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ABSTRACT

How do we know what Shakespeare’s plays sounded like in his time, or Sappho’s verses,
or the tales of ancient Sumer? As they were written in phonetic scripts, modern historical
linguists have largely been able to reconstruct the sounds of these works. Written Chinese has
always been a logographic and not a phonetic script, and with the rapid pace of phonetic
variation and change, many of the euphonic patterns in ancient Chinese texts of ritual and history
have been lost for millennia. While very general categories of rhyme and correlations between
characters based on ancient rhyming poetry have been proposed by Chinese scholars throughout
the ages, until developments in Western historical linguistics were applied to Chinese over the
past century, the sounds of this ancient language remained obscure. However, thanks to modern
advances in computer database technology, digital texts and digital tools, a wide variety of
phonological data for ancient Chinese (including several recently-developed systems for
reconstructed pronunciations) can now be employed to provide empirical documentation and
analysis of the lost euphony and phonorhetorical structures in these ancient texts for the first time.

In this study | utilize a tripartite framework for philological inquiry, grounded in the
equal consideration of semantics, metrics and acoustics. In general, over the past two millennia,
most Chinese philological studies have focused upon detailed exegeses of the semantics of a
word, passage or text. Metrical features and sentence prosody have also received some attention,
as various forms of literary expression in Chinese have been governed by conventions of style
and form; this is particularly true of poetry, but also of patterned and parallel prose. This study
argues that analyses of the phonetic patterns in a text should also play a significant role in any

significant philological study, as it is often in the pairing of acoustic devices with metric and



semantic structures that the true breadth, depth and beauty of literary expression can be felt most
acutely. This framework represents a methodological shift in Chinese philology: until recently
it was extremely difficult to accurately assess phonetic and acoustic structures in early Chinese
texts; this was particularly true for compositions from the distant past. However, thanks to
modern technology and recent advances in the field of Chinese phonology, it is now possible for
any scholar to efficiently evaluate the acoustic structures of any Chinese text with as much
accuracy as the aggregate of available phonological evidence can provide and thereby gain a
more complete understanding of its acoustic constitution, its aesthetic and performative features,
and the more subtle aspects of literary artistry which informed its composition and transmission.
The phonological foundation of this study has been facilitated by a digital suite of lexical
tools which | designed and which are the first method by which the hurdles to large-scale
Chinese lexical spadework in the service of phonological analysis can efficiently be overcome:
The Digital Etymological Dictionary of Old Chinese (available online at edoc.uchicago.edu ), via
which one can programmatically retrieve a wide range of phonological data, from both ancient
and modern resources, for every character in any Chinese text. For this study, | used it to
compile and evaluate proposed Old Chinese pronunciations for each graph in three of the earliest
corpora of Chinese narrative texts: inscriptions longer than fifty graphs preserved on bronze

vessels dating to the Western Zhou dynasty (1045-771 B.C.E.), the ten chapters of the Classic of

Documents {3 ) which scholars now generally believe were likely originally composed

during the Western Zhou, and speeches of over one hundred graphs preserved in the Zuo

Commentary to the Spring and Autumn Annals (Z&FfKZ-f#5) . From these results, | chose four

representative inscriptions from the Western Zhou inscriptional corpus, two representative

chapters from the Classic of Documents, and three representative speeches from the Zuo



Commentary as the basis for the analyses in chapters two through four. In these case studies,
complete charts of each text (including a full transcription in Chinese, an Old Chinese
phonological reconstruction for each graph, and an English translation) are provided, followed
by detailed evaluations of the euphonic patterns and phonorhetorical devices employed within
each text. The concluding chapter presents a brief overview of the main types of euphonic
patterns and phonorhetorical devices evidenced within each corpus followed by general remarks
on the euphonic and phonorhetorical characteristics common to all three corpora, and finds that
there are demonstrable commonalities yet each corpus exhibits a unique range of euphonic and
phonorhetorical devices which distinguishes it from the others, and from other early Chinese

literary genres.

