Binary Interactions in
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the Lit-shih
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A. Introduction

The lii-shih B &F of the T’ang dynasty, with rigidly prescribed regula-
tions for phonal and verbal designs, has long been the most popular poetic
style in the Chinese literary history. For centuries the Chinese have taken
the strict phonal and verbal regulations for granted without questioning
why such strict regulations stimulate instead of blocking artistic creation.
In this study I intend to unveil the mystery of the momentum of the tonal
design of the li-shik from a structural-semiotic point of view.

According to the convention of the [i-shik, each poem should consist
of eight lines of uniform length, either five or seven characters each. As
for the tonal arrangements, to avoid undesirable tonal combination, a poet
should avoid using several words in succession that have the same tone.
And in the two lines of each couplet, words in important positions’ in
the first line that are in the level tone (ping Z5 ) should be matched in the
second line with words that are in one of the deflected tone (zsé [X ), and
vice versa. Besides, the eight lines are grouped into four couplets. Within
each couplet, the two lines are combined by the principle of fui ¥} (com-
plementation). The piing tsé arrangements, especially in the stressed or
more important positions, must be complementary; that is, symmetrically
opposite to each other. Each couplet is further connected by the principle
of nien % (linking); that is, the repetition of tonal properties between the
adjacent lines of each two couplets, especially in the stressed positions.
The tonal features of the li-shik, then, may be summarized in a diagram
as follows:
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—: p’ing (the level tone) l: tsé (the deflected tone)
t:  tui (complementation) n: nien (linking)
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With this diagram in mind, we find that the organizing principle of the
tonal design of the li-shih is rooted in the concept of similarity and opposi-
tion, or to be specific, the interaction of similarity and opposition. Within
each couplet, the two lines are combined by the principle of opposition.
Between the adjacent lines of two neighboring couplets, we will find the
repetition of tonal properties between them. The neighboring lines of the
two adjacent couplets are thus linked by the principle of similarity.

Based on Wang Li’s discussion, we may have the canonical tonal schemes
of the heptasyllabic and pentasyllabic lii-shih in Figure 1:2

Pentasyllabic A: Heptasyllabic A:
Tsé-ch’i shih [K B, Pling-ch’i shin 5 B3,
(The first line begins (The first line begins
with a deflected tone.) with a level tone.)
1. 1 1 - - 1 . - -1 1 - - 1
2. - - 1 1 - 2. 1 1 - - 1 1 -
3. - - - 1 1 3.1 1 - - =1 1
4, 1 1 1 - - 4. - - 1 1 1 - -
5. 1 1 - - 1 5. — - 1 1 T |
6. - — 1 1 - 6. 1 1 - - 1 1 -
7. - - 1 1 7. 1 1 - - 1 1
8. 1 1 1 - = 8. - - 1 1 1 - =
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Pentasyllabic B: Heptasyllabic B:
P'ing-ch’i shih IS5 48R Tsé-ch’i shih [KEER
(The first line begins (The first line begins
with a level tone.) with a deflected tone.)
. - - -1 1 1. 1 1 - - -1 1
2. 1 1 1 - 2. - - 1 1 1 - -
3.1 1 - - 1 3. - - 1 1 - - 1
4, - - 1 1 - 4, 1 1 - - 1 1 -
5. - - -1 1 5. 1 1 - - = 1 1
6. 1 1 1 - - 6. - - 1 i 1 - -
7. 1 1 - - 1 7. - - 1 1 - -1
8. - - 1 1 - 8. 1 1 - - 1 1 -
Figure 1

The tone patterns given above are the canonical forms of the lii-shih.
Deviations are permitted under certain conditions. Throughout the ages,
poets faithfully observed the canonical rhythmic schemes without attempting
to discover the underlying principles. It was not until recently that some
scholars started to approach this problem in more comprehensible ways.>

Previous attempts to establish the organizational principles of the
metrical schemes of the /i-shih may help us to predict the canonical lines.
But they fail to explicate in a satisfactory way why and how those principles
are worked out. To solve this problem, I intend to approach from the nature
of the metrical unit to the relation between metrical units on different
levels.

