the falling tone and the
entering tone are all short, either rising or falling. The different performances of the tones naturally
realize the level tone as a different independent category compared with the tones belonging to the
oblique tone class. One direct hypothesis in terms of the difference between the level tone and the
oblique tone is that the alternation of the two tonal categories in Chinese verse is actually an
alternation of long and short. If that is the case, a connection might be drawn between the Chinese

verse and verse in Greek and Latin. The metrical pattern in Greek and Latin is based on a contrast
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between long syllables and short syllables. Wang challenged the solidity of the application of the
metrical theory in English verse to Chinese verse based on the reason that English is a stress-timed
language which maintains a metrical system and pattern on the basis of stress itself. However,
Wang holds with the idea that the metrical pattern of Chinese verse is an appropriate example of
the alternation of long and short. Wang believes this is due to the characteristic of the features of
the level tone and the oblique tone. What is also mentioned is that the level tone is twice as long
as the oblique tone. Taking regulated pentasyllabic verse as an example, the length contrast
between the level tone and the oblique tone can be demonstrated as below® (Wang 1970:75-76).

(41) 0-0-// L—L—//O-
L—L—//0-O-//L—
L—L—//L—O-//O-
0-0-//0-L—//L—

The theory of Wang (1970) influenced this study from two perspectives. For one, Wang’s
theory confirms the contrast of two tone classes in Chinese regulated verse, namely the even tone
versus the oblique tone. This contrast is incarnated by the distinctive features of the even tone class
and the oblique tone class. For the even tone, it is flat and long and is prolonged. The oblique tone
is brief and short in duration, and is not likely to be prolonged. For another, the length of the even
tone and the oblique tone in a verse line is computed as 2:1, which provides the applicability to
concretize the correlation between the even tone class and the oblique tone class in Chinese
regulated verse. This undoubtedly becomes one of the theoretical foundations on which a new
schematized model is established in Chapter Four to elaborate the regularization of Chinese

regulated-style verse.

6 ‘O’ represents for ‘oblique tone’ and ‘L’ represents for ‘level tone’. The tone bearing unit is syllable. Two syllables
form one bar (£, jie).
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1.6 Organization of this study

This dissertation comprises six chapters. Chapter I introduces the basic elements and structure
of poetry in general. Key terms that are prominently used in composing a poem are explained.
Similar concepts applied in poetic prosody, prosodic phonology and metrical phonology are then
compared. Aside from this, some widely accepted theoretical frameworks on Chinese verse in
previous studies are discussed, such as the stress-oriented models, the metrical grid and other
traditional understandings of Chinese regulated verse.

Chapter II examines selected texts from Shijing and discusses the poetic mechanism and the
prosodic features reflected in the music-related facts. Specifically, the mode-tone relation in each
selected poem is analyzed under the condition that the musical aspects and forms illustrated by the
works collected in Shijing gupu are comprehensively pictured. Evidence about the close
relationship between Chinese classical music and poetic features of texts from Shijing is going to
serve as a foundation to disclose the characteristics which regulated-style verse take on.

Chapter III centers around the metrical patterns of selected pentasyllabic poems of the Music
Bureau and examines the feasibilities of the stress-oriented models which had been widely adopted
in detail. The origins of Chinese pentasyllabic poems and a hypothesis on the superiority of
pentasyllabic poems in regularization are stated. On introducing the categories, functions and
essential poetic features of Songs of the Music Bureau, some unanswered questions inspired by
the stress-oriented models are carefully investigated. For the purpose of verifying if the preset
stress rule put forward by the stress-oriented models works well on making rules in poetic practice
more explicit, a test on eight pentasyllabic songs from Songs of the Music Bureau that are
randomly chosen is carried out. The mapping or mismatch between the poetic performance and

expectations the preset stress rule makes are on the basis of conditions which the stress rule realizes
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and the syntactic analysis made from the data. A statistical significance test (T-Test) is
implemented to confirm the validation and significance of the test results. As a clarification on
whether metrical structures are stress-oriented in Songs of the Music Bureau which is an important
development phase before the well-formed regulated verse came about, this chapter shows the way
of revealing the poetic prosody of regulated verse.

In Chapter IV, a schematized new model to standardize the poetic prosody in regards to
metrical patterns of regulated-style verse is established. With an introduction to the strictest and
commonly accepted tonal regulations of regulated-style verse, the verification of the two tonal
categories, the level tone and the oblique tone, is made to lend support to further speculations. The
evidence provided in the previous chapters regarding the tight connection between Chinese
classical music and Chinese poetry is reproduced here, acting as a crucial footing on which the
beats in music and the rhythm in regulated verse echo each other. The ban-yan system in Chinese
classical music is especially applied to reanalyze the segmenting of a poem line and the theory of
durational boundary is addressed. Terms in music like 7Tenuto and Agogic with concepts that
vividly and best analogize the innate characteristics of poetic rhythm are borrowed to generate the
sequence of accent degree of every two tonal combinations. This is done on the basis of which the
theory of durational boundary is remodeled and the schematized patterns are composed. A
database including three hundred regulated verse poems from three poets over a wide range of
time span is used for data analysis. Following the sample data analysis, a statistical analysis with
Pearson Correlation Coefficient and hypothesis tests on the complete data is carried out. With the
test results verified, explications and hypotheses are made on the nature of regulated-style verse.

Chapter V focuses on the role the poetic syntax plays in the process of composing a regulated-

style verse. Firstly, a comparison of syntactic consistency between old poems and regulated-style
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verse is carried out in order to further examine the poetic development diachronically. The
syntactic consistency within each couplet and among the poem lines within each poem are both
investigated. A t-test of two samples assuming equal variances is conducted following each
comparison. The results from the statistical significance test reveals changes and developments of
syntactic features from old poems to regulated-style verse. It then talks about the relationship and
mismatch between syntactic features and metrical patterns reflected by Chinese regulated-style
verse and corresponding translated versions. On challenging the “two conditions” and the “two
categories” proposed by Halle and Keyser (1971) based on which the iambic pentameter is formed,
the properties of English verse are introduced and the basic rules to form Chinese regulated-style
verse are revisited. To show the possible relationship or mismatch between syntactic features and
metrical patterns, a case study is carried out. The case study analyzes the tonal prosody, rhythmic
pattern and syntactic structure of the selected Chinese regulated verse and the metrical position,
stress pattern and rhythmic pattern of the corresponding translated forms. On the one hand, the
study conducted in this chapter is an extension of the modified models of the poetic prosody
speculated in the previous chapters. On the other hand, it responds to the questioning upon simply
and unconditionally applying the metrical system of stress-timed languages to Chinese verse.

As the concluding part, Chapter VI summarizes conclusions drawn in this dissertation,
followed by some discussions on the models established to explain the nature of Chinese verse in
different categories. New hypotheses are presented to improve and perfect the theoretical

frameworks built up in this dissertation.
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Chapter II Poetic Mechanism and Prosodic Features beyond Music

As the scratch line of the study of Chinese poetry, a comprehensive observation and

examination of Shijing 545, the first anthology of Chinese poetry, takes precedence over the

others. This chapter digs into the formation and categorization of Shijing and thus extends the
study to its musical aspects such as the regulations of its composition in terms of its musical styles.
By introducing a collection of the musical score of thirty-two odes of Shijing, the tones and modes
are identified, and their relation is depictured by the aid of a statistical study. With the relationship
between music and poetic features of Shijing examined, a new way to explain the regularization
of regulated-style verse, which has long been the core issue in studying the poetic prosody of

Chinese poetry might possibly be constructed.

2.1 Shijing’s formation and categorization

Shijing 1s the oldest existing collection of Chinese poetry, comprising 305 works dating from
the Mid-Shang dynasty to the middle period of Spring and Autumn. The authors include ordinary
people as well as government officials. The works in Shijing mirror the social activities and the
conditions of people in the Shang dynasty (c. 1600 B.C.-c. 1046 B.C.), the Western Zhou dynasty
(c. 1045 B.C.-c. 771 B.C.) and the Spring and Autumn period (c. 771 B.C.-c. 476 B.C.).

There are four traditional perspectives regarding the formation of Shijing, namely “Caishi shuo”
Ki#an [Collecting], “Xianshi shuo” ERiF5 [Contributing], “Zuoshi shuo” 1E5¥5% [Composing]
and “Shanshi shuo” fi|FF5% [Deleting]. “Caishi shuo” holds the idea that there were poem

collectors who widely collected poems for the emperors based on the emperor’s understanding of
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the customs and made judgements. “Xianshi shuo” thinks that the emperors asked the dukes and
officials of all ranks to contribute poems to the imperial court for the rulers to check current politics.
“Zuoshi shuo” considers poem writing a prevailing custom that could praise the emperor, criticize
the current social evils and express one’s thoughts and feelings in a good way. “Shanshi shuo”
thinks that it was Confucius who examined over three thousand poems collected by the Zhou
government and made interviews during his travel to the area related to the occurrence of the
poems. Eventually, he compiled the collection of poetry which includes 305 works, known as
Shijing. However, this assumption still is controversial. A trending hypothesis among the academia
is that there is not ample evidence to improve Confucius compiled Shijing, but it is believed that

he has corrected the music of Shijing (Li 1991:23-24).

Shijing is categorized into three main groups terms of its genre and musical property: Feng J&,
Ya HE and Song 2H. Most odes in Feng are from the earlier stage of the Eastern Zhou dynasty while

the rest of them belong to the Western Zhou dynasty. Geographically speaking, the territorial scope

of Feng extends to fifteens countries, which is today’s Shaanxi province, Shanxi province, Henan

province, Shandong province and the northern part of Hubei province and the eastern part of
Sichuan province that along the Yangtze valley (Yang 1980). Ballads from Feng reflect the
ideology and the country life-pattern of the peasantry. Ya consists of imperial court music played
in the grand banquet or gala which represents the ideology of the ruling class. It is also said that
some musical pieces of Ya reveal the internal conflicts among the ruling class. The Song collections
are played at the sacrifice offered by the ancestral temple of the ruling house. The purpose is to

sing the praises of the dead rulers and to strengthen the power of the current ruler (Shen 1982).
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2.2 The musical aspect of Shijing

2.2.1 The music setting

In Shihuo zhi & & & of Hanshu ¥%3 [Book of Han], it tells that the poem collectors “Delegate
the poems to music officials and music officials process them with the tonalities. Then let the
emperor to enjoy them” (Zhao 1993:81).

The earliest edition of music setting of Shijing is Fengya shi’er shipu B+ —557% recorded
in Zhu Xi’s K& Yili jingzhuan tongjie 1HESES M. In this note the notations had been
transmitted by a contemporary of Zhu Xi, a certain Zhao Yansu =i (jinshi 1 between
1165-1174), who had allegedly taken them from the Ritual Regulations of the District Drinking
Wine Ceremony” of the Kaiyuan era (713-741) (Mittag 1993). The music setting of “Guanju”,
“Luming” and another ten works are included in the musical scores. This Fengya shi’er shipu was
rearranged according to the melodies spread out amongst the people. Borrowing or transcribing
folk music to perform Shijing became one of the two leading approaches since the Tang and Song

dynasty. The other approach started from Xiong Penglai A&JJ12R (1246-1323, jinshi 1L in
1274)’s Shijing pu #5#&5% in the Yuan dynasty, which represented a way of creating the music

setting for Shijing (L1 1991:25).

2.2.2 The musical forms

According to the known musical settings corresponding with the three Shijing sections Feng,
Ya, and Song, Yang (1980) summarized ten musical forms embodied in Shijing as shown in (1).
(1) Ten musical forms in Shijing

a. Repetition of one melody.
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b. Using refrain after one melody.

c. Using refrain before one melody.

d. Making local changes to some starting parts among the repetition of one melody.
e. Adding introductory music before the repetition of one melody.

f. Adding coda after the repetition of one melody.

g. Combining two separate repetitions of two melodies in one.

h. Two melodies taking turns regularly.

1. Two melodies taking turns randomly.

Jj- Adding introductory music before the repetition of one melody and adding coda after it.

Because of the integrality, Yang’s summary was used for reference by most scholars studying
the musical aspects of Shijing. However, the ten forms were questioned as time went by. First, not
all musical forms are included. Aside from the ten forms mentioned above, the music setting of
Shijing 1s also rhythmical and can be used for section recognition. Pure instrumental music along
with interlude and ensemble appeared as well. Second, it is difficult to unify the music forms in

general. For instance, the fifteen Guofeng [BJ& covered many districts and different ways of

performing and recording may lead to totally different outcomes. In other words, the categorization
may be tenable if the analysis had been geographically narrowed down and the recording methods
were identical.

The criticisms allowed for a reconsideration of the correct and appropriate direction to study
the nature of Shijing. As the earliest existing collection of the Chinese poetry, or more accurately,
a collection of folk songs with distinguishing contents and functions from different areas, both the

poetic and musical features cannot be ignored.
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2.3 The transition of the musical scores of Shijing

As an important carrier to convey ordinary people’s daily life, moods, aspiration, way of
thinking and the ideology of the ruling class, Shijing existed in a simple and unadorned shape.
With or without instruments, people performed it by singing. It has nevertheless not reached a
consensus that the consistent music score of Shijing was passed on dynasty to dynasty. The
transformation of the people who sang it, the area where it was sung and the artistic formation in
which it was performed may all lead to the change of the music scores of Shijing. However, an
attempt to explore, unify and even simplify the musical scores of Shijing is not doubtful due to its
musical function as for the people and the imperial court to express themselves.

The most trackable musical scores of Shijing are recorded in Wenzi pu 3 F#%, which uses
characters and their abbreviations or radicals to represent phonemes and the string order. Other
notations mark the rhythm, expressions and forms of performances. Wenzi pu is further divided
into Yinwei pu & 155 and Zoufa pu 25755 based on the meanings of the characters. Yinwei pu
is a way to record musical scores by indicating the absolute pitch and the relative pitch. The
existing collections of Shijing’s musical scores to be introduced here are elaborated in Yinwei pu.

Fengya shi’er shipu compiled by Zhao Yansu were performed in general ceremonies in the
Kaiyuan era (713-741) in the Tang dynasty (618-907). This is considered the very first musical
scores of Shijing among the works that were passed on. The twelve Feng and Ya odes are all related

to the rural drinking ceremony (Xiangyinjiu li #5€FG1E). Eight of them are odes with four-
character lines. Recorded in Liilii zipu 13 (= 75, every character has its own pitch but the rhythm

is not shown. (2) is an example of the musical scores in Fengya shi’er shipu.

(2) An example of musical scores in Fengya shi’er shipu (Xia 1987:9)
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Another notable collection of Shijing’s musical scores is Sepu & itr compiled by Xiong Penglai

AEJIZ (1246-1323) in the Song dynasty (960-1279). The musical notation in Sepu are a
combination of Liilii zipu 13 = 755 and Gongche pu 1.JU&% as can be seen in the following

example.

(3) An example of Sepu (Zhang 2013:198)
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Liilii zipu is demonstrated by Huangzhong 3% §#, Dalii "X /=, Taicu X#%, Jiazhong K §#, Guxi
Uk, Zhonglii f4' =, Ruibin %%, Linzhong M §#, Yize #HI, Nanli F§ /5, Wushe # and
Yingzhong J&§# to mark the pitch of each character (Zhang 2013:196). Gongche pu 1. )X uses
He 4, Si P4, Yi —, Shang I, Gou 2], Che JX, Gong I, Fan F, Liu 7N and Wu Ti. to mark the

pitch of each character. Regardless of the different notations, they both indicate the absolute or

relative pitches in the recording of Shijing’s musical scores.
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In order to better understand and perform Shijing, Yuan Jiagu %% 3 4¥ (1872-1937) who was a

F% in staff notation and numerical

scholar in the Qing dynasty, compiled Shijing gupu FF&%
notation instead of Liilii zipu and Gongche pu . This work is actually a continuation and extension
of Fengya shi’er shipu and Sepu. Chen Li 7% (1810-1882)’s Shijing jin su zipu FF& 4510 7%
was an important origin based on which Yuan simplified the traditional puzi #% ¥ and transcribed

them into the staff and numerical notations that are more understandable and acceptable to the

people, especially to those who would like to sing and perform.

2.4 Modes, tones and their relation in Shijing

2.4.1 Chinese pentatonic scale and its modes

Before starting the data analysis, two essential terms of music related to the musical settings
of Shijing need to be clarified, the first being the Chinese pentatonic scale.

With pitch being considered, the Chinese pentatonic scale is arranged as Gong =, Shang 7,
Jue fHi, Zhi 1, Yu *F]. They are called “pentatonic scale without the semitone” compared with the

western pentatonic scale.
In ancient China when the tonality used in musical practice was summed up as a basic rule, the

Chinese pentatonic scale appeared. In Diyuan pian # B i of Guanzi & ¥, they are explained in
a more scientific way. “ U AE H&, FLE, ir—im=x, WAL, BARAEFERE/NE
ZH, UWHE; =nmmzh—, /AN, &t Aa=rimmkiHsf, @l 2dm,
B mAERER, UEAEN, A =amEHLk, EEULZEM” (Zhao 1964:10). The
numbers are counted as the chord length under the condition that the mass, thickness and tension

of the chords remain the same. Based on the mathematics stated to explain the Chinese pentatonic



46

scale, “Joir—mM =2, W LAE JL/L, if it is supposed that the chord length of Gong =is
34=9x9=81, then “=/Mimh—, ZHA/\”, and the chord length of Zhi fis 81x
(1+1/3)=108; “H =431 23" means the chord length of Shang Fiis 108x (1-1/3)=72;
“BH =4 H T makes the chord length of Yu ] 72x (1+1/3)=96; “f5 =411 2 H3” is
saying the chord length of Jue ffiis 96x (1-1/3)=64 (Zhao 1964:11).

The second term is mode. It is widely agreed that the Chinese pentatonic scale is equal to the
musical letter notation C, D, E, G and A (Do, Re, Mi, So, and La accordingly). The fact that every
member of the pentatonic scale can act as a tonic generates the five basic modes. In other words,
the mode is decided by the tonic. The mode reflects the status of the tonic within the scale and tells
the relation between the tonic and the scale. The tonic is a center note which a period or movement
ends with will deliver a feeling of consistency.

There are five basic modes in the Chinese pentatonic scale. The mode of traditional pentatonic

scale which lack Fa and Si can be deduced by the center note. The scale in Gong mode = F15\ is
arranged as Gong Shang Jue Zhi Yu Gong (Do Re Mi So La Do). The scale in Shang mode T & =

is arranged as Shang Jue Zhi Yu Gong Shang (Re Mi So La Do Re). The same logic fits the

following three modes. Jue mode Fi# 3\ is seen as Jue Zhi Yu Gong Shang Jue (Mi So La Do Re
Mi), Zhi mode ##3X is taken as Zhi Yu Gong Shang Jue Zhi (So La Do Re Mi So) and Yu mode
FIFHK is seen as Yu Gong Shang Jue Zhi Yu (La Do Re Mi So La). However, it is not the case
that the musical scores of the thirty-two odes in Shijing gupu 758 #E were all set in the

traditional pentatonic scale, which included the heptatonic scale with Fa and Si. In the process of
deciding what a heptatonic scale’s mode is, there is a need to firstly generate a distinguishing series

of number for the Du & between every two notes for each pentatonic scale. Taking Gong mode



47

for instance, a Second (—.J¥) is between Do and Re, a Second is between Re and Mi, a Third
(= &) is between Mi and So, a Second is between So and La, and when La goes back to Do,
another Third turns up. As a result, a combination of the interval (& #%£) regarding Du in Gong

mode is 22323. Applying the same rule to the other four modes, we can get a combination of 23232
for Shang mode, 32322 for Jue mode, 23223 for Zhi mode and 32232 for Yu mode. The mode of a
heptatonic scale will depend on how its interval corresponds to the five combinations.

The following examples are the music scores of two Chinese folk songs and their modes using

the rules given above. The first one is Molihua FFi{t (Jasmine Flower) and its musical score

(only the principal score played by the right hand is taken into consideration) as shown in (4).

(4) The musical score of Jasmine Flower’

7 The musical score of Jasmine Flower is downloaded and transcribed from
http://www.niupiano.com/music/7047.html.
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Jasmine Flower

46
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The very first thing that needs to be done is to screen out all the different notes included in
Molihua. As can been seen from the staff notation, only Mi, So, La, Do and Re are repeatedly
arranged. The fact that Fa and Si are missing makes it a traditional pentatonic scale. Starting from
the ending and center note which is So (the ending chord is not taken into consideration), the five
notes in Molihua’s musical score is rearranged accoring to their positions in the pentatonic scale.

Then So, La, Do, Re, and Mi are arranged in a series. A corresponding permutation which is Zhi
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Yu Gong Shang Jue automatically stands revealed on the paper. Based on this ground, the Chinese

folk song Jasmine Flower has a mode of Zhi.

The second one is Canghai yisheng xiao 81— with the following musical scores in (5).

(5) The musical score of Canghai yisheng xiao®

vk — P2 %

(% & ®R8)
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L o ) L [~ 0 L0 [ (0 .0 B ) B D o G G~ G
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0 O ot

T T 1T 1]
(gl 1 1 o
e D B |

|

8 The musical score of Canghai yisheng xiao is downloaded and transcribed from
http://www.hpppw.com/zuixinqupu/202010/47261.html
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Following the same process, the first step is to sift out the unduplicated notes which are Mi,
Re, Si, La, and So. Given that the ending and center note is So, the six notes are rearranged as So,
La, Si, Re, and Mi in a series. Since there is Si showing up, this is not a typical pentatonic scale
and the tonic which is located at the end position cannot be used to judge the mode. The solution
is to compute the Du J¥ in the interval and compare the series with the known combinations. There
is a Second between So and La, a Second between La and Si, a Third between Si and Re, a Second
between Re and Mi, and then back to So. What is generated is a series as follows: 22323.
Comparing the series with the combinations that have been already generated as listed in (6), it is

known that the mode of Canghai yisheng xiao is Gong.

(6) Mode, notes arrangement and interval combinations

Mode Notes arrangement Interval combinations
Gong mode =3\ Do Re Mi So La Do 22323
Shang mode T& 3\ Re Mi So La Do Re 23232
Jue mode fH=\ Mi So La Do Re Mi 32322
Zhi mode 18 #7 So La Do Re Mi So 23223
Yu mode P La Do Re Mi So La 32232

2.4.2 Chinese heptatonic scale and its modes

Along with the development of the music from Western Zhou dynasty to the Peiod of Spring
and Autumn and Warring States, the Chinese pentatonic scale was expanded to heptatonic scale.

The notes in the pentatonic scale were named Zhengyin 1E# and they served as the basic scale.
With the basic scale expanded, four more notes named Pianyin i were added. The notes that

are half-step higher than Zhengyin are Qing i, and the notes a half-step lower than Zhengyin are
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Bian %¥. Run 4] refers to the notes that are whole step lower than Zhengyin. The features of

Pianyin includes lower frequency of appearance and incapability of determining the mode.
Qingjue 5 i (Fa), Bianzhi 312 (Fa*), Biangong 5% = (Si) and Run [ (Si®) are four major Pianyin
used in ancient China. With different Pianyin included in the pentatonic scale, there are three
categories of modes accordingly which are Qingyue mode 158438\, Yayue mode HE4EHH X and
Yanyue mode #E44550. The two Pianyin in Qingyue mode are Qingjue and Biangong. Bianzhi
and Biangong are the two Pianyin in Yayue mode and Yanyue mode has Qingjue and Run. Since
only Zhengyin is capable of deciding the mode, the rule of deciding the mode of the traditional
pentatonic scale is applied here as well. Take Yayue gong mode for instance, the heptatonic scale
is arranged as Gong =, Shang T, Jue ffi, Bianzhi 531#, Zhi ¥, Yu >} and Biangong %#=. The
corresponding musical letter notations are Do, Re, Mi, Fa*, So, La and Si (Huang 2014). If taking
a look into all the possibilities of modes decided by the five Zhengyin in Yayue mode, the table in

(7) is generated.

(7) Notes in heptatonic scale and the corresponding modes

Mode Notes arrangement
Yayue gong mode 4% = 3= Do Re Mi Fa* So La Si Do
Yayue shang mode TEZE 75 HH Re Mi Fa?So La Si Do Re
Yayue jue mode 4% 7= Mi Fa*So La Si Do Re Mi
Yayue zhi mode FESE1EFH A So La Si Do Re Mi Fa” So
Yayue yu mode TS IHH La Si Do Re Mi Fa*So La

With five submodes in Qingyue mode and another five submodes in Yanyue mode, there are

fifteen different modes in total in the heptatonic scale system.
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2.4.3 Data collection

Tones are innate features of characters used to compose an ode in Shijing and in other forms of
Chinese literature. Long before the Chinese regulated verses showed up in the history of Chinese
poetry, it is difficult to tell whether the tones played a role in the production of Shijing. However,
it is known that the texts of Shijing served as lyrics of songs with different functions in diverse
scenarios. If the known features from Shijing’s musical aspects are compared with the tones, some
potential connections might be revealed and the questions which were brought up at the beginning
of this paragraph will be answered. As an epitomizer of the musical scores of Shijing from Tang
dynasty to Qing dynasty, Shijing gupu #4817 7 is the best document to provide a comprehensive
scope of the musical features. For this reason, it is selected as the base data on top of which the

tone and mode computing are carried out.

2.5 Tones, modes and relations: Evidence from Shijing gupu

2.5.1 Introduction to the annotations

Although Shijing was a must-read book among people from ancient times, the many
paleographs and characters with multiple pronunciations create all sorts of obstacles. That is the
reason why there were a lot of works either on critical interpretation or on pronunciation
elucidation of Shijing being used widely later. In the Western Han dynasty there were three major
annotations of Shijing. They are Lu shi 5 5F by Shen Pei #1355 (219 B.C.-135 B.C.), Qi shi 755&¥
by Yuan Gu ¥z [# (?-?) and Han shi ¥%5F by Han Ying ¥%52 (200 B.C.-130 B.C.). People called

them Sanjia shi —2¢5. Later, Mao Heng & (?-2)’s Maoshi guxun zhuan E7F 1 (or Mao

shi “E5¥F) which mainly explained the meaning of the characters in Shijing became popular. Mao
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shi is also the earliest and most comprehensive existing annotation of Shijing. On the basis of Mao
shi, Mao shi jian E55% by Zheng Xuan ¥ % (127-200), Mao shi zhengyi “Ei¥1EFE by Kong
Yingda fLFHIE (574-648) and Mao shi yin yi EiFEF in Jingdian shiwen B by Lu
Deming P&4EH] (550-630) all went a step further and made a good effort to provide

complementary annotations (Zhou 2002:1-10). Accordingly, in the data base, besides the thirty-
two texts in Shijing gupu selected from Shijing listed in the forms of original texts and English
translations of Karlgren (1950), the pronunciations for certain phonetic loan characters and
characters may have multiple pronunciations based on some outstanding annotations are also

annotated based on Zhao (2002).

2.5.2 Data analysis

During the process of data analysis, the thirty-two odes from Yuan’s Shijing gupu are firstly
extracted in a form where they retain their order in the original document. The tone of each
character is identified’ in the next step. Thirdly, musical letter notation is marked out for every
single character in each ode according to the original staff notations to avoid the complications
and inconvenience of displaying staff notations. Then the mode of each musical score is computed
based on the mode-deciding rules. The analysis on the data collected follows as a last but most
important part. The following first seven examples from Yuan’s Shijing gupu serve as sample data
to illustrate the relationship among tones, musical notations and modes. The other twenty-five odes

are shown in Appendix B. The translations are from 7he Book of Odes by Karlgren (1950).

% The tone identification is based on Handian (https://www.zdic.net/) and Hanzi gujin ziliaoku
(http://xiaoxue.iis.sinica.edu.tw/ccr/#).
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2.5.2.1 /NHE « JBI (“Lu Ming” in Xiao Ya)

WIS, B, RAEFRE, BEBWE. WA, AKELK. AR, ~ERAT.
WIS, R E. WRAERE, EElm. GRAN, BT 2R RAEEN, #E
WIS, B R RERE, BEEE. NBE, MEHE. RESHE, ks
HZ e

16g-iog cry the deer, they eat the Artemisia of the open grounds; I have a fine guest, we play the
lute and blow the reed-organ; we blow the reed-organ and vibrate its tongues; the baskets presented,
them we take (a); the man who loves me (b), he blows me the (ways:) manners of Chou.

16g-iog cry the deer, they eat the southernwood of the open grounds; I have a fine guest, his
reputation is very brilliant; he does not regard people in a (slighting:) mean way (c); the noblemen
take him for a pattern, they imitate him; [ have good wine, my fine guest feasts and amuses himself.

16g-iog cry the deer, they eat the k’in plants of the open grounds; I have a fine guest, we play the
lute, we play the guitar; we play the lute, we play the guitar, together we rejoice and are steeped
in pleasure; I have good wine, with it I feast and rejoice the heart of my fine guest (Karlgren
1950:104).

(®)

Character | W) |®j | | |8 |® |z |#H | |A |# |&
Tone plo | P R P R P P S S P P
Letter C A #F E A E D C #F G B A
notation

Character | i R S = OIK | B |2 | ¥
Tone S R P P P P S P P P S P
Letter G A C G #F G A E B C E A
notation

Character | A |2 |®&F |& |=»= [ |H |17 |[W |®W | |5
Tone P P S S Q S P P P P R P
Letter G A C E G A D C C E #F | E
notation

Character | &8 |® |2z |& | |/ |#% |& |#m |& |4 |H
Tone R S P P S S P P R P S P
Letter G A D C G A B C A #F E G
notation

Character |f1 || | A [k | B |¥ |& |”H |2 |2 |& | A
Tone Q P R P P S S R S Q S S
Letter E A C E B C E #F E A G A
notation

10 p=ping (level tone); S=shang (rising tone); Q= qu (departing tone); R= ru (entering tone)
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Character | 5§ | |7 |& | |[# |BL | B (W (W | |5
Tone S S P P R Q S P P P R P
Letter C E G A B A D C C E D C
notation

Character |8 |8 |2 |& |& |A |#% |& |# » O | F
Tone R S P P S S P P S R S P
Letter D C #F E #F A B A G A C G
notation

Character | i R % M |[% |H O |[#Y | | F | B |H
Tone S R S P P R S P S S S S
Letter #F G A E B C E A G A C E
notation

Character | D) JHe 4 e =1 =z 1L

Tone S Q R P P P P

Letter G A C B A D C

notation

As shown in (8), the notes included in this score are C, A, #F, E, D, G and B, which makes
it a heptatonic scale. Starting from the ending note C, the scale is rearranged to fit the natural order
and the result is C, D, E, G and A with #F and B as two pianyin. If the result is compared with (7),
it can be confirmed that this is a Yayue gong mode. As for the tones, among the 49 characters that
have level tone, 12 of them are noted as C, 6 characters are noted as G, 3 characters are noted as
#F, 8 characters are noted as E, 9 characters are noted as A, 7 characters are noted as B and 4
characters are noted as D. Among the 34 characters that have rising tone, 9 characters are noted as
E, 3 characters are noted as #F, 7 characters are noted as G, 8 characters are noted as A, 6 characters
are noted as C and 1 character is noted as D. The 5 characters with the departing tone are 1 character
noted as G, 1 character noted as E and 3 characters noted as A among them. There are 15 characters

that are marked with the entering tone and 3 of them are noted as #F, 4 of them are noted as A, 2

) o B A ORESC) -l #EE R, - XAERE.
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of them are noted as G, 3 of them are noted as C, 1 of them is noted as B and 2 of them are noted
as D.

According to the computation above, the table in (9) is produced.

)
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 12 6 0 3
D 4 1 0 2
E 8 9 1 0
#F 3 3 0 3
G 6 7 1 2
A 9 8 3 4
B 7 0 0 1
Most frequently C E A A
appearing note

2.5.2.2 /A« PU4E (“Si Mu” in Xiao Ya)

VUbLEESE, HiEEE. SAEE? EHER, TGk,
VUL BESE, WSS . SAEE? EHER, HNERUE.
WHRAEE, EORECN, R, EHER, AEFX.
WHRAEE, EORELLE, ERES. EHEER, AEKLE.
DU, AR . SNMEER? AR, RS

The four stallions run unceasingly; the road of Chou is winding and (slow:) long (a); do I not (think
of?) long to go home? But the service to the king must not be defective; my heart is pained and
grieved.

The four stallions run unceasingly; exhausted are the black-maned white horses; do I not long to
go home? But the service to the king must not be defective; I have no leisure to kneel or sit down.

Flying are the chuei birds, now they fly, now they sink down, they settle on the bushy oak; the
service to the king must not be defective, I have no leisure to support my father.

Flying are the chuei birds, now they fly, now they stop, they settle on the bushy k’I willow: the
service to the king must not be defective, I have no leisure to support my mother.

I yoke those black-maned white horses, they rush swiftly; do I not long to go home? Therefore I
make this song; about supporting my" mother I come and report (b).
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(a) Or with Ts’i, simply: “is winding”; or, with Han: “is precipitous”. (b) To my superiors, demanding
furlough (Karlgren 1950:105).

(10)
Character | Y |4t |BF |8 |& | |[#& |E?2 |8 | A [ |8
Tone Q S P P P S P P S R P P
Letter C E #F E D C #F E G A B C
notation
Character | £ |H | K |8 | [ |[H | W |4 | B |5
Tone P Q S S S P P P Q S P P
Letter #F E G A G A B C C E G A
notation
Character |M | |8 | |5 | A [#® |& |£ |FH |E | B
Tone P P R S S R P P P Q S S
Letter B A D C #F G B A #F E D C
notation
Character | A |2 | B | & |[W | W | & (B |# (R O |# | T
Tone R P S S P P S P Q P Q S
Letter G E D C C D C E G A C G
notation
Character | % |JA |®&m |M | £ |F |FE |8 | A |&E |# K
Tone R P P S P Q S S R P P S
Letter G A B C D C #F E B A D C
notation
Character | Rl | Wi | & | BE &3 |mR &, |k | R | |K
Tone P P S P Q P Q S R P P S
Letter C E G A E B G A #F A #F | G
notation
Character | + |H |fE |B& | A |IE | ¥ O |Y B
Tone P Q S S R P P S Q S Q R
Letter D C #F E G A D C C E #F | E
notation
Character | # |8 |& | |8 |A |# |& |2 |H | |&
Tone Q Q P P S R P P S Q Q P
Letter G B G A G A #F E #F E G A
notation
Character | J}¥ e 413
Tone P S P Q
Letter #F D C
notation

POCRE) - ofE, ARSUEZR. < (RERE) CRECIEEIL, Bath. ik RE. B RIS FZ BT, s
IEYT, 5 Z BTN AE
B - ER Sl “Eﬁ” HAR D 2y, mE e &, 1.



58

Based on (10), this score includes the following notes: C, E, #F, G, D, A and B. It is thus

a heptatonic scale. Starting from the ending note C, the scale is rearranged to fit the natural order

which produces C, D, E, G and A with #F and B as two pianyin. Threrefore, it is thus a Yayue gong

mode. After applying the same computational procedure, the table in (11) is demonstrated.

(11)
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 5 8 7 0
D 7 2 0 1
E 6 5 4 1
#F 6 5 1 1
G 2 7 4 4
A 12 2 0 2
B 6 0 1 1
Most frequently A C C G
appearing note

2.5.2.3 /NHE « B 2 ¥ % (“Huang Huang Zhe Hua” in Xiao Ya)

EEHEE, REER. BUBIER,
PIGHER, NN . R ,
PIGHERL, NN . bR ,
PUGHAER, R . S ,
IRIGAESR, SR . B EER,

TR
LES T
FIZE.
B
P

Brilliant are the flowers, on that plain and that swamp; numerous are the runners, each of them
(anxiously thinking of not reaching=) afraid of lagging behind.

My horses are colts; the six reins are as if moistened; I gallop my horses, I drive them on;
everywhere I make inquiries.

My horses are black-mottled greys; the six reins are as if of silk; I gallop my horses, I drive them
on; everywhere I make inquiries and take counsel.

My horses are black-maned whites; the reins are as if moist (glossy); I gallop my horses, I drive
them on; everywhere I make inquiries and deliberate.
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My horses are such with grey-and-white mixed hair; the six reins are (even:) well-balanced; I
gallop my horses, I drive them on; everywhere | make inquiries and plan (Karlgren 1950:106).

(12)

Character | & | & |& |#¥# A [ |HFE |E R ES

Tone P P S P P S P R P P P P

Letter C A G A G E G A #F G #F | E

notation

Character R AR B N R

Tone Q P S R S S P P R Q P P

Letter B A D C C E #F E C E G A

notation

Character | & |[Btt |# |88 | & [®% |#H |7 x| E (M|

Tone Q P Q P P P P P S S P P

Letter G A C E #F E D C C G B C

notation

Character | 5 | | &% @ |60 (& (R O | % |B |G

Tone R Q P P Q P Q P P P P P

Letter G A #F E G A #F G B A D C

notation

Character | & |J§ |[# |5 |8 |#& |k | & | # | B | # |5

Tone S S P R R Q R R Q P Q P

Letter C G B A #F E A #F A #F | G

notation

Character | & | % |#% |/F& & |& |4 |8 [/ |& (B | B
14

Tone P P P Q S P P R Q Q P

Letter C E D C C A B C C E G A

notation

Character | &) 5t il i JE = % =]

Tone Q P Q P P P P P

Letter G A C E B A D C

notation

Table (12) shows that the notes included in this score are C, A, G, E, #F, B and D, which

makes it a heptatonic scale. Starting from the ending note C, the scale is rearranged to fit the natural

OCED) B o<y, S, FEREE <. (BREED) - ¥, BA.
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order which makes C, D, E, G and A with #F and B as two pianyin. This is thus a Yayue gong

mode. After applying the same computational procedure, the table in (13) is generated.

(13)
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 7 4 3 3
D 4 1 0 0
E 7 2 3 0
#F 5 0 3 1
G 6 3 4 2
A 11 1 1 3
B 5 0 1 0
Most frequently A C G C&A
appearing note

2.5.2.4 /NHE « MR (“Yu Li” in Xiao Ya)

MR, R, BETAN, 5HZ.
MR, Wi, BEraW, £HE.
AR, . BEraW, 5HA.
MRz R, MEHFER! WHER, GHMER! MHAR, dHER!

The fishes fasten in the trap (a), they are ch’ang fish and sand fish; the lord has wine, it is good
and plentiful.

The fishes fasten in the trap, they are bream and li-fish; the lord has wine, it is plentiful and good.

The fishes fasten in the trap, they are yen fish and carp; the lord has wine, it is good and in
quantities.

The things (b) are plentiful, and yet they are good (c).
The things are good and yet they are plentiful.

The things are in quantities, and yet they are (correct=) good.

(a) A kind of basket for trapping fish. (b) The food and drink just mentioned. (c) Wei ‘only’ has here an
adversative sense: “They are plentiful— (only:) but they are good” : the quantity does not prevent a high
quality (Karlgren 1950:114).
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(14)
Character | fi RELS | A 7] firg % H ¥ H i} 5 | H
Tone P P P S P P P S S S S S
Letter C E #F E D C #F G B A G A
notation
Character | £ |f | |® |8® | |8 |BA |¥ |A |/ |2
Tone P P P P S P S P S S S P
Letter C C E D C #F E #F G #F E #F
notation
Character | H |H |f& |# |# |8 |88 @& | |7 |fA |K
Tone S S P P P S S S P S S S
Letter G C C D B C G A #F E G A
notation
Character | & |H |A | | H |[£ |[® |# |H |#% |& |V
Tone S S S R P P S P P P S R
Letter G A C C E B A #F E G A #F
notation
Character | H |H |& |# | H [# |& | | H | |&® |#
Tone P S S P P P S R P S S P
Letter G #F E A #F E G C D E C B
notation
Character | H = 2
Tone P P S
Letter A D C
notation

According to table (14), C, E, #F, D, G, B and A all show up which makes a heptatonic

scale. After the notes are rearranged to get a natural scale starting from the ending note C, the

Yayue gong mode is revealed. Table (15) below is based on the same computational procedure.

(15)
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 5 6 0 2
D 5 0 0 0
E 5 6 0 0
#F 8 2 0 1

BO(ERED)

“FHEE’ %‘E/éo ” «Eﬁi» : ¢

T, il R, Eh. R
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appearing note

G 2 8 0 0
A 2 7 0 0
B 3 1 0 0
Most frequently #F G / C

2.5.2.5 /NHE « A 3% (“Nan You Jia Yu” in Xiao Ya)

FAAT G R, AOREE,
A 5 8, &Rl
FABAKR, HIRZ.
BB, AR

A THIH,
A THIH,
A THIH,
A THIH,

e B e LUTT o
A
%gﬁﬁg‘xl@\ [}

AL o

AL

In the South there are fine fishes, in great numbers they are taken under baskets; the lord has wine,

fine guests feast and rejoice ().

In the South there are fine fishes, in great numbers they are taken in wicker traps; the lord has wine,

fine guests feast and are delighted.

In the South there are trees with down-curving branches, the sweet gourds cling to them (b); the
lord has wine, fine guests feast and comfort him.

Flying are the chuei birds, in great numbers they come; the lord has wine, fine guests feast and

second him.

(a) In st. 3 and 4 we have the final verb as transitive: “they feast and comfort him, they feast and second
him”, and might therefore be tempted to take lo here also as a transitive verb: “they feast and rejoice (him)”.
But the par. In other odes show that when the line ends with the verb, this is intransitive, e.g. ode 161: kia
pin shi yen yi ao; ode 195: we lun sii yi pai, etc. (b) So the clients cling to the lord, cf. ode 4 (Karlgren

1950:115).
(16)

Character | Fg H o £ b7 d IR £ £ P g2 H |
Tone P S P P P P Q Q P S S S
Letter C G B A B A E A G A #F | E
notation

Character | 5% | & |0 |# WL |#% |§ | |# |f& |A |R
Tone P P R Q S R P S P P P P
Letter B C G A D C C A F E #F | E
notation

Character |3l | |H |+ |A |W |#% |& | |# [ |
Tone Q Q P S S S P P R Q S Q
Letter G A G A C E C E D C A C
notation
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Character | | |& | A& |H |31 |[& |2 |& | |A |K
Tone P S P R P P S P P S S S
Letter C D B A C G A C C D C E
notation

Character | 3% |& | |# |& |z | | |& |8 | & |R
Tone P P R Q P P P P S P P P
Letter D C B A D C C D C E G A
notation

Character |z |B | H |+ |fH |¥W |#% |& | |[#& | X | &
Tone P P P S S S P P R Q Q P
Letter #F E C E G A #F E D C A C
notation

According to table (16), C, G, B, A, E, #F, D and F all show up, but it is not a typical heptatonic

scale because of the appearance of note F which is another pianyin named Qingjue. The rearranged

notes as a natural scale starting from the ending note C is C, D, E, F, #F, G, A and B. It could be

a Gong mode, but it is not a Yayue gong mode since it does not have a heptatonic scale. Table (17)

below is based on the same computational procedure.

(17)
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 13 3 3 1
D 3 3 0 2
E 6 4 1 0
F 1 0 0 0
#F 3 1 0 0
G 4 2 1 1
A 3 6 5 1
B 4 0 0 1
Most frequently C A A D
appearing note

2.5.2.6 /IMHE « F 11152 (“Nan Shan You Tai” in Xiao Ya)

iy

LA E, dbihfsk. REFT, ARk, REAT, HHEED.

0
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A, b, SEE T, BX 6. BEE T, HEMEE.
AR, bl s. 2887, ReXEE. $EE T, EEAC.
AR, Jblfatl. EE T, BAES. $EE T, EELX.
FLLAM, dbIAEIR. SEHT, BANE. REA T, RUHEIE.

B I

On the Southern mountain there are t’ai plants, on the Northern mountain there are lai plants;
happy be the lord (a), he is the foundation of the state; happy be the lord, a longevity of a myriad
(years) without end!

On the Southern mountain there are mulberry trees, on the Northern mountain there are poplars;
happy be the lord, he is the light of the state; happy be the lord, a longevity of a myriad (years)
without limit!

On the Southern mountain there are k’i willows, on the Northern mountain there are plum trees;
happy be the lord, he is the father and mother of the people; happy be the lord, may his reputation
never end.

On the Southern mountain there are k’ao trees, on the Northern mountain there are niu trees; happy
be the lord, how should he not have a vigorous old age? Happy be the lord, may his reputation be
flourishing.

On the Southern mountain there are kii trees, on the Northern mountain there are yii trees; happy
be the lord, how should he not have a high old age (b)? Happy be the lord, may you preserve
(protect) and govern well your descendants!

(a) Or, with another school: “happy and good be the lords”. (b) Properly: “yellow old age”. The comm.
Assert that huang ‘yellow’ refers to the faded hair (Karlgren 1950:116).

(18)

Character | |1 | |2 |46 | Wb |FH |& |% |& |BA |TF
Tone P P S P R P S P R R P S
Letter C D B A B A D C B C B A
notation

Character | ¥ |x¥ |z |& |4 |& | |1 |& |& |& |¥
Tone P P P P R R P S Q Q P P
Letter G A C G #F G A E C E D C
notation

Character | |1 | A |& |4 | |FH | |% |& |H |TF
Tone P P S P R P S P R R P S
Letter C D #F E C E D C #F G B A
notation

Character | ¥ |x¥ |z |6 |%# | & | |17 |& |& |f& |&#
Tone P P P P R R P S Q Q P P
Letter C A C G B C #F E G E D C
notation

Character |p§ |1 |A (& |d6 | |H |F |8 |& |E |71
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Tone P P S S R P S S R R P S
Letter C G B A G A D C B C B A
notation

Character | |2 | X % |&£ A |7 | |5 | A B
Tone P P S S R R P S R P R S
Letter A #F E G #F G #F E #F E D C
notation

Character | |t | A |[# |46 | |FH |# |% |& |H |TF
Tone P P S S R P S S R R P S
Letter C D C E A #F E G #F G B A
notation

Character | &' | A |H |& |%# |& | |1 |# | & |£ X
Tone P R P Q R R P S R P S Q
Letter G A D C B C #F E B A G C
notation

Character | |1 |H |#M |db | |FH | |4 | | B |71
Tone P P N S R P S P R R P S
Letter C E #F E B A D C B C B A
notation

Character |18 | A |% |#H |[% | | B |7 |k | X |#@ |
Tone P R P S R R P S S Q S S
Letter A #F E G #F G #F E A G C
notation

Table (18) shows that the notes included in this score are C, D, B, A, G, #F and E which makes
it a heptatonic scale. Starting from the ending note C, the scale is rearranged to fit the natural order
which produces C, D, E, G and A with #F and B as two pianyin. It is thus a Yayue gong mode.

Table (19) after applying the consistent computational procedure is created.

(19)
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 13 5 3 6
D 6 4 0 1
E 5 9 2 0
#F 6 2 0 7

o (BFFE) 9B, B, (RED) - &, s, 7
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G 5 5 1 6

A 10 6 1 2

B 5 2 0 8
Most frequently C E C B
appearing note

2.52.7 BJ& « FEFE « BBE (“Guan Ju” of Zhou Nan in Guo Feng)

BHRABENG, 7R 2. ZFIRIRLL, BT,
DFEFR, KA. FRR, ERRZ.
R, FEREMR. &ifsk, BRiESA.
DFEFR, KARZ. FiRi, BERKZ.
SEFFR, EABZ. G, HEEL.

Kwan-kwan (cries) the ts’ii-kiu bird, on the islet of th river; the beautiful and good girl, she is a
good mate for the lord.

Of varying length is the hing waterplant, to the left and the right we catch it; the beautiful and good
girl, waking and sleeping he (sought her:) wished for her; he wished for her but did not get her,
waking and sleeping he thought of her; longing, longing, he tossed and fidgeted.

Of varying length is the hing waterplant, to the left and the right we gather it; the beautiful and
good girl, guitars and lutes (befriend her:) hail her as a friend.

Of varying length is the hing waterplant, to the left and the right we cull it as a vegetable; the
beautiful and good girl, bells and drums cheer her (Karlgren 1950:2).

(20)
Character | | B |8 |0 |76 |W | | |% |5 |7 | &
Tone P P P P S P P P S S R S
Letter D B A B D F E D A B D
notation
Character | B |¥ | |® |2 |£ |47 |® |&A |4AH | |Z
Tone P S S P P P S Q S Q P P
Letter D A B D D B A B A B C D
notation
Character | %7 |35 | | & |8 |#% |k |2 [k |2 |&~ |18
Tone S S R S Q Q P P P P R R
Letter G A C F E F E D D B A B
notation
Character | %8 |[#% | & |k | #& [#& |[#& |8 | | ¥ | x|

7 (BFFE) = W, R, SFRMEFER. » B EFE “Br. GRIX = i, Hd.



(o))
3

Tone Q Q P R P P P P S S S R
Letter F G B A F G F E D B C D
notation

Character |2 | 2% |4F |¥ |A | A |X |2 |& | |#W |«
Tone P P S Q S Q S P S S R S
Letter D C B A E A B D F G A B
notation

Character | % | & | K |2 |2 |£ |37 |® |&K |4H |%& | &
Tone P R S P P P S Q S Q Q P
Letter A F E F E D E A A F A B
notation

Character | %7 |5 | | & |# | & P

Tone S S R S P S R P

Letter D B A E D B C D

notation

Table (20) shows that the notes included in this score are D, B, A, F, E, C and G. It belongs
to Qingyue mode because it consists of F and B as two pianyin. Starting from the ending note D,
the scale is rearranged to fit the natural order to get D, E, F, G, A, B and C. It is a Qingyue shang

mode. Table (21) is produced after applying the consistent computational procedure.

21
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 2 1 0 2
D 13 3 0 2
E 4 4 1 0
F 4 3 3 1
G 1 2 1 0
A 2 6 4 4
B 6 8 2 1
Most frequently D B A A
appearing note
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2.5.3 Note-tone relation and mode facts

To comprehensively observe the potential relation between the notes and the tones, a numerical
statement is made as shown in (22). The statement is carried out based on one precondition that if
there are multiple notes appearing most frequently under the same tone, those notes are ruled out.
Moreover, the only note appearing under one tone category is not taken into consideration. Those
two situations are labeled N/A in (22). The cells marked grey indicate that the referring tonal
categories do not exist in the odes. The numerical statement is demonstrated in the order of Xiao

Ya, Da Ya, Guo Feng and Song.

(22)
Most frequently appearing note under each tone
Mode
Level Rising Departing Entering

FE g C E A A Yayue

gong

Vq4t A C C G Yayue

gong

BEEE A C G N/A Yayue

gong

AR #F G C Yayue

gong

A 3% Fa C A A D Gong

/] \ HILEE C E C B Yayue

iz gong
EEERK N/A G G B Qingyue

shang

IS N/A G B C Yayue

gong
5 N/A B C N/A Qingyue

YF E D N/A G Gong
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= N/A N/A D N/A Unclear
() (G&A) (G&A) (G&A)
PN AR G A A B Shang
i (H &)
I D B N/A G Shang
)
JEFE - R B D B A A Qingyue
shang
JH G« &= E A F D Qingyue
shang
JEFE « HH A N/A N/A N/A Qingyue
shang
A« BB D B A N/A Unclear
Bire » K& D N/A D N/A Unclear
A « KIE A D N/A N/A Unclear
I A - BE C N/A B Qingyue
zhi
T L« JHLERL G N/A A B Qingyue
gong
R« HER A B N/A E Unclear
T, - KB A G B B Qingyue
SR, « A D A G G Shang
BE - E A B G Unclear
ZJE, o FHE N/A N/A N/A B Unclear
B Ja « P D B N/A E Unclear
B« B H A A A A Shang
JEIRE o I A D F B Qingyue
Jjue
JERH » 2 G A N/A G Qingyue
Jjue
P JERH « RIR A E N/A A Unclear
T &R . B A N/A E Unclear
(—#&)

As demonstrated in the table in (22), twenty-eight positions are labeled N/A in total which

means in those positions either there are multiple notes appearing most frequently under the same

tone or there is only one note appearing under one tone category. Among those twenty-eight N/A
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positions, fifteen of them show up in the odes with insufficient or unclear mode information, which
accounts for 67.86%. Among the twenty-two odes that have sufficient and clear mode information,
eleven odes have certain most frequently appearing notes to match all the tonal categories, eight
odes have certain most frequently appearing notes to match three out of four tonal categories and
those two situations take up 86.36%. This indicates that in a perfectly scored ode, there is a
tendency that certain notes are selected to match certain tonal categories, and an accurate mode is
accompanied by an ideal matching of the tones and musical notes. In other words, tones, notes and
modes worked in an interactively influencing system when the odes were scored.

The matching of the tonal categories and the notes also shows an interesting trend. Since there
are thirty-two odes being observed in total, ideally each tone category has thirty-two vacancies for
certain most frequently appearing notes to match. Surprisingly, for level tone, rising tone and
departing tone, note A has the most frequency of occurrence and appeared ten times, seven times
and seven times respectively. For the entering tone, note B appeared eight times and has the most
frequency of occurrence. Specially, note A has the most frequency of occurrence in all the four
tonal categories of Qi Yue in Guo Feng. Note A and note G have the most frequency of occurrence
in three tonal categories of Song Gao in Da Ya although they are ruled out.

