A Study on the 1st and 3rd Syllables in Five-Syllable Regulated Verse / Park, Min-Woong - 91

TRERER; 256788 (2019.06) DQI http://dx.doi.org/10.14378/KACS.2019.67.67.6
pp.091-107 ISSN : 1229-9618

A Study on the 1st and 3rd Syllables
in Five-Syllable Regulated Verse

Park Min—-Woong*

)|

1. Introduction
2. The basic prosody of regulated verse described in the Hanyu shild xue
3. On the odd-numbered syllables
1) The well-known “formular” and the “remedy”
2) On the first syllable
3) On the third syllable
4. Conclusion

5]

This is a study on the first and third syllables in five-syllable regulated verse along w
ith the examples of poems written by Wang Wei ¥4 (699-761). In this paper, I try to e
xamine “The free alternation for 1, 3, 5” (—=7i./®) on the basis of the poetic theories
performed in the following two books; Wang Li's F/7 (1900-1986) Hamyu shilii xue Wik
¥ and Kiokai's 25 (774-835) Bunkyo hifiron SCEMFER. In order to get this result,
the various poetic theories and arguments of Wang Li and Kukai are examined.
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1. Introduction

During the Tang dynasty (618-907), which is generally regarded as the golden age of t

he Chinese poetry, a new form of poetry arose. It is the modern-style poetry (jinti sk it
=) which is also called the regulated verse (Zisir 1#%%). The most distinguishing featur

e is the use of a prosodic rhythm based on the alternation of level and deflected tones.l)
The regulated verse is not only a general term covering several specific varieties of Tan
g poetry, but also a specific term for one particular variety.2)

Talking about the prosody of the regulated verse of the Tang, we would often refer to
a particular formular known to be widely accepted, although its origin is not clear. It is t
he so—called “The free alternation for 1, 3, 5 (the 1Ist, 3rd, 5th syllables) and the strict re
gulation for 2, 4, 6 (the 2nd, 4th, 6th syllables)” (—=FiAam, —PUNH) (hereafter “1, 3,
5 formular”). By the way, through a careful examination, we can see the first part of the
formula is inaccurate and unacceptable, as well as inconsistent with the writing practice o
f the Tang. As a matter of fact, it has been already pointed out by a modern scholar Wa
ng Li £/ (1900-1986) in his Hanyu shilii xue VEiEFHE3)

At the present time, Wang Li’'s Hanyu shilii xue is acknowledged as an authoritative b
ook to study the Chinese prosody. In this well organized book, the regulated verse is disc
ussed and analysed in detail together with the other important Chinese verses such as th
e old-style poetry (guti shi W#%:%), the lyrics (cf 7)) of the Song dynasty (960-1279) an
d the aria (gu #i) of the Yuan dynasty (1260-1368) including the vernacular poetry and t
he Europeanized poetry. Although the author says in the preface of the book that it was
primarily written to teach and introduce the common sense about the basic knowledge of
prosody,? it is actually a summation of the historic studies on poetry including the autho
r's own opinions.

In studying the Chinese prosody, there is another important book titled the Bunkyo hifii

1) See Wang Li F71 (1900-1986), Hanyu shilii xue V5532 (Shanghai: Shanghai jiaoyu chubans
he, 2002), 19; For Korean translation, see Wang Ryeok S#(F1)), Junggug sivul hak 1 S=*
43H, trans. by Song Yongjun 48 (Seoul: Somyeong chulpan, 2005), pp.47-48. “The pattern
of this alternation is called tonal prosody. In its final form in the Tang, tonal prosody required t
he contrast of tones within the line and between the two lines of a couplet, and the mirror-sym
metry of the two couplets of a quatrain and the two quatrains of a complete poem. Not until th
e latter part of the fifth century did Chinese scholars in the south realize that their own languag
e was tonal.” William H. Nienhauser et al., comp., 7he Indiana Companion to Traditional Chines
e Literature (Bloomington, Indiana: Indiana UP, 1986), p.6&4.

2) Nienhauser, The Indiana Companion, p.633.

3) See Wang, Hanyu shilii xue, 8586, Wang Ryeok, Junggug sivul hak 1, pp.180-182.

4) Wang, Hanyu shilii xue, 1-3; Junggug siyul hak 1, pp.7-9.
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ron EEITA by a Japanese Buddhist monk, Kiikai ¥ (774-835).5 This book contains
the first detailed description of the “eight faults” (babing /\J#%)® raised by Shen Yue k&)
(441-513).7 This book is also a summarizing work for important Tang and pre-Tang tex
ts on poetic theory and prosodic techniques. Some of the original texts quoted in this boo
k have been already lost in China. For this reason, this book is considered even more val
uable for textual criticism.