B. The Measure of Metrics

It is true that the measure of sequences is essential to rhythm. Only
with its regular reiteration of equivalent units can rhythmic impuise be
experienced. Though Chinese is monosyllabic, it does not necessarily mean
that the measure for Chinese poetic rhythm should be a syllable or a position.
In fact, for a monosyllabic language like Chinese, all metrical units larger
than the syllable almost automatically correspond to the syntactic or phrasal
units. Chu Kuang-ch’ien, in his discussion about caesura, even claims that
the rhythm of Chinese poetry is not exactly defined by tones. ‘“‘Caesura”
plays an important role in the rhythmic effect.* Indeed, rhythmic effect
must be measured not only by the matching of the opposite values of the
p’ing and the tsé, but also by the syntactically and/or metrically motivated
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bracketings.

Generally speaking, each utterance is meant to convey a complete
idea. When an idea is completely conveyed, the sound of the utterance
naturally comes to an end. In ordinary speech such an utterance is usually
a sentence which is composed of several thought groups, unless it is a very
short utterance. In articulation, when we complete a thought group, we
have a caesura. In this sense a caesura marks a syntactic bracketing. But
in poetry, caesura is not only syntactically but also metrically motivated.
Caesura in Chinese poetry may be considered equivalent to foot in English
poetry. But in Chinese, a caesura is not exactly a pause. It is a pause, or
a stop, only when it comes at the end of a line or a couplet. When it works
as a word or a phrase boundary, it is a “potential pause,” as called by Yuen
Ren Chao.® A potential pause takes the form of a prolongation and
accentuation of the last syllable of the phrase. In poetry, a caesura marks
a metrical unit, which is generally equivalent to a syntactic or semantic unit
— a thought group. When there is incongruity between the metrical break
and the syntactic bracketing, there will be the counterpoint rhythm.

In the lir-shih, a complete idea is usually expressed in a line or in a
couplet. According to Wang Li, the metrical unit of the lii-shih is composed
of two syllables, and the last syllable of the line stands alone as a unit.®
That is, the caesura comes after each even-numbered syllable and also after
the last syllable. For a pentasyllabic line the metrical units should be like
this:

x: a syllable (character) | : cacsura

x x | x x | x

The metrical units of a heptasyllabic line should be like this:

By examining the lii-shih poems, we find that this division does not
satisfactorily coincide with the actual recitation. It is true that there is a
formal or superimposed rhythmic pattern in a certain poetic form. But
it is no less true that both the poet and the poem reader seek for a harmoni-
ous fusion between the poetic rhythm and the natural rhythm of the
language. To be specific. while reciting a poem, one is as much apt to read
for the sense as to read for the sound, if not more. In this case, the syntactic
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bracketing reveals itself to assume rhythmic importance. When we read
the li-shih poems, we find that there are at least two types of popular
syntactic bracketings for the last three syllables — Type A: x x | x
and Type B: x | x x. For Type A, a minor caesura comes after the
first two of the final three syllables; for Type B, a minor caesura comes
after the first of the final three syllables. ILet us read Tu Fu’s “Thoughts
Written While Traveling at Night” (7% £ 48 ):

1 [ -

- 1
hsi- W a0 B wei- B feng B oan =
slim grass slight wind bank

_ _ 1 1 _
wei f& chiang tu- B yeh ® chou Giin
steep mast lonely night boat

- - - 1 1
hsing- B chui iE ping B yeh [ k'uo 5
star droop flat plain vast

1 1 1 - -
yieh- J  yiing Bt x chiang ban liu W
moon surge great river flow

- 1 - - 1
ming- 4  chi 5 weén- = chang = chu E 3
fame how literature writing manifest

— _ 1 1 _
kuan- & yin K leo- % ping bt hsiu 7N
office because old illness end

- - - 1 i
piao- T plao m ho {a] s0- Br ssit v
drifting drifting what that which resemble