The mode information also presents a consistency that some certain categories of odes have
preference of modes when they are scored. As shown in the numerical statements, six odes in Xiao
Ya are scored with Yayue gong mode, which accounts for 66.67%; half the odes in Guo Feng do
not have clear mode information and 75% of the odes of the other half are scored with Qingyue
mode. Regardless of the small database set for Da Ya and Song, they both show consistency in

mode when scored.
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2.6 Interim summary and further discussions

After collecting thirty-two scored odes in Yuan’s Shijing gupu, a comprehensive and careful
data analysis was carried out including tone marking, musical note transcribing and mode defining.
In the procedure of the analysis, it was noticed that tones, notes and modes worked in an
interactively influencing system when the odes were scored; mode information reflects the
category of the odes; note A (note La) is very popular to be used in scoring the odes collected in
Shijing gupu. It is beyond all doubt that this study has limitations due to the size of the database,
as well as the potential errors in the existing edition may also lead to some uncertainties of the
results. But in despite of that, those bilateral characteristics revealed are meaningful in extending
the methodology to a more largescale database. Aside from the interactively influencing system
built by tones, musical notes and modes, it is also a notable fact that all the thirty-two odes collected
in the Shijing gupu are composed in a four-quarter time (See Appendix A in Appendices), and they
are consistently framed in four-character poem lines with occasional longer ones. In musical
notation, a bar or measure is a segment of time that holds a specific number of beats in which each
beat is represented by a specific note value. During the process of transcribing the musical settings

of the thirty-two odes from Liilii zipu 1# &5 55l and Gongche pu T.JXGE to staff notation, bars are

used to mark the boundaries of every segment of four beats. A bar serves as a natural separatrix of
every two four-character poem lines in general. On this ground, the analysis on the basis of
Shijing’s poetic and musical features paves the way for further studies on the poetic prosody of
Chinese poetry and especially provides possible explanations to the regularization of regulated-

style verse as will be specified in Chapter Four.
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Chapter III Pentasyllabic Poems and Tonal Regularization in an Embryonic Stage

As the origins of Chinese pentasyllabic (five-character) poems will be discussed, this chapter
narrows down the scope to the rise of pentasyllabic lines in the post-Shijing era starting from the
Han dynasty (206 B.C.—220 A.D.). As influential factors of bridging the old pentasyllabic verse
and the ones with tonal regularization, the functions and features of the songs of the Music Bureau
are introduced. Because of the intimate relation, the prerequisite of taking the songs of the Music
Bureau as appropriate candidates to step into the analysis of the tonal regularization in an

embryonic stage is preferable.

3.1 The Origins of Chinese pentasyllabic poems

Even though there was not a clear dividing crest, the post-Shijing era starting from the Han
dynasty saw a sprouting of pentasyllabic verse either serving as a part of a whole poem or in its
own independent presenting form. The occurrence of the pentasyllabic verse has, without a doubt,
triggered and paved the way for the emergence of poetic regularity of the recent-style poetry. On
this ground, figuring out the headstreams of the pentasyllabic poems and how the poetic style
transited from the tetrasyllabic (four-character) verse to the pentasyllabic verse is essential.
Generally speaking, there are three standpoints regarding the origins of Chinese pentasyllabic
poems. Some state that Chinese pentasyllabic poems originate from Shijing. Others believe that it
is in the ordinary people where the pentasyllabic poems root, which is partially supported by the
third viewpoint. In particular, the third viewpoint holds that the direction of transition does not
have to be from tetrasyllabic verse to pentasyllabic verse, making the development of the poetry

diversified.
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Evidence showing that Chinese pentasyllabic poems originate from Shijing during the Pre-Qin
period (2100 B.C.-221 B.C.) mostly derives from the statements in Wenzhang Liubie Lun
XERUNE  of Zhi Yu BJE (c. 250-c. 300) from the Western Jin dynasty (266-316) (Liu

2017:81).
() B2, A= . Tl AE. L. . seeRU s 2, T
— WA, RN F ], I, B LA . L HEH, R EmAm, LT
WE” 2 Eatd.

It states that the number of the characters within each poem line varies and poem lines with
three characters, four characters, five characters, six characters, seven characters and even nine
characters exist. The ancient poems were basically built with tetrasyllabic lines with one or two
occasional lines having different numbers of characters. The pentasyllabic poems are deduced this
way. In fact, there are quite a few pentasyllabic lines in Guo Feng, and even Zhou Song and Shang
Song of Shijing. The largest concentration of pentasyllabic lines are found in Da Ya and Xiao Ya.
These are works either from the Shang dynasty (c.1600-1046 BC) or the early Western Zhou
dynasty, which consolidates the hypothesis that pentasyllabic lines in Shijing are the embryonic
forms of pentasyllabic verse. Despite the fact that there is not a piece of work structured solely in
pentasyllabic lines as a whole in Shijing, the possibility of the existence of the pentasyllabic verse

during that time should not be ignored. You Shi {&jii (?-?)’s Xia Yu Ge Hz743K is a good example
of pentasyllabic verse found in the Spring and Autumn period (c. 771-c. 476 B.C.): “lx ¥4 2 & &,

ANE K. NEERYE, SR, Produced in almost the same period with some of the

poems in Guo Feng of Shijing, this four-line verse consists of three pentasyllabic lines that take

on a look of the embryonic form of a pentasyllabic poem. Given that ample evidence of the
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existence of pentasyllabic lines is provided, Shijing is widely believed to be the origin of
pentasyllabic poems.

Be that as it may, the subtle difference between “originate from” and “start from” makes the
hypothesis that Shijing is the headstream of pentasyllabic verse be interrogated. Luo (2009) stated
that what Zhi Yu tried to tell is that pentasyllabic poems later produced are intricately connected
with the pentasyllabic lines, mingled with the tetrasyllabic verse of Shijing. Having close
connection does not mean pentasyllabic lines in Shijing equal pentasyllabic verse produced later.
The evidence provided by Shijing only proves where pentasyllabic poems originate from, but not
where they start from. A rise of a new literature form is highly influenced by the regional culture,
society and the life of civilians from different social statuses. It is a universal rule of creating a
new form of literature at all times and in all lands. As a result, the form of pentasyllabic verse must
be produced through long-term brewing by poets among the people and then attract the attention
of the literati who later introduced this new poetic form into the literary arena. On this ground, the
pentasyllabic lines found in Shijing might be too limited to be the headstream of the prevailing
pentasyllabic poems.

When the transition from tetrasyllabic verse to pentasyllabic verse is commonly agreed on
regarding the development of Chinese poetic forms, different voices arise to interrogate the
directions in which the poetic forms evolve. This interrogation asks people to reconsider the
traditional view on the origin of pentasyllabic poems. Traditionally, Chinese poetic forms are in
unitary and linear development in which complicated poetic forms are preceded with simple poetic
forms. Simplicity and complexity are widely referred to the number of characters each poem line
contains. Obviously, pentasyllabic poems are derived from tetrasyllabic poems under this

presupposition. People who call this presupposition in question believe that it is highly possible
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the development of Chinese poetic forms are multidimensional and the number of characters
within each poem line is not the only criterion to classify the complexity. This conjecture is based
on the influence on poetry from the diverse forms of ballads among the people. Different social
status and educational background make people not intentionally regularize the art forms they
create to be unitary. Multidimensional forms are what people see from collections of their
achievements. From this point of view, poem lines with different numbers of characters may exist
at the same time, and poems produced with lines of different numbers of characters may also be
in the majority.

No matter Shijing or a wider range of literary forms rising among the people, they both provide
possible sources of the embryonic form of pentasyllabic verse only. A more systematic and
organized look at pentasyllabic verse later tured up in the works among the literati, such as Songs

of the Music Bureau.

3.2 An introduction to the songs of the Music Bureau

The songs of the Music Bureau are actually a subcategory of the Music Bureau literature.
Regarding the definition of the Music Bureau literature, Luo (1996, 2019) divided the Music
Bureau literature into two main categories. The literary pieces that can be composed with music
(Ruyue zhe N%%35) include ballads, poems, lyrics composed by the musicians, lyrics composed
according to the old music scores and the alteration of the sounds and music scores. The literary
pieces that cannot be composed with music (Bu ruyue zhe /S N\%%3) is another category which is

also considered as the Imitator (Fangxiao zhe 1j%#). In the first category, the ballads, poems

and lyrics composed by the musicians are known as the Creator (Chuangzao zhe £li&i#5), while
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the lyrics composed according to the old music scores and the alteration of the sounds and music
scores are counted as the Imitator.

Diachronically speaking, the Music Bureau literature is mainly composed of Creators and
Imitators from the Han dynasty, and Creators and Imitators from the Northern and Southern
dynasties. Differences lie in both the format and the content. Most of the Music Bureau literature
from the Han dynasty are long pieces with pentasyllabic lines or lines with random numbers of
characters, and the topics are mainly about social issues. The Music Bureau literature in the
Northern and Southern dynasties are pentasyllabic poems with four lines for the most part and
comparatively speaking, most of them talk about love stories between young people (Luo 2019).

The evolution of the Music Bureau literature is briefly shown in the following table transcribed

based on Luo (2019).
2)
Music Bureau Literature
Era Dynasty The Han dynasty The Northern and
branch Southern dynasties
branch
206 B.C.-A.D.195 Han create ¢
196-316 Wei and Jin imitate |
317-588 Northern and imitate ¥ create
Southern |
589-840 Sui and Tang A imitate

Based on the fact above, it is not difficult to infer that the Music Bureau literature of the Han
dynasty is the literary form integrated with creativity.

Most authors of the Music Bureau literature of the Han dynasty are common people. In the
Western Han dynasty (202 B.C.- A.D. 9), the literary forms mostly consisted of poems with three-
character lines and four-character lines. It is because the Western Han dynasty inherited the

tradition of the Zhou and Qin dynasty and imitated the Shijing and Li Sao. When it came to the



77

Eastern Han dynasty (A.D. 25-220), the literary forms tended to be more systematically inclined
to poems with five-character lines which are also known as pentasyllabic verse.

The songs of the Music Bureau in the Han dynasty are considered one of the earliest poetic
modes to have had a major impact on later Chinese lyrical traditions (Cai 2008). The “Music
Bureau” originally referred to the imperial institution that administrated music. Most musical
forms being taken charge of by the Music Bureau are counted as the Music Bureau Arts.

The Music Bureau of the Han dynasty not only administrated music in a limited sense, but also
considered other forms of art including dancing and local operas. The functions of the Music
Bureau were assisting worship and holding ceremonies as well as providing entertainment, which
was widely considered as the major function. This was the reason for which most interesting and
novel forms of art were collected into the Music Bureau (Qian 2000). The Music Bureau Poems
were rooted in the Music Bureau of the imperial court, and were one outstanding form of
manifestation out of the diverse artistic patterns administrated by the Music Bureau. The songs of

the Music Bureau were known as geshi (3kiF, poems sung with music). Zhao (2005) brought up

that the appearance and development of geshi was to assist the entertainment in the imperial court.
It was not a simple form of chanting, but was a combined performance of poem, music and dance.
According to the three different occasions the geshi performance was held, three different patterns
of the performance were revealed. The three patterns were solo, a protagonist with accompanists,
and dancing with singing respectively. As a result, the forms of literature, the range of subjects
and the features of linguistics were adjusted to the diverse patterns above.

With the name geshi, it is not difficult to imagine that there must be a close relation between
the two substantial forms, “ge” and “shi”, in terms of the concept. It was understood that the

information of the poems in the Music Bureau geshi were carried by the forms of music and arts,
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and thus the forms of music and arts were known as the purveyor, which conveyed the image and
exaggerated the emotion of the poems. Wu (2006) pointed out that there was a mutually restricted
relationship between poetic prosody and the accompanied melody. From the very beginning, both
poems and musical melodies assisted people to build a satisfying connection between physical
drive and rhythm or meter. As a result, the consistence in seeking for a regular form of rhythm or
beats became the essential connection between poems and music. The definition of the songs of

the Music Bureau has been well presented in “Music Bureau No. 7 of Wenxindiaolong S U RERE -

(3) “BUNFE, BHOK, HAEH. 7 COLHEE) -%IFH+L

(The Music Bureau Poem is a form in which the pentatonic scale'® are decided by the

length, pitch and voicing of the sound, and the six /ii and six /ii match the pentatonic scale.)

As mentioned above, the consistency between poems and music is rhythm or beats. As
revealed in “Music Bureau No. 77 of Wenxindiaolong, the mechanism that makes such connection
realized is the matching or mapping between the pentatonic scale in music and the length, pitch
and voicing of the sound. More evidence regarding the relation between poems and music can be
found in the following sentences in “Music Bureau No. 77 of Wenxindiaolong:

(4) VLR FER, 05 -, SF R 3, B b, AT, WA, 7

(The common citizens sing folk songs and the pedestrians collect the poems circulated
among the people. The musical officials accompany the poems with melody. The

emotional mood expressed by the poems and the style conveyed by the poems will

influence the music.)

14

=

CHURTES RSB0, BB A YA YAROIERE, BTN R LS 0 fER, B HEIEHR
jo bR}

18 Zhou Zhenfu in Wenxindiaolong Zhushi annotated that % actually referred to pentatonic scale. The pentatonic scale
are gong =, shang [, jue ffi, zhi £ and yu . In the numbered musical notation, the pentatonic scale are matched
as 1,2, 3, 5, 6. £ refers to six /i and six 4i which include #8%, K%, Ik, 262, #HA, B4, KB, B FH 5,
g, A, AIEHE.
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(People hence know that poem is the heart of music and sound is the shape of music:
Because sound is the shape of music, the musician has to tune up; Since poem is the
heart of music, a man of noble character should correct his writing.)

“NEERRIIRE, BRI, ERukEE, ARREEE.
(All the lyrics along with the music are named poems and the sound of the poems is

called songs. The sound is accompanied by the lyrics ever since, and the lyrics are too
complicated to adjust.)

From the evidence above, a picture of the intimate relation between the poems and the music
that accompanied the poems to make them the geshi in Han dynasty may be possibly drawn. The
fact reveals potentially comparable features of poems and music regarding the tones and the modes,
the rhythm and the beats, etc. This echoes what has been discovered in Chapter II.

In fact, the relationship between pentasyllabic poems of the literati and the Music Bureau is
about nothing but whether those pentasyllabic poems could be performed as songs. The answer to
this question is clear when the rises of Chinese ancient poems is considered to be on the basis of
singing and performing among the people. As an important starting stage of the development of
the pentasyllabic poems, the Gushi shijiu shou (Nineteen Old Poems) marks the systematization
of producing poems with pentasyllabic lines. Although the date of the “Nineteen Old Poems” is
uncertain and the authorship is anonymous, some of the poems it collects are taken as the “old

songs of the Music Bureau”. Moreover, “Beifang you jiaren” (At 7 H £ N), “Jiangnan” (YLF4)

and many other poems from the Han dynasty haven been performed as songs (Zhao 2010). It can
be inferred that the more organized pentasyllabic poems of the literati in the Han dynasty are
closely connected to the songs of the Music Bureau. In other words, the songs of the Music Bureau

are possibly the origins of the pentasyllabic poems of the literati in the Han dynasty.
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3.3 Hypothesis on the superiority of pentasyllabic poems in regularization

Supposing the development of Chinese ancient poetry was presented in a transition from poem
lines with fewer syllables to a complicated poetic structure showing lines with more syllables, two
questions must be asked. First, what are the reasons for the pentasyllabic poems instead of the
tetrasyllabic poems being popular and widely accepted by the literary circle starting from the Han
dynasty? Second, what makes the tonal regularization arise in pentasyllabic poems only, but not
found in the tetrasyllabic poems?

To answer the first question, Ge (2006) analyzes the change of literary forms and poetic style
of tetrasyllabic poems from the Zhou dynasty to the Han dynasty, and makes legitimate inferences.
The fact that the ancient Chinese is comprised of a majority monosyllabic morphemes in the
majority makes reduplication and function words the two basic and essential elements to rhythmize
the tetrasyllabic poems. Generally speaking, in most cases two tetrasyllabic hemistiches form a
complete poem line which is grammatically correct. Arranging certain tetrasyllabic structures in
appropriate sequences is another major factor to produce the tetrasyllabic verse in rhythmic fluency.

That being said, this routine has been broken since “Cheng Xiang Pian” (J{4H %) by Xun Kuang
AP (also kown as Xunzi #j ¥, c. 310-c. 235 BCE) who made important changes to the syntactic

structures of certain tetrasyllabic lines. Accordingly, a great number of tetrasyllabic lines are
syntactically independent. For instance, there are forty-seven tetrasyllabic lines in “Cheng Xiang
Pian”, forty-five of which are grammatically correct and syntactically independent without the
help of function words. Along with the changes in the syntactic structures is the development of
the rhythmic structure and the discourse setup of the tetrasyllabic verse. On the one hand, the
connection between two syntactically independent tetrasyllabic lines is tightened in order to take

on a similar look with the traditional tetrasyllabic lines found in Skijing. On the other hand, the
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works that run over in length are divided into several chapters to avoid being disorganized. Due to
the fact that tetrasyllabic verse are typically presented in shapes of stringing ornate words and
phrases together, there is a loss of the restrictions in coherence between pome lines. Such a feature
makes the tetrasyllabic verse inadequate to narrate. The monotony in rhythmic structure and the
limitations in narrating of tetrasyllabic verse gives pentasyllabic verse a chance in the development
of the Chinese poetry. Being abundant in syntactic structures and flexible in using both notional
and functional words makes pentasyllabic lines more easy to narrate. The immanent rhythm of the
tetrasyllabic lines that is generally considered “2+2” is also taken over by diverse rhythmic
structures of the pentasyllabic lines.

The key to the second question regarding the tonal regularization showing only by the
pentasyllabic verse will be noticeably clear when the relationship between the four tones and the

pentatonic scale is explicitly discussed later in this chapter.

3.4 Geshi and Yongming style poems

It has been well posed in Wu (2006) that the songs of the Music Bureau have affected the
development of Yongming Style poems from every aspect that not to be neglected. As it is widely
accepted, the two features, namely the four tones and the eight defects make Yongming Style
poems quite unique and a transition stage to regulated verse. As a result, the relation between geshi
and Yongming Style poems focuses on the comparison between musical features of geshi and

poetic features of Yongming Style poems.

3.4.1 Four tones and the pentatonic scale

Wu (2006) brought up that the pentatonic scale used in music and the four tones used in poetry

composing are not necessarily just in a relation of borrowing, but are also tied closely together.
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According to Shen Yue, in his &°47/# 75 [ Answers to Lu Jue] and &% 4 12 [ Answers to Zhen

Gong], Shen Yue revealed the application of the pentatonic scale in composing poems when the

four tones were also taken into consideration as seen in (5).

(5)a. ANCEZ B8R, [FE LB,
(The prosody of literary works are comparable to the sound and melody of music.)
b. W H, i hiE.

(The application of the four tones does not have to affect the application of the

pentatonic scale.)

c fEHERE, HHINE,

(The persons who write pentasyllabic poems are good at using the four tones.)

It was firstly argued that if the poems are composed to satisfy the requirements of music, one
possible measure is to make the pentatonic scale the key elements in composing. However, it is
very difficult to imagine how the mapping would be manipulated, as Shen Yue replied to Lu Jue,
“EBREZEAT, XTrzmBEE, UREZE, B4 (There is the pentatonic scale in
music but ten thousands of differences among the characters. Using the numerals and wide-ranging
situation of characters to yield to the regulation of the pentatonic scale). If the four tones are used
instead to make poems infinitely close to music, the procedure would be greatly simplified.

However, this argument was questioned by Zhen Gong, and in the reply, he emphasized that
even though the four tones were used to compose poems, it did not depreciate the value of the
pentatonic scale. Seeking common ground while reserving differences is what could be done to
maintain a cooperative relation between the two.

Furthermore, the more the composing of a poem accords with the nature of music, the easier

the poem is to be sung, considering the original function of the existence of poems.



83

Briefly speaking, Shen Yue stated that the tonal pattern of poetry was inspired by musical
melody and different patterns integrated with the musical melody through certain rational
combinations. Because of such an intimate relation, the perfection of the poetic prosody is a
prerequisite for poems to be performed more easily with musical melody.

According to Wu (2000), many literati and scholars have well stated the relation between the

four tones and the pentatonic scale. Li Gai Z2#f (?-?) in Z2544€/7 (Yinyun Jueyi Xu), Yuan

Jing JoiR (?-?) in “F¥BEMNS -5 (Shisuinao-Diaosheng)”, and Xu Jing’an in 7 Z %2 (Wuyin

Xuangong) all argued for the mapping between the four tones and the pentatonic scale. Xu Jing’an
elaborated the relation as “JUE Ay L VPR, m& N P&, AN, B4 L, PIAEE”. More

interestingly, Duan Anjie in the late Tang dynasty once combined the four tones and the pentatonic

scale to mark music. Detailed arguments can be found in his f/4%3% 71 & 7 — -/ 74/ (Bieyue

Shi Wuyinlun 28 Diao Tu) in Z&/#75###% (Yuefu Zalu). Below is an excerpt from his theory.

(6) FERFRA I\, & A & 11 38, b L K, GHH A MSEEs; SRR, S e
BN A B R, IR L, A SR R LA B, SR SAR B =T . KR,
=ARAESE R AT AR, FE L B M B O, IR B R AU
HEEA LR, B,

(In the reign of Shun, the eight modes were represented by gold, stone, silk, bamboo, gourd,
soil, leather and wood respectively. There were eight hundred musical instruments or so
used. When it came to the Zhou dynasty, Gong, Shang, Jue, Zhi and Yu were used to
represent the pentatonic scale and the number of musical instruments were decreased to
five hundred. In Tang dynasty, the number of musical instruments were decreased to three
hundred. In the reign of Taizong, silk and bamboo among the three hundred musical
instruments were selected into the department of music. The pentatonic scale Gong, Shang,
Jue, Zhi and Yu were used and corresponded with the four tones which are the level tone,

the falling-rising tone, the falling tone and the entering tone. The Zhi mode had its sound



but did not have a tone.)
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Even though these hypotheses would need further demonstration with theoretical proof and

scientific support, the possible mapping between the two should not be ignored.

3.4.2 Eight defects and gu regulations

The Eight defects are used to restrain the forming of Yongming style poems. The Qu

regulations are used to regulate the shaping of the songs of the Music Bureau poems (Wu 2006).

The adjusted diagram below transcribed based on Wu (2006) shows the overlap of some of the

regulations.

(7) Overlap of the eight defects and qu regulations

Eight Defects

Qu Regulations

Pingtou: The first character of a pentasyllabic poem
cannot share the same tone with the sixth character.
All the four tones are included.

Pingtou: The first character of the second line
cannot share the same tone with the first
character of the first line.

Shangwei: In a pentasyllabic poem, the tone of the
fifth character cannot be the same with the tenth
character.

Hejiao: The tone of the final character of the
second line cannot be the same with the final
character of the first line.

Fengyao: In a pentasyllabic poem, the second
character cannot share the same tone with the fifth
character. Otherwise, the tonal pattern would be
thick at both ends, but thin in the middle, like bee’s
waist.

Yisheng siyong: All the four tones cannot be
repeatedly used within every four characters.

Hexi: The tone of the fifth character cannot be the
same with the fifteenth character. Otherwise, the
tonal pattern would be thin at both ends, but thick in
the middle, like crane’s knee.

Dayun: If taking “xin” as the rhyme, there cannot be

99 Gl LT

rhyme “ren”, “jin”, “lin”, “shen” and “chen” within

the first nine characters.

Dieyong Dieyun: If sharing the same rhyme,
only two characters can be put together, and this
situation cannot be extended to four characters.
E.g. xiaoyao, canlan, etc.
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Xiaoyun: The characters not in the rhyming position | Fanyun: Zhengfan is a situation in which
cannot use the rhyme. The worst case scenario characters not in the rhyming position use the
occurs within five characters. rhyme. Pangfan refers to tonal conflict.

Pangniu: Also known as “shuangsheng”, if “yue” is | Fansheng: Characters sharing the same
in a verse line, “yu”, “yuan”, “ruan” and “yuan” consonant cannot be repeatedly used.
cannot be there. The worst case scenario occurs

within five characters.

Zhengniu: If within a verse line, there is “ren” Characters sharing the same consonant and
already, other “ren”s cannot be there. rhyme cannot be repeatedly used.

As can be told from the diagram, the overlap on the regulations of pentasyllabic poems and the
music bureau poems occurs in Pingtou, Shangwei, Fengyao, Dayun, Xiaoyun, Pangniu and Zheng.
The only exception is Hexi. Statistically, 87.5% of the Qu regulations overlaps with the Eight
Defects, which to a large extent indicates that the similarities between Yongming Style poems and

the songs of the Music Bureau are not just coincident, but they might be in a hereditary relation.

3.5 Rhythm in metrical pattern and lyric structure

3.5.1 Unanswered questions regarding the poetic rhythm

As mentioned in Feng (2011), poetry is a kind of utterance effect with appropriate phonological

structures, realized through special and potential reference. On the basis of the concept provided

by Feng, Duanmu (2016) further narrowed the definition of poetry down to the repetition of the
rhythm of a poem line. It was posed that there should be a particular rhythm within each poem line,
namely the alternation of stressed syllables and unstressed ones. Of course, this position stands
only if the existence of stress patterns in Chinese poetry is admitted. If it is the truth, the following
conclusions could be made: Since patterns of stress is the nature of Chinese poems, every poem

must have rhythm because it is the alternation of stressed and unstressed syllables. However, when
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the statement of Duanmu was refreshed, it was mentioned that not all kinds of poems have rhythm
and some of the poem lines need to be reanalyzed to get the rhythm, and this judgment is kind of
self-contradictory with the previous viewpoint. Actually, many other scholars including Duanmu
himself have not given a precise definition to “poetic thythm”. Wen (1994) brought up that a four-
syllable unit is more stable, and a three-syllable unit is more active and relaxed. If the three-syllable
unit is used alone, the rhythm is less stable. Some also posed that the “empty beat” at the end of a
poem line will add a sense of elasticity and rhythm. It is not difficult to see that all the analyses
above are vague and from a sense of instinct. A concept from a scientific perspective is going to

be needed to clear up the hurdles for further study on the nature of Chinese poetry.

3.5.2 Questioning the echoes between lyric structures and metrical patterns in verse

In Duanmnu (2016), a lot of lyrics are provided to illustrate poetic rhythm and musical rhythm
is analogical. Duanmu divided the rhythm into “good ones” and “bad ones” according to stress
patterns in both poems and lyrics. “Hebian duikou qu” shown as follows in (8) illustrates how the

stress pattern would affect the rhythm (Duanmu 2016:44).

(8)

S W S W S WS W
X 0 0 0 X 0X
ik 2 =, & AR,
Zhang lao san, WO wen ni,

(Laosan Zhang, I ask you,)

SWSW S WS W
X0 X0 00X
R KX 2 4£ WER?
Nide jiaxiang zai nali?
(Where is your hometown?)
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According to Duanmu, in the first line, “Zhang laosan” is a multisyllabic word and the stress
is on the first syllable. “Wo” is not the head and thus receives stress. “Wen ni” is a disyllabic word
at the sentence final position, so “ni” is stressed. Since all the stressed syllables are located at the
stress maximum position, the rhythm of this lyric line is good. In the second line, “ni” is not the
head and thus receives stress. “Jia” is the first syllable of the disyllabic word “jiaxiang”, so it is
stressed. “Nail” is at the sentence final position, so “li” is assigned stress. All the stressed syllables
are located at the stress maximum position, and the rhythm is good as well. To elaborate the
prominent status of maximum in stress pattern, “Hebian duikou qu” is slightly modified to the

following formation as shown in (9) (Duanmu 2016:44).

)
S W S W S WS W
X 0 0 0 X 0X
ik 2 =, & AR,
Zhang lao san, WO wen ni,

(Laosan Zhang, I ask you,)

SWSW S WS W
X0 0 X 00X
RAIT B & A WEHL?
Nide jiaxiang zai nali?
(Where is your hometown?)

The modification is in the second lyric line. “Jia” is not the head and it receives stress
accordingly. However, it is located at a weak position, which breaks the stress maximum rule.
Duanmu mentioned that the breaking of the stress maximum rule makes the rhythm not satisfying.

At first sight, the judgment on the rhythm given based on the original lyric lines and the
modified lyric lines of “Hebian duikou qu” seems persuasive. However, after taking a second look
at it, some fallacies may be found before the establishment of such judgment. Firstly, lyrics that

come along with music belong to a completely different category from Chinese poetry. The
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requirement of tonal pattern and rhyming is not satisfied in the lyrics a hundred percent, not to
mention that the lyrics used in the example are produced in modern times. Lacking necessary
conditions, the modern lyrics are not comparable with Chinese poetry. Secondly, let us just assume
that the two objects are comparable. From the perspective of the lyrics themselves, the judgment
is still not solid. The SW stress pattern, namely a trochaic meter, was assigned to “Hebian duikou
qu” automatically according to the stress rules previously designed for Chinese. Another possible
reason for this kind of stress assignment that could be provided is because of the meter of the music.
The following numbered musical notation of “Hebian duikou qu” shows all the musical

information.

(10) Numbered musical notation of “Hebian duikou qu”!°

A 1 X O BA
1=D %
#HLRA it WTHERK

(s.*450|5510|i.i65]45410]i. 1565]

H

510> |0 o |s5.fa50|5510|i.i65]
(Fhik #£=, MR K #FK%S

|

45410|Ci. 1565|451 0)]i.1 30

TEHE B () & 8 %,

NN ~
231230 |5.632[232150[ (5.6 3 2|
T oWov, o WlAE = &7 H.

19 The numbered musical notation of “Hebian duikou qu” is downloaded and transcribed from
http://www.jianpuw.com/htm/ig/284031.htm
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It can be seen that the meter of “Hebian duikou qu” is 2/4 (duple meter), which means there
are two quarter notes within a bar and the beat pattern is automatically /p fp*°. However, with the
same lyrics, a piece of melody can have different meters and different beat patterns accordingly.
For example, 3/4 (triple meter) a musical meter characterized by a primary division of
three beats to a bar. It is quite easy to modify “Hebian duikou qu” to a triple meter and in that case
the beat pattern will change to fp p, which obviously does not yield to the stress pattern Duanmu
assigned to the lyrics. Moreover, the beat patterns within and across the bars are realized by the
musical features rather than the nature of the lyrics and thus have inconsiderable connection with

the stress pattern and stress theory brought up above.

3.5.3 More evidence from Chinese modern songs

According to the theory discussed above, the beats pattern of a song is relevant to the metrical
structure of the corresponding lyrics. The prerequisite is that the iambic meter dominates most of
the pentasyllabic or heptasyllabic verses used as lyrics. As a result, a strong-weak stress pattern

should be widely satisfied regarding the lyrics showing an iambic meter. A lot of examples of how

20 Musical Dynamics indicate the loudness of music. The Italian terms piano and forte are used to indicate soft and
loud, abbreviated as p and f. Mezzo (m) can also be added to p and f'to create mp (mezzo-piano) and mf (mezzo-
forte). Mezzo-piano (mp) is moderately soft and mezzo-forte (mf) is moderately loud. fff'is louder than ff; ff (fortissimo)
is louder thanf; f(forte)= loudly; mf (mezzo-forte) =moderately loud; mp (mezzo-piano) =moderately soft;
p (piano)=softly; pp (pianissimo) is softer than p; ppp is softer than pp (https://en.wikipedia.org/wiki/Dynamics).
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the stress pattern matches the beats of songs were found in Duanmu (2016). However, as
mentioned in 3.3.2, like many other outstanding examples, the “Hebian duikou qu” is just a
coincidence in which the SW pattern meets the beat since the song is a duple meter. Now think
about this, if a hypothesis is intended to become a widely accepted rule, an ultimate collection of
data is needed as supportive and solid evidence. This is why the so-called rule is not easily accepted
regarding the relevance between the music beats and the metrical pattern of the lyrics, not to
mention that many exceptions exist. Taking a look at the following two Chinese modern songs in
(13) and (16) in terms of their music beats and metrical pattern of lyrics, it could be found that the
two actually show a mismatch relation.

In order to construct the metrical scheme of Chinese verse and folk songs, Duanmu (2016)

proposed the Stress Rule of Chinese as shown below in (11).

(11) The Stress Rule of Chinese (translated based on Duanmu 2016:41)

a. For monosyllabic words, the major category (nouns, adjectives, adverbs and verbs)
should always receive stress while the minor category (conjunctions, prepositions,
pronouns and articles) should not (Halle and Keyser 1996).

b. For disyllabic words and multi-syllabic words, the stress is on the first syllable;
BEE. THEWRESAS FW

c. For the disyllabic words in sentence final position, the stress could be on the second
syllable;

)R (P AT PR 8 5 B ) L RS o

d. For 1+2 compound words, the stress rule is identical to the multi-syllabic words;
12 G, B[R 2 R

e. Disyllabic structures can be taken as disyllabic words;
8 5 B AR BT DR 8 T

f. Non-head Stress rule.
se R B ELEA A A, PO M
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The Non-head Stress rule (Duanmu 1990) stated that the non-head has greater stress than the
head in a syntactic head-nonhead (or nonhead-head) relation. Here below are some examples
introducing how the Non-head Stress rule is working with different syntactic structures of the

Chinese phrases.

(12) Examples elaborating the non-head stress rule (Duanmu 2016:41)

HrA ] [ ] ——SW
[Ht7 L] [ ]——SW
[FEE AL [ —WS
[EVRH] [ ——WS
[ [HHif]—WS
[HH] (] ——SS

[H=ET] (4 - ——SSW
[BMM#E] [P E]—SWS

First, Duanmu’s stress theory is used to analyze the metrical pattern of the lyric of the song

“Qingchun (Youth)”.

(13)%F F W febies, 3 Lm0 AR
qingchun de huakaihuaxie, rang wo pibei que bu houhui

(The flowering and withering of the youth, makes me tired yet not regret)

WERIRARRS A, & Ol A A i
siji de yufeixuefei, rang wo xinzui que bukan qiaocui

(The rain and snow of the seasons, makes drunk but pine away)

B omOE W OB, B ENRRESS
qingqing de feng qingqing de meng, qingqing de chenchenhunhun
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(The soft wind and soft dream, the soft morning and soft dusk)

WO T W R WK EE R R
dandan de yun dandan de lei, dandan de nianniansuisui

(The faint cloud and faint tear, the faint day and night)

According to this Stress Rules of Chinese, the lyric of “Qingchun” is reanalyzed with stressed
and unstressed labels in (14). In accordance with Duanmu (2016), the stressed position is marked
with “X” and the unstressed position is marked with “0”. The disyllabic word in sentence final
position has stress on the first syllable according to rule b in this example.

(14) FHEMAE e H

X00XXXX

AP AN AR M
X0 X000 X0

U () T 7
X00XXXX

R PO A A S
X0X00X000

$«< «(E/JJ—L K4 «<E/J =
X00XX00X

T RR B
X00X000

IR B IR IR TR
X00XX00X

R R
XOOXOOO

After taking a look at the reanalysis of the lyric with stressed/unstressed labels, it is found that
the lyrics itself neither forms a regular template of stress without the melody nor belongs to the

SW pattern preset as pointed out in (9). Taking the music score as shown in (15) into consideration,
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the stress patterns of the lyrics do not match the 6/8 beat pattern which acquires slightly more stress

on the first beat than the fourth one (fp p mp p p).

Ix(ee|11|22|66|33l22|77|66ilsﬂ

7 &

G XK iK°8)

(15)21
[ »
1=A §
¥ Em Em /*F D
R I R —
Em

% eol-eese 7li 76686l 777767|s~e|66367 |

e K padh
I\ 4k 2 BERL Rk
(mrl)z/ﬁ Em

Em /‘r Cmaﬂ/’l- Em

LRI BHER BREALR W, WREOH €

2B M B W RXH R4
e F AL

A7 MM S

T OEF CEIFM B R H

4FEMX 72 M K WkBAERE T T, £EMA r
5. e E WHER #&EHAA G R, PIEMM L

G

G

A % T
I33 2 !|213'
REMA R BNOY
e W MR
fF B Mo HKIE
EMW R F @ MW
M x M Ml
Cmaﬂ/’F D Em

l7777 215 56 |

R E Y Yo
wExILwE m il
BR VT 3R RE (1 h MR,
EN{E 1 [ % 1
WREEF ¥ b

i 1666122222 |6‘
% R iET OB H S
Wl R, B MKMW R Sk
9 X% & —AXH K &
% BAFHBE B K
E bR O OMHABRE
D G G G

. 1. N[N B
1777 2l244-33321(2713
B R F ﬁrﬁrﬁmm&mmm
BEER R K -8 Y M B
WRRA G A mxmw 735 RHL:)
WFRA A M K FHEEE F A X
HEmR R F W RRBR K K BHE
[1234 I's.
& e H3332 1213

WMot M 9 Ml
G \ G Cmaﬂ/‘[
3332'1/2'1 3 |77772|2-
KR & % MY KEMHEE Y

Gf-\
lz777 21211
SRR

5.

Em :
25I6'0‘000I|

Yo

21 The music score is transcribed based on the image downloaded from http://www.sooopu.com/html/85/85591 .html.
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Another example of the mismatch between the stress pattern of the lyric without music and the

beat pattern of the melody is seen in “Qizi” (Chessman) in (16).

(16) #8 B fx 426 ) SHER
xiang zouchu ni kongzhi de lingyu
(I wanted to get out of your control)

f A TR R
que xianru le anpai de zhanju
(But fell into the war situation arranged)

WA B9 1 B
wo meiyou jiangiang de fangbei
(I do not have sturdy defence)

R RE ATLLR
ye meiyou houlu keyi tui
(And am without a route of retreat)

S S R

wo xiang shi yikeqi

(I’m like a piece of chessman)
IR AR R RE

jintui renyou ni jueding
(Directed by your will)

AR W M e
wo bushi ni yanzhong weiyi jiangling
(I’m not the only general in your eyes)

e AEIR B M
queshi bugiyan de xiaobing
(But an inconspicuous private)

Then the lyric of “Qizi” is similarly reanalyzed following the preset rules of the stress with
stressed and unstressed labels in (17). Similarly, the disyllabic word in sentence final position has

stress on the first syllable according to rule b in this example.

(17) ARGE H PR3 1 B R
XX00X00X0
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AR T AR
0X00X00X0

PIATER SR I B5 5
0 X0X00X0

LERCEERE I RINDS
XX 0X0X0X

PG — R
0 XX X0 X

HERAE AR IRE
X 0X0X X0

AN TE VRAR r e — R4
00X 0X0XO0 X0

AR AR /NS
0 X0X00X0

Not surprisingly, same as “Qingchun”, the lyric itself neither forms a regular template of stress
without the melody nor belongs to the SW pattern preset as pointed out in (9). Moreover, the stress

patterns of the lyrics do not match the beat pattern of a triple meter shown in (18) which acquires

more stress on the first beat (f p p).

(1 8)22

22 The music score is transcribed based on the image downloaded from http://www.jianpuw.com/htm/ub/196701.htm.
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# ¥
1=E 3 C EHEFHG) ]
17 98 12
. TN TS

6-03|667|iii|2i7|6-63 | 66 7|

MOENE ey B, M E ¥R

’@ Jikﬁﬁﬁ‘ T i
5i7.|6-63]6.7|iiil3-21(3-36]
B Bt. #1 BAT LHHN & P4
6-5|65.5[217(6-63|6671[7-65]|
% O W OB O &, W "HE B AU
& A WRE B FME K. W@ RE# B ooE
— T — — T—— .
6--|6003:6--[6-06]6 -5]6 - 5|
iR, BB, & & E—~ TS
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Hl ZEEHFE, RAZE € HFE.

3.5.4 An interim summary based on the previous two case studies

The two case studies in 3.5.3 draw a clear picture of two questionable issues left over by
Duanmu’s stress theory in lyrics and music. The first one is about the mismatch between the preset
SW pattern in all regulated lyrics in Chinese songs and the actual stress patterns that are marked
according to the stress theory. It is difficult to imagine that all the Chinese lyrics obey the SW
pattern to assist the accompanied melody. The truth is no matter if the lyrics are pentasyllabic,
heptasyllabic or lines with irregular numbers of syllables, they capture the mind and willingness
of the author freely with appropriate syllable numbers and rhyming, other than taking the stress

pattern into account. Secondly, the stress patterns of the two sets of lyrics that are analyzed
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according to the conditions of Duanmu’s stress theory are irrelevant to the meters (beat patterns)
of the melodies. The meter of the melody is a template which allows diverse combinations of
different numbers of syllables, syntactic structures and rhyming types to fall into, which has

nothing to do with the so-called “stress pattern” of the lyrics themselves.

3.6 Rules in poetic practice on the songs of the Music Bureau

As mentioned above, the information of the poems in the Music Bureau geshi were carried by
the forms of music and arts. The forms of music and arts were known as the purveyor, which
conveyed the image and exaggerated the emotion of the poems. There was a mutually restricted
relationship between poetic prosody and the accompanied melody. Because of this, a collection of
the Music Bureau geshi become the most appropriate candidates to explore whether there are
potential stress patterns behind the geshi with many functioning as the lyrics of melody. The
hypothesis stays with the results revealed from the two case studies above, which showed the
irrelevance between the formation of the lyrics and the stress pattern that influences the mapping
between the lyrics and the melody. In the following discussion, a test on a group of Music Bureau
poems will be conveyed to consolidate the hypothesis and challenge the preset stress rule of

Chinese.

3.6.1 Preparation for the test

Luo (2019) categorized Yuefu poems into three groups, namely poems not with pentasyllabic
lines, poems with pentasyllabic lines and poems not from the Han dynastry. There are a great
variety of syllable and line numbers in the Music Bureau poems among which the poems with
regular five-syllable lines, in other words, the pentasyllabic Music Bureau poems account for a

large proportion. This led this study to narrow down the poem pool to the pentasyllabic Music
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Bureau poems to take advantage of their wide distribution, and to minimize the unpredictability
caused by irregularity. Accordingly, eight Music Bureau poems were randomly chosen from the
poems with pentasyllabic lines referring to Yuefu Songs with Regular Five-Syllable Lines
translated by Xianyi Yang and Gladys Yang (2001). By analyzing the syntactic structure of the
selected pentasyllabic Music Bureau poems, how well the formation of the poems match the preset

stress pattern brought up in Foot and Stress (Duanmu 2016) will be shown.

3.6.2 The designed test in practice

The eight pentasyllabic Music Bureau poems that are randomly chosen are as follows: [ BHF
(To a Faithless Husband), “8 &5 &EME1T” (A Wife Longs For Her Husband), “42#{47” (The
Fan), “#i 18775 (The Dried Fish), “Bf#17> (Homesick), “f #4217 (To a Husband Far
Away), “f#4T” (A Song in Slow Time) and “*FI#KES> (Captain of the Guard). In the test, the

mapping or mismatch between the preset stress rule of Chinese and the actual poetic performance
is analyzed. The preset stress rules are according to the stress rule of Chinese (Duanmu 2016)

listed in (11). To make the test procedures clearer, the rules are shown again.

(19) a. For monosyllabic words, the major category (nouns, adjectives, adverbs and verbs)
should always receive stress while the minor category (conjunctions, prepositions,
pronouns and articles) should not (Halle and Keyser 1996).

b. For disyllabic words and multi-syllabic words, the stress is on the first syllable;
BEW. THEWRESAS FW

c. For the disyllabic words in sentence final position, the stress could be on the second
syllable;
AR (15 BH AT ) ) B 2 B ) B ) AR S

d. For 1+2 compound words, the stress rule is identical to the multi-syllabic words;
12 G, B[R 2 R

e. Disyllabic structures can be taken as disyllabic words;
B W RER B n] DU B HTRA
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f. Non-head Stress rule.
sEE SRR BN A A, PO

Below is an example of “[HEHI” (To a Faithless Husband) which is showcased first to

illustrate the application of the preset stress rule.

(20) 1884 (To a Faithless Husband)

fgamil -3, Plain as snow on the hills,

R ZRH . Clear as moon among the clouds
EEEEETTp= Is your change of heart, they tell me;
HORARVRA - And so I’ve come to bid you good-bye.

A HF e, Today we’ve drunk a measure of wine,

B H 7K EH Tomorrow we must part by the canal.
RS I shall walk beside the royal canal

TEKER VL. Whose waters flow east and are gone,
AR, And wonder if my grief will ever end.

IR BEAN N No girl need cry when she’s married.

B —0N, If her husband is a single-hearted man
HERAHEE Who will not leave her till her hair is white.
(IES =23 Pliant the bamboo fishing rod,

fa R FELE . Wet, wet, the tail of the fish.

B E R, A man who valued constancy

I FHEE ] % Would set no store by money (Yang & Yang 2001)!

According to rule a, all the monosyllabic words belonging to the major category should receive
stress. Then “fig, &, &, A, [, &, A, 1, &, 54, &, 74, ¥, 18, A, W, B, 15, N, A, #, 8,
fa], fn], B, %" should receive stress as showcased in bold in “H ZHF”. The first syllable should

be stressed in disyllabic words and multisyllabic words according to rule b. As a result, “1lI, 2,
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W, TR, A T, BH, W, B A, U, VOV IR, —, AL, =, £ B, B, B #2 should be stressed,

which are also marked in bold. Rule ¢ makes compromise in stress assignment to the second
syllable in a disyllabic word in the sentence final position. That gives a little room for the italic
characters in the sentence final positions in the poem. However, it is rather unclear that under what
condition could the second syllable in a disyllabic word in the sentence final position receive a
stress. This compromise only works when the stress pattern of a poem is preset and to fulfill this
preset pattern an adjustment of the stress assignment could be made. We will temporarily put those
italic characters aside and keep looking into the rest of the stress rules. The minor syntactic
variations brought up by rule d and e would not affect the application of rule a and b, so there is
not a big change in the stress assignment after applying rule d and e. The non-head stress rule in
the end is kind of distinct with others since it is working in a range of phrases rather than words.

Following the non-head stress rule, “Z7” i FE “H”in “ERIA”, “F”in ¢ =,
G in UG, “F in KT, R in A, A in A, and “TE7 in AL
(the bold characters in round brackets) should not receive stress at all. However, all those
characters were previously assigned stress according to rule a, which leaves a discrepancy in the
stress assignment in this poem. This discrepancy is due to the different standards in assigning stress
to a character within a poem line that could be analyzed as either a monosyllabic word or a
component within a phrase according to the preset rule of Chinese.

As shown in example (21), the bold characters are supposed to receive stress according to rule
a and rule b. The bold characters in round brackets are supposed to receive stress according to the
non-head stress rule mentioned in rule f. The italic characters in the sentence final positions
indicates that stress could be assigned according to rule c, but uncertainties remain. The other

examples in the following tests all obey the same conventions.



(21) Line 1fg41h F(5),
2B ERH(A).
3R CH)W &>
4 HAARIR A
54 HFH (),
680 H Y& /K(BH).
TR
8YE/K R PEUR -
OEVAR I
1088 B2 () 25k -
1B/ —OAN,
12 (A ) FERE -
13T R 2,
14F 4. 72
155 AE)EA,
16f 8] %

Plain as snow on the hills,
Clear as moon among the clouds

Is your change of heart, they tell me;

And so I’ve come to bid you good-bye.

Today we’ve drunk a measure of wine,
Tomorrow we must part by the canal.

I shall walk beside the royal canal
Whose waters flow east and are gone,
And wonder if my grief will ever end.
No girl need cry when she’s married.

If her husband is a single-hearted man

Who will not leave her till her hair is white.

Pliant the bamboo fishing rod,
Wet, wet, the tail of the fish.

A man who valued constancy
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Would set no store by money (Yang & Yang 2001)!

For the italic characters on the final positions of lines 3, 4, 9, 13, 14 and 15, given that they

can yield to the preset metrical pattern according to stress rule c, they are very flexible with the

stress assignment. For lines 3 and 4, the metrical pattern has been broken already due to the stress

assignment of their neighboring characters, so it is of no significance whether the final italic

characters are stressed or not. However, for lines 9, 13, 14 and 15, it seems that when the syllables

in the final positions are stressed, it is perfectly consistent with the preset metrical pattern, shown

as below in (22).

(22) line 3R (B)PH & (Ssssw Or sSsws)
line 4 ¥ 2R AHIR 42 (Wwssw or wwsws)
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line 9 EEVEAREE /Z (swssw O SWsws)
line 13474 A1 & 52 (sWssw OF SWSWS)
line 1478 FEAM4E 7F (swssw or swsws)

line 1558 5(FE)E 40 (swssw or swsws)

Based on the analysis above on the first example of the selected poems, the tests on the other

seven poems follow the same testing procedures as shown in (23)-(36).

(23) BEE AT (A Wife Longs For Her Husband)

Line 195 &V FEE,

Green, green, the grass by the river,

R4 (BB F., And in thought I follow it far, far away;
3FEA) A, So far that I can hardly picture him,
AEBBHZ. And yet last night I saw him in a dream.
5% HLIE IR, In a dream he was by my side,

6 BB AT AL But I woke and he was in a distant land,
AR EBRER, A distant land, strange parts;
SHREH(A)FE HL. Tossing and turning I longed for him in vain.
O S (R Even a withered mulberry feels the wind,
103 /K ()R ZE, Even the ocean water feels the cold.
IBDNGEE-J=]: B Men came home to fondle their dear ones,
12HEEHAS . Who would carry word to me?

13 72K, But a stranger from far away
14BN Brings me two fine carp,

15/ 5L ()l 74, I call the boy to cook them

l6F A REH. And find in them a message on white silk.
17RHGER Z I kneel to read--

18F R AT ? What does his letter say?
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19 EF0nE 2, “Take good care of your health,” he starts

0= EAE. And end, “You are every moment in my

thoughts” (Yang & Yang 2001).

H
m

Again, all the monosyllabic words in the major categories receive stress (., &, A, &

2

G L R, R RN, L U, A, L B VR, A, LW, 5, S, S,

ke

+%). The first syllables of the disyllabic and multisyllabic words are stressed (&, 1], &, 12, 1%

(4

2

28 A, i, BLWE, AH, B, R, W, K, %5 0E, B8 R K, &, %, H). Restrained by the Non-

head stress rule on the phrasal level, the underlined characters in red should not be stressed which
is contradictory with the stress assignment instructed by rule a. The stress assignment of the italic
characters on the final positions of line 6 and 19 plays a less important role on the regulation of
the metrical pattern of this poem. However, after applying rule c, lines 2, 9, 10, 15 and 17 become

perfect lines with a neat metrical pattern, as follows in (24).

(24) line 2 #RAH(JB)IE & (swssw or swsws)
line 6 ZAFELEAB AL (sswsw or sswss)
line 9 1 F(F)R M (swssw or Swsws)
line10 #g7K (H1)R % (swssw or swsws)
line 15 PR 5L(R)ME A7 (swssw or swsws)
line 17 RHi(FH)ZE Z (swssw or swsws)
line 19 5 (IN)%&& A(wsssw or wssss)

(25) #%#KAT (The Fan)

Line 1H3EH £, Fine, freshly woven silk of Qi
2R UIFE Is white as frost or snow;
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3AEEH, A piece, embroidered, makes a fan

AP [F A8 A As round as the bright moon.

SHAFE M, My lord keeps the fan about him,

OB E 3 Its motion makes a gentle breeze for him;
TERIKEE, But I dread the coming of autumn

STRAR(ER) R A When cold winds steal away the sultry heat.
OEBEE T, And the fan is tossed, unwanted, into a casket,
105 HEAE . Its short term of favour ended (Yang & Yang 2001).

Rule a makes all the monosyllabic words which belong to the major category receive stress
CHr, 24, 7%, &, &, B, 1%, #h, 3%, %, 2, &, B B 45, 48). The disyllabic and multisyllabic
words are assigned stress based on rule b (84, i, 7, &, [F, B, 1, 8, 5L K, £, &, B,
). The underlined character “#” is stressed according to rule a but should be stressed based on

the non-head stress rule, which is a contradiction. As seen in (26), in line 1, 2 and 4, the stress
assignment of the italic characters in the sentence final positions would not make a difference to

the metrical pattern of this poem, but for line 8, rule ¢ works well to form a perfect line.

(26) line 1 FTREEHH 2 (ssssw or sssss)
line 2 FEVRUNFR 2 (SWwsSW or SWwss)
line 4 B ELLBH A (swwsw or swwss)
line 8 YRAR(EE) & 21 (swssw or swsws)

(27) ¥5FIERHL (The Dried Fish)

Line 1 fI&in[ L, The dried fish, ferried across the river, weeps;
A IR AR K ! Too late he repents his folly!