As mentioned above, Wang Li deals with the “1, 3, 5 formular” in his book. And, accor
ding to the poetic theories in the Bunkyo hifiron, we can obviously see that the choice of
tone for the odd—numbered syllables of a line in the regulated verse was rigorously regul
ated in the writing practice of the Tang. In this paper, I try to study this formular based
on discussion of the poetic theories performed in the two books mentioned above, which
were written in different times. The reason why the two books are chosen for this paper
i1s because the Bunkyo hifiron is a record of the poetic theories in the Tang time when t
he regulated verse appeared and formed, and the Hanyu shilii xue is an authoritative wor
k in which the author’s argument is based on the preceding studies and the practical dev
elopment. That is, this paper is a study on the first and third syllables in five—syllable re
gulated verse with the examples of poems written by Wang Wei F4fE (699-761).

This paper has a few limitation: First, I only choose Wang Wel's five-syllable regulate
d verse with level-beginning in the Wang Youcheng ji jianzhu FAREZET compiled in
1736 by Zhao Diancheng #E% as the examples for the paper; Second, this paper is limit
ed to analysis of the tonal pattern of the regulated verse.

5) See Yang Shoujing #~Hf (1839-1915), comp., Riben faing shu zhi AAFESE, juan 13 (Taibei: G
uangwen shuju, 1967); see also https://zh.wikisource.org/wiki/%6E69696%687%EI%6RF % A1 %ET%A
79698%E5%BAY%ICIER%ABY%96 [2019.04.15.] For more information on this book and author, see
Nienhauser, 7he Indiana Companion, pp.197-198. For English translation of the text of the Bunk
yo hifiron, see Richard Wainwright Bodman, Poetics and prosody in early mediacval China’ a s
tudy and translation of Kikai’s Bunkyo hifiron, Ph. D. dissertation (New York: Cornell Universit
y, 1978).

6) Shen Yue defines the “eight faults,” which describe eight undesirable euphonic effects to be avoi
ded in poetry. Four have to do with rhyme and four with tone. This is to warn a writer away f
rom any unintentional repetitions of tone or rhyme. Shen’s solution is to avoid using several wo
rds in succession that have the same tone in the second line of a couplet, and to avoid arrangin
g the words in such a way that they repeat the same succession of tones as that found in the f
irst line. In dealing with tonal effects, the four tones - level, rising, departing, and entering — ar
e divided into two groups such as the level tone and the deflected tone. The application of Shen’
s suggestions thus produces a kind of mirror image parallelism in the two lines of each couplet,
words in important positions in the first line are in the level tone being matched in the second 1
ine by words that are in one of the deflected tones and vice versa. See Wang Ryeok, Junggug
siyul hak 1, pp.283-285, note 270 and 271.

7) Shen Yue, a poet and critic of the southern Qi F4%5 dynasty (479-502), is best known as the ori
ginator of the first deliberately applied rules of tonal euphony in the history of Chinese prosody.
See Nienhauser, 7he Indiana Companion, pp.630-681.
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2. The basic prosody of regulated verse
described in the Hanyu shilii xue

Normally, regulated verse can be grouped into three major forms by the number of line
s. The first is /iishi as basic regulated verse which always has eight lines; the second is
pailii A created by repeating the quatrain as often as wanted; and the third is jueju 4t
4] which has four lines only.®

Regulated verse can be divided into lines of a fixed length - either five-syllable lines
or seven-syllable lines, of which the even—numbered lines have a rhyme. A single rhyme
has to be used throughout the poem. In practice, rhymes are most frequent in the level t
one. The various tones of the spoken language are classifiable as “level” or “deflected” to
ne, which are also named “even” or “uneven” tone respectively. In a poem, certain tone p
atterns are imposed (which will be dealt in the later part of this paper). There are two i
mportant requirements for the regulated verse: First, the second line of a couplet is gener
ated by matching each specified tone in the first line with its tonal opposite. Second, it al
ways employs parallel-couplets in lines 3-4 and 5-6, and sometimes in lines 1-2 also. In
a parallel-couplet, the words in the first line match their partners in the second line synt
actically, while they often contrast themselves in meaning.?? Because the paper is limited
to the Wang Wel's five-syllable regulated verse with level-syllable beginning, the detailed
analysis of the patterns is applied only to them.