_ 1 1 - —
tien- x ti H i — sha- 7 ou B

heaven carth onc sand- gull
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we find that the metrical units of lines 1 to 6 belong to Type A, which is what
Wang Li proposed. But in lines 7 and 8, the metrical units belong to Type B;
that is, we read as “p’iao-pliao ho so-ssu” (B Z f{a] P;{pl) instead of
“piao-p’iao hoso ssu” (BRI FIFT 1) and “ten-ti i sha-out” (KH
— W) instead of “Tlen-ti i-shaou” (Kt —¥ & ). Though there
are two popular types for the metrical units of the last three syllables, there is
little doubt that the favored location of the major caesura in a poetic line
comes before the last three syllables. In another word, no matter where the
minor caesura is in the final three syllables, these three syllables constitute a
syntactic unit. Ithink this is why Jakobson suggests that the segments within
a line of the lii-shih are bisegmental (x x | X x x) for the pentasyllabic line
and trisegmental (x x | x x | x x x) for the heptasyllabic line.”

As for the tonal arrangements at the metrical unit level, the principle
is that the two neighboring syllables within each unit are similar, while the
adjacent units should carry the opposite tone. For example, in a heptasyl-
labic line, syllables 1 and 2, 3 and 4 carry the same tone respectively, but
if syllables 1 and 2 are in the level tone, syllables 3 and 4 must be in the
deflected tone and vice versa. As for the final trisyllabic segment, one of the
two odd-numbered syllables should bear the same tone as the even-numbered
syllable of this segment, while the other odd-numbered syllable carries the
opposite tone. Thus there are four possibilities for the tonal arrangement
of the last segment: — — 1,1 — — 1 1 —, and — 1 1. Herel
would like to adopt Matthew Chen’s theory of binary branchings to explain
‘the phenomenon of the final trisyllabic segment.

We have discussed before that in verse recitation a major caesura occurs
before the antepenult syllable. This major caesura divides the pcetic line
into two hemistichs. We have also discussed that within the second hemistich
— the final trisyllabic segment — there is a minor caesura either in Type A
(x x x)orin Type B (x x x). Chen’s solution is to treat this last
trisyllabic hemistich as showing a left- or right-branching. Thus Type A
would be left-branching:®

H: hemistich U: metrical unit (segment, foot) S: syllable
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Type B would be right-branching:
H
N,
I S / \ S

S

Chen’s solution is preferable in the sense that it sticks to the principle of
taking the metrically and/or syntactically motivated unit as a measure for
the rhythmic patterns of the lii-shih.

C. Binary Interactions in the Hierarchical Construction of the Tonal
Structure of the Li-shih

From his idea of “branching” we can also see a hierarchical relationship
in the construction of the li-shih. The idea of treating the construction
of the Ji-shih as hierarchical is first implied by James J. Y. Liu.® This idea
is then adopted by Jakobson:

The regular strophe is a QUATRAIN and ordinarily the poems
contain two quatrains (one OCTET), but they can also be
reduced to a single quatrain or expanded into a sequence of
quatrains. The quatrain is built of two COUPLETS, the couplet
of two LINES. In the shorter meter the line is divided into two,
and in the lohger meter into three, SEGMENTS. Only the final
segment in the line consists of three, while each other segment
has two, SYLLABLES.'®

We can schematize this passage into the following tree diagram (the longer
meter — heptasyllables):

P: POEM Q: QUATRAIN C: COUPLET
L: LINE SE: SEGMENT S: SYLLABLE
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/C N PaN Vs N
L L L L L L L L
SESESE SESESE SESESE SESESE SESESE SESESE SESESE SESESE

SSSSSSS ...