34 & Bilfgs 4, He writes a letter to the bream and tench
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AFHEEH A Warning them to be more wary (Yang & Yang

2001)!

All the monosyllabic words including ‘%, 4, 18, 2, 18> which belong to the major category
all receives stress. The stress also falls on the first syllable of the disyllabic words in this poem (i,
16, fA7, 4, #7, H1). The non-head stress rule works well in the stress assignment of this poem. Only
two characters in the final positions can be assigned stress freely (fifl in line 3 and A in line 4).
Still, there is not a consistent metrical pattern in this poem, with or without stress given to # and

A as can be seen in (28).

(28) line 3 YE = B A (swwsw or swwws)

line 4 AHFEH A (wWsssw or wssws)

(29) B3R 4T (Homesick)

Line 1)kl B A 7He, Flitting, flitting, the swallows before the hall;
2ERE KA. In winter they vanish, in summer they return;
3MEM =N, Yet I, with two brothers of my own,

4 EARRR Am still a wanderer in a strange land.
SYUAHE S HE 2 Who will patch my old clothes?

O A HE B &2 2 Who will stitch and mend for me?
THREEFA, The good woman of the house is kind,

SEEEN 2y AH She takes my clothes and mends them;
IORIEHE IR, But her husband coming home,

10RHTPE LS . Framed in the doorway, looks askance at me

1138 H.277705, I tell him, “No call to look at me like that!
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12/KEAE R, When a brook is clear the stones are seen.”

1BARMER Z, My conscience is crystal clear,

14T A W Just let me end my wanderings and go home (Yang
& Yang 2001)!

The monosyllabic words that belong to the major category including “#&, 4, &k, &, 2K, .,
i, A€, B8, 13, B, B 8B, P, oKk, I, 55, I, 0K, E, A, B, R AL L L & should all be
assigned stress. The first syllables of the disyllabic and multisyllabic words receive stress as well,
namely “Wll, %, 50, W, 9, i, G 8T, B, R, &L P, H, R, #, A should be assigned stress.

The non-head stress rule works well in the stress assignment of this poem. Only “2” in the final

position in line 13 can freely receive stress as seen in (30), but it is of no significance whether it

receives stress or not, due to the stress assignment of its neighboring characters.

(30) line 13 A R AT R & (ssssw or sssss)

(31) HHINETT (To a Husband Far Away)

Line 145 HINEAT, Soft and pliant, the lonely bamboo
2EEHIZR 1L FAT Rooted in the mountain;
RETy Spo But, married to you,
AB (M & . I am like the dodder clinging to a vine.
STEREE)FR, As the dodder has its season of growth,
oRIFEE)EH.- So husband and wife should have time to be

together,

7T BLiR4S 45, Yet a thousand li divide us since we married,
SIS (PR L 4. Far stretching mountain ranges lie between.

IBBSNE, Longing for you makes me old before my time,
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1 OB B 2§ ] 388 ? It seems your covered carriage will never come!
1181 ERE AL, I grieve for the orchid,

12893 A, So splendid when it flowers,

1378 B 1 (V)R For unless plucked in time

144 FEFK 525 . It will only wither away like the grass in autumn.
15 TR & A7, What can I do

165822 IR AT 452 But trust in your constancy (Yang & Yang 2001)?

According to rule a, all the monosyllabic words in major category, namely “17, B, &, %, [,
A, e, B IE, BR, L H, A, N B KA BB, 15, 1, BRI BE, 2=, B, S G O, i are
all stressed. Rule b makes the disyllabic and multisyllabic words have stress on their first syllables.
Thus “f, I, &, 2=, ¥, %, 2, %, R,T, &, 1%, 1, B, 38, o6, 3K, &L B8, 1 receive stress.

Restrained by the non-head stress rule on the phrasal level, the underlined characters in red should
not be stressed which is contradictory with the stress assignment instructed by rule a. For the italic
characters in the final positions of line 3 and 15, whether or not they are stressed does not play an
important role to form the metrical pattern, since the stress assignment of their neighboring
characters already breaks the rule. For lines 4, 7, 8, 12 and 16, rule ¢ works perfectly to reform the

metrical pattern, shown as below in (32).

(32) line 3 HLE AT 45 (Wsssw or wssws)
line 4 B4R (Fh 2 7 (swssw or swsws)
line 7 F HLiR AL 45 (swssw or swsws)
line 8 &AL (F@)LL A (swssw or swsws)
line 12 & 93R) M F# (swssw or SWSWS)
line 15 B 5RE)H 47 (ssssw or sssss)
line 16 B&IZTMA] 47 (swssw or sSwsws)
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(33) £#4T (A Song in Slow Time)

Line 1H & B 13, Green the mallow in the garden,
28 7R (Fr)H I Waiting for sunlight to dry the morning dew;
GHE (AR E, Bright spring diffuses virtue,
4B (HE) I, Adding fresh lustre to all living things.
SERIKEZE, Yet I dread the coming of autumn
OB HEEETE, When leaves turn yellow and the flowers fade.
TE )R BNE, A hundred streams flow eastwards to the ocean,
ST F AR T 77 Nevermore to turn west again;
9> (AR 7, And one who mis-spends his youth
1028 K4E8 25, In old age will grieve in vain (Yang & Yang

2001).

XX RE, H, B, AR, AW, R 2 3R, B, i, 18, A, £, as monosyllabic words belong
to the major category, should all receive stress. “¥, [&, ¥, 7, 5, &, )6, &, &, 2, &, M, 7,
/b, 8% 22, 157, as the first syllables of either disyllabic or multisyllabic words, receive stress as

well. Restrained by the non-head stress rule on the phrasal level, the underlined characters in red
should not be stressed which is contradictory with the stress assignment instructed by rule a. When
the italic characters in the final positions of line 3, 4, 8, 9 and 10 are stressed, the preset metrical

pattern is well satisfied, which means rule ¢ works well in these lines as demonstrated in (34).

(34) line 3 B (A7) 8 /# (swssw or swsws)
line 4 EY)(E)JE A (swssw or swsws)
line 8 f]IRFAR PH 47 (swssw or swsws)
line 9 ZXH(A)SF 77 (swssw or swsws)
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line 10 & KRAEE 25 (swssw or swsws)

(35) I#REE (Captain of the Guard)

23R RF HER,

Line 15 E)EX W, The Huo family had a slave,

205 T Feng Zidou by name;

3R A AS EE B Relying on the power of the High Marshall,

AT R . He ogled a Hunnish maid serving in a tavern.

SHAmSEA 7, This girl just turned fifteen

6B HBE 4. Was alone in the tavern one spring day

TRAEE AT, In a long gown with double girdle,

S B A A Wide sleeves and a jacket with mimosa design.

9H MBS H &, In her hair she wore jade from Lantian;

10848 K% 2k . Behind her ears, pearls from Byzandum;

11PN %7 3%, And so charming her two tresses,

12— R B 2. Their like could nowhere be found,

B—E&EhEHE, For one tress alone was worth five million cash,

14T E ik, The two of them more than ten.

I5(MEEET, Who would have thought this young captain of the
guard,

16381518 2 & . So debonair, would drop in!

1 7SR AT A 1, Dazzling his silver saddle,

1 32 2 2= B A His carriage with kingfisher canopy waiting
outside.

19(8t) FRTE /4, He asked me for clear wine,

20440 (3R) E And I raised the jade wine-pot by its silken cord;

218K CR)E 47, Then he asked for a tasty dish,

22& B 7. And I gave him sliced carp on a golden plate.

Presenting me with a bronze mirror,
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2445 FRAL AR 1 - He tried to fasten it to my red silk gown;

25(R) AL AR, But I would rather have my red silk torn

264mTHR () B 47 Than let anybody touch my worthless body!

278 5L.(BF)E 47, A man will always love a second woman,

284 T-(F)H A But a girl must respect her husband,;

29 NAEFEF E, And though one has old friends and new in life,

0B () FHME . High and low should never mix.

3ZHEET, So thank you, captain of the guard,

32N EEAE R /7 Your love for me is quite worthless (Yang &
Yang 2001)!

In this poem, the monosyllabic words that belong to the major category including “&, A,
ok, 44, 55,0, A, e, T, R AR, 0, R, R, A5, A oK, 3R, A K, IE, TR, &, R A, A, R,
5, H, A5, #H, i@, £ should all receive stress. For the disyllabic words and the multi-syllabic
words, the stress is on the first syllable, and this makes “£&, 1k, #%, 34, 4, #, 1+, &, &, &, &,
&, &80, B, B OK W, 25, —, B, o L, T AN, < U8B, K8, SR LTS, AR, KL B 8
i, 5, 41, A, 4L, B8, 59, 1%, £, 80, N, T, &, £, &, A, [% be assigned with stress. Restrained
by the non-head stress rule on the phrasal level, the underlined characters in red should not be
stressed which is contradictory with the stress assignment instructed by rule a and rule b. For the

italic characters in the sentence final positions in line 5, 6, 11, 12, line 17-22, line 26-29, and line

32, receiving stress will satisfy the preset metrical pattern well with only line 26 being an exception,

as shown in (36) below.

(36) line SHHUEEE+ 7 (swssw or SWSws)
line 6F H&E 4 (swssw or SWsws)
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line 11 &A% J& (sWssw Or SWSWSs)
line 12 —1H R Fr # (swssw or swsws)
line 178R 4% ] 48 ## (swssw or swsws)
line 183 25 ¥ Bl £ (swssw or swsws)
line 19 (Bt)FKRIBE /7 (swssw or SWSWs)
line 20 &R 4l(H)E 77 (swssw or sSwsws)
line 21 (Bt)FK(R)E 47 (swssw or swsws)
line 224 (fE)/ 8 47 (swssw or swsws)
line 26/ 5R (BR)E& 77 (ssssw or sssws)
line 275 50.(FE)1& 47(swssw Or SWSWS)
line 284 (FE) B A (swssw or swsws)
line 29 N 2E(B)#T & (swssw or swsws)
line 32 FAEAER /# (swssw or SWsws)

3.6.3 An overall data analysis based on the test results

Suppose that the preset metrical pattern of the Chinese poems is SWSWS(WS), which is
widely accepted by many scholars who insist that stress does exist in Chinese, and it is the basis
of the formation of Chinese poems in this case. After applying the stress rule of Chinese which is
mentioned above, all the lines should perfectly match the preset metrical pattern without
exceptions, which would make it a rule. To test whether the rules perfectly serve the metrical

patterns, three conditions are taken into consideration, as shown in (37), (38) and (39).

(37)
Conditions Number of lines Number of lines Number of lines in | Percentile
Apply rule a and satisfying preset metrical | with contradiction total
pattern
rule b
Poem No.1 5 N/A 16 31.25%
Poem No.2 4 N/A 20 20%
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Poem No.3 2 N/A 10 20%
Poem No.4 1 N/A 4 25%
Poem No.5 4 N/A 14 28.57%
Poem No.6 2 N/A 16 12.5%
Poem No.7 2 N/A 10 20%
Poem No.8 4 N/A 32 12.5%
(38)
Conditions Number of lines Number of lines | Number of lines in | Percentile
Apply rule a, rule satisfying preset metrical | with contradiction total
b and rule ¢ pattern
Poem No.1 9 N/A 16 56.25%
Poem No.2 9 N/A 20 45%
Poem No.3 3 N/A 10 30%
Poem No.4 1 N/A 4 25%
Poem No.5 4 N/A 14 28.57%
Poem No.6 7 N/A 16 43.75%
Poem No.7 7 N/A 10 70%
Poem No.8 18 N/A 32 56.25%
39)
Conditions Number of lines Number of | Number Percentile of Percentile of
P — satisfying preset lines with of lines | lines satisfying lines with
Iip ];}), rule & metrical pattern contradiction | intotal | preset metrical | contradiction
ruie d ’ r;l efc (without contradiction) pattern (without
andruie contradiction)
Poem No.1 0 8 16 0 50%
Poem No.2 3 8 20 15% 40%
Poem No.3 2 1 10 20% 10%
Poem No.4 1 0 4 25% 0%
Poem No.5 4 0 14 28.57% 0%
Poem No.6 2 7 16 12.5% 43.75%
Poem No.7 2 4 10 20% 40%
Poem No.8 7 16 32 21.88% 50%
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3.6.4 A statistical significance test (t-test) based on the overall data collection

An aim of many studies is to check whether data agree with certain predictions. The predictions
typically result from the theory that drives the research. These predictions are hypothesis®® about
the study population. A significance test uses data to summarize the evidence about a hypothesis.
It does this by comparing point estimates of parameters to the values predicted by the hypothesis.
In the designed t-tests, the null hypothesis (Ho) is that each two comparison groups have the same
impact on the satisfaction of the preset metrical pattern, while the alternative hypothesis (Hi)
denotes that each two comparison groups are at different levels when affecting the preset metrical
pattern. To interpret the test statistic value, P-value is calculated to summarize how unusual the
observed test statistic value is compared to what Ho predicts. A small P-value (such as P=0.01)
means that the data observed would have been unusual, if Ho were true. The smaller the P-value,
the stronger the evidence is against Ho. Most studies require exeedingly small P-values, such as
P<0.05, in order to reject Ho. This means that if Ho were true, the chance of getting such extreme
results as in the sample data would be no greater than 0.05 (Agresti & Finlay 2009).

Three independent significance tests according to the overall data collection in 3.4.3 are
implemented below. In Test 1, the null hypothesis Hy is that applying Rule a and Rule b (1) and
applying Rule a, Rule b and Rule ¢ (n2) have the same impact on the satisfaction of the preset
metrical pattern (pi-p12=0). The alternative hypothesis HI denotes that p; - po#0. The significance
level a is 0.05. A t-test of two-sample assuming equal variances is carried out in Excel. The test

results are reported as below.

23 In statistics, a hypothesis is a statement about a population. It is usually a prediction that a parameter describing
some characteristic of a variable takes a particular numerical value or falls in a certain range of values.
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Apply Rule  Apply Rule
a,b a,b,c

Mean 0.19795714 0.42652857
Variance 0.00351088 0.02682511
Observations 7 7
Pooled Variance 0.01516799
Hypothesized Mean
Difference 0
df 12
t Stat -3.4720975
P(T<=t) one-tail 0.00230654
t Critical one-tail 1.78228756
P(T<=t) two-tail 0.00461308
t Critical two-tail 2.17881283
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As seen from the test results, the P-value for the two-tailed test is 0.00461308 which is less

than the significance level of 0.05. The null hypothesis is thus rejected. There is enough evidence

to conclude that the difference between means is greater than zero. In other words, applying rule

a and rule b, and applying rule a, rule b and rule ¢ do not have the same impact on the satisfaction

of the preset metrical pattern.

Test 2 compares the impact on the satisfaction of the preset metrical pattern conveyed by

applying Rule a, b, ¢ (i1) and Rule a, b, ¢, f (12). The null hypothesis is pi-p2=0, and the alternative

hypothesis is p; - p#0. With the same test method, the results are reported as follows.

(41)

Apply Rule  Apply Rule
a,b,c ab,cf
Mean 0.42652857 0.20421429
Variance 0.02682511  0.0030331
Observations 7 7
Pooled Variance 0.0149291



Hypothesized Mean

Difference 0
df 12
t Stat 3.40396062
P(T<=t) one-tail 0.00261564
t Critical one-tail 1.78228756
P(T<=t) two-tail 0.00523129
t Critical two-tail 2.17881283
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The P-value for the two-tailed test is 0.00523129 and this value is less than the significance
level of 0.05. The null hypothesis is thus rejected. There is enough evidence to conclude that the
difference between means is greater than zero. As a result, applying rule a, b, ¢ and applying rule
a, b, ¢, f do not have the same impact on the satisfaction of the preset metrical pattern.

In Test 3, the impacts of applying rule a, b (i1) and applying rule a, b, ¢, f (12) are compared.
The null hypothesis is pi-p12=0, and the alternative hypothesis is pi - p#0. The test runs similarly

to Test 1 and Test 2. The results are shown below.

(42)
Apply Rule  Apply Rule
a,b ab,cf
Mean 0.19795714 0.20421429
Variance 0.00351088  0.0030331
Observations 7 7
Pooled Variance 0.00327199
Hypothesized Mean
Difference 0
df 12
t Stat -0.2046464
P(T<=t) one-tail 0.4206392
t Critical one-tail 1.78228756
P(T<=t) two-tail 0.8412784
t Critical two-tail 2.17881283
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The P-value in Test 3 is 0.8412784 that is greater than the significance level of 0.05.
Accordingly, the null hypothesis is not rejected. There is not enough evidence to conclude that the
difference between means is greater than zero. The results of Test 3 indicate that applying rule a,
b and applying rule a, b, ¢, f'is not significantly different in regards to the impact of the satisfaction
of the preset metrical pattern.

The results of the three significance tests indicate that Rule ¢ plays a crucial role which has the
greatest impact on the percentile of lines satisfying the preset metrical pattern, while Rule fis the
part that would hinder the lines to satisfy the preset metrical pattern. Things get even more

complicated if the contradictory situation is taken into consideration.

3.7 Conclusions

The overall data collection based on the test results and the significance tests showcase a
paradox in the Stress Rule of Chinese which is used to analyze the metrical pattern of pentasyllabic
poems of the Music Bureau. Firstly, there is no rule to restrain whether the stress should be on the
first syllable of the disyllabic words or on the second syllable when disyllabic words are in sentence
final positions. In all cases tested above, stress assignment is according to the preset metrical
pattern which is SWSWS. However, as one of the stress rules, this feature is actually used to
determine stress assignment. This circular argument makes the application of the rule without a
theoretically solid environment. Secondly, as can be seen from (36) above, when rule a, b and f
are applied at the same time, a great number of lines with contradictions have affected the
regularization of the poems. This internal conflict reveals a fact that the stress rules on the word
level and phrase level cannot be perfectly applied at the same time in pentasyllabic poems of the
Music Bureau. Last but not least, because of the randomness of applying the five stress rules, there

is not a consistent standard that could be followed to infer the metrical patterns. As a result, the
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feasibility of the stress rules of Chinese applying in the pentasyllabic songs of the Music Bureau
still needs further investigation with solid evidence from both language properties and poetic

features.
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Chapter IV Regulated-Style Verse: Standardization in a Schematized New Model

4.1 Introduction

Sprouting in the Northern and Southern dynasties and later developing through the Tang
dynasty, the regulated-style verse with strictly-formed tonal and rhyming patterns and other
obligatory requirements were taken as a quantum jump on the forms of versification. The poetic
prosody of regulated verse comprises parallelism in sentential structures, strictness in rhyming
patterns, antithesis in wordings and last but not least, diversity and regularity in tonal distributions.
With the tonal patterns being considered the most essential part in the formation of regulated-style
verse, both Chinese and western scholars have done a great many of studies to investigate the
origins, triggers and underlying laws of the tonal expressions of regulated-style verse. As
mentioned in Chapter I, some dominant theories including stress-oriented models and metrical grid
system (Chen 1979; Yip 1980; Fabb 2002; Fabb and Halle 2008; Duanmu 2016) from different
angles made explanations. Although there were either conjunctures that needed further
deliberation or illustrations without ample support from language facts, many studies have
provided various trains of thought. In this chapter, the related issues regarding tonal requirements
will be revisited, and the paths through which the tonal patterns of regulated-style verse have

formed are going to be discussed.

4.2 Theoretical framework

4.2.1 A brief introduction to regulated-style verse
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Wang (2014) introduced the concepts and metrical features of regulated-style verse in detail.
Yuan, Tang and Geiss (2005) did a brief yet comprehensive introduction to the regulated-style

verse as well. Regulated-style verse is further classified into f45F lishi and 44 %5) jueju with either

five characters or seven characters, in other words, pentasyllabic or heptasyllabic. Liishi is
comprised of eight lines and jueju usually consists of four lines. Each pentasyllabic or
heptasyllabic line in a regulated-style verse must alternate between level and oblique tones to
realize the tonal prosody and rhythmic structure. Every two lines make one couplet. As for a strict

and perfectly formed Zishi, the Chin Couplet (#HHf) and the Neck Couplet (¥}) must be a pair

of antithetical couplets. Each corresponding character of the two lines in a couplet must belong to
the same grammatical category and form a consistent rhythmic structure (Yuan et al 2005:114-
115). The tones of the corresponding characters should be counterpointed by level and oblique.

This is called dui (¥1). Here only the tones of the second characters in a couplet are considered in

the examination of dui relation on the ground that usually the tones of other positions could be
inferred when the tones of the second positions are confirmed. There are also situations where the
tone assignments are comparatively less strict. Of the first line of a latter couplet and the second
line of a preceding couplet, the tones of the second characters in the corresponding lines should be

identical. This is called nian (f) (Wang 2005). Dui and nian diversify the tonal pattern and make

the tonality more harmonical. Rhyming is another important feature of /iishi. The last syllable of
all even numbered lines must rhyme with each other. If the first line ends with a syllable in level
tone, it must also rhyme. In a /iishi, a pentasyllabic line may have four variations shown as follows

(Yuan et al 2005:116; Wang 2002:72-74).

(1) (A) INKIREF (ze ze ze ping ping)
(@) INKFFIR (ze ze ping ping ze)
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(B) “F-FIKJKF (ping ping ze ze ping)
(b) *FFFIKJX (ping ping ping ze ze)

Represented by A, a, B, b respectively, the four variations are further organized into four

different poetic forms shown as follows (Yuan et al 2005:116).

(2) (i) ABbAaBbA
(i1)) BAaBbAaB
(iii) aBbAaBbA
(iv) bAaBbAaB

Similarly, a heptasyllabic line also has four variations and it is actually an extension of the

pentasyllabic line. The variations are demonstrated below (Yuan et al 2005:116-117).

(3) (A) “FFINIKIRFF (ping ping ze ze ze ping ping)
(a) “FFINJRFF X (ping ping ze ze ping ping ze)
(B) INJKFF IR IR (ze ze ping ping ze ze ping)
(b) INIRFFF KK (ze ze ping ping ping ze ze)

Represented by A, a, B, b respectively, the four variations are further organized into four

different poetic forms shown below (Yuan et al 2005:117).

(4) (i) ABbAaBbA
(i1)) BAaBbAaB
(iii) aBbAaBbA
(iv) bAaBbAaB

Using the letters to present the tonal patterns was firstly proposed by Wang (1945). The
pentasyllabic lines starting with “A” or “a” indicate the lines begin with a word in an oblique tone.

The heptasyllabic lines starting with “A” or “a” show that the lines begin with a word in a level
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tone. The lines “B” or “b” starting with words in a level tone is are pentasyllabic lines and words
in an oblique tone if they are heptasyllabic lines. In this way, the complicated tonal patterns are
delivered in a more direct and easy manner (Yuan et al 2005:117).

What needs to be mentioned here is that the first and third characters of a pentasyllabic line
may be either level or oblique and the same rule applies to the first, third and fifth character of a
heptasyllabic line. However, the first character in a pentasyllabic line and the third character in a
heptasyllabic line of a type B sentence must be in the level tone to avoid a “single level tone”

violation.

One half of a /liishi is considered a jueju, or in other words, a Quatrain. Basically a Quatrain
shares similar tonal rules with a /liishi except that not every two random couplets will make a
Quatrain. It cannot be composed by the first couplets and the third couplets, or the second couplets
and the fourth couplets.

As a commonly accepted condition to form regulated-style verse, the tonal variations
mentioned above are used to test if a verse is a solid regulated one. Ripley (1980) has done a corpus
study of Tang regulated verse in order to provide a comparison between prescriptive rules for the
tone patterns of regulated verse and the findings from a corpus of Tang dynasty poets. The data
from the corpus was expected to show the relationships in the arrangements of tones and how it
could be determined based on the corpus that the verse structures correspond with the prescriptive
rules.

If the tonal rules are taken as a group of preset regularities at the level of the line and couplet,
then the results of this corpus study are well-pleasing to some degree. Ripley found that most of
the corpus meet the critics’ prescriptive conditions for regulated verse. It was also mentioned that,

however, various irregular lines did occur, some of which were serious errors. What is more
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interesting is that, only two poems in the corpus strictly followed the most precise definition of the
model tonal patterns and only 25.86% of the poems met the conditions of what can be called model
patterns. The rest of the poems in the corpus either needed remedies to be accommodated or did
not provide a complete statement on the tone patterns of regulated verse at all.

Regardless of some exceptions and the unsatisfying statistics from Ripley’s corpus study, the
prescriptive rules of the tonal patterns are conspicuous markers of regulated verse. What needs to
be deeply reconsidered is for what grounds the tonal patterns are presented this way and if there is
a more reasonable interpretation to make even the least regulated verse on the surface level

adjustable underlyingly.

4.2.2 The verification of level tone and oblique tone in poetic prosody

In order to explore the underlying features of the tonal rules appearing in most regulated-style
verse, many scholars raised their hypothesis either by tracing the origins of language performance
or comparing the tonal system in Chinese poetry to the metrical structures in western style poetry.
As one of the most important achievements of Yongming literature, the invention of tonal prosodic

patterns marked the rise of regulated-style verse (Zhang 2015). The si sheng ba bing VU )\ 5
(four tones and eight defects), which was widely believed to be created by Shen Yue JL&7 (441-

513), was considered by Mair and Mei (1991) as a feature derived from Sanskrit treatises on
poetics. They believed that the syllable length (long versus short) is the basic phonological contrast
of poetic prosody in Sanskrit based on which the four tones in Chinese were further divided into
ping (level) and ze (oblique). Zhang (2015) carefully reviewed the hypothesis of Mair and Meti,
and pointed out that the reason why the syllable-length theory failed to explain the exceptional

cases marked by Mair and Mei in the strict s/loka metric pattern was that Sanskrit is a language
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typologically sensitive to syllable weight instead of syllable length. Sanskrit’s metrical property is
determined by a heavy-light syllable contrast (Zhang 2015:354). Chen (1979) posed that Chinese
regulated verse obliged a metrical structure that was both hierarchical and binary, and also bear S
and W labels at each node of the tree structure. It was proposed that the underlying rules of both
the tonal patterns and the metrical patterns of Chinese regulated verse could be generated through
an advanced hierarchical tree structure. As mentioned in Chapter I, many exceptional cases could
not be explained by Chen’s theory and were provided with some particular regulations as a result.
Following Chen’s theory, Yip (1980) generated the branching metrical structures, trying to explain
the tonal patterns of regulated-style verse. This explanation was under the prerequisite that tone-
bearing morphemes within a single word, a phrase or larger unit are involved in a metrical structure
that is similar to the binary contrast of the stressed and unstressed feature represented by feet.
Similarly, Duanmu (2016) emphasized the similarities in the metrical structure between Chinese
regulated-style poetry and English verse. It was believed that the stressed and unstressed contrast
in Chinese regulated-style verse is as obvious as that in English verse. Chen, Yip and Duanmu all
take strong-weak contrast as the nature of the poetic prosody of Chinese regulated-style verse, no
matter the external expressions of their theoretical frames are consistent or not. It is no doubt that
the poetic prosody of any specific language lives with that language and thus clings to the nature
of that language, so verifying the language properties prior to studying the poetic prosody seems

rather essential.

Prosodically, the most distinguished and important property of Chinese language is tone. Most
discussions and research of the poetic prosody of Chinese are extensions of the prescriptive tonal
regulations, which are based on the categorization of the four tones. However, the standards to

categorize the four tones into the level tone and the oblique tone vary. Qi (2000) as well as Lu and
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Mu (1982) both consider the level and oblique tones as two sounds contrasting in pitch. Wang
(1987) states that the level tone is long and without a contour, whereas the oblique tone does have
a contour and is short. In other words, they differ in length and contour. Wang (1987) took weight
and length as the two major distinctive features of the two tonal categories. The level tone is heavy
and long, while the oblique tone is light and short. It is held in Zhu (2001) that length, weight or
pitch should all be excluded when the features of the tonal categories are considered. In despite of
the various perspectives regarding the distinctive features of each tonal category, a historical
exploration is needed to best understand the nature of the Chinese tonal system. Zhang (1987)
drew a comprehensive picture of the tonal system of Middle Chinese from the perspectives of both
linguistics and poetic prosody, in which the tonal system of Middle Chinese possesses both
segmental and suprasegmental characteristics. From another angle, these characteristics can be
further classified into the overt information and the covert information. The tonal system in
Chinese poetic prosody are established on the tonal categories in linguistics and it takes the covert
properties of the four tones and the suprasegmental characteristics which are considered overt
information as foundations. The table below summarizes the properties of the tonal system in

Middle Chinese and in poetic prosody.

(5) Properties of the tonal system in Middle Chinese and in poetic prosody (Zhang 1987:54)
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The table shows that the poetic prosody of Chinese regulated-style verse contains the contrast
of level tone and oblique tone, high pitch and low pitch as well as whether or not having the
capability of being prolonged (Zhang 1987). It is noticeably clear that, based on the verification in
(5), the poetic prosody of Chinese regulated-style verse is tightly connected with the tonal features
in a multidimensional way. The strong-weak contrast which was simply defined or borrowed from
the metrical system of western poetry seems not solid enough to apply to the prosody of Chinese
regulated-style verse due to the complexity of the tonal feature underlyingly. In other words, we
should not take the strong-weak contrast as an overriding factor in the process of abstracting the
poetic prosody of Chinese regulated-style verse.

The strong-weak contrast in poetry could be accepted on the basis of a prerequisite that the
language used to form the poetry is a stress language. The strong-weak contrast in poetry, as the
studies introduced above, is at the word level, in comparison with the phrasal stress.
Phonologically the strong-weak contrast is metrical prominent. According to Hyman (2014:36)

and Zhang (2020)**, stress has twelve exclusive features, and they are listed below:

(6) a. obligatory: all words should have a primary stress
b. culminative: no word should have more than one primary stress
c. predictable: stress should be predictable by rule
d. autonomous: stress should be predictable without grammatical information
e. demarcative: stress should be calculated from the word edge
f. edge-adjacent: stress should be edge-adjacent (initial, final)
g. non-moraic: stress should be weight-independent
h. privative: there should be no secondary stresses
1. audible: there should be a phonetic cue(s) of the primary stress

j- multivalued: the value of stress is divided into multiple degrees

24 Professor Hongming Zhang gave a talk on “Prosodic patterns and prosodic units—a revisit of ‘stress’ and ‘foot’ in
Mandarin Chinese” at the institute of Ethnology and Anthropology, Chinese Academy of Social Sciences, October
30, 2020.
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k. hierarchical: defining stress is based on hierarchical comparisons

1. unassimilable: stress cannot be assimilated like other linear phonological features

These features give stress a clear and exclusive environment to be prominent in languages like
English and German. These features should be maintained regardless of the literary forms, poetry
or prose. Similarly, there is little chance for a language which does not own the features of stress,
that is, not a stress language, to systematically or occasionally take on stress in some specific
literary forms. To be brief, it is not appropriate from the perspective of language diversity and
scientificity to simply borrow the metrical theory from a stress language to build up the poetic

prosody of a tonal language like Chinese.

4.2.3 Echoes between beats in music and rhythm in regulated verse

The connections between music and poetry in Chinese can be traced back to the era of the Mid-
Shang dynasty to the middle period of Spring and Autumn, when Shijing was introduced and
widely circulated among both officials and ordinary people in various music forms. Although the
development of Chinese literature saw transformations in the structure and composition of poetry

and the separation of shi and yue (7F%%4)Bft) marked a stage when music was gradually not the

path of poetry’s transmission. However, the fact that poetry was the cultural carrier of music from
the very beginning never changed. It is highly possible that there might not be a clear boundary

between poems and the hidden musical characteristics among the words and between the lines.

4.2.3.1 The origins of beats in Chinese classical music

The first beats that appeared in music were natural beats that included breath, pulse, walking,
claps and activities in farm work. Those natural beats gradually triggered a group of measurements

that restrained the beats in music. The difference between natural beats and beats in music later is
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that natural beats are not defined by any strict regulations and the length of every beat is rather
random and flexible.

Originally, the only carriers that bore and conveyed natural beats were organs of human beings
like articulators and hands, farm tools and stones. Along with social advancement, the drum, which
was known as the first musical instrument was created and widely used. The drum played a

significant role in instrumental ensembles in the Pre-Qin period. It was recorded in “Yuezhi” %% &

in Jinshu 22 that the song “Xianghe” ## was sung by a singer holding an instrument named
“jie” #fi. With the string instruments and the wind instruments, the singer was singing while

practicing percussion on “jie” and the song was performed.?® This was the time when musical beats

were recorded as jiepai 141 in Chinese literature and later on the concept of regulated musical

beats was gradually shaped. The jiepai at this time was taken as a gauge to measure the duration
of a piece of music. However, the value of the duration that one beat carried was not defined clearly
and accurately during early times. In other words, the definition of jiepai at that time was not
standardized. This led to a rather vague image of beats as the measurement in Chinese music (L1

1985; Shen 1982, 2014; Wang & Zhang 1992).

4.2.3.2 Ban #X and yan H} in Chinese classical music

Historically, the fact that the definite value of one beat in Chinese music was not revealed
lasted for a comparatively long time until the Song dynasty (Wang & Zhang 1992). The value of
the beat started to become concrete and stable. It is remarkably interesting that in such a period

when Tang poetry was comprehensively developed and Song Ci was in the process of being shaped,

R VB, ARPTREAIAL, TR,
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the value of one beat in Chinese music was gradually realized. Most related studies pointed to the
value of the beat directly but did not talk much about how it has gained definite value. This gap
becomes a crucial entry point to trace the relation between beats of poetry and beats of music later
in this chapter.

The Song dynasty saw the beats value showing its stability in an environment that was able to
present quantitative determinations. However, it is in the Ming dynasty that the value of one beat

was finally ascertained. Almost at the same time, ban R and yan IR were endowed with the

performance of beats to measure the length of a note, a musical bar or a musical phrase. Wang Jide

T B4 (1540-1623) explained how the beats were defined in Chinese classical music in Fang Zhu

Guan Qulii 777 &8 11 (Du 2017:89):

(7) L, A RE, THZE, HARE, SIRCLATR, WA, K.

As for qu, there may be long phrases or short ones, many characters or just a few, and
allegro tunes or leisurely ones. They take ban as regulation. That’s why ban and yan are

used.

At the early stage of defining the length of the beats, the criterion was still not unified and
different eras had different concepts of one beat. One beat may refer to a musical chapter or
represent one musical phrase. Regardless of the uncertainty of the rules, han and yan have been

used as the units to measure musical pieces all along. Ban originates from Paiban A% or Tanban
1B, an instrumental clapper made of hardwood or bamboo which is used in many different forms
of Chinese music. The origins of yan may refer to guyan %M, the center of a drum, or may have

a similar meaning to givan iR in Go (Weiqi [E/H).
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A traditional view marks yan as an appendage to measure the durations after han. Ban was
accordingly taken as a position with the stronger beats and yan carried the weak beats. However,
the strong beat in Chinese music is actually an agogic®® accent by virtue of being longer in duration.
As a result, the nature of han and yan in Chinese music is in contrast with the strong-weak beats
pattern in western music. Zhang (2000) brings out that the beats pattern in western music is the
circulation and crossing of strong beats and weak beats in quadruple time, or strong beats, weak
beats, subsidiary strong beats, and weak beats in duple time. The positions of the strong beats are
fixed unless in some exceptional circumstances. In Chinese music, the strong-weak relation
remains the same regardless of different ban-yan patterns. The positions of the strong beats are
flexible and are not subject to the arrangement of han and yan. In other words, an agogic accent
can either be on a han position or on a yan position. The length of one beat is resilient and any beat
is able to be prolonged or shortened. Ban and yan, as measurements of musical duration, care about
the length instead of the intensity of a note. This conclusion solidates the difference between the
nature of strong-weak contrast in beats of Chinese and western music.

With the diversification of worldwide culture, it is true that individual differences could
yield to some certain rules in common and at the same time maintain their integrity. However, the
surrender should be on the basis of making sure the individual’s own distinguishing characteristics
are retained. Any mechanical application of rules between two different systems is kind of ill-
considered, with no exceptions in music and linguistics. For western music, the beats pattern is a
series of strong and weak durations with same durational value circulating, which evolved out of

the western poetry. The metrical patterns in western poetry are tightly connected with its language

26 According to Merriam-Webster dictionary, agogic refers to stress secured through relative prolongation of the
tones to be emphasized.
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property, and this property to a large degree has something to do with stress in stress languages
like English and German. Chinese language and Chinese music hold the same situation. If the beats
pattern in western music is compelled to be applied to Chinese music, then there will be a passive
acceptance in Chinese language that meters like trochaic and trochee are mandatory existences.
Based on the elaborations in the chapter of the Music Bureau poetry, it is presumptive that this
inference is false. This is the reason why ban-yan system in Chinese music is unique in alternations

of the accented and the unaccented.

4.2.3.3 Geshi #7¥ in the Tang dynasty

In the previous chapters on Shijing and the Music Bureau poems, the musical aspects were
found to have important influence either on the shaping or the performance of the verse. If music
is believed to be systematically influential in the development of Chinese verse, it is predictable
that the formation of Chinese regulated verse is also related to certain musical features in one way
or another.

When the songs of the Music Bureau were well formed and having a great vogue in the Han

dynasty, the harmonization of music and poetry were conspicuous and geshi HKiF was still

dominating in a wide range of poetic forms. At the same time, the end of the Han dynasty and the
start of the Tang dynasty mark a period in which poets were more involved with the diction of
poetry. It is believed that this was the period poems were separated from music. However, the cast
point of the separation is not easy to be revealed, because along with the stand-alone of some
poems, a certain amount of geshi still existed. The long-lasting simultaneous existence of the two
types is noteworthy in analyzing the relation between music and regulated verse, no matter in a

form of one-way or mutual effect. In Tang Shengshi JE##F, Ren Zhongmin 1T & (1897-1991)
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studied more than one hundred and fifty modes of Tang poetry that were considered geshi, among
which regulated verse were in the majority.

Poetry, music and dance in the Tang dynasty and the Song dynasty are in an integrated system
and poetry serves as the foundation. In other words, the internal poetic features facilitate the
formation of their corresponding musical externalities in traditional viewpoints. In that case, the
fixed syllable numbers, no matter four, five, or seven, and the neat line arrangement would have

set up explicit thythmic patterns for the musical forms. It turns out that the concept of jiepai i1

in geshi varies from one syllable being equal to one pai to one poetic line being equal to one pai.
The inconsistency in defining rhythmic value makes reconsideration of the relationship between
poetry and music extremely necessary, especially in a period that regulated verse sprouted,

developed and became well formed.

4.2.3.4 The features of yinsong W5 of regulated verse

The ways in which Chinese regulated verse can be appropriately performed include reading,
reciting and chanting. Reading is based on the linguistic structures and sense units. Each unit being
read should be meaningful. Reciting is based on the preset patterns regardless of the syntactic or
linguistic structures and it follows the rhythmic pattern of the poems. Prolonging the characters in
certain positions regardless of the dialects being spoken is the main feature of chanting. It is based
on a preset pattern as well but strictly follows rules regarding the restrictions of prolonging a
syllable. *7 The differences between reciting and chanting from a musical perspective are
introduced by Chen (1997). Chanting takes musical rhythm into account and has a more sharp-cut

sense of melody, while reciting reflects the more meaningful linguistic patterns and is less lucid in

27 Discussed in the seminar on poetic prosody hosted by Professor Hongming Zhang at University of Wisconsin-
Madison in 2014.
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musicality. The different reactions to musicality exactly amplifies the fact that the prolonging of
certain characters is a distinguishing feature of chanting.

The basic rules of chanting are represented by the ability of the tones being prolonged.
However, since the application of basic rules is subject to the style of the person who is chanting,
the extended regulations of chanting can only be predicted through a number of empirical practices.
In order to seek out the regular pattern of chanting, Chen (1997) collected poems chanted by Hu
Shi #fi# (1891-1962) and Huo Songlin FEFAHK (1921-2017) and the tunes of chanting were
presented in staff notation. Example (8) shows the chanting of Du Fu #-H (712-770)’s “Denggao”
&5 by Hu Shi and recorded by Zhao Yuanren i 7T (1892-1982). Example (9) shows Du Mu
F:4% (803-852)’s “Shanxing” 11117 chanted by Huo Songlin.

(8) “Denggao™?®

# } a4t | 7 —— Ab'l“ d{ Lo } N
o f —e f = ‘\; ‘
R & X & ®mAR X, A& e 5T e,
. | h
S — = &P | 3~ i i
St [ jle Dlra Jlea :
a ~ T ] v I N
2 B KFHX T, * Rk iz xR Ok
4 | e { | 1 —
ﬂ | il - { N
7 2 & K * % %, BF 3 A BRE &,
Al Tt r e uirr peeal pddy
L) 1 1 111l 1 } ﬁ. ir é l}d{
) = . — — \fid xS
R = Ik ¥ & %, i oL 7

28 Downloaded and transcribed from https://www.sohu.com/a/210785186_99893820.
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(9) “Shanxing” (Sun 2013)

\_ S—
A ¥R K M, o4 T > A fE

In (8), the prolonging of certain positions is illustrated as getting twice the duration in beats

illustrated by the musical notes. The characters located in the prolonged positions are mostly with
level tone (151, V5, 81, 1%, YL 8K, &, 5, 15 and #%). These characters are in the second, fourth or

seventh position in a line which are considered as the rhythmic marker. Most other rhythm-
marking positions with characters having oblique tone get half the duration in beats in comparison
with the prolonged positions (&, B, H, &, T, H, ¥4, 1R, 5, 18] and #). Similarly, (9) also
presents the distinguishing durational values of characters with level tone and oblique tone at the
rhythm-marking positions. The only difference is that in (9), most thythm-marking positions that
are prolonged are three times the duration. Exceptional cases that are small probability events do
exist. For instance, some characters with an even tone at the rhythm-marking positions are not
prolonged and a few oblique-tone characters at the rhythm-marking positions earn longer duration.
According to Zhang (1987), characters with level tone are able to be prolonged freely, while
characters with oblique tone are not. Chen (1997)’s examples in a great measure consolidate the
statement of Zhang (1987).

Aside from presenting tonal features, chanting greatly influences rhythmic structures and

rhyming patterns of Chinese poetry (Ye 2008). The rhythm of poetry is easily reversed in a
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performance of singing, and the rhythm of poetry is occasionally broken when a poem is read
according to syntactic structures. On this ground, chanting is a perfect way to express rhythmic

structures of poetry.

4.3 A hypothesis of durational accents as a foundation

As ge HK and shi ¥ are inseparably interconnected from the very beginning of creating and

formatting a Chinese poem, they must share some essential characteristics in one way or another
that are not to be neglected. Given that ban and yan in Chinese traditional music are used as
measurements of musical duration caring about the notes’ length, and the regular features of
chanting the Chinese regulated verse are on the basis of two tonal categories’ ability of being
prolonged or not, it is not unreasonable to drawn an inference that the ban-yan system and the
durational accents theory may be applied to explain the formation of the rhythmic structures of

Chinese regulated verse.

4.3.1 On the assumption of “ban you ding pai” H A 7€ $H

Most scholars agree on the standpoint that when firstly used as a term of embodying musical
duration, han did not own a fixed durational value as a matter of fact. It was not until the Ming
dynasty that musical circles reached a consensus that the durational value of one han must be duple
time which is the rhythm characterized by two beats to the measure or quadruple time that is the
rhythm characterized by four beats to the measure (Du 2000). It is commonly accepted that
realizing the durational value within one pai largely relies on the well-formed structure of Chinese
regulated verse. However, evidence from the music settings of Shijing may possibly reverse the

whole process.
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Taking a second look at the origins of the beats of Chinese music summarized previously,
beating a drum to facilitate singing already existed in the Pre-Qin dynasty. This fact provides two
clues regarding the ban-yan system. On the one hand, given that one way of defining the terms
ban and yan are derived from clapping hardwood or bamboo and beating a drum, it is possible that
the Pre-Qin dynasty witnessed raw forms of ban and yan, although the raw forms were not given
names to. On the other hand, as a collection of songs before the Pre-Qin dynasty, Shijing’s music
setting is a hinge to provide information on early rhythmic structures of Chinese music. This is

with the help of various editions of shipu 7z which connects the beats in music and the rthythm
in poetry solidly. The collection Shijing gupu #5#& 15 5% as a continuator and extension of Fengya
shi’er shipu BME+ 5555, Sepu 5% and Shijing jin su zipu FFEE518 75 simplified the
traditional puzi 7% and transcribed them into staff and numerical notation. Because of this, the

musical settings of the odes included in this collection may reflect well the original form of beats
in Chinese music that were widely believed to form in the Ming dynasty, after the poetic prosody
of regulated verse reached its maturity. Here is an example of the second part of “ & 15> (“Lu Ming”

in Xiao Ya). The musical setting in staff notation is transcribed on the basis of Shijing gupu (see

Appendix A for a full list of staff notation).

(10)

i EN R ZE RAZE HPEHF SPEHF MPLHE RASH DML

.
A

i
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The poem lines are composed into a four-quarter time phrase which means each musical bar
in the phrase consists of four beats. Each beat is represented by a quarter note that is played and
held for one count. As can be seen from the phrase, the characters in the poem lines are equally
assigned to each count in the bars and each character takes on one beat. In the last bar in the phrase
a crotchet rest is used to fulfill the four beats given that there are only three characters ending. The

examples “I&5 &> (“Qing Miao” in Song of Zhou) and “B#E” (“Zou Yu” of Shao Nan in Guo Feng)

as respectively shown in (11) and (12) also contain similar musical settings (see Appendix A for a

full list of staff notation).

(11)

_"_ }
oW F B AR T R W F & 8% ARt R BT B

In (11), there are only two characters in the last bar and a half rest is added to fulfill the four
beats. (12) contains two musical bars filled by only one character for each one. A crotchet rest and
a half rest are added after the quarter note in each bar to complete the four-quarter time presented

by the phrase.
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All the thirty-two odes collected in Shijing gupu are composed in four-quarter time and they
are consistently framed in four-character poem lines with occasional longer ones. In musical
notation, a bar or measure is a segment of time that holds a specific number of beats in which each
beat is represented by a particular note value. During the process of transcribing the musical

settings of the thirty-two odes from Liilii zipu 18 /5 5% and Gongche pu T. ] 5 to staff notation,

bars are used to mark the boundaries of every segment of four beats on the one hand. On the other
hand, a bar serves as a natural separatrix of every two four-character poem lines in general.

From what has been discussed above, a conclusion may be safely deduced that in the early
forms of Chinese music, closely related to the earliest collection of Chinese poetry, a boundary
marker used to denote a certain length of musical duration and to naturally separate poem lines

existed. If that is the case, this boundary marker has a similar function of ban #%, a unit that is

considered to be endowed with the performance of beats to measure the length of a musical
duration in the later stage of the development of Chinese music. This boundary marker bears a
specific durational value that is tightly related to the poetic structure. It might be different from
ban regarding the external layout, but there is no doubt that the poetic structure and its highly-

associated musical settings have filled the internal substance with an analogical concept.

4.3.2 The durational boundary marker in Chinese regulated verse

4.3.2.1 Traditional views on rhythmic patterns of regulated verse

Along with poetic prosody of Chinese regulated verse in western scholarship being presented
as an analogy to the meter of poetry in stress languages (Chen 1979; Yip 1980; Fabb 2002; Fabb
& Halle 2008; Duanmu 2016), Chinese scholars were trying to extract the rhythmic structure of

regulated verse from different perspectives. Lin (1957) brought up a concept which is known as
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“ban dou li” (*f-127#) regarding the rhythmic pattern of Chinese regulated verse. It was believed

that each poem line in regulated verse is almost equally divided into two halves with an implicit
pause marker. The lengths of the two halves are completely equal, or at most, have a difference
less than one syllable. For example, the “2+3” structure and the “4+3” structure are used in the
production of pentasyllabic poems and heptasyllabic poems respectively in Chinese. Interestingly,
musicians who specialize in Chinese traditional musical forms analyzed the beats pattern in geshi

#K5F and qu 1 from a similar angle except that the implicit pause marker or comma was replaced

by the durational boundary markers in music. Zhuang (1990) stated that if each character in
pentasyllabic and heptasyllabic poems in the Tang dynasty is assigned with one beat, with an
additional beat at the end of each poem line, a pentasyllabic line will contain six counts of beats
and a heptasyllabic line will contain as long as eight counts of beats. In this way the rhythmic
pattern of Tang poetry is consistent with the beats pattern of Chinese traditional operas that are
produced in six ban and eight ban. In Wang and Zhang (1990)’s discussion on the development of

beats in Chinese music, Tang Xianzu 7% #1fH (1550-1616)’s theory about how to decide the beats

pattern for qu is highlighted. In general, it is suggested that for the musical phrases comprising
four or six characters, the durational boundary is after every two characters. When it comes to the
five-character and seven-character musical phrases, the way of timing still works except that there
will be an additional character left to occupy a certain length of duration.

The beats pattern in qu raised by Tang Xianzu is seen in (13). An “X” represents a character,

the underline is used to group every two characters and the slash is the durational boundary marker.

(13) “PUNZ5F, ZFimbl, s =. G5, 55 HAMAR” (Wang & Zhang, 1990:15)
“PUARZH, ZF s
XX/XX/XX/......
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“ﬁgz,’

/X XX XX/ or /XX X XX/ or /XX XX X/
cc,b%@,a

/XX X XX XX/ or /XX XX XX X/

The pattern shows that for an odd-number line, there will always be an isolated position that
filled with one single character. It may be the first, third or fifth position in a pentasyllabic line.
For a heptasyllabic line, the isolated character may be located at the third or seventh position. It is
clear that this isolated character is not grouped into any two-character combinations and forms a
durational unit itself. However, what’s unknown is why the isolated character has to be positioned
like this and how many counts of beats, or what durational value, the character contains. In order
to be consistent with even numbered lines that have a neat rhythmic pattern, the regulations to
produce the pattern should be unified. Moreover, if the rhythmic pattern follows Zhuang (1990)’s
theoretical frame in which an additional beat is added to every pentasyllabic and heptasyllabic line
to form lines with six counts of beats or eight counts of beats, where does the additional beat in
the end come from? It seems that the traditional viewpoints are not ample enough to provide an

explicit explanation to the formation of the rhythmic structure of regulated verse.

4.3.2.2 Remodeling the durational boundary theory

Taking along all the questions drawn from the traditional views, there is a need to bring forward
a new model that amalgamates the poetic features of Chinese regulated verse and the musical
mechanism that triggers the formation of poetic prosody. There are several prerequisites in order
to set up this new model. Firstly, given that the prominent function and the performing lay-out of

the early existence of Chinese poetry is highly associated with music, it is believed that beats
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pattern in Chinese traditional music works as a trigger which underlyingly contributes to the
rhythmic structure of regulated verse. That is to say, the traditional views of putting the rhythmic
composition of Chinese traditional music within the province of poetry entirely is questionable.
On the contrary, the actual musical phenomena that influence the production of poetry does exist.
Secondly, although it is widely accepted that the definite value of one han was not revealed until
the Song dynasty, the evidence from Shijing’s musical settings provide a reliable possibility in
presenting the number of counts within a certain musical piece, which is taken as the raw form of
the length of one ban.

The classification of rhythms put forward by Sachs (1953) indicates that divisive, additive,
accentual and numerical rhythms are four major types. As explained by Sachs, divisive rhythm is
regulative and it shows how the parts are meant to be disposed, while additive thythm shows how
the parts are actually disposed and it is configurative. Accentual rhythm is the alternations of
accented and unaccented parts. The prominent feature of numerical rhythm is the rhythmic units
moving on in some certain paralleled grouping patterns, without the features including the
combinations of long and short segments or the alternations of accented and unaccented parts.

When it comes to Chinese regulated verse, it is firstly recognized as a literary form that is
rooted in the morpho-syllabic system in which the lay-out of the syllables are linear and countable.
Then the tonal features of the Chinese language itself distinguish Chinese regulated verse from
stress-timed verse in a conspicuous way. Sachs’ approach to the rhythm-meter controversy
indicates that rhythm is simply determined by differences in length, and meter by differences in
weight. This is the reason “rhythmic structure” is used for Chinese regulated verse here, and meter
is used for stress-timed verse, as they are essentially different. An assumption may now be drawn

from the two verifications above and the theoretical framework previously brought up. The
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versification of Chinese regulated verse presents a numerical rhythmic structure based on the tonal
alternation in terms of even tone and oblique, and the numerical rhythmic structure is highly
associated with the durational accents in Chinese traditional music.

Specifically, from the musical settings of the thirty-two odes of Shijing, it is clear that within
a musical phrase having a four-quarter time, each musical bar contains four beats that
corresponding with the number of characters in general. Longer lines with more than four
characters are cut into a four-character segment and another segment with an irregular number of
characters. If the characters within a bar do not add up to four, a crotchet rest or a half rest must
be there to occupy the predefined beats. As a raw form or early model of the han-yan system in
Chinese traditional music, it is predictable that with beats equal in durational accent in one musical

bar, the han in the musical settings of Shijing counts for four pai 1 or four counts of beats.

