‘Rhyme in the Yiian Dynasty
Poetic Suite (T’ao-shu)*

Elleanor H. Crowr:

Tao-shu (£ 1), both lyric (# &, san-t 20) and dramatic ( B & Bk
£ , Chii-tao or hsit’a0), are suites of songs ( B , ch %) normally unified
by mode, thyme and content, and involving at least two different song
patterns ( fif , chipai). A sant'ao is a self contained composition;
the only addition to it seems to be an occasional prose introduction — some-
thing also used in earlier poetry. A dramatic 2o is the sum of the arias in
one act of a drama excluding dialogue and stage directions. The song patterns
name pieces of music which existed in the public domain and to which the
song writer or dramatist composed lyrics. These patterns determined the
thythmic prosody and the thyme scheme of each song.! In some cases,
song patterns with the same name differ in their lyric and dramatic forms.
None of the music to which these compositions were written is extent but it
is helpful to keep firmly in mind that all of this material was musical and
was written for some kind of performance.

* The material in this paper is drawn in part from the author’s dissertation, “The
Yian Dynasty Lyric Suite (San-t'ao): Its Macrostructure, Content and Some Com-
parisons with other Ch’i Forms,” University of Michigan, 1974. Hereafter referred
to as CROWN. Parts of this study were presented at the 1978 annual meeting of the
American Oriental Society. The san-t'ao considered here are those 429 suites con-
tained in Sui Shu-sen ed., Ch'ian-yian San-ch’l, ( &JGEH#E ), 2 vols. (Peking:
Chung-hua, 1964) subsequently referred to as CYSC., When referring to dramatic
material I have used the numerical listing system in William C.C. Hu, ‘A Bibliography
for Yian. Opera,” Occasional Papers, no. 1 (Center for Chinese Studies, University
of Michigan, 1962) for the two standard drama anthologies, Tsang Mou-hsun (B 18)
ed., Yian-chii Hsiian ( 50 ), 2 vols. (Shanghai: Shih-chieh, 1936) and Sui Shu-
sen ed., Yian-ch'i Hstian Wai-p’len ( 7GEHiESM4R ), 3 vols. (Peking: Chung-hua,
1969), subsequently referred to as YCH and WP respectively.
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Although we have little information about the actual musicality of
Yiian-ch’i, we do know that the music was modal. A t’e0-shu was composed
in a particular mode and most contain only those ch’%-pai which are tra-
ditionally classified under that mode. Still, a significant number of san-t ‘a0
and chi-t'ao contain arias and sets of arias “borrowed” from other modes.
There are twelve modes in which extant lyric suites were written.”? Only
nine of the twelve are found in dramas.

Rhyme is one unvarying clement in ¢2o-shu. In both lyric and drama-
tic 2o, one rhyme must be used from beginning to end. This does not
mean that every line invariably rhymes with every other line, but that the
line-end characters of every rhyming line should belong to a single rhyme
class. When summarizing the basic differences between san-t'zo and hsiao-
ling (/IN4),® Jen Na (4 3R) states,

Their difference is not that one is large, the other small, that one is short,
the other long, that one is unitary, the other multiple, that one
has a coda, the other has none; hsiao-ling, whether they are single or
multiple, have a separate rhyme for each stanza; san-t’ao, whether iley
are short or long, must use a single rhyme throughout the entire t'ao.4‘

Rhyme in tzo-shu can be examined from two points of view, pho-
nological and artistic. Westemn and Chinese scholarship has until very recently
been preoccupied with questions concerning the former. The rhyme cate-
gories, their derivation from and relationship to rhyme classes of earlier
eras, and analysis of the only important Yuan dynasty rhyme book, the
Chung-yiian Yin-yin (th B2 ),° and its relationship to the actual spoken
language, have all been treated (quite properly) as raw materials for pho-
nological studies.

But, what has been neglected to a great extent I call the functional
aspect, that is, the literary function of rhyme within the genre under con-
sideration. Rhyme patterns have been carefully analyzed by traditional
scholarship and reexamined by modern scholars for earlier poetic forms
including Zi-shih (B 5F), chieh-chii (386)) and tz’u ( &), but the ch’%
was considered for some time beneath the dignity of classical scholarship
and perhaps because of this was dismissed (with more haste than good sense)
by modern research as a genre in which rhyme is expected at the end of
every line.® Rather than examining a substantial body of poems to determine
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whether or not thyme patterns emerge, some scholars have compared tradi-
tional prosodic formulae with a few examples of ¢k % poems. In many cases,
the rhyme patterns are found lacking in precision. I have demonstrated, at
least to my satisfaction, that there exist rthyme patterns for lyric and drama-
tic ch % which can be derived from an examination of the actual k% them-
selves and which not only allow but even require, unthymed lines. My
comparative studies indicate that although one cannot mechanically transfer
prosodic rtules from dramatic ch% to san-ch’ii and vice versa, the rhyme
Ppatterns are virtually the same in both genres.

