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A Crincal Study of the Origins of Chiieh-chii Poetry

INTRODUCTION

tated simply, a literary genre is 2 code of conventions and expectations shared

by author and reader; a geare is identifiable when literary works are com-
posed and interpreted in relation to similar previous works. China’s earliest
literary criticism dealt with genres. The “Preface to the Mao Text of the Book of
Poetry” BFFFF (ca. 202 BC-g AD) gives “Six Aspects” 758 of poetry, three of
which (“airs” feng [, “odes” ya i, and “hymns” sung 85) refer to generic classifi-
cations.' “On Literature” 373 by Tyao P'i B (187—226) and “Rhyme-prose
on Literature” 3Zf# by Lu Chi [E## (261—303) match genres with ideal styles of
language. The Literary Mind and the Carving of Dragons 3 B8 by Liu Hsieh 4|
#8 (ca. 465—ca. 520) contains twenty chapters (out of a total of fifty) solely de-
voted to describing literary genres; and Evafuation of Poetry $55: by Chung Jung
#EWE (ca. 465-518) is structured entirely by generic considerations — only lyric
poetry (shih 5} in pentasyllabic line-lengths is included. Yet these critical works
described literary genres almost entirely in general gualitative terms. Critics
made relatively little attempt to define genres in terms of specific formal char-
acteristics. Formal compositional methods were left by-and-large to an implicit
agreement between author and reader, Literary forms —comprising length, line-
length, rhyme schemes, phonetic and rhetorical patterns —were not fixed, and
there was great variation.?

Literary criticism beginning in the T’ang {(618—g07) era transformed the
specific methods of composition (fz ¥%) into a major topic; genres came to be
defined partly by strict rules. T°ang-era “how-to” manuals offered mastery over
the complex “recent-style verse” (chin-t’i shih FTFS53) forms, which were the
most important of contemporary poetic developments.? A similarly functional

Iam grateful to Denis Twitchett, Andrew Plaks, Hai-tao Tang, and especially Yu-kung Kao, all
of Princeton University, for their helpful suggestions.

' The other three of the “Six Aspects™ are types of poetic language: “nacrativedescriptive”™ {fu
BR). “similaic” (£ L), and “associative” {Asing ).

* E.g, the thyme-prose (fi B} form changed substantally over the centuries. See William
Nienhauser, ed., lndiana Companion to Traditional Chinese Literaturs {Bloomington: Indiana U, 1986),
pp. 3881

3 Selections from these T ang manuals are in Wang Li-ch'i TF28, ed., Wen-ching mi-fii-fun
chiao-chu SCPRRLITARILIE (Peking: She-hui k'o-hsiieh, 1983).
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goal remained central to the “poetry talks” (shih-hue FF2E) tradition of the Sung
(9601279} and later dynasties. Political and social reasons help explain the
change in critical approach. For instance, T’ang scholars became proficient in
poetry composition because it had become a prerequisite for both the imperial
examinations and acceptance in elite society. Thus, critics took on an impot-
tant role in education. Although they did not invent “recent-style verse," at
least they influenced the standardization and perpetuation of its forms.

The most common forms of recent-style verse are the eight-line “regu-
lated-verse” (li-shih T3F) and the four-line “cut-off lines” {chiieh-chii §B-a]).1 Both
were commonly written in pentasyllabic and heptasyllabic fine-lengths. The li-
shih forms (the pentasyllabic wu- FE and the heptasyllabic ¢4 -4 +={3) have
beer extensively studied in recent years, but the chigh-chi forms {the pentasyllabic
wu-chiieh 48 and the heptasyllabic ch’s-chiisch £48) have received relatively less
attention, The goal of this article is to present and explain the essential materi-
als concerning chiigh-chii origins that are found in both traditional poetry criticism
and seminal articles from the 1940s.* Critics attempted to answer two questions
about chiizh-chii origins: what are the sources of the chiigh-chii genres as practiced
in the T"ang; and what is the etymology of the term chieh-chi? The critical
material is complicated by the fact that views on etymology could be influenced
by assumptions about the T’ang genres, and vice versa; no one source is definitive.
Thus gaps remain in the picture presented in the eritical literature, This article
is meant as a preliminary to a larger study of chieh-chit stylistic development.

Because chieh-chii were often described in relation to li-shik, it will help to
summarize the formal elements of both, as put into practice during the T’ang$
Certain elements were common to both:

1. brevity, which increased the use of ambiguity and symbolism in order to
project meaning beyond the literal words;

* A less common form was the “extended fi-shif” {p'ar-ki HEGR).

? A note on terminology: following most commentators, I use the term “shich-chi” broadly,
referring to virtually any four-line poem, or quatrain, from the T’ang or later (and for some
pentasyllabic quatrains of the late-Six Dynasties, as long as they are tonally regulated). A few
commentators use the term more narrowly, and where appropriate I explain their usage. The
word “quatrain” is used even more inclusively, to refer to any four-line poem from any period.
Within any genre, differing “styles” of compoesition can be distinguished by linguistic or thematic
characteristics,

¢ For a more cotnplete discussion of rules, including a comprehensive explanation of tonal
prosody, see Nicohauser, ed., Jfudiona Companion, pp. 682-89. On fi-shik, sec Yu-kung Kao, “The
Aesthetics of Regulated Verse,” in Shuen-fu Lin and Stephen Owen, eds., The Vitahity of the Lyric
Vize: Shih Poetyy from the Late Han to the Tang {Princeton: Princeton UP, 1986) pp. 332-85; for useful
discussions of chizh-chui, see Shuen-fu Lin, “The Nature of the Quatrain from the Late Han to the
High T"ang," in Vitality of the Lyric Viee, pp. 296—331; and Daniel Hsieh, “The Origins and Devel-
opment of Jueju Verse Chinese Poetry” {unpub. Ph.D., U of Washingten, 1g9g1).
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2. lines containing a caesura before the final trisyllable and organized in
couplets;

3. the occurrence of rhymes at the ends of even-numbered lines (and
somnetimes the first line);

4. fixed length, which allows a predictable functional hierarchy of couplets;

5. arequirement for tonal prosodic patterning, in which characters of
unstressed, “level Z,” tone alternated with those of the stressed,
“oblique [K,” tone {comprising “rising I-,” “departing %,” and “enter-
ing” A tones) on the principle of maximum contrast and symmetry;?

6. a preference for densc language, in particular aveidance of “empty
words” (hsii-tzu BT —grammatical particles, affixes, and many ad-
verbs) in favor of “full words” (shih-tzu B — primarily nouns, verbs
and adjectives); and

7. atendency to merge themes of the natural world with those of personal

 states-of-mind —often described as a “fusion of feeling and scene” &2

AR

However, there are major differences between fi-shit and chiteh-chii, most
evident in the relative importance of “parallel” versus “continuous” couplets,”
In a parallel couplet, words in the first line are complemented with correspond-
ing second-line words that have similar syntactic function but contrasting mean-
ing. Each line is independent, yet tied to the other through a series of equiva-
lences. Nominal phrases dominate, making parallel couplets idea! for concise
tmagistic description of a scene, and often resulting in fragmentary syntax. The
tense opposition of components creates an enclosed quality which can be termed
“circular,” or “static.” In a continuous couplet, a single idea is carried through
from one line to the next, either through strong syntax (the proscription against
hsii-izu 1s less evident here) or through implied progression {temporal, logical,
hypothetical). Verbs dominate, making continuous couplets ideal for narration;
the forward momentum from subject to predicate gives such couplets a “lin-
ear” or “dynamic” quality.

In [i-shih, the first couplet, which is most often nonparallel, usually just
introduces the topic. The second and third couplets, where parallelism is re-
quired, are the heart of the poem. Only the final couplet is expected to be
continuous, o as to provide context for the preceding description, As a result,

7 A small subset of chiieh-chii without tonal regulation, often called “ancient chiieh-chi” 384,
was current in the T*ang,

¥ See Yu-kung Kao, “The Aesthetics of Regulated Verse,” Vitality of the Lyniz Voice, pp. 356-61.
On the contrast between “imagistic” and “propositional” language, see Yu-kung Kao and Tsu-lin
Mei, “Syntax, Diction and Imagery in T'ang Poetry,” HFAS 31 (1g71), pp. 49-136.
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the focus of most f-shih is in the central paraliel couplets, thus the overall effect
is circular. The chiieh-chii forms favored continuous couplets; parallelism is some-
times employed in the introductery first couplet, but almost never in the domi-
nant second, and final, couplet. Thus the overall effect is linear.

This study presents three distinct arguments regarding the origins of chizeh-
chii, based on scattered comments in shih-hua texts.

The first two arguments stem from critical attempts to explain origins
through the meaning of the term “cut-off lines” {chiigh-chi). One group of critics
believed that chiieh-chii were “cut-off " sections of li-shih; their opinion is termed
the “truncated lii-shih” view. Another belicved that chiizh-chii referred to poems
in which each line is syntactically isolated and end-stopped — “cut-off  from
surrounding lines; their opinion is termed the “isolated lines™” view. These two
views contain perceptive and influential observations concerning chieh-chii styles
and structures. But they have no historical basis and must be rejected.

Beginning in Ming times (after about 1400}, a minority of commentators
introduced a third and more convincing view, which attacked the question of
chiieh-chit origins from a literary-historical perspective, studying the earliest ex-
amples of quatrain-length poems to trace their development, and looking for
the earliest usage of the term chueh-chi. Twentieth-century articles by authors
such as Lo Ken-tse ZEfREE and Sun K'ai-ti TREEEE fall squarely within this
literary-historical tradition. Below, these are systematically presented in their
turn.

CHUEH-CHU A% “TRUNCATED LU-SHIH”

The prevailing view, still held as a commonplace assumption by many to-
day, is that the cAsieh-chi forms are simply cut-oil versions of the eight-line fi-shik
forms. Besides giving meaning to the term, the view provides a convenient source
for the quatrain-length chtiefi-chii and a reason why chief-chii follow the rules of
tonal prosody. The prevailing view also places both the term chish-chi and the
quatrain form itself historically later than the f#-shik forms, which developed
late in the Six Dynasties as wu-fiiand from early- to high-T"ang as ch’-4.9 More-
over, it gives inordinate importance to the presence or absence of parallelism in
chitefi-chi,

The first commentator known to have stated the “truncated li-shih” view
systematically was Fu Jo-chin {85 & (1304-1343):

? 1 lollow the usuat licerary division of the T'ang into four stylistic periods: eardy (ta about 71a),
high {ra 780), middle (to 830}, and late {to go6). This periadization, only imprecisely chronological,
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Clhiief-chii are cut-ofl lines (chich-chii) #EF)F &AM, Poems in which the
last two lines are parallel cut off the first four lines of regulated-verse; those
in which th.? first two lines are parallel cut off the last four lines of regu-
lated-verse; those in which all lines are parailel cut off the middle four
lines; and those in which ne lines are parallel cut off two lines each from
the beginning and end.*

Hsit Shib-tseng $REHE (1517-1580) repeated Fu’s assertion, and cited tex-
tual evidence claimed by him to have traced the idea back to the T'ang. Hsi
noted that Li Han Z=8 (f. 824) included chiteh-chi under the fi-shih heading
when compiling Han Yii's 838 (768-824) poetry collection, Gt ang-i chi S EREE v

According to the critic Wu Ch’iao R (1611-1695), at least three other
Tang collections—the two separate Ch'ang-ch’ing chi FBF# by Yian Chen
JCFR (779-831) and Po Chii-i HJE 5 (772-846), and Tu Mu's -4 (803-853)

-collection —do likewise.” In addition to this evidence from the organizational

style of T’ang collections is the fact that “little regulated-verse” {(hsiao li-shih
/IMEREF) was used as an alternative term for chiizh-chii beginning at least in the
middle-T"ang. Po Chii-i used the term at least twice. In a poem entitled “Recit-

ing chiiéh-chi by Yiian Eight on the River” /T_HI57E /\#B 4] Po writes, “In deep
places on the great river while the moon shines bright X 1T 8E5% HEHES, / For a
whole night { recite your ‘little regulated-verse —7&"%E/NEEF."™" He used

first appeared in Kao Ping 4% (1350-1423), Tang-shih p'in-hui FEFFEL M (Shanghai: Ku-chi, 1988),
based on the ideas of Lin Hung $%8 (ca. 1340-ca. 1400).

" Fu Jo-chin’s Shik-fis chong-lun ¥R IE S appears in a Yian-period collection titled Shifi-fa  yéeen-
liu FHE BT, which includes an incompleie version of the well-known critic Yang Tsai's {3
(1271-1323) Skikfa chia-shu FFEEF L. Sec Shih-fa yiian-Hu (edn. kept in National Central Library;
rpt. Taipei: Kuang-wen, 1973), p. 38. Ch'iu Chao-ao hb B (1638-1713 or after} quotes an carlier
Yisan schalar, Fan P'eng JEH¥ (1272-1330), on the “truncated di-shif” opinion. See Ch'ia Chao-ao,
ed., Tu Shao-ting chi hstang-chu #H/DIEMEETE (Peking: Wen-hsiieh ku-chi, 1g55) 1, p. 25. However,
such a statement does not appear in any of Fan's available works.

" Hsii Shih-tseng, ed. Lo Ken-tse, Wen-t% ming-pien hsi-shuo X MBAMFFIR (cot. Hong Kong:
Taiping, 1g77), p- 168. This shik-hua is published together with anather: Wu Na 255 (13721457},
ed. Yii Pei-shan FALLh, Wen-chang pien-t'i 3LIEIEM. Sec Wu's comment (p. 57) on the same
subject. Hsii's comment can be found in Fu Shou-sun 2% and Liu Pai-shan S50, comps.,
Clien-shou Tang-jen chiick-ohii T E T AMBE] (Shanghai: Ku-chi, 1685; herealter Fu/ L), P- 946.
An excellent compendium of shih-hua comments abour chisk-chii is in Fu/Lix, pp. g4g3-1051. A
shorter version is idem, T ang-jen shibeh-chai p'ing-chu i A B 51 ¥RE (Hong Kong: Chung-hua, 1980},
in which the shili-hua quotations, slightly less complete, are on pp, 288-372.

* Wu Ch'iao argued that these three coliections, plus Han Yi's Cl'ang-ii chi, were reliable as
evidence because early editions were available, or editions based on early editions. Thus the po-
ems in these four follow their original order. Wu Ch'iao, Wei-iu shit-hus IEISHES (Chving copy
held in National Central Library, rpt. Taipei: Kuangwen, 1973) 1, pp. 71-72; Fu/ Lix, p- 946.

* Po Chis-i, Po Chii~i chi (/5 588 (Peking: Chung-hua, 197g; rpt. Taipei: Lijen, tg8o), p. 314.
Also cited by Chou Hsiao-Uien /X, Trng dhiieh-ohi shih B8] % (Chung-king: Ch'ung chiing,
1987), p- 13. The term “little regulated-verse™ also appears in Shen Kua (L6 (r029-10g3), ed. Hy
Tao-ching 3184, Hiin chiao-cheng Meng-ck't pi-t'an FTHZIE W HEMES (Peking: Chung-hua, 1957;
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the term again in a statement of literary criticism sent to his friend Yijan Chen,
the well-known “Letter to Yiian Nine BiIT 38 " However, the arrangement
of these literary collections and the alternative term are not convincing evi-
dence that T'ang writers believed the “truncated fi-shif” view, Tang compilers
may have included chieh-chii under ki-shik simply because it is tonally regulated;
the term li-shih in these cases can be taken in its more general meaning of
“regulated poetry,” rather than as specifically referring to the eight-line fi-shik
form. The same can be argued for the term “little regulated-verse.” This is Wu
Ch’iao’s assumption; he explains the inclusion of chich-chi among regulated-
verse in the four T ang collections as evidence that T ang literati understood
chiieh-chit as “two-rhyme li-shih —BR{EFF. ™ Besides these few pieces of indirect
evidence, nio other material indicating a T’ang origin for the truncated i-shik
view has come to light.