Similarly, the regulation of qu in terms of its rhythmic structure proposed by Tang Xianzu overtly

reflects the fact “ban you ding pai” M5 7€ 4H, except that one ban is predefined to have two

counts of beats in both even numbered and odd numbered lines. It seems that evidence shaped in
distinguishing forms in different eras show a tendency that poem lines are consistently segmented.
They are segmented in order to accommodate to the predefined durational structures with
boundaries between/after every chunk containing two or four units. As an important stage after
Shijing and before ci and qu, regulated verse could coherently be predefined with similar durational
boundaries. However, as a poetic form sprouted and developed in the procedure of tonal prosody,
the rule application to regulated verse should take the tonal alternation into consideration and thus
may take on a more implicit form of expression.

Being implicit means that the tonal alternation needs to be transformed into a more explicit

expression that is pertinent to be generated and calculated, given that the numerical rhythm is
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absolutely concrete. As a result, quantifying the two tonal categories is an important step to
simplify the rule. In the previous sections when the chanting of regulated verse was discussed, it
was found that the lengths of level tone and oblique tone are different, no matter in what tunes the
intoners were chanting. Apparently, as a distinctive feature to differentiate the level tone and the
oblique tone, being able to be prolonged or not is immersed in the poetic prosody of regulated
verse. As a result, the term “accent” from music is borrowed to signify this feature. In music, an
“accented” note may be louder in sound, higher in pitch or longer in duration. Tenuto, a musical
notation that is denoted as a horizontal bar adjacent a note is used to let the performer know that
this note should be sustained for its full length or even longer than its full length depending on the
change of tempo. Based on the above discussion, every poem line of Chinese regulated verse can
be taken as a container that consists of several segments. If ideally reflecting the durational
boundary in Chinese traditional music, each segment may be composed of at least two different
tones, two identical tones or just one tone either with its prolongation or a rest. To make the rule
more directly perceived, a level tone is assigned a value of 2 and an oblique tone is assigned a
value of 1. The values assigned only indicate the ability of being prolonged and is not relevant to
the actual duration of the pronunciation as a single tonal category. However, the values may be
possibly taken as counts of beats when a regulated verse is being chanted by the intoner given that
the differences in prolongation will diversify the tempo and style of chanting. The prolongation
after a level tone and a rest after an oblique tone are denoted by “X” due to their uncertainty and
the value of “X” is equal or greater than zero (X>0).

A sequence below is thus set up according to the values assigned and the possible combinations
of two tonal categories. The crescendo notation shows a change in the sum of values in different

tone combinations on the one hand. On the other hand, it also indicates that any combinations
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without a level tone are weak in the sequence regarding the ability of being prolonged or accented.
Supposing the level tones in any positions of a poem line can be prolonged in chanting, the
combinations receiving the highest value regarding the ability of being prolonged are marked the
most accented and the least accented combinations are not able to be prolonged. The segments
with a level tone is higher in ranking than any segments without a level tone by default, and that
gives a reason for “level+prolongation” being more accented than “obliquet+oblique” in the
sequence regardless of a possibility that their values may be equal. A level tone is denoted as “L”
and an oblique tone is denoted as “O”. Prolongation and rest are presented by “P” and “R”
respectively. With the sequence in (14) being set up, the theoretical frame of Accented Durational

Boundary (ADB) which is a new model has been comprehensively established.

4 ML @ |[ow )| 1+v0@) || L+P2) || 0+0 () || O+R 1)

most accented least accented

What needs to be paid special attention to is the combination of a level tone and an oblique
tone. In the ADB theory, the duration of a segment is controlled by the units’ ability of being
prolonged or not within the segment. It is the prolongable unit that works as the boundary marker
since a prolongation is naturally followed by a pause. In other words, in a combination with
different tonal types, the prolongable unit at a marginal position is more likely to be prolonged.
The “O+L” combination is accordingly preceding the “L+O” combination in the sequence.

Next, a set of tonal combinations of a strictly-formed pentasyllabic regulated verse is taken as

an example to examine how the accent level influences the rhythmic structure.
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(15) INKINFF ze ze ze ping ping
(OOOLL)
K IRF ping ping ze ze ping
(LLOOL)
FFFIKK ping ping ping 7e 7¢
(LLLOO)
INKIRFF ze ze ze ping ping
(OOOLL)
INKEFIR ze ze ping ping ze
(OOLLO)
K IRF ping ping ze ze ping
(LLOOL)
FFFIXK ping ping ping 7e 7¢
(LLLOO)
INKIRFF ze ze ze ping ping
(OOOLL)

Designed as a situation reflecting the rules in the simplest way, each poem line is divided into
several segments and each segment contains two units. Because pentasyllabic regulated verse is
composed of odd numbered lines, the last unit is grouped either with a prolongation or a rest
depending on its tone category. Both the “prolongation” and the “rest” are taken as units. For poem
lines ending with a level tone, there will be a prolongation added to it and the last segment is noted
as “L+P”. Differently, the last segment of a poem line that ends with an oblique tone is noted as

“O+R”, indicating a “rest” or “pause” after the oblique tone. This way the tonal set of regulated

verse is reformed as below.

(16) OOOLL OO OL LP
LLOOL LL OO LP
LLLOO LL LO OR
OOOLL 5 | OO0 OLLP
OOLLO OO LL OR
LLOOL LL OO LP
LLLOO LL LO OR
OOOLL OO OL LP
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According to the rules given, the most accented segment (L+L) is counted as a Tenuto in
regulated verse and are denoted with a horizontal bar adjacently. If the “L+L” does not appear in
a poem line, the segments that are higher-ranked in the sequence takes the position. With the

horizontal bar the regulated verse is shown in (17).

17
{17 OO OL LP

LL OO LP
LL LO OR
OO0 OL LP
OO LL OR
LL OO LP
LL LO OR
OO OL LP

Given that there is only one segment in each poem line marked as Tenuto and the other
segments are comparatively not as accented, the regulated verse can be further formulated as given
in (18). A lowercase “x” is used to signify the segments less accented, and the letter “T” is to mark

the position with a Tenuto.

(18) | 0o oL Lp x T x
LL 00 LP Txx
LL LO OR Txx
00 OL LP > | xTx
00 LL OR x T x
LL 0O LP Txx
LL LO OR Txx
00 OL LP x T x

With the same procedure, a strictly-formed regulated verse with heptasyllabic lines is firstly
reformed and then formulated as follows. The only difference is there are two tiers of boundaries.

Based on the fact that the predefined durational structures are marked with boundaries
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between/after every chunk containing two or four units, the first-tier boundary falls in the middle

of the reformed poem lines and divides it into two

boundary is identical to pentasyllabic regulated verse.

(19)

LLOOOLL
OOLLOOL
OOLLLOO
LLOOOLL
LLOOLLO
OOLLOOL
OOLLLOO
LLOOOLL

halves. The processing of the second-tier

OL LP
OO LP
LOOR
OLLP
LL OR
OO LP
LOOR
OL LP

LLOO OLLP LL OO
OOLL OOLP OO LL
OOLL LOOR OO LL
LLOO OLLP > LL OO
LL OO LL OR LL OO
OOLL OOLP OO LL
OOLL LOOR OO LL
LLOO OLLP LL OO

Tx Tx

xT xT

xT Tx

Tx Tx

Tx Tx

xT xT

xT Tx

Tx Tx

As seen in (18) and (19), strictly-formed regulated verse shows some neat and consistent

patterns after being formulated with the accented durational boundary rules. Each poem line in the

strictly-formed pentasyllabic regulated verse is formulated to contain three segments with a Tenuto

alternatively located in the first or second position. To make an analogy, the pentasyllabic poem

is just like a musical phrase in three-quarter time and each poem line equals a musical bar that
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contains three counts of beats but with a different rhythmic pattern. The first two segments always
form a binary contrast regarding the ability of accenting. Similarly, each poem line in the strictly-
formed heptasyllabic regulated verse is formulated to have four segments with two Tenutos. The
first two segments consistently form a binary contrast and so do the second two segments.
Although the rhythmic pattern is not the same, on the surface it coincides with a rhythmic unit
containing four counts of beats in a musical phrase in four-quarter time.

Apparently, the formulations take on a pattern with a fixed number of binary contrasts in both
pentasyllabic and heptasyllabic regulated verse provided above. The fact that the rule application
is based on the ability of being prolonged or not, the binary contrast in the formulations is clearly
not relevant to strong-weak contrast in stress-timed languages. It is a contrast of being able to be
prolonged and not being able to be prolonged. Now the question lies in what the regularities are
regarding the binary contrasts. In order to find answers, pentasyllabic and heptasyllabic regulated
verse with all variations regarding the tonal patterns are taken into consideration. The reformations
and formulations shown in (20)-(25) are based on the variations summarized in 4.2.1. The
variations of strictly-formed pentasyallbic regulated verse are demonstrated in (20)-(22). The

variations of strictly-formed heptasyllabic regulated verse are shown in (23)-(25).

(20) (21)
LL OOLP Txx OO LL OR xTx
OO OLLP xTx LL OOLP Txx
OO LL OR xTx LL LO OR Txx
LL OOLP | Txx OO OLLP xTx
LL LO OR Txx OO LL OR xTx
OO OLLP xTx LL OOLP Txx
OO LL OR xTx LL LO OR Txx
LLOOLP Txx OO OLLP xTx




(22)

(23)

(24)

(25)

LL LO OR
OO OL LP
OO LL OR
LL OO LP
LL LO OR
OO OL LP
OO LL OR
LL OO LP

Txx
xTx
xTx
Txx
Txx
xTx
xTx
Txx

OO LL
LL OO
LL OO
OO LL
OO LL
LL OO
LL OO
OO LL

OO LP
OL LP
LL OR
OO LP
LOOR
OL LP
LL OR
OO LP

LL OO
OO LL
OO LL
LL OO
LL OO
OO LL
OO LL
LL OO

LL OR
OO LP
LOOR
OL LP
LL OR
OO LP
LOOR
OL LP

OO LL
LL OO
LL OO
OO LL
OO LL
LL OO
LL OO
OO LL

LOOR
OL LP
LL OR
OO LP
LOOR
OL LP
LL OR
OO LP

xT
Tx
Tx
xT
xT
Tx
Tx
xT

148
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As seen in (18) and (20)-(22), the rule application reduced the tonal variations of strictly-
formed pentasyllabic verse to two, in which the first two positions in a line form a binary contrast
and the third position is comparatively unaccented. Given that an agogic accent mentioned earlier
refers to an accent by virtue of being longer in duration, the combinations with a Tenuto by default
have an accent of agogic. A “Tx” combination is thus named “pre-agogic” due to the position of
the Tenuto and an “xT” combination is named “post-agogic”. In pattern I which can be seen in (18)
and (21), the first and fourth lines start with a post-agogic, whereas the second and third lines start
with a pre-agogic. In pattern II shown in (20) and (22), the first and fourth lines start with a pre-
agogic but the second and third lines start with a post-agogic. It is consistent in the two variations
that if the whole verse is cut into two halves with four lines in each, we get two identical patterns.

Based on (19) and (23)-(25), the tonal variations of strictly-formed heptasyllabic verse are
condensed into three patterns. Consistently, the first two positions of each line form a binary
contrast and the last two positions of each line form a binary contrast as well. In pattern I shown
in (23), the first, fourth and eighth line are composed of two post-agogics, whereas the second,
third, sixth and seventh line are formed with two pre-agogics. The fifth line consists of a pre-agogic
and post-agogic. Pattern Il illustrated in (19) and (24) includes two identical halves in which the
first and fourth line are composed of two pre-agogics, the second line is composed of two post-
agogics and the third line consists of a post-agogic and a pre-agogic. Line 5-8 works the same way
as the first half. There are also two identical halves in pattern III as can be seen in (25) in which a
post-agogic and a pre-agogic form the first line, two pre-agogics make up the second and third line
respectively and two post-agogics form the fourth line. Line 5-8 works the same way as the first

half.

4.3.2.3 The ADB schemas
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In the remodeled Accented Durational Boundary theory, the smallest unit that forms a regular
pattern is actually a segment containing a pair with a binary contrast. This is a simplified version
of the original combination of tonal variations, but underlyingly signifies the nature of the rhythmic
structure of regulated verse. That being said, the basic regulations of regulated verse regarding the
tone assignments within a couplet or between the second line of a preceding couplet and the first
line of a latter couplet, namely dui and nian, are transcribed into the correspondence between the
pre-agogic and the post-agogic among the related poem lines. As can be easily seen from the
formulations produced above, any corresponding positions that require a dui relation belong to two
agogics with counter locations of Tenuto, and any corresponding positions that require a nian
relation are affiliated to two identical agogics. On the basis of the possible formulations produced
and the conditional alternations of the two types of agogics, the rules of producing regulated verse

with either pentasyllsbic or heptasyllabic poem lines are schematized in (26).

(26)
Verse Pentasyllabic Heptasyllabic®
Type Pattern I Pattern II Pattern I Pattern 11 Pattern II1
Line #
Line 1 post-agogictx | pre-agogictx | post-atpost-a pre-atpre-a post-atpre-a
Line 2 pre-agogictx | post-agogic+x pre-at+pre-a post-atpost-a pre-atpre-a
Line 3 pre-agogictx | post-agogic+x pre-at+pre-a post-atpre-a pre-atpre-a
Line 4 post-agogictx | pre-agogictx | post-atpost-a pre-atpre-a post-atpost-a
Line 5 post-atpre-a
Line 6 Repetition of | Repetition of Repetition of | Repetition of
Line 7 the first half the first half | Repetition of | the first half the first half
Line 8 Line 2-Line 4

29 post-a=post-agogic; pre-a=pre-agogic
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As can be seen in (26), the agogic types alternate within a couplet, whereas the agogics of the
second line of a preceding couplet and the first line of a latter couplet should be identical. The
second half repeats the pattern. The situation of the heptasyllabic verse is more complicated with
more variations. However, focusing on the first agogic in each line, the same conclusions with the
situation of pentasyllabic verse will be obtained. The type of the second agogic in each line has
more flexibility and is not subject to the first agogics’ type in the same line. Compared with the
strictly-formed tonal variations originally set to produce regulated verse, the schematized
formulations in (26) are broader in categorization. Although this may allow a wider range of verse
not to be ruled out from the strict forms and thus increase the chance for a verse to be considered
as perfectly-formed, this is an unconscious selection of the ADB that the rule prominently
maintains. The essential requirements for tonal alternation of some certain positions should still
be the bottom line in applying the ADB rule. That being said, it is no doubt that only a certain
number of regulated verse meet both the tonal variation requirements and the ADB schemas in (26)
which derived from the strict forms. If that is the case, the ADB schemas would need a broader
range to give off reasonable explications for the existence of less strictly-formed verse. As a result,
supportive evidence from the statistical perspective is highly necessary beyond the theoretical

hypothesis.

4.4 Data analysis

4.4.1 Data introduction and demonstration design

It is obvious that the regularity of regulated verse and the embodiment of the ADB schemas
are in mutually balanced relation. In other words, ideally the ADB schemas should be applicable

to any regulated verse. In order to corroborate this hypothesis and examine the feasibility of the
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ADB schemas, Quan Tangshi (The Complete Collection of Tang Poetry)*°, the largest collection

of Tang poetry, is taken as the source of data. Gao Bing =it (1350-1423) divided the Tang

dynasty into Early Tang (618-712), High Tang (713-765), Middle Tang (766-835) and Late Tang
(836-907) basically according to the political and historical development of the Tang dynasty with
the styles and forms of poetry serving as the theoretical and methodological support. Although the
way of dividing the Tang dynasty into four phases was later criticized to be “one-sided and
formalized” (N1 1986; Zhang 20006), it still provides a clue to help decide the poems of which poets
are appropriate to be studied. For the purpose of obtaining the data that is comparatively over a

wide time span, a total of three hundred poems by Luo Binwang 5% & T (619-6847?), Meng Haoran
TR (689-740) and Li He Z5# (790-816) are selected as the objects of study. Among the three

hundred poems, forty-nine poems belong to Luo Binwang, one hundred and eighty-five poems are
produced by Meng Haoran and sixty-six poems by Li He. In the 1986’s edition of Quan Tangshi
published by Shanghai Chinese Classics Publishing House, there are actually one hundred and
twelve poems produced by Luo Binwang, two hundred and sixty-seven poems composed by Meng
Haoran and one hundred and seventy-seven poems by Li He. Given that only the poems containing
regular four or eight lines are taken into consideration, the scale of the data pool is accordingly
adjusted.

As mentioned previously, two criteria are used in the test. First, the strict tonal alternation in
certain positions will be examined. The tonal requirements set for the criterion include dui, nian

and avoiding the single level tone. The regulations of dui and nian were explained in detail in 4.2.1.

3% Quang Tangshi [The Complete Collection of Tang Poetry]. Shanghai: Shanghai Chinese classics publishing
house, 1986.
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As for avoiding the single level tone, we adopt the narrow standpoint of the range where it occurs.
It particularly cares about the first position of a type B pentasyllabic line (LLOOL) and the third
position of a type B heptasyllabic line (OOLLOOL). To avoid the appearance of a single level
tone, level tone must be assigned at these two positions. Second, the placement of two agogic types,
a broader schematized model, will be investigated. Specially, we are also interested in whether the
two criteria will be relatively complemented in some occasional situations. The outcomes of the

test will be transcribed into statistics for a more illustrational explanation.

4.4.2 Sample data analysis

In this section, three poems of each poet are randomly chosen from the data base to showcase
whether the two criteria are appropriately fulfilled. The test procedure reflects what has been
discussed in 4.3.2 and includes four steps. First, the tone category of each character is marked.
Second, a corresponding count of beat (prolongation or rest) after each poem line is added on.
Third, each poem line is divided and reformed with the rule of Accented Durational Boundary
applied. Fourth, the agogic types are denoted. Last but not least, a comparison between the test
results and the strictly-formed ADB schemas is carried out. By demonstrating the test of sample
data, an attempt to draw a general picture of the poetic prosody of regulated verse from a new

angle is employed.

4.4.2.1 Sample data group I: Luo Binwang 5% 2 T

2 N ——"
/
%{iﬁ#@%} OOLLO 0O LL OR
MRS 2 LLOOL LL OO LP
WVESIRIE, LLLOO LL LO OR
s, |, | OVOLL OO OL LP
FEFE I, OOLLO > |ooLLor | T
JE BT LOOLL LO OL LP
NERERY, OOLLO 0O LL OR
At SR 2 B LLLOL LL LOLP




OO LL OR
LL OO LP
LL LO OR
OO OL LP
OO LL OR
LOOLLP
OO LL OR
LLLOLP

xTx
Txx
Txx
xTx
xTx
xTx
xTx
Txx
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As shown in (27), the first four lines of the verse meets both the requirements of tonal

alternation and agogic placement. There is nothing wrong with the fifth line since it is identical in

agogic type with the previous line, and they are also in nian relation. From the sixth line, the dui

and nian relations are broken. The types of agogic do not alternate as what has been set up in the

standard schemas. Each line in this poem is presented with proper agogic placement, and there are

six out of seven pairs of lines rule-embedded and well-formed.

@) [

IEE S
Tk 1% Ja i
R A,
T RBNIER
wiAgFEM L,
EILBEEHT
BKEK 45 47
R B

LL OL OR
OO OL LP
OO LL OR
LL OO LP
OL LO OR
LOOLLP
OO LL OR
LL OO LP

LLOLO
OOOLL
OOLLO
LLOOL
OLLOO
LOOLL
OOLLO
LLOOL

Txx
xTx
xTx
Txx
Txx
xTx
xTx
Txx

LL OL OR
OO OL LP
OO LL OR
LL OO LP
OL LO OR
LOOLLP
OO LL OR
LL OO LP
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The verse in (28) presents a perfect placement regarding the agogic type. It reflects pattern II

in the schematized pentasyllabic regulated formulations shown in (26). The dui and nian relations

between the corresponding poem lines are satisfied as well. Each line in this poem is presented

with proper agogic placement, and all the seven pairs of lines are rule-embedded and well-formed.

S T TN

LSS o] JITpee
SR 25 P R
SRR A TATIR
EREE A%,

LLLOLLO
LLOOOLL
OOLOLLO
OOLLOOL

LLLO LLOR
LLOO OLLP
OOLO LLOR
OOLL OOLP

Tx Tx
Tx Tx
xT Tx
xT xT

LLLO LL OR
LL OO OLLP
OOLO LLOR
OOLL OOLP

As can be seen from the heptasyllabic verse with four lines, the second position of line 1 and

line 2 share the same tone category, whereas the tonal categories of the second position of line 2

and 3 alternate. Line 3 and line 4 also have an ill-formed dui relation. Given that the dui and nian

relations in the verse shown in (29) are all broken, the basic regulations of tonal alternation are not

realized. Aside from this, the two types of agogic are not arranged as expected in the standard

schemas. Failing to meet the two criteria preset, this verse is considered irregular and not rule-

embedded.

4.4.2.2 Sample data group II: Meng Haoran 7594
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(30)
EFBEY FHhi
ﬁ:ﬁja ﬂ;“l@ OOLLO OO LL OR
i Laﬁ’ LLOOL LL OO LP
S ° OLLOO OL LO OR
FIZEFERT,
JO OOOLL OO OL LP
TG ST . — — —
A LOLLO LOLL OR
LM SR LLOOL LL OO LP
YD AR R, OLLOO
TEIE D, Coorr OLLOOR
] G B LOOLLP
OO LL OR x T x
LL OO LP Txx
OL LO OR Txx
OO OL LP x T x
>
LOLL OR x T x
LL OO LP Txx
OL LO OR Txx
LOOLLP x T x

The verse illustrated in (30) is a good example of rule-embedded and well-formed regulated
verse on the ground of the shaped tonal alternations and placement of the agogics. It reflects pattern

I in the schematized pentasyllabic regulated formulations shown in (26).

(1)

VL b3 Ll B8 2 i B

S5, LLLOO LL LO OR

hs B A OOOLL 0O OL LP
i 2 OOOLO 00 OL OR

AR,

% 5 LLOOL LL OO LP

ZENH AR —— | 000

Wiz, COOLL > | LL OO OR — >

L EHMEE, OOLLO LOOLLP

AN, 0O LL OR

ISR AT o LLOOL LL OO LP
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LL LO OR Txx
OO OL LP xTx
00O OL OR xTx
LL OO LP Txx
LL OO OR Txx
LOOLLP xTx
OO LL OR xTx
LL OO LP Txx

Same as the verse in (30), this is another regulated verse that meets both the requirements of
the basic tonal alternation and the agogic placement. Differently, it belongs to pattern II in the

schematized pentasyllabic regulated formulations.

(32)

m@ﬁ%ﬁ%;;&% LOLLOOL LOLL OOLP
) ];h o % - ’ LLOLLOL LLOL LOLP
TG TS

2 ; LLLOOLL LLLO OLLP
NBEVD B RV A LOLLLOL o
RN IR R, | —> —
R P ) R B A OLOOLLO OL 0O LLOR ’
2 g ARSI OOLLLOO OOLL LOOR
HERRCER, Egi‘igig Eg Iﬂi g(g g};{
WA g N 2
LOLL OOLP xT xT
LLOL LOLP Tx Tx
LLLO OLLP Tx Tx
LOLL LOLP > xT Tx
OL 00 LLOR Tx Tx
OOLL LOOR xT Tx
LLLO LOLP Tx Tx
LOLL OL OR xT Tx

The verse shown in (32) is a heptasyllabic one with eight lines. The first four lines are well-
formed regarding tonal alternations and first agogics in the first four lines alternate in types as

expected in the standard schema. Different from pattern I in the schematized heptasyllabic
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regulated formulations, a pre-agogic is placed at the second position of line 4 in the generated
schema. Considering the tonal alternation of the second positions from line 5 to line 8, apparently
the nian relation between line 5 and line 4 is broken. Line 6 and line 7 are in the same situation
with an ill-formed nian relation. Although the agogic placement partially follows the standard
schemas, due to the unshaped tonal alternation in some certain positions, the verse is not

considered to be fully rule-embedded. Five out of the seven pairs of lines are well-formed.

4.4.2.3 Sample data group III: Li He =¥

(33)

)\7J<§7‘%$JJ, OOLLO OO LL OR
Eilifeatos-Z LLOOL LL OO LP
A A, OLLOO OL LO OR
EEHENR. \ g(())iig g(()) (EE gII’{
2:‘» 5&\\ '
gfﬁéfﬁg LLOOL LL OO LP
— e A f, LLLOO LL LO OR
— i ZE o OOOLL OO OL LP
OO LL OR x T x

LL OOLP Txx

OL LO OR Txx

LOOL LP x T x

OOLLOR | — | xTx

LL OOLP Txx

LL LO OR Txx

OO OL LP xTx




(34) _
AN

R =44, OOLLO OO LL OR

LESuEl 3 LLOOL LL OO LP

R A 47 5, OLLOO OL LO OR
U= LOOLL LO OL LP

2@%‘; . OOLLO OOLLOR | —

N LLOOL LL OO LP

Al A 415, LLOLO LL OL OR

AT B LOOLL LOOL LP

OO LL OR x T x

LLOOLP Txx

OL LO OR Txx

LOOL LP xTx

OOLLOR | — > | xTx

LL OO LP Txx

LL OL OR Txx

LOOL LP xTx
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As seen in (33) and (34), there is no violation of the requirements of tonal assignment in some
certain positions. The agogic placements in the two verses both follow the standard schemas and

reflect pattern I in the schematized pentasyllabic regulated formulations shown in (26). As a result,

both examples are rule-embedded and well-formed.

(35) ¥ (4
ﬁggg??i’ LLLOLOL LLLO LOLP
i e H B4 L OLOOLLL OL OO LLLP
1o L L OLOLLOO OL OL LOOR
T RN T LOOLLOL LOOL LOLP
2 I 2 LOLLOLO LOLL OLOR
T AR YD T LLOOLLO LL OO LLOR
A R, OOLLOOL OOLL OOLP
L 3 5L T3 LLOOLLO LL OO LLOR
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LLLO LOLP Tx Tx
OL OO LLLP Tx Tx
OLOL LOOR TT Tx
LOOL LOLP ) xT Tx
LOLL OL OR xT Tx
LLOO LLOR Tx Tx
OOLL OOLP xT xT
LLOO LLOR Tx Tx

(35) demonstrates a heptasyllabic verse with eight lines. From the perspective of tonal
assignment, several lines are deviated due to ill-formed nian or dui relations. For instance, the dui
relation of line 1 and 2 is broken, and the nian relation of line 6 and 7 is broken. For most lines in
this verse, the agogic placement does not meet the standard schemas. Additionally, the first
segment of line 3 in the generated schema is composed of two Tenutos which block out the
possibility for this segment to comprise a binary contrast. Regardless of the tonal assignment and
agogic placement, the condition of applying rule ADB is completely blocked here.

Among the nine samples analyzed, there are five cases that are completely rule-embedded and
well-formed, two verses partially follow the standard schemas and two others fail to meet the two
criterion. Within the ill-formed examples, there is one case showing an unmatched environment
for the application of ADB rule, which might be an exceptional case due to the low frequency of
occurrence. That being said, a comprehensive corpus study of cases with various features and

situations will be carried out based on a statistical analysis of the completed data.

4.4.3 Statistical analysis with Pearson Correlation Coefficient and hypothesis test

4.4.3.1 Objectives and methods

In the analysis of the completed data, the three hundred poems are divided into four groups

which are pentasyllabic /liishi, pentasyllabic jueju, heptasyllabic liishi and heptasyllabic jueju
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accordingly. In each group, we examine the violations of dui and nian, the situation of single level
tone, the lines with proper agogic placement, the perfectly rule-embedded pairs of lines, the
partially rule-embedded pairs of lines with violations of dui or nian and the schema types. For the
violations of dui and nian and the situation of single level tone, the number of each kind of
violation is calculated and transcribed into percentage in comparison with the number of poems in
total. The number of lines with proper agogic placement and the perfectly/partially rule-embedded
pairs of lines are calculated and transcribed into percentage in comparison with the corresponding
numbers in total for certain scenarios. Whether each poem belongs to any strict schema type and
what schema type the poem belongs to are investigated last.

As the data is completed described, the following is to be examined: a) the performance of the
ADB rule application in each group with and without violation of tonal alternations (partially rule-
embedded and perfectly rule-embedded); b) whether there is a negative correlation between the
number of poems with violations of dui or nian and the number of poems with perfectly rule-
embedded pairs of lines; ¢) whether there is a correlation between the number of poems with
perfectly rule-embedded pairs of lines and the number of poems with strict schema type.

In order to find out the correlations to be examined, the Pearson correlation coefficient of every
two pairs of variables is calculated and two hypothesis tests are carried out to test the significance
of the correlation coefficients. In other words, the correlation coefficient, r, is tested to decide the
strength of the linear relationship between two variables X and Y. In the designed test 1, X refers
to the number of poems with violations of dui or nian in percentage in four groups and Y represents
the number of poems with perfectly rule-embedded pairs of lines in percentage in four groups. In
the designed test 2, X refers to the number of poems with perfectly rule-embedded pairs of lines

in percentage in four groups and Y represents the number of poems with strict schema type in
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percentage in four groups. If all three hundred poems were used as the data, the value of the
population correlation coefficient p would be used to decide the strength of the linear relationship
between X and Y. Since only a sample data pool is chosen, the sample correlation coefficient 7 is
considered to be the estimated correlation coefficient of the unknown population. After the sample
correlation coefficient r is calculated, a hypothesis test is conducted to decide whether the
estimated correlation coefficient of the population is significantly different from O or close to 0. If
p is significantly different from 0, the correlation coefficient is significant. If p is close to 0, the
correlation coefficient is not significant. Pearson’s correlation coefficient r must fall between -1
and +1. If > 0, the variables are positively related. If » <0, the two variables are negatively related.
When r = 0, there is not a linear increasing or linear decreasing trend in the relation and the two
variables are not correlated accordingly (Agresti & Finlay 2009: 269-271). The decision is made
on the basis of the sample correlation coefficient » and the sample size 7.

To draw the conclusion of the hypothesis test, the p-value is calculated to compare with the

significance level where o = 0.05.

4.4.3.2 Results

Based on a completed description of the sample data (See Appendix C for detailed tonal
patterns of the three hundred poems), the information shown in (36) is abstracted, which best
explicates the conditions under which the rule of ADB is applied and the environment where the
rule application is blocked. Specifically, three questions put forward previously regarding the
performance of the ADB rule application in each group with and without violation of tonal

alternations and the correlations between the corresponding variables will try to be answered.
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(36)31
Group | Number | Poems with Pomes Poems with Poems with Poems with Poems with
type of violations of with lines of perfectly rule- partially rule- | strict schema
poems dui or nian situations | proper agogic | embedded pairs embedded type
of single placement of lines pairs of lines
level tone
Q P Q| P Q P Q P Q P Q
Iiflrsl;? 226 | 86 |3805| 4 | 177 | 176 | 77.88 | 144 | 6372 | 10 | 442 | 147 | 65.04
Q P Q| P Q P Q P Q P Q
Penta-
- 33 10 | 3030 | O 0 27 81.82 20 60.61 0 20 | 60.61
jueju
Q P Q| P Q P Q P Q P Q
Hepta-
lishi 32 29 19063 | 0O 22 | 68.75 14 43.75 4 12.50 5 15.63
Q P Q| P Q P Q P Q P Q
Hepta- | 3 3333 | 0 9 | 100 | 6 | 6667 0 5 | 5556
jueju

Among the three hundred poems taken as a sample, there are two hundred and twenty-six
pentasyllabic [liishi, thirty-three pentasyllabic jueju, thirty-two heptasyllabic liishi and nine
heptasyllabic jueju, according to which the sample is divided into four groups. As found in (36),
the group that has the most cases of violations of dui or nian in proportion is heptasyllabic /ishi.
The situations of single level tone do not arise in the groups of pentasyllabic jueju, heptasyllabic
liishi and heptasyllabic jueju. Pentasyllabic liishi is the only group where the situations of single
level tone are found, but the percentage is only 1.77%. A majority of poems in the four groups are
constructed with lines of proper agogic placement in which the first two segments in a line of the

pentasyllabic poems form a binary contrast, and so do the first two segments and the last two

31¢Q” and “P” represent “quantity” and “percentage” respectively. In columns “Poems with lines of proper agogic
placement”, “Poems with perfect rule-embedded pairs of lines” and ‘“Poems with partially rule-embedded pairs of
lines”, the quantities reflect the poems with corresponding lines/pairs of lines that are greater than or equal to the
averages on which the corresponding standards are met.
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segments in a line of the heptasyllabic poems. Considering that the poems with partially rule-
embedded lines are few in number in some groups and even do not exist in others, the partially
rule-embedded situation will not be an essential factor to interfere with the operation of the ADB
rule.

In order to examine the correlation between the number of poems with violations of dui or nian
in percentage in four groups and the number of poems with perfectly rule-embedded pairs of lines
in percentage in four groups, and the correlation between the number of poems with perfectly rule-
embedded pairs of lines in percentage in four groups and the number of poems with strict schema
type in percentage in four groups, two Hypothesis Tests with the Pearson Correlation Coefficient
are carried out. With the two variables given in sample, the Pearson Correlation Coefficient r is
calculated as below in (37) (Agresti & Finlay 2009: 270).

LE-XG-Y)
VI -02R( - y)?

x = values of the x-variable in the sample

37) r=

X = mean of the values of the x-variable
y = values of the y-variable in the sample

y = mean of the values of the y-variable

In Test 1, the correlation between the number of poems with violations of dui or nian in
percentage in four groups (x-variable) and the number of poems with perfectly rule-embedded
pairs of lines in percentage in four groups (y-variable) is calculated. The x-variable, y-variable and

the corresponding Pearson correlation coefficient » of Test 1 are listed in (38).
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(38)
Subjects X Y
1 38.05 63.72
2 30.30 60.61
3 90.63 43.75
4 33.33 66.67
r=-0.9535926

To test if the value of 7 in (38) is significant to be used as an estimate for the population
correlation coefficient, a hypothesis test is performed. The p-value is calculated on the basis of the

r value and the number of the subjects with the formula for test statistics given in (39) in Microsoft

Excel.
_ rvn—2
CNE ==

The null hypothesis Ho in which p = 0 indicates that the population correlation coefficient is
not significantly different from zero and there is not a significant linear correlation between x-
variable and y-variable in the population. Thus, the alternate hypothesis H, in which p # 0 is given
a supposition that the population correlation coefficient is significantly different from zero and
there is a significant linear correlation between x-variable and y-variable in the population. The
significance level a is 0.05. In this test, the value of p is 0.047 and p < 0.05. As a result, we reject
the null hypothesis and conclude that there is sufficient evidence to conclude that there is a
significant linear correlation between the number of poems with violations of dui or nian in

percentage in four groups and the number of poems with perfectly rule-embedded pairs of lines in
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percentage in four groups. Given that the value of r is -0.9535926 and r < 0, the two variables are
negatively related.

In Test 2, the correlation between the number of poems with perfectly rule-embedded pairs of
lines in percentage in four groups (x-variable) and the number of poems with strict schema type in
percentage in four groups (y-variable) is calculated. The x-variable, y-variable and the

corresponding Pearson correlation coefficient r of Test 2 are listed in (40).

(40)
Subjects X Y
1 63.72 65.04
2 60.61 60.61
3 43.75 15.63
4 06.67 55.56
r=0.9349388

The hypothesis test 2 is carried out with the same hypothetical conditions of the null hypothesis
and the alternate hypothesis as in the hypothesis test 1. The value of p is 0.0651 and p > 0.05.
Consequently, we fail to reject the null hypothesis. We draw a conclusion that there is not sufficient
evidence to conclude that there is a significant linear correlation between the number of poems
with perfectly rule-embedded pairs of lines in percentage and the number of poems with strict

schema type in percentage.

4.5 Discussion

4.5.1 Explications and hypothesis
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In the discussion above, two criteria were mentioned to be used as the testing environment as
well as the prerequisites to apply the rule of Accented Durational Boundary (ADB). The first
criteria takes the strict tonal alternation in certain positions in consideration. The tonal
requirements set for the criterion include dui, nian and avoiding the single level tone. The
descriptions of the data explicitly showed that among the three hundred poems which are divided
into four specific groups, the cases of single level tone seldom appear and the number of violations
of dui and nian is also limited. The group of heptasyllabic Zishi, as an exceptional case, has a
higher number of violations which is 90.63%. As a poem group with the most complicated
situations regarding the poem lines and the number of characters within each poem line, it is
rational that the poets would need to put more efforts in the composition controlled by strict tonal
alternations. Thus, a compromise with the wording and phrasing as well as the content of a poem
may occur.

The second criterion cares about the placement of two agogic types within a poem line and
whether the placement of the two agogic types between every two corresponding pairs of lines is
well-formed under the control of the ADB rule. The hypothesis test 1 for the Pearson correlation
coefficient provides a solid statistical outcome that there is a significant linear relationship between
the number of poems with violations of dui or nian in percentage and the number of poems with
perfectly rule-embedded pairs of lines in percentage in all four groups and the two variables are
negatively correlated. In other words, the fewer the cases of violations are, the more likely the
poems are composed with perfectly rule-embedded pairs of lines. Some pairs of lines also show
regularities despite violating the tonal alternation. Such lines occasionally occur in only two out

of four groups with low frequencies, which provides corroborative evidence for the negative
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correlation between the possibility of the ADB rule application and the violation of the strict tonal
alternation.

In examination of the agogic placement in each poem line, poems with proper agogic
placement have numerical superiority. For the small fraction of poem lines that are irregularly
arranged with the agogics, they all take on a shape of having the identical tone category at any two
positions where distinctive tonal categories are required. Specifically, the second and fourth
position in a pentasyllabic poem line and the second, fourth and sixth position in a heptasyllabic
poem line should be differentiated in tone category. The poem lines that fail to meet the
requirement are not formatively-ready to consist of proper agogic placement given that two
Tenutos or two components with the same accent degree will not form a binary contrast as the
ADB rule implies.

In the hypothesis test 2, the linear correlation between the number of poems with perfectly
rule-embedded pairs of lines in percentage and the number of poems with strict schema type in
percentage is concluded to be not significant. As can be seen from (36), more than half of the
pentasyllabic lishi, pentasyllabic jueju and heptasyllabic jueju in the database are composed with
strict schemas. However, strict schemas are abstracted from the ideal variations reflecting the tonal
alternations in situations predictable and controllable. Under the condition that the tonal
requirements at the pivotal positions are satisfied, the ADB rule allows flexibilities at some other
positions. This rule-based mobility on the one hand standardizes the formats to compose a poem
and on the other hand maximizes the range for the tonal alternations under control. Most
importantly, not belonging to any of the strict schema types does not hinder a poem from being a

regulated one with the ADB rule successfully applied.
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Based on the explications above, the following speculations are made. First, enhanced by the
evidence from Shijing gupu and inspired by the ban-yan system of Chinese classical music, it is
feasible to divide a pentasyllabic or heptasyllabic poem line into certain numbers of segments to
form several bar-like units. This kind of division provides the primary conditions under which
versification is transcribed into a schematized pattern. Second, the musical term Tenuto is
introduced to denote a position that sustains for its full length or even longer than its full length
depending on the tempo in a poem line. The pull-in of this concept is on the basis of the tonal
categories’ capability of being prolonged, which is the most distinctive feature to differentiate the
level tone and oblique tone. The comparatively objective sequence of accent is generated on
account of this feature and directly triggered the occurrence of agogic and the formation of the
rule of Accented Durational Boundary (ADB). Third, different from previous studies in which
Chinese regulated verse is compared with western style poetry in stress-timed languages, the
binary contrast that shows a difference between a more accented bar-like unit and a less accented
one in a poem line is produced on the premise that Chinese is a tone language. The binary contrast
discussed in the theoretical framework is not about the difference between stressed syllables and
unstressed ones, it is fully built on the distinctive and substantive features of tones. Last but not
least, the rule of ADB accepts and extends tonal regulations concluded in traditional scholarship
and specifies the characteristics of Chinese regulated verse from the perspective of the nature of

Chinese language in a more schematized model.

4.5.2 For future discussion

Despite that this study was conducted on a sizable database that consists of three hundred
poems in total over a considerably wide time span, they originate from only three poets. This leads

to an imbalanced distribution of poems in category due to the poets’ preferences. For instance, in
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the poems collected in the database, the pentasyllabic /liishi are in majority, whereas the
heptasyllabic jueju are few in number. On this ground there may be limitations in this study due
to the sampling bias. A more comprehensive database including a wider range of poets is expected
to support this theory in future studies.

Aside from this, there might be occasional occurrences of wrongly written characters and
polyphonic characters in the database, although careful reading and examination have been done
in the process of the study and the content of each poem has been rigorously analyzed in deciding
the tonal categories for the polyphonic characters. To obtain more objective and fair statistics, a

comparison among different versions of Quan Tangshi is necessary in future studies.
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Chapter V Syntactic Consistency and Syntax-Metrics Mismatch in Verse

5.1 Introduction

Aside from tonal regularization, syntactic structure is another important factor not to be
neglected when the features of Chinese poetry are studied. In this chapter, two topics regarding
poetic syntax are studied. To further examine the poetic development diachronically from old
poems to regulated-style verse, a comparison of syntactic consistency between the two is carried
out. Narrowing down the relationship between the syntactic features and the metrical structures in
verse, the debates get intense when more studies start to look into this issue from different
perspectives like the aesthetics in poetry or the theory and practice in translation of poetry.
Centering around the two topics, comparative studies are implemented respectively to discuss how
syntactic consistency would change the development of Chinese poetry and what role syntactic

structures would play in the process of composing a poem.

5.2 Syntactic consistency from old poems to regulated verse

In terms of pentasyllabic regulated verse, Wang (1962, 2005 & 2015) classified sentence types
embedded in poem lines into three major groups, namely simple sentences, complex sentences and
incomplete sentences. In each major group, poem lines are analyzed on account of both part of
speech and basic syntactic structures. In general, there are nine categories with different syntactic
structures specifically. In the following examples, the boundaries of three major sentence types are

broken and nine categories of different syntactic structures serve as the criteria of the classification.

(1) Nine syntactic structures in pentasyllabic regulated verse (Revised based on Wang 1962,



2005 & 2015)
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Structure | Syntactic Construction Example
4+1 N+V EREILE
N+N AERR, SaRRE Y
Sentence+Pred RN, NGHEFIM
Sentence+Position BT AR A G R AR
Pred+Pred FE YN, EIBTERTE
Inverted Pred+Pred LA 2
Double Pred+Pred & LR 2 /)N
Pred+V FHEAEE, HERAE
Pred+Pred FE_ AN /1A AR / v T N B RK
Sentence+Pred AL NBRTEI/ DU 75 R/ SR FRETR
Embedded Sentence BEFE B/ UK BI /8 R e H
Position-Pred.+X T I S 5 2
Position/Time-V+X KH BT
Quantity+N+X J\AE S/ HAEE LT
Position+Quantity+X Jb2F = /b — R
Position+Time+X THRHEE
1+4 V/Adj.+Adv.-V-O FRIEIE RN, i EANBE
V/Adj.+V-O [EI7% K % 55
Embedded Sentence =R NG
342 N/Adj.-N-N+V e %
N-Position-N+XX K bR
Quantity N-N-N-+XX B RRES, ST
V+0 N El
Sentence+XX FEKIREE H, BKEEEE B/ = e
Sentence+N H &A1 /7R 135 H
Embedded Sentence AL %E RN AR
Incomplete WFRSFI ST, W RN
Sentence+Sentence
243 Reduplication+V-O Ji iz 2 s A
N+Adv.-V-O 2 AR
N+Adv.-V IR S
N+Adv.-VV/Adj.Adj. JNERZEE/TLHEE
N+N HHSEH S/ EEEXNE/ KT LE/ R A
V-O+Position 5T HiE, FE—%F
V+Position Wt A, OB R
V+0 B ER AN
V+N FHIE N
Subj.+Redplication-X B H 5w e

Subj.+Pred (no V)

o 2 =T B/ i

Subj.+Position/Time (no V)

L] R HR A/ C R IR S/ 57 A 8 4R

Subj.+Appositive

EEMER, A TIEEA
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Sentence+Sentence BRI, =R
Sentence+Pred/Inversion TriE e &, SEE) T AR
Inversion+Sentence BRI EFH, JAIEKIEIE
V-O+Sentence TR AR IR IR
V+Sentence A F /N EE A/ ERKTT A
V-C+Sentence/Pred 7 H NP
V-O+Pred/Inversion HEFEARN/FIERRTS
Adv.-Adj.+Pred H AR
V+V FLRAJT I, MRIRTE AR
V+V-0 IERK[HIZE TR
Adj.-Adj.+Sentence FREEAAR
Adj.-Adj. AN RIS/ B SUE/ W B
Adj.+N-Quantity e
Position/Time+N T R/ A 22 S
V+Pred H o MR 5 /S5 / SE AR 1
N-+Pred FelmatiE R, AT HAR/ SCREA 3 /1T HAR R
Pred+N FRERBUE N /#6585
N+Sentence FRRFETV /35U E A /T S/ R R mT /1
H kA7
Sentence+N TEAE T/ VT IR B 2 SR /A6 1 o H
Embedded Sentence HU SRR, ZRPEER R/ A E = /KR H FR
2+1+42 N+V+N [BIfar i /N B, A 2SR A
N+Adj.+N FHEME, TREE M
N+Adv.+N ARG P J /B ERS G/ B B R/ TR AR B R AL
N+Adv+Position CEERZINIIE
N+Adv+Reduplication [ 255 SRR
Sentence+Adv.+N H e S/ Bz O R
N-+Adv.+Sentence 7% JE R T EL
Pred. +Adv.+N A E K
Pred.+Adv.+Position EACHEZR N
N+V-+Adv. wER AL, KEEAR
N+V+Sentence FEENE], AR R
N+V+VV ZEGERL IR P R4 B
N+V+Pred Ll ) f S
N+Prep.+V-O $E 7% SR

Position/Time+Subj.+V/Adj

FAE L/ H SR/ S A0

./Reduplication
Position/Time+Adv.+V B MR ATY o L/ VL35 I 2
Position/Time+V/Adj.+V-O RIS 0
Reduplication+Subj.+XX [ [F H [E8s
XX+V/Adj.+Reduplication =i
Sentence+V+Sentence Y RR{S9H A
V-O+V+Sentence REIZE, 5K

Adv.-Adj./V.+V+Sentence

IEWEIEAR AL, SRR 5




174

Adj.-Adj.+V+V S ELBE
24+2+1 N+Position/Time+V/Ad;. B H F fel e/ B S =
Position+Subj.+V/Adj. FE N BRI /3008 H (g
Inverted O+Subj.+X Wi L, BTE A7 S
Reduplication+Subj.+X BRHRIT 2
Sentence+Pred+Ad;. MEEE 5 EA
V-O+Pred+Adj. ERETHIE, ZEEMRE
Adv.+V-C+Ad;. CIEGSA
Adj.-Adj.+Pred+V/Adj. RERBN, BERHE
XX+Pred.+Position VLSO Ry /i 1k H
ReduplicationtV+X SREIE
N+Position+X I HTAY
14242 N+V+0 [E PN SCAT R ]
1+143 N+V+0 TR, SREEIZ H
N+V+Position H 38 1L 4h/ B RS
X+X+0-Reduplication WA v, BFEKEERE
Adj.+V+Sentence BEI NG/ M m 5
1+3+1 Adj.+Pred+V/Adj. BB, BURIEIIE

Inverted O+Pred+V M5 368 / P A A
Embedded Sentence TLIEE WA/ BBAEAS R A /LR A E /15 N R B

MK B A/ R[] e b

As described in the groups of simple sentences, complex sentences and incomplete sentences,

there are ninety-five major categories consisting of two hundred and three subcategories that are

dominated by the nine syntactic structures. Although the examples are limited compared with the

quantity of poems collected in The Complete Collection of Tang Poetry, syntactic structures

summarized based on the given examples are believed to be broad and comprehensive.

Given that tonal regularization is one of the most distinctive features of regulated-style verse,

it is widely used as the only prominent criterion to make comparisons between regulated-style

verse and ancient poems. As syntactic structures of regulated-style verse are studied systematically,

the comparisons on syntax between regulated-style verse and ancient poems are worthy of being

probed into. Zhang (2021)*? puts forward a hypothesis that syntactic consistency of regulated-style

32 Professor Hongming Zhang put forward this hypothesis during the meeting with the author on February 25, 2021

when some issues of the dissertation were discussed.
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verse and ancient poems within each couplet and even through the whole poem should be
dramatically different. In other words, within each couplet and throughout the whole poem,
regulated-style verse is more syntactically neat and consistent compared with ancient poems. If
the hypothesis is proved to be good and strong, the differences in syntactic structures will be added
to the criteria used to distinguish regulated-style verse and ancient poems, which diversifies the
poetic features in different periods of time.

To substantiate the feasibility of the hypothesis, the Nineteen Old Poems and the pentasyllabic

TEEF liishi and #85) jueju from the Three Hundred Poems of the Tang Dynasty are selected as the

data. There are in total eighty /iishi and thirty-seven jueju collected in the Three Hundred Poems
of the Tang Dynasty and they are all selected to serve in the testing database. The syntactic structure
of each poem line is analyzed based on the nine categories summarized by Wang (1962, 2005 &
2015), but may be embedded with different syntactic constructions. The syntactic consistency
within each couplet and among poem lines within each poem are both investigated followed by a
t-test of two-sample assuming equal variances respectively to make comparisons (See detailed

syntactic structures of each poem line in Appendix D).