To add the level of the hemistich to the tree diagram and to modify the
segment and syllable levels with Chen’s theory of left- and right-branchings
for the final trisyllabic segment, we have a hierarchical system of binary

branchings — Figure 2: [For convenience’s sake, I replace “SE” (segment)

with “U” (metrical unit).]

vvuyuvuvuttuuulvuuvuuuuuy vuuuvuvvuvuuuy
[y / / A A
VL iy
SSSSSSS ... SSSSSSS' .
- (right- (left-
branching) branching)

(The right- and left-branching units arc randomly chosen as examples.)
Figure 2

Now let us refresh our memory with Figure 1 (pp. )} again so that we
may be sure of having a clear picture of it. When we apply the tonal arrange-
ments summarized in Figure 1 to the hierarchical, binary-branching schemati-
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zation, we find that there is a highly systematic alternation of similarity and
opposition. Within each metrical unit, or at the lowest level in the hierarchy,
the principle of tonal arrangements is similarity since syllables within each
unit carry the same tone. As two sister units must have different tones, the
principle here at the unit level is opposition.

When we come to the level of the hemistich, we find that the situation is
somewhat complicated. In the first place, in either a pentasyllabic or a
heptasyllabic line, the two himistichs carry different numbers of syllables.
If we consider only the metrical unit, the two hemistichs of a heptasyllabic
line may have the same numbers of units; but still, the hemistichs of a
pentasyllabic line carry different numbers of units. Thus, it would be rather
difficult to designate the structural principle of the metrical designs at the
level of the hemistich. Yet a tentative solution may be tried on condition
that we consider only the metrical units, but not the syllables. I would like
to adopt Linda Waugh’s “minus interpretation” of the semiotic concept of
markedness.!! If we assign one of the p’ing tse tone categories as marked, the
other would be unmarked. Suppose we use T to indicate the marked tone,
the unmarked would be T. T can be either the level or the deflected tone,
while T must assume the opposite tone. When we use T and T to represent
the tone value of each metrical unit in the heptasyllabic lines, we may have
two types of metrical structure:

| : major caesura (to mark hemistichs)
m: a monosyllabic metrical unit

Type HA: T T | T
Type HB: T T | Tm

Tm
T

For Type HA, the principle of tonal arrangements between the two hemistichs
is similarity, for the tonal patterns of the third and the fourth metrical units
are the same as those of the first and the second units. For example, if T
represents the level tone, the tonal arrangements of type HA would be like -
this:

- -1 1 - -1
If T represents the deflected tone, then Type HA would be like what follows:
i1 - - 1 1 -

For Type HB, the principle of tonal arrangements is opposition. If we
schematize these two types in hierarchical trees, we find that the difference in
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the organizing principles results from the difference in unit branchings:

) / L\H
T/ \T T/ \Tm
_/ N 1/_\1 % _\~ N

1

Type HA:

H/ L\H
T/ \I Tm/ \T
._/ \_ 1/ \l | _1J ——/ \__

We may conclude that if the final trisyllabic hemistich of a line shows a left-
branching, the principle of tonal arrangements between the two hemistichs is
similarity; if it shows a right-branching, the principle is opposition.

If we examine Figure 1 with the branching theory in mind, we find that
there is a very systematic alternation of left- and right-branchings in each of
the four types in Figure 1. Within each couplet, both lines show the same
type of branching, while the two lines of the adjacent couplet must assume
the opposite type of branching. We may say that if the principle of tonal
structure between the two hemistichs of the first couplet is similarity, that of
the second couplet is opposition and vice versa.

This tentative solution will serve better to explicate the tonal organizing
principle of the heptasyllabic lines. But if we regard a pentasyllabic line as
a heptasyllabic line with its initial metrical unit silent or indistinct, we may
still attempt to analyze the metrical structure with the same solution. Then’
the two types of tonal alternations would be like this:
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( ): the silent or indistinct metrical unit
Type HA: (T) T T Tm
Type HB: (T) T Tm T

The hierarchical tree of a pentasyllabic line would be as follows:

'Ty e HA: L
p ) / \ ]
PN 7N
(T) T T Tm
(— \—) 1/ \1 —/ '\— {
Type HB
/ \ q
(T) \ T m/ \ T
N,

NN

The relationship between the tonal patterns of the two hemistichs of a
line has never been seriously taken into consideration by critics. Maybe the
metrical principle between the two hemistichs shows little importance in
affecting the tonal organization in the hierarchical relations, since what is
exhibited here can also be clearly discerned at the level of the metrical unit.
However, if we recognize the importance of the organizing principle of tonal
arrangements in determining the metrical effect of the li-shih at the line level,
the couplet level, and others, we should not slight its importance at the
hemistich level. We have already noticed that there is a major caesura
between the two hemistichs. Thus each hemistich represents a somewhat
independent - or isolated syntactic or semantic unit. The poetic tension
generating from the interaction among the metrical, syntactic, and semantic
constructions between the two hemistichs also deserves due attention.