The earliest specific evidence of the “truncated fi-shth” view before Fu’s
time comes from Chou Pi B8 (8. 1228). Chou referred to quatrains as chish-chii
&4 — a term post-Sung critics used only in relation to quatrains as reduced-
length &i-shikh'® It is possible that Chou Pi had the view in mind, although the
context is not clear. Ming (1368—1644) and Ch'ing (1644—1911) writers who dis-
agreed with the “truncated fi-shik” view frequently assumed that it was an in-
vention of the Sung era.”

There is one other bit of evidence pointing to a Sung origin for the “trun-
cated fi-shth” view, but it is questionable. In a preface to his Chieh-chi pien-£'i #&4
]9, the literatus Yang Shen B3l (1488-1559) quotes Chin-chen shih-ko &:5F
#9745 and names as its author the poet Mei Yao-ch’en §#§Z2E (1002-1060).
Yang states the “truncated fi-shif” view in wording similar to that of Fu Jo-chin:

Met Yao-ch’en’s Chin-chen shih-ko says,  Chiieh-chii are cut-off lines (chizh-chil).
Poems in which the four lines are not parallel cut off the beginning and
ending four lines of li-sif; those in which all four lines are parallel cut off
the middle four lines of &i-shi%; those in which the beginning is parallel and
the ending is not parallel cut off the last four lines of 4i-shik; those in which

rpt. Hong Kong: Chung-hua, 1975) 14, p. 153. The quote begins, “Although ‘little regulated-verse’
was a petty artform, it was not possible to become a master of poetry if one could nat reach
subtety in the practice of it, so men of T’ang practiced it as a lifetime occupation.”

** Po, Py Chii cht, p. 965; Chow, Tang chiieh-chi shik, p. 13.

' Wu, Wei-lu shik-hua 1, p. 71; Fu/ Lin, p. 946. See also Ch'ien Liang-tse $§5LI3 {f. tbgos-1720s),
Tang-yin shen-t'i IR EM, in Ting Fu-pac TRRR, ed., Chiing shik-hus IHAE {Shanghai: Chung-
huz, 1983}, vol. 2, p. 784; Fu/ L, p. g55.

*® Chou Pi, Sen-t% Tang-shik = BBREEE (1983 Wen-yiian-ko SKCS edn.}, vol. 1358, p. 1.

" For example, Wu Ch'iac. See his Wei-lu shibfua 1, p. 71; Fu/Lin, p. g46.
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the ending is parallel and the beginning is not parallel cut off the first four
lines of fi-shih.™

If this passage is reliable, then the “truncated i-shth” view of the origin of chiieh-
chti may have been very early indeed. The treatise ascribed to Mei in various
other sources is not Chin-chen shih-ko itscIl, but its continuation entitled E'sii Chin-
chen shik-ko BB #F5H%. The former supposedly was written by Po Chii-i and
was the inspiration for Mei to add comments. Chao Kung-wu JEAE, (6.5, 1132)
described both books (and assumed their authenticity}, which proves that texts
by those names were extant as early as the beginning of Southern Sung (roughly
r127-1160). However, they cannot be firmly dated before that period, because
in the next century Ch’en Chen-sun BIRER (. 1211-1240) cast doubt on their
authenticity.™ Based on examinations of the short extant text, the modern schol-
ars Kakehi Fumio and Jonathan Chaves both state that Mei Yao-ch’en did not
author Hsii Chin-chen shif-ke.* Even so, Chao Kung-wu’s note shows that both
books were extant at least a century and a half before Fu Jo-chin.

Unfortunately, the quotation in Yang Shen’s preface does not appear in the
available texts of the two treatises.” There is circumstantial evidence that the
text is not complete.* In sum, we are left with two possibilities: either the “trun-
cated li-shih” view was included in Hsi Chin-chen shik-ko (and is therefore South-
ern Sung or earlier} but was lcft out in transmission; or Yang Shen mistook the
source of his quote.

After Fu Jo-chin, the “truncated fi-shif” opinion was widely copied by such
writers as Ao Ying #(3 (¢ 1521), Hsis Shih-tseng, Wu Na 234 (1372-1457),
Ma Lu %% (Ch’ing period), Wang Shih-chen F 45t (1634-1711), Shih Pu-
hua JE#EEE (1835-1890), Ch’iu Chao-ao {19k % (1638-1713 or after), and Sung

" Yang Shen, ed. Wang Chung-yung F {3, Chuish-chit yen-i ch’ien-chu §B-E)T e HiE (Ch'eng-
tu: Ssu-ch'uan jen-min, 1984), p. 203.

** Chang Hsin-ch'eng 3R, ed., Wei-she Cung-tao (S85F % (Shanghai: Shang-wu, 1gs4),
pp. 1021-22; Chao Kung-wu, Chin-chat tu-shu chil BREE MW E (rpt. Taipei: Kuangwen, 1967) 20,
p. 12; Ch'en Chen-sun, Chik-vhai shu-be chich-0¢ B4 M #%BERR (rpt. Taipei: Kuangwen, 1968) 29,
p-iL

* Kakehi Fumio W34, “Bai Gyo-shin” HES, in Chagoku shiin zenshi SRETE A S (To-
kyo, 16z}, p. 19; Jonathan Chaves, Mei Yao-ch'en and the Development of Early Sung Poetry (New York:
Columbia UE, 1976), pp. tog—t0.

* The treatises have been published twice in recent years: Ku Lung-chen REBLSR, ed., Shik-
hstieh chit-nan BB FEM (1759 Chien-lung edn.; rpt. Taipei: Kuangwen, 1970), pp. 137—41; Wang
Ta-p'eng XM et al., Chung-kuo &-toi shik-hua hsizn PEIFEIEEFEESR (Ch'ang-sha: Yieh.ly,
1985}, pp. 61-65, 149-54.

# Chao Kung-wu noted that Mei’s motivation in continuing the treatise of Po Ghii-i was a
conversation with the monk Hsi Pai B at Hsi-lin & on Mt Lu EELU. Such an anecdote
presumably came from the book, but does not appear in the present text.
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Lo R (1634-1713). Recently, Wang Li F 7 has asserted that the opinion
was generally held after the T"ang ™ An apparent twentieth-century follower of
the “truncated 4i-shif” view was Cheng Chen-to BiiE% {1B98-1958), who wrote:

Five-character 4i-shik was the first to be established. Next, seven-character
li-shth developed into one of the most important literary forrms of the [T’ang]
period. Next, a separate type of new poetic form, the so-called wwu-chiieh
and ch%-chiieh forms, was born. Next, the custom of stringing together sev-
eral rhymes of li-shif to create longer poems —the so-called p'ai-f—also
began to appear.®

Fundamentally, the view was adopted as a means to explain the term cheh-
chii, but it also represented certain assumptions about aesthetics. To say that the
chiieh-chii is half of the &i-shit implies an aesthetic connection between the two
forms. This idea must have appeared logical to critics, otherwise they would not
have followed Fu so readily. We are presented with two theoretical possibilities
regarding the relationship between li-shit and chiieh-chii. First: chiieh-chii are im-
perfect, incomplete fi-shik. In other wards, the two-couplet chtigh-chif structure
is a fragment of the integrated four-couplet Li-shh structure, Because the fi-shif
structure consists of one nonparallel couplet of introduction, two parallel cou-
plets of images, and one nonparallel couplet of resolution, thus depending on
which of the four truncating methods is employed, a chieh-chii either breaks off
in the middle, begins abruptly, lacks an image-building center, or lacks intro-
duction and resolution. Second: chiigh-chii are concentrated, distilled versions of
lii-shik. Thus they provide introduction, images, and resolution, as do their longer
counterparts, and are equally complete and integrated poems. The implication
is that somehow each line of a cheh-chii corresponds to a couplet of fi-shih.

Which of these two alternatives did critics follow? The answer appears to
be a combination of beth. Critics who accepted the “truncated &i-sfh” view all
tock as their starting point the four quatrain structures that the theory cre-

= Sec Ao Ying, Tang-shik chiieh-chi loi-prion [ESSIE GIEE {Yang-chou: I-shu-t"ang, 1666; pt.
Fu/Liw), p. 1023 [1, p. 1b]; Ma Lau, Nanyian i-chih ohi FIFE—HIEE, in Kuan-hei Ma-shif &5 ung-shu
Mﬁsjﬁﬁﬁﬂ# (1873; rpt. Fu/ Liu), p. 456 [1, p. 3a]; Wang Shib-chen, in Liu Ta-ch'in X%,
ed., Shifiy shik-ch'uan hsi-to BT % MR, in Ca 'ing shik-fua (rpt. Fu/Lin), p. 956 [vol. 1, p. 157);
Shih Pu-hua, Hsien-yung shuo-sheh W3 {I2E 5%, in Ch'ing shih-hua {rpt. Fu/ Lin), pp. 57, 1038 [vol. 2, p.
994]; and Ch'iu Chao-ao, T2 Shao-ling cht hsinng-clu (vpt. Fu/ Li), pp. 955, 1035-1036 [1, p. 25; and
;3, pp- .38_39]' Hsl‘.‘us's ancri-o Wu’s ideas are in Hsi, Hen-t% ming-pien hei-shuo, p. 108; and Wu, Wen-
wang puen-t1, p. 57. Sung Lo's ideas from Man-t'ang shuo-shih 3% ave in Pai- shah-hua bei-
pien hou-pien STAFFIRBUR IR (Taipei: Lwen, 1974), p. 1621, s
_“' Wang Li, Han-pi sheh-tii hnizh MEEIFIRY (Shanghai: Chiao-yii, 1558}, p. 40.
® Cheng Chen-to, Chung-kuo roen-hsiish shik RI B (rpt. Taipei: Hsin-hst, 1970}, p. 2g4.
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ates —thus chileh-chti are halved li-shik. However, at the same time none of these
critics saw chtieh-chii as incomplete or fragmentary; on the contrary, the integrity
of the chiieh-chii forms was invariably stressed. Elaborate explanations were needed
to harmonize these two alternatives, culminating in the widespread idea that
chiieh-chii structuraily ave halved fi-shif, but cridically can be understood as four
separate lines corresponding to the four couplets of the longer forms.

Logical Problems with the “Truncated Wi-shih” [dea
Scholars soon realized that to follow strictly the four quatrain structures of

the “truncated fii~shik” view could be problematic. A useful example is the dis-
cussion of ¢i’t-chiieh by Shih Pu-hua:

Ch't-chiieh can be cut off from ch’-li in any way one pleases FEEE, but
cutting off the second half, in which lines one and two are parallel and lines
three and four are nonparallel, easily highlights the resonance FE§; cut-
ting off the first haif, in which lines one and two are nonparallel and lines
three and four are parallel, easily results in rigidity #z#¥; cutting off the
middle two couplets is even more monotonous EH; and cutting off the
first and last couplets, by which the entire poem is nonparallel, easily re-
sults in vapidness . Only a scholar’s penetrating mind can know this.®

In this statement, Shih exhibits not only his acceptance of &i-shiA's influence on
chiieh-chii, but simultaneously a realization that chieh-chi are independent forms.
Shih’s preference for parallelism in the first couplet of chiieh-chii indicates his
belief that the four-line forms should have the concentrated image-building
strength of the eight-line forms. Thus quatrains without parallelism can result
in “vapidness.” However, his rejection of parallelism in the second couplet of
chileh-chii shows an understanding that the four-line forms are weighted towards
the closure, and that circularity and stasis in this position would be problematic.
The shorter forms require a resolution that strict parallelism cannot supply.

Critics as early as Chou Pi pointed out the difficulties of using paralletism
in second couplets of ¢hiiehi-chi. Commenting on parallelism in the second cou-
plet of ch’i-chiteh, he wrote:

T’ang writers used this form very seldom. It is necessary that the last cou-
plet, although parallel, has sufficient words and completed meaning, as if it
was not parallel 38 & BHFHE AT H. Otherwise the poem will seem like a
regulated-verse poem cut in half F#;F# — pure white and uniform, and

“ Shih, Hsien-yung shus-shih, p. 096; Fuf Liu, p. 1038.
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without any resolution & Hsii Fu (1075-1141) found faylt with Wang
An-shih (102t~1086) in this.?

We can conclude that strict parallelism in second couplets is undesirable, becauge
it makes quatrain poems mere fragments of éi-shik. However, unlike Shih Py.
hua, Chou P allows parallelism in the second couplet, as long as a resolution
(unifying the form) results. This particular type of parallelism was termed “rup.
ning-water parallelism” §7k #f by later critics, such as Mao Ch’un-jung ‘B8
{1702-1760), who wrote, “[Quatrains] that conclude with parallelism; the mean-
ing must be a running-water call and response —otherwise it is an incomplete
bi-shik. . » E‘-j‘lﬁ[%EE;{Z{’EE&?}(W}EZT%EU%Z:%Z@W The term was used
to describe any parallel couplet that exhibits linear progression from one line to
the next, thus breaking the circular quality that strict imagistic parallelism en-
genders. Examples of running-water parallelism are: cause and effect strue-
tures, question and answer structures, conditionals like Wang Chih-huan’s
F 21 (688—742) “If one wants to exhaust a thousand miles of sight,/ Again
climb a story in the tower (G FH HE E—BM,” and structures that em-
phasize temporal change between the lines, like Kao Shih's & (716—765) “Old
home — tonight my thoughts a thousand miles away;/ Greying temples — tomor-
row morning another year has passed” Eﬁ%ﬂ%?ﬁ%‘?iﬁﬁ%%ﬂﬂ—fﬁ”
Not only the placement and usage of parallelism troubled critics who tried
to harmonize the logical problems. Some accepted the “truncated fi#-shif” struc-
tures, but saw a general difference in style between li-shif and chiieh-chii, For
example, Wei Chi-jui E{#EE# (fl. late-seventeenth century) felt he needed to
defend the independence of chitek-chii in the face of the “truncated fi-shth” view,

Chileh-chii are originally truncated i-shik, but by reading the first line [of a
chiieh-chid] you will know it is not a fi-shik. The first line of a li-shik always

has a solemn, vast, and lofty meaning i HE¥AEHR > &, while most first
lines of chrieh-chit are light and sharp Z#4%F/]. Each form of writing has its
embryo, which can successfully come to completion neither through addi-
tion and subtraction nor stretching and reducing®

7 Chou, San-£7 T ang-shih, P-4 Fu/ L, p. 1043

* Mao Ch'un-jung, Shen-yian shik-shuo TR, in Fu-kao Mao-shik ts'ung-shy FE=Y- IG5t & 4
{1900) 3, p. 5b; Fu/ Liu, p. 1038. Mao's work is also in Kug Shao-yii S4B, ed., Ch'ing shik-hue hsi-
pren {EFFIEAE (Shanghai: Ku-chi, 1583).

