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Parallel Prose and Spatiotemporal
Freedom: A Case for Creative Syntax
in “Wucheng fu”

SHENGLI FENG and ASH HENSON

Abstract The term pianwen {3 (parallel prose) comes from the main characteristic of the
genre, while its other name—literally, “four-six prose” in Chinese—comes from its form. The-
oretically, the aesthetic of the four-six configuration for Chinese writers is rooted in the Chinese
language, but why is it that prose is formed with lines of four and six syllables? Why is the four-
six form favored in essays rather than in poems? And what is the aesthetic principle behind four-
six prose? These are the questions that this essay attempts to answer. It is argued that poetic
prosody (four syllables per line) and prosaic prosody (six syllables per line) combine in parallel
prose to form a syntax free of spatiotemporal markers, which in turn opens up an array of creative
possibilities for the reader based on his or her individual subjectivity. The text used to demon-
strate this point is the “Wucheng fu” #3ifi (Rhapsody on the City Overgrown with Weeds) by
Bao Zhao ffif# (417-450).

Keywords parallel prose, four-six prose, poetic prosody, prosaic prosody, spatiotemporal-free

syntax, prosodic grammar

The Birth of Four-Six Prose: Prosody

To understand how early four-six prose first appeared is not simply a matter of
textual criticism. What is really important here is to find the origins of the
linguistic conditions that gave rise to it. Liu Shipei A% (1884—1919) wrote,
“Since the [time of the] Eastern Han ... literary genres have differed in crucial
ways from those of the Western Han. The era of Jian’an [196—219] ... is the
period in which the four-six form appeared. However, literary styles changed
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once again, this time differing even more from those of the Eastern Han” (LA
B oo SCRBIBR A PG, #2222 M . BIDUNZ5E, T SCRBA TR S,

In his Lunwen zaji i 3CHC (Essays on Literary Criticism), it can be seen
that Liu holds the same view as modern linguistics.”> He said, “The prosody
[yinjie ¥ ], as found in prose, originates from prosaic energy [gi %] and has
nothing to do with tone contrast and antithesis making” 32 ¥ 1At SC5 M
A, BEERCPIN. aHLMER .3 This statement provides important guidance for
our research on the prosody of parallel prose: the correspondence between the
principles of prosody and prose serves our starting point.

In the “Zhang ju” # %] (Chapters and Sentences) section of the Wenxin
diaolong SCUMEHE, Liu Xie S (465—-520) defines “chapters” and “sentences”
very much as would a modern linguist. The notion of “position” in his statement
“put words within positions” refers to syntactic position. Though he did not
specify what types of positions there are or what the relationship between them
might be,* he did point out that “each Chinese character [= word] has its own
position” and that “Chinese characters form sentences according to their
positions (or sentences are made up of words in their proper positions [wei yan
yue ju 75 F14])”° These concepts are far ahead of their time and are the
earliest examples of syntactic concepts and analysis in Chinese studies of ancient
literature. It is within Liu Xie’s clear explanation of these concepts that we find
his discussion of four-six prose:

Regarding the fact that formation of chapters and sentences is unlimited and that
characters have rules and patterns, groups of four characters are tightly packed and
not rushed, while groups of six are ample and not leisurely. . . .

FREAET, FEREG PSR, AT G g .. °

Liu’s statement that “the formation of chapters and sentences is unlimited” is in
the same spirit as the notion from modern linguistics that there are an unlimited
number of sentences that can be created. They are grammatical because
“characters have patterns” The word translated here as pattern in Chinese is
tiaoshu 144%%, in which tiao refers to rules and patterns, while shu indicates
sentence length. In just a few words, Liu Xie was able to express the syntactic
principles of sentences. Regarding sentence length, he points out that groups of
four characters have the quality of being “tightly packed and not rushed” % fij
AMiE, while groups of six characters are “ample and not leisurely” ¥ (#1) ifi E4%.
This is the key to our understanding four-six prose. “Tightly packed” indicates
how closely various units are packed together. Ample refers to how spacious (or
how far away) in distance various units are from one another. The following
analysis formulates this idea:
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a. “tightly packed” = one category or one unit

XX XX

—

“not rushed” = there is a pause between the feet
b.“ample” = more than one unit = several feet

XX=XX=XX

\ﬁ(_/

“not leisurely” = several units

“Tightly packed” is a manifestation of the line’s function as a single unit.“Ample”
is the result of several different feet. If we analyze groups of four syllables and
groups of six syllables from this perspective, four-six prose is composed of tightly
packed feet and loosely packed feet (of course there are still other types in addition
to variations of the latter type): the question that follows is, what qualities or
properties do these two types of categories have? The answer to this depends on
what type of unit each of them is within their respective prosodic categories.

Let’s first have a look at four-syllable units. What type of category is a four-
syllable two-feet-in-one (= tightly packed and not rushed) unit? Conventionally,
this is the compound prosodic word in prosodic morphology,” namely:

Compound Prosodic Word

foot foot

/N /N

(0] (0] (0] o
Yi jian  shuang diao
[ L :
one arrow  two hawk
One arrow, two hawks.
Compound prosodic words are a type of compound word that is composed of
two standard foot (= prosodic word) groups. Hence “tightly packed and not

rushed” “Tightly packed” because they function as a single unit, but “not rushed”
since a prosodic pause can still occur between a 2 +2 compound.
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What about six-syllable groups? We can view six-syllable groups as a com-
bination of two super feet (3 + 3) or as a group of three standard feet (2+2+2).

But what unit within the prosody system for Chinese can serve as “a unit
formed of combinations of two or three feet”? The best possibility comes from
the six-syllable line of poetry. According to Lo Kwunchong?® the standard
prosodic structure for six-syllable lines in Chinese poetry is (2+2+2) because
the 3+ 3 form of the six-syllable structure is easily confused (or analyzed) as two
three-syllable lines, making it difficult for this pattern to become an independent
poetic form. From this standpoint, only the (2+2+2) form of the six-syllable
line is distinguishable from poetry made of three-, four-, five-, or seven-syllable
lines. As such, it is very likely that the notion of “ample” in Liu Xie’s description
is referring to the one-group (2 + 2 + 2) three-feet category. Based on this, we can
say that “ample and not leisurely” is referring to six-syllable lines of poetry
(which are composed of a prosaic prosody, as will be seen below).

Furthermore, how can we determine the prosodic quality described using
the word ample? If ample is indeed referring to a single unit of prosody, that
single unit should be “tightly packed”” Otherwise, it will break down into two or
more units. If “six-syllable group” refers to a line of poetry, then should we
understand it as being “ample” and not “tightly packed”? Ample reflects an
attribute of speech in relation to the six-syllable group. As Lo points out, “Poetic
prosody and the prosody of prose are fundamentally different: poetic prosody
requires that lines of poetry be composed of repeating prosodic units. Standard
prosody for six-syllable lines runs contrary to this. Prose, on the other hand,
allows for variation in stress and length, causing a great variety of changes to
six-syllable lines internally” &/t & SCHE (1) ARAS BIOANTR]: SRERER ) LA
A AR, N E AR ERR A PR SO AR RN . RAEA
N E fUINE#E 2 5. This is saying that Liu Xie’s description as “ample and
not leisurely” points to the nature of the six-syllable line as a unit consisting of
a “line of prose” rather than a “line of poetry”” They are “ample” but not “poetic”
because they are composed of three two-syllable units.'® “Ample” is a prosodic
characteristic of prose, while “tightly packed” is an expression of poetic prosody.
If we say that a four-syllable combination is a category for lines of poetry as well
as for morphology (word formation) and at the same time, say that a six-syllable
combination is a unit for oral sentence structure, then the four-plus-six struc-
ture of parallel prose is the result of “poetic prosody + prosaic prosody.” It was
the combination of the prosodic essences of poetry and prose that forged what
has come to be seen as a masterpiece of Chinese and world literature: the genre
of four-six prose (or parallel prose).

Zong-qi Cai’s 2015 study of the rhythm of xiaoling /N4 (a type of Chinese ci
poetry) shows that six-syllable combinations can be directly used as lines of
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xiaoling, but for five- and seven-syllable line poetry, this would be very difficult to
do.'' Actually, however, even though xiaoling can accommodate six-syllable lines,
it has a feel similar to ¢i and qu poetry inherent in its “bones” For example:

Verse of the Three Towers South of the River VLR =i
In Yangzhou, next to a bridge [is] a young woman. 5 M4&i& /b4,
2 In Chang’an city, [there are] business people. S BN
No news for two years. TAEAHEE,
4  Everyone is praying to the gods.'? R sk,
Snow and Plum Blossoms £t
Old tree, jackdaw, mountain path, HARZER AL,
2 Little bridge, flowing water, human dwelling. IEIRK A
Before last night, a deep snow fell upon the village, — FERHIAIES
4  Springtime once again fell upon the plum Bt X EIMEE
blossoms.