Xi



Chapter I : Introduction, Literature Review, Methodology

I.1.A Introduction to the Study

How do we know what Shakespeare’s plays sounded like in his time, or Sappho’s verses,
or the tales of ancient Sumer? As they were written in phonetic scripts, modern historical
linguists have largely been able to reconstruct the sounds of these works. Written Chinese has
always been a logographic and not a phonetic script, and with the rapid pace of phonetic
variation and change, many of the euphonic patterns in ancient Chinese texts of ritual and history
have been lost for millennia. While very general categories of rhyme and correlations between
characters based on ancient rhyming poetry have been proposed by Chinese scholars throughout
the ages, until developments in Western historical linguistics were applied to Chinese over the
past century, the sounds of this ancient language remained obscure. However, thanks to modern
advances in computer database technology, digital texts and digital tools, a wide variety of
phonological data for ancient Chinese (including several recently-developed systems for
reconstructed pronunciations) can now be employed to provide empirical documentation and
analysis of the lost euphony and phonorhetorical structures in these ancient texts for the first time.

Throughout this study | will often refer to the tripartite framework | have proposed for
philological inquiry, grounded in the equal consideration of the semantics, metrics and acoustics
of a given text. In general, over the past two millennia, most Chinese philological studies have
focused upon detailed exegeses of the semantics of a word, passage or text. Metrical features

and sentence prosody have also received some attention, as various forms of literary expression



in Chinese have been governed by conventions of style and form; this is particularly true of
poetry, but also of patterned and parallel prose. This study argues that analyses of the phonetic
patterns in a text should also play a significant role in any significant philological study, as it is
often in the pairing of acoustic devices with metric and semantic structures that the true breadth,
depth and beauty of literary expression can be felt most acutely.! This framework represents a
methodological shift in Chinese philology: until recently it was extremely difficult to accurately
assess phonetic and acoustic structures in early Chinese texts; this was particularly true for
compositions from the distant past. However, thanks to modern technology and recent advances
in the field of Chinese phonology, it is now possible for any scholar to efficiently evaluate the
acoustic structures of any Chinese text with as much accuracy as the aggregate of available
phonological evidence can provide, and thereby gain a more complete understanding of its
acoustic constitution, its aesthetic and performative features, and the more subtle aspects of
literary artistry which informed its composition and transmission.

This study combines results on three distinct levels: paleography, phonology and
stylistics. The paleographical analysis of ancient Chinese characters (particularly early forms in
inscriptional corpora) provides indications of the meanings and sounds designated by those

characters. These sounds, in turn, have been organized into systems by various schools of

! There are two areas of Chinese philology in which analyses of acoustic features have played major roles:

1) Homophonic variation between individual graphic forms is a well known phenomenon stretching back as far as
we have written records, so much so that many “loan characters” (jia jie zi {E#{&=% [also called tong jia zi #E{E=F],
one of the traditional liu shu 753, the six categories of graphic analysis) are primarily phonetic in nature; many
scholars have used the high numbers of phonetic loans in early Chinese texts to argue for orality as a primary form
of textual transmission.

2) As noted above and as will be discussed below in great detail, it has long been common in philological studies of
Chinese poetry to note rhyme words and their phonetic features (primarily the yun bu 5% or “rhyme group” of the
graphs in rhyme position), and in the modern era, some scholars have conducted complete phonetic analyses of
specific poems (Tang & dynasty regulated poetry in particular has long been a focus of extensive phonetic and tonal
analyses), or quotations of poetry. As noted below, in some instances phonetic analyses of prose passages which
feature rhyme have been conducted, but these are usually limited to short passages or rhyming couplets; no scholar
has ever published a comprehensive phonetic analysis of an entire early Chinese text.



phonology seeking to establish probable pronunciations for specific Chinese words at specific
times in the past. Recurrent patterns of alliteration, rhyme, phrase length, cadence and emphasis
enable us to delineate the stylistic devices used by ancient rhetors and writers. The results on
each level are independent and do not have to be absolutely assured in order for regularities to be
noted; these results add up to an overall picture of regular, predictable, and presumably effective
devices used in early Chinese oratory and literary artistry.

The goal of this study is to provide initial and tentative answers to two main questions.
First, what are the specific defining features and characteristics of acoustic patterns in early
Chinese narrative prose, and can one empirically establish patterns of convention defined by the
commonalities and differences evidenced in diverse corpora of early Chinese texts? (For
example, what do the similarities in euphonic patterning yet marked differences in the metrical
structures and registers of vocabulary within the opening section of the first speech preserved in

the inscription on the Da Yu ding A F: 4 compared to the opening section of the speech by
Zitaishu - KK preserved in the “Duke Zhao 25" Year” chapter of the Zuo Commentary to the
Spring and Autumn Annals ( &Rk « B+ FE) indicate regarding developments

in early Chinese prose and/or oratory?) Second, given the euphonic patterns and literary devices
established in the answer to the first question, can one discern potential rationales for the use of
these types of patterns in rhetoric and oratory based upon the specific contexts in which they
were ostensibly delivered? (Naturally, this assumes there were conscious or subconscious
reasons for the authors of these compositions to choose the specific patterns, styles and forms
employed therein, and any conclusions must be derived in part from comments by
contemporaneous and later writers on links between structures creating harmony in governance

and in rhetoric/oratory.)