" These concluding parallel couplets that “camplete the meaning” are from Hu Ying-lin £ fRSE,
Shih sou FE 8 (Taipei: Kuangwen, 1973} 6, p. 10b [339]; Fu/ Liu, p. 1033,

' Wei Chi-jui, Po-tzu lun-wen {HF-387, in Chang Ch'ao W, ed., Chao-tas i ung-shu IR %
(Shih-k'ai Cang, 1835), ts’ ts, ok, 30, p. 6a; Fu/Liu, p. g57.
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Although Wel says that chsieh-chii derive historically from fi-shth, he does not
think that quatrains are shortened regulated-verse. He does not go so far asto
deny the “truncated fi-shif” view, but is clearly uncomfortable with it on stylistic
3

gmu';ii reasoning behind the emendation of the “truncated fi-shh” view is
not difficult to find. The eight-line f-skh is a perfectly unified fc:rm; each ]I.)a.rt
has a specific function tied to the whole. It is inevitable that cutting a /fii-shih in
half will result in a fragrment. The recognition that in practice the chiiek-chi
forms were also unified forms led critics to add their emendations. Essefltially
they were praising the “truncated fi-shih” opinion, on the one hand, while de-
nying its effects on the other. . .

The belief that chiieh-chii derived from li-shih gave rise to a compelling but
misleading critical explanation of quatrain structure: that a four-line Cki{fzk—ckﬁ
requires an introduction {¢4’i }£) in the first line; an elaboration (¢h’%ng #) in the

' second; a transition (chuan §) in the third; and a conclusion (e &) in the fourth,

This structure (hereafter, the “four-part pattern”) was frequently apptlied to fi-
shik. .

The “four-part pattern™ is the ideal manifestation of the belief that chéief-
ehii are li-shih in mumature, Theoretically speaking, the pattern is the perfect
means to ensure the integrity of the quatrain forms; as each line in a chieh-chii
corresponds to a couplet in fi-shih, the shorter poem is certain to reflect the
perfectly unified aesthetics of its longer relative, butin more concentrated £orm.
Interestingly, no contradiction was seen between the “four-part pattern”™ and
the four structures resulting from the “truncated fi-sih™ view. Quite frequently
the same critics held both opinions. It appears that the four truncated fi-shih
structures were understood as the physical bounds of chieh-chii poerns, while the
“four-part pattern” was a compositional and critical technique applied within
those physical bounds.

AI;a?:, Fu Jo-chin is the first on record to apply the idea to chiek-chi. I.n
fact, Fu believed the four-part structure couid be applied to all forms of poetic

¥ The eritic Wang K'ai-su EHEER (8. 1780) accepted both ‘“tlrunFar.cd bi-shih” and stylistic
difference between ki-shik and ckiich-chii by reinterpreting the opinian in terms of tgm\l prosody.
He thought that both forms developed in the T ang, but offered no view on which was fiilst,
Simply: eight-line li-s4k consist of two quatrain-length tona_J patterns (identical except wl}\lcn }:e
first line rhymes}, while the four-line chigh-chi consist of 2 single pa:te:n, Wan"g argued that the
term chiigh-chi referved to poems of only one unit. That is, chueh-chi are cutf?‘ﬂ' . beczuse I:he)-f use
only one unit. This idea is as ahistorical as the dominant “truncared #i-shik view from which 1;
derived, butit does have the advantage of ailowing li-shih and shiieh-ohii aesthetic independence o
each other. Wang K’ai-su, Seo-f'an pa-bich BKH /\BE (Tino-ao shan-fang, pref. 1797) 1, p. 26b; Fu/
La, p. 956.
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writing® Fu’s contemporary Yang Tsai (12711323} elaborated on the “four-
part pattern™:

The method of chsieh-chii requires: indirection and circuitousness Sl g (G 1%,
weeding out and simplification fIfJ#EREE; and lines that end but meaning
that does not end AJ4E 4B, Most utilize the third line as dominant
SE=41E T, and the fourth line elaborates it. . . . Generally, although the
two lines of introduction and elaboration are difficult, an introduction that
is nothing more than simpie and direct narration is best, and a leisurely
elaboration of it is correct. As for indirection and transformation, the effort
is completely in the third line. If here the transition is well-made, then the
fourth line will be like a boar floating downstream

Yang describes a corollary to the “four-part pattern”: that the third line is
the most crucial in a chieh-chii 5 =578 F. Although ascribed to Yang Tsai by
later writers, passing mention of the idea was made earlier by Chou Pi. In rela-
tion to “seven-character cut-off lines” +=F#¢5] Chou remarks, “In general
the third line is chief A58 =G]E 3 "1 The corollary is in a sense a simplifi-
cation of the larger pattern, but implied in the simpler pattern is the realization
that ehiieh-chii are weighted toward the closure.®

Both the “crucial third line” pattern and the “four-part pattern” from which
it derives are attractive in their simplicity, but the problem with both is that they
can be used te explain only a small percentage of quatrains. The four-part
pattern could be a useful compositional and critical technique for {i-shth (al-
though it requires a parallel couplet to function as a transition —a debatable
point). At least with fi-shih, each quarter of the pattern refers to a distinct and
compiete couplet. However, when in turn the pattern is applied to chiieh-chi, the

* Fu, Shik-fa cheng-lun, pp. 1022, See also Wu Ch'iao, Ta Wan Chi-yeh shih-wen B ZEBFHEH,
in Ch'ing shik-hua, vol. 1, p. 2g; and Ho I-sun MBSTE, Shih-fa FEHE, in Chitng shuh-hua ksic-pien, vol. 1,
p- 138; beth in Fu/ L, pp. 1021, 1028.

% Yang, Shih-fa chin-shu, in Ho Wen-huan {3218, ed., Li-tai shifi-hua FEfEEEEE (rpe. Taipei: I-
wenl, 1971}, p. 473; Fu/Lix, p. 1030.

# Chou, San-t%t Tang-shit, p. 4.

# Many critics addressed the topic of “crucial third line.” Wang K'ai-su writes, “In ch'i-chiish
strength must be exerted in the third line, and this should be done in such a way that room for
maneuvering remains in the fourth line. If the third line creates potential, then the fourth line will
strike the mark with a single shot, There is an analogy to archery: the third line is like drawing the
bow; and the fourth line is like letting the arrow Ay, Wang, See-t'an pa-tich 1, p. 18b; Fu/Lin, p.
031, See similar ideas by Ma, Nan-yitan t-chih ohi 1, p. 3b; Shih, Hsien-pung shuo-shik, p. 9g6; and
Shen Te-ch’ien ILIBIT (1673-1760), Tang-shik pick-trai EEFFHE (Peking: Chung-hua, 1964) 15,
p. 111. Ma, Shih, and Shen, as well as Li Chiin 8% (Ch'ing dynasty), from his Skih-fa t'e-shue
T, are also in Fu/ Lis, pp. 1031 and 1033,

*® Wang Ch'ang-ling T E# (698—755), “Sending OF Hsing Chien at Hibiscus Tower™
FBRZWE, Ful L, p. 6.
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individual lines within couplets are expected to fulfill different functions, which
is counter to usual Chinese poetic practice. Although, for example, some con-
cluding couplets may be explained as two parts with different functions (as in
the question-answer form of “If friends and family in Lo-yang should ask of
me — / A piece of icy heart in a jade vase” YE B K AMHER— oK. FE R8RS
more commeonly the final two lines share the weight of the closure (asin “In a
solitary boat, an old man with coir coat and bamboo hat,/ Alone fishes the cold
river snows” A EZ HBEIFETE).” In the same way, beginning couplets
often share the weight of introducing the topic. Ch’iu Chao-ao once noted that
the topic should fall in the first line of the “four-part pattern,” which he consid-
ered the orthodox method for chieh-chi. However, he then proceeded to give a
large number of examples in which the topic falls in the second line, or even the
third or the fourth, or is delineated by various pairs of lines (not necessarily

.contiguous). The orthodox pattern is thus fairly well debased.*

In sum, the two lines in a couplet tend to depend on ¢ach other-through
loose or strict parallelism, propositional continuity, and so on—and so struc-
tures which require that the lines work apart seem forced. Instead of “four-part
pattern” or “crucial third line,” a more natural way of understanding a chiieh-
chii poem 1s to think of it as two integrated couplets, one of introduction and ane
of conclusion.®

The “crucial third line” pattern has an additional problem, in that it as-
serts that one line in a poem is more important than the others. The danger is
that poets might concentrate on composing ene good line and dismiss the other
three. P'an Te-yii AR{E B (1785-1839) addresses this possibility, and argues in-
stead for complete integration of the four lines in a quatrain:

In discussing heptasyllabic chiieh-chi, Yang Chung-hung [Yang Tsai] takes
the third line as chief, and the fourth line as an elaboration of it. Shen
Ch’iieh-shih [Shen Te-ch’ien] says that the majority of high-T"ang poets
follow this rule.® These are arbitrary judgments. Chileh-cfii are only four
lines, and should progress directly in a single breath —&E T, tied com-
pletely together LI 22 I the third line is chief and the fourth line elabo-
rates it, then do the first two lines become useless?. . . Ch'iieh-shih contrarily

@ Liu Tsung-yiian GG (773-81g), “River Snow™ T8, Fu/ L, p. 582.

W Clh'ia, Tu Shao-ling chi hsiang-chu 10, pp. 27—28; Fu/ L, pp. 1034-35.

# For a recent article supporting the “four-part pattern” idea in chigh-chi, see Ts'ao Feng-fu
&, “Ssu-hang ti shih-chieh ts'ung yen-U'an fen-hsi ti kuan-tien k'an chiieh-chii d chieh-kou”
PUfTRITH L B B TRV IR B R WIS, Chung-rwsi wen-hsieh PH 302 13.8 (1985), pp.

q.
© Shen, Tang-shih pieh-tsai 19, p. u1; Fu/Li, p. 10731
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says that the majority of high-T ang writers follow this rule {that of “crucial
third line”) because he does not understand the high-T"ang; if a ch’i-chiieh
conforms to this rule then its structure will fall apart.#

The well-known literatus Wang Fu-chih &7 (1619-1692) also cited the ne-
cessity of balance in chiieh-chii,

If one only searches for good lines when composing poetry, then one has
already fallen to the “Lesser Vehicle.” It is worse in chiieh-chii, which has
such a small number of lines that breaking the form up to compose single
intriguing lines cannot result in poetry.

aEAEE A hundred battles before Hsiang [Yii]

was eliminated;
=EREE A three-point code and Ch'in was changed.
LHERER+ERD He gave credit to Prime Minister Hsiao;
REEE AN His spirit was exhausted by Lady Chi.

seerns just like a riddle for Han Kao-tsu. Thrown together these lines are
four [distinct] pieces, not at all integrated. If the Buddha appeared in the
world even he could not save poetry composed in this way.®

The “truncated li-shit” view began as a convenient explanation for a term
that mystified commentators, but when taken to its logical conclusion it re-
sulted in compositional patterns that cannot be easily applied to standard (T"ang)
examples of the two chsieh-chii forms. The comments by P’an Te-yis and Wang
Fu-chih, as well as those by Shih Pu-hua, Chou Pi, Mao Ch’un-jung, and Wei
Chi-jui, noted earlier, represent attempts to characterize chieh-chi through for-

mal analysis of poems, rather than by means of grand theories, and as such
reveal a healthy skepticism,

CHUEH-CHU AS “ISOLATED LINES”

The second ahistorical explanation of the origin of the term chieh-chii ap-
peared first in the writings of Chang Tuan-i il {tr79—ca. 1235). Chang

* Pan Te-yi, Yang-i chai shik-hua Be—TRIHEE (Sa0-yeh shan-fang, pref. 1832 and 1846) 3, p. 8a;
£/ Lin, p. 1031,

* Wang Fu-chih, ed. Tai Hung-sen REERAR, Chiong-chai shik-hue ch'im-chu WSS (Pe-
king: Jen-min, t981), p. 136; Fu/ Lix, p- 1030. The poem, by Yis Chi-tzu FZTF (o5, byo-674), is
titled “In Praise of Han Kag-1su” kR ERE. See Chian Tang-shih ZFE3F 80, p. 872. Each line of
the poem refers to a person or event in the life of Han Kaootsu (Liu Pang #{#K; r 206-194 no):
defeat of Hsiang Yii {235-202 BC) for control of the empire; simplification of the legal code;
employment of Hsiao Ho W] (d. 194187 bc) as prime minister; and relations with his consort
Lacy Ch;.
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believed that the term chiieh-chii refers to poems in which each line is isolated
and end-stopped.” A quatrain of this type contrasts with another type, which is
grammatically continuous from line to line. Thus the term chiieh-chii does not
cover all quatrain types; and Chang’s use of it is relatively narrow:

Tk mrog Spring waters fill the four marshes;

BELEE Summer clouds numerous on the
fantastic peaks,

B BRI Autumn moon displays its brightness;

ZESI Winter mountains show the beauty

of solitary pines.

This [T"a0] Yiian-ming {365—427) poem is the ancestor of chiigh-chi* There
is one stop in every line —R]—/&. In composing poetry there are line
patterns ‘GJi%;. [Quatrains in which] the meaning is continuous and the
sentences are complete include,

FTEEHERR Hit the yellow orioles,
S L Dan’t allow them to sing on the branches.
#ERED How many times they have broken in
on my dreams,
T EEIES And kept me from Liao-hsil*

Each line follows on the previcus line without break —&]—1%. When com-
posing poetry, this idea [of two types of quatrain] should be considered,
then the poems will be divinely skilled .+

The first of Chang’s two types of quatrain would be termed “chigh-chii” (as a
description of poetic structure), and the second presumably would not be. Chiigh-
chii in this context can be translated as “isolated lines,” since each line in the
quatraim describes an independent set of images, and there are no grammatical
links between lines. Each line of “Spring waters . . . has a simple topiccomment

“ A similar idea is ascribed to Liu Cl'en-weng BIR & (1234-1299) by the antholegist Kaao
Ping, and by Ma Lu in Man-ptian i-chik ok, but | have not found the relerence in Liu’s works. See

ao, Tang-shik pin-hui, p. 13; Fu/ Lix, p. gs56.
® “ ,Mth’;gugh i:duded ii T’Sao Ch‘ien'gcg]f;ecred works, titled “Poem of the Four Seasons” MB§3k,
it is now artributed to Ku K’ai-chih Bit# (ca. 350-ca. 410) and titled “Poem on Appearances”
FEHEE. See Lu Ch'in-li 3 #K37, Hiten-Ch'in Han Wi Chin Nan-FPei ch'an shih %ﬁﬁﬁﬁfﬁjtﬂﬁ
(Peking: Chung-hua, 1983; hereafter Lu), p. 931. Lu records several other pentasyllabic quatrains
that use a sirnilar four-part structure. See pp. t200, r405, and 1553.