History of the Rhyme Categories

It is important to examine the historical development of Ytdan dynasty
thyming categories — as they appear in CYYY — to develop a perspective
from which to consider certain thyme phenomena in ck%. The CYYY was
compiled in the first half of the fourteenth century by Chou Te-ch’ing
(JE#8i% ), a native of Kao An Prefecture in Kiangsi Province. This is signi-
ficant for it indicates that the rhymes of CYYY are not those of his native
dialect.

The first section of CYYY contains 5,865 characters arranged in
nineteen categories in the following order:” 1 (Z$B, tung-chung), 2
(LG, chiangyang), 3 (2B, chihssu), 4 (FEH, chiwei), 5 (i,
yiu-mu), 6 (2K, chieh-lai), 7 (|&3L, chen-wen), $ (FELy, han-shan),
9 (B, huan-huan), 10 (52K, hsien-tien), 11 ( #E5e, hsiao-hao), 12
(KX, keke), 13 (FKft, chia-ma), 14 (EE3E , ch'e-che), 15 (B, keng-
ch'ing), 16 (KB, yu-hou), 17 (B , ch'in-hsiin), 18 (B2 ), chien-hsien),
19 (Eg#g , lien-hsien). They are further subdivided by Old Mandarin tonal
distinctions which have observable but obscure significance in the thyme of
ch’i. This first section of Chou’s book bears the same title as the whole
work. The second section, cafled “Chung-yiian Yin-yin Cheng-yi Tso-
Tz’u Chidi,” or “Tso-tz’u shih-fa,” is simply a handbook containing brief
rules for the composition of ch %

Several aspects of Yuan dynasty rhyme categories deserve special
attention. Since it is the earliest rhyming system in which there are no
entering tone (AR, ju-sheng) categories, CYYY is an invaluable source
for the study of tonal evolution, but still rmore interesting is the fact that
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CYYY seems to reverse the historic trends in Chinese phonology; rhyme
classes usually decrease in number from one era to the next, but there
are actually more distinctions in CYYY than in the £z u rhyme books which
antedate it. Even though there are nineteen categories in both #z’u and ch'é
shyme books, five of the #z'u distinctions are made to accomodate ju-sheng
categories. Therefore, among the nonju-sheng categories, new distinctions
have been made between the Sung and Yiuan dynasties either in the actual
spoken language or simply for the writing of poetry. For example, the six
kuang-yiin (& 88 ) classes which make up 3 (chih-ssu) and 4 (chi-wei) in
CYYY all coalesce into one class in 7z thyme. Wang Li ( £ JJ ) suggests
that either the actual pronunciation changed in a way which necessitated
more thyme distinctions or that the writers of ¢k unlike the writers of
fz’u wished to retain certain “classical” distinctions either because they
represented actual Yian phonology or were in some way considered elegant.®

It is true, of course, that writers of 7z'u were experimeating with
new musical forms and perhaps in their efforts to escape from the almost
impossible strictures of shih (% ) composition, they grouped rhymes into
even larger classes than the ordinary speaker of the times would have felt
comfortable with. Were this the case, there would be several reasons for a
return during the Yuan dynasty to a thyming system with more distinctions.
Perhaps the musical or dramatic requirements of ¢2% and the fact that it
was a sung or performed genre (although this is also true for early #zu)
made more distinctions useful to insure intelligibility. It is also possible
that the authors of Ydan verse who were quite familiar with shé rhyme
requirements retained some of them to give a certain elegance to their com-
positions. c

Frequency of Use of Rhyme Categories

The nineteen rhyme classes vary greatly in size. This is partly because
the original kuang-yiin and tz’u categories were of varying size and the
disparity was further aggravated by Yuan times when ju-sheng classes dis-
" appeared and their characters were distributed in a very uneven way among
the remaining categories. For example, the largest category, 4 (chi-wei)
comprises five entire kuang-yiin categories and parts of four others; it also
took in a very large number of ju-shemg characters from several classes. A
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small class like 17 (ch’in-hsin) represents only one kuang-yiin class and since
it has a final nasal m, no ju-sheng characters enlarged it when final ptk dis-
appeared from Northern Mandarin.