But first, let us begin with a general overview of studies of euphony, phonetic structures

and literary aesthetics in prose, and in forms of early Chinese prose in particular.



I.1.B. Phonetic Patterns, Euphony and Literary Aesthetics in Early Chinese Texts

In Chinese as in English there are many literary styles: the archaic, the poetic, the plain, the
ornate. There are period styles, individual styles, and styles peculiar to specific literary
genres. The essential quality of style is something easier to recognize than to isolate and
describe. It has obviously to do with the ordering and choice of words, and yet the simple
ordering of words to create a style in prose is of that order of subtlety and complexity
which made the Wheelwright despair of transmitting the mysteries of his own craft.
— James Robert Hightower, 1959
Euphony, from the Greek gvpovia, simply means “the quality of having a pleasant
sound.” Like prosody, euphony is primarily based on the aesthetic qualities of acoustics, and is
intimately linked with the field of music as well as literary theory.3 However, unlike in music, in
literature euphony is regulated by the rules which govern the expression of language and all its
constituent elements, including grammar, semantics and syntax. As far back as we have written

records, the logographic nature of the Chinese language wherein each graph represents a single

metric foot (usually equivalent to a single syllable) has lent itself to particularly intricate and

% In Greek, evpwvia [euphonia] comes from ebpwvog [eiphanos]: the prefix £0- [eu-] “good” or “pleasant” plus
dwvi [phané] “voice” or “sound.” See “euphony,” The Oxford English Dictionary (2™ ed., 2008).
® Prosody is another large conceptual term which could be used to describe the phonaesthetic and phonorhetorical
structures in texts. (Technically, this is “literary prosody” as opposed to “tonal prosody”, discussed below.) In
modern poetics, prosody is the study of meter and forms of versification. When applied to prose texts, “literary
prosody” would then refer not only to “poetic” forms but also to metric and acoustic devices and structures: the
“music” of a text, including its phonetic, rhythmic, metric and syntactic patterns. (In classical Greek, mpocdia
[proséidia] was a song, usually sung to musical accompaniment, from pog [pros] “to[ward]” + @&y [sidé] “song”
or “ode”.) Unfortunately, the problem with using the term “prosody” in a study such as this is that prosody is most
commonly used to indicate pitch in music theory and represent patterns of tonal features in language. Its standard
usage in Chinese linguistics is to Middle Chinese tonal systems, as in W.A.C.H. Dobson, “The Origin and
Development of Prosody in Early Chinese Poetry” (in T’oung Pao 54, 1968). In a tonal language such as Chinese,
tonality is a critical aspect of studies of poetics and the use of language; Old Chinese, as far as modern studies have
shown, featured different types of tonality (represented mainly by codas and post-codas in the reconstructions used
in this study) than Middle Chinese, but possibly featured differences in vowel length and/or quality, and for these
types of features, particularly when used in regular patterns, the term “prosody” would be most appropriate. Thus,
to avoid confusion, as the primary issue in this study is the acoustic functions of language in literary artistry (and
despite the close relationship between prosody and musicality, which ties in well with early Chinese conceptions of
patterned language, see the discussion at the end in this section), | will use the term “euphony” rather than “prosody”
as the general term for forms of phonaesthetic patterns and structures. See Zhengzhang Shangfang, Shang gu yin xi
{_E&E %) [tr. Sagart as The Phonological System of Old Chinese] (Shanghai: Shanghaijiaoyu, 2003), 50-51;
Sergej Starostin, Rekonstrukcija drevnekitajskoj fonologiceskoj sistemy (Moscow: Nauka, 1989), 105; William
Baxter, A Handbook of Old Chinese Phonology (New York: Mouton de Gruyter, 1992), 302-42; and William Baxter
and Laurent Sagart, Old Chinese: A New Reconstruction (Oxford: Oxford University Press, 2013), 68-76.