The six-syllable line poems above are dripping with the flavor of ¢i poetry. If, as
has been argued, the optimal line for poetry is composed of two units (=two
beats), since six-syllable poems are three beats per line (2#2#2), they are not
considered optimal lines (which is why they are considered to have prosaic
prosody). It is for this reason that when we change six-syllable lines to seven-
syllable lines, the ci gan i/ (feel of ci poetry) changes immediately into normal
shi wei 7" (poetic charm). Compare the following:

South of the River AN
The color of the grass by the Green Grass Lake. T BL5 0,
2 The voices of the monkeys on the Flying Monkey x5 LR,

Ridge.
The guest from the distant Xiang River has arrived. & FUHIVT% 5,
4 Inspite of wind and rain, men still travel the road. > 45 J8f ¥ A47.'°

The grass on the banks of Green Grass Lake is T IS R
green,
2 There is the sound of a monkey on Flying Monkey %%t 5,
Mountain.
The guest from the distant Xiang river has not LA AR,
arrived.

4 Veryseldom do men travel in the wind and rain. 7 74 2> A4T.
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It is not difficult to understand that the “feel of ci poetry” produced by
poetry with six-syllable lines originates in the rhythm of prosaic prosody. If this
is indeed true, then why is it that, despite the fact that parallel prose has a
considerable amount of four- and six-syllable repetitive prosody, not to mention
antithesis and rhyming lines, it is still called “prose” and not “poetry”? The
reason is clear: because it has the skeleton of “prosaic prosody” but the spirit of
“poetic prosody” Without a doubt, Liu Xie was right in saying that four-six prose
has the prosodic properties of both poetry and prose. However, it did not occur
to him that four-six prose also has attributes that are in categories concurrent to
both poetry and prose, as defined by (1) and (2), respectively. Furthermore, he
did not use these prosodic attributes to obtain a clear understanding of the genre
of parallel prose.

The term four-six captures the essence of parallel prose. Within the history
of Chinese literature, the first person to use the term to describe the genre of
parallel prose was Liu Zongyuan #1570 (773-819):

Boasting of itself as literature, it’s just parallelism and antithesis of trivial words. It’s like
taking in yellow and echoing it as white; like a bird singing, then flying away. Parallel in
fours and pairs of six, like a silk heart with a brocade tongue. The Gong note is low and

the Yu note is fluttery; the panpipe is in (the musician’s) hands.

WA S0, BAREHEAR S At 11, MR s BIDUGE N, SROSHIT BbhR, AT

Liu Zongyuan summarized the characteristics of four-six prose beautifully,
though he himself advocated the use of the classical essay and opposed the use of
four-six prose. The important thing to point out here is that, regardless of what
types of criticism parallel prose may have faced historically, it is still a wonderful
genre of literature cultivated by way of the Chinese language—this is not simply
a matter of the skills of any given writer. What is important is the structural
functionality of the Chinese language itself and that this structural functionality
was formed through continual development.

Although we lack a solid explanation of why parallel prose necessarily
appeared after the Han dynasty, research such as Sun Degian’s {27} (1869~
1935) Liuchao li zhi 7~i1JE$5 (The Essence of Parallel Prose in the Six Dynas-
ties), Liu Shipei’s (1884—-1919) Lunwen zaji, and others have offered some
incisive insights, allowing us to dig deeper into the matter. Take Liu Shipei’s
theory for example:

During the Western Han dynasty, though it belonged to rhyming prose, its manner of
making antithetical couplets had not yet become strict. The prose of the Eastern Han

was gradually elevated to using antithetical couplets. As for the Wei dynasty, its writers
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were conceited due to their ability to make sentences colorful, sound nice, and to
decorate them with flowery language.

VB I BERSRRSC, TR Z AR A, O30, WM, H B, RIS
O, LB,

Since the Eastern Han, persuasive writing has usually used single lines and single
words, matched up with one another, having a parallel effect, thus adding to and even
complementing one another, giving rise to a style of writing completely different from
the Western Han.

FORCARE, et (AT LARAT NG 2, A A 2k, SOCh R 7Y
.

During the Jian’an period, there were seven writers in succession. They rarely laid
pen to paper, but when they did, they used parallel lines instead of single lines. They
didn’t make rhymed essays, yet they still employed parallelism, producing extravagant
and flowery works. And this is how four-six prose began. This genre is different from
those of the Eastern Han. In the writing of the Wei dynasty, two phrases were com-
bined to express one meaning, from simple to complex. Of this there is no doubt.
ety LT, AR, DU S AT, BT, AN,
MAEREZ AR, BRI/ Z 56, MSCHEIRIA RS, B2 SC, RIG R, Hifl
I, RS

Liu Shipei noticed the parallel development of literary genre and language,
thereby showing the historical process that produced parallel prose: the “parallel
prose” written during the Western Han dynasty, the Eastern Han dynasty, and
starting from Emperor Xian of Han taking the throne (196 CE) are all cate-
gorically different genres of literature, owing to the fact that their methods of
antithesis, styles of writing in official documents, irregular (odd) and regular
(even) rhythms (gi'ou peizhi #F{HNLE), styles of rhetoric, and so forth are all
vastly divergent. As is commonly known, the transition between the Western
and Eastern Han dynasties was a pivotal time for the Chinese language (when it
changed from a synthetic language to an analytical language).”° Tone formation
in Chinese was also not fully complete until after Emperor Xian of Han took the
throne. According to Duan Yucai B k3 (1735-1815), “By the Wei-Jin period,
rising tones and entering tones had mostly changed into falling tones, and level
tones into nonlevel tones; then the four-tone system of Chinese was complete.
It was no longer the same as that of Archaic Chinese” JH- V-8 &, [ A% L
R L, CVREZW AR, T IR, B AR

Liu Shipei pointed out that the transformation of literary genres was a
reflection of a transformation in language typology. His analysis viewed the
development of literature in terms of linguistic change, thereby opening a new
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road for us. In the past, the study of linguistics paid little attention to literature.
Similarly, one of the blind spots within research on the history of literature was
linguistics. Today, we are in an age in which we can use the cross-fertilization
between these fields in order to find solutions to problems.

Structural Characteristics of Parallel Sentences

As mentioned above, parallel prose has the skeleton of four-six prosody. Since it
is a skeleton, it also has a spine, ribs, femurs, and humeri. What are the main
structures of four-six sentences? What are their secondary structures? We will start
with Qi Gong’s analysis of various lines of parallel prose by Wang Bo %j (6497
676) in “Teng wang ge xu” i T[4 (Preface to the Prince Teng’s Pavilion):**

a.  MiHET TWO FEET
It is September, IRt L H
the third month of autumn. JF B =K

b. Wiffi TWO FEET
In the stately carriages drawn by horses, we (e B2 7 b
make our way ahead,

visiting beautiful scenic spot in the mountains. #8554 426

c. =54 TWO (super) FEET
A panpipe is being played and a gentle, cool FERE TN AL A
breeze blows.
The soft singing lingers on. It soothes the BB H =R

passing white clouds into coming to a halt.

d. =i THREE FEET
Sunlight flies alongside the lonely wild duck. ¥ @ BLINE 751
The sunlight shoots through the rosy cloudsas /KL R—
the autumn water merges with the

boundless sky into a single hue.*

Qi Gong marks the number of jie fifi (which is the same as our “beat,” “foot,”
or “rhythmic unit”—not to be confused with the stressed foot of other lan-
guages). It is clear that in the first antithetical couplet, each line has two beats.
For the second example (b), each line has six syllables. Its analysis is somewhat
unusual. The most common analysis is that it has a (1 +5(=2 A 2)) meter (A
represents a nonmetrical particle), but Qi Gong parses it as having “two jie!
Why? Two concepts are needed here first: “extrametricality” and “the functional
category of prosody” When Qi Gong is analyzing this type of parallel sentence,

d
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he removes all extrametrical and functional elements (i.e., particles that are
represented by a A) from the notion of meter. That is to say, in this example:

In the stately carriages drawn by horses, we make {825 L%,
our way ahead,

visiting beautiful scenic spot in the mountains. S S 2

The yan (majestic) and the fang (take in) as well as the two yu (on/at) are not
included in the meter. The former are what are called pai wai pai #1571 (a beat
outside the beat) or a kong ban pai qi = *F-4#1iZ (half-beat start), and the latter is
referred to as a jianpaici #4775 (pause filler, between-beat word). The end result
is that there are really only two main beats (2 +2) in the six syllables.