# This poem, “Spring Lament” %4, is attributed to Chin Ch’ang-hsii £ B8 (8. 719-742).
See Fu/Liu, p. 210.

# Cbang Tuan-i, Kusi-crh chi JEEH M (1983 Wen-yiian-ko SKCS edn.) vol. 865, pp. g23-24; Fu/
Lin, pp. 947, 1026.
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structure, and there is a lack of grammarical function words {Asii-tz2). The two
lines of the first couplet of “Hit the yellow orioles” function as a complete sen-
tence, as do the two lines in the second couplet. An impression of colloquial
speech is created in a number of ways: the tmperative in the first couplet, the
rhetorical question in the second couplet, the negative function words in liges
two and four, and the pronoun in line three. 1 do not 80 so far as to say that
Chang’s two quatrain types are separate genres, because both exhibit a com-
mon leagth, a tendency towards emblematic irnages that maximize meaning,
and integration. However, a difference in language distinguishes their styles.

Chang’s description of two competing styles of quatrain is apparently in
answer to the mid-Southern Sung critic Tseng Chi-li @24, who proposed a
single style based on “Hit the yellow orioles.”

Someone asked Han Chii 825y (ca. 1086-1135) about poetic method. He
quoted the T"ang poet’s lines, “Hit the yellow orioles . . .” I have used Han
Chi’s words to take an overall look at the ancients’ patterns for poetry
composition, and all are in this poem.+7

"Iseng follows this statement with several other “grammatically continuous”
examples that support his assertion. Shif-Aug writing often presented lively de-
bates over the relative merits of the continuous versus nencontinuoys styies, as
represented by “Hit the yellow orioles.™®

Yang Shen elaborated on Chang, and named the one “chigh-chii” and the
other “piieh-f:

In chief-chii there is one stop in every line. This begins with the “Song of
the Four Seasons”: “Spring waters fill the four marshes . . » Some say this is
T'ac Yian-ming’s poem, but it is not. Tu Fu’s “Two orioles sing among green
willow trees” definitely is descended from this poem.* Wang Wei's poem,

MMM T ST Willow branches brush the ground—1 cannot
bear to break them;

MMBEEIER  Pine and cypress touch the clouds— growing
higher unhindered.

¥ Tseng Chi-li, Ting-chat shik-hua BETRFIE (Taipei: Kuangwen, 1971}, p. 31; Fu/Liu, p. 1096,

* Fu/Lin, pp. 21g-a1; t026-27. Writers who commented on the poem include Li Tung-yang
R (1447-1516), Wang Shih-chen IHE (1526~1590), Hu Ying-lin S7EEY {1551-1602}, and
Shen Te-ch'ien FRE {1673-1769).

** The text of the complete Ti Fy poem, one of a set of four named simply “Chieh-chii,” runs,
“Twao oriales sing among green willow trees;/ A line of white egrets flies up into the blue sky./ A

will go ten-thousand i to Eastern Wu are moored at my doot” FE HBREN—TEHR LT XS
ST BB IR S M R4, vans. Lin, Vitaltty of the Lyric Voice, p. 329,
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HRTEAKESREBE T Wisteria flowers so dense they will hide the
monkeys;

HEERBEE  Cypress needles all of equal length as th ey feed
the musk-deer.

and another poem by the Sung poet Liu-i weng [Ou-yang Hsiu ExfE{s
{1007-1072)] which runs,

BWEHEWRETILUH  Night cool, blowing flute, 2 thousand-
mountain moon;

EER K ABHETE  Road dark, lost man, a hundred kinds of fower,

HEETHIAME  When the chess game ends, unknowingly man
leaves this world;

BERELEERZE  When wine wears off, without reason the guest
thinks of home.™

are both in this style. Yigh-fu poems like “Hit the yellow orioles” have con-
tinuous meaning and complete sentences and no breaks 847 B E R
This idea [of two styles] should be considered, then [one’s poems] will be
divinely skilled.

The T°ang and Sung chiieh-chi citations made by Yang are particularly reveal-
ing: quatrains that utilize static parallelism in both couplets would fit his “iso-
lated lines” idea better than any other structure, Note that of the three eh'i-chieh
examples, Tu Fu’s and Ou-yang Hsiu’s poems use perfect syntactic parallelism,
and Wang Wei’s poem is almost perfect in its parallelism.

The reason why the structure of “Song of the Four Seasons” is desirable
within the bounds of Yang’s argument is that static paratiel couplets allow each
line to present discrete, isolated sets of imagery, while stil] adhering together in
standard couplet structure. Thus, although each line in a quatrain is isolated
and end-stopped, the poem still holds together as two couplets. In a separate
pronouncement on chdel-chii, Yang again cites Tu Fu’s “Twao orioles sing among
green willow trees,” this time noting that because the lines are not linked to-
gether, the poem is “like the four central fines of a fi-shif” B pO4a4, 5
He goes on to assert that among T ang chieh-chi composed entirely of parallel
lines, all but one or two are like Tu's poem; that is, the vast majority of poems

* Wang's poem is entitled “Playfully Written at Wang River Villo" S8/ /9132 Ou-yang’s
poer is entitled “Written in a Dream” Bdufie, . _ )

* Yang Shen, ed. Wang Chung-yung &, Sheng-an shifi-hua ch ‘ten-chong F REFPEH MR (Shang-
hai: Ku-chi, 1987), pp. 14445, Fu/ Liu, pp. g55-56.

» Ihid., p. 145.
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do not use running-water parallelism. Although this assertion buttresses his ar-
gument, 4s a point of fact it is very questionable.

Chang’s and Yang’s two quatrain styles should not be considered mutually
exclusive; rather, I assume they are the endpoints of a sliding scale that reveals
the relative presence of one style or the other, “Yiieh-fi” and “chiieh-chi thus are
descriptive terms covering all quatrains. This is the implication of the following
comment by Hsieh Chen 38§ (1495-1575), which can function as a gloss to
Chang’s and Yang’s interpretation of chrigh-chi,

Tso Shun-ch’i {the Ming poet Tso Kuo-chi 7L BI3) said, “One meaning
for each line; the meanings are separate but ch’i &, ties them together. This
is the method of chiish-chii. If there is one meaning for each line, but the
poem is not skillfully done, it is nonetheless inferior. If there is one meaning
for two lines, but the poem is skillfully done, it is still superior. Take skill as
the criterion; do not speak of ‘lines’. . .

Yang Shen was perhaps the first commentator to question directly the au-
thority of the “truncated fi-shih” view, a logical outgrowth of his distinct inter-
pretation of the term chiigh-chii. However, the aesthetic tmplications of his theory
do coincide to a great extent with those arising from the “truncated fi-shik”
view. He once noted that:

-« - in the Ch’i (479-502) and Liang (502—3557) periods seven-character chiizh-
chi already existed, long before there was seven-character {ii-stuh. However,
chiieh-chii of the T°ang writers generally does not depart from these four
patterns T4H (the four pattern possibilities of the “truncated fi-shif view").H

Thus Yang does not deny the tmportance of the prevailing view — he im-
Plies that there is a connection between Tang chieh-chii and li-shih—but he
rejects the assumnption that chish-chi originate as “cut-off” fi-sAih. When we
probe the aesthetic implications of the “isolated lines” view, we can see why
Yang accepted “truncated fii-shib” structures — and by extension, aesthetics. His
theory is value-laden; it implies that the best chiieh-chii are those that are the
most imagistic and fragmentary (since propositional-grammatical language
would result in unwanted continuity). The best of the best, as evidenced by his
examples, are poems that resemble the middle couplets of /li-shih, presenting
fragmentary images in tense opposition. It follows that the li-shik characteris-

* Hsieh Chen, ed. Wan P'ing 513, Sou-ming shih-hug DU YEEGEE (Peking: Jen-min, rgBz), p. 23;
Ful/ L, p. 1033,

¥ Yang, Chiick-chit yen-i ch'ien-chu, P 203 {from the preface to Chiish-chi pien-17),
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ties of circularity and stasis are chiieh-chii characteristics as well, Thus chiteh-chi
with “one stop in every line” reveal the same basic aesthetics as dhiieh-chii that
are truncated 4i-shif: both are fi-shih in miniature %

THE LITERARY-HISTORICAL EXPLANATION
OF CHUEH-CHU ORIGCINS

Through the study of Six Dynasties literary history, a small number of ob-
servers in the Ming and Ch'ing began to separate fact from fallacy concerning
chiieh-chii origins. They wanted to determine which extant Six Dynasties qua-
trains were the precursors of the T’ang forms and to record pre-T'ang uses of
the term chiieh-chiz. While never a majority opinion, the cumulative findings of a
few of these writers—although incomplete in some respects— form the basis
for the twentieth-century reconstructions of chiigh-shii origins by Sun K'ai-t, Lo
Ken-tse, and others.

Perhaps the first of these literary historians was Kao Ping E4% {1350-1423),
the compiler of Tang-shik p'in-hui fE 55 Th#&, an annotated anthology of T’ang
poetry published in 1393. Kao divided his anthology according to poetic form,
and prefaced each form with comments about origins and characteristics. Kao
does not provide comprehensive explanations, but his ideas were the starting
points for Hu Ying-lin's more detailed research two centuries later.

Kao has the following to say about five- and seven-character chuizh-chii

Five-character chieh-chii have been composed since ancient times, Among
the ancient lyrics of Han (202 Bc-220 AD} and Wei (220—265) Jdeh-fu are
“Pai-t'ou yin” HE, “Ch’u-sai ch'e” HEHl, “T’ao-yeh ko” HER,
“Huan-wen ko” EXEHK, “Ch'ang-kan ch’i” BT, “T’uan-shan lang”
B &R, and other verses, Later, in the Six Dynasties compaositions gradu-
ally became numerous. In the beginning of the T’ang those who were skilled
at it {eu-chiieh) were many:i

Seven-character chiigh-chai originated in the old yiek-fu “Hsia-se ko™ BEERR,
“Wu-ch’i ch’it” B4l by emperor Yiian of the Liang dynasty (Hsiao [

* The relationship between “isolated lines” and “truncated fi-shib” spawned confusion. For
example, the poet Wang Shih-chen termed the “isolated lines” theory “absurdly restricted” T
and its proponents “vulgar and laughable” #{& 072, and instead praised the “truncated bi-shik™
view. But Ma Lu held that both views were correct. Liu, Shibyu shik-ch an fsii-lu, p. 157; Ma, Man-
ytian i-chih chi 1, p. 9a; Fu/Liu, p. 956.

¥ Kao, T’ang-shik p'in-fus, p.588
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A% 508-554), “Yiian-shih hsing” #B3%(7 by Chiang Tsung T4 (519~
594), and other compositions. All are seven-character four-line poems. In
the early-Tang sound patterns 5% stabilized, and [the examples are)
definitely chiieh-chii. However, there are not many authors.s

The earliest examples of the titles Kao cites are quatrain-length poems that do
ot follow the rules of tonal prosody. (The single exception is “Pai-t’ou yin,”
which is longer in the earliest examples ) The implication is that yrizh-fu qu;.-
trains become chiieh-chii when tonal prosody is introduced. Kao does not offer a
theory explaining the meaning of the term chieh-chii itself,

Of the five-character titles cited, “T’ao-yeh ko,” “Huan-wen ko” BXEAZ:
(note the error in the Tang-shih p'in-hui transcription}, and “T’uan-shan lang »
are all anonymous quatrain-length song tunes listed as Chin-peried (265-420)
“Songs of Wu from Chiang-nan” (Chiang-nan Wa-sheng L% under the

Yiiel-fu category of “Song lyrics in the clear shang mode” 75 &% The “Songs

of Wu” are primarily love songs, written in colloquial language. The songs origi-
nated probably as folksongs in the Wei and Chin periods, but attained their
greatest popularity in the Ch’i and Liang periods when scholar-poets modeled
great numbers of works after them.

“Ch’ang-kan ch’i™ and “Ch’u-sai ch’ii” are also cotloquial folksongs, listed
as “Miscellaneous song lyrics” HEHHXEE.“ Several examples of “Ch’u-sai ch’i”
are longer than four lines; only one example is a quatrain.

The heptasyllabic quatrains Kao Ping cited are a mixed lot, and as such
are not entirely convincing as the precursors w chi-chieh. OFf the three titles,
“Hsia-se ko” and “Wu-ch’i ch’” were quatrain-length tunes to which numerous
late-Six Dynasties court poets wrote lyrics. Rhyme schemes differ: extant “Hsia-
se ko” use a single rhyme in the AAxA pattern (as do most Tang ch'i-chiieh),
while most of the “Wu-ch’i ch’i” use two rhymes in an AABB pattern. Examples
of the other title mentioned, “Yaan-shih hsing,” are generally longer than qua-
train length. Only two poems by Chiang Tsung, simply titled *“Yiian-shih,” are
seven-character quatrains. The poems utilize the AAxA rhyrne scheme.®

3 lhid., p. 427.
¥ The earliest citation [rom “Paj-Cou yin” in Yieh-fie shik chi SETFEELE is o6 lines, but the poem
is dmd_ed Into stanzas of mostly quatrain-length, marked as “chich #2.” The fact ;hat Kao Ping
L!sed this poem as an exampie of pentasyllabic quatrain origins implies that he accepted the prac-
tice of taking stanzas out of context, and possibly implies that he thought “cut-off lines” originated
in longer yiek-fis poems. This foreshadows Hu Ying-lin, and, in this century, Sun K'zi-ti.

s Ly, pp. 1050, 1052, 1953, 1518. The “Songs of Wu" are geographically from the area around
present-day Nanjing.

™ Lu, pp. 1060, 2750,

I L“ " . I
> PP- 2133, 2260, 2750 (“Hiia-se ko); 1818, 1922, 2046, 2 579 (“Wu-ch'i ch'a”):
2572 (*Yiian-shih”). ) 922, 2036, 2511, 2549, 2573 (“Wu-ch'i ch'u™);
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Hu Ying-lin’s Critical Approach

The most comprehensive of the early literary historians was Hu Ying-lin
LR FER% (1551-1602), who included an entire chiian of material on chiieh-chiin his
well-known critical work, Shtk-sou 55875 Like Yang Shen, Hu noted that the
chiieh-chii forms predated their li-shih counterparts; he doubted the prevailing
“truncated fi-shth” view.

The meaning of “chiieh-chi” still cannot be ascertained with certainty. Those
who say chileh-chii are cut from the opening and closing couplets or the two
middle couplets of recent-style verse perhaps do not have sufficient basis.
Five-character chiieh-chti began in the period of the Two Capitals (Nan-
ching and Lo-yang— the Six Dynasties epoch), At that tirne there were no
five-character fi-shih. Seven-character chieh-chii began with the Four Tal-
ents (Wang Po T2/, Yang Chiung #54t], Lu Ghao-lin B #8#F, and Lo Pin-
wang E&% T of the earty-T’ang). At that time there were no seven-charac-
ter {i-shih. All Six Dynasties short ancient-verse (fuan-ku %5 dy) were indis-
criminately called songs {ko-Asing JLTT). Not until the T*ang were they fi-
nally termed chiish-chi™

Yang Shen assumed that chieh-chi was a descriptive ward for quatrain poems,
and so conceived his theory of styles. The propenents of the “truncated &i-shi#”
view also assumed that “chiigh-chi” was a descriptive for quatrains, which led to
their theory. FHu Ying-lin made no such assumption. Instead, he saw the prob-
lem of chtich-chii origins as divided into three independent parts: the develop-
ment of the quatrain form; the introduction of tonal prosody te quatrains; and
the etymalogy of the term chiteh-chii. The first of these was uppermost in his
discusston and was the most complete (based in part on Kao Ping}; the last
remained the maost sketchy.