At the line level, the principle of metrical construction also includes
similarity and opposition. Within each couplet the p'ing tse arrangements
must be symmetrically opposite to each other. But the neighboring lines of
each two couplets observe the repetition of tonal properties. Thus, within
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each couplet, the two lines are combined by the principle of opposition. The
neighboring lines of the two adjacent couplets, however, are linked by the
principle of similaity, though the left- or right-branching of the final
trisyllabic hemistich may generate some discrepancy. Such discrepancy may
cause little disturbance for at least two reasons. Firstly, this discrepancy is
mainly caused by the syntactically motivated bracketings. Which is basically
a natural rhythm of the language; thus it will not distress the reader’s
expectation of the rhythmic impulse. Secondly, according to the traditional
rule of the lii-shih convention “license for positions 1, 3, and 5; strictness for
positions 2,4, and 6,” such a discrepancy will not condemn the lines as
uncanonical or unmetrical. Hence, the principle of similarity holds true in
the metrical structure of the two adjacent lines of the neighboring couplets.

At the couplet level, the principle of tonal structure is opposition since
the p’ing tsé arrangement of each couplet is opposite to that of its
neighboring couplet. To be specific, the P’ing tsé arrangement of a couplet
exhibits a near-mirror image to its adjacent one. Let us take Heptasyllabic A
of Figure 1 as an example:

——————: couplet boundary

1 - -- 1 1 - - 1
2 1 1 - — 1 1 -
3 1 1 — - - 1 1
4 - — 1 1 1 - -
5 — — 1 1 - - 1
6 1 1 — — 1 I -
7 1 1 — - - 1 1
8 - — 1 1 i - =

With the help of the couplet boundary we may have a clearer picture of the
reflexive symmetry between each two adjacent couplets except for the final
trisyllabic hemistichs that show different left- or right-branchings. We have
discussed above that such discrepancy will not disturb the metrical effect of
the lines.

At the level of the quatrain, the principle of tonal structure is similarity
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again, for the second quatrain in each octet is an exact replica of the first.

It is universally true that rhythm is made distinct by proper reiteration of
similar and dissimilar metrical elements. The underlying principle here is to
avoid monotony. This is why in the Ji-shih there must be alternation
between the p’ing and the #sé.

Within each metrical unit there are syllables of similar tonal value, while
adjacent metrical units must assume the opposite tonal value to avoid
monotony. Within each couplet, the p’ing #sé arrangement of the second line
must be opposite to that of the first, i.e. fui. If the two lines within the
couplet carry the same tonal arrangement, the rhythmic effect would be
rather dull. But the first line of the following couplet should be of the same
tonal arrangement as the second line of the preceding couplet, i.e. nien. For
if not so, the two adjacent couplets would assume the exactly similar p’ing zsé
arrangement. In another sense, this is the same principle that allows three
similar tones divided by the hemistich boundary, but not within the same
hemistich. 2

To make the above description more evident, I will assign the marks of
similarity and opposition to Figure 2:

= : similarity » X : opposition
/\
. g Q
////\\\
X C /\C C C
AN N N
=x L L L L L L/\

=x H H H H H H H H H H H H H H H H
NANNANANANAAAANNNAAN
X UUUUXKUKUUUUKUXTUUUUUUUUUUUUUUUU
= $SSS SSS . SSSSSS S .
(right- (left-
branching) branching)