elegant syntactic constructions, often parallel or repetitive in structure. When combined with
phonaesthetic devices, Chinese literary artistry was most commonly expressed as forms of verse,
usually featuring end-rhyme, and cadenced prose.*

Because of the close association of phonetic patterning with poetic forms and the exalted
status of poetry in traditional Chinese literary theory and cultural practices, studies of euphony in
ancient Chinese have tended to focus first and foremost on the rhyme words in early anthologies
of poetry, with particular emphasis on the poems collected in the anthology which came to be

known as the Classic of Poetry, or Shz jing (554%) . The first to systematically document
euphony in Chinese prose was the eminent Qing phonologist Duan Yucai F %k, who added to

his lists of rhyme words in the Classic of Poetry the rhyme words in passages from the Chinese

classics of ritual, philosophy and history (collectively called the qun jing ££4%). Duan was
followed shortly thereafter by Wang Niansun £-:&4, who included rhymed phrases from the
early anthology of poetry Songs of Chu (Z&i%) along with those from the Classic of Poetry and
selected Chinese classics, and half a century later by Jiang Yougao ;T/5%%, who independently

compiled his own lists of rhymed phrases from the above corpora and from a variety of other

early texts, including Tang & dynasty poetry.® In the modern era, major studies of euphony in

* In Baxter and Sagart’s 2014 Old Chinese, they argue for the existence of a “presyllable” in early Chinese
morphology: an unstresssed “minor syllable” preceding the stressed major syllable. The Baxter-Sagart preinitial is
comprised of a preinitial consonant (without a preinitial vowel, this results in a preinitial consonant cluster), and
potentially a preinitial vowel (*o). As the existence of a preinitial vowel would result in disyllabic words/graphs in
Old Chinese, the theory should be considered tentative until fuller study of the phenomenon can be achieved. In
terms of metrics, Baxter and Sagart claim a disyllabic word would also comprise a single metric foot in Chinese
poetics, so it’s unclear whether these minor syllables, if they existed as Baxter and Sagart have proposed, would
have had any effect on the metric structures, rhythms or cadences of a text. Baxter and Sagart, Old Chinese, 50-53.
> The 1962-63 update to Jiang Yougao’s lists in “Xian-Qin sanwen zhong de yunwen” { 5-Z=8 AR ) by
Long Yuchun BEF4ti are based upon twenty-four pre-Qin texts, but the Classic of Documents, Zuo Commentary to
the Spring and Autumn Annals and Zhou bronze inscriptions are not included in his analyses. See Long Yuchun
HEF4ll. “Xian Qin sanwen zhong de yunwen” S=Z=5 S HHYEESZ (in Chongji xuebao s=E0224; 2.2, 1962), 137-
169; (3.1, 1963), 55-87.



early Chinese prose include Bernhard Karlgren’s study of the Lao zi (1) and the analyses
performed by Wang Guowei F 4, Guo Moruo }%%: and Wolfgang Behr on patterns of
perfect rhyme in Zhou & dynasty inscriptions on bronze vessels.® Each of these studies is

discussed in detail in section 1.2 below, with particular attention paid to their insights into the
works analyzed in chapters I1-1V below.

However, these outstanding works by extraordinary scholars all share two critical
shortcomings when evaluated as analyses of euphony.” As the focus of each of these works is
the documentation of rhyming graphs within proximate lines of text, there is scant attention paid
to metric or syntactic structures, contextual frameworks or the use of other literary devices in the
texts, and thus these works are best considered as analyses of rhyme and rhyme words rather
than as comprehensive studies of euphony, prosody, rhetoric or literary artistry.® The dominant
phonaesthetic device noted in the studies above is perfect rhyme in parallel construction and the
widespread use of other euphonic and phonorhetorical devices in these classic texts has long
remained unacknowledged, such as repetitive patterns featuring half-rhyme (primarily
consonance, as in homoioteleuton), assonance and alliteration, and other phonetic devices and

forms of literary artistry.® The primary aim of the current study is to provide analyses of the

® See Bernhard Karlgren, “The Poetical Parts in Lao-Tzi” (G6teborg: Elanders boktryckeri aktiebolag, 1932); Wang
Guowei, “Liang Zhou jinshiwen yundu” ( f{ &4 EE:E ) (in Wang Guantang xiansheng quan ji F #7555 4: 4
£, Taipei: Wenhua chuban gongsi, 1968); Guo Moruo, “Jinwen yundu bu yi” ( & #5872 ) (Shinagaku 37
£2 6.1, 1931) 1-32, (6.2, 1931) 127-128; and Wolfgang Behr “Reimende Bronzeinschriften und die Entstehung der
chinesischen Endreimdichtung.” (Ph.D. diss., J.W. Goethe-Universitat, Frankfurt a.M., 1997).