The development of quatrain forms

The origins of the five- and seven-character ¢high-chi forms, Hu argued,
were in pentasyllabic ancient-verse and heptasyllabic song, respectively. The
implication is that the practice of writing short poetry eventually crystalized
into the fixed quatrain length of the chieh-chri forms.

Five- and seven-character chiigh-chii are transformations of pentasyllabic
short-ancient-verse (fuan-ku) and heptasyllabic short-song (twan-ko EG3K).
There are countless examples of fve-character short-ancient-verse to be
seen in any cursory examination of Han and Wei poetry The chiieh-chii

% Hu, Shth-sou 6, pp. 1b-z7a [§21—371]. s Ibid. 6, p. 2a [322]; Fu/Lin, p. 943
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genre §&ff of the T*ang writers certainly came from these. Seven-character
short-song began with “Kai-hsia” 3% [by Hsiang Yu 5§77; - 33-202 BC],
After the Liang and Ch’en (557587}, writers abounded.™

To Hu, the chieh-chi genre came out of five-character short-ancient-vcrse, and
not out of seven-character, This is due to chronology — un-chieh predates c4%-
chileh—and in no way implies that ch’i-chieh grew out of wu-chiish. Hu consis-
tently argues for the independent development of pentasyllabic and heptasyllabic
chrigh-chii.

Hu provides further information on the development of both forms, just as
Kao Ping listed specific titles and genres that influenced them.

The oldest poems in the T'ang pentasyllabic chtiefi-chi genre are Han dynasty
examples like: “Where is the straw-chopper now?” *A dried fish crosses the
river weeping,” “On the southern mountain, a cassia tree,” “At sunset, the
autumn clouds are dark,” and “Dodder waves in the strong wind.” All are
T’ang chiteh-chsi. The number of examples in the Six Dynasties is very large.

Many T’ang writers use this style. Li Po and Wang Wei were the first to
become masters.®

The first, third, fourth and fifth lines are the opening lines of the four “Ancient
chiieh~chi” PT§EA] included in Hsi Ling’s /& (507—583) Yu-tai hsin-yung
FEXEH 5% (compiled ca. 545 AD). The complete texts, in their usual order, are as
follows. The first two poems depend on puns for intelligibility.

WhbSal4E Where is the straw-chopper now?
gAY On the mountain-top is another mountain.
{AIERIIE When will the great knife return?

WER EX When the broken mirror flies to heaven.™
OsHER At sunset, the autumn clouds are dark;
Lok H8E River water is clear and deep.

“ Ibid. 6, p. 1b [3a1]. Hsiang Yii’s “Song of Kai-hsia” 3 3 was purportedly written before
his army’s final defear at Kai-hsia, in present-day Anhui province. Unlike T'ang o *%-chuek, the
song uses twe rhymes and adds the semantcally valueless particle 47 £ in every line.

% Ihid. §, pp. Gb-7a [331-32].

% The poem is based on a rebus picture and puns. Another word for fao (straw-chopper) is fi
&k, whichisa homenym for it 32 (husband). In?.z, the character shan t {mountain} placed on tap
of another shon resembles the character ch'y & {to leavel. In L3, the sword implies the act of
returning, because sword-hilts had metal rings affixed to them, called fzo-fan T The word
huan is a homonym for huan % {to return). The “broken mirror” in 1. 4 may refer to the partial
maon (nat round like a mirror). Thus the poem can be transiated, “Where is my husband now?/
He is gone./ When will he return?/ When the crescent moon fies in heaven.”
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FIARBEERE What need for exchange of letters?

EHALHIEE Put lotus blossom in my tortoise-shell hairpin %

T rrit R, Dodder waves in the strong wind,

R ERTE But roots and stem are never severed.

LI T If even nonsentient things will not separate,

HEER Why should the sentient be willing to part?®

MLy —aiE On the southern mountains, a cassia tree;

SR At the top, a pair of mandarin ducks.

FERWE For a thousand years entwining their necks in
love;

BEISIES Never forgetting their joyful blessings.

The remaining example is the first line, and the title, of the following poem:
i R R A dried fish crosses the river weeping;
{olREfigiE & When will such grief occur again?

e Sa a5 He writes a letter to the bream and tench,
FREEEA Advising them to be careful when going out.%

An oral influence is evident in the puns, frequent repetition, propositionial syntax,
enjambment, and simple imagery, Alf were probably songs, or song-influenced
poerns. Hu Ying-lin dates them to the Han, but this is by nio means certain.
None has a firm date, and transmission before the Liang period is unknown.™
This makes their place as the “oldest” poems of the chiieh-chii genre somewhat
uncertain.

Hu Ying-lin points to two distinct Six Dynasties sources for pentasyllabic
chiigh-chii: the anonymous yiigh-fu aud the shsh quatrains by scholar-poets.

Like Kao Ping, he notes titles of quatrain-length yiieh-fu song series: “Tzu-
yeh” F7&, “Chrien-hsi” Fii&, “Huan-wen” B, “T’uan-shan” ®E " and

% The word lien (lotus) is a pun for S 8 (love). The speaker places lotus in her hairpin as a
symbol of her leelings for her absent lover. ‘

% Dodder is a parasitic plant characterized by orange-colored thread-like leaves that lie tangled
on top of the host-plant. .

% La, p. 286. The poem is from Wen-hsian pu-i 37 BHR 54. _

™ Lo Ken-tse tentatively dates the four “Ancient chiigh-chi” to the period between late-Han and
Wei, based on an analysis of style. See Lo Ken-tse, “Chiieh-chii san-yiian” @] = 4§, in his Ghung-
kuo ku-tien wen-hsich ban-chi “PEIE ML B (Peking: Wu-shih nien-tai, 1955 [Birst written in
19441 pp. 51-93; rvd. in Lo Ken-se ku-tien wen-haiigh lun-wen gfai RS TR R {Shang-
hai: Ku—chi, 1985). Wang Yaun-hsi includes “A dried fish...” with a small group that he dates to the
late-Han. See Wang Yiin-hsi F3HPE, “Han-tai ti su-yiieh ho min-ko” B{EHHERFERLE, in his
Yiieh fu sheh lun-t5°'ung SRITF¥ 30 (Shanghai: Ku-tien wen-hsiich, 1958), p. 83. '

" Hu, Sti-sou 8, p. 3a [324]. See Lu, pp. 104048, 105042, for rmultiple examples of these four titles.
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“Lai-lo ch’u” 2RFEHl.™ He also records an entire poem of the *Huang-hu ch'i”
PR AT title.® Unlike Kao Ping, ali of the pentasyliabic yrigh-fi titles Hu cites are
of the “clear-shang lyric” category. All except “Lai-lo ch’i” are in the subcat-
egory “Songs of Wu™; “Lai-lo ch’i” is listed under the “clear-skang lyric” sub-
category of “Western songs of Ching and Ch’u” (Ching-Ch’u hsi-sheng S4B 75),
which is similar in style and form to the “Songs of Wu.”* Hu mentions “clear-
shang lyric” specifically by name as the inheritor of the Han-We; Asiang-ho yiieh-
Justyle: “After all of the hsiang-ho songs, only the ch'ing-shang and other chiseh-chii
can follow” fHRIFEAR B BB EEZAH »

Like the “clear-shang lyric” titles noted by Kao Ping, the new titles offered
by Hu Ying-lin consist of colloquial love songs. The “Tzu-yeh” song series, named
for an Eastern Chin (317-420) songstress, is most often quoted. Following it,
below, is also an example of the “Ch’ien-hsi” songs:

Tzu-yeh ko

B REFIRE3R Since I parted from you,

(= R Which day have 1 not lamented?

R Cork trees flourish and become a forest—

EEELE How to endure the profusion of bitter trunks?™®
. Chien-hsi ko

WEERE Yellow kudzu grows in brilliant profusion;

AERERTER Who can cut the kudzu root?

EE I'd rather cut off my baby’s milk,

@i EREEEh Than cut off my affections for you!”

The style is quite distinct from that of Six Dynasties shik poetry. Each poem’s
structure breaks into two parts: the natural world, in one couplet, is compared
with the singer’s personal situation in the other, An impression of direct speech
is created in several ways. Both poems use strong syntax, which makes the cou-
plets into complete sentences; both use grammatical function words for this
purpose {for example, the negative pu -, and the preposition “since” tzu-1s'ung
E%); both use the second-person pranoun fang BB and both ask rhetorical
questions,

Two other distinctive elements are also evident: puns and repetition. In
“Tzu-yeh ko,” a verbal pun ties the hurnan situation of the first couplet with the

" IbidA 6, p- 3b [325]; Lu, p. 1064, for four poems under this title.

? Ibid. 6, p. 3b [325]; Lu, p. 1054, for four poems under this title.

s Tl_le “Western songs™” are geographically from the area surrounding present-day Wuhan,
? Ihid. 6, P-3a[324). * Imp 1oqo. 7 Lu,p. to51.

® Lang in Six Dynasties poetry is a term of address by a woman for her husband or lover.
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natural scene in the second. The Amur cork tree was the source of a bitier-
tasting medicine, and in “clear-shang lyrics” is often used as a metaphor for lost
love; the words “bitter trunks 5:[»" here are literally “bitter hearts.” In “Ch’ien-
hsi ko,” the character for “kudzu” (ke %) appears wwice and “cut” {tuan )
appears three times. Repetition of fuan ties the natural and human situations
together: like the hardy plant, the singer’s love for her man is ineradicable.
These poems are typical of “clear-skang lyric” quatrains.

Hu argues elsewhere, however, that Six Dynasties yiet-fic did not develop
directly into T*ang wu-chiizh; rather these songs are the root of a yieh-fu style of
T’ang pentasyllabic quatrains.

Pentasyllabic chiefi-chi originates in the period of the Two Capitals, Ex-
amples of the form were composed by Wei writers, but it particularly flour-
ished in the Chin and Sung {420—479) periods. Poems like “Tzu-yeh” and
“Ch’ien-hsi” reach the level of exquisiteness. Many T ang writers imitated
them — however, these are in the yieh-fi genre and are not T ang chieh-chi.
Among them the style and sound #&£ZH=& are very much like T ang chieh-
chii, but they should be categorized separately BERFA A 7.

Instead, he immediately offers Six Dynasties pentasyllabic shth quatrains as the
precursors of T ang wu-chiieh, giving the [ull texts of chirteen Six Dynasties qua-
trains, twelve by named scholar-poets and one by an anonymous author. Al-
most all of the works are categorizable as sfuh rather than yiigh-fi® The follow-
ing two examples are “Chung-hsing Song H1$L” by Pao Chao 88T (ca. 414—
466}, and “Poem Composed at Wei-shan Pavilion on the Ninth Day of the Ninth
Month, while Returning to Yang-chou from Ch'ang-an” > R Z B85 M . H
ABTEILSEEEF by Chiang Tsung THE (516-504).™

Chung-hsing Song (1 of 10)

=R lEET The bright sun shines in the front window,

R And sparkles among the silken dresses.

E NERD A beauty hides behind a light fan;
BIER Concealing her thoughts, she sings of the

spring wind.

Poem Composed at Wei-shan Pavilion

LE A My heart pursues the southern clouds;

JoRaAbHESR My body follows the northern geese.

» Hu, Shth-sou G, p. 12a {342]. " Ibid. 6, pp. 12a-13a [342-44]. " Lu, pp. 1271, 2505.
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T4 At home, the chrysanthemums beneath the
fence—
5 A $7ERH How many have blossomed by now?

Although simple, these poems are less colloquial than “clear-shang lyric” qua-
trains. The language is fluid yet concise: there are no grammatical function
words {except the interrogative chi #, “how many,” in the fourth line of Chiang’s
poem), no repetition of characters, no puns, and no proncuns (“my” in Chiang’s
poem was added in translation). The impression of direct speech of the “clear-
shang lyric” quatrains is here replaced by elegant visual description. Chiang’s
poem is particularly uncolloquial: it uses a parallel couplet and follows tonal
prosodic rules®

"The first couplet of each poem gives the context or setting needed for the
dominant second couplet to have maximum impact. This integrative structure
contrasts with the division between nature and persona in “clear-shang lyric”
quatrains.

"Topics differ as well: scholar-quatrains are more varied. Chiang subély in-
troduces a conflict between his physical travels and his mental yearnings for
home in the first couplet, and with the chrysanthemums creates a vivid symbol
of homesickness in the second. Love is a theme of Pao Chao’s quatrain, but not
the only one. It is complicated by a political element: the entire series is appar-
ently in praise of emperor Hsiao-wu ZZEFF of the Sung dynasty (the Chung-
hsing Pavilion was built in honor of his coronation in 454)- Thus the “bright
sun” in line one is likely a reference to the emperor.

The dominant aesthetic taste in Six Dynasties shit poetry was for “artful
structure and descriptive similitude” P5EES{EL* The above two poems are
consistent with this dicturn, while “clear-shang lyric” quatrains are not.

[tappears that Hu Ying-lin envisaged parallel linear developments, in which
Six Dynasties pentasyllabic “clear-shang lyric” quatrains are the source for T’ang
pentasyllabic yiieh-fi quatrains, and Six Dynasties pentasyllabic shik quatrains
are the source of T"ang wiu-chiich. However, other statements by Hu maintain
that yiieh-fii were the dominant source for chiieh-chi. For example, Hu writes:

From past to present there are three manifestations of the ylieh-fit genre: the
first is the ancient lyrics of Han and Wei; the second is chigh-chi of the

* Mandarin level tones that were entering tones appear in the first line, second position, and in
the third Line, fifth position. The complete pattern runs as follows, where “-" refers to level tones
and “+"to oblique: ~ # - - 4, w4 r o b oo b a —w -

* The terms are Chung Jung's. See Kang-i Sun Chang, “Description of Landscape in Early Six
Dynasties Foetry,” Vitakity of the Lyric Vhice, PP- 105-20.
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T’ang writers; and the third is £z’ and % lyrics of the Sung and Yiian
(1276-1368).5%

The contradiction in Hu'’s arguments is only apparent. I believe his object in
citing both the Six Dynasties yiieh-fu and the scholar-poet examples is to explain
the genesis of two separate types of T ang pentasyllabic quatrain, one more
literary than the other* Although he argues that in the T"ang period yiieh-fi
quatrains and chilelt-chi quatrains “should be categorized separately,” yet the
difference to Hu appears to be one of style, not genre; he notes that the two are
not that different, since T ang yieh-fit quatrains in “style and sound are very
much hike Tang chieh-chi.” His changing use of the term chiieh-chit also is evi-
dence that he posited one genre, not two. When he argues that yiief-fi: quatrains
“are not T'ang chiieh-chi,” his use of the term is fairly narrow, referring only to
poems with a literary flavor. More commonly he uses the term broadly, includ-
ing both yiieh-fu and shik.%

In sum, Hu says that T"ang pentasyllabic quatrain poets drew their major
influence from Six Dynasties yiek-fu, but alsc developed a denser, more imagis-
tic and varied style by adding shih characteristics to the yieh-fu base; the yieh-fie
quatrain was paired with the distiact chieh-chii quatrain. At first glance, the bi-
furcation of styles appears identical to that of Yang Shen, but this is deceptive.
While Yang conceived a distinct break between continuous yieh-fi and the
noncontinuous shiigh-chit (which he thought was close to &i-sfif), Hu thought
that early yieh-fu and T ang chieh-chi were two parts of an unbroken yieh-fu
tradition. Further, Hu's conception of chieh-chi had little to do with li-shik, even
though termed “li-chieh” (regulated-quatrain) in several places,

In fact, Hu criticizes chigh-chii that were too close to 4i-shif. Singled out
were quatrains that concluded with perfect paraltelism:

% Hu, Shifi-sou 1, p. 20a [Ge].