(2) Syntactic consistency of the Nineteen Old Poems

Nineteen Old Poems | Couplet Consistency | Line Consistency
in Percentage (%) | in Percentage (%)
No. 1747 HAT4T 50 50
No.2 75 7 {5 40 50
No 37 15 & _EAf 62.5 68.75
No.4% H R & 57.14 50
No.5PHdbH Etd 37.5 50
No. 6L R IR 75 87.5
No.7W] H At 50 50
No.8 i A= 7T 37.5 56.25
No. 9 H117 73 15 75 62.5
No.10i#i# %} 2 100 80




No.11[E| B 518 50 75
No. 1233w H & 30 60
No.135EHL_F B[ 22.22 55.56
No.14 %% H UL 40 40
No. 15T H 40 60
No.167E % 5% = 5 50 45
No.17TH A FERE 57.14 35.71
No. 1841 J7 5 20 30
No.198H H AT g e 40 70

(3) Syntactic consistency of the pentasyllabic liishi

Pentasyllabic Liishi

Couplet Consistency
in Percentage (%)

Line Consistency
in Percentage (%)

No. 1 &G EARFL I 2 75 37.5
No.2 % H %= 50 75
No.3iE At /D JiF 2 AT % 1 100 50
No. 47E SRRk I J7 100 50
No. 5185 B 4% 7K - 35 0 22 100 50
No. 6% 100 75
No. 78 K Jei 8 AL B 100 75
No.8xJb [ 1~ 100 50
No.9/ERY 11157 1% £ Bt 75 50
No. 1077 /£ 4 A5 18 75 62.5
No. 1188 F s ok 75 50
No. 123 i 1% )71 75 37.5
No. 13 KA 75 62.5
No. 1458 &) ff 7R 7 5 75 37.5
No. 154 1% 50 62.5
No.16 A1 50 37.5
No.17HH 100 50
No.18HFE LA 100 50
No. 19248 — i i B &6 ... 50 75
No.20 H B8 & 5 50 50
No.21 R ARIEZH 75 62.5
No.22 7 7 B 51 1% fig A VU B 75 75
No.23 !l 75 K Ff = 75 62.5
No.24 /% F1% 100 25
No.25% jsk 5 1 100 25
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No.268 1| [ J& G235 75 741 75 62.5
No.27 1L & FKHE 100 75
No.285 & LI 100 50
No.29#%¢Fd 1l 75 37.5
No.30M5R /> i 100 50
No.3 1A T 25 62.5
No.32iE RPN AT 100 75
No.33E VLRI 100 75
No.34#¢ 5 )71 € 100 50
No.3 552l i il it 5 2K AH 75 37.5
No.368L 55 12U 1 50 50
No.3776 B H g8 1 5 75 62.5
No.385% 2 i r 1L 100 50
No.391 N\ i 75 62.5
No.40Z Ak FF i - A\ 75 50
No.4 1 7 A Ji VT2 J& % 65 i 100 50
No.42 84 5 T A B2 4 75 62.5
No.43 538V LA 1% 75 50
No.44Fk H & 5 A 2 b SFi bk 75 62.5
No.45i% 45 1 7K By 5 01 3£ 100 75
No.4688% 71| T 15 /i ilf 50 50
No.47 3 %5 LLiE NFEE 75 62.5
No.48H HEAF 100 75
No.49i% {4 B H A& 100 50
No.50%F 2575 23 4% il il 75 37.5
No.5 1 b= &2 )1\ 100 50
No. 52 E Wik 4 100 50
No. 53 FE 2E FK 77 B = LA 50 50
No. 544 & 50 50
No. 55T AR B A 100 75
No.56Z5 5 /A 75 37.5
No.57% "4 B N5 il 100 75
No.58 2= 55 6 Bl i 411 11 75 S0
No.59 8 4 5 15 4 .7 75 75
No.60RE~F- 15 1% A Jb i 100 75
No.61%) 5t 3 & 75 87.5
No.623 3 A 100 100
No.63HR A5 1y Ji 7% ) 100 50
No.64 & 15 75 62.5
No.65%Kk H kb 5 8 e 3] e A 75 62.5
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No.665-Fk 100 50
No.671H 75 87.5
No.68 & [ 100 75
No.697% 1t 100 75
No.707x & 100 50
No.711b# 2 50 37.5
No.72i% N i 75 37.5
No.73%i - #K & 75 62.5
No.744E T 1% 50 50
No.75F 155 75 87.5
No.76 = s HH R A 1% 75 37.5
No.779 & 100 100
No.78% &= 7% 50 37.5
No.79 5 2K 1 75 50
No. 805 [ 15 A~ 18 75 62.5

(4) Syntactic consistency of the pentasyllabic jueju

Pentasyllabic Jueju

Couplet Consistency
in Percentage (%)

Line Consistency
in Percentage (%)

No.81fHE 4¢ 50 75
No.821T HE &F 100 50
No.83i% Il 0 50
No.844H & 100 50
No.85% F 0 50
No.861% £ /1, 100 50
No.874% /i SRS 50 75
No.881 AL 50 75
No.89F it 0 50
No.90#FF 7 iE 100 50
No.914% 1% 50 75
No.92 )\ fifi [ 100 50
No.93 5 i 100 50
No.943% 5 il 0 50
No.9558 %: 50 75
No.96i% I A 50 50
No.97 K 77 s & &b 50 50
No.98Hl 5% 100 50
No.99 T I i 100 50
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No.100 K Z#4 50 75
No.1017L55 100 50
No.10247 = 50 50
No.103 %]+ 11, 50 75
No. 1041 i 1 50 75
No.105& 843 i 50 75
No.106 =[5 # A i 50 50
No.107F V& 50 50
No.108% 4% 100 50
No.109EF&F 7k 50 50
No. I 10T —H T 50 50
No.l 18T —H2Z2 50 75
No.112 K& 7% 50 75
No.113% F I H 25 50 75
No.114%E F U2 — 50 75
No.115% T2z = 50 75
No.116%E T #h DY & 2 Y 50 75
No. 1172 %i: L4 i 0 50

5.2.1 A statistical significance test (t-test) based on the overall data collection

As explained in Chapter III, a significance test uses data to summarize evidence about a
hypothesis by comparing point estimates of parameters to the values predicted by the hypothesis
predicted about the study population. With couplet consistency and line consistency in syntactic
structures presented in percentage, a comparison between syntactic consistency of the Nineteen

Old Poems (Group 1) and the pentasyllabic ##¥ lishi (Group 2), and a comparison between the
syntactic consistency of the Nineteen Old Poems and the pentasyllabic 48] jueju (Group 3) are

carried out respectively under the instructions of the significance test (t-test).
In the designed t-tests, the null hypothesis (Ho) is that each two comparison groups have the
same syntactic consistency within couplets or among poem lines. However, the alternative

hypothesis (Hi) denotes that each two comparison groups are at different levels in regards to the



180

syntactic consistency within couplets or among poem lines. The syntactic consistency within
couplets and among poem lines are considered two independent cases. To interpret the test statistic
value, P-value is calculated to summarize how unusual the observed test statistic value is compared
to what Hoy predicts. The smaller the P-value is, the stronger the evidence is against Hy. In order to
reject Ho, most studies require exceedingly small P-values, such as P<0.05. This means that if Hyp
were true, the chance of getting such extreme results as in the sample data would be no greater
than 0.05 (Agresti & Finlay, 2009). As designed, the comparisons are carried out between Group
1 (Nineteen Old Poems) and Group 2 (liishi), and Group 1 and Group 3 (jueju) respectively.

Test 1 is to compare the couplet consistency in Group 1 and Group 2. The mean of the couplet
consistency in percentage in Group 1 is pi, and the mean of the couplet consistency in percentage
in Group 2 is p2. The null hypothesis Ho and the alternative hypothesis H; are expressed as follows.
Null hypothesis: Ho: 1 - p2=0; Alternative hypothesis: Hi: pi - po#0. The significance level a is
0.05. A t-test of two-sample assuming equal variances is carried out in Excel. The test results are

reported as below.

(5) Couplet Consistency in Group 1 and Group 2

Group 1 Group 2

Mean 49.1578947 80.9375
Variance 376.609106 351.95807
Observations 19 80
Pooled Variance 356.532489
Hypothesized Mean

Difference 0

df 97

t Stat -6.5948229

P(T<=t) one-tail 1.1197E-09

t Critical one-tail 1.66071461

P(T<=t) two-tail 2.2394E-09

t Critical two-tail 1.98472319
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As can be seen from the test results, the P-value for the two-tailed test is 2.2394E-09 which
equals 0.0000000022394. Given that the P-value is less than the significance level of 0.05, the test
result is statistically significant. There is enough evidence to reject the null hypothesis which is
Ho: w1 - po=0. In other words, the means of syntactic consistency within couplets of Group 1 and
Group 2 are significantly different.

In a same test process, Test 2 which compares the couplet consistency in Group 1 and Group

3 is implemented. The test results are reported as below.

(6) Couplet Consistency in Group 1 and Group 3

Group 1 Group 3

Mean 49.1578947 56.7567568
Variance 376.609106 994.744745
Observations 19 37
Pooled Variance 788.699532
Hypothesized Mean Difference 0
df 54
t Stat -0.9586861
P(T<=t) one-tail 0.17099488
t Critical one-tail 1.67356491
P(T<=t) two-tail 0.34198976
t Critical two-tail 2.00487929

The two-tailed P-value is 0.34198976 which is greater than the significance level of 0.05. This
test result indicates that there is not enough evidence to reject the null hypothesis which is Ho: pu
- no=0. That is to say, the means of the syntactic consistency within couplets of Group 1 and Group
3 are not significantly different.

Test 3 is to compare syntactic consistency among all poem lines in Group 1 and Group 2. The

test results are reported as follows.



(7) Line Consistency in Group 1 and Group 2

Group 1 Group 2

Mean 56.6457895 57.65625
Variance 222.171048 255.117682
Observations 19 80
Pooled Variance 249.003874
Hypothesized Mean

Difference 0

df 97

t Stat -0.2509115

P(T<=t) one-tail 0.40120665

t Critical one-tail 1.66071461

P(T<=t) two-tail 0.8024133

t Critical two-tail 1.98472319
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The P-value for the two-tailed test is 0.8024133 and it is greater than the significance level of
0.05. This test result indicates that there is not enough evidence to reject the null hypothesis which
is Ho: p1 - n2=0. In this case, the means of syntactic consistency among all poem lines in Group 1
and Group 2 are not significantly different.

In Test 4, the syntactic consistency among poem lines in Group 1 and Group 3 are compared

and the test results are reported as follows.

(8) Line Consistency in Group 1 and Group 3

Group 1 Group 3

Mean 56.6457895 60.1351351
Variance 222.171048 154.842342
Observations 19 37
Pooled Variance 177.285244
Hypothesized Mean

Difference 0

df 54
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t Stat -0.9285202
P(T<=t) one-tail 0.1786349
t Critical one-tail 1.67356491
P(T<=t) two-tail 0.35726981
t Critical two-tail 2.00487929

The P-value for the two-tailed test is 0.35726981 which is greater than the significant level of
0.05. This indicates that the test result is not statistically significant. As a result, there is not enough
evidence to reject the null hypothesis that Ho: 1 - p2=0. The means of the syntactic consistency

among poem lines in Group 1 and Group 3 are not significantly different.

5.2.2 Conclusions from the statistical significance test

In Test 1, the P-value is less than the significance level which is 0.05. This suggests that the
test results are statistically significant, and the evidence is strong enough to reject the null
hypothesis that is Ho: p1 - p2=0. The results of Test 1 indicates that the syntactic consistency within
couplets in /ishi is far more stronger than that in the Nineteen Old Poems. Test 2 showcases that
the syntactic consistency within couplets in jueju is not significantly different from that in the
Nineteen Old Poems, given a P-value greater than 0.05.

Test 3 and Test 4 compare syntactic consistency among all poem lines in /iishi, jueju and the
Nineteen Old Poem. The P-values in Test 3 and Test 4 are both greater than the significance level
and accordingly there is not enough evidence to reject the null hypothesis that is Ho: pi - p2=0. In
this case, each two groups are not significantly different regarding syntactic consistency among
poem lines. That being said, syntactic consistency within couplets are different from the syntactic
consistency among all poem lines in the Nineteen Old Poems. In the Nineteen Old Poems, the

syntactic consistency within the couplets (mean=49.1578947) is weaker than the syntactic
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consistency among poem lines (mean=56.6457895), while syntactic consistency within couplets
(mean=80.9375) is much stronger than that among the poem lines (mean=57.65625) in liishi. This
possibly reflects the fact that more importance was attached to the compatibility and integrity when
the Nineteen Old Poems were composed while the grammatical function parallelism within a
couplet was not triggered. In an old poem, there might be a great number of lines with the same
syntactic structures that are randomly located and irregularly distributed. Differently, both the
compatibility of the whole poem and the parallelism within a couplet are remarkably regarded in
the regulated-style verse. The fact that the syntactic consistency of jueju in couplets and among
poem lines failed to differentiate with that of the Nineteen Old Poems may be possibly due to the
limited numbers of couplets and poem lines of jueju, which may not produce a conspicuous
outcome as in the comparisons between old poems and lishi. The discrepancy between the
numbers of poem lines of jueju and the Nineteen Old Poems as well as the outcomes of the
statistical tests anticipate an adjustment in regards to the data in future studies. That being said, the
conspicuous discrepancy produced in Test 1 follows that /iishi has advanced by leaps not only in
tonal regularization but also in syntactic parallelism compared with old poems. This reflects the

superiority of the regulated verse in terms of syntactic features besides tonal regularization.

5.3 Theoretical background of syntax-metrics mismatch

The relationship between syntactic structures and the metrical patterns in verse has long been
discussed. Actually, the question lies in the re-examination of the properties of the poetry in a tone
language like Chinese and in a stress-timed language as English. Some hold an idea that the
syntactic structure is one of the decisive factors that could influence or even change the formation
of the metrical patterns of the poetry. It is no doubt that all linguistic performances have something

to do with the linguistic properties. However, it is worth thinking about the essential factor that
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really matters in the formation of the metrical system given that poetry works as a distinctive

carrier of linguistic performances. Feng (2000) assumed that the appearance of ba 1 constructions

using bare verb originated from the syntactic variation of the poetry and was also firstly used in

the poetry. By illustrating ba constructions with bare verb in Dunhuang Bianwen F{J&5%3C

(Narrative Literature from Dunhuang), the study tries to explain that the ba construction in poetry
is a variation of the ha construction in oral speech or it is even the very primitive form of the ba
construction. However, what must not be neglected are the metrical patterns which provide this
kind of environment for the “variation” of ba construction to generate. In other words, it is highly
possible that the metrical patterns require a variation of ba construction so that the bare verb in the
ba construction is allowed (but still ungrammatical). On this ground, the role syntactic structure is
playing in the process of formatting the metrical patterns of the poetry has to be verified.

Qian (2015) pointed out that the producing of regulated-style verse is limited to the fixed
structures and the only thing that could be freely modeled is to change the syntactic structures.
Zhou (2007) also mentioned that the main stream of poetic theory should be the analysis on the
syntactic structure, the word-choosing and tonal prosody. These points of views are to a large
degree accepted by Fu (2015), in which the definitions of poetic syntax were divided into three
types. Firstly, poetic syntax which refers to the combination rules of the words inside each line of
a verse is dominated by general generative grammar. Particular rules are applied to poetic syntax.
For example, when needed, the modal particles can be inserted anywhere in a line and
reduplication is not limited to the syntactic components based on their functions. Moreover, any
part of a sentence can be omitted, and the word order is flexible. Secondly, poetic syntax should
not only relate to the use of language and sentence structures, but also should consider the

extension of poetic style and emotions caused by the variations of syntax. Thirdly, according to
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Zhou (2007), the definition of poetic syntax is rather wide that the language style together with the
use of specific grammar structures and metrical patterns are all included. It is emphasized that
poetic syntax has to be defined within a poetic scope and has something to do with both the formats
and contents. Besides, the poetic syntax is related to both the production and criticism of poetry.
However, in the studies of poetic syntax, some scholars argue that the clarification of the
definition or even the function of poetic syntax is not necessary. Though Fu (2015) pointed out
that it is inappropriate to avoid using the definition of poetic syntax and to neglect its functions in
the formation of metrical structures, many examples show that lacking of morphology and
neglecting of syntactic features protrude the metrical structures of Chinese verse. Li (1924)
mentioned that the use of words and the sentence making in Chinese prefers psychological
suggestion to format. The language used in Chinese ancient poetry usually losts its original format

due to the restriction of musical factors or metrical structures. For example, “I§{#{i =28 in
“Song Du Shaofu zhi Ren Shuzhou” &£t/ JFF Z AT &)1 and “4R K MK ER™ in “Song Fengcheng
Wang Shaofu” i% 8 3 T /> JfF, the variations of the word order break the regular relationship

between the subjects and the objects, but the metrical structures of the poems maintain.
According to Wang (1962), poetic syntax in regulated-style verse differs from syntax structures
in normal speeches in three ways. First, no matter if its pentasyllabic or heptasyllabic lines, the
omission of some syntactic constituents happens a lot. This is under the condition that the contents
and ideas the lines present are not changed. Second, sometimes the word order is broken due to
the requirement of a rhyme. Third, the syntactic constituents are often flexibly used to satisfy the
antithesis of a couplet. In this situation, the part of speech of a word is usually changed to meet the
requirement of antithesis. Wang’s point of views actually echoes the variations of syntax in

composing English verse in which deletion, addition and permutation is widely used.
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Halle and Keyser (1971) pointed out that when a metrical verse is composed, some certain
constraints exist in the process of choosing words and phrases that will perfectly satisfy the
composition of the metrical verse. However, this is a process that ordinary language does not
usually obey. This also reflects Halle and Keyser’s theory in their article on Chauser (c.1340s-
1400) and the study of prosody (1966). In their study, they proposed two conditions and two
categories to help form the iambic pentameter based on a case study of Chauser’s poems. They
firstly illustrated four principles in terms of the iambic pentameter shown in (9) below (Halle &
Keyser 1966:189). These are essential and basic principles that contribute to the analysis of certain
iambic variations and the reconstruction of stress assignment in the iambic pentameter later.

(9) a. The iambic pentameter line consists of five feet with one or two extra-metrical
unstressed syllable possibly appending.
b. The iambic foot comprises two syllables.
c. Each even syllable is strongly stressed.

d. Each odd syllable is less strongly stressed.

The purpose for their study is to characterize the accentual-syllabic meter known as iambic
pentameter in the form firstly used by Chaucer. They supposed that all or most poems with iambic
pentameter of Chaucer should fulfill the four criteria above, and if not, there must be some ways
to rescue the variations in order to satisfy the iambic pentameter. As a result, they picked variations
from Chaucer’s iambic poems and put forward two conditions based on the features of those

variations. Here are two lines excerpted from Chaucer’s poems (Halle & Keyser 1966:209).
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(10)
/o~ 7
And where they engendred and of
Ve
what humour  (A.Prol.421)

—~ Ve . 7/
To eschue, and by hire contra-

N/
ri(e) hire oppresse (G.SN.4)

Given that the two lines are not regular iambic pentameter at first sight, Halle and Keyser put

forward the first condition in (11) to rescue.

(11) Condition 1 (Halle & Keyser 1966:197)

Two vowels may constitute a single position provided that they adjoin, or are
separated by a liquid or nasal or by a word boundary which may be followed by h-

and provided that at least one of the vowels is a weakly stressed or unstressed vowel.

According to Condition 1, “e” in “they” and “e” in “engendred” constitute a single position
because they are separated by a word boundary and “e” in “engendred” is unstressed. “i” in “ri(e)”

[13%3]
1

and in “hire” constitute a single position because they are separated by a word boundary
followed by “h-*“. “0” in “To” and “e” in “eschue” adjoin, so they also constitute one single position.
Thus, the two lines are perfectly regular.

Again, to make the lines in (12) regular (Halle & Keyser 1966:211-212), the second condition

in (13) is provided.
(12)

N / 7 .
With a thredbare cope as is a

s
povr(e) scoler

7N\,
And leyde it above upon the

s
myddeward
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(13) Condition 2 (Halle & Keyser, 1966:197)

An unstressed or weakly stressed monosyllabic word may constitute a single metrical

position with a preceding stressed or unstressed syllable.

The fact “With” is an unstressed syllable makes it constitute a single metrical position with the
following “a”, since “a” is an unstressed monosyllabic word. Similarly, “leyde” and “it” also form
a single position.

The two conditions seem to have figured out ways to reshape the irregular variations to make
them perfectly iambic pentameter that are regularly constructed. However, it is doubtful that
Chaucer composed those poems under the condition that he had already been familiar with the two
conditions. It is possible that Chaucer just arranged the words into another preset metrical pattern
without taking any conditions into consideration. Even if the two conditions are accepted and the
variations in Chaucer’s poems can be reanalyzed to fulfill the iambic pentameter, the situations of
lines with variations need to be compared with the number of the poems in total. The reanalysis is
only necessary when the variations take a large portion. The iambic pentameter may not be the
only form in which the poems were composed, and it is also likely they are trochaic hexameter or
something else. Before applying the two conditions, it has to be confirmed that the poems being
studied are in the same scope in terms of metrical structures.

For stress subordination in compounds and other sequences larger than a single word, Halle
and Keyser divided the words into two categories: a major category including nouns, adjectives,
adverbs and verbs, and a minor category including conjunctions, prepositions, pronouns, articles
and certain verbs like “to be”. Generally speaking, in compounds and other sequences larger than

a single word, the major category should always receive stress while on the other hand, the minor

category should not. The way the stress is subordinated actually leads up to a lot of conflictions
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and ambiguities as the relationship between the syntactic features and the poetic structures are

examined. The related issues will be discussed in detail later in this chapter.

5.4 Revisiting regulated-style verse

In order to figure out what role the syntactic feature or in other words, the syntactic function
of the words is playing in the process of composing a poem in both Chinese and the stress-timed
languages like English, the properties of regulated-style verse in Chinese and the corresponding
translated forms are studied in this section. Specifically, two regulated-style verses from the Three
Hundred Poems of the Tang Dynasty and five different versions of the translations of the two verse
are taken as a case study. Before the case study is carried out, some basic rules and principles in
composing Chinese regulated-style verse are revisited, and the poetic features of English verse are

briefly clarified.

5.4.1 Origins and basic rules of Chinese regulated-style verse

It has been widely believed that regulated-style verse originated from the Tang dynasty, with
the first to raise this issue was Li Zhiyi (1048-1117) in the Northern Song dynasty (960-1127).
Scholars including Qian Mu’an in Qing dynasty (1644-1912) tended to follow this idea afterwards.
As more evidence of the close relationship between poems in the Tang dynasty and the Six
dynasties (222-589) is revealed, it is believed that the Six dynasties are of great importance
regarding the origin of regulated-style verse. Wang (1962) points out that after the Tang dynasty,
the formats of the poems gradually unified in tonal patterns, antithesis and word numbers. This
kind of strict requirement started from the Tang dynasty and carried on to the following dynasties.

Accordingly, what could be confirmed is that it is the Tang dynasty in which the poems with strict
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tonal prosody drive to a maturity stage, thus studies on syntactic features and metrical structures
are reasonably conducted on a collection of the Tang poetry.

In a wide scope of verse with certain metrical structures, some people take poems that are
constructed with stress patterns only but do not rhyme as free verse. Others think that the blank
verse perfectly describes the poems that have stress patterns only but neglect the thyme. As for
Chinese regulated-style verse, to distinguish these two situations are unnecessary, given that the
metrical structure of Chinese regulated-style verse and the verse in stress-timed languages are quite
different. According to Wang (1962), regulated-style verse is opposite to free verse. Widely
speaking, regulated-style verse are poems composed based on certain rules, no matter what styles
the verse belong to. As discussed in the previous chapters, the poetic wordings are also musical
representatives and poetry is tightly connected with music. In this situation, rhythm is important
to show the arrangement of the poetic wordings as well as to express the content. In general, the
rules of thythm and rhyme are two essential regulations of composing a regulated-style verse. The
tonal prosody, a mechanism that intensively constrains the rhythmic structures as concluded in

Chapter IV, is the kernel of the regularization of a regulated-style verse.

5.4.2 A brief review of the poetic prosody of regulated-style verse

Song & Zhang (2015) comprehensively depicted the essential features of regulated-style verse.
As can be used interchangeably with the term recent-style verse or jinti shi T #&5F, regulated-style
verse is opposed to the ancient style verse or guti shi /i #&5. Different from ancient-style poems,

a regulated-style verse should comprise either four or eight lines which must all be either
pentasyllabic or heptasyllabic. The same rhyme is used throughout a poem. In a pentasyllabic

poem, rhyme is used at the end of the 2", 4™, 6" and 8™ lines, while rhyming at the end of the first
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line is optional. In a heptasyllabic poem, rhyme occurs at the end of the 1%, 2", 4™ 6™ and 8" lines,
whereas rhyme at the end of the 1% line is omitted sometimes (Song & Zhang 2015, revised from
James Liu 1962:26). As brought forward in Chapter IV, tonal prosody is the key constituent which
forms the basic metrical rules of regulated-style verse. Following certain rules of tonal variations,
the contrast in the required tonal patterns of the regulated-style verse is made between the level
tone and the oblique tone. To compose a regulated-style verse, words with the correct tonal
category in the correct positions would be used in each line.

Chen (1979) gives the canonical tonal patterns of Chinese regulated-style verse as shown in
(14) and (15) below (Chen 1979:373), which echo the major four variations of pentasyllabic verse
and heptasyllabic verse respectively. In the following examples, “-” refers to the level tone, while

“v” represents the oblique tone. The tonal patterns given below are for the eight-line lishi 1 5¥

poems, but the first halves of the eight-line patterns are for the four-line jiieju &%) poems.

14

(9 PentasyllabicA Pentasyllabic B
---VV VV--V
VVYV-- --VV-
VV--vV ---VV
--VV- VVYV--
---VV VV--vV
VVYV-- --VV-
VV--vV ---VV
--VV- VVYV--

(15)

Heptasyllabic A Heptasyllabic B
VV---VV --VV--V
--VVV-- VV--VV-
--VV--V VV---VV
VV--VV- --VVV--
VV---VV --VV--V
--VVV-- VV--VV-
--VV--V VV--VV-
VV--VV- --VVV--
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Duizhang ¥ (Antithesis) is as important as the specific tonal patterns in the requirements

of composing regulated-style verse. Although shared by verse in stress-timed languages,
monosyllabic representations in Chinese poems make antithesis easier to be realized. The
antithesis is rather orderly, which makes the feature of antithesis in Chinese poems distinctive
compared with antithesis in other languages. Generally speaking, avoiding using the same
character and using the level tone and the oblique tone accordingly are two requirements for the
antithesis of Chinese regulated-style verse.

Song & Zhang (2015) put forward several principles of composing a regulated verse to which
most researchers agree in the field of literary study. Specifically, tones at certain positions should
contrast within a poem line and between two lines in a couplet. In two adjacent couplets there
should be tonal harmony between adjacent lines. This corresponds with the concepts of dui and
nian brought up in Chapter I'V.

Aa for rhythmic regulation, Cai (2008) illustrates a rule for reading a pentasyllabic poem. Song
& Zhang (2015) paraphrased this reading regulation into a rhythmic structure with a major pause
placed between the second and the third characters in a poem line which results in a caesura at the

same position of the poem line as shown in (16).

(16) Chinese Word-for-word gloss
[ 8 [ LT 7 country broken  mountain river remain
(R [ AR city spring grass wood thick
[JEHRF [ B R IR feel time flower shed tear
KNSR N hate separation bird startle heart
[J& K= H] beacon fire span three month
E&EETEA home letter equal ten thousand gold tael

[ ER] [ 5E ] white  head scratch  even shorter
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[VEAR [ %5 ) simply  be about to not able hairpin

The caesura occurred between the second and the third characters in a poem line reflects the
durational boundary theory generated from the comparison between beats in music and rhythm in
regulated-style verse, discussed in Chapter IV. It is necessary to revisit the conclusions made
previously in terms of the underlying rhythmic structures and the metrical properties of the
regulated-style verse in order to provide a comprehensive depiction. Supported by the origins of

beats in Chinese classical music and integrated with the ban-yan #Hi} system in Chinese classical

music, it was concluded that a boundary marker used to denote the certain length of musical
duration and to naturally separate the poem lines does exist. The hypothesis of the durational
boundary was later remodeled to fit in with tonal prosody which is the distinctiveness of regulated-
style verse. In the new model, the tonal alternation was transformed to a numerical system based
on the fact that the capability of being prolonged or not differentiates the level tone and the oblique
tone. With the level tone assigned a value of 2, the oblique tone assigned a value of 1, and the
prolongation after a level tone and a rest after an oblique tone being denoted by “X” (X>0) due to
their uncertainty, a sequence showing the accent degree of every possible tone combination was

established as seen in (17).

D Mg @ || o+L3) | L+vOoB3) || L+P2) || 0+0(2) || O+R =1)

most accented least accented
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The preset tonal combinations of the strictly-formed pentasyllabic and heptasyllabic verse
provided an idealized environment in which each poem line was reanalyzed into a manifestation
of metrical structure with certain numbers of binary contrast, with the application of the accent
sequence in (17). In each poem line, the most accented segment (tone combination) is counted as
a Tenuto (T), originally a musical notation used to denote that a note should be sustained for its
full length or even longer than its full length. The segments that are less accented are signified
with a lowercase “x”.

Following the reanalysis, a strictly-formed pentasyllabic verse with the first poem line of type

A and a strictly-formed heptasyllabic verse with the first poem line of type A3 are formulated as

seen in (18) and (19).
(18) xTx (19) Tx Tx
Txx xT xT
Txx xT Tx
xTx Tx Tx
xTx Tx Tx
Txx xT xT
Txx xT Tx
xTx Tx Tx

Each strictly-formed pentasyllabic line contains three segments with one 7Tenuto and every
first two positions of each poem line form a binary contrast in terms of the accent degree. Similarly,
a strictly-formed heptasyllabic line comprises two binary contrasts that are evenly distributed in
the first two positions and the last two positions. Different from the strong-weak contrast in stress-

timed languages, the binary contrast formed in Chinese regulated verse is the outcome of

33 See section 4.2.1 in Chapter IV for a complete illustration of type A, type a, type B and type b poem lines.
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integrating the distinctiveness of the level tone and the oblique tone with the rhythmic feature
infiltrated from music.
Given that the essential features regarding the poetic prosody of Chinese regulated-style verse

are reviewed, the foundation of relating the poetic syntax to the metrical scheme is set up.

5.4.3 Collections of the Tang poetry and the translated versions

The poetry in the Tang dynasty (618-907) marks the zenith in the history of Chinese classical
poetry due to the formation of strict tonal prosody. By the imperial edict of Emperor Kangxi (1654-
1722), ten officials of the Qing dynasty (1644-1911), including Peng Dingqiu (1645-1719), Cao
Yin (1658-1712) and others, compiled and completed 4 Complete Collection of Tang Poetry
containing about 48,900 poems by more than 2,200 poets. Concentrating on a certain number of
poems from various poets, the first edition of An Anthology of Tang Poetry (or Three Hundred

Poems of the Tang Dynasty) was compiled in 1764, by Sun Zhu (1711-1778), a jinshi £ 1: of the

Qing dynasty (1644-1912), under the name of Hengtang Tuishi (Hermit of Wild Ginger Pond).
This selection is allegedly based on the book 4 Novel Guide to Tang Poetry which contains some
2,000 poems selected from 4 Complete Collection of Tang Poetry.>* Being comprehensive on the
one hand and skeletonized on the other, this selection is taken as the data source for the case study
in this chapter.

Aside from the regulated-style verse collected, the corresponding translated versions in English

are also a great source to complete the case study due to their integrity and comparability. The first

34 The websites used as references are as follows:
a. Chinaculture.org
b. Wikipedia.org
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collection of the translated three hundred Tang Poetry was The Jade Mountain, a Chinese
Anthology Being Three Hundred Poems of the Tang Dynasty co-translated by Witte Bynner (1881-
1968) and Kanghu Jiang (1883-1954). This is a complete translation of Hengtang Tuishi’s Three
Hundred Poems of the Tang Dynasty. Later in 1898, Herbert A. Giles (1845-1935) published his
translation of Tang poems which is another remarkable work. Besides, the Tangshi Sanbaishou
Xinyi [300 Tang Poems: A New Translation] by Xu Yuanchong Xu (1987), the Yingyi Tangshi
Jueju Baishou [English-Chinese 100 Quatrains by the Tang Poets] by Dalian Wang (1997), and
Yihe Tang (2005)’s Yingyi Tangshi Sanbaishou [An English Translation of 300 Tang Poems] are
all outstanding editions with precise and elegant languages in translating Chinese regulated-style
verse to English. On this ground, some of the editions are selected as the source to carry out the

case study and more details are stated in the section of preparing for the case study later.

5.5 Basic definitions and criteria of poetry in English

5.5.1 Key terms of sound patterns

Sound patterns in English poetry are closely related to the formation of poetic meter, as
evidently seen from the two conditions put forward by Halle and Keyser (1966). In this section,
the key terms of the patterns of either consonants or vowels in adjacent or closely related words in
a verse, namely “consonance”, “assonance”, “alliteration” and “rhyme”, are explained to clear the
way for further introductions to the metrical structures.

According to Strachan and Terry (2001), the repetition of any consonantal sounds in two
adjacent words is consonance. For instance, the “t” in the final positions of “great fight” is a

demonstration of consonance. “Struck a streak” is another example for consonance with the

repetition of “s”, “t” and “k”.
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Differently, the term “assonance” is the recurrence of the same vowel sound in stressed
syllables especially, even though the recurrence occurs between differently-spelt words. “Betray
the nation” is an appropriate example of an assonance on the phonetic sound /el/.

Alliteration is the occurrence of the same sound or letter at the commencement of adjacent or

({4
S

closely related words. A famous example of alliteration is the occurrence of “s” in the following
sentence: “She sells seashells by the sea-shore”. Similarly, in a line of Chaucer's Rondel of
Merciless Beauty, “To my hurt heart, while yet the wound is clean —”, “hurt heart” alliterates on
the letter “h”.

Talking about rhyme, it is a term people are not unfamiliar with given that thyming is one of
the essential features of Chinese regulated-style verse and makes a harmonious end of a poem line.
That is the reason why a rhyme is considered as a sound repetition occurring at the end of a line
of poetry to most people. However, an expanded definition provided by Strachan and Terry (2001)
tells that a rhyme word can easily occur in any position of a line. Rhyme plays an extremely
important role in the formation of poetry on the ground that it is the crucial organizational principle

to decide a stanzaic form for a poem, like rhythm, rhyme also reflects the integration of poetry and

music through an explicit expression of sound-patterns.

5.5.2 Poetic stanza and stanzaic forms

A poem in English can be divided into several sections that share the same length, rhyme
scheme and poetic meter. Each section of a poem is a stanza. Based on the introduction to the

poetic elements in Chapter I, a hierarchical tree structure is generated below.
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(20) Hierarchical poetic structures

Poem

N

Quatrain (Quatrain) (Four-line stanza)

N

Couplet Couplet (Two-line stanza)

N

Poetic line Poetic line

N

Hemistich  (Hemistich)

N

Foot (Foot)

N

Beat (Beat)

As demonstrated from the hierarchical structure, a quatrain is a four-line stanza, and a couplet
is a two-line stanza. As a result, different stanzaic forms are defined by the number of stanzas
included in a poem and thus the stanzaic forms vary from a stanza with two lines to a stanza with
eight lines.

Different from the multiple regulations required in a couplet of a Chinese regulated verse, the
shortest stanzaic form of verse in English are a pair of poem lines linked by rhyme particularly.
Similar to the tonal variations within a couplet and between couplets in Chinese regulated verse, a
quatrain in English may have different rhyme schemes like aabb and abab flexibly. A quatrain is
a significant stanzaic form that is commonly employed.

A septet is a stanza of seven lines. It has to be mentioned that the earliest stanzaic invention of
English poetry is a septet with iambic pentameter which rhymes ababbcc. Given that this stanzaic

form is firstly introduced by Geoffrey Chaucer, it is sometimes referred to as the “Chaucerian
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stanza” or “rhyme royal”. The example in (21) presents the third stanza of Chaucer’s witty ballade

in the French tradition, Against Women Unconstant, and it thymes ababbcc explicitly.

(21) Ye might be shrined for your brotelnesse
Bet than Dalyda, Creseyde or Candace,
For ever in chaunging stant your sikernesse;
That tache may no wight fro your herte arace.
If ye lese oon, ye can wel tweyn purchace;
Al light for somer (ye woot wel what [ mene,
In stede of blew, thus may ye were al grene.

(15-21)

Briefly speaking, the stanzaic form builds up the fundamental framework of verse in English
on regulating the poem length and the rhyme scheme in particular. A dominant meter is presented

by the stanzaic form as well.

5.5.3 Stress in English poetry

As stated by Strachan and Terry (2001), almost all languages embrace a variation in the relative
prominence of syllables which functions conspicuously in terms of loudness, pitch, and duration.
The prominence of syllables in a stress-timed language is referred to as stress. Halle and Keyser
(1996) mentioned that when the metrical pattern is taken into discussion, two linguistic properties
should be involved. The first linguistic property is the number of syllables in a poem line which
would determine the poem length and metrical positions. The second linguistic property is the
arrangement of syllables that bear stress. The placement and comparison between two positions in

which one syllable bears greater stress than that of its adjacent syllables in a poem line is extremely
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important. Halle and Keyser (1966) provide the corresponding rules in terms of the stress
subordination in compounds and other sequences larger than a single word, and the stress
assignment in a single word. The Romance Stress Rule illustrated in (22) gives a guidance of stress

assignment in a single word. Examples are provided following each specific rule.

(22) Romance Stress Rule (Halle & Keyser 1966:192)

a. Primary stress is assigned to the final vowel of a simple word if that vowel is long.
For example, the stress pattern of “obey” is “obéy”.

b. If the vowel is short and followed by any number of consonants, including none,
then the next to the last syllable is considered. For example, the stress pattern of
“arrange” 1s “arrange”, since the “e” at the end of the word is not pronounced.

c. If the penultimate syllable contains a long vowel, or any vowel followed by two
consonants, the major stress is assigned to the vowel of that syllable. In the word
“important”, the stress is assigned to the penultimate syllable.

d. If the penultimate syllable is not strong, the antepenultimate syllable receives the
stress. The word “average” has a stress assigned to the penultimate syllable

“average”.

For the rules of stress subordination in compounds and other sequences larger than a single
word, Halle and Keyser from a syntactic perspective proposed that a major category including
nouns, adjectives, adverbs and verbs should always receive stress while on the other hand a minor
category including conjunctions, prepositions, pronouns, articles and certain verbs like “to be”
should not be stressed. As mentioned previously in this chapter, stress subordination regarding the
two categories needs further discussion and will be examined along with the analysis on the

metrical patterns in the case study.
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5.5.4 The metrical foot and dominant poetic meters

In stress-timed languages like English, the rhythmic units, “foot”, that comprises one or more
syllables make up words. Foot is the device used to describe stress patterns of words. Each foot is
composed of a strong syllable that is more prominent or stronger. The other syllables in the foot
that are not prominent or strong are taken as weak syllables. For instance, in “daughter”, the first
syllable is strong, and the second syllable is weak.

When it comes to a poem line, it is made up of several metrical feet depending on which
different types of verse line are decided. A monometer is a line with only one foot and a two-foot
metrical line is named dimeter. A verse line with three feet is a trimeter and a tetrameter refers to
a line of four metrical feet. A line containing five feet is called “pentameter”. [ambic pentameter
is a commonly used type of metrical line in traditional English poetry and verse drama. The iambic
pentameter is also a leading poetic meter in most poems of Chaucer, as argued by Halle & Keyser
(1966). Similarly, the iambic hexameter which is an iambic verse line with six feet is also
significant. Heptameter and octameter are metrical lines with seven feet and eight feet respectively.
Rare examples are found to present the “ditto”, a nine-foot line, and the “decameter”, a ten-foot
line (Strachan and Terry 2001).

The different arrangements of the metrical foot create various types of poetic meters of verse
in English. The two significant poetic meters that are widely known are iambic and trochaic.

The iambic meter is made up of several iambic feet. An lambic foot is composed of an
unstressed syllable followed by a stressed one. The stress pattern can be presented as “x /735,

lambic meter is commonly used by William Shakespeare (1564-1616), Jeoffrey Chaucer (1343-

35 “x” represents an unstressed syllable and "/" stands for a stressed one.
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1400), John Milton and many other poets. A verse from William Shakespeare’s Romeo & Juliet

shows the best of iambic meter with the stressed syllables highlighted (Belsey 2014).

(23) What's in a name? that which we call a rose
By any other name would smell as sweet;
So Romeo would, were he not Romeo call'd,
Retain that dear perfection which he owes.

(Romeo & Juliet)

In each poem line of the example in (23), there are five iambic feet in which the unstressed
syllables are followed by the stressed syllables. Each of the five iambic feet within a poem line
form ten metrical positions.

Differently, a trochaic meter illustrates a rthythm in which an unstressed syllabic follows a
stressed one. The stress pattern can be demonstrated as “/ x”. Another excerpt from Shakespeare’s

Macbeth is composed with the trochaic meter.

(24) Double, double, toil and trouble;
Fire burn and cauldron bubble. (Macbeth)

Each line of the example in (24) contains eight metrical positions that make up four trochaic
feet where the stressed syllables are followed by the unstressed ones.

Aside from the two major poetic meters that are significant to form the verse of English, the
dactylic meter and the anapestic meter are commonly seen as well. A dactylic meter is composed
of several dactylic feet in which each foot is made up of a stressed syllable followed by two
unstressed syllables. In a metrical verse line, the stress pattern of a dactylic meter is presented as

“/ x x”. An anapestic foot consist of three syllables in which two unstressed syllables are followed
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by a stressed one. Several anapestic feet make up a verse line in an anapestic meter. The stress

pattern of an anapestic foot in a metrical verse is shown as “x x /”” (Strachan and Terry 2001).

5.6 Poetic syntax: a variation of the syntax in normal speech

As mentioned previously, poetic syntax is different from syntax in normal speech because it
needs to compromise to satisfy metrical patterns. There are several criteria for the variation of
syntax in producing Chinese regulated-style verse and English poems.

The variation in English poems can be concluded as deletion, addition, permutation and line
arrangement (Zhou 1989). Usually, a deletion happens where the same syntactic constituents
appear. Under some certain conditions, the grammatical words like “be” in different shapes are
often omitted and in other situations even the verb could be deleted in order to fulfill the rhythm
and the metrical patterns in a verse.

Addition is in opposite to deletion. As a type of addition, repetition is frequently used to
strengthen the inspiration and musical effect of the poem.

Word order matters a lot in syntactic structure in normal speech. However, it is sometimes the
change of word order that satisfy the metrical patterns of English verse, even though word order
that is reset to some degree is ungrammatical (Zhou 1989; Strachan & Terry 2001).

As demonstrated in the hierarchical poetic structure, a poem line is located in the middle of the
tree structure and it stands firmly. The different arrangement of poem lines within an English verse
determines the type of verse. The number of lines are usually symmetrical, such as two lines, four
lines, eight lines and fourteen lines, etc. At the end of each line, there is a natural caesura to make
it a sentence. This is remarkably similar to the “prolongation” and “rest” after the corresponding

Chinese regulated verse line as brought up in Chapter IV.
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As introduced in 5.2, Wang (1962, 2005 & 2015) classified the sentence types embedded in
regulated verse lines into three major groups, namely simple sentences, complex sentences and
incomplete sentences. In each major group, the poem lines are analyzed on account of both part of
speech and basic syntactic structures. In general, there are nine categories with different syntactic
structures specifically. Moreover, Wang (1962) divided the syntactic features in the Chinese
regulated-style verse into twenty-three types including the change of the part of speech of words,
inversion, omission, rhetorical comparison, etc. Like the syntactic features of English verse, some
syntactic variations in Chinese regulated-style verse are ungrammatical but in accordance with
metrical patterns.

Based on what has been discussed above, it is clearly evident that to best satisfy the metrical
scheme of a verse, no matter in an English one or a Chinese regulated one, the syntactic features
are to a large degree compromised in the scope of part of speech, syntactic structure, word order
and sentential arrangement. Although the underlying mechanism to construct verse with stress-
driven metrical schemes and Chinese regulated verse is completely different, it is coincidently that
both the two poetic forms take information provided by syntax as auxiliary means to eventually
fulfill the needs of the metrical scheme. The following case study is sets out to test the relationship
between the poetic syntax and metrical scheme in order to clarify the role that syntax plays in the

process of composing a verse with certain metrical features.

5.7 A case study of the syntactic features and the metrical schemes

5.7.1 Selection of data

As introduced in the theoretical background, Chinese regulated-style verse provides an

appropriate environment to discuss the mapping and mismatch between syntactic features and
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metrical patterns. Since both Chinese verse and English verse are going to be examined, and the
relationship between syntactic features and metrical patterns in them are to be compared, the
original Chinese regulated-style verse and their English translations are well fitted. The Three
Hundred Poems of the Tang Dynasty is considered as an outstanding collection and representative
of Chinese regulated-style verse, not to mention that there are several distinguished English
translations of it. As a result, one pentasyllabic four-line verse and one heptasyllabic four-line
poem are selected from the Three Hundred Poems of the Tang Dynasty, and five versions of the
corresponding English translations are chosen. The five versions of English translations include
Witter Bynner (1929)’s The jade mountain: a Chinese anthology, being Three hundred poems of
the Tang dynasty, Herbert A. Giles (1898)’s Chinese Poetry in English Verse, Yuanchong Xu
(1987)’s Tangshi Sanbaishou Xinyi [300 Tang Poems: A New Translation], Dalian Wang (1997)’s
Yingyi Tangshi Jueju Baishou [ English-Chinese 100 Quatrains by the Tang Poets], and Yihe Tang

(2005)’s Yingyi Tangshi Sanbaishou [An English Translation of 300 Tang Poems].

5.7.2 Means and process

In the following case study, the tonal prosody and rules of rhythm are illustrated followed by
the syntactic analysis for Chinese regulated-style verse. For English verse which are corresponding
translations of the selected regulated-style verse, metrical positions, stress patterns and rhyme are
discussed followed by a syntactic analysis. The study of English verse is through an integrated
process with both the prosodic approach of poetry and the acoustic analysis. The purpose of
carrying out the acoustic experiment is to seek out the positions that may receive more intensity
and thus comparatively protrude the stressed positions versus the unstressed positions from a
phonetic perspective. In the acoustic experiment, a female native speaker of American English

who is thirty years old is invited to read the ten English verses that are translated from the selected
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regulated verse in a prosodic and natural way. The software Simple Recorder is used to record the
readings. After the readings are recorded, the software Praat 3° is used to do speech analysis based
on the recordings and draw the intensity contour according to the speech analysis.

To sum up, it is examined how syntactic features compromise to map or fail to match metrical
patterns in the case study. In addition, the factors that are taken into consideration when the

regulated-style verse are translated into English are also analyzed.

5.7.3 The analysis of two regulated-style verses

In this section, as two subjects of the case study, “Su Jiande Jiang” 15 24571 by Meng Haoran
Fii5 9k and “Furong Lou Song Xinjian” 2 &% 3l by Wang Changling T & #?% are analyzed

respectively.

5.7.3.1 The tonal pattern and syntactic regulation

Song & Zhang (2013) point out that rhythm often is the acoustic effect of the meter in poetry.

Regulation is the most prominent meaning of i . Rhythm which is closest to the Chinese term
jie i, is one of the regulations. Jie i was used as a musical term before it was used in poetry or
linguistics. The Erya B entry refers to it as the musical instrument that controls the rhythm
(beat and tempo) of music. The rule of rhythm is jielii i/

Wang (1962) mentions that the rhythm of regulated-style verse generally obeys the rules that

a jie fi forms after every two syllables in each poem line. Since regulated-style verse are either

pentasyllabic or heptasyllabic, the last syllable of each line stands alone as a jie. There are three

36 Praat is a scientific computer software package for the analysis of speech in phonetics. It was designed,
and continues to be developed, by Paul Boersma and David Weenink of the University of Amsterdam.
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Jjie in each line of a pentasyllabic poem and four jie in each line of a heptasyllabic poem. This
conclusion also corresponds with the theory of Accented Durational Boundary put forward in
Chapter IV. As shown in (18) and (19), each strictly-formed pentasyllabic line contains three
segments with one Tenuto and every first two positions of each poem line form a binary contrast
in terms of the accent degree. A strictly-formed heptasyllabic line comprises two binary contrasts
that are evenly distributed in the first two positions and the last two positions. As a result, the
rhythm of a pentasyllabic poem is 221 and the rhythm of a heptasyllabic poem is 2221. Moreover,
the time duration of the ping tone is twice of the ze tone. The following diagram shows the basic

rules of rhythm in both pentasyllabic and heptasyllabic verses (Wang 2005:76):

(25) Pentasyllabic:
ze-ze-|| ping—ping—| | ze-
ping—ping—| | ze-ze-| | ping—
ping—ping—| | ping—ze—| | ze-

ze-ze-|| Ze—ping—| | ping—

Heptasyllabic:
ping—ping—| | ze-ze-| | ping—ping—I | ze-
ze-ze-|| ping—ping—| | ze-ze-| | ping—
ze-ze-|| ping—ping—| | ping—ze—| | ze-

ping—ping—| | ze-ze-| | ze—ping—| | ping—

Based on this rule, the square brackets are used to mark the distribution of the caesuras in the

following poem.

(26) Chinese

[F2 A E ] [ ] Row
[HE & RIH] sun

[EFOR R AR][A] wild
LB IEILA] river

Word-for-word gloss

anchor  fog  islet

author anxious new

sky low  tree

moon  close  people
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To be in accordance with the previous discussion, the symbol “-” is used to mark the level tone

and “v” is used to mark the oblique tone. The tonal patterns of this poem are demonstrated as

follows:

Q7) BREEE, - - v -y
HEREF. vy ov--
BERICH, vy o--v
TWHEA. - - v -

However, the rhythmic unit (jie ) of each line is different from the meaningful unit in each
line. The rhythmic unit is the smallest unit that can bear the caesura in reading. The meaningful
unit refers to a word or a phrase. This phenomenon can be considered as a mismatch between the
syntactic feature and the metrical structure in Chinese regulated-style verse. Take Meng Haoran’s
“Su Jiande Jiang” for example, in the first line “F&FFyFIE RS, “fE¥E > is obvious one meaningful
unit that syntactically should stay together but are separated by the metrical caesura.

Furthermore, in order to satisfy the metrical pattern, the “KfEH> which means “the sky is
lower than the tree” in the third line does not carry the structural word “7F-> after “{i” to signify

the comparison. This kind of special usage of syntax was also discussed by Wang (1962) and was
categorized into “Omission of some syntactic constituents”.
Some people argue that according to the mismatch of the rhythmic unit and the meaningful

unit, the basic rhythm of regulated verse could be expanded. For example (Hu 2000),

(28) 1. ping—ping— || ping—| | ze-ze-

ii. ze-ze | ze-| | ping—ping—

37 The first line is a variation of “- - - v v”’.



iii. ze-ze-|| ping—ping—| | ping—| | ze-ze-

v. ping—ping—| | ze-ze-| | ze-| | ping—ping—
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Even though it seems to have figured out the mismatch of the syntactic structure and the

metrical pattern under some certain conditions, the new patterns do not follow the theory of

Accented Durational Boundary, which is proved to be the underlying mechanism to realize the

regularization of Chinese regulated-style verse.

The same procedure can be applied to the heptasyllabic poem “Furong Lou Song Xin Jian”

JE ML SEWT. According to the basic rhythm “2221” of the heptasyllabic poem, the caesuras are

marked with the square brackets as follows:

(29) Chinese

[FEN LTI R[]
[P BIILE 214 W [9]
[ B DR A AR AR T
[— H ok [7E K ][ 5]

Word-for-word gloss
Cold

rain  join  river  night

peaceful bright send

guest  Chu

Luo yang relative friend if

one piece  ice heart  at

The tonal patterns of this poem are as follows:

(30) FEN L H AR,
IR RE LA
& R AR R
— R UKD E R

V--VV -
-VVV- -
-- V--V
V--VV-

enter Wu
mountain alone
mutual ask

jade  pot

The same problem arises here. In the third line, “AH[%” is one meaningful unit that should be

together but is separated by the metrical caesura. According to the distribution of the meaningful

units, this line should be marked as [#&F5][¥ A [A1][#H[H]. “F35” in the fourth line is another
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meaningful unit that is cut off by metrical caesura. “fF & is not a meaningful unit but stays as a

basic rhythmic unit in this line. The issue in this heptasyllabic poem again illustrates a mismatch

between the syntactic feature and the metrical scheme.

5.7.3.2 The stress patterns and syntactic regulations of English verse

Compared with the mismatch between syntactic features and metrical schemes in Chinese
regulated-style verse, the issue in the corresponding English translations is about stress
subordination and part of speech of the words. According to Halle and Keyser (1966), the stress
subordination in compounds and other sequences larger than a single word depends on the part of
speech of the words. Halle and Keyser divided words into two categories: a major category
including nouns, adjectives, adverbs and verbs and a minor category including conjunctions,
prepositions, pronouns, articles and certain other verbs. They argued that in compounds and other
sequences larger than a single word, stress should always goes to the major category, whereas the
minor category should not receive stress. If the theory of Halle and Keyser is firm enough to form
the basic rules of metrical schemes of English verse, most English poems should follow this stress
subordination rule.

The following ten English verses are different versions of translations of the selected regulated-
style verse analyzed above. The main procedure here is to assign stress to every metrical position
of each poem line according to the speech analysis and intensity contours of the recordings in
Praat. Given that the Romance stress rule is taken as a standard rule to determine the stress
distribution within a single word, it provides additional guidance to assigning stress. Instructed by

the Oxford Dictionary of English (Stevenson ed 2011), stress assignment is carried out according
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to speech analysis and intensity contours of the recordings as well as consideration of the Romance

stress rule (See Appendix E for the speech analysis and intensity contours generated by Praat).
The symbol “x” represents an unstressed or weakly stressed syllable and the symbol “/”” refers

to a stressed syllable. The arches over the corresponding syllables indicate the application of Halle

and Keyser’s two conditions.

(31) “Su Jiande Jiang” 1 YT,

At Anchor (by Herbert A. Giles)

'
I steer my boat to anchor by the mist-clad river eyot,
x / x / x/ x X /o ox /) ox
N
And mourn the dying day that brings me nearer to my fate.
X /o x /x| X /x /x x
N

Across the woodland wild I see the sky lean on the trees,

x / x / x /x /x / |/ x [/

N

While close to hand the mirrored moon floats on the shining seas.

x / x / x [/ x / x x [/ x /

There are thirteen metrical positions in each line, which makes it a heptameter. The stress
pattern of this verse is basically iambic with one or two exceptions. The ending words of the first
two lines are consonance. The ending words “trees” and “seas” make the third line and fourth line

rhyme with each other. The rhyming pattern is aabb. The “floats” as a noun in the fourth line is
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not assigned stress. The stress subordination in the other three lines all obey the two categories

theory by Halle and Keyser.

(32) A Night-Mooring on the Jiande River (by Witter Bynner)

N

While my little boat moves on its mooring of mist,

/" x / x / X x / x x /

And daylight wanes, old memories begin...
X / X / Xx / xx x /
How wide the world was, how close the trees to heaven,

/o x  /  x / / x / x / X

N N

And how clear in the water the nearness of the moon!

x / /  x /x x [/ x x [/

There are eleven metrical positions in the first line, ten metrical positions in the second line,
twelve metrical positions in the third line and eleven metrical positions in the fourth line. Basically,
it is a pentameter that includes five feet. However, the stress pattern of each line is not the same
which makes it difficult to judge the meter. There are several metrical positions that belong to the
“minor category” but have received stress, and some metrical positions that belong to the “major
category” do not. For example, “while, how” as words of minor category both are assigned stress,

but “moves, old” do not receive stress though they belong to the major category.