Five-syllable regulated verse has two basic rules: First, it has eight lines with five syll
ables for each. Second, its regular form has lines 2, 4, 6 and 8 in the rhyme, and the var
iation has lines 1, 2, 4, 6 and 8 in the rhyme. The tonal patterns of five-syllable regulate
d verse depend on its two possible beginnings - the level-syllable beginning and the defl
ected-syllable beginning.l®) And, variety in rhythm is achieved by alternating syllables in
different tones such as level or deflected syllable. The pattern of this alternation is called
tonal prosody. Its beginning are traced back to the Six Dynasties (225-589), when Shen
Yue innovated prosody of the poetry by introducing the use of four tones which refer to
ping “F (level), shang b (rising), qu 2% (departing), and ru A (entering). These four ton
es can be regrouped into two; the level or the even tone (ping *F) which accounts for ab
out half of all the syllables, and the deflected or the uneven tone (ze JN) which accounts

8) For more information, see Wang, Hanyu shilii xue, 19-43. See also Nienhauser, The Indiana Co
mpanion, p.633.

9) For more information, see Wang, Hanyu shilii xue, 19-24. See also Nienhauser, 7he Indiana Co
mpanion, pp.634-685.

10) See Wang, Hamyu shilii xue, p.20.
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for the other half of the syllables of rising, departing and entering tones.1l)
The standard tonal patterns for level-beginning verse in level rthyme are as follows:12)
[L=level, D=deflected, R=rhyme]

LLLDD (orLLDDL R, if rhymed, ie. the variation)

DDDLL R
DDLLD
LLDDL R
LLLDD
DDDLL R
DDLLD
LLDDL R

Wang Li has further simplified the tonal arrangement of five-syllable regulated verse i
n a list of four types of lines, which can be switched in the sequence according to the le

vel or deflected beginnings as follows:13)

A°ADDDLL aDDLLD
BLLDDL bbLLLDD

The lines named by the capital letters A and B end in level tones, and the lines named
a and b end in deflected tones. A and a types begin with deflected tones while B and b
types begin with level tones, Therefore, the tonal pattern for level-beginning regular vers

e is as follows:14)
bA aB bA aB
The pattern for its variation (i.e. line 1 is in rhyme) is:
BA aB bA aB

In fact, only a few poems were strictly written on the basis of these standard rules. I
found only two poems by Wang Wei which were close to the prosodic theories shown ab
ove. One is “Sending Cultivated Talent Sun” (%{£%54). In this poem, the first syllables

of the first line and the sixth line are out of order (i.e. underlined syllable):

11) See Wang, Hanyu shilii xue, p.6. See also Nienhauser, /ndiana Companion, p.684.
12) See Wang, Hanyu shilii xue, p.74.

13) See Wang, Hamyu shilii xue, p.77.

14) See Wang, Hanyu shilii xue, pp.76-717.
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(1) “&HEFHAD
AyEHL, DLL DD
EEFR DDDLL R
EMEXE DDLLD
EEA LLDDL R
s, LLLDD
ATFEEK. LDDLL R
LRHZE, DDLLD
fsEfEl: LLDDL R
“Sending Cultivated Talent Sun”
In the capital, the wind and the sun are good,
Furthermore, I returned to Jianping’s house.
A jade pillow on a double—patterned bamboo mat,
Five-colored cucumbers on a golden platter.
In the mountain, no Lu wine,
Under the pine tree, eating black sesame rice.
Don’t detest the hardship of farmhouse,
Returning due date is far away.

Another famous poem “Answer to Vice—prefect Zhang” (FBM3R/INFF) is also close to the s
tandard tonal pattern. In the poem, there are three wrong syllables. They are the first syl
lables of the lines 1, 6 and 7 (ie. underlined syllables).

(2) “BHTR/INEF16)
Wi, DL L DD
EFEAML. DDDLL R
HE®EES®, DDLLD
SHIEEHK. LLDDL R
FAERfES, LLLDD
WAK#EE. LDDLL R
Afig@Es, LDLLD
fONHEX LLDDL R
“Answer to Vice—prefect Zhang”
In later years I like just to stand still,
All of the affairs, no interest at all.
Looking back, no long—-term solution,

15) See juan 8 in Wang Youcheng ji jianzhu FAREEZEIE. See also juan 126 in Quan Tang shi 4=
JHEEE. https://ctext.org/text.pl?node=129454&if=gb [2019.04.20.]. In juan 129 Quan Tang sk and 7Tx
ng shi ji shi JEZF4C3E, this poem is written by Wang Jin 4% See https://ctext.org/text.pl?node
=129917&if=gb [2019.04.20.).

16) See juan 7 in Wang Youcheng ji jianzhu;, juan 126 in Quan Tang shi. See also https://ctext.org/
text.pl?node=129193&if=gb [2019.04.20.].
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No choice but to return to hometown.