Wang Li divides the categories into four groups based on the number of
characters they contain. These are broad (ie., “easy”) rhyme which is
composed of classes 4, 5, and 11 (which contain 816, 624, and 579 characters
respectively); middle rhyme which includes classes 1, 2 6, 7, 10, 12, 13,
14, 15 and 16 (which contain 331, 360, 254, 324, 331,259,217, 189, 402,
and 322 characters respectively); narrow rhyme containing 3, 8, and 18
(170, 210 and 163 characters respectively); and Asien-yiin (B3R , ie.,
“unsafe” thyme) comprised of classes 9, 17, and 19 (with 129, 132, and 120
characters respectively). The eighteenth class, (chien-hsien), has traditionally
been included in Zsien-ytin but Wang Li argues that it contains more charac-
ters than 9, 17, and 19.° The traditional concept of hsien-yiin is not based
exclusively on the difficulty involved in writing ¢k’ using rhymes of this
type.

In order to give some idea of the frequency of use of the nineteen
thyme classes, I have prepared the following chart which arranges the rhyme
classes by descending order of size in CYYY, by frequency of appearance in
CYSC t'ao, in Peitz’u Kuang-cheng Pu ch’i and in YCH tzo. It also shows
the percentage each represents in the work under consideration .

CYYY CYSC - PTKCP YCH
4 139% 4 156% 4 147% 4 15.7%
5 106 5 110 16 9.8 5 9.5
11 97 16 84 5 8.8 6 9.0
15 6.8 11 8.2 10 8.5 7 9.0
2 61 15 72 11 8.5 2 8.0
10 5.6 10 6.3 13 6.9 11 7.7
16 55 13 49 6 . 68 10 75
7 5.5 6 47 15 6.1 16 7.0
1 45 7 44 2 56 13 62
12 4.4 14 4.2 12 45 15 6.0
6 43 2 40 7 43 1 40

455



13 3.7 8 3. 8 3.9 12 32

8 36 i 3. 1 3.7 3 2.7
14 32 12 33 3 26 8 1.8
3 2.9 18 3.0 14 2.6 14 1.8
18 2.8 19 30 i8 1.8 9 0.2
17 2.2 3 2.8 19 0.5 17 0.2
9 2.2 -9 1.7 17 0.3 18 0.2
19 2.0 17 1.2 9 0.2 19 0.2

Briefly what we observe here is that the largest class 4 (ch j-wel) appears
with the greatest frequency in all genres, but some classes like 6 (chieh-lai)
and 13 (chia-ma) appear with a frequency inconsistent with their size. Class
16 (yu-hou) is relatively small in size but quite often used; 15 (keng-ch ‘ing)
is almost 25% larger and yet used only about half as frequently.

Observation of the infrequency of use of the four classes, 9 (huan-
huan), 17 (ch’in-hsiin), 18 (chien-hsien), and 19 (lien-hsien), has led to the
Yiian Ming designation of these classes as hsien-yur. To my knowledge, the
concept first appears in Wang Chite’s ( T Bz ) (T. Poliang, fl. 1573-
1620) Ming dynasty work ch’i-li (fi#R),!" an early work concerning the
composition of northern and southern ch%. Wang’s general conclusion is
that use of the four classes, 9, 17, 18, and 19 can be very effective in creating
a feeling of literary elegance but he wamns the casual poet that they are
difficult to handle and should be avoided rather than used badly. With the
exception of class 9 (huan-huan) which has a special derivation, all hsien-yun
classes are - final rhymes. ,

There is a possibility that the selection of mode and thyme class are in
some way interrelated. Correspondences between rhyme class and mode in
CYSC and YCH cannot be used to support statistical correlation; the popula-
tions involved are too small. Nevertheless, in a few cases, the results are
interesting enough to deserve notice. For example, thyme class 10 (Zsien-
t’ien) is only sixth in popularity in CYSC t 2o occupying 6.3% of the genre,
but it occupies 11.8% of the tao written in Shuang-tino (#3F4 ) mode.
This would be totally unremarkable were it not for the fact that the mode
Shuang-tino is used in 33.3% of all thyme 10 r20 and yet accounts for only
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17.7% of the whole genre. Those cases in which both percentage figures
greatly exceed the overall thyme and mode percentages for the whole genre
are those in which we should look for special reasons for the correspondence.
We note, for example, the case of Pan-she-tico ( #2¥38) mode. The
unusually high frequency (32.1%) of rhyme 4 (chi-wei) is probably due to
the éxceptional length of most Pan-she-tiao suites for which the largest and
most popular rhyme class would be an obvious choice.

It is also possible that certain modes had musical characteristics which
placed great demands on a performer. Were this the case, it is conceivable
that in order to be performed well they required end rhymes which were
relatively sonorous or easy to sing.