% Two such quatrain types exist in T ang poetry. Wang Wei's colloquial *Miscellaneous Poern”
FEZE states: *You have come from my hometown,/ And should know of hometown affairs./ On
the day you came, before the decorated window,/ Was the cold plum in Aower or not? B B gtz
JFE SRR A O S ET R G E 6. Contrast this with his much denser “Deer Enclosure” FHiG-
“Empty mountain, no man is seen;/ Only heard are the sounds of men's talk./ Sumef light enters
the secluded grove,/ And again shines on the green moss” 220 B A (B A GFR B A EHF
ﬁlﬂﬂﬁgt. FulLu, pp. 107, 112. .

% Fu had stated (see paragraph above) that pentasyllabic dish-chi sprang from Wei composi-
tions and Chin-Sung yieh-fi-like “Tzu-yeh” and “Ch'ien-hsi.” Elsewhere he writes, “The ‘Hsi-
chou ch'i” ysk-fi is a single composition, but actually it is eight stanzas of chief-chi E?}H‘Q%Jﬁ
{F— W] A\ B, and “At the beginning of early and high-T’ang, most pentasyl!abxc dmkh.—
chif were yiich-fu. In the early-T"ang, such ones were merely the echoes of Ch'en ancll Sui. Not until
after the K’ai-yiian pertod {712~755) does the style ‘514§ become superor”; Hu, Sket-seu 6, pp. 12a
[342], 42 [326], 132 [344].

10OG



CHARLES H. EGAN

“Vast wilds, Heaven lower than the trees;/Clear river, the moon is close to
man” BRI 3 A has spiritual tone without peer. “Heaven’s
force surrounds the flat wilds;/ The river’s rush enters the broken moun-
tains” R EAREF 75 A 1115 has incomparable robust unity. But both
are incomplete regulated-verse KA ESF, and not of the chileh-chii genre %

Presumably it is the circularity of the concluding couplets that convinces Hy
that the poems are not chiieh-chi. In short, Hu and Yang Shen can be considered
as standing in mutual opposition on the question of the dominant {and proper}
pentasyllabic chieh-chi style.

Hu Ying-lin's sources for heptasyllabic chiieh-chii are fewer, Like Kao Ping,
he argues that true ¢h%-chiish began in the early-T"ang: “Seven-character chieh-
chii began with the Four Talents. . ..” He mentions fewer than ten Six Dynasties
titles.

Following Kao Ping, Hu cites the three titles “Hsja-se ko,” “Wu-ch’i ck’i,”
and Chiang Tsung’s “Yiian-shih.” However, he is more critical as regards their
having been “sources” for ch’i-chsieh:

The Piin-hui (Kao'’s Tang-shih p'in -huw) asserts that “Hsia-se ko,” “Wu-ch’i
ch'tl,” and “Yiian-shih hsing” are the sources of chieh-chic I'have examined
each of the four “Wu-ch’i ch’ii” ™ and each uses two rhymes, just like the
style of Hsiang Yii's “Kai-hsia.” T’ang writers often imitated this style, as
in Li Ch’ang-chi’s (Li Ho Z8; 790-816) “Willow catkins hit the bed-cur-
tain, spring clouds burn” B FRERY In each of Chiang Tsung’s
“Yiian-shih,” the last couplets all conctude with parallelism. These are not
in the orthodox chieh-chii style. Only “Hsia-se ka” alone, al though not ton-
ally harmonious, has style and content that definitely match T'ang chueh-
chit. All come from this source. However, in the Six Dynasties very few
examples follow.

Following is one of the anonymous “Hsia-se ko,” dating to the Liang peried.
Hu is emphatic about the fact that the ch’i-chich genre began in the Liang®

® This is the concluding couplet of Meng Hae-jan’s £ 75 (689740} quatrain “Sraying Over-
night on the Chien-te River T8 T > Fu/lm, p. 71,

® The second cauplet of “Climbing Crane Tower Z§8 i Iy Ch*ang Tang W& (cs. 772);
Fuu/ Liu, pp. 38485,

* Hu, Shth-sou 6, p. 10b (339]; Fu/ Lin, pp. 1028-29.

* Two sets of four “Wu-ch’j-ch't™ are extant, one by Hsino Kang and the other by Hsiao 1. See
La, pp. 1922, 2036.

* From Li Ho's eh%-cluish, “Flying Butterfly £AMERR .~

# Hu, Shik-sou 6, pp. 5a-b [328—29].

* Hu notes only one pre-Liang poem: “Seng of Autumn Thouglus £ g~ by the Sung-era
poet T'ang Hui-hsiu B8 5k (A. 454—465), chosen probably for its AAxA rhye scheme; ibid. 6, p.
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Hsia-se ko ‘

FHREFTE A th iz Spring wind meanders into the inner rooms,

R EEE And brings a hundred flowers’ fragrance from
the small garden.

(= e 3 White horse with gold saddle has gone and not
returned;

kBT AT Jade tears on rouge makeup fall down in lines.™

Except for the lack of tonal prosody, this poem compares well with T"ang
ch’i-chiieh by such acknowledged masters as Wang Ch’ang-ling. Although tcc.h-
nically a yiigh_fi song, the style of “Hsia-se ko” is precise and elegant— quite
uniike the colloquial pentasyllabic “clear-shang lyrics.” This is understandable:
the rise of heptasyllabic poetry in the late-Six Dynasties and early-T’ang was
based in imperial courts. ‘

As in many of Wang’s poems, an archetypal human situation is the topic—
the lonely woman left behind by her traveling (soldiening?) husband-lover. St{"ung
emotion is presented in a very subtle way: visual details take the place of direct
introduction of the parted couple. In fact, the entire poem is in a thircl-pcr.?on
descriptive mode. Integration is found in the second couplet, where the spring
wind of the first couplet causes the woman's reawakened lovesickness — thus th.e
poern can be termed a “fusion of feeling and scene.” The rhetoricat strutfture 1s
“linear,” in that both couplets are continuous {the second couplet is contmu(.)us
running-water parallelism, since the third line is in the past, and the fourth line
is in the present).

Of the other Six Dynasties titles Hu cites, Hsiao Kang’s ## (503-551)
well-known “Watching a Lone Goose Fly at Night” W SFBRHE is representa-
tive.% Itis a good example of how the style employed in the “Hsia-se ko” yiieh-
Jualso occurred in shif poetry.

Watching a Lone (oose Fly at Night

KMo ERE Heaven frozen, the river white, stars few at
nighe;

— e (] iR B A single goose cries — where now to go?

F Pk efH 2k If he had known that halfvay he should lose
the flock,

T UGER AR " “Twere better that he had always flown alone.

5b [329]; Ly, p. 1245. Another Sung era poem that follows AAxA is Pao Chao's “Hearing a Singer
at Night 7EEE#%"; Lz, p. 1305

™ %.u, p. 2750. The poem is also attributed to Wei Shou 20 (d. 573); p. 2260.

% Hu, Shth-sou 6, pp. 5a-b [328—20}, Lu, p. 1978.
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The addition of tonal prosody

Tonal prosody is the simplest of Hu’s three problems. He notes that early
five- and seven-character quatrains were tonally unregulated. Tonal regulation
was added to the forms by the T°ang period. Hu’s explanation of the transfor-
mation of quatrains, however, chiefly concerns style: he argues that poetic lan-
guage changed just when tonal prosody was added. Presumably, this is when
shih characteristics were added to the  ytizh-fu quatrain base. Discussing the evo-
lution of the two chiieh-chi forms, Hu says:

Within four lines, two rhymes mutually harmonize, but transitions are rapid
AR and sound patterns are not fluid FFHFKEF. With the advent of
the T’ang masters there was a transformation; the pitchpipes were harmo-
nized 2 #2488 and line-style stabilized RGN, The language is half

like recent-style verse, but the meaning and flavor far exceed it %

Elsewhere, concerning seven-character quatrains:

Yii Tzu-shan’s (Yi Hsin J&{Z; 513—581) three-poem “Tai-jen shang-wang”
RABTE is close to the chiieh-chii geare but the sound-patrern is extremely
unharmonious 7L TEE 9 The language is not flowing either BTN
Only with the anonymous late-Sui {581-618) poet’s

B HEME  Green, green the willow brushing the ground;

BIEBEWER  Wild, wild the willow catkins flying to heaven,

PRI RIERE  Willow branches are all broken —catkins are
all flown;

EEHTASRTEE  Laskthe traveler, will he return?”

does seven-character chiieh-chi become tonally regulated B 8. This is the

first poem in which every character is harmonious. Its language also has
much T ang Aavor.»

Hu Ying-lin’s argument is that the five- and seven-character quatrain forms
derived from yieh-f, specifically originating as short versions of pentasyllabic
ancient-verse and heptasyllabic song. Later, tonal prosody was added and the
language was “stabilized,” resulting in the chiieh-chii genres.

% Hu, Skib-sou 6, pp. 1b-za [321-22].

¥ Oaly two ¥ii Hsin poems entitled "“Tai-jen shang-wang” are now extant; Lu, p. 2410,
** The anonymous poem en the willow is n Lu, p. 2953,

# Hu, Shik-sou 6, pp. 5b-6a {329-30].
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The meaning of the term chiieh-chi

Hu’s information on the meaning of the term chiigh-chii is rather incom-
plete. He disproved the “truncated fi-shik” view on historical grounds and dis-
agreed with the “isolated lines” view stylistically, Nowhere, however, does he
clearly define the term; he simply implies the possibility that chigh-chii are so
called because some early examples appear to be stanzas lifted out of longer
_yiieh-fu poems.

TR Walking out of the city’s east gate;
EEITTHRE Looking afar at the road to Chiang-nan.
FiBm=E On a past day amid wind and snow,
BASERE An old friend passed this way.

cuts off & the first four lines of a poem by 2 Han writer.
BEZHE Since you have gone,
HESBmE T4 The bright mirror is always dark.
BEUEA My thoughts of you are like the fowing waters—
EHSEER That never for a moment are exhausted.

cuts off the middle four lines of a poem by a Wei writer™ Thus to say
“chiieh” is “chieh” is possible, but does not apply specifically to [truncating]
recerit-style verse. To insist upon this ["truncated fi-shis” view] is not the
correct argument.'™

And elsewhere:

"The “Hsi-chou ch’a” PG #H i yrieh-fi is a single composition, but is actually
eight stanzas (chang) of chiieh-chsi. The beginning and end of each stanza are
integrated and complete HEEAEHT, and the stanzas link together in a single
unity EEES—. The form and style are very fresh, and the language is
also extremely skilled. For example,

EBFemEM Flying geese cover the Western Island;

EHE iR Looking for him she climbs the green tower.
BEYSTE The tower is high but she cannot see so far —
ZHRFIE A whole day by the balcony rail.

"™ The anonymous original poem, entitled “Ancient Poem ] AT eight lines. The second
stanza exhibits o change in chyme; Lu, p. 336.

"' Kuo Mao-ch'ien F05E{M, Yieh fi shili-chi SFTTEER (1983 Wen-ylian-ko SKCS edn.), vol.
1347, ¢k 69, p. 599. The lines are the third stanza (chang ) of a five-stanza poem by Hsii Kan £
B (d. 218).

" Hu, Shth-sou 6, p. 2b [325].
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iE%it s Sy The ocean water is green and vast;

BT AR You are sad and [ am also sad.

EEAIRE The scuth wind knows my thoughts,

W 5375 And blows my dreams to the Western Island. '

These are just like poems by the T’ang writers."

The quatrain-length stanzas in the above peems can function as independent
chiteh-chii poems. The first two are olten read as such, and Hu argues that the
latter two could be. Above, he noted that stanzas raken out of context can be
said to have been “cut-off” {cheh). Thus chiieh-chii are “chich-chiz,” the term usy.
ally applied by critics only to quatrains as truncated f-shik, but here signifying
“truncated yrieh-fi.”

But Hu also believed that chiieh-chii was a T’ang term, once claiming, “All
Six Dynasties short ancient-verse (tuan-ku) were indiscriminately called songs
(ko-ksing). Not until the T'ang were they finally termed ‘chiteh-chs, ' Faced with
evidence to the contrary, Hu still dates the term to the T’ang.

Among Han poems are recorded four “Ancient chiigh-cha™ poems. Bur at
that time the rules and styles were inchoate, so how could there be this

appellation? These are in the category of songs $£Z£, and anthologists
topped them with T"ang headings.

Granting Hu’s assertion that the Han period did not give rise to the term chggh-
chii, it is puzzling that he did not date its origin to the Six Dynasties, since 75
hstn-yung, where the poems appeared, was a Liang-period compilation,

These two points about chuieh-chii origins — that chiieh-chii are truncated | piieh-
Suand that chieh-chic is a T’ang term - tend to contradict each other As evi-
dence of the former Hu cites the pre-T"ang practice of writing yiieh-fu with
independent quatrain-length stanzas that could be taken out of context, but
according to Hu these stanzas were not called chileh-chii at the time. Then in the
T’ang, quatrains were independent poems, but their genre name probably could

not have derived from a practice no longer in fashion. Hy Ying-lin's argument
was missing something.

CH’ING RESEARCH ON THE TERM “CHUEH-cHD”

Ch’ing critics found that the term chiieh-chii was indeed pre-T’ang. Several
noted its use in Yii-t’ai hsin-yung in this regard, inciuding Tung Wen-huan WA

"3 fn, p. 106g. Hu quotes lines 21724, 29-32, of this anonymous compesition.
w4 fo, Shik-su 6, p. 4a [426]. " lbid. 6, p. 2a [322]; Fies Lan, P. 943
% Ibid. 6, pp. 2a-b [322-33).
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(1833—1877), Wu Ch'iao, Li Ying ZRH (fl. 1760s), and Ch'ien Liang-tse §% |3 J8
{fl. £68os-17105). Their specific reference was the same four “ancient chdeh-chi”
mentioned by Hu Ying-lin (and translated above)."?

Such critics as Wu Ch'iao, Li Ying, and Chao [F8% (1727-1814) discussed
the use of the term in Nan-shik B 5 — the history of the Southern Dynasties
that was compiled by Li Yen-shou 233§ and his father Li Ta-shih ZEA
eatly in the T'ang."" Chao cited the history’s section on the Liang emperor
Yiian (Hsiao I}:

The Wei army invaded, and on the twenty-eighth day attacked from all
sides. Even before [the army] reached it, the city was conquered. At Yu-pi,
[the emperor Hsiao I] called for wine and drank it, and composed four
“chiieh” poems FFPIE. .

All four of those poems are rather labored shiA quatrains on the topic of death.
The third runs as follows:

N A pine wind permeates the dawn sadness;
RBEHK Frost has come in the night.