From the level of the syllable up to the level of the quatrain, altogether
we have six levels in the hierarchical tree that show the alternation of the
organizing principle of similarity and/or opposition. From the lowest level
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upward, we know that the line is the first level that is highly context sensitive,
for a complete idea may be conveyed only at the line level or at higher levels
such as the couplet but not at lower levels than the line. We may say that
among the six levels the lower three are less context sensitive, while the upper
three are more context sensitive. If we assign context sensitive as the marked,
the non- (or less) context sensitive would be the unmarked. An interesting
fusion of context and metrical form lies in the fact that the organizing
principles at the levels of the marked show a reflexive symmetry to that of
the unmarked:

L}

Quatrain level

Marked Couplet level X
Line level = X
Hemistich level = X
Unmarked Unit level

([

syllable level

Another viewpoint of the same problem will further clarify the
similarity/opposition relationship in the metrical scheme of the li-shih If we
display a lii-shik; poem in a template, we may have the plane figure of the
similarity/opposition relationship in the tonal design as follows:

..... = line boundary — — — — = couplet boundary

= syllable boundary = metrical unit boundary

- 1
Xl foeeennn

. i

= X i
x Lo

- - X
X e

- X ;
X bt b
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In this plane figure we see a very systematic tonal alternation between
similarity and opposition from left to right and from top to bottom, starting
with similarity horizontally and with opposition vertically. In this figure I
use dotted lines, horizontal and vertical, to indicate the minor boundaries,
while lines to indicate the major boundaries. By the minor and the major
boundaries I mean that a metrical unit boundary indicates a stronger caesura
than a syllable boundary while a couplet boundary, stronger than a line
boundary. Horizontally, the minor boundary represents the principle of
similarity in tonal arrangements, while the major boundary that of opposi-
tion. Vertically, we have the reverse situation. -The minor boundary
represents the principle of opposition while the major boundary that of
similarity. We have already discussed the reasons for such arrangements, but
in this figure we may see more clearly how the T’ang poets manage to
maximize variations while still maintain proper repetitions to create desirable
rhythm.

Apart from exhibiting systematic tonal alternations of similarity and
opposition, both Figure 2 and Figure 3 show a high degree of binary interac-
tion. By “binary interaction” here I mean that metrical constituents operate
to produce or affect rhythmic impact in pairs. In Figure 2, this is seen from
the various levels on the hierarchical tree. In Figure 3, this is discerned within
or across the boundaries.

Metrical constituents of all levels except the syllable level operate in pairs
or in multiples of two. Though the total number of syllables in a line is either
five or seven and though in each line there is always a metrical unit of only
one syllable, this fact is not in conflict with my idea of binary interaction
since in our discussion we have excluded syllables as operative units of the
thythmic effect.

With Figures 2 and 3 in mind, we know that two metrical units of
opposite tonal properties constitute a hemistich. It is a general speech habit
and also a poetic convention to avoid having a series of identical or similar
phonological elements running together. Thus the binary interaction of the
opposite tonal values within the hemistich will create a centripetal pull. As
we know that within a line the major caesura exists between the two
hemistichs; therefore, each hemistich represents a rather independent thought
group. The metrical centripetal force helps solidify the semantically
independent group. This analysis will have no problem when applied to
heptasyllabic lines since each of the two hemistichs in each heptasyllabic line
consists of two metrical units of opposite tonal values. When applied to
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pentasyllabic lines where the first hemistich consists of only one metrical
unit, will this analysis still hold true? My answer is affirmative. Since the
centripetal force between the two metrical units of the second hemistich will
help solidify the tought group in it and since the major caesura is there
between the two hemistichs, the first hemistich is naturally singled out via
isolation. Even without the metrical centripetal force of two different tone-
bearing units to help solidify the thought group, it still stands alone as a
rather independent segment.

