“Unfolding Latent Principles of Literary Taste”
— Poetry as a Window onto Language

Matthew Y. Chen

I feel at once humbled and honored to be included in the company of
such distinguished colleagues in a discipline distinct from, though allied with
my own. The rapport between literature and linguistics has been fruitful, but
not always comfortable. On the one hand, literature, the highest form of
verbal art, naturally invites the scrutiny of both linguists and literary critics.
On the other hand, these two groups of specialists are separated by a chasm
of termperament, training, and theoretical interests. Not too long ago,
Roman Jakobson felt compelled to vindicate the linguist’s right — and duty —
to “direct the investigation of verbal art in all its compass and extent” by
proclaiming: “Linguista sum; linguistici nihil a me alienum puto.” (“I am
a linguist; and I regard nothing that pertains to language foreign to me” —
Jakobson 1960, 377). Today, I do not come to demonstrate what linguistics
can bring to literary analysis — that, I trust, is no longer in doubt (cf. Hill
1976); I come to learn what literary work has to offer to deepen our under-
standing of language. More importantly, together, we hope to find out more
about ‘home loquens’ and ‘home poeta’.

A quarter of a century ago, Chomsky set the tone of modern linguistics
stating that “language is a window that opens onto the mind.” Paraphrasing
Chomsky, one might say: “literature is a window that opens onto language.”
Language is the inescapable medium between a poet or any other creative
writer and his audience. The writer manipulates language the way a sculptor
molds plaster or a composer 2xperiments with pitch and timbre. Language
is the very ‘stuff’ of literature. By closely observing the subtle ways the
writer exploits linguistic devices to achieve his rhetorical ends, one can learn a
great deal about what aspects of language are accessible, however subliminal-
ly, to the writer's awareness and susceptible to his creative manipulation.
This line of thinking was foreshadowed nearly two centuries ago by Lord
Kames, who prefaced his inquiry into poetic prosody and its relation to
syntax with these words: '
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“If then it be not a matter of indifference where to make the
pause, there ought to be rules for determining what words may
be separated by a [caesural] pause, and what are incapable of
such separation. I shall endeavour to ascertain these rules;
not chiefly for their utility, but in order to unfold some la-
tent principles [my emphasis —MC], that tend to regulate our
taste even where we are scarce sensible of them, and to that
end the method that appears the most promising is to run over

the verbal relations beginning with the most intimate.” (Home
1971, 2,128-9)

It is in the same spirit of intellectual curiosity that I propose to examine
certain characteristics of Chinese verse. In particular, I will focus on the
relationship between poetic prosody and the grammatical structure of the
verse. Verse, broadly defined by Gerard Manley Hopkins (1959) as “speech
wholly or partially repeating the same figure of sound”, comprises in addition
to classical art poetry, folksongs ( & ), nursery thymes ( &7 % ), drama
recitatives ( 073 ), and a motley assortment of what may be referred to as
oral performance literature (fffjzg). Taking Lord Kames’ advice, I will
begin with the “most intimate” subsyllabic figures of sound, gradually
building up to larger units of speech.

This ;papef will then contain the following major sections:

1. Rhyming: abstract symmetry

2. Alliteration or consonant harmony

3. Tomnal counterpoint

4. Syntactic typology

5. Poetic thythm: the interface between syntax and phonology
6. Inversion: metrically induced transformation

7. Toward a grammar of recitative rhythm

I. Syntactic Typology

In the preceding section, we postulated metrical structures outlined in
(24) in order to account for tonal counterpoint. It turns out that the same
metrical scheme holds the key to the understanding of another fundamental
property of Chinese verse, namely the syntactic construction of the poetic
line. To simplify the exposition, let us begin by noting that the basic meter
in most poetic conventions is either duple or tyiple.* This means that the
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basic thythmic patterns of the seven and five syllable lines are [12/34/ /567]
and [12// 345}, with °/’ indicating a minor (potential) pause, and ¢//’marking
the major (caesural) pause. The last three syllables form one metrical foot,
regardless of whether they branch right or left. In other words, the thythmic
patterns are as follows:*2

(30)...

[All examples and figures, keyed to the numbering in the text,
are found on separate sheets immediately following the text.]

This rhythmic pattern imposes certain restrictions on the grammatical
organization of the poetic line. In‘two earlier articles (Chen 1979, 1980), I
demonstrated how this observation is borne out by a small sample of
heptasyllabic regulated verses taken from the well-known Three Hundred
Tang Poems. While the strict rules of tonal counterpoint are relaxed in
other poetic genres, the same regular thythmic flow characterizes many other
types of popular verse. To illustrate, I will sample the first hundred lines of
Liang Shan-po Chu Yingtai fu-fu Rung-shu huan-hun tuan-yiian chi
( 1AM 3EH 0% 5 E E5EEED )in the ku-ch'ih §5 5 format™? Each
verse is seven syllables long. Cut of the hundred lines, 50, exactly half, show
the syntactic tree strcuture of (31), and 26 exhibit the organizational design
of (32): '
31)...
32)...