Blowing in the pine winds, untied my belt,
Mountain moon shining on me playing the lute.
You ask me on the principles of fluctuations,
A fishing song goes deep into the harbor.

3. On the odd—numbered syllables

1) The well-known “formular” and the “remedy”

As mentioned earlier, there were only a few poems that actually strictly followed the r
egulated pattern. Therefore, for a long time, as far as the prosody of the regulated verse
is concerned, a well-known phrase has coexisted with the following formular. It is the so
—called “The free alternation for 1, 3, 5 and the strict regulation for 2, 4, 6.” Although th
e origin of the formular is not clear, according to Wang Li, the earliest text could be fou
nd in Qieyun zhinan VIEEHEFd.17 The meaning of this formular is explained as follows: in
each line, the tones for the first, third, and fifth syllables can be freely alternated, while t
he tones for the second, fourth and sixth syllables of the line are strictly regulated. In sa
me way, this formular can be applied to five-syllable regulated verse, too. That is, it can
be “The free alternation for 1 and 3; the strict regulation for 2 and 4.”18 However, Wang
Li argues that this formular is merely a superficial observation and inconsistent with the
facts. In fact, the odd—numbered syllables of a line may not be able to be freely alternate
d, and the even—numbered syllables of a line also may not be strictly regulated.19

In fact, the tones for the odd—numbered syllables of a line is certainly important. This 1
s pointed out in the Bunkyo hifiron by Kikai. He refers to three techniques of harmonizi
ng tones?®) and the “eight faults.”2l) Two of the three techniques - “changing the head”

17) See Liu Jian 21 ed. Qieyun zhinan VJiEtER (Taibei: Xin wenfeng chuban gongsi, 1989). For
this paper, it is requoted from Wang's Hanyu shilii xue, p.85.

18) See Wang, Hanyu shilii xue, p.8b.

19) See Wang, Hanyu shilii xue, pp.85-86.

20) ‘BB, HEE = —EREE, —EEE =FEHMRK” See the “Harmonizing tones” (diaosheng #
) in the 7ian juan R4 of the Bunkyo hifiron, See Kikai, Bunkyo hifiron, pp.14-15; see https:
//zh.wikisource.org/wiki/26E6%6962637%E92%68F %6 A1 26E7% A 7269826 E5%BA%69C 2% E’% ABO6# A
[2019.04.20.]

21) See the “Twenty—eight faults” (wen ershiba zhong bing .=~ )\F&%) in the X7 juan V8% of t
he Bunkyo hifiron, See Kikai, Bunkyo hifiron, p.181; See https://zh. wikisource.org/wiki/%E6269
62687%6E9%8F % A1 %E7%AT%98%ES%BA%9C%E’% AB%O6# X —~/)\Ffi% [2019.04.20.] For more i
nformation on the “eight faults,” see Wang Ryeok, Junggug siyul hak 1, pp.283-235.
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(huantou 98 and “guarding the waist” (Auyao #%iE) - are related to deal with the first
and third syllables of a line.22) And four of the “eight faults” — “level head” (pingtou “F
9H), “raised tail” (shangwer L), “wasp’s waist” (£ngyao ¥JE), and “crane’s knee” (hext
#518) - are also related to treat the odd—numbered syllables of a line.23)

The reason for Shen Yue's classification of "eight defects” is to warn the poet to brea
k away from some deliberate repetition of tones. It is not difficult to know that the ancie
nt critic’s theory is stricter than that of modern times in the regulations of tonal arrange
ment of the syllables.

The exceptional syllables which do not conform to the standard tonal rules are called a
o # (odd). The corresponding revisions which poets made for the exceptions are called a
ojiu ¥H (odd remedy). In the Hanyu shilii xue, Wang Li summarizes three types of the
odd-numbered syllable ao as follows:24)

A. The first syllable in A, a, b types of line; These places are more flexible for tonal alt
ernation. Most times, it iS not necessary to give any corresponding revision.

B. The third syllable in any lines; If the exception occurs, the corresponding revision may
be allowed.

C. The first syllable in B type of line; If the exception occurs, the corresponding revision
must be done.

Poets usually have remedies for the ao lines to avoid the “faults.” Generally, the remed
v is supposed to be done like this; if a deflected syllable is placed at a level syllable’s pl
ace, correspondingly, a level syllable has to be replaced with a deflected syllable later and
vice versa.2>) The purpose of the remedy is to keep the line or the couplet in an appropri
ate rhythm so as to keep the whole poem in the proper rhythm. That is, there are two k
inds of remedies; one is the remedy in the line and the other is the remedy in the couple
t. These remedies will be shown as examples in the later sections, and those will prove t
hat the well-known formular mentioned above was not an accepted practice in the Tang

time.
2) On the first syllable

For five-syllable regulated verse, as mentioned in the section 2, there are four types of

22) See note 20. Third one is called “mutually compensating” (xrangcheng #H&). It will be dealt at
the section 3.3.