(33) Mooring on the River at Jiande (by Yuanchong Xu)

My boat is moored near an isle in mist gray,

x / x |/ x x / x / X
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I’'m grieved anew to see the parting day.

x / x/ x / x [/ x /

On boundless plain trees seem to touch the sky,

x [/ x [/ x |/ x |/ x /

In water clear the moon appears so nigh.

x/x / x / x / x /

There are ten metrical positions in each line leading this verse to be grouped into a pentameter.
The first two lines rhyme with each other and the rhyming words are “gray” and “day”. The third
line and the fourth line rhyme with each other with the rhyming words “sky” and “nigh”. The
rhyming pattern is thus aabb. It is not a perfect iambic meter and has several exceptional feet. The
major category words “gray, trees” are not stressed. All the words that belong to the minor category

are not assigned stress.

(34) A Night Mooring on Jiande River (by Dalian Wang)

My boat is moved to moor by misty islet sands;

x / x / x [/ x /x/x /

There comes again at dusk my gloom in foreign lands.

X /o x / x / x / x|/ x /

The sky drops down below treetops in wild expanse;

x / / x xx [/ x x [/ x /

On lucid stream the shadow of moon kisses man’s.

x /' x / x / x x [/ /I x [/
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Each line of this verse has twelve metrical positions which makes it a hexameter. Generally
speaking, it is an iambic hexameter with an unstressed syllable followed by a stressed one. The
rhyming word of each line is “sands”, “lands”, “expanse” and “man’s”. The rhyme of this verse is
stricter compared with others. The subordination of the stress in this verse follows Halle and

Keyser’s two categories theory.

(35) Put Up for the Night at Jiande River (by Yihe Tang)

N
By the misty islet,

X / X /X

The Traveler’s boat was mooring.

x /' xx / x / X

He sorrows came up again

x / x / x x/

N N
In the dusk of the evening.

X / X / X X

The sky stooped lower than trees

x / X /' x x |/
/2
In the vast wilderness.
X /] X X
/R /)

Near the shadow of the moon on the clear stream,

x x / x x [/ x [/
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N

The man on his boat was standing.

x / x / x /| x

This structure of Tang Yihe’s translation is quite different from the other four versions. Firstly,
it divides each line in the original text into two halves in the English translations. Secondly, the
metrical positions of each line in the English version are not consistent. Thirdly, the second and
the fourth line rhyme, and the fifth and the sixth line thyme. The “stooped” in the fifth line is

unstressed which disobeys the theory of the two categories.

(36) “Furong Lou Song Xin Jian” 2% 2% #8112 £ i

A Message (by Herbert A. Giles)

Onwards tonight my storm-beat course I steer,

x / x / x / x |/ x /

At dawn these mountains will for ever fade;

x /X /" x x x /x /

Should those I leave behind enquire my cheer,

x / x / x / x / x [/

Tell them, “an icy heart in vase of jade.”

/! x x/x / x / x /

There are ten metrical positions in each line. This is a typical pentameter. The stress pattern in
this verse is not consistent. The first line and the third line are iambic, but there are exceptions in

the second line and the fourth line. The first line and the third line rhyme, and the second line
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rhyme with the fourth line. The rhyming pattern of this verse is abab. The pronoun “these” in the

third line is assigned stress which violates the two categories theory.

(37) At Hibiscus Inn Parting with Xin Jian (by Witter Bynner)

With this cold night-rain hiding the river, you have come into Wu.

x x [/ x / /x x /x / x [/ xx [/

N N

In the level dawn, all alone, you will be starting for the mountains of Chu.

x J/x [/ / x/ / x x / x X /" x x /

Answer, if they ask of me at Loyang:
/x x / / x xx/ /

N

“One-hearted as ice in a crystal vase.”

/ x o x /o ox / x /

The metrical positions of each line in this verse are not consistent. There are sixteen metrical
positions in the first line, seventeen in the second line, ten in the third line and only nine in the last
line. The inconsistency of the metrical positions in this verse makes it hard to judge what meter it

belongs to. The stress pattern of this verse is also irregular.

(38) Seeing Xin Jian Off at Hibiscus Pavilion (by Yuanchong Xu)

Along the river that merged with a cold rain,

x/ x /x x / X X / X

We entered the Wu city late at night.

x / x x [/ x [/ x /

Early at day break I bid you farewell,

/' x x/ x x/ x / X
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With only the lone Chu Mountain in sight.

x /xx / x / x x /

If my kinsfolk in Luoyang should feel concerned,

x [/ xx [/ / x |/ x /

N
Please tell them for my part,

/ /X X /
N

Like a piece of ice in a crystal vessel.

/' x / x/ x / x/ X

Fore’er aloof and pure remains my heart.

x xx/ x / x x x /

The poem line in the original text is also divided into two short halves such as what Tang does
in the translation of “Su Jiande Jiang”. This results in an inconsistency with the metrical positions
in each line. The second line and fourth line rhyme with the rhyming words “night, sight”, and the
sixth line and eighth line thyme with the rhyming words “part, heart”. It is also an application of
consonance. In the first line, the major category word “rain” doesn’t receive stress which violates

the two categories theory.

(39) Bidding Farewell to Xin Jian at Lotus Pavilion (by Dalian Wang)

Cold rains reigning the stream last eve, I got in Wu;

/0 x / x x [/ x / x/ x /

Seeing friend off this dawn, I saw forlom Mount Chu.

/' x / x x [/ x/ / x /| X

In Luoyang should my folks and friends ask after me,

x // x x / x [/ x /x /

N
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Tell them a heart’s in jade pot, pure as it can be.

/" x x/ x / x / x x/

Except for the fourth line, all the other lines have twelve metrical positions. The first line
rhymes with the second line, and the third line rhymes with the fourth line. The rhyming patter is
aabb. The stress pattern of this verse is irregular so that it cannot be grouped into any meters. In
the first line, “rains” and “last” are both unstressed. In the third line, “ask” is unstressed. The “pot”
in the fourth line is also unstressed. However, some pronouns and special verb like “be” are all

assigned stress which violates the “two categories” theory.

(40) Seeing Xin Jian off at the Lotus Tower (by Yihe Tang)

N
He entered Zhenjiang in a cold night

x /' x / / x / X

When the Yangtze River was shrouded in drizzling.

x x [/ x /x x / x / X

At daybreak next morning I saw him off

x/ x x [/ x x/ x /

4
On the riverbank like the solitary Chu Hill standing.

x /x / x x /xxx / x |/ X

When my relatives and friends in Luoyang inquire about me,

/" x /xx x /  x / / x / x/ X

Please tell them my heart is transparent like

x / x x [/ xx /x /

N
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A piece of ice in a jade pot from stains free.

x / x / x / x x |/ X

There are seven lines in this verse which is very irregular compared with the four-line or eight-
line verses. The metrical positions in each line are also inconsistent. The only regularity is the
rhyme of the second line and the fourth line as well as the fifth line and the seventh line. Violations
of the two categories theory still exist. For instance, the words “night, next, hill, pot, free” all
belong to the major category but have not received stress. On the contrary, the words “off, when,

like” have all been assigned stress, but they are members of the minor category.

5.7.3.3 A summary of the features of English Verse

According to the analysis above, there is only one English verse that perfectly obeys the rules
given by Halle and Keyser while the other verses all to some degree violate the two categories
theory. In other words, when English verse is produced, stress subordination is not based on the
part of speech of the words but following the fixed metrical patterns (iambic or trochaic, etc.). As
discussed, the syntactic structures are also adjusted to satisfy the metrical patterns through deletion,

addition, permutation and line arrangement.

5.8 Conclusions

As widely accepted, in the composition of English verse, stress assignment is a significant
issue, and it decides the metrical scheme and the type of meter of the verse. Many crucial rules
including the Romance stress rule have figured out the stress assignment in a single word with
multiple syllables, in a compound word or even in a phrase or sentence. However, the stress
assignment for a monosyllabic word in a verse is even more sophisticated. Many other factors like

intonation and prosodic constraints all place restrictions on whether or not a monosyllabic word
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should receive stress. To solve this problem, Halle and Keyser studied the category of words and
divided words into one major category and one minor category. From their perspective, if the
category which a monosyllabic word belongs to is known, it is clearly evident to decide whether
to assign or not to assign stress onto this monosyllabic word. However, based on the case study,
not all words from the “major category” receive stress in a poem line, and some words from the
“minor category” are even assigned stress in a poem line. On this ground, it is believed that the
categories of the words are not tightly related to the stress distribution and metrical scheme of a
poem. It is the stress patterns and the metrical schemes laid out by the composers in advance that
matter. Some people hold an idea that only “sense words”, mainly from the major categories in
English should be assigned stress, but the definition of a “sense word” is rather vague and
ambiguous. Many words from the “minor category” still make “sense”. At this point, it is not
appropriate to conclude that metrical scheme in a verse is also determined by the syntactic feature
of a word besides other regulations. This hypothesis has also been proved in the study of the
selected Chinese regulated-style verse. No matter if it’s a pentasyllabic poem or a heptasyllabic
poem, there is always a mismatch between the meter and the meaningful unit which has something
to do with the syntactic structures. It is quite common to see a metrical caesura appear to separate
the components of a meaningful unit in order to fulfill the preset rhythmic structure. Moreover,
the syntactic structures need to compromise to meet the requirement of the metrical schemes.
Therefore, it is better to take the syntactic features and the metrical schemes as two separated issues

when the metrical patterns and the regularization of a verse is studied.
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Chapter VI Concluding Remarks

Starting with the introductions to three major types of Chinese verse over different eras, namely
the works from the Book of Odes, the Songs of the Music Bureau and regulated-style verse, this
dissertation puts forth questions that scholars have long argued, which is to understand the metrical
patterns and rhythmic structures of Chinese poetry in a more schematized sense. The regulated-
style verse, a weighted category with strict tonal prosody, has been the point of issue all along.

On the basis of examining two widely-accepted theoretical frameworks which are the stress-
oriented model (Chen 1979; Yip 1980; Duanmu 2016) and the metrical grid system (Fabb 2002;
Fabb and Halle 2008), this thesis works on the modification of previous models in a process of
building up a new schematized metrical system to better understand the poetic prosody of Chinese
regulated-style verse.

Three conditions significantly form the environment to generate the new schematized metrical
system. The very first condition is the tight connection between Chinese classical music and
Chinese poetry dating back to Shijing. Given evidence from works collected in Shijing gupu
regarding echoes between the beats in every musical bar and rhythm in each poem line, a boundary
marker used to denote the certain length of musical duration and to naturally separate poem lines

which has the similar function of ban # in Chinese classical music is believed to exist. The second

condition is the distinctive features of the level tone and the oblique tone. As the level tone is able
to be prolonged while the oblique tone is not, different values are assigned to each tonal
combinations that reflect the durational boundaries. With a level tone assigned the value of 1, an
oblique tone being 2, and the prolongation after a level tone and a rest after an oblique tone denoted

by “X” due to their uncertainty where X>0, the sequence in (1) is set up.
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(1)

L+L 4) || oL 3) L+P 2) || 0+0 (2) || O+R =1)

most accented

least accented

The third condition is inspired by the stress-oriented model influenced by the metrical system
of stress-timed poetry. However, the two theoretical frameworks are fundamentally different in
defining the basic type and property of the language. On the premise that Chinese is a tone
language, and the tonal variation plays an essential role in composing the regulated-style verse,
fixed number of binary contrasts (7Tenuto+x or x+Tenuto) are formed in both pentasyllabic and
heptasyllabic regulated verse. On realizing the three conditions, a new model known as the theory
of the Accented Durational Boundary (ADB) has been comprehensively established. The schemas

composed to reflect the strictest regularities with the application of ADB are shown in (2).

)

Verse Pentasyllabic Heptasyllabic

e Pattern I Pattern II Pattern I Pattern II Pattern III
Line #
Line 1 post-agogictx | pre-agogictx | post-atpost-a pre-atpre-a post-atpre-a
Line 2 pre-agogictx | post-agogic+x pre-a+pre-a post-atpost-a pre-atpre-a
Line 3 pre-agogictx | post-agogic+x pre-at+pre-a post-atpre-a pre-atpre-a
Line 4 post-agogictx | pre-agogictx | post-atpost-a pre-atpre-a post-atpost-a
Line 5 post-atpre-a
Line 6 Repetition of | Repetition of Repetition of | Repetition of
Line 7 the first half the first half | Repetition of | the first half the first half
Line 8 Line 2-Line 4

In this new model, the smallest unit that forms a regular pattern is a segment containing a
binary contrast pair. This is a simplified version of the original canonical tonal variations, but

underlyingly signifies the nature of the rhythmic structure of regulated verse. Necessarily, it has
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to be mentioned that the process of composing schemas with the application of the ADB rule is
comparatively independent. More specifically, the process is not affected by any factors other than
tonal prosody and the rhythmic structure, with the metrical patterns preset. It is suggested that
syntactic features and metrical patterns should be taken as two separated issues in the study of
tonal prosody and rhythmic structure of regulated-style verse. That being said, the syntactic
consistency being stronger in the development of Chinese poetry is an identifiable trend, which
suggests that the syntactic feature plays a subservient role in the process of poetic regularization.
It is hoped that this dissertation from a diachronic perspective has appropriately set up a new
model to probe into poetic prosody, metrical structures and the correlations of the Chinese verse

of different types and shapes in a more consolidated scope.
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Appendix A

Music scores of thirty-two odes transcribed from Yuan’s Shijing gupu
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Appendix B

Examples 8-32 from Yuan’s Shijing gupu
showing the relations among tones, music notations and modes

Example 8 B - A5 - HE (“Ge Tan” of Zhou Nan in Guo Feng)

B A, AR, MEREFEFE. SRR, EREAR, HIGNEE,

BB, MRhE, MEEEZE. RXIRE, REEAM, TR

EEANK, HEER. WTRA, MRRK. FRET, BELH.

How the ko creeper spreads, it reaches to the middle of the valley; its leaves are luxuriant; the
yellow birds go flying, they settle on the thickly-growing trees; they sing in unison.

How the ko creeper spreads, it reaches to the middle of the valley; its leaves are rich; I cut it, I boil
it, I make fine cloth and coarse cloth; I shall wear them without growing weary of them.

I tell the matron, I tell her that I am returning home; I will soak my private clothes (a), I will wash
my garments; which shall I wash, which not? I return to wish peace to father and mother.

(a) Everyday clothes, as opposed to the ritual clothes (Karlgren 1950:2).

Table 8.1
Character | & |2 |& |%& |W® |[JA |+ |#& |# | |FE | =
Tone R P P P Q P P R P R P P
Letter D E F E E F E D G A C E
notation
Character |3 |5 |/ |K |& |[JA |[#E | K |H | | W |8
Tone P S P P R P Q R P P P P
Letter B C B A G A C E D B C D
notation
Character | & |2 |& |%& | |/A |+ |#& |[# |%FE |®w |5
Tone R P P P Q P P R P R R R
Letter D E A D A B C D A B A B
notation
Character |2 | X |2 |#& |/ |& |& |# |k |2 |[& |[#
Tone S Q S R P P P R R P P Q
Letter D F E F A F E F E F E D
notation
Character | & |% | |K | |% |8 |®W |& |+ |& |&
Tone P Q P S P Q P P R Q S P

38 «{%» : “)‘j@a *?7&0 ” «*%i» : “Eﬁy %U\Eft)]o ” U\Eﬁ‘tﬂﬁu “E/” Z—Ezo ﬁ@" Ejgﬁﬂ “%”7 /\%/“ﬁ%‘! “3%”,
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Letter C F B A A F E D D F E F
notation

Character |3 |3 |[3& | K | FY | |F | & | |% |K
Tone R S S P R S R S P P S S
Letter F G A B B A C E D B A D
notation

According to Table 8.1, D, E, G, A, C and B all show up, and the appearance of note F which
is another pianyin named Qingjue makes it a Qingyue mode. The rearranged notes as a natural
scale starting from the ending note D is D, E, F, G, A, B and C. It is thus a Qingyue shang mode.

Table 8.2 below is based on the same computational procedure.

Table 8.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 4 1 1 1
D 5 2 1 5
E 8 3 1 2
F 5 0 4 3
G 1 1 0 1
A 6 4 1 2
B 7 0 0 3
Most frequently E A F D
appearing note

Example 9 B & - - % E (“Juan Er” of Zhou Nan in Guo Feng)

KKEH, THEE. BREN, BUHHET.
BEDAE B, FRIGTAFR . UG e, MEAAKIE.
BEp e, PG X5 BABIBLmE, MELAAIKE
BRI, HHER, BAMER, ZEMEHR.

I gather the kiian-er plant, but it does not fill my slanting basket (a); I am sighing for my beloved
one; I place it here on the road of Chou.

I ascend that craggy height (b), my horses are all exhausted; meanwhile I pour out a cup form that
bronze lei-vase, in order not to yearn all the time.

¥OAEY o, Tt OB - oF, FRER. PRV R ZE, it <.
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I ascend that high ridge, my horses become black and yellow (c); meanwhile I pour out a cup from
that kuang-vase of rhinoceros (horn), in order not to be pained all the time.

I ascend that earth-covered cliff; my horses are sick; my driver is ill (d); oh, how grieved I am!

(a) I am working listlessly, with poor result. (b) To look for him. (c) Black-streaked with sweat and yellow
with dust; the par. with st. 2 shows that hiian huang ‘black and yellow’ does not mean the horses’ natural
colour, but is a result of their labour. (d) The speaker is so restless that both team and coachman are driven
to excessive exertions (Karlgren 1950:3).

Table 9.1
Character |}k |k |& |H | A~ |& |[H |E | | |® | A
Tone S S S S R P P P P S P P
Letter D F A B A F A B G A C E
notation
Character | & |1 |H |17 |[BF |1k | # |#H | |KF |- |E
Tone Q S P P R S P P S S P P
Letter D F E D D C B A A F B A
notation
Character |3 |47 |B |1 |& |&#& |4 |LL | A |k |1® [P
Tone S P R S P P P S R S P R
Letter G A B C F E E A B C D D
notation
Character | % |/ | | | | X |H |& |& |[B |[#H | A
Tone S P P S S P P S P S S
Letter F B A A F B A F E F D E
notation
Character | fit [# |WL | A |k |[B | | |#H |[® |& |K
Tone P P S R S P R S P S S S
Letter F D A B C D D B D A D F
notation
Character | % | & [F& |1b | | |E | |#& | R
Tone P S S R P S P P P S
Letter E D G F A B D B C D
notation

According to Table 9.1, the notes include D, F, A, B, G, C and E. It belongs to Qingyue mode
because of the appearance of Qingjue. The rearranged notes as a natural scale starting from the
ending note D is D, E, F, G, A, B and C, which makes it a Qingyue shang mode. Based on the

same computational procedure, Table 9.2 is produced.
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Table 9.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 2 4 0 0
D 6 5 1 3
E 6 1 0 0
F 3 7 0 2
G 1 2 0 0
A 7 7 0 1
B 6 3 0 3
Most frequently A A&F D D&B
appearing note

Example 10 B E- A& £ (“Que Chao” of Shao Nan in Guo Feng)

MERRA R, MEMGIEZ . ZTRER, WS
MERGA R, MENSTZ . ZTRER, AR Z.
MERGA R, MEMRIZ . ZTRER, TR .

It is the magpie who has the nest, it is the kiu bird who inhabits it; this young lady goes to her new
home, a hundred carriages meet her.

It is the magpie who has the nest, it is the kiu bird who has her place in it; this young lady goes to
her new home, a hundred carriages escort her.

It is the magpie who has the nest, it is the kiu bird who fills it; this young lady goes to her new
home, a hundred carriages (achieve her=) make her (outfit) complete (Karlgren 1950:4).

Table 10.1
Character |4 |#§ |A |8 |# |w |& |2 |2 |7 |A |&
Tone P R S P P R P P P S P P
Letter D #F G A D #C B A G A #C | #F
notation
Character | AL L L I L Y P4
Tone R Q Q P P R S P P P P P
Letter D B D D A B A A #F E D
notation
Character |2 | ¥ | | |@a |[W |[#& |z |# |8 |fA |&
Tone P S P P R Q P P P R S P
Letter A D #F E D E D D #C B A
notation

OOCEY - T, FERB. W E I, TEAR W W, BeEZk.
OCREC) - BRI, ATMERE, SUEER, . 7
PR GEREE) - b TIr. i, T, T, MiEm. 7
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Character |4 |8 |& |2 |2 |+ |RA |8 |H |W |[H& |Z
Tone P P P P P S P P R Q P |P

Letter B A D D B #F | A E A D

notation

Table 10.1 demonstrates a scale including D, #F, G, A, #C, B and E. It is an unusual heptatonic

scale that does not belong to any of the three major modes because besides the two #F and B, #C

also shows up. It neither belongs to any of the three major modes in a heptatonic scale nor has the

feature of the modes in a pentatonic scale. Aside from the insufficient information of the mode,

we still want to run the computation to see the relation between the tones and the notes. Table 10.2

displays their relation in detail.

Table 10.2

Tone
Note

Level Tone

Rising Tone

Departing Tone

Entering Tone

#C

D

E

#F

G

A

B

Most frequently
appearing note

Ol o|—=|~ 0S|~

DWW —|—= OO~

> —|Njo|o|loi—|o

Example 11 B - A5 -K% (“Cai Fan” of Shao Nan in Guo Feng)

JRUCKREE? JAER L. AU ? Az,
JRUCRE? Az RUHZ? A2 E.
Pz ABAE, T FEE.

Wz fifi, BRAER.

She goes (a) to gather the fan plants, by the ponds, on the islet; she goes to use them as an offering,
in the sacrifices of the prince.

She goes to gather the fan plants, in the stream-valley; she goes to use them as an offering, in the

temple of the prince.

How ample is her head-dress—morning and evening (b) she is in the palace; how large is her head-
dress—and now she returns home.
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(a) That the ode concerns a lady is clear from the last stanza, and also from the parallelism with ode 15. (b)
Su ye has generally been taken to mean early in the morning; but the binome quite regularly means ‘morning
and evening’, as in odes 58, 110, 260, 271, 272, 286—in all of which the meaning is clear and unambiguous
(Karlgren 1950:8).

Table 11.1

Character | & | DL | |2 | |@#@ |[A |u |w (U B |2
Tone P S S P P S P S P S P
Letter D B A B A #F E #F D #F E #F
notation

Character | | |2 |$H | | |X |% | |#H |2 |#H
Tone P P P S P S S P P Q P P
Letter D B G D D A D B E D E #F
notation

Character | & |BL |H |2 | |[# |2 |=& |# |z |# |f&
Tone P S Q P P P P P Q P P P
Letter #F B A B D B E D D E D B
notation

Character | Bl | | | & [#8 |2 |[# | |#E |§ |[#8 |8
Tone R Q N P Q P P P R P P P
Letter E A B D D #F E #F A B #C | D
notation

Table 11.1 shows that the notes included are D, B, A, #F, E, G and #C. Again, it is an unusual
heptatonic scale with both #F and #C that does not belong to any of the three major modes. The

relation between the notes and tones are displayed in Table 11.2.

Table 11.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
#C 1 0 0 0
D 9 2 3 0
E 6 0 1 1
#F 5 3 0 0
G 1 0 0 0
A 1 2 2 1
B 7 3 0 0
Most frequently D #F&B D E&A
appearing note

BOCRED) ¢ B, AR (B - s, Hike A, 1EE, METEE. R BT ALE <.
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Example 12 B - A -3 (“Cai Pin” of Shao Nan in Guo Feng)

FRULRIR? R RUAREE? AT
JRLMREZ 7 AEEE R . FRLAZZ ? M K.
JRBABE 2 ? SRE i b . MER R RS L.

She goes to gather the p’in waterplants, on the bank in the southern stream-valley; she goes to

gather the tsao waterplants, in those running pools.

She goes to put them in vessels, there are baskets square and round; she goes to boil them, there
are cauldrons and pans.

She goes to deposit them, under the window in the ancestral shrine; who sets them forth? There is
a reverent young girl (Karlgren 1950:9).

Table 12.1

Character | A |DL [k |38 |M |H# | |#& |HA | [ R | #&
Tone P S S P P Q P P P S S S
Letter D B A B #F A B A A #F G A
notation

Character | A | #% |47 |[& | |V | |2 |# |2 |k |B
Tone P S P S P S P P P P R S
Letter D #F E D D #F E #F D B A B
notation

Character | A |LL |W* |2 |# |& | & | |A | |5 |2
Tone P S P P P P R S P S Q P
Letter A #F G A A B G D D B D #F
notation

Character |7% |= | | T |&F |H |k |2 |A |® |F | &
Tone P R S S P P P P S P Q S
Letter #F E D G B #C A D B #C |D
notation

The notes that in this ode, based on Table 12.1, are D, B, A, #F, G, E and #C. As an irregular
heptatonic scale compared with the traditional Chinese heptatonic scale, any connection between
the tones and the notes is only looked at. Table 12.2 shows the corresponding relations.

Table 12.2

Tone Level Tone Rising Tone Departing Tone | Entering Tone

Note

HOCED) -, T CRESOY -, ARXER. O (FERE) ME CRUEEZ”. (OEMERES) - “E, 6T
o 7R (CHFD) RW AR “F.
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#C 1 0 1 0

D 5 5 1 0

E 2 1 0 0

#F 3 4 0 1

G 2 1 0 1

A 7 2 1 1

B 6 3 0 0
Most frequently A D #C,D&A #F, G&A
appearing note

Example 13 B A5 -5§E (“Zou Yu” of Shao Nan in Guo Feng)

WHiEE, TN, TR !
WHiE, TSI, TR !

Those sprouting reeds! By one discharge five pigs! Lo, you grooms and gamesters!

Those sprouting Artemisias! By one discharge five young pigs! Lo, you grooms and gamesters
(Karlgren 1950:14)!

Table 13.1

X
=

Character

Tone
Letter
notation
Character

Q|2 ok
||

P
P
C

||
| | i
| =
> |2
|

i

Tone
Letter
notation
Character

|| pg
O™ g

3| & | Bt
| |l
Q| |5
O|»|H
ol |z
av]

Tone
Letter
notation
Character

mivlgEl > cm el

Q|7 &
Tl >
Q||

o

o

0| @ B
>0
| |l
> s

Tone
Letter
notation
Character

Ty
Q|2 ok
|0 |

> e
o 7 |
| =
Shdli=y
e
tTJ"Ug

B

i,

Tone
Letter
notation

o=« »[~g| >[~g ==
ol~lgl o~ o=

oclml ol

»)

According to Table 13.1, this ode consists of A, B, G, E, F, C and D. It belongs to Qingyue

mode because both F and B show up. Starting from the ending note G, the scale is rearranged to
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fit the natural order and get G, A, B, C, D, E and F. It is a Qingyue zhi mode. After applying the

same computational procedure, Table 13.2 is produced.

Table 13.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 8 0 0 0
D 3 3 0 0
E 2 0 0 3
F 5 1 0 2
G 4 4 0 1
A 5 4 0 2
B 1 0 0 4
Most frequently C G&A / B
appearing note

Example 14 B & )E - HHE (“Qi Yu” of Wei in Guo Feng)

WEH B, &xvr%aks. AHEER T, Wyline:, wmEmeE, SoM2, HhoEs. GEEET,
AR
EPORER, T EE. AEET, nBA%, gk, B9, HeoEs, FREET,
AR
WEH IR, &4, BHER T, Wegindg, WmEmeE. oy, RERYS. HFEEES,
AERE .

Look at that cove of the K’i (river), the royal fodder and the creepers are luxuriant; elegant is the
lord, he is as if cut, as if filed, as if chiseled (a), as if polished; how freshly bright, how refined,
how imposing, how conspicuous: elegant is the lord, never can I forget him.

Look at that cove of the K’1, the royal fodder and the creepers are rich; elegant is the lord, his ear-
stoppers are of precious stones; the (joining=) hair-fastening leather cap is (star-like=) shining;
how freshly bright (etc. as in st. 1).

Look at that cove of the K’i, the royal fodder and the creepers are like a mat; elegant is the lord,
like bronze, like tin, like a kuei tessera of jade, like a pi disc of jade; how magnanimous, how

indulgent; he leans upon the double up-turned side-bars (of the chariot); he is clever at jokes and
chaffs, but he is not spiteful.

(a) Or, with Han: “as if rubbed” (Karlgren 1950:36).

Table 14.1
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Character | & |1 |31 |3 & |7 | W W™ |A |E |B |71
Tone P S P R R R P P S S P S
Letter C B G A B A F G G B A
notation

Character |41 |¥) | |# |Ww | |Ww |B |¥ |5 | |%
Tone P R P P P R P P R P S P
Letter G B G A F G F E C B A G
notation

Character | |% |mWEY |% |fH |E |H |7 |[#& |A |7 |&
Tone R P S P S S P S P R S P
Letter B G D C G A G A D G A B
notation

Character | & | & (1% |¥ |B |&% |7 |HF |H |A |E | B
Tone P P S P R R R P P S S P
Letter C C E D E C A B A G B A
notation

Character | v |# |H |F | % £ ol B ¥ |5 |H
Tone S P S Q P Q Q P P R P S
Letter D C G A G B A G B A G B
notation

Character | % | ff |% |MEH |% |fH |E |B |¥+ |[#& |A |7
Tone P R P S P S S P S P R S
Letter G D C B C G A G E C G A
notation

Character | 5g* | % [M& |4 | | & |7 | | & |FA | HE
Tone P P P S P R R R P R S S
Letter B C C B A G B A F G G B
notation

Character | & |+ | |& |Ww |#% |w |£ |w |8 |& |%5
Tone P S P P P R P P P R P P
Letter A C G A G B E D E G E C
notation

Character | % |% |®/* |& |#& |5 | | |3 |2 |H | &
Tone R P S P R P S Q R P R P
Letter D C G A B G C D E C D A
notation

Character | & e

SO - B, BEEL, CFERA
o ORI ¢ kE.L (R 1B, &R

L7 E/:\/—‘\A.t)]ﬂu “ﬁlz”z:élzo
—=BiE, EEd, 7

Y o, A UIERRRR . PE, BURAIEEEW. (B fEEr. (AR o <Bome,

SR, FotEs, Bt ~ SEEK (R S E”. TR

SO -, B GBSO« L WUER.  BIEHI R 2 8
© (R e, HRI L. R AT A, R,

Bt (EBRE) -

“fa, EEfR. 7

TR TEAR B, (ZFKEE) @
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Tone R
Letter B
notation

Table 14.1 shows that notes C, B, G, A, F, E and D are all used. Starting from the center note

C, the scale is rearranged as C, D, E, F, G, A and B. It has the mode of Qingyue gong. In Table

14.2, the results of the computational procedure are revealed.

Table 14.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 14 3 0 2
D 3 2 1 3
E 4 2 0 2
F 4 0 0 0
G 15 7 0 6
A 9 6 2 5
B 5 7 1 7
Most frequently G G&B A B
appearing note

Example 15 B &8 -52& (“Kao Pan” of Wei in Guo Feng)

AR, MANZR. BWRE S, KRM%.
HRAER, RENZ . FEARE AR, KR .
HRAER:, RN, ARETE, AR

We achieve our joy in the stream-valley (a); oh, the grandeur of the stately man! (b) When (alone=)
separated from me he sleeps and wakes and talks, forever, he swears, he will not forget (me).

We achieve our joy on the sloping hill; oh, the greatness of the stately man! When (alone=)
separated from me he sleeps and wakes and sings, forever, he swears, he will not (have fault
against=) be unfaithful to (me).

We achieve our joy on the high ground; oh, the prominence of the stately man! When (alone=)
separated from me he sleeps and wakes and sojourns, forever, he swears, he will not tell (of our

love).

(a) At a love-meeting, cf. odes 48, 56 and 83, 87. (b) Shi jen ‘the great (tall, stately) person’ might equally
well refer to a lady, and so we have it in ode 57. But the phrase often occurs unambiguously referring to a
man, not a woman (so in odes 38, 229), and this suits the context better in our ode here (Karlgren 1950:37).

Table 15.1
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Character | % |& |# |# |88 | AN |2 |88 |B® |% |FE |8
Tone S P S Q R P P P R Q Q P
Letter B A F G D D B A E D E C
notation

Character |7k |& |3 |& |% |& |# | M | AN |2 |#&
Tone S Q R P S P S P R P P P
Letter B A #F B B C A #F B A #F | C
notation

Character | | % |#F | |k |[& |3 |@& |F |E | |&
Tone R Q Q P S Q R P S P S R
Letter F A B A B D A B B #F B A
notation

Character |fH | AN |z |8 | |% |# |18 |/K | &K |8 | &
Tone R P P R R Q Q Q S Q R Q
Letter C D F E E D F B B A D B
notation

Table 15.1 demonstrates a scale including B, A, F, G, D, E, C and #F. As there are eight notes

in total, it is not a heptatonic scale. Since the center note is B which does not fall in any of the five

traditional modes, the mode is left as there is insufficient information. However, the computational

procedure is still meaningful in order to find out the relation between the tones and the notes. Table

15.2 shows their relation in detail.

Table 15.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 3 0 0 1
D 2 0 3 2
E 0 0 1 3
F 1 1 1 1
#F 3 0 0 1
G 0 0 1 0
A 4 1 3 2
B 3 7 3 1
Most frequently A B D, A&B E
appearing note

Example 1638 £ &-Z58# (“Shu Li” of Wang in Guo Feng)
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WA, PR W ATEEERE, L. I, SROLE. AR, SRR
IR, BT AER?
WA, PR A, ATEEERE, O, I, SEROE, ARIE, SEERAK.
o363/ N A LN ¥
WAREERE, R E. TIEEERE, oW, mIkE, SRIROE Ak, SRR,
o363/ N A LN ¥

That glutinous millet (has ears that are) hanging down; oh, the sprouts of that panicled millet! I am
walking slowly, in the core of my heart I am (shaken:) agitated; those who know me say that my
heart is grieved, those who do not know me ask what I am seeking; oh, you distant blue Heaven,
what kind of man is he?

That glutinous millet (has ears that are) hanging down; oh, the ears of that panicled millet! I am
walking slowly, in the core of my heart [ am as if (intoxicated:) stupefied; those who know (etc.
as in st. 1).

That glutinous millet (has ears that are) hanging down; oh, the grain of that panicled millet! I am
walking slowly, in the core of my heart [ am as if choked; those who know (etc. as in st. 1) (Karlgren
1950:45).

Table 16.1
Character |1 | & |#F |#F |# |® | |® |17 |&E |FE | B
Tone S S P P S R P P P Q S S
Letter B G F E B G F A F D F G
notation
Character | | & | ¥ | |m |& | % |# |& |o© |[& | &
Tone P P P P P S S Q S P P R
Letter E C G B A G F B G F G B
notation
Character |1 |3 |3& |88 |& [T |k | & | & T | R |MK
Tone P S S Q S P P P P P P S
Letter A G F B G F B D E D C B
notation
Character | fr] | N |& | |Z& |®8F |8 (&% | | | |17
Tone P P P S S P P S R P Q P
Letter F A B B G A G B G F E F
notation
Character |18 |JBE | BE | |0 |0 |[BE x| | FHO|EH | IR
Tone Q S S P P P Q P S S Q S
Letter D E F G F A B A G F B G
notation
Character |.» |2 | A |50 |& |F&H |&H | [T K | & | K
Tone P P R P S S Q S P P P P
Letter F A B A G F B G A B G A
notation
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Character | & |k | | | AN |[®R | | & B | B |1 B
Tone P P S P P S S P P S R
Letter D C B A G B B A G A B G
notation

Character |~ | #®] |47 |#& |BE B |1 |0 | W & |3&k
Tone P R P Q S S P P P R P S
Letter F B F D F G A F G B A G
notation

Character | 3 e &5 L 5 A N &5 H il x|
Tone S Q S P P R P S S Q S P
Letter F B G F A B A G F B G E
notation

Character |k |f#& |f& |7& | X | [ | AN | &

Tone P P P P P S P P P

Letter B G A D C C D B

notation

As shown in Table 16.1, the notes included in this ode are F, A, B, G, E, D and A. It is a
heptatonic scale, and the appearance of note F makes it a Qingyue mode. Rearranged as B, C, D,
E, F, G and A starting from the center note B, it does not fall into any of the five traditional modes.

The tone-note relation in Table 16.2 is shown.

Table 16.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 5 0 0 0
D 5 0 3 0
E 4 1 1 0
F 14 9 0 0
G 9 16 0 3
A 18 1 0 0
B 8 8 7 5
Most frequently A G B B
appearing note

Example 17 B &8 E, - &5 (“Zi Yi” of Zheng in Guo Feng)

() - i, EAREM. (BRI - B, B, BER GROO B GEY EIE <. Bk, e
95, HiH, REA/NE, HiL 5.
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MKZHS, MTXSAT. BY2iEy. BT TZES.
MRS, WP NSES. B2y, BT RT285.
ARG S, MT Sy By2tRe, BT R T285.

How befitting is the black robe! When it is worn out, I will again make a new one (for you); I will
go to your mansion, and promptly (a) I will serve you your food.

How beautiful is the black robe! When it is worn out (etc. as in st. 1).
How large is the black robe! When it is worn out (etc. as in st. 1).

(a) Siian ‘promptly’, as in Li: T an kung: siian tsang ‘to bury at once’ (promptly, immediately) (Karlgren
1950:51).

Table 17.1
Character |4 | &K |2z |H |%& | |7 | X |& | & |% |#
Tone P P P P P Q P Q S P P R
Letter D E D C D G E G B E C G
notation
Character | v |2 |8 |% |&B |7 |& |7 |2 |8 |% |#
Tone S P Q P P P Q S P P P P
Letter A G A #F B G B A G F D D
notation
Character | K |2 | |% | |7 | X |& |& |% |# |¥1
Tone P P S P Q P Q S S P R S
Letter B #F A F G E G B D C G B
notation
Character |2 |f8 |% |#& |7 |&# | |2z |%# |5 [# |XK
Tone P Q P P P Q S P P P P P
Letter G A #F G #F B A A B D D E
notation
Character |2 | |% |# |7 | X |k |1fE |» |# |1 |Z
Tone P R P Q P Q S Q P R S P
Letter D G E G E G B G E G A G
notation
Character | |% |#& |7 |[& |7 |2 |# |%»
Tone Q P P P Q S P P P
Letter A C B #F B A G B D
notation

St «1%‘» : “%7 %&0 ” «%%i» : “gé’ ’[:E}iy 7@1‘{30 ”7@, ﬁﬁ%’ %%?%ggﬁu “%”0
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Table 17.1 demonstrates a scale including D, E, C, G, B, A, F and #F. It is not a heptatonic
scale as there are eight notes in total. It could have a mode of Shang due to the center note D at the
final position. In order to find out the relation between the tones and the notes via the computational

procedure, Table 17.2 is shown below.

Table 17.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 4 0 0 0
D 9 1 0 0
E 8 0 0 0
F 2 0 0 0
#F 5 0 0 0
G 7 0 7 4
A 1 6 3 0
B 5 4 3 0
Most frequently D A G G
appearing note

Example 18 B -3, -{%1E (“Fa Tan” of Wei in Guo Feng)

WA S, B2, WKEHER .. ABRAR, IR =HES? AR, #
WEREA RS2 ? MR T2, ANERES!
WA R, B2 Ma . WOKEHER . ABRAR, IR =E127 AR, #
WEREA BRRF 22 R T2, ARBES!
R, B ZIES . WKE iR . ABAR, SIR=EFES? AR, #
IEREA RS R T2, AEas!

K’ om k’ oam, you hew the t’an wood, you place it on the bank of the River; the waters of the River
are clear and wavy; if you do not sow and do not reap, how can you bring in three hundred yard-
fulls of grain? If you do not chase and do not hunt, how can we see suspended badgers in your
courtyard? That nobleman, indeed he does not eat the food of idleness!

K’ om k’ om, you hew out the wheel-spokes, you place them by the side of the River; the waters
of the River are clear and straight-flowing; if you do not sow and do not reap, how can you bring
in three hundred measures of a hundred-thousands ears? If you do not chase and do not hunt, how
can we see suspended three years-old in your courtyard? That nobleman, indeed he does not eat
the food of idleness!

K’ om k’ am, you hew out your cart-wheels, you place them on the (lip=) margin of the River; the
waters of the River are clear and rippling; if you do not sow and do not reap, how can you bring
in three hundred bins of grain? If you do not chase and do not hunt, how can we see suspended
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quails in your courtyard? That nobleman, indeed he does not eat the food of idleness (Karlgren
1950:71)!

Table 18.1

Character |3 |3k |k | | |& |z |#W |2 |#2 |49 |
Tone S S R P P Q P P P S P P
Letter A B #F E B G E G A #F | E
notation

Character | K |3 | H |[# |[%3 |A | | A | |8 | | K
Tone S P S P P R Q R R P S P
Letter G B A #F G A B A G D E D
notation

Character | = | §{ |FE* |% | A [ |A R | |B |#@ |k
Tone P R P P R Q R R P P S P
Letter B G #F E G A G B D E G E
notation

Character |f5 |88 |ZH |%& |# |H |+ |5 |A |F° |8 | &5
Tone S P P P S P S P R R P P
Letter A #F B G B A D D B G A B
notation

Character | ¥ |3 |tk |8 |»% |BE |z |W |2 [ |% |#
Tone S S R R P Q P P P R P P
Letter B D B G E G E D E B G E
notation

Character | K |3 |H |H |% |A |[&H |A | # |8 |W | K
Tone S P S R P R Q R R P S P
Letter G B A G #F A B G A D #F | D
notation

Character | = | { | |% |A [ |A |® | |B |#@ |k
Tone P R R P R Q R R P P S P
Letter B G E D B A G B D E A #F
notation

Character | 5 |8 |% |% | | A |7 |% |A |& | & |%&
Tone S P R P S P S P R Q R P

2 (EEFED) - W, A, TR ) e 2, GRIO BT, B iz BEE, AR
BO(BE) R, CGERE) - b, (RO o,

MOCHRRE) - B, Wb, v EEHFE 4, HEE CEr, GO - <HL EfTesd. W, DT
B, FTUAf#KE. RUMLETER R fa E.

SO - <R BX. CRANEEY, EESED B, REH.

() - R, e 7 () - RMRAELER, LI E. " BIEEmEE, T AR, IERE.
R FEER R CPETEET) - <R, Tl 7
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Letter A #F G E B D A D B A G B
notation

Character |3 |k |k | | |BH |z |W |2 |E |% |
Tone S S R P P Q P P P P P P
Letter A B D E B G E G #F E E
notation

Character | /K |5 |H |wm |JW |[A | | A | | | | K
Tone S P S P P R Q R R P S P
Letter G B A D E A B G G D #F | E
notation

Character | = | H A IR A RO (B #| |
Tone P R P P R Q R R P P S P
Letter B G A #F G A G B D E G E
notation

Character | | |% |% | | A |7 |% |A |& |HB/ | &
Tone S P P P S P S P R Q P P
Letter A #F E D B D A D B G #F | B
notation

Table 18.1 shows that notes B, A, #F, E, G and D are included in the scale. Because of the

existing six notes, it is not a heptatonic scale. The mode remains unclear accordingly. The relation

between the notes and the tones are demonstrated in Table 18.2.

Table 18.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
D 18 2 0 0
E 21 1 0 1
#F 13 1 0 0
G 7 5 2 17
A 3 12 4 5
B 10 6 5 11
Most frequently E A B G
appearing note

Example 19 B -2 & -3£E (“Jian Jia” of Qin in Guo Feng)

HEEE,

H kAR Pradth N, fEK—J7, Whilfte, EHER. #Ete, sk

e ARG Prafth N, K. BRnt, TERHLEES. W, sieKT
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FECRK, ABRAKC. PN, KB R, EHEA. W, saeKH
ik

The reeds and rushes are very green, the white dew becomes hoar-frost; he whom I call “that man”
is somewhere near the stream; I go up the stream after him, the road is difficult and long; I go
down the stream after him, but he eludes me (by going) into the midst of the stream.

The reeds and rushes are luxuriant, the white dew has not yet dried up; he whom I call “that man”
is on the bank of the stream; I go up the stream after him, the road is difficult and steep; I go down
the stream after him, but he eludes me (by going) to an islet in the stream.

The reeds and rushes are full of colour; the white dew has not yet ceased; he whom I call “that
man” is on the bank of the river; I go up the stream after him, the road is difficult and turns to the
right; I go down the stream after him, but he eludes me (by going) to an island in the stream
(Karlgren 1950:83).

Table 19.1
Character | |B | & | & |H |8 | & |F | |8 [ | A
Tone P P P P R Q P P S Q |P P
Letter B A B A A D #F A A #F | E G
notation
Character | f£ |7k |— |77 |# | |[#%€ |z |i&E | | H &
Tone S S R P Q P P P S S S P
Letter A #F E #F B A #F A #F E |#F D
notation
Character |l | |1 |z |5 |f£ |/K | |H& |3 |H |F
Tone Q P P P S S S P P P P P
Letter A B #F A A #F A #F B B | #F D
notation
Character | 3% |H |#%& | A& |M | |88 | | AN | | K Z
Tone P R Q Q P S Q P P S S P
Letter E B A #F E A #F D D A | #F E
notation
Character |5 | |l [ |z |& |[BH | H |8 | ¥ |#F | %
Tone P Q P P P S S S P Q |P P
Letter D B #F E D #F E #F E A |B D
notation
Character |~ |% |7 |/K |H |H |#F |H |XKX |X | H &
Tone P S S S P P P P S S R Q
Letter E A #F B A B B D B A |B A
notation
Character |k |& |[pfr |&8 | AN |#F | K |2 & | 1l
Tone Q S S Q P P S S P S Q P

T () o, EER, BRE.
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Letter #F E A #F E D A #F D E |B A
notation

Character |f# |2 |#& |FMH |H |4A& |# |# |#® |2 |% 7t
Tone P P S S S Q Q P P P S S
Letter #F A #F E #F E A B #F A A #F
notation

Character | 7K i ik

Tone S P S

Letter A #F B

notation

It is shown in Table 19.1 that this ode has the same scale pattern with 2.5.2.18 and the six notes

included are B, A, D, #F, E and G. The relation between the notes and the tones can be found in

Table 19.2.
Table 19.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
D 10 0 1 0
E 8 5 1 1
#F 10 12 5 0
G 1 0 0 0
A 10 12 5 1
B 9 3 3 2
Most frequently D#F&A #F&A #F&A B
appearing note

Example 20 [B]&.-Bf &, - # 9 (“Heng Men” of Chen in Guo Feng)

2T, ATRVEEE . WP, T LISEAEE.
SHAR, Wzl SHIEE, Bz E?
SHAER, B2 SHNEE, BWRZT?

Under a cross-beam door (-lintel) (a), one can be at rest; by the ample flow from the spring, one
can cure hunger (b); why, in eating fish, must one have bream from the River? Why, in taking a
wife, mnust one have a lady Kiang from Ts’i? (c).

Why, in eating fish, must one have carp from the River? Why, in taking a wife, must one have a
lady Tsi from Sung?

(a) Le. in a simple but. (b) You can take a frugal meal out in the open, you need not feast in palaces. (c)
You can be satisfied with much simpler condition (Karlgren 1950:88).
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Table 20.1

Character |f7 | |2 | |7 Lo B (W 2 |
Tone P P P S S S P P R P P P
Letter B A #F A A B E D A #F D D
notation

Character | 7] |DL | 4% (8§ | &8 |H | & | | | |2 |%&
Tone S S Q P S P R P R P P P
Letter B A D B B A #F E E D E #F
notation

Character | | H |HW [&FE (& |% |2 | |8 |H |88 |#&
Tone S P S P R P P P S P R P
Letter E D B E E D E B B #F E #F
notation

Character | o |9 |2 | |5 |H |H® |FE |& |RKR |2 |TF
Tone R P P S S P S P R Q P S
Letter B #F D E E D B A A B #F | B
notation

According to Table 20.1, for the first time the scale includes only five notes that are B, A, #F,

E and D and it is not a typical pentatonic scale. Only correspondence between the notes and tones

are examined.

Table 20.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
D 8 0 1 0
E 5 3 0 3
#F 7 0 0 1
A 3 3 0 2
B 3 7 1 1
Most frequently D B D&B E

appearing note

Example 21 B E-BE-+t A (“Qi Yue” of Bin in Guo Feng)

BHRAK, AR —ZHE, “ZHRR SRR, LA =22 HiHh, I
Z HE k. R, SR, HIREE.

W) o CUWIKZVEVEIR, BEF R PTERUIEERE.  (RESO) - <8, AROUIEEE. B, R R#ET.
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EHRK, ARK. BFHER, AR, LHEEE, EEMT, 2RER. FHER,
KB oG, TR RN T FE

EHRK, NHEE. BARS, DG, DES, Rk, AR, J\H#E
o WL, PRI, AT

VU 7535, HAGE. JJHE, AR, —ZHRS, BEIUE, &a1k. “2ZH
HF, BRI SAHA B<ST>RA,

B AW, SNHBEERP . BAER, \AET, LAER, THEE, ARKT.

SEEMN, EAEF. BERET, HASR AEE.

NABELEE, CHFEE. \HRE, HHER. HUEFEE, DNEEE.

LARMN, \HEE, UHBE, RS gREK.

JLHSGE, THAIRK. REER, RKIROEZE. BERER, WKBE, EASR=ED. &
MR, HHRG, sz, R as.

T HEBKETE, =2 ARz, Wz B &, BERSEE. U, HHS.
W, EIRCETF, BEAE. REDCGUAE. S R

In the seventh month there is the declining Fire-star; in the ninth month we give out the clothes; in
the days of the first, there is a rushing wind; in the days of the second, it is bitterly cold; if we have
no robes, no coarse-cloth (garments), wherewith should we finish the year? In the days of the third
we go to plough; in the days of the fourth we lift the heels (a); all our wives and children (b) carry
food (to us) in those southern acres; the inspector of the fields comes and is pleased.

In the seventh month there is the declining Fire-star; in the ninth month we give out the clothes; in
the days of the spring there is warmth, there is the singing oriole; the girls take their beautiful
baskets, they go along those small paths; they seek the soft mulberry (leaves); the days of spring
lengthen; in crowds they gather the white southernwood; the heart of the young girl is (pained:)
deeply moved, very likely she will be going home (as bride) with a young nobleman.

In the seventh month there is the declining Fire-star; in the eighth month there are rushes and
sedges; in the silkworm month we branch (c) the mulberry-trees; we take those axes and hatchets,
and lop the far-reaching and highly-rising ones; luxuriant are those small mulberry trees; in the
seventh month there is the crying shrike; in the eighth month we spin, both black and yellow; our
red-dye is very bright; we make skirts for the young noblemen.

In the fourth month there is the flowering and seeding yao grass; in the fifth month there is the
singing cicada; in the eight month we reap; in the tenth month there is the shedding of leaves; in
the days of the first we go for badgers, we catch those foxes and wild-cats; we make furs for the
young noblemen; in the days of the second there is the meet (d), and so we (continue=) keep up
our prowess in warfare; we keep for ourselves the young boars, we present the older boars to the
prince.

In the fifth month the locust moves its legs; in the sixth month the grasshopper shakes its wings;
in the seventh month it is out in the grounds; in the eighth month it is under the roof; in the ninth
month it is in the doorway; in the tenth month the cricket is under our bed; the holes being stopped
up, we smoke out the rats; we block the northern window and plaster the door; oh, you wife and
children! It is all for the (changing of the year:) passing into a new year; let us enter this house and
dwell there.
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In the sixth month we eat the fruits of the yii and the wild vine; in the seventh month we cook the
k’uei plant and the pulse; in the eighth month we pluck the date trees; in the tenth month we reap
the rice; we make this spring wine, in order to (enlarge) increase the vigorous old age; in the
seventh month we eat melons; in the eighth month we cut the bottle gourds; in the ninth month we
harvest the hemp seeds, we gather the t’u plant and make firewood of the Ailanthus; we feed out
husbandmen.

In the seventh month we pound flat and hard the threshing arena in the vegetable garden (e); in the
tenth month we bring in the harvest, the glutinous millet and the panicled millet, the slowly
ripening and the quickly ripening grain, the grain, the hemp, the pulse, the wheat; oh, you
husbandmen of ours, our harvest is collected, let us go up and attend to the business of our mansion;
in day time you shall go and gather the mao grass, in the evening you shall make ropes; quickly
let us get up on the (house=) roof (f); then we will start again to sow all the cerals.

In the days of the second, we cut out the ice, (it sounds) d’i 6ng- d’i 6ng; in the days of the third
we take it into the ice-house; in the days of the fourth we rise early, we present lamb and sacrifice
onions; in the tenth month we clean out the threshing arena; a pair of wine vessels, them we offer
as a feast (to our people); we kill lambs and sheep, and ascend to that public Hall; we raise those
kuang vessels of rhinoceros (horn); a longevity of a myriad (years), without limit!