It is remarkable that over three fourths (76 out of 100) of the verses belong
to either type A or type B. In this respect the ku-ch’ih is virtually
identical with the high-brow regulated verse of the Tang period (for which the
figures are 51 and 29 for types (31) and (32) respectively — see Chen 1979).
These syntactic types owe their high frequency to the close fit between the
thythmic and the syntactic divisions, both being [12/34/567]. The
preponderance of matching metrical and grammatical configurations is one
of the many manifestations of a fundamental principle of man’s cognitive
organization. This principle of congruence explains why it is difficult, if not
impossible, to perform tasks like the following: (a) waltz to a 4/4 beat; (b)
sing the lyrics of the national athem to the tune of America the Beautiful,
{(c) read in a rapid sequence color terms presented in a conflicting color
(e.g, the word ‘blue’ printed in red, the word ‘yellow” written in black, and so
forth); (d) correctly identify words spelled out in spatio-temporally conflic-
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ting orders (e.g., using the ordinal numbers to indicate temporal sequence, in
C-A-T the left-to-right spatial array coincides with the temporal
sequence in which the visual symbols are presented, for instance, flashed on a
screen; in A-C-T for ‘cat’, on the other hand, the temporal and the
spatial arrangements would be in conflict); (e) simultaneously draw a circle
with one hand and a square with the other; (f) play a passage (reproduced in
part in (33) from Chopin’s Fantaisie-Impromptu IV, which combines a
compound duple meter on the top and a compound triple meter on the
bottom.
(33)...

Examples could be multiplied. But the moral is clear: Humans perform
best at those tasks that involve compatible parallel cognitive structures.
This is true cross-modally: movement/auditory in (a), verbal/musical in (b),
semantic/sensory in (c), spatial/temporal in (d). It holds true intramodally
as well: spatjal in (¢) and temporal in (f).

Notice that I use the adjectives ‘compatible’ and ‘parallel.” Point by
point identity is obviously not required. Thus even a 5 year-old child
can handle simple time divisions,say, in a Mozart Minuet. In fact, artfully
controlled mismatches create precisely the kind of pleasant surprises and
aesthetic interest that distinguish, say, Shakespeare’s sonnets from Mother
Goose Rhymes, or Chopin’s masterpiece from a four-square melody like
Twinkle, Twinkle, Little Star, however charming the latter may be. Similarly,
the syntax of verse, regulated or otherwise, need not fit into the thythmic
pattern of a seven-syllable line. Turning back to the first one hundred lines of
Liang Shan-po & Chu Ying-tai, the remaining 24 lines depart from the
protofype in various ways. In order of frequency we find the following:

4)...
35)...
36)...
G7...
38)...
39)...
40y...

Notice in (34-40), the syntactic divisions do not coincide with the
thythmic breaks. I mark the points of mismatches with a circle. Such
discrepancies occur guite frequently (24 out of 100), and are well within the
permisible bounds of metrico-syntactic tension. In Chen (1979) 1 proposed
a way for computing the index of poetic tension, roughly as follows:
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{41) a. Metrical complexity increases with the number of mis-
matches. ' : '

b. The lower the point of mismatch on the hierarchical
tree, the greater the resulting metrical comp]exity.4'4

Thus (34) is metrically more complex than (36). There is some empirical
support for this index of metrico-syntactic tension. However, if taken
seriously, it should correlate with frequency distribution patterns. This
expectation is not borne out, at least not by the small corpus we have
examined. For instance, the more complex type exemplified by (34) in fact
occurs more frequently (7 instances) than the metrically more conguruent
(37). But a more fundamental consideration has convinced this author that
metrical tension must be measured not by superimposing the metrical grid on
the syntactic trees and count the mistatches, but by comparing the metrical
structure with the ‘phonological phrases’, which are defined in reference to
surface syntactic trees, but do not stand in a one-to-one relation to the
latter.* I will elaborate this point in the next section.

II. Poetic Rhythm: The Interface between Syntax and Phonolgy

It is only in recent years that linguists have seriously come to grips
with the question of what principles determine the way we break up a long
sentence into shorter units of utterance marked by (potential) pauses and/or
intonational cadence.’” This question remains one of the most intriguing
and challenging problems involving the interfacing of syntax and phonology.
While the principles governing phrasing (cf. the analog in musical perform-
ance) or the breaks between rhythmic units referred to variously as
‘phonological phrases’, ‘breath groups’, ‘sense qroups’ etc., are still poorly
understood, it is factually true that one can read each of the lines given in
(34-40) with pauses at the right places, namely after the second syllable and
at the caesural juncture. As far as verse recitation is concerned, the following
phrasing rules seem to apply — in the order given:

(41) Phrasing Rules
a. IC (Immediate Consitituency): Link immediate constituents
into disyllabic feet _
b. DM (Duple Meter):  Scanning from left to right, string
together unpaired syllables into binary feet.
¢. TM (Triple Meter): Join any left over monosyilable to a
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neighboring binary foot according to the direction of
syntactic branching.