According to the above prosodic principles, we find that though (c) and
(d) both have seven-syllable lines, their structures are radically different: (c) is
composed of two three-syllable combinations and is actually made up of only
two super-feet, while (d) is three standard disyllabic feet. Why? Because within
the seven-syllable line, the er Ifij in (c) is analyzed as a pause filler. This is different
from the ordinary analysis, which takes into account only the number of sylla-
bles and ignores their prosodic qualities, resulting in a 4 + 3 structure. The yu 5l
(and) and the gong L (together) in the very last antithetical couplet are
both pause fillers. Since they do not hold prosodic positions, the remaining six
syllables are divided into three jie (i.e., three standard feet).

According to the above analysis, it is not difficult to see that the sentences
of parallel prose might share a common origin with Qu Yuan’s JifiJii (352—281
BCE) “Li sao” §fi¥% (Encountering Sorrow) in terms of disyllabic foot prosody,
extrametrical elements/particles, pause fillers, and so forth.?® This is exactly
what makes the prosody of parallel prose and that of five- and seven-syllable line
poetry so different. They are two different types of structures. What defines
parallel prose as parallel prose is applying the principles of poetry to the writing
of prose. Poetry can be characterized as follows: “Single beats do not form lines.
Single lines do not form antithetical couplets. Single antithetical couplets do not
form stanzas” The paragraphs of parallel prose are formed by similar principles.
With this understanding of these basic traits, let us move on to the analysis of
our main example, the “Wucheng fu” fE3/iX (Rhapsody on the City Overgrown
with Weeds), by Bao Zhao il (417-450).

Four-Six Expressions in “Wucheng fu”

Itis better if a linguistic analysis of literature begins with concrete examples. This
section concerns the distribution of four-six expressions in “Wucheng fu” There
are four stanzas in total. The first stanza is:
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Wucheng Fu (1st stanza)
Smooth and gently sloping, a level plain:
Southward galloping to the Green Kola

and the Swollen Sea,

Northward racing to the Purple Pass and the
Goose Gate.

With the Transport Canal in tow,

And Kun Ridge as its axle,

It is a nook of doubling rivers and enfolding passes,

A hub where four highways converge, and five
intersect.

In the past, during its age of consummate splendor,

Chariots rubbed axle-hub against axle-hub,

Men bumped shoulder against shoulder,

Settlements and ward gates covered the land,

Singing and the sound of the pipe pierced the sky.

It multiplied in wealth with its salt fields,

Dug profits from the copper hills.

In talent and man power it was strong and rich;

Warriors and steeds were well-trained and
well-footed.

Thus, it was able

To exceed the laws of Ch'in

Surpass the institutes of Zhou,

And carve lofty fortresses,

Dredge deep moats,

Planning for long reigns and a propitious mandate.

Thus,

Rammed earth walls and parapets, grandly
constructed,

Well-curbed lookouts and beacon towers,
meticulously crafted,

In measure higher than the Five Peaks,

In breadth wider than the Three Divisions,

Jutted up like sheer cliffs,

Abruptly rose like long clouds.

They built with lodestones to resist assault,

Daubed carmine loam to make soaring designs.

Beholding the solidity and defense of its foundation

walls,

T I

P AL T
Elviss = YN

Mo LA %R,
LIIYNEAR
HITAR I 2 PAL,
VU 2

W eI,
HLHE,
INVER

JA P
bR
EIHEI,
GERIG L1,
AR,
AT

HRE

B,
R4,
HE,
SR,

li At LA
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B SEMER 2 B

IErEEts 2 1),

1% i L5k
Z =1,
LFe] (=N
R,
AT LA g,
WIREE LA
B Jg 2 Nl
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Couldn’t a single lord’s house hold them for ten st AT — A
thousand years?
34 Yet, as three dynasties have come and gone, HAZAG,
And over five hundred years have passed, T AR
36 It has been carved like a melon, split like beans.?® I 4 12

When analyzing a rhapsody (or fi, a form of Chinese rhymed prose), the extra-
metrical elements need to be identified (as they are not taken into account
metrically) first. Next, the between-beat elements should also be ascertained (as
they are not taken into account metrically either). Next, the musical theme
should be determined: the prominent prosody. With this as a basis, we can
analyze the metrical aesthetic of the secondary (functional) elements—why are
they necessary? The key to identifying the prominent prosody is the lian ¥
(antithetical couplet) and its dui ¥t (coupling). Based on the theory above,
parallel prose in general has both poetic prosody (four-syllable lines) and prosaic
prosody (six-syllable lines). The extra-metrical and between-beat elements
necessarily belong to prosaic prosody (spoken-type elements). The ingenious
way these four fit together (4 + 6 + between-beat elements + extrametrical ele-
ments) shows the writer’s literary skill and talent.

At the beginning of “Wucheng fu,” the geographical location of
Wucheng (literally, the “City Overgrown with Weeds”) is first introduced
along with its glorious past. Here, we see what kinds of words and phrases
the writer uses to express himself; how he puts words together to form
sentences, antithetical couplets, and stanzas; and whether he makes use of
prosaic prosody (prose) or poetic prosody (paired couplets) to form these
units. Furthermore, we can also see his strategies for utilizing morphology,
syntax, the rules of poetry (regular prosody), and rules of prose (irregular
prosody), resulting in the stanza’s prosodic form below (note: numbers
represent the number of syllables in each line, and the parentheses represent
prosodic groupings):

(4+66(=2+4))+(44+6 6 (= 4+2))

(6+33+44+44+44)+ conjunction  gu neng i (so as)
(33+33+6)+ conjunction  shi yi &L (therefore)
(66+44+44)

(66+66)+(44)+(1+5)

After teasing out the four-six syllable versification, the internal structure of
each line and foot must be studied. For example (where

a‘n

indicates a pause and
“=” indicates a lengthening of the main vowel):
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Parallel Prose and Spatiotemporal Freedom

()3t

As discussed above, the melodiousness of a poem arises from repetition,28

whether grammatical or rhythmic repetition, or repetition of vocabulary or
rhymes. Nearly all place-holding elements can be repeated. What is important to
parallel prose is the repetition and echo between phrases. The cleverness of the

literary effect hinges on this.

Below is the second stanza. Its prosodic form is (4

Wucheng Fu (2nd stanza)
March moss clings to the wells,
38 Wild kudzu vines tangle the paths;
The halls are filled with snakes and
beetles,
40 By stairs contend deer and flying
squirrels.
Wood sprites and mountain demons,

42 Field rats, wall foxes,

.. 4)+(66+55+44).
HEFEMIE,
Nk Bk, 22=ANVO
JE AR T
P 13=NVOO
Al 1L,
T ER A 22=NN( )NN

455



456

JOURNAL of CHINESE LITERATURE and CULTURE

Howling in the wind, shrieking in the JEUEE RS S
rain,
44 Appear at night, take flight at dawn. 5L, 22=VOVO
Hungry hawks sharpen their beaks, (I Je 1
46 Cold kites hoot at young birds FEMGIHE A 22=ANVO
Crouching felines, lurking tigers, TRIEIRSE
48 Suckle blood, sup on flesh. FLILA R . 22=VOVO
Fallen thickest blocking the road, JIRETER
50 Grow dense and dark on the ancient U b T 22=VO/
highway. AA+AN
White poplars early shed their leaves; Fs %,
52 Wall grasses prematurely wither. FERLT L, 22=AN AdvV
Bitter and biting is the frosty air; Mk 4
54 Roaring and raging, the wind’s might. HHE 22=AA NN
A lone tumbleweed bestirs itself; PIOZE H#,
56 Startled sand flies without cause. FERDAAAE, 22=AN AdvV
Brushy scrub darkly stretches without FEFFAY T R
end;
58 Clustered copses wildly intertwine. i A AR 2 (1x) 2
The surrounding moat has already been @i 8,
leveled;
60 The lofty turrets too have fallen. U 85 3 LR 2 (xx1)

Looking straight ahead for a thousand HALT 34,

miles and beyond,

62 One only sees rising yellow dust. e B 3 e 23
Focus one’s thoughts, quietly listen: e I,
64 The heart is pained and broken. INNCARE 22

In this stanza, the author begins with twenty four-syllable lines as if in a single
breath. The rhythm is constant, and the form is mechanical. From this, we can
experience the aesthetic tolerance for the constant repetition of the four-syllable
line prosody. This is the first point. Next, we can see how the author changes up
his use of grammar and meaning within the confines of the (usual) 2 + 2 form. In
fact, this is exactly how writers of rhapsody (fis) developed their rich vocabulary
and cultivated their talent for wording (lianzi zhicai 1%t 4). The first anti-
thetical couplet “March moss clings to the wells, Wild kudzu vines tangle the
paths” #2843, 3% & is SSVO in 2 + 2 form (where S = subject and SS=a
disyllabic subject; A = adjective, N = noun). The second antithetical couplet
quickly changes up to “The halls are filled with snakes and beetles / By stairs
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contend deer and flying squirrels” JE i, F&[E#E, which is SV + OO in
2+ 2 form. The third antithetical couplet,“Wood sprites and mountain demons /
Field rats, wall foxes” AWk 1LY, B I, is a 2+ 2 list of nouns or NN + NN.
The two nouns are missing a connective word, which is why they could mean
either “Wood sprites and mountain demons / field rats follow wall foxes” Ak f2
i, BRI or “Wood sprites become mountain demons / field rats run
with wall foxes” AL L, B Bl INIK. So which is it then? The author does
not say. He just does his utmost to vary the grammar and morphology within this
2+ 2 prosodic form to make the four-syllable lines as different as possible. From
this it can be seen that the places where prosody is identical are exactly the
places where poetic ability is most prominent. Liu Shipei maintains,“The biggest
taboo in writing is monotony, the lack of any significant variation” 3 % i = —
A — i A gL