As two metrical units make up a hemistich, two hemistichs constitute a
line. We have discussed before that the principle of tonal arrangements
between two hemistichs may be either similarity or opposition according to
the different left- or right-branchings in the second hemistich. Thus, it is
rather difficult to designate the relationship between the metrical centripetal
or centrifugal pull and the semantic thought group. But if the principle
between the two hemistichs of the first line is similarity, that of the second
must be similarity too. Within each couplet, the two lines assume the same
principle of tonal patterns between hemistichs. But the two lines of the
adjacent couplets must have the opposite principle. Again, the organizing
- principle between hemistichs alters from similarity to opposition by twos.
The theory of binary interaction works not at the hemistich level but at the
line level to secure the centripetal force within each couplet.

The tonal design in the two lines within each couplet is built on the
principle of opposition. According to the speech habit and the poetic
convention, such an opposition in tonal arrangements will encourage a
centripetal pull within the couplet. Syntactically and semantically, within a
couplet a complete idea is conveyed either with verbal parallelism or without.
Again the metrical centripetal pull helps solidify the semantic and syntactic
cohesion.

As for the couplet level, though the principle of metrical design is
opposition, such an opposition is a reflexive symmetry produced by the
identical tonal arrangement in the two adjacent lines of the two neighboring
couplets. This identical tonal arrangement will create a centrifugal force as
against the centripetal force generating from the opposing tonal arrangement
within a couplet. This centrifugal force between the two adjacent lines of
the neighboring couplets will implicitly broaden the gap between couplets.
As we know that syntactically and semantically one couplet is independent
of the other, therefore, the metrical centrifugal effect fuses into the syntactic,
semantic break
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At the level of the quatrain, the p’ing tsé arrangement is built on the
principle of similarity again. However, as the quatrain is a comparatively
larger unit, what generates from the principle of similarity is not only a
replica but also a reflexive symmetry of the first quatrain. Being a replica of
the first quatrain via the principle of similarity, the second quatrain is like a
refrain to the first. Thus a centrifugal force is there between the two
quatrains. And this centrifugal force is reinforced by the tonal repetition
between lines 4 and 5. The syntactic and semantic break between the two
quatrains is basically the same as that between couplets. So the metrical
centrifugal force also serves to broaden the syntactic and semantic break.

On each level of the metrical constituent we see how centripetal and
centrifugal forces are generated by the interaction of the similar or opposite
tonal properties between each two constituents.

So far we have seen the canonical tonal patterns of the Jil-shih and how
they exhibit complex interactions between formal and functional considera-
tions. It is true that for each poetic genre there can be a special fixed
thythmic pattern for it. The origin of this pattern must have its root in a
harmonious congruence with our physical and psychological needs, which are
highly subjected to the content of the poem; otherwise such a pattern would
not have enjoyed popularity. So the success or failure of the rhythm of a
certain poem is not to be judged by its conformity to the prescribed tonal
pattern only. We also have to take into consideration the speech rhythm of

* the words manipulated by the poet. This is why in the metrical convention
of the lii-shih certain violations are allowed. And this is why Jakobson says,
“Besides the rules which underlie the compulsory features of verse, the rules
governing its optional traits also pertain to meter.” “

D. Conclusion

In this study I try to induce from the poetic properties of the Zi-shih the
concept of similarity and opposition as the organizing principle to unify all its
poetic elements. This concept has its origin in Jakobson’s principle of
equivalence.ls But I take a step further to propose that the various
interactions between the various similar and/or opposite tonal elements are
the signification center of the tonal designs of this unique poetic style.

In dealing with tonal parallelism, Matthew Y. Chen’s theory of left- and
right-branchings and Jakobson’s idea of hierarchical construction are quite
instructive in helping me work out a systematic and comprehensible approach
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to the problems of the various designs of the lishih. After laying out the
tonal designs of the lit-shih both in the hierarchical tree and in the plane
figure, we can examine systematically the intricate tonal parallelism at the
different horizontal and vertical levels of the poetic construction. The main
argument of the present study is that by taking the concept of similarity and
opposition as the organizing principle and by examining the various binary
interactions between the similar and/or opposite tonal values, we are able to
explicate or predict the canonical tonal patterns. What is more, with the help
of the mechanism of the binary interactions between similar and/or opposite
tonal values, the signification process of the rigidly prescribed tonal patterns
can be systematically displayed.
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