To illustrate how these phrasing rules insure a regular pattern of rhythmic
flow despite a wide variety of syntactic constructions, consider line 39
of the corpus already given in (34):

(42). ..

By IC, Yian-wai B4\ and paopei EHE form two disyllabic feet
(symbolized by the ‘tie’ L1 ). At this point, @ ¥ , ju#y and chén¥: remain
free therefore, scanning from left to right, DM joins ai and ju into a binary
foot. The only left over monosyllabic chén ¥  si syntactically a left over
branch consequently it attaches itself to the latter to form a triple ‘super-
foot’ purseant to TM. The result is a [12/34/567] pattern. This simple
procedure generates just this kind of desired rhythm in every verse of the
100-line corpus under discussion.

In fact, the applicability of the phrasing rules proposed here extends
far beyond the limited corpus in quesion. I have systematically coilected a
sample of syntactically ‘dissonant’ verses in all readily accessible works
dealing with the structural aspects of Chinese verse. The phrasing rules can
account for most of the data that have come to my attention. Here is an
interesting couplet by Du Fu:

(424). ..
This kind of verse structure is generally regarded as deviant because of
the highest syntactic cut occurring in the middle of the second foot (be-
tween the third and the fourth syllable), and arching over the caesural point.
However, in reading aloud these two lines, the grammatically distant words
wang #8 + chitk and chuan f& + tsung % join to form two disyllablic
rhythmic units with no apparent jarring effect. In fact similar lines are
quite common. Liu Zong-yuan’s couplet quoted beolow parallels Du Fu’s
in terms of syntactic tree configuration:

43)...
Here is another couplet, this time pentasyllabic, written by Hsieh Ao. &%

(44)...
The second line of the couplet is uniformly right-branching from a syntactic
point of view. This somewhat unusual structure is in no way deviant rhyth-
mically speaking, given the rules of phrasing I have proposed. The fair
frequency of lines like (42, 43 and 44) is exactly what our phrasing rules
would predict.
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The same rules also predict that verses like the following either are highly
unmetrical or are subject to reinterpretation. Here is one line quoted by S.
Liu (1976) as exhibiting a deviant [123/45] rhythm:

45)...

I strongly suspect that the word shang |- should be analysed in this
case as the main verb (intransitive), parsed as ‘rise’, so that the line should
be construed as (46):

(46) ...

So interpreted, the line is perfectly metrical. The word order under this
interpretation is inverted, but not unusual. Consider this next couplet by
Ku Kuang ggi7 : ,

(47) ...

If we parse Ku ssit &7 % and yin lang l%)jﬁi as modifiers of the subject
nouns pei 72 and hua Z respectively (as supposed by translation A), pei
and hua Z would criticize with the first disyllabic foot to form at tri-
syllabic ‘super-foot’, giving rise to an anomalous [123/45] rhythm. However,
it is not only possible, but also preferred, to scan these lines as [12/345] with
a pause at the usual caesural break. This is so because they can be parsed not
as subject/predicate sentences, but as topic/comment constructions, with ku-
ssif 53 and yin lang [& R setting the scene, about which pei héng ts'ao

FRHEEL and hua tsa t'ai EHEE are descriptive comments. To put it
another way, we are invited to see the scene through the poet’s camera,
which first takes in the overall picture of a decrepit temple, pans to stone
slabs lying about among the tall grass, moves inside the dark and damp
corridors and zooms in on the drawings on the walls, now marbled by cree-
ping moss. This view-through-the-range-finder technique of verse making is
exploited to its fullest in Chinese poetry {(cf. Yip 1974 among others).

Finally, there is one couplet crafted by the inimitable Du Fu which does
not lend itself to the kind of reinterpretation suggested above.

(47A). ..

At first, one might interpret peidk as the adverbial modifier of
tzu yii E 7 |, so that the first line of the couplet might read as some-
thing like “The bugle sound in the endless night sadly murmurs to itself.”
This parsing is faulted by the second line, where hao ¥ cannot function
as the adverbial for shei kan #£& . Given the syntactic parallelism that

typically ties two lines of the same couplet, pei 3£ of the first line
ought to be interpreted as the verb of yung yeh chizo shéng * 1% B'& .
This being ~the case, pei #and hao §f must cliticize leftward, as
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indicated cated by the direction of the branching of the syntactic tree,
and form a trisyllabic foot with chizo shéng f378 and yiieh sé B respec-
tively.  The resulting rhythm would be [12/345/67], which is clearly
unmetrical. In principle, it is possible to regard chung tian yileh sé h & A
& as the topic, about which hao shei kan iF3E comes as a comment,
Under this interpretation, the second line reads as: “The moon in mid sky,
it is beautiful, but who is there to enjoy it? ” But this would render the
syntactic symmetry between the two lines less obvious. In any case, we have
three options. We may simply say that (47A) is anomalous, exceptional.
Indeed, verses like these are rare, though other instances can be found. Here
is one:

(48). ..
In the case of the second line of this celebrated couplet by Bo Ju-yi
the syntactic bracketing is incontrovertible: ch’ui Vg goes with ch’un 7= feng
J& . The Triple Meter rule (TM) would then create a[123/45] cadence.
The second alternative is to- revise our TM (Triple Meter) rule. . As originally
formulated in (41), TM is dependent on syntactic constituency. Suppose
we relax this tie, and reformulate the rule as follows:

(49)...
The phrasing rules thus revised would then generate the correct cadences:

(50)... :

5.
The revised rules take care of all problematic cases, while remaining
consistent with the corpus of verses considered so far. One last option is to
have the original version of TM apply optionally just in cases like these.
Note that the revised TMR produces g [12/34/567] and a [12/345] thythm
for lines (50) and (51) respectively. It has been observed that lines like these
have alternate readings in four and three rhythmic units, namely [12/34/5-
{67} and [12/3-/45] respectively. The dash after 5 and 3 indicate a prolon-
gation of the preceding syllables (cf. L. Wang 1957; J. Liu 1962). The
prolongation of these single syllable feet follows from the principle that the
basic poetic meter is either duple or triple. Single beat foot cannot stand
alone. It must either cliticize to a neighboring binary foot (as per TM or
TMR), or else it must be held over a second beat by way of prolongation,
a process which I will refer to as Limping Foot:

(52)...
LF must be ordered after TM. It follows therefrom that the only condi-
tion under which LF can apply obtains when TM or TMR is optionally
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skipped ovef. LF, in other words, applies by default, as it were, to insure the
well-formedness of the metrical foot. The rhythmic patterns (53) and (54)
produced by the combination of the phrasing rules developed thus far are

empiricaly observable in actual verse recitation.’ 2
(53)=(50) ...
G4)=(s1)...

We now come to the last, and rarest, type of verse from the viewpoint
of syntactic typology. I cited one such example in Chen (1979 and 1980).
In my preliminary survey of sources and secondary literature, I have come up
with only 5 such bona fide examples. Here I reproduce two couplets, one
heptasyllabic, the other pentasyllabic:

(55)...
(56) ...

I have characterized such oddities as ‘foot-straddling’ lines. What sets
(55) and (56) apart is the fact that two syntactic immediate constituents
straddle the line dividing two rhythmic units. In fact, in both cases, the
lowest immediate constituents find themselves separated by the caesura. Of
necessity, these verses give rise to anomalous rhythmic sequences. To show
how this is so, we will again use the numerals to stand for the corresponding
syllables.

B7...
(58)...

(57) and (58) show that not only the surface syntax but the resulting
rhythmic pattern of these couplets conflict with the basic metrical
organization of the poetic form. There is no plausible way to reformulate
our phrasing rules to accommodate these anomalies, and we will content
oursélves to recognize these as unmetrical. As I mentioned before, such
unmetrical lines occur only sporadically (5 instances in all, as far as my
informal, though quite extenive sampling goes).

One caveat to the above statistical observation. One major Tang writer
is known to have deliberately taken exception to the poetic conventions I
have described in this section. In his reformist zeal worthy of a Savonarola,
Han Yu not only chastised what he considered as decadent ‘parallel prose’
( B B8 ) fashionable during the Han, Six Dynasties and early Tang, but
also proceeded to compose austere ascetic ‘prosaic poetry’ (vi wén ju shih
DI~ A & that broke away from generally accepted canons of taste. It is
remarkable that even in the entire opus of the non-conformist Han Yu,
there are only a small handful of foot-straddline lines, of which (59) is an
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example:
(59)...

By virtue of the phrasing rules we have established, the only possible
scansion results in a [123/45/67] pattern. In an extraordinarily perceptive
passage, the commentator Chao Yi #3%% (1727—1814) remarked that such
“three plus four” verses are so odd and isolated (ch’i-p’i 25 3 ), that they are
“unreadable” (chung pu k'¢ tw £ F[#1), and as a result, no one had tried
to emulate Han Yu in writing this kind of rhythmic poem. (see Tai 1976,
vol 2, p. 1075)°3

I will conclude this section by recapitulating the results of our inves-
tigation in the last two sections. In our survey of pentasyllabic and
heptasyllabic verse, we find the following types in terms of ‘goodness-of-
fit” between poetic meter and grammatical structure as mediated by a set of
phrasing rules:

Type A: Perfect match, as in (31), which accounts for about 50% of
the corpus.

Type B: Foot-preserving, as in (32), where the lowest syntactic
immediate constituents are also metrical ‘foot-mates’, even
though the higher syntactic bracketings may not coincide
with the caesural break. About 26% of the sample belong to

~ this category.

Type C: Metrically congruent. The syntactic contructions of examples
(3440, 42-51) do not per se mirror the metrical structure
of the line, but lend themselves to a rhythmic scansion consi-
tent with the foot-division in accordance with the phrasing
rules formulated in (41, 49, 52). About 24% of the verses
examined can be so characterized.