Then how do authors create variation? Liu Shipei continues:

The way to vary the monotony does not lie in changing the number of syllables
in successive phrases, but rather lies in the grammar given to wording within a
sentence. If the prosody of all lines in a stanza is identical [i.e., a “monotonized”
prosody], that can usually be avoided by changing the word order through different
syntactic operations. For this reason, four-syllable phrases should not be antithe-
sized or paired together word to word. Even and odd numbers of syllables should
complement each other within the four-syllable lines, so that there will be less
“monotonization”

REF ZEATERR T YA, A 7 L, S AN, AR5 e I vt
oo WOVU 2 SORIER R B, T AR A, A Fr e

Liu’s statement seems like an incisive summary of this group of four-syllable-
line parallel prose. These ten pairs of four-syllable lines could be a brilliant
footnote to Liu’s statement, as they illustrate it so well.

Just when this big stanza of four-syllable lines is about to end, the author
suddenly uses reduplication to bring about a feeling of desolation that cuts to
the bone. Its climax: “Bitter and biting is the frosty air; Roaring and raging, the
wind’s might” B8 %, ##E . When should we use reduplication? How
many times should we use it? Authors of literature are very particular about
these things. In this case, after the reduplicative antithetical couplet, the author
decides to use a final four-syllable couplet that contrasts with the previous
reduplicative couplet to conclude this section: “A lone tumbleweed bestirs itself;
startled sand flies without cause” L% HiE, HEAPALTE. As will be shown below,
this couplet demonstrates the author’s elaborately conceived “spatial- and
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temporal-free” technique, a creative concept in which the uniqueness of the

wenyan LI (essay eye) can find full expression.

The prosodic structure for the third stanza is:
(46+46+66) +1 (4.... 4) +2(44) +2(55)—1:

66

68

70

72

74

76

78

80

82

Wucheng Fu (3rd stanza)

As for

Carved gates, embroidered curtains,

Sites of singing halls and dance pavilions;

Carnelian pools, and green trees,

Lodges of fowling groves and fishing isles;

The music of Wu, Cai, Ch'i, and Ch'in.

Amusements of the dragon-fish, ostrich, and horse:

All

have vanished in smoke, have been reduced
to ashes,

Their brilliance engulfed, their sounds silenced.

Exquisite consorts from the Eastern Capital,

Beauties from southern states,

With hearts of meliot, complexions of white silk,

Jade features, scarlet lips:

There is none whose soul rest unburied in somber
stones,

Whose bones lie unscattered in bleak dust.

Can you recall the joyful pleasures of sharing the
carriage,

Or the painful misery of the sequestered

palace?

TS

AR

PG TIEN

A BRI 2
B
RE I 2

ll:ab

TR

Blety k(B
HARLBUL,
HI B
B EI=N
ST S A1

T 5 R
LT[R B A

Bl 2

Note that the 5+ 5 structure of the last sentence is actually (2 A 2) (where A is
an empty metrical particle). Any function word can act as a placeholder (or

pause filler [jian paici]). Moreover, the internal relationship between the two

elements that are separated is not entirely determined by the spacing word (i.e., a

syntactic functional word like at, in, on, or by).
And finally, the last stanza:

84

Wucheng Fu (4th Stanza) fusfiny
Heaven’s way, how is it KA Gy 2
That so many swallow grief? FE 2!

I grasp my zither and name a tune; E(iE g
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86 I play “The Song of the Ruined City” A%z k.

The song goes: H/Y=R

88 Border winds are fierce, B
Above the wall it is cold. W 5,

90 Wells and paths have vanished, AW
Hillocks and mounds are destroyed. ks,

92 A thousand, ten thousand ages, T o EAA,

Everyone is gone—what can one say? a5 5 |
The rhythmic structure here is:

(22)+(3+1) (2+2 1+2-1+1)
1+1: (2+(1+A)) (2+1), (2+(1+A)) (2+1)
2+ A)+ (2) (2+A) + (2)!

The prosody of the first line “What is the way of heaven?” K& Wi{ is 2 + 2, but
immediately after, “That so many swallow grief?” #{R# £, is 3 + 1. The former
still retains poetic prosody, but the latter is completely prosaic. The poetic
prosody reminds us that this work is meant to be chanted while the prosaic
prosody reminds us that the author wants to express his intention to change
focus for his deeper emotions. Even though the number of syllables for both
lines is still 4+ 4, the first couplet of this stanza is not at all antithetical. The
second line is genuine prose: it is “speech” and not “poetry” The next couplet is
similar. The beginning line “I grasp my zither and name a tune” fili % iy seems
to return to the standard 2 + 2 structure, but the following line is definitely the
opposite: “I play ‘The Song of the Ruined City” |(%)#|%&3| (2) #k. This line is
also non-antithetical and unbalanced, and it destroys the corresponding melody.
Therefore, it naturally leads to the “song” lyrics that follow—where the use of xi
%> (a mood-expressing particle) effectively distinguishes the rhythm of “song”
from the melody of “poetry”

Up to this point, we have seen that “Wucheng fu” contains elements of
poetry, song, and even speech. Though these elements work together in har-
mony, they also have their own distinct characteristics and completely embody
the exquisite coupling of “parallel” and “prose”

Four-Six Forms in “Wucheng fu”
As explained above, four-six is the skeleton of parallel prose. Below, we will
concretely analyze some typical four-six structures found in “Wucheng fu”
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1. Different Six-Syllable Structures: (2+ 4) versus (4+2)

Smooth and gently sloping, a level plain: S i
2 Southward galloping to the Green Kola and the Tt ARG

Swollen Sea,
Northward racing to the Purple Pass and the Goose It % /5.

Gate.
4  With the Transport Canal in tow, i DA 3,
And Kun Ridge as its axle, flr L Bl
6 Itisanook of doubling rivers and enfolding passes, ~ HEIT{E 4 P#,
A hub where four highways converge, and five Mg TLiE i,
intersect.

This first section describes what is to the South, and what is to the North. What
kind of grammatical devices can be used to achieve the artistic effect of parallel
prose? Lines 2 and 3 are 2 + 4, while the last two lines are 4+ 2, forming a very
obvious contrast. These two couplets have vastly different structures, even
though both are six-syllable combinations. The first couplet makes use of
xingxiang dongci &% @) (imagistic verbs) to compare the immoveable ground
to a running animal, thereby dynamically describing a static existence. Gram-
matically speaking, this is done by using verbs to give the impression of
movement, a syntactic reorganization that lends the lines characteristics of
shijiayu %5l (poetic diction).*!

The second set of six-syllable lines embodies a different type of syntax to
create a completely static description, using the connective zhi Z (a gram-
matical particle) in the middle of an otherwise 4.+ 1 line. The first four syllables
are modifiers, while the last syllable is a head noun. Its modifying elements do
their utmost to exaggerate and pile up the objects intensively described, while
the object of modification attains an unusually grandiose state. This is a type of
“rich” descriptive sentence often found in parallel prose. The form “(XX | XX) 2
N” makes use of two disyllabic beats in describing a monosyllabic noun. The
duplication of the beat shows its strength: (VL&) M, (VUr|fiiE)2 i
(ie., (doubling rivers | enfolding passes)’s nook; (four [highways] converge | five
[intersect])’s hub. Clearly, the “HFXZY” and “PYX+Y” formulas intensify the
prosody even though it already has the force of exaggeration.

Here, let us call this type of six-syllable versification the “(4 zhi 1) pattern,’
which comprises a four-syllable modifier plus z/i 2 modifying the monosyllabic
noun, prosodized as a (4 zhi 1) form, where z/i is a genitive marker. The (4 zhi 1)
form within parallel prose is a very typical “pattern for describing richness” of
scenery, plants, animals, and still objects. It fills the third stanza of the Wucheng
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Fu, where we see its special “literary grammar” function in antithetical writing—
namely, to express a state of thriving extravagance or to intensify feelings about a
rich object. Here are two lines from the original:

Sites of singing halls and dance pavilions; B B
Lodges of fowling groves and fishing isles; RARE9 2 6

Interestingly, if we replace the (4 zhi 1) form with anything else, such as:

a. (halls and pavilions)’s sites R 2 HE
(groves and isles)’s lodges MRV

b. singing halls | dance pavilion sites & SE[AI %
fowling groves | fishing isle lodges ~ ~CAk&Yy# &

that exaggerated and accumulated feeling of prosodic modification and its
unusual emphasis completely and totally vanishes. This contrast reveals the
extreme nature and effectiveness of the (4 z/ki 1) form.