23) The remaining four of the eight faults are dayun KiH, xtaoyun /N, zhengniu 1E4H, pangniu 5%
#ll. See note 21.

24) See Wang, Hanyu shilii xue, p.93.

25) See Wang, Hanyu shilii xue, pp.94-103.
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lines such as A, a, B, and b. The free alternation for the first syllable of a line seems po
ssible for all of them except B type. B type is a line with two level syllables at the begi
nning followed by two deflected syllables in sequence (G.e. L L D D L). By the way, if t
he first syllable has a deflected tone, the line will become “D L D D L,” where the secon
d level-syllable is in situation of the “single level-tone” (guping #I°F).26) It is a case of
committing the “single level-tone.” As a matter of fact, it is a taboo for the poets to co
mmit the ”single level-tone” in regulated verse for the rhythm of a line or a couplet. Wa
ng Li shows us many examples that the poets definitely tried to avoid the “single level-t
one” in the Tang. It means that the “1, 3, 5 formular” is not acceptable even though it is
known to be acceptable. As shown in the examples, it is very clear that the avoidance of
the “single level-tone” in a line was a common practice at the Tang time.2?)

In order not to commit the “single level-tone” in a line, the first syllable of B type is
strictly fixed in level tone. Therefore, it can be said that the well known “the free alterna
tion for the first syllable” is not correct to B type of lines. The following are the five ex

amples of B type among Wang Wei's poems.

(3) “ZHiINERARHME” (To prime minister Zhang at Jingzhou)2®)
SEAH R AEH,
#olER LLDDL
In all the world I have had no other friend
Whose kindness to remember all my life

(4) “#FHifHlsR&H" (To prime minister Zhang at Jingzhou)

26) See Wang, Hanyu shilii xue, p.87. For more information on the “single level-tone,” see Wang R
veok, Junggug siyul hak 1, pp.184-185, note 195.

27) Wang, Hanyu shilii xue, p.87, pp.99-100, p.103. Wang Li argues that the length of deflected ton
e is just a half of level tone (See Wang, Hanyu shilii xue, p.67). It is still a question if the leng
th of the tones made Tang poets avoid the “single level-tone.” But the distinction between level
and deflected tones has been a long-time discussion among scholars. In 1948, Zhou Fagao pointe
d out that level tone is longer than deflected tone. See Zhou Fagao ks, “Shuo ping ze” #F
IN, Bulletin of the Institute of History and Philology Academia Sinica, 13 (1948): pp.153-162. In
1970, Mei Zulin proved this idea and proposed that level tone was low-pitched and the other thr
ee were high—pitched. Mei Zulin ¥F#HEE, “Tones and prosody in Middle Chinese and the origin of
the rising tone,” Harvard Journal of Asiatic Studies, 30 (1970): pp.86-110. In 1976, Ding Bangxin
had a different opinion. He suggested that the real difference between level and deflected tones i
s the contour. Level tone is an unchanging contour, while the other three have a changing conto
ur. “Hence level tone, though not long in itself, could be prolonged; while deflected tones could
not be prolonged.” See Ding Bangxin T ##, “Ping ze xin kao” PN, Bulletin of the Institut
e of History and Philology Academia Sinica, 47.1 (1975): pp.1-15. See also Bodman, Poetics and
prosody in early mediaeval China, pp.124-125.

28) See juan 7 in Wang Youcheng ji jianzhu, juan 126 in Quan Tang shi. See also https://ctext.org/
text.pl?node=129172&if=gh [2019.04.20.]. For English translation, see G. W. Robinson, trans., Poe
ms of Wang Wei (Harmondsworth: Penguin, 1973), p.92.
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It seems that Wang Wei was quite convinced of this avoidance. I was able to find that
eighty—six B type of lines are in forty—one poems chosen for this paper, and only three o
f eighty—six have deflected tones in the first syllables. For the three syllables, Wang Wei

made a few corresponding revision in the couplets. All of them are the first syllables of t
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H SR,

fifli%—%5. LLDDL

I watch the wild geese southward out of sight,
And I think how I may send a word to you

“H) || fERGSESS A0l (For Pei Di, while we were living quietly by the Wang River)29)
lEEpe

JERHMIES. LLDDL

And here’s another Jieyu drunk,

Madly singing in front of Five Willows.