Type D:Unmetrical. Foot-straddling lines like (55, 56, 59) are in-
compatible with the poetic thythm, with or without the mediat
of phrasing rules. Lines of this sort are, not surprisingly,
extremely rare.

It goes without saying, Type A and B lines are, a fortiori, also metrically
congruent. Therefore, one may say that the minimum for malrequirement of
verse is metrical congruence as defined by the phrasing rules. One may also
regard A-B-C-D as an increasing order of metro-syntactic tension.
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IN. Inversion: Metrically Induced Transformation

In the preceding sections we have seen how canonical thythmic patterns
predetermine the grammatical structure of the verse line. In this section
I will attempt to show that the same prosodic constraints lie at the roots
of certain syntactic transformations peculiar to poetry. One such transfor-
mation is word order inversion. Generally speaking, literary anélysts either
see in such device a grammatical artifice intended to create some (often
ill-defined) rhetorical effect, or simply dismiss it as an instance of poetic
license. While undoubtedly there are whimsical elements in the poetic
process, I contend that far from occurring randomly, grammatical inversions
are resorted to by poets, in an overwhelming majority of cases, by precisely
definable prosodic exigencies.

Du Fu’s couplet (60) serves as the stock example of tao chuang chii
Z:4) in just about ervey tretise on Chinese poetry. Unfortunately, these
celebrated lines are notoriously opaque, and have defied a rational interpreta-
tion that any two critiques can agree on.

(60) ...
Let us look instad at another, far more transparent, instance of
inversion. The syntactic structure of Chéng Ku’s &l % couplet is specified in
(61).

61)...

Each of the two verses involves both inversion (I) and discontinuous
(D) grammatical constituents. For instance, ch’iu yiian FK36 acts as a
modifier and, ought to, in normal speech, immediately precede the locative
expression it modifies, namely lin hsie % F (‘under the trees’). By the same
token, lu FE (‘deer’), being the subject of the verb. phrase ting ching 55 &
(‘listen to Sacred Books), should come before the latter in the usual SVO
(subject-verb-object) order. Instead, we see that not only the relative word
order of ch’iu yiian and lin hsia are reversed, but also they are separated by
t’ing ching, which is the preposed verb phrase of the subject /u that, unex-
pectedly, closes the line. The second line of the couplet parallels the first in
both inversion and discontinuous grammatical constituency. Restored to
their ‘pristine’ natural state, the couplet should read as (62), as in fact sug-
gested by Li (1935, 45)

62)...
Notice, however, both lines of the couplet in their usual word order
would be characterized as ‘foot-straddling’ and, by virtue of the phrasing
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rules, call for a [123/45/67] cadence that is incompatible with the canonical
thythm of heptasyllabic lines, as shown in (63):

63)...
On the other hand, when the word order is inverted, the phrasing rules
create a [12/34/567] rhythm in synchrony with the prescribed metrical
flow:

64). ..
Similar instances of inversion are not hard to find. I will cite only two
further examples. The inverted couplet, as designed by *he poet (quoted in
You 1970, 62) lends itself to a natural [12/34/567] recitative rhythm.
However, when the normal word order is reinstated, the couplet (65b)
would give rise to dissonant scansion [123/45/67], involving a metrical
foot straddling the caesural break (positions 4 and 5). Finally, this couplet
(66a) as it came out of Du Fu’s pen scans perfectly, but when restituted to
its natural, albeit prosaic, word order as suggested by the intended meaning®*
the couplet would produce a jarring rhythm of [123/45] by virtue of TM,
which cliticizes shéng /&= and s A to the preceding binary feet.

I argue in Chen (1979, 1980) that poetic inversions do not occur as
random instances of poetic license; quite on the contrary, they are called
into play by the stringent constraints of poetic prosody. To put it different-
ly, such inversions are metrically induced grammatical transformations.
Since then new evidence has accumulated that lends further support to this
claim. In order to gain a broader view of inversion as a poetic device, I have
examined the text of Liang Shan-po Chu Ying-tai fu-fu kung-shu huan-hun
tuan-yiian chi already allured to in section 4. Excluding the decasyllabic
interludes, this ku-ch’ih &% 57 consitsts of 2,939 heptasyllabic lines written in
the familiar [12/34/567] meter.®? Discounting the object-preposing ‘ba-
constructions’ 851 , optional topicalizations, and certain other dubious
cases, I counted 60 inverted lines. Out of the 60 cases of hyperbaton and
anastrophe, 43 are rhythmically induced, 5 are motivated by the rhyming
scheme, 11 are metrically ncutral, and there is one single case which is
thythmically: negative in that inversion increases the metrico-syntactic
- tension. See table in (67).

©7)...
Here is a small sample of inversions clearly motivated by the rhythmic
exigencies:

(63)...
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All three inverted lines are rhythmically regular. The univerted lines
(parenthesized), on the other hand, are rhythimcally deviant, reguiring a
[123/45/67] or a [12/345/67] scansion in accordance to TM. Notice in
particular the teng 2 of uninverted line (68c) is syntactically allied to
pai ling (%% , and therefore adjoins the latter to form a three beat measure-
by virtue of TM thereby creating a [12/345/67] pattern. All three univerted
cases involve footstraddling across the rhythmic break between the second
and the third or the fourth and the fifth syllables.