One of the important tasks when researching parallel prose is to analyze
the meaning-expression functionality of its four-six form (prosodic structure).
The prosody of the (XX/XX zhi () X) form as well as the “prosodic feeling” and
“prosodic functionality” of the (XX | XX) and (XX | XXX) forms are all very
different from one another. The former has three beats and a rich rhyming flavor.
The latter has two beats and seems, comparatively at least, feeble and weak. No
prosodic comparisons are absolute.

2. The (4 zhi 1) (Extreme Exaggeration) and (3 pause 2) (Pace Lowering)
Devices: Alternating between Tightly Packed and Leisurely

Thus, 2L
24 Rammed earth walls and parapets, grandly R B
constructed,
Well-curbed lookouts and beacon towers, o ent 2 i,
meticulously crafted,
26 In measure higher than the Five Peaks, e TR
In breadth wider than the Three Divisions, ZZ I .,
28 Jutted up like sheer cliffs, U
Abruptly rose like long clouds. R,
30 They built with lodestones to resist assault, Tl A DL,

Daubed carmine loam to make soaring designs. RRUTE LU S
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32 Beholding the solidity and defense of its foundation  #{3EJw 2 [,
walls,
Couldn'’t a single lord’s house hold them for ten R ATIT— 4

thousand years?

As shown above, (4 zhi 1) is enriched verse (jikfRk%f). As such, grand F% and
meticulous ) in lines 24 and 25 can be understood as the nominalized adjec-
tives. When writers who are linguistically sensitive describe rich and magnificent
landscapes, they are invariably partial to this form. Compare:

Alas! To the chrysanthemum, except Tao Qian’s, WA, MR
there’s love rare.

To the lotus, who will my affection and fondness B, [WTEMN;
share?

To the peony, people would commonly throng 2B, BTRRD

in care.

This is also a “X(X) zhi () X” form, but it has a completely different
momentum from the “XX/XX zhi () X” form. In addition to xieji %A%
(enriched description) devices and their corresponding “leisurely diction” forms,
there is another form called the “3 pause 2” (or “3f2”) form. Take this line for
example: “They built with lodestones to resist assault, Daubed carmine loam to
make soaring designs” ffillfi&f1 LLEEM, KR DL SC. Each line has two actions,
zhi il (build) . . . yu % (resist) . . ., hu #] (daub) . . . fei #f& (soar). The reason
the writer uses the (3 pause 2) form is to create a “pace-lowering” effect; it is
exactly this type of effect that the “yi” U\ has on the prosaic prosody. Its aesthetic
effect can be tested with conversion: convert any six-syllable line to a four- or
five-syllable line and the effect of its prosaic prosody immediately disappears.

Compare:
[UET i, WIEORIC. R, &4,
[LFEY SR, OO, s, — A B,
[NFEY1 IR LSS, R DOR S, S e 2 T, R AL —H

Built lodestones resist assault. Daubed loam soaring designs;
Solidify beholding and foundation walls, will be the lord for ten

thousand years.

Clearly, prosaic prosody is the soul of parallel prose.
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3. Transition from Balanced to Mixed Prosody

Returning to the second stanza of the Wucheng Fu, we recall it begins with a
long sequence of four-syllable lines. Their poetic prosody is balanced and neat,
then interrupted by the introduction of six-syllable lines with their prosaic
prosody. The latter, not repetitive by nature and further broken up with func-
tion words (such as er 1fj [and, and yet]) and zhi 2 (a grammatical particle) that
add still more pauses, strongly shift the feeling away from poetry and toward
prose: “Dense vegetation darkly stretches without end; / Clustered copses wildly
intertwined” #EZF (115 117 RS , #5 (4 FLAHHK) . This antithetical couplet can be
either chanted or recited:

a) chanted:  #EZEII AT R S B
Dense vegetation Ah  darkly stretches without end;
ibe T2 SRARAK ...
Clustered thickets Ah!  So wildly intertwined.
b) spoken:  EAEFHIIE R, HETALAFAE ...
The overgrown forest is so quiet, seemingly without end;

the clustered thicket has grown wild without crack or crevice.

However, (a) is a type of prosaic, not poetic chanting. The ingenuity here
lies in the use of er 1fi and zhi Z: the prosody of these lines is 2+ 2 + 2, but the
two syllables in the middle (11 \ #1L) are not an equally weighted 1+1,
because er 1M and zhi 2 are weaker than content words. The prosodic structure
of “f¥11 \ %1 1" is by necessity stressed followed by unstressed (or long followed
by short), changing the original 2+ 2 + 2 pattern and giving it a more scattered
feel. This forms a stark contrast with the 2+ 2 poetic prosody of the preceding
twenty-two lines. The reason we call four-six prose “prose” is precisely because
six-syllable lines carry the natural structure of prosaic rhythm. Though their
internal organization can be highly varied, none of the various internal con-
figurations are formed by the liang jie hanglii WH11T/# (two units per line) rule
found in poetry.® The “ji ji” B C. and “you ji” X L\ in the next two lines can also
be analyzed in this way.

In short, the transition from symmetrical to mixed prosody should be
understood as a transition from poetry to normal spoken language (or from
poetic to prosaic prosody). This is because prose or “prosaic prosody” is based on
the irregular features of prosody in everyday speech. In fact, literature, and
especially poetry, would not have its vigorous and aesthetic effect without the art
of combining poetic with prosaic prosody. Therefore, the second to last couplet:
“Looking straight ahead for a thousand miles and beyond, one only sees rising
yellow dust” HA T 246, MEREEIR directly adopts the five-syllable form.
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Of course, rhapsody (fu) can use five- or seven-syllable lines. Pull out any of the
five-syllable lines from within the rhapsody, and they will form a poem when put
together, assuming they have the same rhythm. However, five- and seven-
syllable lines generally have dual poetic and prosaic functions when mixed in
parallel with four-six lines. The reason for this is clear: parallel prose uses “prose”
that is made of “poetry” It is a product of “poetry” within “prose” and because of
this, in parallel prose, lines of prose and lines of poetry are combined to create
literary art.

The Prosodic Lexicon and Prosodic Particles

In addition to understanding prosody’s structure, functionality, and effect, we have
to pay special attention to the prosodic structure of different poetic forms, to the
prosodic quality of words and expressions. The following issues should be taken
into account before we can differentiate between poetic and prosaic prosody:

a) The prosodic properties of function words

b) The prosodic structure of different poetic forms, such as those found in
the Shijing, including three-, five-, and seven-syllable lines

¢) The prosodic expression of function words within a given poetic
register

These three factors are sometimes intertwined and difficult to differentiate
from one another. First of all, function words are not usually stressed (or are not
given prominence), and they are expressed differently in different types of poetic
styles (or prosodic environments). For example, these two instances of zhi 2 are
clearly not the same:

a) A pair of turtle doves are cooing by the riverside. BBV, 7E3T 2 P>
b) A Prince am I of Ancestry renowned, W il
Ilustrious Name my royal Sire hath found.*” JDk 5225 EU R

The zhi Z in the verse from the Shijing takes the position of a lexical
word because the Shijing uses dipodic prosody. Without zki 2 here, the verse
falls short of filling out two beats. The second couplet is from “Li sao” #ff%
(Encountering Sorrow). Its use of zhi 2 is different. Prosody for “a Prince am I of
Ancestry renowned” 75 F% 2 i can be compared to that of “in the stately
carriages drawn by horses, we make our way ahead” fi525i* [ from the
Wang Bo lines we discussed earlier. It can be analyzed as two jie (feet). The zhi 2.
and yu J* that appear in these lines are pause fillers (jian paici) (as such, they do
not count). (The “Li sao” makes use of caesura-based prosody and is thus closer
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to the vernacular, while the Shijing uses a fixed four-syllable prosody that is
comparatively more formal.)

Now that we understand the prosodic principle explained above, we can do
more than merely depend on the superficial appearance of words when calcu-
lating prosody. Any concrete analysis should be based on data from a definite
historical period, a definite work of literature, as well as a definite prosodic
structure. There are two other crucial aspects here: the relationship between
number of syllables and number of beats; and the substitution between unstressed
functional words and stressed content words.

The Difference between Number of Syllables and Number of Beats
Functional words do not count as beats, but they can smooth the tone of voice
and ease communication. For example,

a) Sunlight flies alongside the lonely wild duck. T BB P
b) The sunlight shoots through the rosy clouds as the ~— F/KJLRRK—H
autumn water merges with the boundless sky

into a single hue.