“UIJEFKEE” (In the hills at nightfall in autumn)30)
B A FR I,

WRALM. LLDDL

Bright moon shining between pines,

Clear stream flowing over stones.

“ILJERAE” (In the hills at nightfall in autumn)
FHETE. LLDDL

Of course spring scents must fail,

But you, my friend, you must stay.

he second lines of the second couplets (i,e. aB combination) as seen below:

(8) “BFELfE” (Return to Mount Sung)3l)

Jking®E, LDLDD
HEEMESE DLLDL
And the water seemed to flow with a purpose,

29) See juan 7 in Wang Youcheng ji jianzhu, juan 126 in Quan Tang shi. See also https://ctext.or
g/text.pl?7node=129169&if=gbh [2019.04.20.]. For English translation, Robinson, Poems of Wang We
17, 109.

30) See juan 7 in Wang Youcheng ji jianzhu, juan 126 in Quan Tang shi. See also https://ctext.org/
text.pl?node=129328&if=gh [2019.04.20.]. For English translation, Robinson, Poems of Wang Wei,
p.7>.

31) See juan 7 in Wang Youcheng ji jianzhu, juan 126 in Quan Tang shi. See also https://ctext.org/
text.pl?node=129334&if=gb [2019.04.20.]. For English translation, Robinson, Poems of Wang Weli,
p.&.
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And in the evening the birds went back together.

(9) “8@)IIFJE" (Living quietly by the Wang River)32)
iRl LDL LD
wEFEEN DLLDL
I often lean against a tree in front of my house,

And look away to the villages down on the plain.

(10) “BREE 545" (Gathering with Lu Xiang at Zhu's house)33)
Hf#H&® DDLLD
HHZzEL% DLLDL
We got the famous Xinfeng wine on credit.
Again, we listen the tune of Qin girl's zkeng.

All of B types in the above couplets have deflected tones at the beginning syllable whe
re level tones should be placed. And, level tones are placed at the third syllables of the li
nes instead of the original deflected tones, thus avoidance of the “single level-tone” could
be done. It is a typical remedy as Wang Li interpreted, which is a remedy in the line.39

Meanwhile, there is no argument at all on the “single level-tone” in the Bunkyo hifiro
n. However, Ktkai gives a very detailed account of the first syllable when introducing th
e first technique of harmonizing tones. It is the “changing the head” as follows: In the fir
st line, the first two syllables are level tones; and in the second line, the first two syllabl
es are deflected tones (departing, rising, or entering);3> in the third line, the first two syl
lables are again deflected tones; and in the fourth line the first two syllables are level to
nes. In the fifth line, the first two syllables are again level tones; in the sixth line, the fir
st two syllables are deflected tones; in the seventh line, the first two syllables are again
deflected tones; and in the eighth line, the first two syllables are level tones. This sort of
alternation named “changing both heads” (shuanghuantou #3¥3E8), according to the author,
is the best sort.36)

If it cannot be done like the above, it must be done like the following; the second sylla

32) See juan 7 in Wang Youcheng ji jianzhu, juan 126 in Quan Tang shi. See also https://ctext.org/
text.pl?node=129169&if=gb [2019,04.20.]. For English translation, Robinson, Poems of Wang Weli,
p.112.

33) See juan 7 in Wang Youcheng ji jianzhu, juan 126 in Quan Tang shi. See also https.//ctext.org/
text.pl?node=129286&if=gb [2019,04.20.].

34) See Wang, Hanyu shilii xue, pp.92-94.

35) Kiikai never mentions the word ze JK (deflected), but compares it with a level tone by referrin
g to three tones - rising, departing and entering. Obviously he treats them differently, but it is i
n line with Shen Yue's suggestion.

36) See Kukai, Bunkyo hifiron, p.14. https://zh.wikisource.org/wiki/26E6%696%687%6E9%8F % A1%6E7%
AT%98%E5%BAYICUES%ABY%6#E [2019.04.20.]
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ble of the first line must be a level tone and the second syllable of the second line must
be a deflected tone, and the second syllable of the third line must be a deflected tone aga
in, and the second syllable of the fourth line must be a level tone. In this way, it is alter
nated till the end of the piece, only the second syllables are changed.3”

If the first syllables of two lines in a couplet are level tones, there is no harm done. It
is also called “changing the head,” but it falls short of the standard of “changing both he
ads.”38) The first syllables of two lines in a couplet could not be deflected tones, because
the tonal pattern will be out of harmony.39)