BHET#Z After a thousand years of emptiness,
RESRATEREE Who will fear to pass the Hsiian-ytian Terrace?™

In Nan-shil's biography of Liu Ch’ang 278 (434—497),"" the alternative
term “broken lines” (tuan-chd 6] is used instead of “chiek-chii.” Chao I as-
sumes the terms were interchangeable in the Six Dynasties, as they were later.
Li Ying argues that the old form of the character “chiteh” {written £{) resembles
the character “tuan” {writlen ), and assumes that “tuan-ch#” is a mistake for
“chiieh-chii.”

Ch’ang knew that he could not win [military victory], so by night he opened
the gate and fled to Wei, abandoning his mother and wife and taking with
him only one concubine, who followed him on horseback wearing men'’s
clothing. On the road he impassionedly wrote a “iuan-chi,” which says,

*“? Fuf Li, pp. 945, 946, 955. Li Ying does not cite the tide of the anthology, bu._ut h‘c records one
of the poems as an example of “Ancient dtefi-chti,” and [ assume the anthplo_gy 1s his source. See
the original quotations in Tung Wen-huan, Sheng-tizo ssu-p’n ?ﬁ%& (Tmpe;: Kuangwen, 19?4},
lase ¢k, p. 482; Wu, Wai-lu shik-hua 1, p. 73; Li Ying, Suib-fa i-cien fu 3555 S8F9% (Shanghai:
Chung-hua, 1g17) 13, p. 1b; and Ch'ien, Tang-yin shen-r%, p- 783. S

™ Fuf Liv, pp. 646, 958, See the originals in Wu, Wet-lu shii-hug 1, p. 71; Li, Shik-fa t-chien lu 13, p.
1b; and Chao I, Kei-pii ts'ung-k'ao T B ¥ (Shanghai: Shang-wu, 1957) 23, pp. 456-57.

*? Li Yen-shou, comp., Nar-shih (Peking: Chung-hua, 1g75; hereafier NS} 8, p. 245.

"® The Hsitan-yiian Terrace is a legendary construction on the mountain of the Queen Mother
of the West ZE LR} According to Shan-hai ching (LG4, sect. “Ta-huang hsi ching K FHE,"
none dare to pass beyond the terrace traveling west.

"' Chao, Kai-yii ts'ung-k'as 23, pp. 456—57; Li, Shif-fa i-chien fu 13, p. 1b.
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B & wEhse White clouds fill the fortress;

HEPRH Yellow dust rises halfway up the sky.

B PYTHIAR On all sides mountain passes are cut off—
ST H My old home —how many thousand & away?"*

In Nan-shil’s biography of T’an Ch’ac f8#H (5th c.), a certain well-known
writer Wu Mai-ytian S8 (. 465-473) is the most interesting example. The
emperor Ming of Sung summoned Wu to a court audience, after which the dis-
appointed emperor was recorded as having said, “Besides “fien’ and “chiieh’ this
man has nothing else” |t A B8 2 S+ A7/ . Both Wu Ch’iao and Li Ying
assume that fzen refers to couplets, and chsigh refers to quatrains, as these are the
commonplace meanings of the terms in later periods." As a result they missed
an opportunity to provide a semantic explication for the term chigh-chii."s

The Ch’ing poet and critic Wang Shih-chen F £-ill (1634~1711) provided
a new interpretation. He proposed that the term chiizh-chi was related to the
practice of writing “linked-verse” (lien-chui Bff5]) in the Six Dynasties perlod. "

In fien-chii each person writes four lines. Separately [these four-line seg-
ments) become “chieh-chi,” while together they remain a single compaosi-
tion, Many in the generation of Hsieh T"iao 4Bk (464~499), Fan Yiin 6. &

(ca. late 5th c.), Ho Sun {# (d. 527) and Chiang Ko T (d. 535) have
examples of this genre.'?

According to this argument, chiieh-chii are so-called because they are segments
of longer fien-chii compositions taken out of context. The idea may be applied to
the Nan-shih comment about Wu Mai-yiian; it makes sense to say that a poet is
skilled at a distinct genve like fien-chii, while mention of his skill at mere couplets
is less likely. To assume that &en and chiich are related helps explain why the two
terms were singled out and others, such as yieh-fi: and shik, were omitted.
Wang Shih-chen provided an interesting starting point for understanding
the term chieh-chii, but did not carry his argument thro ugh. This task was left to

" NS 14, p. 403

i Wu,'%:—iu shik-hua 1, pp. 71-72; Li, Shih-fa i-chien & 13, p. 1b; citing NS 72, p. 1766,

o La Ying notes, “that two lines are one {en and four lines are one shisgh— the source is old. This
idea did not begin with T'ang writers.” See Skih-fa i-chion bt 13, p. th.

" Anotbcr critic who not‘ed‘ that Six Dynasties writers used both terms was Na-lan Hsing-te §
mﬁﬁ (1655-1685), Lu-shui-t'ng tra-shik oK ZHER, in Chao-tai t5'ung-shu, Is's 6, ch. 24, p. 57a;
Fuf)lfm, p. 945.

"® References to linked-verse in traditional collections and critical literature interchangeably
use the characters fien B and fon 38
U"’ Wang Shih-chen, Ci'th-pei ou-t'en #IE53 (Peking: Chung-hua, 1982), vol. 2, p. 459; Fe/

4 P 947
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twenticth-century literary historians, who rigorously analyzed the disparate in-
formation on chieh-chii origins.

THE MODERN HISTORICAL UNDERSTANDING
OF CHUEH-CHU

In 1934 Hung Wei-fa #5551% was the first of several modern Chinese critics
to address the question of chigh-chi origins.'® Although Hung adequately sum-
marized the two major competing views — that shieh-chi are cut-off from fi-shth
and that they are descended from yieh-fii — his work was superceded by Sun
K ai-ti TRAEE, Fu Mao-mien B384, 1i Chia-yen FF E, and Lo Ken-tse &
FR% in the 19405 Lo Ken-tse’s work can be regarded as the most complete,
however none of these critics covered every facet. Further, none comments ex-
tensively on the origins of heptasyllabic chieh-chd; instead the focus is on penta-
syllabic poetry.

These four scholars discovered further examples of Six Dynasties usage of
the term chiizh-chii. Lo Ken-tse notes that Yu-£'af Asin-yung recorded the term in
instances other than the “Ancient shiigh-chii.”” The tenth chifan of the anthology
consists entirely of pentasyllabic quatrains, and among them titles by Wu Chiin
544 (469-520), Hsiao Kang, Liu Hsiao-wei 3|24, and Chiang Po-yao {T{HH&
use either the term “chieh” 8 or “chiteh-chii,” although problems exist according
to varying editions.”™ Chi Jung-shu’s FOREF (1686—-1764) Yii-f'ai hsin-yung k'ao-1

v6 Hung Wei-fa, Chiigh-chi {un $85728 (Shanghai: Shang-wu, 1934). Japanese critics have also
researched chish-chi origins. The first substantial contribution, earlier even than those of the mod-
ern Chinese critics, was by Suzuki Torao 3 7KEEHE, “Zekku sogen FBHTHIE,” Shina bungaku kenkya
FH A MKTS (Kyota, 1925), pp- 15772 Suzuki notes the use of the term chiigh-ch in the Six
Dynasties period, and assumes that quatrains gained their name through being “cut off” from
longer compositions at that time. He does not cite the “linked-verse™ theery. The large number of
Six Dynasties example poems are helpful. Sec also a more recent article synthesizing the various
arguments: Hirano Hikojiro ZEBFERRR, “Zekku ni tsuite #AJIZ 2 1 T,” Toshisen kenkyt FEEF
MR Tokyo, 1974), pp- 55-77-

Ha SugK’:j‘ti,%‘?é}hifeFl"l-ghu shih sen-yang ch'i-lai 1" $EaEEMEL YT, Hrieh-yitan B 1.4
{1947), pp- 83-88, Fu Mao-mien, “Ts'ung chieh-chi} ti ch'i-ytian shuc-tao Tu Kung-pu ti chiieh-
chi” B AR EA S H T ETHE ), Kuo-wen yich-£'an B3 H T 17 (1940), pp. 9125 rpt. in Li
Cirig-yen ku-tien went-hiigh bon-wen chi ER S o H LW % (Shanghai: Ku-chi, 1987), pp. 192-
aor; Li Chia-yen, “Chileh-chis yir lien-chia” #&A7SLEA), Kua-wwen yiich-£'an 17 (1940}, pp- 13-14;
rev. as “Chiieh-chis ch'i-yiian yii lien-chit shuo” 8B 5) ZE FBIRHAIER, in his Ki-shth dt’u-t'an LI
(Shanghai: Ku-tien wen-hsiieh, 1975), and in his Wen-Asiich fun-wen ché, pp. 188-g2; and Lo, “Chiieh-
chii san-yiian.” All of these articles are based largely on shih-kua, but there is relatively little cita-
tion of the earlier material.

" Wy Chao-i BJEH and Ch’eng Yen-shan TEEEHN, eds., Yi-t'ai hsin-yung ch’ien-chu
ERFIHEL (Peking: Chung-hua, 1985), pp- 497 (Wu Chin’s “Four Miscellancous chaiah-chi”
FHRATPURE), 512 (Hsino Kang’s * Ghiieh-chii Given to a Lady” SAGIERE A ), 5:8 (Liu Hsiao-wei's
“One Poem Modeled on the Duke of Ting-hsiang's Eight chich on Coming of Age”
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FBH A R accepts the terms in all of the above titles.” Fu Mao-mien informs
us that two titles by Hsiao Kang, two by Yii Hsin, and one by Shen Chiung
TEHE (d. 561) use the term chuieh or chiieh-chii in collections other than Yii-t'a; hsin-
oung. ™ Lu Ch'in-li accepts some of these titles as accurate but questions others,

Nan-shih yields further instances of chiieh or chiteh-chii. Sun K ai-ti finds two —
in the biographies of Hsiao Cheng-te™ #EIE (d. 549) and Chang Piao 9B
{d. ca. 560-567)." Each claims that its subject wrote chizh poetry. A third instance,
noted by Fu and Lo, is at the end of the annals of Hsiao Kang, and is more
specific:

Alter his [Hsiao Kang’s] death, Wang Wei 4% (fl. 550) reviewed [certain
of Hsiao’s works], disliked their straightforward diction, and so caused thern
to be cut out. Those who followed [Wang] into [the capital] intoned three
of the “linked-pearls EX” (presumably a reference to linked-verse), four
of the shik compositions, and five of the chiish-chii compositions, and said
that the language was very saddening

The gist of this is that Wang Wei was heavyhanded in his editing, and that
others were more appreciative. The important point as regards the present dis-
cussion is that during the Six Dynasties, shih, lien-chi, and chiieh-chii were consid-
ered distinct genres of poetic writing,

Hu Ying-lin did not accept Yii-'ai hsin-yung's use of “ancient chiieh-chi™: he
thought the term had been added by T"ang editors. Kojima Kenkichiro ques-
tions the references in the Nan-shih as well, because the work was compiled in
the early- T°ang period.™ Kojima has a point; in fact, none of the references to

fﬂ_fﬁaf{;‘é JEAFFE—H), and 518 (Chiang Po-yao's “One Poem Modeled on the Duke of Ting-
hsiang’s Eight duieh on a Robe from the Far South” UERE/VEREEIZ—H). Some early
editions omit the terms chiieh and hish-chai. The citation of “ancient chiiek-che” is secure, although
Lo notes that Sung edns. omit “ché” Lo, “Chuch-chii san-yiian,” p. 213.

™ Chi, Yi-t'ar hstn-yung k'av-i (1983 Wen-yiian-ko SKCS edn.), vol, 1331,

™ Fu, “Ts’ung chiieh-chii ti ch'i-yiian,” pp. g-10. See L, pp. 1968 (Hsiac Kang's * Chiieh-ghi
Poern on Looking at a Dharma Wheel atop a Pagoda at Night” 7 B2 L ATIE 7T, 054
{Hsiao's “ Chiek-chit Poem in Praise of Lanterns™ Sk BatB i@ 155, 2401 (Yi Hsin's “Three chitefi-chi
Poemns Modeled after Those by Buddhist Master K'an” FO{RIERT = 5%, which Lu questions),
2405 (YG’s “One chizh Poem on Listening to Songs” BE®t—#83%), and 2449 (Shen Chiung's “Maod-
eled alter Ts'ai Huang-men's chiteh-chii Poem in Praise of the &'ou {mouth) Charactar” F125 & F7 3
“F-SRMBEIET). Fu also cites one title by Wang Seng-ju F.1878 (465—522) titled * Chiigh-chi on Spring
Thoughts” B E4E4), and which appears in Yi-tat sinyung. Lu, p. 1769, does not accept the term
chitsh-chii in the example.

" NS5 poa27g. % NS 6, p. 156y

% MSB, p. 234. Wang Wei served the rebel general Hou Ching 2% (d. 551). After Hou Ching’s
deicﬁatf(Wang was arrested ggnd eventually executed.

" Kojima Kenkichira 58 BBAEER, trans. Sun Liang-kung BT, Chung-kuo wen-fsich 21ng-
b PR SCR R (rpt. Taipei: Shang-wu, 165}, vol. g, v I%ﬁ. Cited byulnf), “Chireh-chi st:lﬁ-
yian,” pp. 217-18.

118

QRIGINS OF CHUEH-CHU

chtieh-chii listed in the Nan-shif biographies is included in the parallel biogra-
phies in the separate Southern Dynasties histories {Liang-shu 28 and Sung-shu
&), which were compiled before the founding of the Tang, and from which
Li Yen-shou and his father Li Ta-shih derived source material. The implication
is that they added these references and their contexts."? Lo Ken-tse, however,
argues that the fact both Yi-£'ai Asin-yung and Nan-shik use the term is evidence
that it is genuinely from the Six Dynasties, and that it would have been untikely
that separate editors made such additions.™ Further, the term 15 used so often
and in so many different forms (chieh, chieh-chii, chiieh-chii shih, and len-chiieh)
thas later editorial additions become even more unlikely. A fair assumption is
that Li Yen-shou and Li Ta-shih were in possession of a Six Dynasties period
work on poetry that was unavailable to the compilers of the Southern histories,
and which is no longer extant.

Besides uses of the term chieh-chi, Sun K'ai-ti found that “man-chi” §84]
{literally “short lines”} was another Six Dynasties alternative term for
pentasyllabic quatrains. Nan Ch’f shu B E (2 Liang-period compilation) in-
cludes a biography of a royal relative named Hsiao Yeh #EE in which Hsiao
reportedly wrote tuan-chii in the company of the other princes. His style was said
to follow that of Hsieh Ling-yiin F{ 8 (385-443). The emperor praised Hsiao
Yeh's work: “I have seen your twenty-character [poems], and among all writers’s
pieces yours are the best . . .” B —+FEERE R EEE .~

At this point, all the alternative terms for chiieh-chii have been introduced.
To summarize, in the Six Dynasties three terms were current: chiish-chii #B5)
{cut-ofl lines), tuan-chui 1F] (broken lines), and {uan-chii §54] (short lines}. In the
T ang, Asiao lii-shih /| MEZ¥ (little regulated-verse) was added. Finally, late in the
Sung, chieh-chi #LA] (truncated lines) referred specifically to quatrains as cut-
down versions of fi-skth.