The seven-syllable line above has three beats. The yu 52 and gong 3t in this
couplet are functional words. They are pause-beat words used to fill in inter-
mittent gaps to make the reading unhindered, smooth, and level, thereby
demonstrating the “tone of voice” effect of function words. Zhang Taiyan 72 X %
(1869-1936) wrote, “From Warring States up to the Qin dynasty, [writing]
became more and more rigid. In every piece of writing, there were very few
function words and sentences became very choppy” £ ¥k /s £ Z2 4, M 5 i &
S, R SCEHGL T T E AU TR Sentences without function words come
across as choppy. In contrast, those with ample function words are fluid and
smooth, clearly showing their effect on a sentence. This is why Ouyang Xiu Fx[%
& (1007-1072) was dissatisfied and quickly reverted to the sentence “Having
taken office and then I advanced to the position of prime minister / Having
become rich and prosperous, I then returned home” {15 1 25 AH, & £ 1 k4L,
deciding not to change it to “An official, I advanced to the position of prime minister /
Rich and prosperous, I returned back home” {5 Z ¥ AH, & £ fabicis.>”

Writing during the Song dynasty ‘& (960—1279) favored softness, so it was
fluent and free. This is precisely due to the use of function words. There are many
similar cases. In each one, it can be seen that whether between-beat words
appear in poetry or prose depends on what level of smoothness is required at any
given place within a piece of writing. The idea of “using prosaic diction to write
poetry, popular during the Song dynasty, was realized by way of inserting
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function words when necessary. In the same way, “adding function words to
prose” was a way of using prosody to realize a certain (spoken language) tone of
voice. The literary functionality of function words has most likely been an
important issue throughout classical literary criticism.*®

Note that function words are able to change the tone of voice because many
function words are actually mood particles. Proto-Chinese did not have sentence-
final particles in the same way that it did not require two-syllable feet. The
appearance and development of these two, sentence-final particles and the
requirement for two-syllable feet, directly influenced the form and expression of
Chinese literature. Exploring the corresponding relationships between styles of
expression within spoken language, written language, and literature is an impor-
tant topic of research for the fields of linguistics and literary studies. Once these
relationships are understood, many issues within linguistics and literature can be
explained. For example, take the last sentence of the first stanza in “Wucheng fu”:

as three dynasties have come and gone, A=A
And over five hundred years have passed, FE | Rk

It has been carved like a melon, split like beans. & | JR#I(if1) 5.4

The first two four-syllable lines have neat and tidy (i.e., gizheng 7% [reg-
ular]) prosody. Each syllable occupies a single position (within the beat). Though
yu 4% (more, over) is a function word, it still has to take the position of a full
syllable. However, the last line,“It has been carved like a melon, split like beans” /R
HlMi &4y is different, as its “er” Ifij is used between two beats and yet is not a
placeholder. If the linguistic context above were to take the following form:

as three dynasties have come and gone, A | =40
And over five hundred years have passed, HH | R
It has been carved like a melon, split. | JRE | gy

then “er” 1Mi would become a placeholder. Think about the fact that every
rhythmic position of “/K%|
necessary to add “er” Ifj in order to increase the space (hiatus) between beats?

24)” already has “no vacancies” (2+2). Why is it

Without a doubt, this is an example of a function word having the effect of
relaxing the lips, evening out the tone of voice and of smoothing over puckered
lips, making it more speechlike.

Light Functional Words Replaced by Heavy Content Words
There is yet another related phenomenon of the prosodic grammar of poetry
that up to now has not received enough research attention, namely, the use of
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st

content words to replace light verbs (such as shi fif [to make], rang &% [to let,
to allow], nong 5% [to do], da 4T [literally, to hit, but in Mandarin, this verb is
used for a very broad range of meanings], and gao ## [to do], etc.) as a means of
syntactic movement. For example:

a) BRI oy L FE R T > AR ek oy LL R 7
Spring wind again made (gp) the Jiangnan bank greener

= Spring Wind green-ens (ticayy) the Jiangnan bank
b) VLRACEL (AT > HULRRLE T (1K

Jiangdong People consider (;gh) me to be a king

= Jiangdong People King (1cayy) me

As mentioned above, an effect of increasing the number of functional
words used is to make writing more like spoken expression and to enhance
fluency. Literary means of expression have their positives and negatives. The
opposite of augmenting the traits of spoken expression is “dampening the
traits of spoken language”” This is done by placing content words (verbs, nouns,
and adjectives) in a functional-word position. In the example above a light
verb like “do” or “make,” uses the “replacement of a light verb with a content
word” method to distance a written sentence from the modality of spoken
language as a way to manifest energetic (jinjian ¥){#) and literary meaning-
fulness (juanyong 7K). Both (a) and (b) are perfect examples of moving
content verbs into the position of functional words (light verbs), thereby
creating a poetic effect.

Compare the prose statement from the beginning of “Wucheng fu™
“Southward galloping .../ Northward racing ...” RSt HRREE, JbaESKIENEM.
When speaking, one needs to use light verbs such as ru 411 (like, as) and xiang 14
(to be similar, resemble) as in “Southward it is as if ... / Northward itis as if ...”
BRI ERRRIEES S, LR/ A ZENGTT/E 7. However, the author substi-
tutes stressed lexical words for unstressed light verbs through syntactic operation
in order to realize poetic diction (shijiayu) in depicting the artistic qualities of
bold and magnificent landscapes. Compare the lines from “Wucheng fu” with an
example from one of Mao Zedong's ¥ (1893—1976) poems:

PS8 A A BRIE AL TR, RIS 1R/ SR FENG T T 41 77 i
Southward galloping to the Green Kola and the Swollen Sea

B EEEE B b EsmRd &
‘ | t N
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Ur 4 i G %8 5 40 S 09 &
t 1

Mountains dance like silver snake 1L £ERiE,
Fields run like a waxed elephant J55tig{ %>

The two methods discussed in these subsections are simultaneously
mutually opposing and complementary. One adds functional words, and the other
removes them. One adds the traits of spoken language, and the other eliminates
them. Both are syntactic operations, and they both have important literary effects.

Poetic Grammar and Spatiotemporal Freedom

Linguistic analysis of poetic diction (shijiayu) has opened a new avenue of lit-
erary research. First, there are the questions of how many different types of
poetic diction there are, how they interact with syntax, and so forth. There are
also many other new questions for future research, but for the time being, we
will focus on spatiotemporal markers and how they function in poetry as opposed
to how they are used in normal speech. It will be seen that spoken language
makes heavy use of spatiotemporal expressions, while poetic language reduces
or even eliminates them altogether. The latter case can be described as having
spatiotemporal-free attributes. Let us look at the following examples first.

a)  fR—MEER.
Zhang-San eats
b) IREAEKIZHR
Zhang-San eats at home.
c) IREALNZER
Zhang-San is eating.
d)  R=rEE AR
Zhang-San is eating.
e) JR=NIZ T IR

Zhang-San has eaten two bowls of rice.

In Mandarin, normal sentences must contain spatiotemporal elements
or they are not grammatical (i.e., not acceptable). In (a), even though the sub-
ject, verb, and object are all there, the sentence is not acceptable (i.e., not
grammatical). Sentence (b) is the same as (a) except for the addition of a loca-
tive preposition, indicating the location of the action “eat food” Contemporary
linguistics tells us that spatiotemporal expression (or marking) is vital for
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making well-formed sentences. Spatiotemporal characteristics manifest them-
selves differently in different languages. English makes use of verb tense (past
tense and present tense, etc.), while Chinese realizes this by way of syntactic
devices such as the use of prepositions (“at home”) and adverbs (“in the process
of”) or making the object more specific (“two bowls”). Simply put, the verb’s
spatiotemporal expression must appear in concrete form for a sentence to be
grammatical. This is the syntactical function of concrete spatiotemporal markers.
It is not necessary, however, for poetic language to meet these require-
ments. Not only does poetry not require concrete spatiotemporal markers, in
most cases it does away with them altogether. What does it mean to do away with
spatiotemporal markers? Compare the following two pairs of sentences:

) AUAIR SR B 2 S AT o T

The Imperial University of Peking is going to reform its examination system.
b) - TR K 32 Ui AT e

The Imperial University of Peking is going to reform its examination system.
©)  SBETUMER kA BT

BRICS will discuss holding their meeting in the capital.
d) BT g AR BT

BRICS will discuss holding their meeting in the capital.