Other Rhyming Phenomena

Beyond availability and ease of thyme, certain other phenomena have
been noted, named and discussed by both traditional and modern scholars.
A few observations on some of these phenomena may improve our under-
standing of the function of rhyme in an aria or in a whole 20 and may be
useful in clearing away some of the misconceptions which have risen about
ch’i thyme. Some of the terms included under this and the preceding rubrics
suffer from imprecision and it is often difficult to determine what a given
author intends when he uses them.

The use of characters from “near” (iie., similar in sound) rthyme classes
as thymes in an aria governed by a different rhyme is called borrowed thyme
(f& 88, chieh-yin). This phenomenon is remarked as early as the Ming
dynasty. It appears among the ch% prohibition- (2t , ch’i-chin) in
Wang Chi-te’s Chi-lu.®  According to Wang, chieh-ytin is “to confuse the
thyme with a neighboring rhyme; for example, using a character from 3
(chih-ssu) to thyme with 4 (ch i-wei).”'?

According to Wang Li, borrowed rhyme is equivalent to #’ung-yiin
(3B 88 );"* that is, it was considered to be an actual thyme in the chi
in which it was used. The term borrowed rhyme, then, would not apply to
the -appearance of a character from 3 (chik-ssu) in a 2 (chiang-yang) aria,
for example, but only to borrowings among.phonologically ““close” classes.
There are strong phonetic similarities between classes such as 3 (chih-ssu)
and 4 (ch'i-wei)-or 9 (huan-huarn) and 10 (hsien-t’ien) as well as historical
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reasons for confusion between them. For example, ¢k i thyme differentiates
between classes 3 and 4 but these belonged to the same category in the earlier
¢z’ thyming tradition. One might reasonably expect, therefore, borrowing
among these classes particularly in the early “uan period.

But what is meant by “near” or “close” or “neighboring” rhyme classes?
it is easy to fall into a circular argument at this point. Wang Li speaks
of “interchange between neighboring categories.”® There are examples to
support borrowing between 10 (hsien-t ien), 9 (huan-huan), and 8 (han-shan),
between 18 (chien-hsien) and 19 (lien-hsien) as well as others. We are
tempted then to define borrowed rhyme as use of a “near’” rhyme as a
rhyme and then to défine “near’ thyme classes as those which borrow
characters from each othe:r. The only way to really discover how borrowing
operates among thyme classes is to make an extensive examination of the
rhymes as they occur in the ch i themselves. However, the significance may
prove to be minimal for, from what I have observed, I think we can agree
with Wang Li’s general statement that borrowed rhyme is actually very
seldom used in ch i

Repeated thyme ( & #8 , ¢h ung-yiin) means using the same character
more than once as a rhyme in a single unit of verse. There have long been
explicit or implied prohibitions against this practice in Chinese poetry. In
Ming times there was a slight relaxing of this restriction but it is still listed
as a ¢h’ prohibition in Wang’s Ch%-li and is followed by this comment:
“The same character used to thyme in two or three places in a long song-
set or in dramatic arias is not too important.”'” He is simply facing up to
an imperative relaxing of the old stricture against repeated rhyme. In a
sizable song-set it would be almost impossible to avoid using certain char- -
acters more than once, especially when composing with one of the smaller
thyme classes. For example, the first act of the Yiien-k'an Pen { LTI b
version of Huo-kuang Kuei-chien (WP 136) contains 123 line-end rhymes.
It is a class 2 (chiang-yang) suite so the author theoretically had 369 char-
acters from which to chose. Since many of these are seldom used characters,
a composer would be hard pressed to come up with 123 different rhymes out
of a reservoir of 360 characters. Although sen-tao are generally much
shorter than their dramatic counterparts, we find repeated rhyme occuring
frequently in them as well. The number of repeated thymes seems to depend
upon the length of the ¢ 4o, the subject matter, the rhyme class selected for
the composition and, of course, the scope of the poet’s ingenuity.
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In addition to.the pressure natural to a system of circumscribed rhyme
reservoirs there are other reasons for using ch’ung-yiin; in serveral t’ao it is
obviously a form of word play and virtuosity on the part of the poet. The
most egregious form of repeated rhyme is the rhyming of each and every
line of a ch% with the same character. This is a subclass of jeu d’esprit
(BE®E , plit). This kind of playfulness is not frequently seen, but its
existence is at least illustrative of the fact that rules for writing ch % were
not so rigid that an author would not break them to accomplish other effects.
We must also keep in mind that there are even arias the formulae of which
require repeated lines and so, of course, repeated identical thymes.

Borrowed rhyme and repeated rthyme are old preoccupations. Wang
Li discusses other, less well known rhyming features. The first is added
thyme (¥ &8 , chui-yun). Of this, Wang Li says that it is a case of “an
author, for temporary convenience, using an extra rhyme in a place which
originally could be unthymed.”’® On what authority he establishes “a place
which originally could be unthymed” he leaves us in ignorance. That such
places do exist I hope to demonstrate, but the occurrence of rhyme in
them may be a function of the phonetic limitations of Chinese and chance.