" Beyond phonaesthetic considerations, the considerable phonological and methodological shortcomings of each of
these works is discussed at length below in section 1.2.A.

8 Karlgren and Behr are the primary exceptions to this, but as noted below, Karlgren’s analyses are often incorrect
and are certainly insufficient for a full analysis (Karlgren himself notes that his article simply presents examples of a
few of the phonaesthetic patterns which occur in the Lao zi and other early texts, without any attempt to document or
analyze them in a more comprehensive manner) while Behr’s structures are so focused on patterns of rhyme that
they ignore/eschew many natural grammatical structures and obscure the natural metric patterns which provide
evidence of the more likely phonaesthetic and phonorhetorical patterns in the texts.

® “Half-rhyme” is normally referred to as he yun &#8 or tong yun 3&#8 in Chinese studies of rhyme. Most modern
linguists view repetition of the final consonant with disaccord in the medial vowels (he yun) as a form of consonance,



complete euphonic, phonetic and phonorhetorical structures employed within a representative
selection of the earliest Chinese narrative prose texts. Rather than focus on limited examples of
true rhyme or other rhetorical patterns which have already been documented, the texts chosen for
this study were intentionally selected as they were designated by the Qing dynasty scholars
named above as containing no rhymes or phonetic patterns, and even when the more nuanced
euphonic patterns proposed by Karlgren and Behr are taken into account, these analyses prove
insufficient and oftimes provide incorrect renderings of the euphonic structures when viewed in
their full context. When one performs comprehensive analyses of the phonetic systems of these

texts, a range of complex and striking euphonic, phonetic and phonorhetorical patterns become

and repetition of the medial vowel with disaccord in the final consonant (tong yun) as a form of assonance. Duan,
Wang and Jiang all acknowledge that he yun and tong yun exist in ancient texts, but their examples of these
phenomena are extremely limited and non-systematic, usually only noted when a series of perfectly-rhyming graphs
is interrupted by a graph which does not fall into the same rhyme group (yun bu #5Ef). A systematic analysis of he
yun and tong yun for Old Chinese works was compiled by Wang Li T J7; for analyses of these patterns in the
Classic of Poetry, see Li, Shi jing yun du {&54%&62& ) (Shanghai: Shanghai guji chubanshe, 1980), 28-36.
Sequences of end-consonantal consonance (which it must be noted can include perfect rhyme, but more
precisely refers to any form featuring identical finals) were termed 6pototédevtov [homoioteleuton] (meaning
“similar ending”) by the ancient Greeks, and while its use is based mainly on repetition of similar or identical case
endings in Western languages, patterns from Greek and Latinate texts show striking similarities to the patterns
analyzed in this study. (It must also be noted that homoioteleuton can also refer to the practice of scribal errors in
which a scribe miscopies a case ending from the end of one line to a succeeding line; such a mistake would be
virtually impossible to make in Chinese.) For specific examples of homoioteleuton in ancient Greek literary
contexts, see Aristotle’s Rhetoric (Book 11, Section 9) and the works of Gorgias of Leontini; more modern sources
include Eduard Norden, Die antike Kunstprosa: Vom VI. Jahrhundert V. Chr. Bis in Die Zeit Der Renaissance
(Stuttgart: B.G. Teubner, 1983), Eva Guggenheimer, Rhyme Effects and Rhyming Figures: A Comparative Study of
Sound Repetitions in the Classics with Emphasis on Latin Poetry (The Hague: Mouton, 1973), Shackleton Bailey,
Homoeoteleuton in Latin Dactylic Verse (Stuttgart ; Leipzig: Teubner, 1994), and the best analogue to this study,
W.B. Stanford, The Sound of Greek: Studies in the Greek Theory and Practice of Euphony (Berkeley: University of
California Press, 1967). A sampling of Stanford’s comments on rhyme and repetition from his fourth chapter
entitled “Euphony in Practice” are worth including here: “The Greeks used rhyme—homoioteleuton as they called
it—much more sparingly than Western European poets, probably because the frequent similarities of the case-
endings made rhymes in the end-syllables of words less noticeable to them than to us. Double or triple rhymes do
seem to be employed with deliberate stylistic intention at times....In sound patterns of this kind there is utility as
well as pleasant hearing. Phases that have end-rhymes are easy to remember. So, too, phrases with initial
assonances such as ‘waste not, want not’, ‘look before you leap’, ‘penny wise, pound foolish’. Obviously, too,
equivalence of rhythm helps the mnemonic effect, as in the examples cited, and equivalence of pitch-accent is often
enlisted as a memory aid. Here we can see very simply and clearly how the three main factors in euphony—timbre-
quality, pitch-accent, and rhythm—combine to arrest and impress the mind of any hearer....A simple kind of sound-
patterning for euphonic effect is the repetition of whole words within a phrase or succession of phrases. The Greek
rhetoriticians recognized several distinct types....Most emphatic of all types of repetition is the full refrain, that is, a
whole line repeated at calculated intervals...One can appreciate its effect more in terms of being hit several times by
a stick than of observing an abstract mathematical series. We feel the effect of repetition rather than think it, as we
feel an increase in the temperature of the air or in the weight of a bundle of books.” Stanford, Sound of Greek, 84-89.