I have interpreted the category of rhythmically triggered inversions
rather strictly. In (69) either word orders are rhythmically congruent.
I have therefore classified these instances of inversion as thythmically neutral.
However, such inversion tends to strengthen the caesural break. The caesural
pause tends to be more pronounced in (69 a, b, ¢,) as compared to (69 a’, b’,
¢). If we took this caesura-reinforcing effect into account, the proportion
of rthythmically positive inversions would increase appreciably.

69)...

There is another fine detail worth noting. Superficially, line (71) is
metrically neutral, inverted or not. However, ‘masculine’ lines — namely
verses with a downbeat on the final syllable — are favored over the ‘feminine’
lines (with a weakly stressed or unstressed final syllable) in all poetic forms,
at least in the Chinese context. Bearing this in mind, observe that the
uninverted line (702”) would end in shén shé-t'ou {RETR (‘stick out the
tongue’), where -f'ou, being a suffixal bound form, is inherently atonic or
unstressed (indicated by the apostrophe *’ * over it). (70a’) is a feminine line.
Its inverted version (70a), on the other hand closes with shé-t'ou
shén. 59R{H where shén {8 functions as the main verb, and therefore carries
the primary accent. This word arrangement insures a masculine line.

Inversion serves other metrical functions as well — in particular to make
rhyming possible. There are five such examples in the 2, 939-line corpus; two
are cited below:

7y ...
The normal compounds chéng chia BB (‘truefalse’) and fén hao
45 Z (‘hundreds-thousands’) are metathesized in order to make the lines
thyme with others that end in words like chénlig (‘anger’), shén £ (‘body’),
wen 3 (‘letters’) etc.®>

In short, it becomes apparent from the evidence presented so far that in
an overwhelming majority of cases (over 80%) of our sample), the
grammatical artifice of word order inversion serves clearly identifiable
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metrical functions: (a) to maximize the ‘goodness-of-fit’ between syntactic
divisions and rhythmic breaks, as mediated by the phrasng rules; (b) to
increase the preponderance of ‘masculine’ lines over ‘feminine’ lines; and (c)
to insure end rhymes, )

Some recent studies in Western poetics have enhancéd my confidence
in the correctness of my findings. In his analysis of Shakespeare’s Hamlet
and Sonnets, totalling 4, 906 verse lines, Youmans (1983) documented 503
instances of word order inversion. Of these 389 instances (or 77.3%) are
metrically induced in the sense used in this section. These figures come
remarkably close to our own (71.7%) given in (67). Two examples are
given below for illustration:

{(72)...
Only 22.7% of the cases are metrically neutral or negative. Youmans
refer to these cases as ‘emphatic inversions’ as opposed to metrical inversions.
The figures in (73) are based on Youmans’ analysis.

(73)...
In (73) the 152 inversions found in the Sonnets exclude those instances
that are thyme-induced. If we include the latter, the subtotal for the Sonnets
would be 763, out of which 611 are directly attributable to the necessity of
rhyming, and 119 others motivated by the accent-based meter. The total of
rthyme or meter induced inversions would be 721, or 94.5% of the total (763)
in the Sonnets!

Youmans (1983, 76) was also. careful in pointing out that “syntactic
inversions tend to exaggerate syntactic junctures”. Asa consequence, strate-
gically placed inversions have the effect of strengthening the caesura. He
cites the following example (where the caesura is marked by ##):

74)...
The observations make apropos of (69) and (74) had been anticipated by
Lord Kames alluded to in the introduction, who made this remarkably accute
comment: “many words which cannot bear a separation in their natural
order, admit a pause when inverted” (p. 139). He cited a fair number of
examples.  Three will suffice (For further examples see Dillon 1975 and
1977):

{(75) ...

In conclusion, it is fair to say that most styntactic inversions perform
a metrical function.. This is true of classical Tang poetry as well as of various
popular verse forms. It is paralleled by Western poetic tradition, notably
Shakespeare. I hasten to add, that not all syntactic inversions are attributable
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to metrical exigencies. Goran Malmgqvist (personal communication)
pointed out to me, for instance, that while (63) and (64) may be equivalent
in terms of truth value, they create drastically rhetorical effects. More
precisely it is well-known that preverbal subjects have a definite reference
while postverbal subjects do not. As a consequence, the non-inverted lines
of (63) are to be interpreted as saying something about a particular deer or
a monk previously referred to or identifiable from the context. In contrast,
the inverted couplet of (64) consists of ‘presentational’ propositions, where
the deer and the monk form part of the overall picture rather than occupy
the focal position around which logical propositions are organized. To put
it somewhat more suggestively, if less precisely, whereas line (63b) makes
a statement about the daily chores of a monk in a close-up as it were, (64b)
paints a sweeping panorama of the sun at dusk setting'over the rippling
horizon, against which silhouettes the lone minuscule figure of a monk.