Concealed rhyme(‘ﬁggg , an-yun) is defined by Wang Li as “placing a
thyming character within a line so that the character falls at a caesura,”®°
and internal thyme (GJFH8R, chu-chung-yin) is likened to enjambment by
him.?! Actually, his internal rthyme and enjambment in English poetry are
quite different. Whether or not a line in a ¢k % rhymed or unrhymed depends
on the formula governing the aria; it has nothing to do with enjambment.
The aria Wang Li uses to illustrate his internal thyme phenomenon is the
vao-pien (4 5% ) of Ma-Lang-erh (it Bf 52 ) from Hsi-hsiang Chi (75 F§52)
(WP 117) Book II Act IV the first part of which reads as follows: (line
division is Wang’s) '

Che yip'ien yi penkung E—EHRAE
This piece and the original melody

Shih chung pu tung AT B
From beginning to end are not the same,

Wang marks kung and chung as internal rhyme. The way he has the
aria written, chung has nothing to do with what might be called enjamb-
ment. Actually the rhythmic formula for the yao-piien of Ma Lang-erh
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(according to Johnson)* is 222666 which means that pen kung, shih-chung,
and pu-t'ung are all independent lines. (“Che yi pien yu’” are ch'en-tzu
[#8 7 ]) These lines are followed by three 6 character lines. If Wang
could give us more information about the rare phenomenon of run-on lines
" in Chinese poetry the matter might be rethought but this aria is perfectly
normal and itsThymes appear where expected.

There are several factors which mitigate against the significance of the
concepts of internal rhyme and concealed thyme. They are listed below.
Only extensive research will enable us to ascertain their acutal importance.

1. The most common deviation from an aria’s rhyme scheme is
thyme in a place where the thyme formula indicates should not
have a thyme. This will be evident from the data which follows.

2. Chinese is a phonetically limited language and one can imagine
situations where avoiding thyme in a certain place could be more
difficult than using it. A statistical analysis might show that
what Wang wants to call internal rhyme, etc., is actually the
chance requirement of a certain phoneme in a certain place.

3. We cannot overlook the fact that the writers of Yiian-chu were
poets with ears attuned to the subtleties of sound and probably
inclined to write what sounded good to them. In some cases
(e g., repeated thyme) the author is deliberately playing with his
medium to attain a pleasing (or at least arresting) effect.

In sum, it is doubtful that Wang Li’s concealed thyme, added rhyme
and internal rhyme describe anything more significant than a tendency to
rhyme lines which should be unthymed or a chance occurance of a character
which rhymes because of its meaning or syntactic use in a certain line.

Rhyme Formulae

What remains to be examined is one of the basic questions absout
Ch%i thyme: do chi indeed have describable thyme schemes and if so,
how do they function? Many works which touch on rhyme in Yiien-ch’i
limit themselves to observing that a single thyme persists through any one
tzo and that in general most lines of a # ‘@0 thyme.

It is unquestionable that unrhymed lines do occur and not in random
fashion but in very definite patterns. To support this statement, I offer the

460



following data based on the Hsien-li (fill 2 ) mode arias in CYSC suites
and YKP dramas, for which there are sufficient examples to establish some
kind of pattern. In column one the aria is listed by title along with prosodic
formula (according to Johnson) and its most prevalent (or most probable)
thyme scheme®® Listed in the columns under CYSC and YKP are the
numbers of arias and the percent each number represents that (A) fit the
thyme pattern precisely, (B) differ from the thyme pattern by introducing
thyme into a line or lines that should not thyme, (C) differ from the rhyme
pattern by using an unrhymed character to conclude a line or lines that
should rhyme and (D) are irregular. (See p- 462 )

The statistics in this table make any description which assumes merely
that most lines rhyme in #2o-shu entirely too imprecise. Granted, statis-
tically more lines thyme than do not, but those which do not rhyme are in
no way accidents. In general, the large majority of CYSC and YKP arias
conform to the prescribed patterns for their arias and many of these are
formulae which require unrhymed lines.

There are several comments which should be made about the data.
We notice that the YKP arias are generally more regular than the CYSC
arias with respect to thyme. First, it should be pointed out that for almost
every title there is a significantly greater number of dramatic than lyric
examples and because of this we should expect more statistical regularity..
Second, from what I have observed, I think we can say, with reasonable
certainty, that the arias in dramatic material (at least in the form in which
they have been preserved) do adhere more closely to formulaic requirements
than their lyric counterparts. This ‘may have to do with the manner of
performance and the need for auditory comprehension or it may be the
result of overzealous editing.