The particle le T (change of state) in (a) and the classifier ge fiil (classifier
for nouns used in colloquial speech) in (c) disappear in the more official
(or formal) registers represented by the examples in (b) and (d). Otherwise,
sentences may become ungrammatical (i.e., unacceptable in informal regis-
ters). In other words, doing away with spatiotemporal marking is a type of
syntactic device that involves removing markers of spatiotemporal expression
within verb or noun phrases. The following example sentences make this point
more clear.

a) R .
The Monkey King pulls out a golden-cudgel.
b)  fREE IR LA AR S .
The Monkey King pulled a golden cudgel out of his ear.

Sentence (a) has a bare verb and a bare object, but no spatiotemporal
specification, so it is ungrammatical in natural speech. The verb in (b) involves a
concrete action (to dig with the finger) at a specific location (the ear). Addi-
tionally, the object has a concrete number (one). These elements (manner,
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instrument, place, time, etc.) make the spatiotemporal expression prominent
and thereby ensure the sentence’s grammaticality.

What does this have to do with poetry? Removing of function words in
poetry is exactly equivalent to doing away with spatiotemporal expression
in formal registers (as in examples b and d above). This can be illustrated as
follows:

speech syntax Concrete spatiotemporal expression
Lacks spatiotemporal expression
syntax for formal registers {

Removes spatiotemporal expression
poetic syntax {

spatiotemporal free

The farther removed poetic imagery is from reality, the higher its degree of
artistry and the more room it gives for the imagination—this is the syntactic
effect of doing away with spatiotemporal expression, which has been observed
in previous studies (see, among others, Kearns 1980; Abrams 1953; Fenollosa
and Pound 2008; and Yip 2003, 2006). This helps us realize a crucial element
for creating poetry: spatiotemporal-free syntax. Take a look at these excerpts
from poems by Ma Zhiyuan M§3i%E (1250-1321) and Wen Tingyun i i2%
(812—870):

Dry vine, old tree, crows at dusk, Kl 28, BN,
Ancient road, west wind, lean nag. Wi, TR,
Cock crow, thatched inn, the moon, ¥ )5 .

Human trace, wood bridge, frost. N AR AT AR

What syntactic principles give these well-known ancient phrases their
beauty? Just saying that it is due to the characteristics of Chinese or that it is because
nouns can act as predicates is a very weak explanation that does not get to the heart
of the matter. The subtlety of these phrases comes from their spatiotemporal-free
syntax, as proposed in an earlier work. What is spatiotemporal-free syntax?** First
consider what Lu Jianming says in his course outline for Research on Modern
Chinese Syntax:** “In Mandarin, you can often see and hear this type of sentence—
namely, a sentence made up of a string of nouns” For instance:

SR FFARAE

Every afternoon, (the) entire school (gathers for a) big meeting.
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Actually, the syntax for this string of nouns is the same as what we find in the
excerpts above from Ma Zhiyuan and Wen Tingyun. As Lu points out, the
sentence above can be understood as any of the following:

SR FRERKRE.

This afternoon, there is a big meeting for the entire school.

AR NIRRT,

The big meeting for the entire school is this afternoon.

SR FFHARA

This afternoon, a big meeting for the entire school is held.

SR TR RS

This afternoon, a big meeting for the entire school is convened.
AR VBT H 2R

This afternoon, a big meeting for the entire school is conducted.

Lu continues: “Take the three lines by Ma Zhiyuan for example. Though they are
referred to as three lines, in reality, each noun can be viewed as a small sentence.
Within these three lines, there are nine nouns and each noun portrays a scene,
for a total of nine scenes”** According to what he is saying here, the next line:

Dry vine, old tree, crows at dusk,  #filE, 21, 5.
might mean any of the following:

A, e, AEE

There is a dry vine, there is an old tree and there is a dark crow.
KNG, RN, R

This dry vine, that old tree, that dark crow.

LA, AR, AR

[I] saw dry vines, [I] saw old trees, and [I] also saw dark crows.

This is the function of spatiotemporal-free syntax. The three nouns—dry vine,
old tree, dark crow—have no trace of any spatiotemporal relation between them.
This is poetic syntax, the device by which poetry is created. It delivers images to
the reader, not concepts or events. It consists of images or concrete images (i.e.,
singular images) appearing one by one within the imagination, in a manner free
of spatiotemporal relationships. How these images are arranged within the
author’s mind (as the complete or original images) is not important. What is
important is that readers can imagine these things in their own minds and create
their own temporal-spatial relationships between the different images. Therefore,
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as to whether the above lines mean,“There is a dry vine. There is an old tree. There
is a dark crow;” or “This dry vine. This old tree. This dark crow;” or “[I] saw dry
wines, [I] saw old trees and [I] also saw dark crows” is not relevant. It is sufficient
that readers believe they can create spatiotemporal relations for these things on
their own. Hence the traditional saying: “There is no single, universally accepted
interpretation for any given poem” & 15

We have established that the syntax used in poetry can be spatiotemporal-
free syntax. The devices that produce spatiotemporal-free syntax in parallel
prose appeared much earlier than Ma Zhiyuan, as is apparent from these lines
from “Wucheng fu”:*’

Bitter and biting is the frosty air; MR RS
54 Roaring and raging, the wind’s might. HA A
A lone tumbleweed bestirs itself; I AR,
56 Startled sand flies without cause. TR AT,

a) AR A O, TR0 AL
b) (PRI o v rh IR L A A5 i i
i, AU R e A AL AR

As the colloquial paraphrases (a) and (b) demonstrate, the third line of this
excerpt, “jing sha zuo fei B A HE” could be interpreted as “the frightened sand,’
or as “sand got startled” But in the original poetic line, no words express the
spatiotemporal relationship between scare and sand. This is an artistic device
used in poetic language.

Syntax is the structure of words, a relationship between words. Omitting
the functors (words) that express these relationships is tantamount to not
having syntax. Of course, without syntax, the nature of the relationship between
scare and sand is unknown. That which is required by the art of parallel prose is
exactly this type of syntax, which arises from an absence of syntax. Only in this
manner can the special effect created by poetry be achieved.

Where is the aesthetic in literary appreciation? The aesthetic is found in
the artistry, imagination, and reappearance or reconstruction of spatiotemporal
relationships. It is found in the re-creation of images, the reinterpretation of
syntax, and the reestablishment of relationships between words. Literature
forces the reader to establish a syntax grounded in one’s life experience based
upon one’s personal experience of creative ideas. Here, because understanding
is actually reconstruction, different people will enjoy poetry differently. Not only
is it expected: the fact that any given poem will be interpreted in various ways is a
necessary conclusion. This is what constitutes the aesthetics of poetry.
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As such, the characteristics of spatiotemporal-free syntax can be sum-
marized as follows:

Spatiotemporal-free syntax for poetry

a. Uses function words not for spatiotemporal expression, but only for
purposes of prosody.

b. Omits function words that syntactically express the relationships
between words.

c. Utilizes synthetic syntactic devices (e.g., head movement) to transform
analytical sentences into sentences with poetic diction.

d. Leaves the spatiotemporal features of objects and events unspecified.

The excerpts below illustrate these by way of example. Note that the use of xi 5
(a mood particle) in the Chuci ##&¥ (Songs of Chu), from which these examples
are taken, is as a prosodic marker that sometimes replaces spatiotemporal
markers (function words such as gi I, er 1M, zhi 2, and fu %, as seen below).*®

Sl S ANN NS

The gods from the mountain high will be welcomed together. JUBERE S i,
The gods from the mountain high, their being welcomed together.  JLE#4IL 10, *®

With clouds as pennons trailing far behind. Wzt ez
The pennons shook like serpents in the wind. Wz Ziw>°
And sailing steer my course the lake beside. G AR
The pillar of the Earth I stayed beside. R R
Eastwards, alone, the path before me is a deep darkness. AR HRAT
Spread their good influence to the sky. YR i >
My Love awaiting, cassia twigs I weave. s e A i
Idly my orchids into wreaths I bent. ok B T A A7,

In the sentences below, the function word gi H: can be seen as a spatio-
temporal-free marker and not as a spatiotemporal marker (its function varies
as indicated to the left of the example).

(@) H=2:Since in my heart fragrance was truly prized, HIAG FAR 5
A thousand chariots gathered in my train. R HILT I,

(b) 1:=%%: The gods from the mountain high, their being ~ JUE&E LA,

welcomed together.
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(c) H:=ifj: This gaudy age so fickle proved its will. IRF A gy L 2L 4
AL—1ELL, Bl=1)

(d) IL=tb:I'd not regret a thousand deaths to die. LA A M

(e) IL=HtiE 2 5: As old age unrelenting hurried near. LIRS,

(f) M=/ f): The reason for their fall, not far to seek. SHA S,

(g) H=Rify: In swift succession, spring and autumn. BRI

That which is free of syntax is not syntax, because the elements that
mark syntax have been removed. On the other hand, it is still a form of syntax.
(If you take away what “does exist,” you end up with what “does not exist,” and
the “does not exist” that we end up with implies the previous “does exist”)
Spatiotemporal-free syntax uses what the author leaves out (i.e., that which does
not exist; what linguists call the “zero form”) in order to call up that which the
reader contributes (i.e., that which does exist), and herein lies the poem’s aes-
thetic. What spatiotemporal-free syntax delivers to the reader is the opportunity
to construct a sort of personally created aesthetic formed under the inspiration
of the poet, according to the reader’s own innate syntax and previous personal
experience.