Commenting on Chen (1979, 1980), J. Liu (1980) emphasized the
non-metrical effect of inversion. Specifically, Liu ascribes to inversion the
rhetorical effect of suspense and surprise created, for instance, by reversing
the narrative order of cause and effect. 1In reference to a couplet like (76),
he writes: “‘each line first presentis a sense impression [the rustling of
bamboo, and the movement of lotus] and then identifies the cause {returning
laundry women and the putting to sea of fishing boats], thus creating
suspense.” (J. Liu 1980, 176).

(76) ...
Perhaps I can cite a more dramatic example. In the quatrain given below
(77) Du Fu starts with the farewell scene, and ends with the journey the
night before, reversing the time sequence of the events depictied by the four
lines. This technique is reminiscent of the movie Betrayal, in which the story
is-told in reverse chronological order: ¢#

an...

Admittedly, hyphberbaton and anastrophe involve more than purely
metrical considerations; nonetheless, the statisticl evidence presented here
forces upon us the inescapable conclusion that grammatical inversion more
often than not serves a precisely definable metrical function.

Notes

4-1 This generalization seems to hold not only cross-culturally, but also cross-modally..
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42

44

4-5

5-1

5-3

6-1

6-3
64

TAMKANG REVIEW

In music for instance, the duple and triple meters are known as simple meters,
from which all other compound meters are derivable. Thus, 4/4 = 2/4, and 6/4 =
3/4 + 3/4, while 5/4 = 2/4 + 3/4, or 3/4 +2/4.

I use a triangular shape to indicate that the internal unit is neutral (metrically or
syntactically) with respect to right or left branching.

Ku-ch’ih in its ‘spoken’ variety is best described as rhythmic recitative, accompanied
by regular beats of the clapper. Each line is either seven — or ten — syllables long.
The heptasyllabic line has exactly the same rhythmic pattern as the regulated
verse, namely [12/34/567]; the heptasyllabic line, on the other hand exhibits a
3-34 cadence: [123/456/78910). For the sake of easy comparison, I will deal
exclusively with the seven syllable lines,

See Chen (1979, 410ff) for discussion of the logic behind the stipulations given in
(41), esp. for part {b).

The asymetry between the depth of surface syntactic cut and the hierarchy of
preferred intonation breaks was noted, for instance, in Chomsky-Halle (1968, 372)
Since Bierwisch’s (1966) first attempt little progress had been made until Selkirk
(1980) and Nespor-Vogel (1982). I deveoted to this problem a large part of my
two graduate courses (Winter and Spring 1983), and benefited from classroom
discussion in these courses.

To simplify the presentation, I use numbers as place-holders for the corresponding
words already given in (50). and (51), I will resort to this expository device as the
needs arise.

Luo 1977 contains interesting discussions of Han Yu’s poetry. Unfortuntely, this
work is vitiated by uncritical editions and typos. For instance, sentence quoted
in (59) comes out as HHHE B[N &5 ,which becomes uninterpretable.

Wu Chan-tai (M2ffz # ) paraphrased Tu Fu’s couplet (66) as follows: S2/8 ZE L1l
WRZE ZREAMESZHR -

(Quoted in Y. Huang 1976, 116) Cf. comments on these lines by J. Liu (1980).

I have chosen this paticular ku-ch’ih over classical Tang poems on account of the
former’s simple, unadorned diction and style. In contrast with classical verse, the
bulk of ku-ch’ih consists of thythmically regular thymed prose. This eliminates
most of the ambiguities and complicating rhetorical effects found in classical
poetry,

For further examples, see L. Wang (1957, 286).

Ben Kingsley the role of the cockolded husband in this movie, which was recently
revived in the wake of the protagonist’s meteoric rise to international stardom
following the success of the Oscar-winning epic Gandhi.

Examples keyed to
the text

(24)

123 456 7 1 2 3 45 6 7

A Right-branching B. Left-branching
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GO
12//345

12 /34 //567
seven syllable line B. ‘fire syllable line

(31) 50 instances (32) 26 instances

AR 3+ KN F

Note: A circle signals a point of
mismatch between the metrical and
the syntactic structures. Cf. (34-

NN B 40) below.
(33) F. Chopin
Fantaisie-Impromptu IV
(please refer to standard editions)
(34) (7 instances) (35) (7 instances)
AN EWMPE ® OB OfEE K& D
(36) 3 mstances) : 37 (2 instances)

; e ; %ﬁ%%&ﬁuﬁ'
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(38) (2 instances) (39) (2 instances)
/ \ )
BT E & 31 & A ‘ EFEEREZABER
40) (1 instance)
/

Boom®E Y BRu

(41) a. Metrical complexity increases with the number of mismatches
b. The lower the point of mismatch on the hierarchical tree, the greater the
resulting metrical complexity.[4-4]
(41A) Phrasing Rules
1. IC (Immediate Constituency): Link immediate constituents into disyllabic
feet
2; DM (Duple Meter): Scanning from left to right, string together unpaired
syllables into binary feet
3. TM (Triple Meter): Join any left over monosyliable to a neighboring binary
foot according to the direction of syntactic branching