It is also evident from this data that those arias which deviate from
the rhyme pattern normally do so by adding rhyme in lines which I have
chosen to call unrhymed. There is an unquestionable affinity for rhyme
in these genres to the extent that a poet often squeezed his limited thyme
reservoir for a rhyme to end a line that not only didn’t need one but which
was actually not supposed to thyme.

One cannot ignore the work of other scholars in this area, particularly
the new chi-pu ( HiE% ) recently published by Cheng Ch’ien ( £f%E)
which gives thyme patterns for the ch%-p2i* There are two areas where
Professor Cheng and I differ. He seems unwilling to commit himself to

461



%I_lé%eng‘-ts’ao (F4EHE)

ORRRRRR

chin-chan-erh_(£&R )
33775555
RRRROROR

ch'iieh-t'a-chih( BB FARL )
334466
RRORRR

hou-t mg-hua (&EETL)
5555345 ......

RRORRRR
hun-chiang-lung {EILEE)
4 74477 ... .. 7744
O/RROROR OROR
or
..... 344
ROR
lnes 1-6
7744 endings
344 endings

liu-yeh-erh (WIZER)
3167336

RRRRRR

na-chaling (HiLs)

]
RRRORR

later alteration

RRRRRRORR

shang-hua:shih
shenghuashih (geee)

RRRRR

shang-ma-chiao (&)
7357 (L) 5

RRRR(O/R

sheng-hu-lu (BB )
7712"“5&:143“5u

RRROOCR
tien-chiang-ch’'un (B8 4/ )
77345

RRRRR

t'ien-hsia-le_( RT4L)

7237335
RRRRORR

PRl s (WA
RRRRRORRR
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CYSC YKP
A B C D A. B c D
B 3 2 1 21 11
46.8%|27.3%{18.1%] 9.1%|65.6%|34.4%
3 1 1 2 27 3 1
428 | 143 | 14.3]28.6 {87.1} 9.7 | 3.2
6 1 17 3 2
85.7 14.3 77.3 | 13.6 ] S.1
7 3 9 2 16 3
33.3| 14.3| 42.8| 9.5 | 84.2 15.8
8 5 24 7
6151 38.5 77.4 122.6
: 9 1
all endings too 90.0 |10.0
irregular for
analysis 19 2
90.5 9.5
5 1 i 3
71.4 14,3 | 14.3 {100.0
2 11 1
100.0 917 | 9.1
2 2 1 8
40.0 40.0 | 20.0 [100.0
25 15 6
62.5 375 100.0
3 2 3
60.0 40.0 100.0
4 1 5 2
30.0] 20.0 71.4 |28.6
8 5 29 2
&1.5 38.5 93.5 6.4
4 i 1 2 22 3 6
50.0| 12.5| 12.5] 25.0f 71.0 | 9.7 | 19.4
6 2 1 22| 7 2
75.0 25.0} 71.0 | 22.6 6.4




postulating a strictly unthymed line. For example, in ch%ieh-t'a-chih he
gives a rhyme scheme RRF/ oRRR indicating that unthyme is optional.
The pattern RRORRR applies to 85.5% of the san-ch% and 77.3% of the
dramatic ¢k’ under consideration in this study. RRRRRR applies to 13.6%
of the dramatic cku and none of the san-ch%. It seems to me unreasonable
to persist in the assumption that rhyme is normal whenever it occurs.
(Incidentally, using Prof. Cheng’s formulae which abound in optionally
thymed lines, the statistics are considerably more overwhelming than my
own for the insistence on rhyme patterns in ¢ % poetry.) On the other hand,
in shang-hua-shih, in which 100% of the dramatic ¢k’ and 62.5% of the
san-ch’ii have the pattern RRRRR, Professor Cheng gives only the formula
RRROR.

One feature of the rhyme formulae in ch’i is particularly striking.
In almost every case, an unrhymed line in a formula occurs only before a
line which is thythmically equal to it. This phenomenon can be observed
by comparing the rthythmic formulae and corresponding rhyme patterns for
the following group of arias in Hsien-lii mode:

Chisheng-tsao 3377777
ORRRROR
Chin-chan-erh 33775555
RRRROROR
Chiieh-t a-chih 334477
RRORRR
Tien-hsia-lo . 7237335
RRRRORR
Yu-hu-lu 737773375
RRRRRORRR

Two hypotheses come to mind which might explain this phenomenon
but neither proves relevant to the problem. The first is that traditionally
unthyme falls on the odd-numbered lines of a poem, but this phenomenon
exists in poetic genres which are composed of an even number of lines.
Furthermore, if we examine the rhyme formulae, we see that in some cases
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unrhymed lines are the even-numbered lines of the ch’i. (See na-cha-ling,
line 5, for example.)