With all this in mind, let’s go back and taste the aesthetic found in
“Wucheng fu” and other parallel prose. In the following excerpts, for example,
the different possible ways to paraphrase the lines demonstrate the degree to
which the spatiotemporal relations within the lines are unspecified:

“Rammed earth walls and parapets, grandly constructed, Well-curbed look-
outs and beacon towers, meticulously crafted” i SEAEE 2 B, JET-Hefs 2 #).%8

a.  T#: Rammed wall-like parapets grandly GRER—RRIHERE, ARH 2

constructed,
Well-curbed beacon-towers meticulously BIT—RRIM RS, ARHIHE,
crafted;
b.  fii1k: The grandness of rammed wall-like JEER MR RS 2
parapets,
The density of well-curbed beacon- TR B AR
towers;

“The towering Five Sacred Mountains. Their ground-level surface area is as
long and broad as three river basins” ¥ T, %8 —1#.>°

a. Height like the Five Sacred Mountains, T 1 i
their ground-level surface area is three river basins 2247 —IF i ;

broad;
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b. Height taller than the Five Sacred Mountains, T L
ground-level surface area longer and broader than ZRET S

three river basins;

“A formation of wild geese are startled by the bitter cold; the sound stops at
Hengyang city’s water’s edge” MERH#E 5, 75 i[5 2 ifi.*°

a. A group of swans flying in the cold wind cry 8B (1) JE7E € JE AL Y ;
out in fear.
b. Startled by the cold wind, the swans line up Wl L (1 0 T A BT A T

into formation and go on their way.

Readers, according to their own life experience, by way of the spatiotemporal-
free expression in each of the examples above, can create within their imagination a
fuller and richer, personally created aesthetic. From this, it can be seen how the
artistry within parallel prose is synthesized: it has the beauty of poetic prosody and
that of prosaic prosody as well as the combined aesthetic of mixing the two together.
It also has another kind of beauty that is produced by the mutual repulsion and
attraction between poetry and everyday speech. It has beauty in its cadence and in its
power to move people emotionally. Beyond all that, there is the magnificent breadth
and exuberance of its spatiotemporal imagination. The surprising variation found
within parallel prose allows it to attain the polyphonic richness of a symphony.
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Notes

1. Liu S., Lunwen zaji, 256—-57.

2. Regarding the boundaries between categories that have developed within the Chinese
language, please consult Feng, “Lun Hanyu yunlii” For more information on the corre-

37.

”
]

sponding developments in literature, please see Feng, “Lun san yinjie yinbu
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25.
26.
27.
28.

29.
30.
31.

32.

33.
34.
35.
36.

In Liu S., Zhongguo zhonggu wenxueshi jiangyi, 134.

That is the job of modern syntacticians.

Liu X., The Literary Mind and the Carving of Dragons, 475.

Ibid., 481.

Feng, “Prosodic Structure”

Lo, “Lun liuyanshi yu pianwen”

Ibid., 17

For poetry, two units per line is the optimal structure. See Feng, “Prosodic Explanation.”
Except when it is written in a manner similar to zidishu 1 5% (a type of group singing
accompanied by drums) which appeared later. In zidishu, seven-syllable lines have a feel
similar to ci and qu poetry. However, because this effect is due to the use of spoken
particles and phraseology, it is necessarily distinct from the poetic style of five- and seven-
syllable s&i prosody. See Cai, “Xiaoling cipai he jiezou”

Translated by Henson and Feng.

Peng, Quan Tang shi, 3423.

Written by Wei Yuandan 76 H. (fl. eighth century), taken from Huang F, Liuyan Tangshi
huapu, 8. Translation from Malmgqvist, “Liie tan Tangdai tongsu,” 38.

Translation from ibid., 35.

“Jiang nan” Y. ¥ (South of the River) by Wang Jian 1% (767—830). See Peng, Quan Tang
shi, 3423.

Translation by Henson and Feng.

Liu Z., Liu Zongyuan ji, 489.

In Hong, Liu Shipei jingdian wencun, 256.

See Huang, Li, and Simpson, Handbook of Chinese Linguistics, 537—75.

Duan, “Gu si sheng shuo” 1/ PU# 5 (On Archaic Four Tones, in Shuowen jiezi zhu, 815.
Qi, Qi Gong quanji, 1:70. Qi Gong’s purpose here is to reveal the relationship between
rhythmic structure and word arrangement in parallel prose and verse of classical Chinese
and is not merely limited to the preface “Teng Wang Ge Xu” by Wang Bo. We thank the
anonymous reviewer for bringing this to our attention.

The translations are from Luo, Guwen guanzhi jingxuan, 39—40.

Taken from ibid., 38.

See Feng, “Hanyu shige yanjiu”

Translation taken from Knechtges, Rhapsodies on Sacrifices, 253—57.

The original text cited here is taken from Xiao, Wen xuan, 166—68.

“The essential element in all music is repetition” See Arp and Johnson, Perrine’s Sound
and Sense, 179.

Liu S., Zhongguo zhonggu wenxueshi jiangyi, 135.

Ibid.

“Shijiayu” &%l syntax originates with Wang Anshi T %1 (1021—1086). In Wei Q.,
Shiren yuxie, 196—97.

“Ai lian shuo” %t (The Theory of Lotus Love) by Zhou Dunyi # i (1011-1073). See
Zhou D., Zhou Dunyi ji, 51. Translated by Xu Jingcheng (Peter Cooper Xu). http://blog.
sina.com.cn/s/blog_s9fsafs901012pop.html (accessed March 2015).

See Feng, “Lun yunlii wentixue””

XuY,, Shijing, 3. Translated by Henson and Feng.

“Li sao” #i &% (Encountering Sorrow), in Qu, Chuci xuan, 3.

In Zhang T., Zhang Taiyan guoxue jiangyan, 44.
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37.  Ouyang, Ouyang Yongshu ji, 44.

38.  Liu S, in Zhongguo zhongguu wenxueshi jiangyi says, “[People of the Han dynasty] were
able to make connections between sentences and paragraphs without overt connectors
lyingzhuan zhijie Wi H %] effortlessly . . . which cannot be done by later generations
without using functional connectors (such as ji'er L1 [thereafter] and ranhou #34% [and
then] for introducing a later event, and ruofu 7 K for introducing a new paragraph, and so
on)! (BEN) REREII B, BAZEN) .. R AR, AR AR BT (W 2 54%
FHH TEEM) « [8RE] , Sl BeE ol [ 9%]) 280, Liu S., Zhongguo zhonggu
wenxueshi jiangyi, 130. This is another example of the giangi neizhuan ¥4 N (covert
connector) effect of function words.

39. Mao Zedong’s B (1893-1976) “Qin yuan chun xue” l[E 4T (Seeping Garden
Spring - Snow). Translated by Henson. See also Xu Y., lllustrated Poems, 56. These lines
are translated by Xu Yuanchong as “Mountains like silver serpents dancing, Highlands like
waxy elephants advancing”

40.  Wen, Shici yingyi xuan, 49.

41.  Xu, Three Hundred Yuan Songs, 135.

42.  See Feng, “Hanyu shige yanjiu zhong”

43.  Lu, Xiandai hanyu yufa, 7.

44. Ibid., 7-8.

45.  See also Feng, “Lisao de yunlii gongxian”

46.  Ibid.

47. “Xiangfuren” #fi7: A\ (The Lady of the Xiang River). In Qu, Chuci xuan, 45.

48.  “Lisao” %% (Encountering Sorrow). Ibid., 24.

49. “Dongjun” #E (The God of the Sun). Ibid., 54.

50. “Lisao” Ibid., 30.

51.  “Xiangjun” #if} (The Goddess of the Xiang River). Ibid., 38.

52. “Lisao. Ibid., 30.

53. “Dongjun” Ibid., 56.

54. “Aiying” %% (Leaving the Capital). Ibid., 86.

55. “Dasiming” K71y (The Great Fate). Ibid., 48.

56. “Lisao” Ibid., 18.

57.  “Lisao” Ibid,, a. 10, 30; b. 24; c. 26; d. 8; e. 6; f. 26; g. 2.

58.  The original source is Xiao, Wen xuan, 167. Translated by Henson and Feng.

59. “Wucheng Fu, in ibid., 167.

60. “Tengwangge xu” (Preface to the Prince of Tang’s Pavillion) in Luo, Guwen guanzhi
jingxuan, 39.
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