(42) (424)
y BAME E£EET
EANAF mB EER E X M # R B X
— L i L L Ic
L1 DM L DM
[ ™ L1 1™

(AN N NS S I Result [ ] | Resuit
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@3) BWEETER » LR IEE

44)
¥ R & 2 % & n | ik A&
1 L1 IC
| L DM
| | L 1 1™
| | | L1l | Reslt
“5) : 46)
% B E W /A B kW
e I c L — IC
| TM (DM =na) L TM (DM =na)
L1 L__ -1 Result I S SO | Result
‘A single strnad of smoke on the ruin’ na = not applicable
‘A sinle strand of smoke rises over the
ruin’
“n

A. ‘The steles of the old temple lie
among the grass; and the paintings
on (the walls of) the shady corri-
dors are mixed with moss’

B.  (Around) the old temple, steles lie
among the grass; (on the walls of)
the shady corridors, paintings are
mixed with moss’
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474) 48)

X HmEEE S A /<<X\

mE AGIFHESE ok B AE BERKRX A&
(49) TMR (Triple Meter, Revised)

3. Join any left over monosyllable to the binary foot on the right
(50) = second line (51) = second line

of (47) of (48)
/&\ K<\
mXRAEBFES OB IR X A&
I |1 | L | Ic . ! IC
L .1 TMR (DM =na) L TMR. (DM = na)

L Y I | Result L L1 Result

(52) LF (Limping Foot)

4. Add another beat to a left over monosyllable to form a binary foot

(53) =(50) (54) =51
/\.
12345617 1 2 3 45
l—— 1t L i Lt 1C 1 [ icC
— DM (na) ——— DM (na)
A TM (skipped)" S TM (skipped)
5= LF (3 LF

| S [ WU B S

Result

L1 L__1 L __J Result
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(55) , (56)
: ﬁ EBIE =
\/ & \ﬁ)ﬁ Eig
st st
(57) A (58) = (56)
12 /34 /567 12 /345
J - L+ L IC L1 1 IC
e DM (na) PR DM (na)
| ™ [P ™
—— LF (na) — LF (na)
L 1L ¢l | Result | I B B | Result
59 GO EBREFTEERER
/>>\ B EE 2R AR
2 N2 B &
®61) I,D I,D 62)
TR Kot B BB (ROK KT
TEmEyB@ e % ()Y BT
st st
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(63

a  FEESAR () BT
b BREE(R)YEILE

TAMKANG REVIEW

(64)

a MR
b maREsGR

- L ic L ‘1C
——— DM (na) —— DM (na)
| S— ™ | I ™
 S—— [ B Result Lo L dt 1 Result
65) (66)
LMMEITRERN e EMEEE
BRIERE TR TEARR
J AN S U S S| J SN B S
b EEWIT A bEEAE (M) e
A EE BRI BEA (M) &5
[T S N L [
(Mﬂ@g@mmamwwm“4Qmmm§gf@m%%@@ﬁﬁ )
Total lines: 2,939
Inverted lines 60
Rhythmically induced inversions 43 (71.7%)
Rhyme induced inversions 5 ( 8.3%)
Rhythmically neutral inversions 11 (20.0%)
{68)
a. (L2EEDBREHR )
(e g e VERSG (R o
b. (LOBNLBIF P )
B4 B =he Fir
¢ A WmF BT (LCRTBOEET )
| E— e e I iy S f S—|
(69)
a Jel B& REE (L 2BBRTELAREE)
J SN G SRS T S J NS O SRS R S
b. g A TeE#E (e = AETERE H
1 b1 L | SRR 3 G by S |
o fKEB =¥ BER (LB =4 RBES )
A B S B D A R A
a0 :
a Bt HER S (¢BTERMER)
[ D S R SRR [ N
an

L _HEBEEER

LA NEHTES



(72) a.

(73)

74)

(75)

(76)

LITERARY TASTE

When rdcks imprégnablé are ndt so stdut

(<< a> When impregnable rocks...)

b. Concéit in wéakest bbdies strongest works

{< b’ Conceit works strongest in weakest bodies)

Hamlet Sonnets
Verse lines 2,751 2,155
Inversions 351 152
Metrically induced 279 (79.5%) 110 (72.4%)
Metrically neutral 63 (17.9%) 36 (23.7%)
Metrically negative 9 (2.6%) 6 (3.9%) .

a. Do you not come ## your tardy son to chide
(< a’...come ## to chide your tardy son)

a. As with cold lips #4 1 kiss'd the sacred veil
b. Full in my view #4 set all the bright abode
c. With words like these ## troops Ulysses rul’d

TreE B b &
EET #EA

247
(Son. 56. 2)

(Ham. 5. 1. 223)

Total

4,906
503
389 (77.3%)
99 (19.7%)
15 (3.0%)

(Ham.-3. 4. 106)