Judging by Kiikai's argument that the first syllables of two lines in a couplet could not
be deflected tones, it is obvious that the first syllable of a line cannot be freely alternate
d. Therefore, it is easily assumed that at the Tang time, the tonal contrast between two 1
ines of a couplet was strictly regulated. And it can be also found out in Kikai's descripti
on of “level head,” which is one of the “eight faults.” That is, “level head” means, in five
—syllable poetry, the first syllable should not share the same tone with the sixth syllable
(ie. the first syllable in the next line), and the second syllable should not share the same
tone with the seventh syllable (i.e. the second syllable in the next line). Kukai also points
out that the first syllables of the two lines (ie. the first and sixth syllables) sharing a le
vel tone were not considered to be a fault at the time. However, he argues that in the ca
se of deflected tones, if even a single syllable has the same tone as another syllable, then
it is a fault.”40)

Nevertheless, it is interesting that among Wang Wei's forty—one poems, there are eleve
n couplets in which the two first syllables share the same tone. If we take a close look a
t the eleven couplets, a few things can be pointed out: First, according to Kikai's “changi
ng the head,” these couplets are not the “best sort” but still the acceptable “changing the
head.” Second, under the deflected tonal group, all of the eleven couplets are “faults.” But
it is noticed that Kikai does not use the word ze JA (deflected tones) to refer to the thre
e tones such as the rising, departing and entering tones which are grouped in the categor
v of deflected tones (ze JA). If the concept of “sharing the same tone” is to be applied to
the three tones respectively, nine of Wang Wei's “faults” can be excused, even if the re
maining two are certainly “faults.” Third, unexpectedly, according to Wang Li's argument

s, none of the eleven couplets are wrong in prosody.

37) See note 36.

38) “HEF—FH NS —FHTANY, IR A5 SRAKEHE” See note 36.

39) “NABAEEE—E L B, RAEER L BN, RIEEATIHL” See note 36.

40) “ FAFE—FHINAE T, FPPBAAR, W EENE—FHR. Kikai, Bunkyo hifuron, pl8l. http
s+//zh.wikisource.org/wiki/%6E62696%687%E9%8F % A1 %6 E 7% A7%698%E5%BA%6IC % ESX AB26I6H L —.
+ )\ [2019.04.20.]; see also Wang Ryeok, Junggug sivul hak 1, p.284-285, note 271.
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3) On the third syllable

For the third syllable, according to Wang Li, there are two types of pattern described
as the standard pattern and the variation.4!) Forty—five variations could be found among

328 lines in the forty—one poems. They are grouped according to the four types of lines a

s follows:
A: 2 variations a: 7 variations
B: 20 variations b: 16 variations

It is noticeable that more variations are used in B and b types than in A and a types.
This is due to the composition of each type. The A type (D D D L L) can be changed i
nto “D DL L L” (three level tones to the end), and the a type (D D L L D) can be cha
nged intoD D D L D’(“D L D” ending). These two variations are closer to the old-style
poetic form?2) than the regulated verse patterns. Although Wang Wei wrote numerous old
-style poems, he was quite rigorous to write the regulated verse. (The above-example va
riations are limited to Wang’s works only.) And for the harmonious tonal arrangement of
the whole poem, Wang Wel made the appropriate revisions. The examples below are bA

combinations, the third syllables of the first line are wrong.

(11) “4)1|paJEmEEES5 41" (For Pei Di, while we were living quietly by the Wang River)43)
FLEER, LLDLD
HOKH#E%E LDDLL
Cool hills more deeply green
Sound of autumn streams all day

(12) “B&ILE" (Return to Mount Sung)44)
/IR, LLDLD
HEXLHEHM LDDLL

41) See Wang, Hanyu shilii xue, pp.90-93.

42) The old-style poetry also contains five syllables per line. The number of lines was optional. Rh
yming was usually by couplets, every other line ending in a rhyme which the poet was free to
maintain or to change throughout the course of the poem. There were no rules regarding the pla
cement of tones throughout the line, other than general requirements of euphony. Nienhauser, /n
diana Companion, p.632.

43) See juan 7 in Wang Youcheng ji jianzhu, juan 126 in Quan Tang shi. See also https://ctext.org/
text.pl?node=129169&if=gh [2019.04.20.]. For English translation, Robinson, Poems of Wang Wei,
p.109.

44) See juan 7 in Wang Youcheng ji jianzhu, juan 126 in Quan Tang shi. See also https://ctext.org/
text.pl?node=129334&if=gb [2019.04.20.]. For English translation, Robinson, Poems of Wang Weli,
p.88.
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The river ran clear between luxuriant banks
And my carriage jogged along on its way.

(13) “YLETBY” (Drifting on the lake)45)
FrE#E, LLDLD
HiEAH. DDDLL
The autumn sky is clear into the distance
The clearer so far from human habitation.