The four modern scholars contradict each other as regards the meaning of
the term chieh-chii and the origins of the quatrain form. Sun K’ai-ti takes up
where Hu Ying-lin left off, attempting to prove that form and term are a result
of the practice of taking yieh-fu stanzas out of context. He does mention a sec-
ond possibility, that chieh-chi are descended from the southern “Songs of Wu”
{ Wu-sheng), a source mentioned by Kao Ping and Hu Ying-lin. The songs are a
possible origin for the quatrain form generally, but not for the term chiizh-chii.

Sun does not elaborate on this possibility, instead concentrating on the
other, which provides an explanation for both form and term. He argues that
long picces in the ytigh-fu categories “hsiang-ho ko-tz"w” ¥EFIEE, “ching-shang

7 T am indebted to Pral. Denis Twitcheun for this paint. ™ Ibid., p. 218.
= Hsiao Tzu-hsien W F 4, Man Ch'l shu (Peking: Chung-hua, 1g72) 15, pp. 624-25.
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san-tiao ko” B ZFBAX, and “ta wu-ch'i” PSRy beginning in the Han-We;
era (roughly 100-265 AD) became broken into stanzas (chich fg) 50

Sun notes that various line-lengths were used, but pentasyllabic lines were
dominant, and that although stanza-length varied, quatrains were dominant.
In a statistical study of “ck ‘ing-shang san-tiao ko in the “Record of Music B
ol Sung-shu, Sun finds that over half the stanzas arc of quatrain length (although
these are not necessarily pentasyllabic). His survey included thirty-five titles
with 181 stanzas, each one of which was clearly marked by the editors of Sung-
shu as a “chieh.”" He does uot have similar evidence for hsiang-ho ko-1z'u and tsa
wu-ch’d, since in Sung-shu and Yieh-fu shih-chi stanzaic divisions for these poems
are not marked,

Thus Sun concludes that extant Han-Wei Yiieh-f tend to be pentasyllabic
quatrain stanzas. He introcuces the possibility that chieh-chi are so called be-
cause the form originates as stanzas taken out of context. His idea is that musi-
clans occasionally preferred to sing one or two good stanzas rather than an
entire composition. He has no Han-Wei evidence that lifting stanzas out of
longer poems was a practice, but does list 2 good number of Ch’i-period {479~
501) examples. He notes a half-dozen tsa-wu oh’s lyrics from Nan Ch shu and
Yiieh-fie shih-chi that are accompanied by text claiming that the words are a stanza
or stanzas from longer poems.

Sun assumes that the practice of lifting stanzas out of context affected the
ch’ing-shang san-tiag ko and hsiang-ho ko-12'u as well. However, his single piece of
evidence is from the biography of Wang Seng-ch’ien T2 (late-fifth century)
in Nan Ck'i shu. Towards the end of the Liu-Sung dynasty {(420-479) Wang me-
morialized the throne lamenting the fact that “th'ing-shang” pieces were in de-
cline, and criticized musicians for allowing maay of them to either disappear or
become incomplete.™ Sun K’ai-ti takes this as evidence that taking stanzas out
of context resulted in a permanent loss of many lyrics, '

It must be admitted that Sun’s argument is rather thin. First, the propor-
tion of pentasyllabic quatrain stanzas in the categories of Han-Wei piieh-fi that
he considers is not large, particularly as compared with the much higher per-

"** The ch'ing-shang san-tiao ko type of yiek-fu, which continued into the Six Dynasties, should not
be confused with the distantly related Six DPynasties category of “clear-shang lyrie” ar ch’ing-shang
el’ti-1z', of which the “Songs of Wa” and “Western songs” are subcategories. The former is a
general term for songs under three {thus sen-tzad) of the ten hsiang-ho ko-tz'u subcategories: p ng-tian
P30, ch’ing-tiao T5&/, and sc-tiao 3. See Wang Yun-hsi, “Ching-yieh k'ac-lizeh™ LR in
Yiieh-fu shik lun-ts'ung, pp. 11-48.

' Sun, “Tsen-yang ch'i-lai,» p- 84.

" Nem ChE shu 53, p. 505. % Sun, “Tsen-yang ch'i-lai,” p. 89
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centage of pentasyllabic quatrains among the “Songs of Wy,” Second, stanzag
out of context would not necessarily function as independent poems, as do chiigh-
chit. Finally, he offers no examples of stanzas taken out of context that are spe-
cifically termed chiigh-chii. His findings are interesting, however, if we accept
that the quatrain form may have been infAuenced from more than one direc-
tion. That is, taking quatrain-length stanzas out of context of longer poems
may have contributed, if only in a minor way, to the acceptance of the penta-
syllabic quatrain as a fixed-length form. More convincingly, the practice of taking
quatrain-length stanzas out of context may have been catalyzed by the domi-
nance of the quatrain form in other types of poetry.

Sun K'ai-ti does not address the possibility that the term chseh-chi origi-
nated in linked-verse writing. The relationship between chiigh-chii and Hen-chii is
the topic of articles by Fu Mao-mien and Li Chia-yen, published together in
1940. Fu and Li intcoduce further evidence to link chiieh-chii and fien-chs during
the Six Dynasties. Lo Ken-tse introduces similar evidence in his slightly later
article.

Fu notes that beginning in the Liu-Sung period participants in a finked-
verse cycle usually wrote in pentasyllabic quatrains, for example, the cycle by
Pao Chao and others ritled “Zien-chii on Climbing a Tower heneath the Mogon”
H T &E{&H# 4], or that by Hsich T'iac and others titled “Lien-chii on Being
Blocked by Snow” {H ;38 4).'% The linked-verse set (of two or more quatrains)
would describe a single topic, but each quatrain could stand alone as an inde-
pendent poem. Thisis in contrast to the T'ang practice of linked-verse, in which
each participant generally wrote a couplet of a single long pentasyllabic poem.'s

The practice of writing linked-verse became quite popular in the Ch’i and
Liang periods. Examples include that by Ho Sun’s group titled “Lien-chii Imitating
the Ancients” #5384, that by Hsiao Kang’s group titled “Lizn-chiion 2 Curv.
ing Stream” i 7Ki# 4], and that by Tao Kai's (#% (d. 549) group ticled “fien-
chii on Reviewing Flowering Talents at [-hsien Pavilion™ BEEEE R TR
Lo Ken-tse counts a total of thirty-eight extant pentasyllabic fien-chii series from
the Six Dynasties period. All but three are written in quatrain segments, ¥

To argue lurther that chigh-chii and Hen-chii are related, F'u shows that at
times the terms were apparently interchangeable. Sometimes, a multi-authored
linked-verse set was anthologized under a single one of the authors’ names, in
which case the names of the individual contributors would be noted following

" Lu, pp. 1312, 1455. " See Chiian Tang-shih 788—1g4 for examples.
" Fu, “Ts'ung chiieh-chii i ch'i-yoan,” P- 11; Li, pp. 1710, 1856, 1980.
" Lo, “Chiich-chii san-yisan,” pp. 21g—2.
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their poems and the set would be termed a fien-chi in the title, At other times,
only a poet’s individual contribution was listed in his poetry collection, in which
case the quatrain poem was stil{ often termed a fien-chii, Indlividual poems were
often taken out of context from fonger sets. For exarmple, “Lien-chi Imitating the
Ancients” was the combined creation of Ho Sun, Fan Yiin, and Liy Hsiao-ch’o
FF 4 (481539). Under Ho Sun’s name the entire set is recorded using this
title, while under Liu Hsiao-ch’e’s name only his own quatrain is recorded (this
time omitting the term fien-chid. ™ In Ho Sun’s works two separate pentasyllabic
quatrains are recorded that do usc the term fien-chi in their titles, and in Yii
Hsin’s works a similar example can be found.™ We can assume that Ho’s and
Yu's poems, like Liu Hsiao-ch’o’s, were originally complemented by others,
which were not recorded.

Thus at times a pentasyllabic quatrain was called a chieh-chii, and at others
it was called a lien-chii. Then what is the difference? The assurnption is that a
single quatrain termed a fien-chii is a poem that originally was part of a whole
cycle of poems, while a chie-chi is a poem that never existed as one of several
complementary pieces.

In claiming that a poem termed a fiegn-chi must have had a complement
piece, Li Chia-yen notes two instances, the first by Ho Sun and the second by
Chiang Ko, in which the poet wrote pentasyllabic quatrains without comple-
ments, and thus were termed “uncontinued linked-verse” FHAFE Pre-
sumably, these were identical with dhieh-chi,

In sum, the evidence pointing to a relationship between fien-chii and chsigh-
chi is circumstantial, but stilt strong, Style also supports the relationship, since
lien-chii and chiieh-chii from the early periods can both be defined as shik, and not

Yiieh-fir. Topics for both tended to be occasional, and the language is of a density
typical of Six Dynasties shit poetry. Quatrains in the yiieh-fu style of the “Songs
of Wu” were not contemporaneously termed chiigh-chit; moreover, they contained
generic topics and colloquial language.

Li Chia-yen and especially Fu Mao-mien use style to deny that quatrain-
length folksongs had anything to do with chiieh-chii origins." Following this ar-
gument, shiigh-chii are short shik poems and fizn-chii are series of such poems,
while yiieh-fu quatrains developed independently. Li’s and Fu’s conclusion is prob-
ably too narrow: it does not explain why the quatrain form became the norm in
Six Dynasties chieh-chii and fien-chii. A better explanation is that composition of

" Lu, pp. 1710 and t844. " Lu, pp. 1708 {Ho Sun) and 2400 (Yu Hsin).
" Lu, pp. 1714 (Ho Sun) and 1716 {Chiang Ko).

* Tu, “Ts'ung chiieh-chii ti ch'i-yiian,” p.12; Li, “Chiseh-chy eh’i-ylian yii lien-chii shue,” p. 14.
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short shif poetry in the Six Dynasties was infAuenced by the overwhelming domi-
nance of pentasyllabic quatrains in short yieh-fi. However, the two scholars’
point that ciieh-chi quatrains and yiigh-fu quatrains were quite distinct in the Six
Dynasties period is well taken. Not until the T°ang and the post-T ang periods
did the term chigh-chii broaden in scope to include relatively all independent
guatrain-length poems.

Lo Ken-tse’s article is the most comprehensive of all those dealt with here.
Lo refers to three origins for chiieh-chii: the term arises from fen-chii, the form
from folksong, ard tonal prosody from the late-Six Dynasties trend towards
recent-style verse. Lo arrays irnpressive evidence for each point, and he ulti-
mately strengthens the assertion that the pentasyllabic quatrain form has roots
in folksong.

Lo undertook a statistical survey of all extant folksongs from the Six Dy-
nasties period contained in Yieh-fu shih-chi. He found for the south 329 extant
“Songs of Wu,” of which 275 are pentasyllabic quatrains; and for the west 146
“Western songs of Ching and Ch'u” {Ching-Ch’u hsi-sheng), of which 105 are
pentasyllabic quatrains. To these, Lo adds a third class of examples not cited l?y
Hu Ying-lin: the northern “Songs for drum, horn and transverse flute” (ku-cAzao
heng-ch’ui ch’is SRR ). OF the 66 extant songs, 44 are pentasyllabic qua-
trains. Thus 424 pentasyllabic quatrains out of a possible 541 exist, or almost
eighty percent.' The implication is that the overwhetming dominance of
pentasyllabic quatrains in popular song became the fixed-length quatrain genre
used by poets.

However, Lo does not comment on Six Dynasties pentasyllabic quatrains
in the sheh style. This leads to a contradiction in his conclusions: in effect he
argues that the chiieh-chi term, which derives from the shh practice of fien-chii,
was eventually applied to works in an independent yieA-fu tradition.

CONCLUSION

No one traditional or modern critic fully explained chsigh-chs origins or com-
prehensively described all facets of the chigh-chi genres, yet the comments of
each are valuable picces in a complicated puzzle. My interpretations of a com-

“* The ku-chigo heng-ch 'ui ch’i were popular at the Liang- dynasty court, where they were known
as “northern songs JEFL." Kuo Mao-ch'ien argues that the majority ust_:d tunes composed Iby
northwestern tribes, and that some of the lyrics were translated from tribal languages. Topics
include love, social customs and war. See Kuo, Yiieh-fic shih-chi 25, p. 230,

"3 Lo, "Chiieh-chi san-yian,” pp. 225-26.
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hination of critical views suggest the following development of peatasyllabic
chiieh-chi: the pentasyllabic quatrain-form first became dominant in Six Dynasties
collequial yiigh-fr, and it carried over into contemporary shtk composition, How-
Ever, shth quatrains in the period were written in the descriptive, literary style of
longer shif poetry. T ang wu-chiieh is a hybrid combination of the Six Dynasties
ek fu quatrain style (the predominance of continuous couplets in w-chiieh cer-
tainly derives from colloquial yiieh-fu) and the shif quatrain style {the descriptive
power, general density of language, and occasional parallelism of wu-chiieh; cer-
tainly derive from shi), Tonal prosody was added late in the Six Dynasties pe-
riod, and the wu-chiieh form became one of the recent-style verse-forms, The
term chiieh-chii originated in the Six Dynasties practice of writing fen-chii and
was used to describe independent pentasyllabic quatrains in the sk style. Only
in the T’ang and post-T’ang petiods was the use of the term expanded to in-
clude virtually ait pentasyllabic quatrains. The dominance among critics of the
“truncated li-shif” view after the Sung presumably influenced later wu-chiich
composition, but we should not apply 1t to T’ang examples.

Critics indicated various sources for wu-chiieh but seldom explained those
indications. My broader research focuses on a major gap in the critical argu-
ments: what exactly are the contributions of Six Dynasties yiigh-fi and shif qua-
trains to the development of T ang wu-chieh? The answer should be determin-
able through linguistic and thematic comparison of Six Dynasties examples
and wu-chiih by major T’ang poets.

Critics are less clear about the origins of ch'i-chieh; they devoted much more
Space 10 wu-chieh development. The implication, it seems to me, is that the
majority believed that wu-chiizh was the dominant chiigh-chii genre; ch’-chiioh was
simply an extended version of wu-chiieh.“* Although wu-chiieh developed earlier
than ch’-chiigh, should we assume that the longer form grew out of the shorter?
"This is not a simple yes or no question — ek 'i-c/ieh may have derived some of its
characteristics from w-chiieh, but not others. Kao Ping and Hu Ying-lin argued
for an independent development, saying that ch’i-chiizh derived from a small
number of late-Six Dynasties yiéeh-fu songs, which catalyzed creation of the new
genre early in the T'ang. Yet they disagree on whether songs with rhyme schemes
other than AAxA should be considered, and do not explain exactly what char-
acteristics from heptasylabic song carried over into ch’i-chich. Whether ch’-
chileh origins are dependent on wu-chiieh, independent, or a combination of bath
cannot be determined by reference to shih-hua alone; a separate stucly is war-

" Lo Ken-tse states specifically that ch3-ghieh is an “extension” MR of tn-chiiel; ibid., p. 2g1.
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ranted, analyzing sample heptasyllabic quatrains from the late-Six Dynasties o
the high-T’ang.

LIST OF ABBREVIATIONS

Fu/Liu Fu Shou-sun F#FE and Liu Pai-shan BFE(L], Chlen-shou Tang-jen
chich-chii T EJENBT) _ _ _

In Lu GWin-i 3&$KIZ, Hiten Chin Han Wei Chin Nan-Pei ch'an shil
SREHME RIS

NS Nan-shih T8
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