(a) Move out to live in the summer sheds in the fields. (b) T’ung “united, associated, all together’, as in ode
180 shou ch i t’ung “where the animals assemble”, Tso: Chuang 21 t’ung fa Wang-ch’eng “all together they
attacked the royal city”. The line has generally been taken to men: “Together with our wives and children,
we carry food to those southern acres”; but such carrying of food was exclusively the task of the women
(and children), certainly not of the men. (c) Or, with Han: we pick. (d) Collective hunt. (¢) Ch’ang pu
‘arena-garden’: in spring and summer, this garden space was used for growing vegetables, in autumn and
winter, after the reaping of the vegetables, it was pounded hard and used as threshing floor. (f) To repair it
for the winter period (Karlgren 1950:97).

Table 21.1
Character |t | H |im | K | JL B K| — H |5
Tone R R |P S S R |Q P |R P R R
Letter B A |#F | A A |B |#F E |E #F | A B
notation
Character | &> | = |2 |H | |2 |& | K |f& |/ |17 |V
Tone R Q |P R R |R |P P |P R P S
Letter A A |#F | E A |B |D E |D E #F A
notation
Character | 7% | 3% | = |2 | H |® |# Wiz |H | &2 |&
Tone R Q|P P R |P S Q |P R S S
Letter B A |#F | A B E D D |E A #F A
notation
Character |[d] |3k |& |+ |68 |# |m™ |8 |H [ |& | ZH9

MY - BEE, EIEM. 2 OB - B, B (EFRE) o CBRE) B ME Mk, GRIO .
B, BT, WIRTIART
0 () . <8, A, WaEw. > B - <E, WERER. CEENER IS A,
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Tone P S |S S R |S P S |P Q Q Q
Letter D D | A #F | #F |A | #F E |D B A B
notation
Character | & | H | | X |/ |H & [ R|EF |[H |# |
Tone R R |P S S R 1Q P |P R Q P
Letter G A |B A B A B E |A G F C
notation
Character |5 |WG |8 | B | & |#¥ |8 |&E & | | |17
Tone S P |P P S R |Q P |P S P P
Letter B G |B A D B A G |C E D C
notation
Character |2 |K |F |F |&F |H |[B |8 |X |# [ |4
Tone P P |P P P R |P P |S P P P
Letter G F | A G B E F G |B A D E
notation
Character | & |0 | |3 % | & | A |F|RHA |& | | A
Tone S P |P P S R |P S |P P R R
Letter B A |G D G |B |A G |F G #F A
notation

SN NN PN N N
Tone P S |R R P S P R |P P S S
Letter B A |B A D |E D A |[#F | A B A
notation
Character | % | |BL |fk | & |&H /2 || x | | & | A
Tone S P |S R S P S S |S P R R
Letter D E | A #F | E D |E A |B A A #F
notation
Character |0 |G |\ | H |# |& |# | X |#& |& |& | &
Tone P R |R R Q |[R |Q P |Q P S P
Letter A B |B A #F | E A B |A D E #F
notation
Character |4l |F5 | & | & |7 |[Z |8 H|#H |# | | H
Tone S P |P P S P Q R |Q P S R
Letter A D | #F A B A F A |B A D A
notation
Character |0 |8 | )\ |H | H |% |+ |H|E |# |— |2
Tone P P |R R P R |R R |S R R P
Letter G F |A B E F B A |G B E D
notation
Character | H SR N - I A R - =

SO (BRED « R (R MEdke ” GERE) B fF <k, () « “dk, #Hith. ~ 5 “ghR.
2 (BEFED) « < (ERD) B EEm. 7 BRI - R, ST R, RIS 2 R, EEEE
a5, WSl B AP 5 A DR .



Tone R P |R S S P P P |P S P Q
Letter E F | C A G F E G |A B G F
notation

Character | 2 HIHX |F (& & & (| F |[#H | H |5
Tone P R |P P Q |S S P |P P P P
Letter G B D C G A B A |F D E A
notation

Character | A | #F | | & | H | H [ & |® |[& |/~ | A
Tone Q P |P P S R |P P |S S R R
Letter B A |B F D |A |#F A |F A D A
notation

Character |75 |# | | |t |H | {E FIN A | | F
Tone P P |1Q Q R |R |S S |R R S S
Letter #F A |B A A |B |#F #F | B A B D
notation

Character | Ju |H |7 |F |+ |H |[®& |[#& | AN |[& |[IK | F
Tone S R |S S R |R |R R |R S P S
Letter #F A |#F | D B |A |B A |[#F | A #F D
notation

Character | 5 | = E NI AL e
Tone P R [P S R [Q |Q S |P S S S
Letter A B | A B B |A |#F #F | A #F | A D
notation

Character |FEl |4 | | | AN [ |2 |E|N |H |& | &8
Tone R P |S Q R |S R Q |R R R R
Letter B #F | #F | A B |A |B D |C B G A
notation

Character | }% Bt | H FE A A= I LA
Tone R R | R R P P R R |R R R S
Letter B C |G F G |E G C |A G B A
notation

Character |+ | H | #& |#& |& | |[HF |[W|WU |H |BE |
Tone R R | R S P S P S |S Q P Q
Letter F G | A B E F B A A G D C
notation

Character |t | H|& |N |J\ |H |[B |Z||JL |H || H
Tone R R | R P R |[R |S P |S R R P
Letter A G |A D A |G |A C |B G F A
notation

Character | % | % | % |[iF | &8 | | E | x| |H |FE |5
63 CEDY - <kl BB, (CBEEED) - <R, Bz, 2 CRESD) o <,

CGGRICY « <3, /N, "2 GRE) AR R DR B B <30
OO (Y B Rt 7 RO - B FRtR. 7

283
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Tone S P [P P R |[S P P |S R R P
Letter B G |B C D |F D C |#F | A B A
notation

Character |l || H |#1 | K | | |BM|HES B | K |K
Tone S R |R R P Q |S R |P R P P
Letter D B | A #F |A |D |B A |E #F | E #F
notation

Character | B |2 | |k | E | XK | | H|M |[FH | E | A
Tone R R [P S P P S Q |Q P S R
Letter B A |#F | A D |E #F A |E D A #F
notation

Character |3 | = |J) |& |@® | | |H|HW | |#H | &
Tone R P |P Q S P P P |S R P R
Letter A C | C B A |E #F #F | A B #F E
notation

Character | H |2 |E |H |# |#% A |&|= |2 |H | &8
Tone P P |R P S Q |R R |Q P R R
Letter #F E | A D E B #F | E F A B
notation

Character | JK |fl7 |1 | = |2 |H |[# |RA & |[2°|] |z
Tone P P |P P P R |R P [P Q Q P
Letter A F | A B A |F A F |B A D E
notation

Character | H H| &7 | B [ | |E |NLIHA B O|F |+
Tone R P |S Q P Q |S S |R R S R
Letter B A |B A #F |B | D B |A B A B
notation

Character | H W Zt | | By | H & | & | F |5
Tone R R |S P S P S R |R P P P
Letter A E |F F #F | E F D |A #F | E D
notation

Character |1 |2 | % | M | | [t |8 |F | & | &

Tone S P |P P S S P Q [Q P P

Letter E A |F F E D |E B |A D D
notation

6 (R - “H, BERER, SGMEAEE, UEE, HR. C BEREEAEREE, HERE, (ETE)
VEREALY), ¥ «“E”, JRIE <.

66 () - WRPE, VKEM. > BRZIEFEAE “F. %, UK KE, RUEIKZE, LBUK, A,
FfiEHZ .

7 (REIC) - <, BRL O QE) - &/, ERF.

8 ERME (BEEMND) « AR, W, BEASR, Ty, ARSNEZ. WA, HEME 15,
WMEWEWE. "k, BER G R D& <3, 5 457 U <57
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Table 21.1 shows that the notes included in this scale are B, A, #F, E, D, G, C and F. It is
obviously not a heptatonic scale due to the existing eight notes. The only information regarding
the mode is that it could have a mode of Shang since the center note is D. More information of the

note-tone relation based on Table 21.2 is found.

Table 21.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 9 0 1 4
D 24 13 4 3
E 21 9 2 9
F 14 5 3 5
#F 21 12 3 9
G 13 4 2 10
A 30 26 13 42
B 10 17 10 35
Most frequently A A A A
appearing note

Example 22 /N &3 (“Jing Jing Zhe E” in Xiao Ya)

HHEFK, . BERE T, 2HAE.
%%%%y %E'/f&qjiﬂ:o E%EAE%’ ﬁ’D‘E]Jéo
HHA R WP, BBRET, HILAM.
Rz R, WUlEdY . BERE T, FoRIK,
Luxuriant are those ngo plants, in the middle of that sloping hill; when I have seen my lord, I am

delighted and (courteous:) attentive.

Luxuriant are those ngo plants, in the middle of that islet; when I have seen my lord, my heart
rejoices.

Luxuriant are those ngo plants, in the middle of that hill; when I have seen my lord, he has
presented me with a hundred sets of cowries (a).

Floating on is that poplar-wood boat, now it dips down deep, now it floats high; when I have seen
my lord, my heart is at rest.

(a) P’eng: five cowries in each acc. to Cheng and to Kao Yu’s comm. On Huai; acc. to others only two —
in ode 154 p’eng tsiu means ‘a pair of wine vessels’ (Karlgren 1950:119).
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Table 22.1
Character | % |#% |#& |3F& |#£ [ |+ |/ | | | B |T
Tone P P S P S S P P Q Q P S
Letter E B G F A B D F B G A C
notation
Character | %¢ | H |f | |F& |& |& |F |#£ [ |+ |k
Tone R S S P P P S P S S P S
Letter A G F G D B A G G B F E
notation
Character |Bf |R |H |+ [ | | |8 |F |& |& |F
Tone Q Q P S S P R S P P S P
Letter E C G A G A F E E C E G
notation
Character |7E |7 |/ |[B& |8 |R |&H |+ |#° [ |da |0
Tone S S P P Q Q P S R S R P
Letter G C D C C G F C B A C D
notation
Character |3z |2 |15 i |yl & (% OB (RO B | T
Tone Q Q P P Q P Q P Q Q P S
Letter D B A B G G C E C B A
notation
Character | 3% 1Ly Hi R
Tone S P R P
Letter G A B D
notation

It is shown in Table 22.1 that the scale includes E, B, G, F, A, D and C. Starting from the center
note D, the scale is rearranged as D, E, F, G, A, B and C. It has the mode of Qingyue shang. In

Table 22.2, the results of the computational procedure are revealed.

Table 22.2

Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note

C 3 3 3 1

D 5 0 1 0

E 2 3 2 0

F 4 1 0 1
0 () - HFEER, LRBM. HERAM, S8, SESR. 0 8, 8 W, SEEARETHEAH

i, s E N ER .
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G 4 6 4 0

A 5 5 0 1

B 4 2 2 2
Most frequently D&A G G B
appearing note

Example 23 /NE-#515 (“He Ming” in Xiao Ya)

EEISR ILA, RS . SIEEN, BUERYE. Sl ZARE, TR, iz
A1, AL A SR
ERISFIUS:, BRI R e, BB, R, ZamiE, HTHERL il
A, ATPIE.

The crane cries in the Nine marshes, its voice (is heard in:) carries into the wilds; the fish plunges
into the deep, or it lies by the islet (a); pleasant is that garden, it has planted t’an trees; under the
are fallen leaves; the stones of other hills can serve as whetstones!

The crane cries in the Nine marshes, its voice (is heard in:) carries up to heaven; the fish lies by
the islet, or it plunges into the deep; pleasant is that garden, it has planted t’an trees; under them
are Broussonetia bushes; the stones of other hills can work the jade!

(a) It does what it likes; follow its own pleasure (Karlgren 1950:127).

Table 23.1

Character |5 |G |/ | | % |& |H | |% |#& |¥® |
Tone R P P S P P P P S P P S
Letter C E G A #F G E D G #F A B
notation

Character | |[8¢ | | W® W |[% (# |z |H | |fA |#
Tone P R S P R S P P P S Q
Letter A G E D C B A D C G A B
notation

Character |1 |H |~ |[# |# |[fb | Z |A | A L | %
Tone P P S P R P P P R S S P
Letter C E #F E G G A #F E G E D
notation

Character | $&% |# | | L |[% | |E |A | Rk |#& |
Tone R R P P S P P P P P P S
Letter C C D E G #F B D D C #F | E
notation

Character | & |3 |8 | |7/ | |[% | |z |H | & | A
Tone P S R P S P R S P P P S
Letter D C B A G A B D C A B A
notation




Character | |# |H | F & | |f | |2 | A |7 | U
Tone Q P P S P R P P P R S S
Letter B C E #F E A G A C E B G
notation

Character | I +*

Tone P R

Letter A C

notation

Based on Table 23.1, notes C, E, G, Aj#F, D and B show up and the rearranged scale is C, D,
E, #F, G, A and B. It thus has a mode of Yayue gong. The information regarding the

correspondence of the notes and tones are in Table 23.2.

Table 23.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 6 2 0 4
D 8 1 0 0
E 7 3 0 2
#F 5 2 0 0
G 5 5 0 2
A 8 4 0 1
B 2 2 2 3
Most frequently D&A G B C
appearing note

Example 24 /N B FJ (“Bai Ju” in Xiao Ya)

e B, frdImm . RAiz, LUkRSHE. Frafft N, REHEE?
ez, BRGHE. Rz, k5S4 Fith N, REFEE?
Mz 0, B B ARIfE, @AY [HE R, PEEL.
I B, R B K, HAWEL. #E&5lE, mAEL.

Bright is the white colt, he eats the shoots of my vegetable garden; tether him, bind him, so as to
prolong this morning; he whom I call “that man” (rambles:) takes his ease here.

Bright is the white colt, he eats the bean shoots of my vegetable garden; tether him, bind him, so
as to prolong this evening; he whom I call “that man”, he is a fine guest here.

Bright is the white colt, ornate he comes; you are a duke, you are a prince, have leisurely joy
without end; (be careful about=) take care to have your pleasant recreation; insist upon having
your (escape=) leisure.
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Bright is the white colt, he is in that deep valley; there is fresh fodder, one bundle; that man is like
jade; do not let your communications (to me) be (rare like) gold and jade (a), having a mind to

keep away.

(a) Word for word: “do not treat like gold and jade your sounds” (Karlgren 1950:128).

Table 24.1
Character | g | |@H |%9 | & [ |H |m |[B |2 |# |
Tone S S R P R S P P R P P P
Letter B A G A B G F E G F E F
notation
Character | L\ |7k |4 |# |[Fr |# | | AN |A | K |#E |&
Tone S S P P S Q P P P P P P
Letter G B A F G B D C B A G B
notation
Character | ¢ | |H |%9 | & | |H |& |B |2 |# |Z
Tone S S R P R S P R R P P P
Letter B A G F B G F G G C E C
notation
Character |\ |k |4 |4 | |88 | [N | |B |# | %
Tone S S P R S Q P P P P P R
Letter G B A B G F D C B G A B
notation
Character | X | |H |%9 | & [ | |B @ |A& |#@ |&
Tone S S R P P P P P S P S P
Letter B G F E B C F D B C F D
notation
Character | & |% |f& |M | |® |[# |& |® |@ |& |&
Tone R Q P P Q S P P S S S P
Letter E C D C C B G A B A G B
notation
Character | g | |H |% |/ [ |& |#& |[& |§ |— | K
Tone S S R P S S P R P P R R
Letter B G A C G B A C G F E F
notation
Character | H. | AN |Ww | |[# |& |&£ |@ |& | |A |8
Tone P P P R P P R S P P S P
Letter C D G B F E C B A G B
notation
Character | J{»

OO - B HE A R 7 (B - R, B TBIUIIRCETZ E . CBEC) - BN, REtR. 7

Ty - cE, it (EBRFED) - “H,

AT 7 (FE) - “H, RHMER, SWiiERZSE. 7
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Tone P
Letter B
notation

Table 24.1 shows that the notes included are B, A, G, F, E, C and D. With the two pianyin B
and F, it has a mode of Qingyue. Further mode information is unclear due to the center note B
which does not belong to any of the five basic notes C, D, E, G and A. Table 24.2 below tells the

note-tone relation in detail.

Table 24.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 9 0 2 2
D 7 0 0 0
E 5 0 0 2
F 9 1 1 2
G 6 10 0 5
A 8 3 0 1
B 6 12 1 5
Most frequently C&F B C G&B
appearing note

Example 25 K- 3CE (“Wen Wang” in Da Ya)

MELE L, JAREAR . JEEEEH, HardER. ARAARE, oAk, XEWK, fEwEfh.
BEE, SHAC. BESRME, BEXERT. XERT, it Nzt ABUR
LR

‘Iﬁsz%:a:’ Jﬁz@ﬁﬁo A%\%ztt" EELH:EEO EE;EEE’ %ﬁ%z*ﬁ; 7@7§‘§ﬂ:, jfug‘o
BB E, REEguEt. B, ArGT. Mk, REAME. bLawlidar, ®RAE
i

GEMR R, RavBER . BCEEH. SRR BRIEBE, Wkiim. FxRE. SSRH.
WA, FBRE. KRS, HRZME. RREE, solic . HERE, B
!

ZANG, W@WYs. SR, AERER. LRZ#, WEER. fhCE, EHME

o

Wen Wang is on high, oh, he shines in heaven; though Chou is an old state, its (heavenly)
appointment is new; the house of Chou became amply illustrious, was not the appointment of God
timely? Wen Wang ascends and descends (a), he is on the left and fight of God.
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Vigorous was Wen Wang, his good fame never ceases; amply endowed, indeed, was (the house
of) Chou; there were the grandsons and sons of Wen Wang; the grandsons and sons of Wen Wang,
(they are) the trunk and the branches (of the family) for a hundred generations! All the officers of
Chou, they are amply illustrious for (ample=) many generations.

Amply illustrious for generations, their plans (have been carefully laid:) are very orderly; fine are
the many officers who are born in this kingdom; the kingdom has been able to bear them, they are
the supporters of Chou; stately are the many officers; Wen Wang through the enjoys his repose.

August was Wen Wang, continuously bright and reverent; great, indeed, was the appointment of
Heaven; there were Shang’s grandsons and sons; Shang’s grandsons and sons, their number, was
it not a hundred thousand! But God on High gave his appointment, and so they became subject to
Chou.

They became subject to Chou; Heaven’s appointment is not for ever; the officers of Yin were fine
and active, but their libations were presented in the capital (of Chou); when they made their
presentation of libations, they wore, as (regular=) ritual garments, the embroidered skirts and
ceremonial caps; oh, you promoted servants of the king, should you not think of your ancestors?

Should you not think of your ancestors, and so cultivate their virtues? For ever (be a match for=)
be worthy of (Heaven’s) appointment, and seek for yourself much felicity; when Yin had not yet
lost the multitudes, it was able to be a counterpart to God on High (b); you ought to mirror yourself
in (the fate of) Yin; the great appointment is not easy (to keep).

The appointment not being easy (to keep), may it not cease in your persons (c); display and make
bright your good fame; the lord of Yii (d) and (the house of) Yin got their investiture from Heaven;
but the actions of High Heaven have no sound, no smell (e); you should (now) make Wen Wang
your pattern; all the states will then have confidence.

(a) “Descending” when coming, as a spirit, to accept sacrificial gifts. (b) Rulers on earth, corresponding to
God in heaven. (c) But continue in your descendants. (d) The dynasty prior to the Hia. (e) They are
inscrutable, Heaven has rejected Yin (Karlgren 1950:185).

Table 25.1
Character | | £ |7 |k |2 |8 |+ | XK |H |# |& |
Tone P P S S P P P P P P Q P
Letter C D A G A #F D C A G #F A
notation
Character | H [y |4 |3 |A |F |47 |8 |% |4 | A&~ | B
Tone P Q P P S P P S Q Q P P
Letter E G E A C G A B B A G D
notation

O o, BKEE.  CRED) - R, BR.

oD - ORER, B B Ot > GERE) - AREER. . (ERD) BOA, stRE. A Ak
M, ATRGER, ABRAREW., 7T AR [FE. T AR .

OCGERE) - CRrEEAK, KRB, MR CFRAE, e AR B GERD & CABAK, (M
&) 75 AEAK . 7
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Character |3z | £ | | | | | & |4 X | E
Tone P P R Q S Q S Q S S P P
Letter A #F G A A B D C D C A #F
notation

Character |4 |H |[A |& |[B |[#& |&° |H |[&E | | £ | #
Tone Q P R S P Q Q P P P P P
Letter B A G F C E A E #F E D C
notation

Character | v | |+ |% |7 |& |X |® | [N |HA |2
Tone S P P P S N P R Q P P P
Letter D E D C D A G B G B #F E
notation

Character |+ | A |8 |78 | |t |2 | A B | K |H |®E
Tone S P S R Q Q P P S R P R
Letter D A B E D E D A B D B
notation

Character |3 |l |82 |£ |+ |4 | |E B + L
Tone R P P P S P S P R P R R
Letter G D C E D B G F E D A B
notation

Character | |# |F |z |8 | |¥% |£ |+ |x | £ |U
Tone P P P P P S S P S P P S
Letter G F G A B D E F D G F G
notation

Character |2 | | | | £ |JA |[#° |E |#& |k |1’ | &
Tone P R R P P P R P Q S S P
Letter E D C A G A G #F B G G F
notation

Character | K |w |A |W |#% | |®m |z |# |¥ |[H |®"”
Tone P Q S P P S P P P S P S
Letter E D A F C D F C E D G E
notation

Character | A |f& | E | |8 |o | |» |H |k |HE |K
Tone R R Q Q Q Q P P P R P R
Letter G E F A B G C E G D D C
notation

Character | & | |k |#& |[BE |% |B& | |H | |#R |

() ol Bl v BRER,  (RSH-ZUAED) IRE <R, CEIHE) - <R, Eth. 8, W T, <R
W=l &, sHhez.

oY . <ABER, JeBAt. > (GRIC) - <4, At B () - NP AEERG M. 8, EIE
%”o

O - CRE, B 7 (F) - BT, HEBOMER, 2EZM. 7 () DBEIRE, RETER
“BC. RO - B BB,
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Tone P P P S P P S P S Q P
Letter F E G F A F B D A B A F
notation

Character | A | % | |[1E |[#& |[#& |% |k |# | | |Z
Tone P P R R Q P P R S S P P
Letter C E B G A F F G A D F E
notation

Character | &7 |F1 |8 |& |#® |# |& |& |@® |#H |F? | &
Tone Q P P Q S S P Q S S R P
Letter C E D G B D D G B A B G
notation

Character |k | |/&k | |l | |H |k |[Z |# |k |Z
Tone R R S P Q Q Q P P R P P
Letter B A F B G D C E G B G
notation

Character | A& |%8 |@fi |w | | E | |H |BE |A |BK |B%
Tone Q Q P R Q Q Q P Q P P Q
Letter F E D G B F A E G E A B
notation

Character |y | A | % |@ |2 |A |5 |& |B W |H |E
Tone Q R R Q P R R P R S P P
Letter A D D C E G E C B G A A
notation

Character |1 | |M* |HF |E [K& |H | K | E | X |2 |&
Tone P Q P S P P Q P S P P Q
Letter #F E G A #F B D G D C G A
notation

Character | #& |%& |f& |®R |#& |M |>x | £ |& |[#H |[FE | F
Tone P P P Q P P P P Q P R P
Letter C E C D D E A #F B A G C
notation

It is shown in Table 25.1 that the notes included are C, D, A, G, F, #F, E and B. The mode

information is unclear due to the appearance of pianyin F, #F and B that make it not a heptatonic

(Y - <3, .
(Y 2 oFE, R
R E AR T A
0 (R
SU () -l Fl.

“% F':ﬁ ’

T (R HEZEME, EETHA/ZE 7
Y ERE) P AE B (EED) - (GE) hRFEGER, MR, MRS,

%Fﬁao 9

V) - R, Fb.
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scale. The center note C makes it have the mode of Gong. The relationship between the notes and

the tones are demonstrated in Table 25.2.

Table 25.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 17 2 3 2
D 13 14 5 5
E 21 2 4 4
F 14 1 4 0
#F 9 0 1 0
G 16 7 7 11
A 19 8 9 2
B 6 6 9 7
Most frequently E D A&B G
appearing note

Example 26 &2H-78 B (“Qing Miao” in Song of Zhou)*>

JRRZIE R, AR . WUt ROCZAE. BEER, BRSRETER . ABAK, AR

A

Oh, august is the pure temple, solemn and (concordant=) acting in unison are the illustrious
assistants (a); stately are the many officers, they possess a fine virtue; they respond to an
(proclaim=) extol those in Heaven, quickly they hurry about in the temple; the greatly illustrious,
greatly honoured ones (b) never weary of (the homage of men).

(a) At the sacrifice. (b) The ancestors (Karlgren 1950:239).

Table 26.1
Character | A | |¥F | B @ | |8 (M | |k | £ |k
Tone P R P Q R P S Q S S P S
Letter D D B F B A B F D E C D
notation
Character | & | |z |#8 |% |[#¥ |# | K |B® |HF | £ |
Tone S P P R Q P S P Q P S S

82 Free rime system, cf. B.Karlgren, The rimes in the Sung sectin of the Shi king, Goteborg 1935.

8 () - <o, Ao CREXO) - i, Pt B ARER CRe. Bl BE,

m ’
o

(R RES) - B,
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Letter G F G A A B D C A D F G
notation

Character | i | & | B0 | A& | &™ |® | & | % | A | Wi

Tone Q P S P P P R P P P

Letter F A B A G C B A G E

notation

Based on Table 26.1, notes D, B, F, A, E, C and G are included. Starting from the center note
E, the scale is rearranged as E, F, G, A, B, C and D, and it thus has a mode of Qingyue jue. The

note-tone relation is revealed in Table 26.2.

Table 26.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 3 0 0 0
D 2 3 0 1
E 1 1 0 0
F 1 1 3 0
G 3 2 0 0
A 4 0 2 1
B 2 2 0 2
Most frequently A D F B
appearing note

Example 27 B 2H-#Z (“Zai Shan” in Song of Zhou)

ECEEE, HOPREEE . TR, AR . A, ok, EIEmE L. AL,
BYaH G, ARt AR, BEETE, BERER. EeRE, BEEEE. ARG,
BRI, ApamILRe. oy, AR, BEAM. AEAR, ZSHEL, AaEE.
AMHA. K. AWEE, WEzE. EHAGH, ESHS, fRifwni.

They clear away the grass and the trees, their ploughing lays open (the ground).

In thousands of pairs are the weeders, they go to the wet lands, they go to the field dykes.

There is the master, the eldest son, the next-following son, (the multitude=) all the younger men
of the family, the volunteers (a), the employees; many are those who bring food, lovable are the
wives, grand are the men; sharp are the ploughs, they start work on the southern acres.

They sow their many kinds of grain, those contain the life; (ample=) amply-growing are the
sprouting blades, fine is every single plant.

Very fine are (all the) sprouts; (long-drawn-out=) in a continuous row (are=) go the weeders.

ME (LR Z “ARREEAK.
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And then they reap, in great crowds, richly it (the grain) is heaped up (b); there are myriad and
hundreds of thousands and even millions (of sheaves); we make wine and sweet unclarified wine;
we offer it to ancestors and ancestresses and so we consummate the (hundred=) many rites.
Aromatic is the odour, that is the glory of the state; fragrant is the smell, that is (secures) the
tranquility of those with a great old age.

It is not that temporarily it occurs for the time being, it is not that just now it is so for the present:
from of old it has been thus.

(a) Properly, “the strong men”, capable of doing more than their won plots. (b) Properly, “full, rich is its
accumulation” (Karlgren 1950:250).

Table 27.1

Character | & | % |8 |[# | H [#H |# |B | T |[# |H |&
Tone Q P Q R P P R R P S P P
Letter E F E G C B A G E C D C
notation

Character | 1H Z | H W& | E & A E s &R
Tone P R P S P S P R P Q P S
Letter F G F A C D C E G F G B
notation

Character | f& | | & L - -
Tone P P P S S S P R P Q P S
Letter A F A G C B A G E D D C
notation

Character |5 |[#& |H |+ |FH [ |[H [H#H |[MH |3 |F |#X
Tone S P P S S R P S R P P S
Letter G E C D G A C D B G F G
notation

Character | |k | H | & 7" PR LECEEE L e
Tone Q R R R R P P R R R P R
Letter B G B D B C D D G F E G
notation

Character |5 | | H | | K [ | H | w [ & [# | H | E
Tone S S P R S S P P P P P P
Letter C B A G B A G F D E B
notation

Character | & |7 |¥#% | |F |&# |H |&H |& [& | K& |#
Tone Q R S S S R P R Q R R S
Letter A G B A F G B D F A B D
notation

Character | % W | & i 7% T Mo (BB ERE:
Tone P S P S P Q S S S R R S
Letter G A G E F G B D G A D C
notation




Character |5 | |H |&F | |KX |z | | | | H | &
Tone S R P P P P P P S P P P
Letter A B A G G A F G A G A B
notation

Character | #f] X2 | Z B HE H H H |FE |5 |4
Tone P S P P P S S S P P P P
Letter C A G B G A B G A G B A
notation

Character | Jjg Fa i 2%

Tone Q S P P

Letter G F C E

notation

Table 27.1 shows that notes C, D, E, F, G, A and B are included in the scale, and it is a Qingyue

jue mode accordingly. Table 27.2 states the note-tone relation in detail.

Table 27.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 9 5 0 0
D 4 5 1 4
E 7 1 2 1
F 8 2 2 1
G 13 6 2 10
A 9 8 1 4
B 6 7 1 5
Most frequently G A E, F&G G
appearing note

Example 28 25 R#f (“Liang Si” in Song of Zhou)

BERME, SEME. WK, HRIE. BoRE L, WENE, HEPR. LS,
FETR, DARAREE, FBUmE, REDKIE. B AR, S, HEWE, .
CAR S, AL, b, S, AR A, DI, S0z A

Sharp-cutting are the good ploughs; they start work on the southern acres.

They sow the many kinds of grain, those contain the life.

There are those who come to see you, they have stowed in round baskets and square; the food
brought is millet.

The bamboo hats (a) are plaited, their hoes pierce (the ground), to clear away t’u plants and
smartweed.

The t’u plants and smartweed decay, the millets become luxuriant.
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They reap, stroke upon stroke, they heap it densely; (the stacks) are high like a wall, they are
closely-arrayed like a comb; and so they open the hundred houses.

The hundred houses are full, wives and children repose.

They kill that bull that is seven feet high, curved are his horns; and so they (resemble=) imitate,
they continue, they continue (the work of) the ancient men (Karlgren 1950:251).

Table 28.1
Character | 822 | & | R |# MW |[#& |™ |®m |#H |W | H |&
Tone R R P S R Q P S Q R R R
Letter A E A D B A #F E B A B D
notation
Character | B [P | |3 |8 [k | | & (& | | Kk |8
Tone R P P R R P P S Q P R S
Letter E #F E A #F A #F E #F A B A
notation
Character | H |8 [ &£ |[H |5 | & |[H | & [ |8
Tone P S P S P R P S P R P S
Letter E #F A D E A G D E A D E
notation
Character | D\ |38 | &% |Z | % |[& |/ |1k | &R |® | & |1E
Tone S P P S P S S S S R Q S
Letter E #F A #F A #F A E B A B E
notation
Character | |2 |# | |B& |z | | |H | £ |W |%
Tone R P R R R P R R P P P P
Letter A E #F E D A B A E A B A
notation
Character | H. | |w (M |BL |BF |A |= |\a | |#&# |1b
Tone P Q R S P R R R R P S
Letter E #F E B A D D A E B A
notation
Character |# | ¥ | % |1IE | & | I O H A || H A
Tone S S P S R P P S S P P R
Letter A #F B A D E A #F A B E A
notation
Character | DL |fk |[BL |8 |# |& |2 | A
Tone S S S R R S P P
Letter E D E A A D B A
notation

Table 28.1 indicates that there are only six notes that are A, E, D, B, #F and G in this piece,

not making it a heptatonic scale for this reason. The lack of the basic note C makes the mode
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information incognizable. The note-tone relation demonstrated in Table 28.2 might be helpful to

reveal further corresponding information.

Table 28.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
D 1 5 0 5
E 10 8 0 4
#F 4 5 2 2
G 1 0 0 0
A 12 6 1 12
B 5 2 2 5
Most frequently A E #F&B A
appearing note

Example 29 K- #5 (B8 %) (“Song Gao” in Da Ya)

FATAESR, BRAGHS R o MESRBEAH, ARy M. AEHLRT, AR . DUERE. WUTRE

o

Loftly is the Sacred Mountain (a), grandly it reaches to Heaven; the Sacred Mountain sent down a
Spirit who bore (the princes of) Fu and Shen; (the princes) Shen and Fu became the supports of
Chou; the states in the four (quarters) they went to (fence, be a fence to=) protect, the (states of)
the four quarters they went to (wall, be a wall to=) defend (Karlgren 1950:226).

Table 29.1

Character | #% | /& [# | B |8 [ A | RO [HE B | FF | A
Tone P P P R R P P P R Q P
Letter A #F E A B G A G D B G A
notation

Character |4 |ff | K& |H  |[# |HW | & |H | |[H |z |@
Tone P S R P P P R S P P P Q
Letter G G A B G #F G A A #F E D
notation

Character | [/{ rooES W | R E

Tone Q R P P Q P P P

Letter D E #F G D B A

notation

5 (EERE) <BAE @, (BRRE) - CREHE. >
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It is stated in Table 29.1 that six notes including A, #F, E, B, G and D are in the scale. The lack
of the basic note C makes the mode information incognizable. Table 29.2 may reveal some

information regarding the note-tone relation.

Table 29.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
D 1 0 3 0
E 2 0 0 1
#F 4 0 0 0
G 5 1 1 2
A 5 1 0 2
B 2 0 1 1
Most frequently G&A G&A D G&A
appearing note

Example 30 K- &R (B %) (“Zheng Min” in Da Ya)
RAEKRK, AMAR. R, e, REAHE, BERT. RERT, A,

Heaven gave birth to the multitude of people, they have (concrete objects=) bodies, they have
(moral) rules; that the people hold on to the norms is because they love that beautiful virtue;
Heaven looked down upon the domain of Chou, and brightly approached the world below; it
protected this Son of Heaven, and gave birth to Chung Shan-fu (a).

(a) His coadjutor (Karlgren 1950:228).

Table 30.1
Character | Kk |4 |A&* R | A | | | R |2 |F | &
Tone P P P P S R S R P S P
Letter D B A G A B A B D G E
notation
Character | #F |2 |8 |# | kX |®B | |AH W |&B | |TF
Tone Q S Q R P P S P P Q P S
Letter A D E D D B A #F G A D C
notation
Character |f& |22 | K |T |4 [ | |
Tone S P P S P Q P S

86 (HRE) <A AR <A, AREZH T
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Letter E C G F G A G D
notation

Table 30.1 indicates that notes D, B, A, G, C, E, #F and F are included. As a result, it is not a
heptatonic scale. It could have a mode of Shang. Detailed information regarding the relation

between the notes and tones are revealed in Table 30.2.

Table 30.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 2 1 0 0
D 4 2 0 1
E 1 1 1 0
F 0 1 0 0
#F 1 0 0 0
G 5 1 0 0
A 1 3 3 0
B 2 0 0 2
Most frequently G A A B
appearing note

Example 31 KX#-#I (=) (“Yi” in Da Ya)

HMANR, R, R [HE G, e, AR, Az, MR
W BrEZH, A At

BBAKET, BEWE, ABEAT. MEME, MAMRER. BEAHE, T2
2R, AR, R

Make assurances of good faith to your people; observe carefully the measures of your feudal
princes, and so prepare against the unforeseen; be cautious about the words you utter, be careful
about your demeanour; in all things be mild and good; a flaw in a white kuei tessera can still be
ground away; a flaw in those words (of yours), for that nothing can be done.

When you see the noblemen your friends, make your countenance friendly and mild, or there is
risk that you will be at fault (c); observe carefully how you are in your house; may you be free
from shame even in the secluded (north-west) corner of the house; do not say: “Of the amply
illustrious ones (sc. the ancestors) there are none who see me”; the arrival of the Spirits cannot be
calculated; how much the less should they be made to feel disgusted (d).

(c) Properly: “It is not far from there being fault”. (d) Properly: satiated, “fed up with” (Karlgren 1950:216).

Table 31.1



Character |4 |#@ | AN | |# |#® |#&# |E |H |® |A |KE
Tone R S P P S S P Q Q Q R P
Letter G B G F A C D A B G D
notation

Character |1H |® |t | & WO MO B || & A R FE
Tone Q S R Q Q S P P P R P P
Letter C A B G A G E D D E G A
notation

Character | | &£ |2 |H Moo m Y W (B | F | | A%
Tone R P P S Q S P S P P P S
Letter D C A B A G F D D E G B
notation

Character | A |7 | & | | |®W | K |A |¥ |#W |F* |#@
Tone R S P S Q S S P S R P S
Letter G A F G D E B A B E C E
notation

Character |gH | A |& |FH | |M |[&£ |8 | |Wm | A |
Tone P R P S P Q S S R Q R Q
Letter #F E C A G D C B G B #F | E
notation

Character |4 |E |IW |& |H |A |8 |® |7 |E [#& |#
Tone P R Q P R R S R P P Q P
Letter D A #F G E A B G #F D #F | D
notation

Character |z |# | | A |8 (g |&B |® |0 & | &

Tone P R P R S R P S S Q P

Letter G A E B A G E A B E D
notation

According to Table 31.1, notes G, B, F, A, C, D, E and #F form a scale that could have a mode

of Shang. Table 31.2 shows the note-tone relation.

Table 31.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
C 4 1 1 0
D 8 1 3 1
E 4 2 2 4
F 3 0 0 0
#F 2 0 2 1

SR, (RSO AE R, BETIREZAE, AL PR DA <EES
SEE, RO P, B cohll sl s
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appearing note

G 6 3 1 6
A 3 6 3 3
B 0 9 2 2
Most frequently D B D&A G

Example 32 & 25 -8 (—2£) (“Jiong” in Song of Lu)

BBt kS, fEdZ B, WEHE, AEAARE, ARAA, DI, B, MG,

Sturdy are the stallions, in the distant open grounds; among those sturdy ones there are shite-
breeched black ones, there are light-yellow ones, there are black ones, there are bay ones; with
their chariots they go bang-bang (without limit=) for any length of time; the horses are good

(Karlgren 1950:253).

Table 32.1

Character | B |8 |4 | |f#£ [ |z | |& |§ | | &
Tone P P S S S P P S R P P S
Letter A G #F D B A G E D A D
notation

Character |f5 | B | |8 |fH |8 |fH |f&¥ |l |H | | #
Tone S P S P S S S P S P P P
Letter E D A D A B A #F E #F A #F
notation

Character | i 7+ B =5 Hhr 1H%0

Tone P P P P S P P

Letter E D E G E G A

notation

Table 32.1 shows that there are only six notes including A, G, #F, D, B and E in this ode. It is

not a heptatonic scale, and the mode information remains unclear due to the lack of the basic

pentatonic scale. Details of note-tone relation is demonstrated in Table 32.2.

Table 32.2
Tone Level Tone Rising Tone Departing Tone | Entering Tone
Note
D 4 3 0 0
E 2 3 0 1

0O(E) - < (B ZHAEHMA. ” OB - “f,

{5
= A o

(F&F) 1EEf,

(k) fERE.

sEeR A G, T

HiE

0 (H) - AH, MATH. 74T, Bt BEUR CGERE) . H, ERBHARA. B, SERE.
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#F 3 1 0 0
G 4 0 0 0
A 5 3 0 0
B 0 2 0 0
Most frequently A D, E&A / E

appearing note
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Tonal patterns and ADB application of the three hundred poems from Quantangshi

C-118% T

L HAT]

JRETIER,
MR AR,
AR,
AN,

RS
ISR
AR
FIRKTFF
ISR
RS
KPR
PR

2. B4y

R PG T,
HI ELYERS,
SR,
45 EME,

ISR
NS
ISR
TR
IR
ISR
ISR
PR

Zaiy b AR AH o

AN 2 .

BB

L
LL OO LP Txx
OOOLLP xTx
LL LO OR Txx
LOOLLP xTx
OL LO OR Txx
LL OO LP Txx
OO LL OR xTx
LOOLLP xTx

A FE 5 IR .

S R

0 B LU,

EphAERE A o
OL LO OR Txx
OLLOLP Txx
OO LL OR xTx
LOOLLP xTx
OL LO OR Txx
OO OLLP xTx
OL LO OR Txx
LOOLLP xTx

3. JLBk b
B,
BEHTEHE A
B L
B LA,

ISR
SR
ISR
FIRKKT
AR
PR
FPFRK
RVNE

4. 2 HifF H e

ThEHER,
EYSUWS e/
7 524 A »
EEGEIR E,

KPR
FERRT
ISR
RS
ISR
RS
KPR
PR

IR =% o

Mk 18 R PR

BIEE 7%,

TR B o
OO LL OR xTx
LOOLLP xTx
OO LL OR xTx
LOOOLP Txx
LL LO OR Txx
LOOLLP xTx
LL LO OR Txx
LL OO LP Txx

=5 3WIME .

PR H .

H K2 <TE -

WA 2
OO LL OR xTx
LL OO LP Txx
OO LL OR xTx
LL OO LP Txx
OO LL OR xTx
LL OO LP Txx
OO LL OR xTx
LOOLLP xTx




5. [ 3 )

N 3 VY 2,
LA (I HE R,
Hz 2 iz
MERR P [ 5K,

ISR
FFRT
IR
ISR
SRR
RS
AR
KPP

7. HERFWNFBERET

HIRERE DT B, RSN o
TEERIEHE, TR I
fasiRiEs, & LER.
SEMAERE, W&,

6. H AT PR i R

N BE VR R
UJJ<ﬂﬁ11TL
Wi Ge ks,

Al CE A,

TR
FFRRT
TR
VSR
R
FIRKFF
KPR
TR

Rk
FE T I
i RIS

, o B R
TSR %,
OL LO OR Txx
LL OO LP Txx
OL LO OR Txx
OOOLLP xTx
OL LL OR xTx
LLLOLP Txx
LL LO OR Txx
OOLLLP xTx
, BLATROH E
KBNS
AR .
AR AL
LL OO OR Txx
LL OO LP Txx
LL OO OR Txx
OO OLLP xTx
LL LO OR Txx
LOOLLP xTx
OO LL OR xTx
LL OLLP Txx
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IKKFFIK | 00LLOR | | xTx
FINIRFEF | LO OL LP x T x
BRI | OL LO OR Txx
SESEIRJRSE | LL OO LP Txx
PSRk | OLLO OR Txx
SE TR RS LOOLLP xTx
OO LL OR xTx
ARFFIA LL OL LP Txx
P IR
8. M#EAT
B e S 1 G B A
FHaXRE, KREASIL
SEINH, R ERAA,
ANRENTE, MEMBEHRE .
FHFIINN | LLooor || Txx
IKIKIREF | 00 OL LP xTx
INREFIN | OO LL OR x T x
“FFIRJRF | LL OO LP Txx
SESE AR | LL OO OR Txx
KRR | OO0 OLLP ;TX
TS IR IR OL LO OR X X
TSI T LL OO LP Txx




9. FHEHE
SRR R, AR ek .
SAIHN A, EEYHAE.
WARSEAERS, BB,
MEA TS A A, B S
IAFFIRIN | OoLLOOR || Txx
FINRFF | LO OL LP x T x
SR | LLLO OR Txx
KK JRSESE | OO OL LP x T x
INEEIIN OO LL OR ;TX
N7 SP . | LL OO LP X X
%¥ZZ$ LOLL OR x T x
PITPIN LLLOLP T x x
PR P
10. JE BT
%ﬁ%%@,mmF I
TSR, AES.
HisEwE, NERITK.
NETF R, e 2.
NI OO LL OR xTx
FFINNE | LL oo Lp Txx
NN | LL Lo OR Txx
INKIREF | 00 OL LP x T x
NN | OO LL OR x T x
SR RS- LOOLLP xTx
INCEIIN OO LL OR xTx
LLLOLP T x x

IRRTNE

11 EHaHH

BIRWREZ,

I 58 ot TR
=IR=)1Mk,
= T A,

IR
ISR
IR
ISR
ISR
RS
ISR
PR

12. &5 7KK

TS,
WA 18] i A
FH A 5 451,

DL IR

TR
ISR
ISR
FFRRT
AR
NV
ISR
IRVNE

RRE R
BAPIE RS .
5+ bk,
i {2
OL LO OR Txx
OOOLLP xTx
OL LO OR Txx
OOOLLP xTx
OO LL OR xTx
LL OO LP Txx
OL LO OR Txx
LOOLLP xTx
=N T
EPSNR[
B35 2 K
FERN Bt
LOOLLP xTx
OO OLLP xTx
OO LL OR xTx
LL OO LP Txx
LL LO OR Txx
OO OLLP xTx
OO LL OR xTx
LL OO LP Txx
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13. 22 4%z

JAARIAZ, B AL IR o
VEAE SREIT, L.
HIFATHE, WAHEEL.
S RFERGE, NS

PN | LL oo Lp Txx
INIKIREF | 00 OL LP x T x
NG | OO LL OR x T x
SERRSESE | LO OL LP x T x
INEEIIN OO LL OR xTx
S .z | LLOOLP T x x
<T%?§%%: LOLL OR x Tx
LSRR LL OO LP Txx
R NN
14. A% it A MR
FUEAEH M, g 22 2 A%,
GotEaly, s iES.
FRAE DY A7, IR BERK
Mgk E, T EEZR.
T | Lo Lo Le Txx
INIKIREF | 00 OL LP x T x
JEEIRA | OL LO OR Txx
R JSESE | OO OL LP x T x
INCE TN OO LL OR X%x
sz | OO OL LP x T x
RZZ$$ OL LO OR T x x
LA LO OL LP x T x
NN

15. J 7S EhiEfLA B LRIAFHIE S H

BN E LR,
Wide=a,
FACH HA,

R TR

TR
INVSRI
SR
ISUYS|
AR
FIRKFF
AR
FIRKTF

16. PUs{5F %
NEESZ,
BILEEIL,
WK 25,
Fkikfh 2 47,

RS
ISR
ISR
FFRAT
ISR
TR
ISR
IRVNE

B EBIER .
BELEMI
B SE T R
I AR K
LL OO OR Txx
OOOLLP xTx
LO LL OR xTx
OL OO LP Txx
LL LO OR Txx
LOOLLP xTx
LL LL OR TTx
LOOLLP xTx
FhALS KA
I EES
RO -
ToHEIHE,
LL OL OR Txx
OOOLLP xTx
OO LL OR xTx
LL OO LP Txx
OL LO OR Txx
LOOLLP xTx
OO LL OR xTx
LL OO LP Txx




17. JEFR D IRF NI ILIR PR 2032 K

19. Bk H &4 DY 15 58 75

P ZHkE, BEEWL.
Bk o5, R e Atk .
A ikiipe s KT H g,
WA RIS, BEWOE .

NG T, PR RN,
MR, BRAE R K.
WHIES R, EENS.
NP E, T KIE,
FEICEIR | L oL OrR Txx
INKIREF | 00 OL LP x T x
INAEEIL | OO LL OR x T x
SESEIRJRSE | LL OO LP Txx
NG OO LL OR x Tx
S S IR RS LLOOLP Txx
OO LL OR x T x
UL LL OO LP Txx
YNNG
18. IE# /N ik &
EAEEEE, HiEdg R,
JiATHAEEE, U ER .
LS Aels, =B B
WREE 120, X —T5 8L,
FPIONIK | LLooor | | Txx
INKIREF | OO0 OL LP x T x
IPEIRJN | OL LO OR Txx
KK JSESE | OO0 OL LP x T x
N =N OO LL OR x Tx
%zqz}f\}j\%z LLOOLP Txx
N7 ST S LL LO OR Txx
IR OO OL LP x T x
NN

PCEFIRK oL toor || Txx
PN | LooL Lp x T x
FIFFJK | LOLL OR x T x
SESEIRJRE | LL OO LP Txx
IKISEF K | OO LL OR x T x
SESE IR R LL OO LP Txx
S [ ST ST LOLL OR x T x
;?i;i LOOLLP x T x
20. X T 2L TR 155
PRAFENT, RS HEH.
R OEE R, R B .
S, BERSETL,
ERAGnm A0, 502 1H K
DCFFIRIK | oL LO OR Tx x
FINRFF | LO OL LP x Tx
“FFFJRJR | LL LO OR Txx
SEIR S | LOOL LP x Tx
sspsg i | LL LO OR T¥X
szsz | OO OL LP xTx
R%??? OL LO OR Txx
PP IR LOOL LP xTx
FINIRFF
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21. B HE |

BEOHEM, PR B
Lk, MHEEZEE.
YA, ik TR
AEREATL, TR .
ICFFINA | OLLOOR || Txx
PRI | Lo OL LP x Tx
NN | OO LL OR x Tx
SEIR IR IR | LO OO LP Txx
SESESE IR R LL LO OR Txx
3% sw.sz. | LOOL LP x Tx
4¥D¥§T%: OO LL OR x Tx
INDEFIX LL OO LP Txx
FERIKT

22. |2 IR 15

77 EAE B, IR A
BANFILRE, N5E EWERR.

FER AR K, T IR
BT ? B KAk
FEPIA LLLoor || Txx
INKINEF | 00 OL LP x T x
IKRFFIK | OO0 LL OR x Tx
SEEIE | LL OO LP Txx
SESESE IR | LL LO OR Txx
SE TR RS LOOLLP xTx
NS AT LL LO OR Txx
LA OOOLLP xTx

KKK

23. LE RN R 2 1]

HEYTI K,
7| B A
WTE % 2%
7l Je AR R

TR
PR
ISR
FFRAT
ISR
PR
KPR
PR

24. PR AW

RIUERRIEST,
RBGREDL
W BT
MAFTIH

AR
PR
ISR
RS
ISR
FIRKFF
KPR
IRRTNE

R DHZR
[ 2 d
MK BTAL
b1 TN
LL OO OR Txx
LOOLLP xTx
OO LL OR xTx
LL OO LP Txx
OL LO OR Txx
LOOLLP xTx
OO LL OR xTx
LOOLLP xTx
PRIRFRLE )
G A B
MKV
ML A
LL LO OR Txx
LOOLLP xTx
OO LL OR xTx
LL OO LP Txx
OL LO OR Txx
LOOLLP xTx
OO LL OR xTx
LLLOLP Txx




25. 5 HiiF 1L 5 [ 2 /DK

RN EA, WM
AR, PREETEIE 5.
BEFKE, 1w IR
—IEBIER, MERIAHEG.

INKIRFF | 00 OL LP x T x
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LL OO LL OR
IR IRRIK | LO LL 00 OR
PSSR | LLLOLL LP
RS RS | OO0 OL LO LP

Tx
xT
Tx
xT

T x
T x
T x
T x




43. AT

KRR
FA I 1 2%,
MEREARIAIL
AR E; i

PR
SRR
AR
KIKIKFF
SRS
PR
ISR
IRVNE

44. A

P IR)S
TR T2,
HE T Xz,
HEREF VK,

SRR
AR
RS
ISR
NS
ISUSI
RS
IS RPN

45. B H —HBEAKAT I

—A LK,
Bt = B
WA LI,
AT,

KKK
ST
RS
ISR
ISRV
ISR
SRR

T BRlm 5 o
i HUR 5 A
R A 2 ?
LV W R

xTx
xTx
Txx
Txx
Txx
Txx
xTx

OO OL LP
LO OL OR
LL OL OR
OL LO OR
OL LO OR
OL LO OR
OO LLLP

OL LO OR Txx

A ENEAL.

B BT .

K 8RR
AR
LOOLLP xTx
OO LLLP xTx
LL LO OR Txx
OOOLLP xTx
OLLOLP Txx
LOOLLP xTx
OO LL OR xTx
LL OO LP Txx
O NG

T2 WAL,

e E H iz o

EINI AN
LOLLLP xTx
LL LO OR Txx
LL OL OR Txx
OL LO OR Txx
OL OL OR TTx
OL OL OR TTx
LL OL OR Txx
OO LL OR xTx

NSV

46. YL.FG F¢

GRS E o G
KRG = ZAT,
fiyi £ -0 5 A
SEANRIS K&

FFRKKTF
FIRKKFFF
ISR
VSRR
AR
ISUYVS R
RISUST
AUNRININ

Kb B YRI5 U
WA L G — 1
{7 2] B R Ll 2%
L ERIRIFESR .
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LL OO OL LP
LOOOLLLP
OL OL LOOR
OO LLLOOR
LL LL OO OR
OL OO LL OR
LL OL OL OR
LOLL OL OR

Tx
Tx
TT
xT
TT
Tx
Tx
xT

T x
T x
T x
T x
T x
T x
T x
T x




47. b€

— 7 B =,
= RUOK B S,
FEEE FRtngk,
VB K RIRIE,

IS US R
RS AL
VSUST
NSRS
FERKKTF
RLVSARS
RS AR
UNRVNEE

48. 5% 51 Hh

AN B =)
SR HF R,
ET RIE K%,
A LIRS R SE,

RSN
AR
INVSRUSS
NSRRI
INRLYSAI
SRS R
RS
RV RE
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B UK R .
HARE LK.
FETIARNEZE KR
LR TC = KA
OL OO LL OR Tx Tx
LLLOLL OR Tx Tx
LO OL OL OR xT Tx
OO LL OL OR xT Tx
LL OO OLLP Tx Tx
LLOOLLLP Tx Tx
LLOOLLLP Tx Tx
LOLLOLLP xT Tx
F R
HSIEFHTF A+ o
B EZ AL ?
BRI ANETE
LL OO OL OR Tx Tx
LLLL LOOR TT Tx
OOOLLOLP xT Tx
OO LLLOOR xT Tx
OLLOOLLP Tx Tx
OL LOLL OR Tx Tx
LL OO OL OR Tx Tx
LLOOLLLP Tx Tx

49. Zx7K 1]

S UFRH, BEELEAT A ?