The second possible hypothesis involves the old restriction that the
two lines of a parallel couplet ( ¥} Bf , fuei-lien) should not rhyme. If we
could demonstrate that in those pairs of equal lines the first of which is
required not to rhyme there was a formulaic requirement for arallelism
which did not exist in rhythmically equal pairs which do thyme, we would
have a very appealing explanation for this phenomenon. There is indeed
a tendency to exploit the poetic device of parallelism in two rhythmically
equal lines but this seems to be no more common in pairs of lines which do
not thyme than in equal pairs both of which rhyme. One of the best ex-
amples is yu-hu-lu which has a rthythmic formula 737773375 and a thyme
scheme RRRRRORRR. There are many examples of this aria which exhibit
parallelism in lines 4 and 5 and yet which retain rhyme in both lines.

Professor Dale Johnson’s current work on Yian prosody in which he
is examining parallelism as a prosodic element supports my impression that
there is little or no relationship between the presence or absence of rhyme
and varallelism in Yaan-ch’s.

There is one other possible explanation for this phenomenon. If we
could posit an original longer line which split into two shorter lines or a
shorter line which generated a longer line and then split, this would be
sufficient to explain the absence of rhyme, but there are two factors which
militate against such a theory. First, it is most improbable that at any point
in verse evolution there should have existed in c/% a line of eight characters
not to say the fourteen character line which would have to be pcstulated at
some point for an aria such as huw-chiang-lung in which there is a pair of
seven character lines the first of which does not rhyme. The problem is
compounded by the existence of an aria such as na-cha-ling which occurs in
an earlier and a later form.25 The first three lines of the earlier version later
split into six lines and add rhyme at the end of all three new lines generated
by the split.

Though the evidence is short of being conclusive and there are excep-
tions (e.g., hun-chiang-lung and sheng-hu-lu), I think it may be said with some
degree of certainty that a close relationship between rhythmic equality
and obligatory unrhymed lines does exist.



The Artistic Function of Rhyme in T’ao-shu Composition

Since one rhyme must suffice for an entire suite, the selection of a
thyme class must have been a very important decision for the Yian poet.
The larger rhyme classes seem an obvious choice for many of the longer
suites since they allow more possibilities for discrete thymes. There is also
an unquestionable relationship between certain subjects and the selection of
a thyme. Many sad love lyrics choose thyme class 16 (vu-hou) which con-
tains among others the characters for “autumn,” “worry,” “bashful,”
“quiet,” “soft,” “storied building,” “to flow,” “sad, long time,” “wine,”
and “to entreat.” The selection of yu-hou as a thyme for melancholy love
poems may have made rhyming easier but it adds little freshness tc the
subject matter and often such compositions are trite enough to remind one
of English songs written with rhymes such as “croon, June, spoon, moon,
honeymoon” or “sigh, cry, die, why, fly, Oh, my!”

Manipulation of rhyme is one of the most common forms of jeu
d’esprit in t ao-shu. There are some rhyme classes considered so difficult to
use that the act of choosing one of them for a composition of any length
almost constitutes a tour de force. The drama Hsigo Shu-lan (YCH 88)
uses the four smallest thyme classes — 9, 17, 18, and 19 — those designated
hsién-ytin — in its four acts. The virtual absence of plot in this drama makes
one suspect that the dramatist was much more concerned with virtuosity in
rhyming than he was with the total stage effect.

Rhyme also has an effect on the images, borrowed phrases or lines and
language of a suite. For example, any image or borrowed characters placed
at the end of a line must end in a character that conforms to the rhyme
class or must be put in one of the few unrhymed lines of the song. Other-
wise, the image or borrowed line must be tailored in some way to fit the
thyme. This type of tailoring of borrowed material furnishes interesting
material for future study as do other aspects of the artistic function of
thyme in ch i poetry.

Conclusion

The importance of the phenomenon of thyme in Yian dynasty poetry
should not be overlooked. An understanding of the functional aspects
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o7 rthyme in this genre not only facilitates intelligent textual interpretation
but also reveals much about the creative processes involved in ¢k % composi-
tion. Considering the preponderance of rhymed lines and the restriction
against changing rhymes, the rhyme class for a lengthy t2o-shu had to be
chosen with great care. A lyricist’s ability to adhere to the rhyme schemes
prescribed for his poetry without monotony, without unacceptible numbers
of repeated rhymes, and without clumsy distortions of grammatical patterns
aitest to his facility with this difficult medium. The willingness to violate
thyming conventions in order to produce striking effects demonstrates a
flexibility in the genre and in the creative initiative of writers working in
this poetic-musical form. A knowledge of the functional aspects of rhyme
akso furnishes data for in-depth explorations of the artistic use of rhyme in
ch U poetry.