In his Bunkyo hifiron, Kiikai explains the second technique of harmonizing tones called
the “guarding the waist” as in the following: In a five-syllable line, “the waist” is the thi
rd syllable. “Guarding” means that the waist of the first line of a couplet should not be t
he same tone as the waist of its second line. Moreover, these two waists may not belong
to the group of deflected tones. But if both of them are level tones, there is no harm don
e.46)

According to this technique, all of the above three examples are “faults.” Wang Wei ha
s eleven more couplets which are wrong. That is, the third syllables in the both lines of
a couplet share deflected tones. They are supposed not to be the same tone each other.
Nevertheless, most of them can be excused if they are reconsidered according to the grou
ps of rising, departing and entering tones respectively. In example 11, zAuan  belongs t
o the group of rising tone, and 77 H belongs to the group of entering tone; in example 1
2, dai ¥ belongs to departing tone, while gu 2 rising tone; in example 13, zi B belongs
to the group of departing tone, and yuan iE belongs to the group of rising tone. Like thi
s, though the third syllables in the both lines of a couplet are all deflected tones, they ar
e different deflected tones each other.

In examining on the third syllables, another technique of harmonizing tones may be nec
essary to consider at the same time. It is the third technique called “mutually compensati
ng” (xiangcheng FK) as follows: In the five syllables of the first line of a couplet, if the
re are much more deflected tones than level tones, three level tones are used consecutivel
y in the second line. The technique of employing three level tones may be used either to
ward the beginning or toward the end of a line from the third syllable. The result of the
se two will be the same4” Among Wang Wei's forty-one poems, this technique is not a

45) See juan 9 in Wang Youcheng ji jianzhu, juan 126 in Quan Tang shi. See also https://ctext.or
g/text.pl?node=129370&if=gb [2019.04.20.]. For English translation, Robinson, Poems of Wang We
1, p.8b.

46) “FEREE, B SRR PRl A, R EAEE A ERE. RE PRI, PR
With.” Kikai, Bunkyo hifiron, p.14. See note 21.

47) “MEE, HEARTe N, K ENFRIZ, fPEmbE, BT =R, =P, mbmT=
i, HEFE—.” Kikai, Bunkyo hifiron, p.15. See note 21.
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s visible as the other two techniques. Wang Wei's remedy for the changed syllables in th
e above—examples is to change the fourth syllable into a level tone (ie. to change the ori
ginalbtype LLL D Dinto LL DL D).

Changing the third syllable of a line may change the pattern of the entire line complete
ly, so it should be optional, not arbitrary. For this reason, the poet should determine the

syllable according to the regulated verse patterns rather than arbitrary selections.

4. Conclusion

The formular - “The free alternation for the 1st, 3rd, 5th syllables and the strict regula
tion for the 2nd, 4th, 6th syllables” (for the five-syllable verse, it is “The free alternation
for 1st and 3rd syllables, and the strict regulation for 2nd and 4th syllables”) — has been
widely accepted in the prosody of the regulated verse. However, the first part of the for
mula, as mentioned above, is inaccurate and unacceptable, as well as inconsistent with th
e writing practice of the Tang. It means that the odd—numbered syllables of a line are no
t “freely” alternating. In order to get this conclusion, the various poetic theories and argu
ments of Wang Li and Kukai such as the standard tonal patterns, the four tones, the eig

” o«

ht faults, “odd remedy,” “single level-tone,” “changing the head,” “guarding the waist” an
d “mutually compensating,” etc. have been examined.

As a matter of fact, in the Tang, the main practical techniques for harmonizing tones a
re those such as “changing the head” and “guarding the waist” which are chiefly used in
the odd-numbered syllables. The former emphasizes that; if only the second syllable of a
line in a poem is contrasted, it is not the best sort of the technique, it is merely acceptab
le. Relevant to the definition, there is the so—called “level head’ as a fault. That is, in a ¢
ouplet, the first two syllables of the first line should not share the same tones with the fi
rst two syllables of the second line.

Wang Li argues that the formular is not applicable for B type of line because the first
syllable of B type is strictly fixed in level tone in order to avoid the “single level-tone” i
n a line. Besides, the free alternation for the third syllable of a line is also limited.

We can say that the Tang poetic theories mainly devote great attention to the single t
onal arrangement, which is naturally attributed to a literary reflection of an era when the
new poetic forms arose and the tones were introduced. As the forms developed, the mode
m theories on the regulated verse at first paid attention to the patterns, and then to the t
onal arrangement of a line for the further analysis. No matter what the approaches are, t
he tonal alternating for the odd—-numbered syllables of a line has the certain regulations. I

t is not as arbitrary as the well-known formular.
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