NEBNE, B8R .
HRIHKAEN, FBR TR .

KIFF /NG, H R .

TPICEIA LL OL OR Txx
PPIANTIA T LLOLOR || Txx
INRFFIK | OOLLOR | | x Tx
*FFIFJK | LL OL OR Txx
SEEIEL | LL OL OR Txx
SESPRSESE | LL OL LP T x x

IS IR R OL OOLP Txx

R poEs | OLOLLP TTx

50. NIERA

TTlELHFRER, EBGHEIEHK .
ANEAE—EN, mEREREE L.
KEBSLTF, HEesEhE.

FRULR 5 EARFE, 2 HembZ KWK .
PPN LLoooLLe || Tx Tx
POFFICPICE | OLLOLOLP || Tx Tx
INFIRRIRFF | OL OO OL LP Tx Tx
SESESE R RESE| LLLO OL LP Tx Tx
SESESE R KFSE | LL LO OL LP Tx Tx
SESESE R RS LLLOOLLP %X %x
s g g | LLLO OL LP x Tx
ST IR R T LL OO OL LP Tx Tx




51. I IS A 5 RITR

<RI IV A Y o1 T
KA, MR B R .
B R b, R K&
FEFF—XUH, ZBEAGAAT

SRS
RS
S
VSRR
RS
SRR
RS

OLLOLP
LL OO LP
LO OL OR
OO LLLP
LL OL OR
LOLLLP

LL OL OR

Txx
Txx
xTx
xTx
Txx
xTx
Txx

KKK

OO OLLP

xTx

52. VR ML

HARE H 5 1L
TR A e,
BATIRE A EDS,
A HIE RS R =)

INUYSRRS
RISALSS
INRLYSAS
RS AR
ARSI
FFRRKTF
SRS
INVVNERE

MIEH A
HIEBRFR R AR o
BEATEH N .
o BT R A

OLOOLLLP
LLOLLOLP
OLLOOLLP
LLOOLLLP
LLLOOLLP
LL OO OL LP
LOLL OO LP
OLOOLLLP

Tx
Tx
Tx
Tx
Tx
Tx
xT
Tx

T x
T x
T x
T x
T x
T x
xT
T x

53. YLz N
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E 2N KN, BLUUKIN .
ENAHASRK, FARIHING Eik .
VREETES, ABEREkH .
NEPREEESZ, RS EEHERN.
DAFIRIEFIN | OLOOLLOR || Tx Tx
IR | OL LO LL OR Tx Tx
IR MR | OL OO OL LP Tx Tx
SESESE B | LLLOLL LP Tx Tx
| oot oyor | 37 1
RKRTRTR OLOLOLOR || TT Tx
INPIRTIRTIX OLOOLLOR || Tx Tx
IGIIN G TIN

54. 3 FAT

FA R, EHFERE.

KIEMREE, HKERE.

DAFFIRIN | OLLOOR || Tx x
FIRNFIN | LOOLOR || xTx
SEDCEEE | LOLLLP x T x
SEIREIRJK | LOLOOR || TTx

55. BFak
TSPl S 5, AMRSTEAT .

PRAC SEAE R AE X, T H AR R
HILEFH OAT, HRAFEHKA.

FER A NEHEM, F5EHZ 5.
PN | LL 00 LL LP Tx Tx
NI | OL OO LL LP Tx Tx
SESECEERCE | LLOL LO LP Tx Tx
KRR RS | 00 OO LL LP TT Tx
SESE RSB JRSF LLOLLOLP Tx Tx
N AR N7 SZ S LLOOLLLP TX TX
TTRR$T¥ LL OO OL OR Tx Tx
TP INKIAEIN LLOOLLLP Tx Tx
TP IR R




56. Ik
BX G H T

PIERYERITE? B AR .

S
SRR
NSNS
IVSRRE

7. A%

K22 KRR
tatarh R 2,
KITEHEE,

5755

AR
S
AR
NSNS
TR
IS
FERAT
RSN

58. & Vb3

HFIKZ KT
TNBIE,

i lf B b 5y

SHFILAA,

IR
FPFRK
FFRRT
ISR
ARSI
ISR
RS
INTNNN

IR

59%&
%%ﬁﬁm
TﬁMﬁV&W
AR A ﬂﬁ%
W2 ZIHEE,

FIRKKIKT
INNNS RS
RSN
INSUSRR
NN RN
INUYNS RS
INRUSTSS
INVVS RS

60. %

HECE=H

, ANHRIAE WS
FAH AT IR .
ARZ FEZZ W AR
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LO OO OO LP
OO OO LLLP
LL OO LO OR
OOLOLLLP
OO OL LO OR
OL OO OL LP
OLLOLOLP
OO OO LLLP

Tx
TT
Tx
xT
xT
Tx
Tx
TT

xT
T x
T x
T x
T x
T x
T x
T x

WEH K&, Sl =i,

BT ER,
YRUZTIG) S

LR SR
KU ZE .

AHLIHS, BRI

LO OL OR xTx
LOLLLP xTx
OO LO OR xTx
OO LLLP xTx
HREEN.

/N R

HIRMYUIE

fTeefa H o

LL LO OR Txx
LO OL OR xTx
LL LL OR TTx
OO LO OR xTx
LL OO OR Txx
OO OL OR xTx
LL OO LP Txx
LL OL OR Txx
BN

FIES R

2R

FEWEHTIHIE -

OOOLLP xTx
LL LO OR Txx
LL OO LP Txx
OO LL OR xTx
LL OL OR Txx
OO LL OR xTx
LLLOLP Txx
OL OO OR Txx

IR IR
RS
NS
ISR
RS
ISR
ISR
RSN

OO OL OR
LL OL OR
OLLOLP
OO LL OR
LL OO LP
OO LL OR
OO LL OR
LL OL OR

xTx
Txx
Txx
xTx
Txx
xTx
xTx
Txx




61. F M5

ﬁl?a%m ‘?‘/Ek%ﬂﬂ,
IR R S,
EMIE D EFL,
onT foxc 24 % L JAJ B

WEE W IRAE T & .
%%ﬁ AR
-G HIEIMGR -
SEALAR LT AR I

TR
IICFFFIRIR
T RIRIEF
IICFFICEIR
KICFFICEIR
KIRIFFIRIR
TR T
FIFFICEIR

LL OO LL OR
OO LLLOOR
LL OO OL LP

OO LL OL OR
OO LL OL OR
OO OL LO OR
LL OO OL LP

LOLL OL OR

Tx
xT
Tx
xT
xT
xT
Tx
xT

T x
T x
T x
T x
T x
T x
T x
T x

62. T E AR L

RAZ W 7
S 41 ERK
AT TR,
HHEEMT

FFRRT
IS
FIOFIT
ISR
NS
SRR
KIRKFF
RSN

» RACHITER
KB
ST o
WP VERARE o

LL OO LP
OL OL OR
LOLOLP
OO LL OR
OL OL OR
LO LL OR
OO OLLP
LL OL OR

Txx
TTx
TTx
xTx
TTx
xTx
xTx
Txx

BoiE
tat:ff%??ﬁ/ﬁ
iﬁf%ﬁ%%,
BT oA e,
] Kb w5 73 18] 40 2

RS AT
SRS R
FFRRKTF
SRR
RS
RALS AT
SRS
RV RN

, TR AR R
TLRTEERA S
LR LT
R AR A
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LL OO LL OR
OL LO LL OR
LL OO OL LP
LOLLLOOR
LL OO OL OR
LLLOLL OR
LOLL OO LP
LL OO LL OR

Tx
Tx
Tx
xT
Tx
Tx
xT
Tx

T x
T x
T x
T x
T x
T x
xT
T x

64. V218

EARHAEN,
KA,

JOK JK A 55 48
HTTAN IR,

IR
INVSR
SR
KIRKFF
NSNS
RS
ISV
PR

WA EH

RVE AR
st =

EALLEP VNS

OL LO OR
OO OL LP
LO LL OR
OO OL LP
OO LO OR
LL OO LP
OL OO OR
LOOLLP

Txx
xTx
xTx
xTx
xTx
Txx
Txx
xTx




65. fif LA
L G R U
B A A 2=
BhifLERE )R,
UKIRFE LK,

NSRS
NSRS
NSNS
SRS
INTYSRT
SRR
SRV
NSRS

66. /LA IR

77 S s A s
AR Y NS
RIEAREAATT,
Fefy RIS R B 2 25 A

VSR
NSRS
TP
SRR
RYSTSS
ISR
INUVSRT
IV RINN

PSRRI RIH
T M A A e
1 4 BRI
— R 2 R
OO LL OL OR xT Tx
OO LL OL OR xT Tx
OLLOLOLP Tx Tx
OL LOLL OR Tx Tx
OL OO LL OR Tx Tx
LOLL LOOR xT Tx
LO LL OO OR xT Tx
OL LL OL OR xT Tx
— KRR B
T4 22 F 1K
SR L,
FEENEHR.
LO OL LO OR xT Tx
OO LL OL OR xT Tx
LL OO OO LP Tx xT
LOLL LO OR xT Tx
LLOOLOLP Tx Tx
OO OO LL OR TT Tx
OL OO LL OR Tx Tx
OO OL LO OR xT Tx
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Appendix D

376

Syntactic structures of each poem line in The Nineteen Old Poems and tpentasyllabic 5

liishi and #84] jueju from the Three Hundred Poems of the Tang Dynasty

D-1 The Nineteen Old Poems

No.1 fTAT EATAT

Syntactic Structure

1 ITATEATAT 2+1+2
2 B A 2+3
3 & E AR, 2+3
4 BAER—VE o 1+1+3
5 EHH A, 2+3
6 EEREE 2+3
7 BRI AL, 2+1+2
8 ok S B R R 2+1+2
9 2 H iz, 2+1+42
10 A H 4% 2+1+2
11 FEMAH, 2+1+2
12 W AR o 2+3
13 HEA N\, 2+3
14 w2 2+3
15 EHEE, 2+3
16 25 IR 2+142
No.2 7 I Syntactic Structure
1 T 7 ] R, 2+3
2 BRE . 2+3
3 BB EL, 2+3
4 RE RS 5 2 il o 2+142
5 IRIRAT R e, 2+3
6 B R T 2+1+2
7 HABR L, 1+1+3
8 A BT I 1+1+3
9 AT AN, 2+1+2
10 PR EE SR ST 2+3

No.3 Hi R b

Syntactic Structure




1 B, 2+3
2 GZEMP A, 2+3
3 NAE R, 1+1+43
4 RBANIEIT R 2+3
5 PP AH LR 8%, 2+3
6 O JEEAS 259 2+3
7 SREREES, 2+1+2
8 T 18K 50 B 2+3
9 KT, 2+3
10 A H A 243
11 R AR, 2+1+2
12 TEHEZEE, 2+142
13 P = i AHEE, 2+3
14 G EE AN 2+3
15 il GO R 2+1+2
16 JERRART T3 ? 2+3

No.4 4 H [ e

Syntactic Structure

1 ASHREE, 2+3
2 RSl BB 2+3
3 R IR, 2+3
4 EE PN R 2+142
5 AR 2+1+2
6 Ak L 2+1+2
7 7500 [A) BT 2+3
8 TREAEAR, 2+3
9 NAEZ—1H, 2+1+2
10 AL AT WA EE o 2+1+2
11 Al AT = A2 2+1+2
12 el B 243
13 M Asr B, 2+1+2
14 P75 3 2+3
No.5 b A miE Syntactic Structure
1 FEILE i, 2+1+2
2 FEFEFR, 143+1
3 AL A A 4+1
4 R ] = ERL B 2+3
5 %, 1+1+3
6 Bk 2+3
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7 FERE At 1+1+1+2
8 R, 2+3
9 I e B el 2+3
10 v gy 1E AR 2+3
11 . 2+3
12 TR A R . 2+1+2
13 AN ECE 242+1
14 B 50 25 H 2+2+1
15 A 2% SIS 243
16 B AR 2+3
No.6 WL R FEH Syntactic Structure
1 PR FEZE, 2+142
2 BIEE 2 75 5o 2+1+2
3 K EIEHE, 2+2+1
4 P BAAE 1 8 2+142
5 BB, 2+1+42
6 B 15T 2+1+2
7 Ao T B 2+1+2
8 BEUEE. 2+1+2
No.7 i H % Syntactic Structure

1 B H IR 2+1+2
2 e 2+1+2
3 ey 2+1+42
4 B JREJE 2+3
5 EEALEER 2+1+42
6 5 81 245 5 2+3
7 KW IE A8 i) 5 2+1+2
8 2 2+142
9 R FE A 1+4
10 e B R Nl 2+1+2
11 ANEHEFIT, 2+3
12 R UTEDE . 2+1+2
13 FEILE T, 2+3
14 A AW 2+3
15 R [, 2+3
16 i A4 AR 25 7 2+3

[No.8 HHHHFIEN

Syntactic Structure
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1 P ENAEAT, 2+3
2 AEARZR 11T 2+3
3 BiUR 29, 2+1+2
4 ToAR P LR 2+1+2
5 TtntE Ay, 2+142
6 Kl &H H. 2+1+2
7 T HIEAS IS, 342
8 Ak Ll B 2+1+2
9 BEANE, 2+3
10 A 3 ] 3 | 2+142
11 1515 R AE 1+4
12 e pin 2+1+2
13 IR AR, 2+142
14 HEBEAK L, 2+2+1
15 B, 2+1+2
16 % TR ] 25 ! 2+3
No.9 g+ 77 1sf Syntactic Structure
1 JiE Hh A AR, 2+1+42
2 G BE SR A 2+1+2
3 AT HZR, 2+1+2
4 #5 DL i 2+1+2
5 A A, 2+1+2
6 PRIHBEH L . 2+3
7 A R 2+3
8 BB I 48 1y . 2+3
No.10 iHIHZE 4 A Syntactic Structure
1 BiEELA, 2+3
2 i e 2+3
3 AR RT, 2+1+2
4 FLALSFHEAT 2+1+2
5 BHARE, 2+3
6 PLIH IR 2+3
7 RS HE, 2+3
8 HHEE LT 2+3
9 Bf—KMH, 2+3
10 ARIRASS5E - 2+3

[No.11 [ &8

Syntactic Structure
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1 EERC=pE T 2+3
2 AP RIE 2+1+2
3 U JEE e 9, 243
4 ORI T 5, 2+1+2
5 JT i S e, 2+1+2
6 SARAHEE . 2+3
7 BRI, 2+3
8 LA, 243
9 NEEE A, 2+3
10 SRR S ? 2+3
11 iz 2 VAL, 2+3
12 ESAVV T B 2+3
No.12 # ¥ H & Syntactic Structure
1 R AR, 2+3
2 B A . 2+3
3 [ ] JE S 2+3
4 G EARI SN 2+3
5 VU IR BE 54k, 2+3
6 % — ! 2+3
7 =R D, 2+1+2
8 RIS SR e o 2+3
9 EWRIUE &, 2+1+2
10 fa] A5 E 4 2R ! 2+3
11 M2 N, 2+1+2
12 EFEINE . 2+3
13 B IR AR AR 2+3
14 PSR 2+1+2
15 HE— R 2+3
16 5B FIREAR . 2+42+1
17 St 175 B T 2+1+2
18 TR BB i 243
19 JB 2 Rt 1+1+3
20 B E. 2+1+2
No.13 e 5 Syntactic Structure
1 BRE A, 2+1+2
2 EHEHEAL S, 2+3
3 A5 1] 78 7 2+3
4 NS 2+1+2
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5 TAHBRIEN, 1+1+3
6 BEUEE, 2+3
7 R T, 2+3
8 TR AE 2+3
9 TEiERE GRS, 2+3
10 EA gz 2+1+2
11 NABNE 2+3
12 M . 143+1
13 R AL, 2+3
14 BHBIRRE 2+3
15 BB SR, 2+1+2
16 2 Ry BEFIT R 1+4
17 AN ERSEH, 2+1+2
18 AR AR 2 2+3
No.14 X3 H LR Syntactic Structure
1 35 HUABR, 2+1+2
2 EFH 2+1+2
3 H R ELAA 342
4 EN AR 2+3
5 A, 2+3
6 FAROHE 29 i o 2+3
7 ELZEZIER 2+1+2
8 RSB 243
9 SEE L, 1+4
10 AR IE BN 2+1+2
No.15 AFFEAWH Syntactic Structure
1 AT 2+3
2 R T B 2+3
3 HEEHE, 2+1+2
4 AT AN SR g i ! 2+2+1
5 GEVT 2+3
6 Al REfR 2R 24 7 2+3
7 BEENE, 2+3
8 {H Ay 1% TH g 1+4
9 it NEF5, 2+3
10 #E oy BASEH 1+4

No.16 EE R =

Syntactic Structure
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1 TR R 2+2+1
2 Wik A7 11 242+1
3 HEECE, 2+3
4 W IEMAL, 3+1+1
5 I Rl 2+1+2
6 [ A B IR 2+3
7 Yt REW, 2+142
8 AR VR 2+1+2
9 R R 2+3
10 FEES H A% 213
11 NS 2+3
12 T F . 2+3
13 BEAAZH R, 1+1+3
14 NAEE M. 2+3
15 SRR, 1+1+3
16 5 R AR ? 2+3
17 [ e L3 2+1+2
18 5| SHIE A A - 2+3
19 HER RIS, 2+1+2
20 VR UG AR 2+1+2
No.17 H A FER A2 Syntactic Structure
1 FRERE, 242+1
2 JbETEEE 2+3
3 RE W, 2+1+2
4 i w2 5. 242+1
S = FH AW, 2+2+1
6 VY s e il 2+42+1
7 AR TT AR 1+3+1
8 HER—EE. 1+1+3
9 FEREME, 1+1+3
10 N ABE . 1+1+3
11 BEE, 2+3
12 ZRT AW 2+3
13 — I 2+3
14 1B, 2+3
No.18 BhtizE J7 Ak Syntactic Structure
1 BACTE T 2R, 143+1
2 HIR —Imsd . 1+1+43




3 A E R, 2+3
4 WO 2+142
5 LR HEEE, 2+3
6 BAEEY . 1+4
U DR, 1+4
8 #x LSS AN 1+4
9 PR 24142
10 HERE B 2 1+1+43

No.19 B H AT Iss e

Syntactic Structure

1 BF H AT 5 Rz 243
2 HEFR AR PRAE 1+4
3 BRNBEIR, 2+3
4 B A 2+1+2
5 TATHER S, 2+3
6 AN i 2+3
7 P B, 2+3
8 K E S 2+3
9 S SEIB N 2+3
10 R IEEA 2+1+2

D-2 Three Hundred Poems of the Tang Dynasty

Pentasyllabic liishi

No.l HZ 5% KSR FmEL Syntactic Structure
1 KR FH, 2+3
2 A 2+3
3 HIPGRB IS &, 1+4
4 THIE T E. 1+4
5 ML JRIE £ 75 2 243
6 SIESIE S . 2+1+2
7 A5 WS, 1+3+1
8 BB [A, 143+1
No.2 5% : B HHE Syntactic Structure
1 W EAEH, 2+1+2
2 RIEFL IR 2+1+2
3 1 NARIER, 2+1+2
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4 A7 A 2+142
5 BB TGN, 2+2+1
6 WA 7k 2+1+2
7 A2, 243
8 B SEN. 2+1+42
No.3 £#: EF/DIF 2 AT &M Syntactic Structure
1 W =2, 2+1+2
2 TR L, 2+1+2
3 BRI 243
4 [F) A& B 0N o 2+3
5 NAEHE, 2+1+2
6 FEAT AR 2+1+2
7 TR 2+3
8 Sl . 2+3
No.4 BAE £ {ERRGKIE N7 Syntactic Structure
1 o PRI, 2+2+1
2 B 7 % SR 24+2+1
3 A% B, 243
4 AR BEIS ! 243
5 7% RS, 2+1+2
6 JELZ 2 BTN 2+1+2
7 YN 2+1+2
8 AR TL? 2+1+2
No. S % 5. ek KRFHFEE Syntactic Structure
1 T EIEN, 2+3
2 A 2 AT o 2+3
3 LR, 2+1+2
4 HERIET A 2+1+2
5 RS, 2+1+2
6 AR 5 2+1+2
7 R, 2+3
8 S ARG T . 2+3
No.6 JLA . A Syntactic Structure
1 3 5 B AR 243
2 BRI 2+3
3 EEE, 2+3
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4 RIEBERS. 2+3
5 DIRSEE, 2+3
6 RAFER I - 2+3
7 HEREAT IS, 2+1+2
8 5 A HURE Ik ? 2+1+2

No.7 R [H: K5 b

Syntactic Structure

1 5% H e , 2+3
2 EASEN 2+3
3 BATHRAR L, 2+3
4 fi] H 18 i 24 ? 2+3
5 TLEF AWV » 2+1+2
6 MR ANBH o 2+1+2
7 RH BSR40 2+3
8 JE LB SE A - 2+3
No.8 . AL LT Syntactic Structure
1 BT LA, 2+3
2 1T R K AT - 2+3
3 - b A 2+2+1
4 JFEIEZ IS, 2+2+1
5 g H AR, 2+1+2
6 ILHENEF. 2+1+2
7 AR R ? 2+3
8 S VS B8 2+3
No.9 & AR ILSF1% BT Syntactic Structure
1 RN S, 2+1+2
2 ¥ H B =k 2+1+42
3 HEESELAP 2+3
4 FEPEAEATR - 2+2+1
5 e S, 2+1+2
6 HEEA AL, 2+1+2
7 HRE SRR, 2+3
8 AR, 2+3
No.10 3% ZFAEEHIGIE Syntactic Structure
1 o0 B, 2+1+2
2 53 BR L 2+1+2
3 BERE RBLN 1+3+1
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4 AEEHRE, 1+3+1

5 EELERIA 2+1+2

6 HEFER. 2+142

7 E R 2+1+2

8 EE G 2+2+1
No.11 ZEF: @ISR Syntactic Structure

1 e N 1+1+3

2 JEJR T 2+3

3 AE AR 2+142

4 HE AR, 2+1+2

5 fige H e B, 2+3

6 RAEAEE 2+3

7 =R GIE P 2+1+2

8 PEMLIRTG ST 2+1+42
No.12 2= JEFH kR Syntactic Structure

1 P A, 2+3

2 SRANE 2 [ 3% 2+3

3 Ly Fi -~ Y 4% 1+3+1

4 LN R 143+1

5 H TR R85, 2+142

6 TG 2+1+2

7 BRI, 2+3

8 B EIEAT R 2+1+42
No.13 ZH: ERN Syntactic Structure

1 IR, 2+1+2

2 H 7K S 2+1+2

3 IS 2, 2+3

4 3% B AL . 2+3

5 FEETE, 2+3

6 % H NI 2+3

7 HFEHLE, 2+3

8 ARSI, 24+2+1
No.14 2= . 5% fi y5 o 55 Syntactic Structure

1 &) R HO Ak 4, 2+1+2

2 PO T 08 JE I 2+3

3 FHEEHET, 2+3
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4 L AR 2+3

S LR, 2+142

6 AR EE O\ FE B 2+1+2

7 ANE | =, 2+2+1

8 RER L E 2+2+1
No.15 ZH: AR Syntactic Structure

1 A PRI, 2+3

2 HFREHE, 24142

3 FEREKH 2+1+2

4 IR 2+1+2

5 RINBERTRK 1+2+2

6 LN 243

7 IEEE LN 2+142

8 M EE & 2 4 o 2+1+2
No.16 #t5H: A& Syntactic Structure

1 é\ﬁEBJ‘]‘IH ’ 2+3

2 e HBE . 2+3

3 EWN A, 243

4 KB EZ. 2+142

S EH=aR 4+1

6 T R IE 4+1

7 R IRy 25 e 15R » 2+1+2

8 HE VRIS ? 2+2+1
No.17 ¥ /i: HE Syntactic Structure

1 A8 1Ly JR] 7, 2+2+1

2 WA FEARK, 2+2+1

3 JRIREAEIRIR, 2+1+2

4 TR S o 2+1+2

5 JE K= H, 2+1+2

6 FEKEE 2+1+2

7 EELE TR 243

8 TR o 2+3
No.18 #H: HMEAH Syntactic Structure

1 1ebEIiEE, 2+2+1

2 WK BEK AT IS 3 242+1

3 SRS P E), 2+2+1
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4 HiENLEZ. 2+2+1
5 AR, 24142
6 IR AR R T 2+1+2
7 UIEEESESE . 24142
8 BRI fe] 2 2+1+2

No. 19 M/ : 8 E w4t

i, FIEERRH. ¥oohInt EmiEs

I, BN, IR AR

Syntactic Structure

HH,
1 I IE R, 2+3
2 FERRHIE 2 2+3
3 25 EEE, 2+3
4 JEH R . 2+3
5 AR E, 2+1+42
6 BESEE? 2+3
7 A HEE, 2+3
8 SERSETFY. 2+1+2

No.20 #/: AW IEaH Syntactic Structure
1 R e AT 2+1+2
2 Kig = . 2+3
3 BESH A, 1+3+1
4 H AR 1+3+1
5 H B 2+3
6 R MELE 2+1+2
7 wERAE, 2+3
8 AE NI 2+3

No.21 #:H: RARIEEH Syntactic Structure
1 EAE R R, 2+142
2 e u? 2+1+2
3 IR 2R Iy 281, 24+2+1
4 TLRKKZ . 242+1
5 E M aIE, 2+1+42
6 SEEE N, 2+1+2
7 JEILHBGE, 2+3
8 PG TH A 2+1+2
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No.22 #H . 875 K ik 2 DU AR

Syntactic Structure

1 BEIEAE L, 2+3
2 R 2+3
3 FEHFA EIE, 2+3
4 WER H [FAT - 2+3
5 GIERREAK 2+3
6 —HIH AR 2+3
7 AR Y FA 4+1
8 BRI 2+1+2
No.23 #tFi: Jill b5 KA 52 Syntactic Structure
1 HBIBIRATAN, 2+3
2 S5 P . 2+1+2
3 IR+, 2+1+42
4 REHHE, 2+1+2
5 SRR 2+1+2
6 @ AR . 2+142
7 ME R ARTEVR 2+42+1
8 A AR 2+2+1
No.24 ¥ H: RKETE Syntactic Structure
1 A1 AR 4+1
2 FERE IS - 4+1
3 BT, 2+2+1
4 HIE KT - 242+1
5 GBI FE? 1+4
6 B EZ IR 1+4
7 SRR BT ALL 2+3
8 K55 70 . 2+3
No.25 ¥ /i: &5t Syntactic Structure
1 H R, 1+1+3
2 4 LRI, 1+1+3
3 Sy 242+1
4 sz 3 H R 2+2+1
5 BN ES 7, 2+1+2
6 EALECEC 2+1+2
7 S E AL, 2+3
8 SRR 2+3
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No.26 T 4fE: 1)1 P 5l 3E 75 7 1d

Syntactic Structure

1 FE | A AR 2+1+2
2 oK HIEE . 2+1+2
3 FALSEF A1, 2+3
4 Fif 2+1+2
5 JEERERVE H 2+1+2
6 P, 2+142
7 1A H BT, 2+3
8 JEF AT - 2+3
No.27 F4E: 1L fERKIE Syntactic Structure
1 TR 2+3
2 KB RFK - 2+3
3 A H FA TR, 2+3
4 ERA T 2+3
5 I BT 2L 2+142
6 ) NS 2+142
7 B8 =B 05 A 2+3
8 THREMHE. 2+3
No.28 F#fk: & 1LfE Syntactic Structure
1 mERE, 2+142
2 B 5. 2+1+2
3 MKW &, 2+3
4 AL, 2+3
5 S 2+1+2
6 W H A 2+1+2
7 HESE T, 2+3
8 B2 HLBA A - 2+3
No.29 F4fE: #r 1l Syntactic Structure
1 K LIERER, 2+1+42
2 T8 L PR 2+142
3 HER®ES, 243
4 HANE K, 2+3
5 oy B rhgsE, 4+1
6 B I A Bk 4+1
7 (S IN AT 4+1
8 B 7K R HE R 2+1+2

390



No.30 F4fE: MR/ IR Syntactic Structure

1 W A ME U 5% 2+3

2 HEARO. 2+3

3 H R, 2+1+42

4 TRIRE M 2+142

5 Fos JEL VR AT 2+142

6 Ly H RE5EES 2+1+2

7 HgEme, 2+3

8 IO 2+3
No.31 F4fE: BEREF Syntactic Structure

1 ANFNEFESE, 2+3

2 I EYNEA N 2+14+2

3 RS NS 2+1+2

4 R 1L AT B 87 2 2+3

5 SRR G A, 2+1+2

6 HERHNR. 2+1+2

7 R s, 2+3

8 GAEGEERE 2+1+2
No.32 F4fE: EREMNEAEE Syntactic Structure

1 EE G ESN 2+1+2

2 T EAES. 2+1+2

3 PR, 2+3

4 A 2+3

5 VA kAT, 2+1+2

6 ENFATH . 2+1+2

7 R, 2+1+42

8 AN B 2+1+2
No.33 T4fE: VEVLERDE Syntactic Structure

1 A 5E =M%, 243

2 71 P LRI 243

3 TR HAb, 2+3

4 ISR 2+3

5 =R IR 2+142

6 PR EhE S, 2+1+2

7 Elmir A H, 243

8 RS . 2+3
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No.34 F4E: &3

Syntactic Structure

1 HH % BRI 2+3
2 e 2+3
3 LA BT, 2+3
4 B 5 5. 2+3
5 eSS 1+4
6 AT Y . 1+4
7 BSREME, 2+1+2
8 R IR 2+1+2
No.35 doisoR: B R 0 I ok 7K AR Syntactic Structure
1 J\H BKF, 2+2+1
2 TR TR KR 2+1+2
3 RAZEE, 1+1+3
4 BRI - 1+1+3
5 RIS A A 2+1+2
6 ity Je& D BE B 2+1+2
7 A B T $ 2+3
8 THRARE. 2+3
No.36 FuisdR: BLEE 1 & U5 Syntactic Structure
1 NEFHRH, 2+1+2
2 A ATS 2+1+2
3 AR 2+1+42
4 R ER B 2+3
5 K& LR, 2+2+1
6 RIELEEIR 242+1
7 FEAMFELE, 4+1
8 R RE IR AR 2+1+2
No.37 & ik TEIH HZEME 1+ 5 Syntactic Structure
1 MEARKHE 5%, 2+1+42
2 PHET %, 2+1+2
3 RS 5T, 2+3
4 BBATIAZK 2+3
5 FHREVIB K, 2+3
6 Ak IE EE4E . 2+3
7 PR T, 2+3
8 ] T I S ! 2+1+2
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No.38 #iitidh: Bkl

Syntactic Structure

1 JLBIR &, 2+1+2
2 T L 5 U 2+1+2
3 e 2+3

4 ES LTINS 2+3

5 i, 2+1+2
6 T BE B R 2+1+42
7 TRARREAN IR, 3+2

8 P A &K - 3+2

No.39 ditidh: NG Syntactic Structure

1 N B R, 2+1+2
2 BWEHZ. 2+1+2
3 GERIIAT IS, 242+1
4 L F AR 242+1
5 ] i 1171 355 [ 2+1+42
6 FEI S SRR 2+142
7 R ERG H, 243

8 12 R AE - 2+1+2

No.40 FHHR: ZFHIBMKAFIE LA

Syntactic Structure

1 = L EAKEA, 2+142
2 A 2+1+2
3 b+ AEEFH, 2+142
4 HREIRAT - 2+1+2
5 A AEES, 2+42+1
6 A EEIR R 2+2+1
7 H 4 i1 22, 2+42+1
8 R i 2 % 2+3

No.41 FitoR: 1 i JiE LT 7 o i 15

Syntactic Structure

1 Ly R K 2+1+2
2 BTL AR 2+142
3 JEUN W B 1+1+3
4 H RS IS 1+143
5 #EAEE A+, 2+1+2
6 MR, 2+1+2
7 BT IR, 2+3
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8 | i&mugmm.

2+3

No.42 diidR: B E A A

Syntactic Structure

1 BB AT 2+3
2 FHEAE H B o 2+3
3 AR LS 1+3+1
4 T B N IE 1+3+1
5 i PR EEAH AR 2+3
6 F T 2+3
7 H Sy 2 2+142
8 TR R 2+3
No.43 Fissk: HIET Fa1% Syntactic Structure
1 K& G, 2+142
2 Jb AT 3. 2+2+1
3 WK, 2+3
4 TE RS A B 2+3
5 AR, 2+3
6 IR FEE - 2+3
7 REEACH R, 2+1+2
8 PG A 1278 2+142

No.44 FIRM: KHBERAE LR

Syntactic Structure

1 HEIEKE, 2+2+1
2 FKH 4L 24142
3 T Ak D, 2+1+2
4 T K BRI - 2+1+2
5 A7 B 5 i 2+1+2
6 FEE T 2+1+2
7 R 243

8 RITBE 243

No.45 2. 3K 2 2K e [ 1) 56

Syntactic Structure

1 MIEHETE 2+3
2 R Sl i 2+3
3 REEm A, 2+1+2
4 L 2+1+2
5 ST =5, 2+3
6 LR @ 5 2+3
7 TERETIEE B, 2+3
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8|

HERMZ

2+3

Nod6 ZIRH: EehIE | 5k

Syntactic Structure

1 HE KR, 2+2+1
2 FEFPRIG T 2+1+2
3 S AT i 2+1+2
4 FilEm N 2+1+2
5 RILENE, 24+2+1
6 7% H T 2+2+1
7 FERLTTIN L, 2+3

8 AKX 38 ? 2+1+2

No.47 FHEW. FrgE s LiE A\ fEE Syntactic Structure

1 o B ESAT IR 4+1

2 HEREIR, 2+142
3 EEXISCT 2+1+2
4 HH AW 2+142
5 W B, 2+1+2
6 BiE 111 21 /KI5 2+1+42
7 RAC B R, 2+3

8 EESPINSE= 2+3

No.48 FIRIM: ik

Syntactic Structure

1 aFE Y, 2+3
2 REEEIEBIR . 2+3
3 ZRENT, 2+3
4 HFERER . 2+3
5 B[R] H &, 2+142
6 VAN R 2+1+2
7 CAHRYE, 2+3
8 P N34 2+3
No.49 g$ifg: MG H A Syntactic Structure
1 T BfES A, 2+3
2 I AT o 2+3
3 I RIB I, 2+2+1
4 ZHVE AL 2+2+1
5 K H B, 2+1+2
6 FaHE AR 2+142
7 WS R, 2+3
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8 HEIRTH, 243
No.50 $$ig: 25 135755 %7 45 #l Syntactic Structure

1 IR F R, 2+1+2
2 R 2+1+2
3 TR NAR 1+1+3
4 L5 A7 550K 1+1+3
5 b sy 342

6 FKACTE T IE . 3+2

7 K im A, 2+1+2
8 WE B A 1+3+1

No.51 #JEY): W EEa&32)ImA

Syntactic Structure

1 TLVE S 2R 2+3
2 FHIE IR . 2+3
3 FET R, 2+3
4 WK 2+3
5 B, 2+1+2
6 A b LB 2+142
7 Al R bR 2, 2+1+2
8 HE_ B . 2+142

No.52 #JEY):. MAEEHREFE

Syntactic Structure

1 RN E, 2+3
2 EE RN 243
3 BB 2 2+1+2
4 HEE LR, 2+1+2
5 M FRA L, 2+3
6 T IE S 2+3
7 AHIE T MR, 2+142
8 WL Bl AR 2+1+2
No.53 ¥ ;PR A Ak A B 5 5L Syntactic Structure
1 =80 2+2+1
2 IR HE 2+142
3 SR RK S, 2+142
4 AP T K 2+1+42
5 Bl JE N, 3+2
6 OB TR R 342
7 ] SIS 754, 2+1+42




8|

AR EISHS

2+3

No.54 26 &: W&

Syntactic Structure

1 EHAERE, 1+3+1
2 FHHEFER. 1+3+1
3 R %L S, 1+3+1
4 T FE KA 143+1
5 PRI F [ 1 2% 2+1+2
6 TRMIGE 2+3
7 MR RE E H 2+3
8 TR R A B 2+1+42
No.55 #uff: 148 NBER 4 Syntactic Structure
1 RAKH Xl 2+1+2
2 WA T H. 2+1+2
3 S (AN TR 2+2+1
4 %M’;ﬁ;’%Lo 2+2+1
5 JEUE T T 2+1+42
6 R 5L TE R 2+142
7 i R LR 2+1+2
8 AH BE I g 2+1+2
No.56 JE#m: 2 A Syntactic Structure
1 i 98] 5 2+2+1
2 Bt ) 1E B IR 2+3
3 % H FEE L), 1+1+3
4 INGEE 1+1+3
5 DINAE R, 242+1
6 2 M B 242+1
7 F iR A A 2+3
8 L JEE e ] i 31 2 2+3
No.57 Z&7%45: ERANE N EH) Syntactic Structure
1 T E LR, 2+3
2 RRFMHE, 2+3
3 A 5, 2+1+42
4 A IEER, 2+1+2
5 E'JX@?E% 2+3
6 AL REEL R 2+3
7 B H R IE 2+3
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8|

KU SR

2+3

No.58 @] 252

== [ B B i e i

Syntactic Structure

1 WYL, 242+1
2 PRI 2+1+2
3 E RS, 2+3
4 AR R 2+3
5 ETER RN , 2+142
6 IR VFJEE 2+1+2
7 A B RAR, 2+3
8 BEEAR TS 2+3
No.59 |] SHE: =400 I fm R rE Syntactic Structure
1 FFA VY S, 2+1+2
2 TR L 242+1
3 RN H A 2+3
4 BETNHEAN. 2+3
5 CLERIBIL A, 2+3
6 ME FHEH - 243
7 FAEEAD, 2+3
8 DB H 2+3
No.60 7 70 Wi-Figik ALk Syntactic Structure
1 HELIE 2 2+3
2 G B ALIE 243
3 e 3%, 2+1+2
4 BRI, 2+1+2
5 5% H 1858 2+142
6 R TE W 2+1+2
7 JE G A 2+1+2
8 iz i (1 R BH 2+1+2
No.61 2| &% . &5 Syntactic Structure
1 T TSR 4+1
2 TR SR ! 243
3 oy =M, 2+3
4 EXCRIK N 243
5 FHAHRE B B, 2+3
6 ERARE. 243
7 & WS 2+3
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8 | LRI AT

2+3

No.62 5R&E: IRFHMA

Syntactic Structure

1 A AR 35 2+1+2
2 W AR 2+1+2
3 FIEEHE, 2+1+2
4 FUAE R B 2+1+2
5 NSRRI 2+1+42
6 i K Ak s i 2+1+2
7 RERBERAE, 2+1+2
8 RIESR IR 2+1+2
No.63 HES: W15 E kR Syntactic Structure

1 R 2+3

2 A AL B 2+3

3 B K BEA RS, 2+1+2
4 AW, 2+1+2
5 i 1R IE, 2+1+2
6 iEEiot 2+1+2
7 PR T 2+3

8 FEIEW A - 2+3

No.64 FE4: fikfd

Syntactic Structure

1 ik & R AE, 2+1+2
2 Bl EH AR . 2+3
3 FERE B H, 2+142
4 Wl I RKCHIR 2+1+2
5 1 2R R B, 2+142
6 R 2+1+2
7 BILIFEH , 2+3
8 M RPIE 243

No.65 Fie: £k [ b B el ia [ B A%

Syntactic Structure

1 AT E W 7 G 2+1+2
2 RS, 2+1+42
3 EES T 2+1+2
4 G RN 28 P A% 2+1+2
5 H8) €8 B L 3 2+42+1
6 T NHHIE 2+2+1
7 7R H 2], 2+2+1
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| EE S

2+1+2

No.66 i : Fik

Syntactic Structure

1 ERIZIED, 2+142
2 7 A AE SRR 2+1+2
3 M LR, 2+1+42
4 SR 2+1+2
5 BRI %, 2+3
6 HINEEZ . 2+3
7 HEHSET, 2+3
8 ER S 2+3
No.67 & Fif&.: Syntactic Structure
1 ENONE 5 2+3
2 HESS IR B 2+3
3 5 AT, 2+3
4 SR S 2+3
5 MR, 2+3
6 B B L 243
7 JEB A%, 2+3
8 WIRBKG - 1+2+2

No.68 éﬁg% Elfﬁ

Syntactic Structure

1 e G 2+3
2 BB 4 2+3
3 i SETY L 2+3
4 it B 2+3
5 BrnE G, 2+142
6 B Uy bR R A% 2+1+2
7 o T 2+3
8 SHAKFIS T 2+3

No.69 Z=iilE: &AL

il

Syntactic Structure

1 B, 2+1+2
2 /NEIFE AL . 2+1+2
3 Sy Sulit|iEp 2+1+2
4 JH IR IE R 2+142
5 171 i 2+3

6 IR 2 AT B i o 2+3

7 75 Ul 3 3 2+1+2
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8 | prgRMK. 24142
No.70 Z=rik&: i fE Syntactic Structure
1 % LT, 2+1+2
2 LN 2+142
3 AR T, 2+3
4 L H B 2+3
5 LI H I, 2+42+1
6 i % B A 2+2+1
7 FE 2, 2+1+2
8 St iR A B A 2+142
No.71 Zpik&: bH Syntactic Structure
1 TN 2+3
2 ERett NS 2+142
3 T BENFIAE? 2+142
4 FEERREE? 2+1+2
5 PRI, 2+3
6 P et 5 i o 2+3
7 HAEE, 2+2+1
8 B s B, 1+4
No.72 i E%: £ NI Syntactic Structure
1 T g L, 2+142
2 Vit AR e A 2+1+2

3 e AR 5 % 2+3
4 ISE e 2+3
5 L EFEAAE? 2+2+1
6 RIEIAIE 2+2+1
7 oy EAH L, 2+3
8 PP R Al B 2 2+1+2
No.73 J§#.: % L#KE Syntactic Structure
1 8 7 RN E 2+2+1
2 i AT AR 2+2+1
3 T SEABARR 2+3
4 FEIEBEN o 2+3
5 2 E H 52, 2+2+1
6 PEEET A AAF 24+2+1
7 2 EARB REA 5 2+42+1
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8 | T Pt £ 2 2+1+2
No.74 F#k: 2V Syntactic Structure
1 T T, 2+2+1
2 ks A 2+1+2
3 e W B RS 1+1+3
4 NAEARBS - 1+1+3
5 A, 2+1+2
6 B AR AL - 2+1+2
7 EHREAR, 2+142

8 754 HAEK . 2+3
No.75 k& : FHigH Syntactic Structure
1 A ETE A 2+1+2
2 NG 2+1+2
3 FEREEFRE, 2+1+2
4 HH &GN 2+1+42
5 KEE I, 2+1+42
6 HiEA R, 2+1+2
7 FR ALK, 2+1+2
8 A B - 2+3
No.76 &3 EiliE R A 1% Syntactic Structure
1 HE= B, 2+3
2 WHEET, 2+3
3 AL LS, 4+1
4 I AL . 4+1
5 L N, 1+3+1
6 A N 1+3+1
7 AL IEZHIA, 2+3
8 B H 5% 357 - 242+1
No.77 B % INJE Syntactic Structure
1 AT EmTE R, 2+3
2 P2 ? 2+3
3 AR, 2+3
4 FEPHAK T I . 2+3
5 AN, 2+3
6 4 H A B - 243
7 b TE A, 2+3

402



| A 15 7T 5

2+3

No.78 #LHi#: H =S

Syntactic Structure

1 F IR IE R, 1+3+1
2 BN AL 5 1 242+1
3 HKEATESN, 2+3
4 PR/ 2+3
5 JE R S B 2+42+1
6 HE e 5. 24+2+1
7 TR R L, 2+3
8 IR R - 2+1+2
No.79 #if: ZZERE Syntactic Structure
1 TR BIET, 2+1+2
2 &% A R . 24+2+1
3 MIEEHE A, 2+1+2
4 BEHTNEE, 2+1+42
5 FEOEE, 2+3
6 NRAR K 2+3
7 MEAT] 7, 2+3
8 FKE X FE [l 2+3

No.80 IR FPEIRAE

Syntactic Structure

1 T8 K B 5, 243
2 AN R 2+1+2
3 T A5 5 2+3
4 KR ZEAE 2+3
5 P SRR, 2+1+2
6 TS 2+1+2
7 B2, 243
8 B A H A 243

D-3 Three Hundred Poems of the Tang Dynasty

Pentasyllabic jueju
No.81 4. fELe Syntactic Structure
1 AN, 2+3
2 HENGEE. 2+3
3 B FNTRAR, 2+1+2
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4 | HRES L. 2+3
No.82 F4fE: 7TEAH Syntactic Structure
1 Yl W B 2+3
2 IR R 2+3
3 RARAAH 2+1+2
4 I H 2 AR 2+1+2
No.83 F4E: %X h Syntactic Structure
1 Ll PRI B, 24241
2 HEHS R 2+1+2
3 T AR, 2+2+1
4 E A A ? 2+3
No.84 T #E: HHIEH Syntactic Structure
1 AL S AR, 2+1+2
2 FARGEREH 2 2+1+2
3 FEA 2 R, 2+3
4 I AH 2+3
No.85 T #E: FiEaF Syntactic Structure
1 A B, 1+3+1
2 JEE SN R 2+3
3 AR H % % Al 2+1+2
4 FMEAR? 2+3
No.86 &3 : L/ L Syntactic Structure
1 B LR 2L 2+2+1
2 JHE e, 2+42+1
3 N 2+3
4 R S 2+3
No.87 fHk: #¢rdEarT Syntactic Structure
1 ks, 2+2+1
2 S Eii. 2+1+2
3 R A, 2+1+2
4 AP E S, 2+1+2
No.88 FuitidR: 1 BT Syntactic Structure
1 PR, 2+1+2
2 HEERW. 2+2+1
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3 IR RARASE 2+142
4 TLiE HIE N 2+1+2

No.89 diitifk: Fbi

Syntactic Structure

1 FHRAFLEE, 2+3

2 2 e S 2+1+2

3 R JEL RN 2+3

4 ViR 2N 2+1+2
No.90 Z=H: HFA Syntactic Structure

1 PR O, 2+3

2 P L 2+3

3 BROHHEH H , 2+142

4 (NN 2+1+2
No.91 &= . 281 Syntactic Structure

1 ENEBEHE, 2+1+2

2 RAVEIR)E - 2+1+2

3 B RBYRIE, 24+2+1

4 NGO R 2 2+1+2
No.92 ¥t Hy: J\ [z Syntactic Structure

1 &E =48, 1+1+3

2 £ 18 \ P ] o 1+1+3

3 LA A, 2+142

4 HR KA R o 2+142

No.93 F 2 ith: HEHEM

Syntactic Structure

1 A HAK LS, 2+2+1
2 T NI o 24+2+1
3 e TEH, 2+3
4 B EE A, 2+3
No.94 ZIEI8. 1% 5 i Syntactic Structure
1 AT, 2+3
2 AT 242+1
3 T S R 2+1+2
4 L R . 242+1

No.95 BIHIW. #E

Syntactic Structure

1

| mmEE,

2+3
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2 AR AL 2+2+1
3 EELEISEE 243
4 S NZ A, 243
No.96 ZIH=0: 1% A Syntactic Structure
1 INE NGBS, 2+142
2 ADPNEEES! 1+3+1
3 SRR, 243
4 PN 2+3

No.97 ZJEY). FKIZEL & 4h

Syntactic Structure

1 TR B, 2+1+42
2 HOP Rk R 2+1+42
3 BIFA TV 2+42+1
4 HA N JE AR - 2+3
No.98 Z=if, HhsE Syntactic Structure
1 NG 5% 4 SAE, 2+3
2 E Ryt 2+3
3 A5 B 2+42+1
4 IRF IRy R 5% o 2+2+1

No.99 F#: HixiR

Syntactic Structure

1 —“HABT, 2+142
2 VEFAEEY - 2+1+42
3 R i i B, 2+2+1
4 i NEE . 2+2+1
No.100 HEfEEE. T 2Z#E Syntactic Structure

1 WERAE A5 1, 2+2+1
2 2 7T 2241
3 PREEA T HE, 243

4 e 242+1

No.101 #MpsEoc: 15

Syntactic Structure

1 T R4, 2+142
2 EEEINE 2+142
3 PR, 2+3
4 L ERESANE 2+3




No.102 JoHH: 7% Syntactic Structure

1 K HITE, 2+3

2 EAGR B AL, 243

3 H 5H = L AE, 4+1

4 PR AR KR 2+142
No.103 H/E5: BB+ /L Syntactic Structure

1 RIS IRA 2+3

2 ALY /N K I 2+3

3 g AR KRR 2+1+2

4 REACS AN M 2 243
No.104 5Rfk: A3+ Syntactic Structure

! EESE Y 2+3

2 RE A, 2+3

3 ST T 2+3

4 S IRVE R 2+142

No.105 2575

[ B Y%A

Syntactic Structure

1 Bl =S R 2+1+2

2 S5l EEL S o 2+142

3 4 b SR 4T 2+3

4 Rl . 2+1+2
No.106 H 5: FfEHAIE Syntactic Structure
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Appendix E

Speech analysis and intensity contours of English verse in Praat

Note: The speech analysis is read in the order of the poem line from left to right.

1. At Anchor (Herbert A. Giles)

I steer my boat to anchor by the mist-clad river eyot,

And mourn the dying day that brings me nearer to my fate.
Across the woodland wild I see the sky lean on the trees,

While close to hand the mirrored moon floats on the shining seas.
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2. A Night-Mooring on the Jiande River (Witter Bynner)

While my little boat moves on its mooring of mist,
And daylight wanes, old memories begin...
How wide the world was, how close the trees to heaven,

And how clear in the water the nearness of the moon!
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3. Mooring on the River at Jiande (Xu Yuanchong)

My boat is moored near an isle in mist gray,

I’m grieved anew to see the parting day.

On boundless plain trees seem to touch the sky,

In water clear the moon appears so nigh.
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4. A Night Mooring on Jiande River (Wang Dalian)

My boat is moved to moor by misty islet sands;

There comes again at dusk my gloom in foreign lands.

The sky drops down below treetops in wild expanse;

On lucid stream the shadow of moon kisses man’s.
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5. Put Up for the Night at Jiande River (Tang Yihe)

By the misty islet, The Traveler’s boat was mooring.

He sorrows came up again

In the dusk of the evening.

The sky stooped lower than trees, In the vast wilderness.

Near the shadow of the moon on the clear stream,

The man on his boat was standing.
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6. A Message (Herbert A. Giles)

Onwards tonight my storm-beat course I steer,

At dawn these mountains will for ever fade;

Should those I leave behind enquire my cheer,

Tell them, “an icy heart in vase of jade.”
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7. At Hibiscus Inn Parting with Xin Jian (Witter Bynner)

With this cold night-rain hiding the river, you have come into Wu.

In the level dawn, all alone, you will be starting for the mountains of Chu.

Answer, if they ask of me at Loyang:

“One-hearted as ice in a crystal vase.”
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8. Seeing Xin Jian Off at Hibiscus Pavilion (Xu Yuanchong)

Along the river that merged with a cold rain,

We entered the Wu city late at night.

Early at day break I bid you farewell,

With only the lone Chu Mountain in sight.

If my kinsfolk in Luoyang should feel concerned,
Please tell them for my part,

Like a piece of ice in a crystal vessel.

Fore’er aloof and pure remains my heart.
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9. Bidding Farewell to Xin Jian at Lotus Pavilion (Wang Dalian)

Cold rains reigning the stream last eve, I got in Wu;
Seeing friend off this dawn, I saw forlom Mount Chu.
In Luoyang should my folks and friends ask after me,

Tell them a heart’s in jade pot, pure as it can be.
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10. Seeing Xin Jian off at the Lotus Tower (Tang Yihe)

He entered Zhenjiang in a cold night

When the Yangtze River was shrouded in drizzling.

At daybreak next morning I saw him off

On the riverbank like the solitary Chu Hill standing.

When my relatives and friends in Luoyang inquire about me,

Please tell them my heart is transparent like a piece of ice in a jade pot from stains free.
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