Notes

1. For a comprehensive study of rhythmic prosody in dramatic arias, see Dale
Ralph Johnson, “The Prosody of Ygan-ch’ii,” 2 vols. (University of Michigan
Microfilms: The TUniversity of Michigan, 1968). This work is subsequently
referred to as JOHMNSON. A less complete but more accessible version of Professor

Johnson’s work is “The Prosody of Yian-ch’dt,” T'oung Pao, 56. 1-3 (1970},

96-146.

The twelve modes used in extant ch’ll poetry are listed with their characters in

the glossary. Plan-she-tiac (#FFH ), Shang-chiac-tiab (#H e and Hsiao-

shih-tiao { /NG ) are not found in drama.

3. Hsiao-ing is a lyric ch't form which together with constituies the genre
san-ch’li. Many of the ch’li-pai used in hsiao-ling differ from those used in t'ao-
shu.

4,  Jen Na, San-ch’ii Kai-lun (#(eh#i3%). In San-ch'i Ts'ung-k'an (B{EgEF) 28

fascicles (Taipei: Fu-hua, 1963), ch. 1, p. 16b. Hereafter referred as JEN.

The Chung-yian Yin-yiin is the most complete rhyming dictiorary of the Ydan

period. Other works such as the Chung-chou Yin-yin (${ E# ) contain basical-

iy the same information but have fewer characters than the Chung-yiian Yin-yin,

13

[°%

For information on editions, etc., see Hugh M. Stimson, The Jongyiian in Yunn:
A Guide to Old Mandarin Pronunciation {New Haven: Far Eastern Publications,
1966}. I have used his radical indexed edition of the Chung-yiian Yin-yiin for the
compilation of the data in this article. Hereafter the abbreviation CYYY will be
used for Chung-yiian Yin-yiin.
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10.

11,

12.

13.
14.
15.
16.
1 17.
18.

19.
20.
21.
22.
23.

24.
25.

For example, Aoki Masaru, Yiianjen Tsa-ch’ti Hsii-shuo ( oA HEFIFFRR ), trans.
Sui Shu-sen (Hong Kong: Chien-wen, 1959), p. 26, suggests **. . . One makes use
of the custom that almost every line will end in a rhyme,” when discussing the
problem of punctuation in dramatic arias. The whole relevant section of this
work is translated in JOHNSON, pp. 689.

Subsequently, rhyme classes will be referred to by their numbers and romanized
tags. I have used the Wade-Giles romanization here since Yiian pronunciation is
not critical to ihis discussion. For a Yiian reconstruction see Stimson’s edition of
CYYY. The only possible confusion between classes that can occur is between 10
(hsien-t'ien) and 19 (lien-hsien). 10 was an -n final rhyme; 19, an -m final.

Wang Li, Han-yii Shih-li Hsiieh (#5555 5), (Shanghai: Education Press, 1964),
p. 732. This work will subsequently be referred to as WANG. '
WANG, p. 732.

The statistics from Pei-tz'u Kuang-cheng P'u (PTKCP), Li Yu ( Z5i& ) ed., were
compiled by Wang L1 and are found in WANG, p. 733.

Wang Chi-te, Ch'i- 1u m Chung-kuo Ku-tien Hsi-ch'ti Lun-chu Chi-ch’eng (Peking:
Chung-kuo Yen-chiu Yiian, 1959), Vol 4. This work is subsequenily referred to
as CH'U-LU.

CH'U-LU, p- 129. A iranslation of the section of CH’U-LU concerning hsien-yin
is found in CROWN, Appendix I1I, p. 229,

CH’U-LU, p.129.

WANG, p. 755.

Ibid.

Ibid., p. 757.

CHU-LU, p. 129.

Cheng Ch’ien, ed., Chiao-ting Yiian-k 'an-pen sa-chii San-shih-chung ( 3] 55 FI&
A= -1%) (Taipei: World Book Co., 1962). It is from this collection of
thirty-one dramas that the rhyme statistics for the dramatic aria have been col-
lected.

WANG, p. 757.

Ibid., p. 759.

Ibid,, p. 761.

JOHNSON, p. 275.

I have used “R” to stand for a rhymed line, ““O” to stand for an unrhymed line
and “O/R” to stand for an optionally rhymed line. Since one rhyme persists
throughout a work, there is no need to distinguish between rhymes.

Cheng Ch’ien, Pei-ch’ii Hsin-p'u (4t g F5) (Taipei: Yi-wen, 1973).

JOHNSON, p. 286.
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