readily apparent. Finally, it must be acknowledged that a study of this size and depth cannot
provide documentation of every euphonic and phonaesthetic device employed in early Chinese
literature, or even of the texts represented in the case studies below; at best, it represents an
initial starting point from which further and more penetrating analyses may be conducted as
scholars to begin to build a more nuanced and more comprehensive understanding of the

development of phonaesthetics and literary artistry in early China.

Forms of phonetic patterning, euphony, phonaesthesia, rhetoric and literary artistry have
long been a primary focus of intense study in the fields of literary criticism, philology, semiotics,
linguistics, neurology and psychology; a full recounting of all the contributions within these
widely varied fields is well beyond the scope of this study. However, there are a few studies of
acoustic devices in literary prose which are directly relevant to their analysis in the ancient
Chinese narrative works included in the case studies in chapters I1-IV."® We will begin with a
pair of works from the field of modern literary criticism: first, a study of phonaesthetic devices in

modern French and English literary prose, followed by a study of early Chinese “parallel prose”

1% There has been much discussion in recent years on the question of “silent reading” and whether patterns of sound
in texts are “heard” by the reader. The article “How Silent Is Silent Reading? Intracerebral Evidence for Top-Down
Activation of Temporal Voice Areas during Reading” by Marcela Perrone-Bertolotti et al published in 2012 in the
Journal of Neuroscience is perhaps the most well-regarded recent study of this issue; the authors state that “...silent
reading often involves an imagery speech component: we can hear our own ‘inner voice’ pronouncing words
mentally. Recent functional magnetic resonance imaging studies have associated that component with increased
metabolic activity in the auditory cortex, including voice-selective areas....our results demonstrate that the
multimodal mental experience of reading is in fact a heterogeneous complex of asynchronous neural responses, and
that auditory and visual modalities often process distinct temporal frames of our environment at the same time.”
Marcela Perrone-Bertolotti et al., “How Silent Is Silent Reading? Intracerebral Evidence for Top-Down Activation
of Temporal Voice Areas during Reading” (in the Journal of Neuroscience 32, 2012), 17554. For the question of
whether texts would have been read silently or recited aloud in the ancient period, Jesper Svenbro’s 1993 study
entitled Phrasikleia: An Anthropology of Reading in Ancient Greece declares that “Writing could not do without a
voice....the internalization of the voice in silent reading corresponds to the metaphor of ‘letters that speak,” which
became current at the point where silent reading began to be more or less commonly practiced. For anyone reading
in silence, as Theseus does in Euripides’ Hippolytos, the letters ‘speak’, they ‘cry out’ or even ‘sing’. The eye sees
the sound.” Jesper Svenbro and Gregory Nagy, Phrasikleia: An Anthropology of Reading in Ancient Greece (lIthaca,
N.Y.: Cornell University Press, 1993), 4-5.



(pian wen E}#37), and finally, undertake a review of the primary evidence of early Chinese

conceptions of euphony in literary artistry and the significance of acoustic patterning in early
Chinese rhetoric and style.

The work most directly analogous to the analyses in this study comes from the field of
modern literary criticism: Adam Piette’s 1996 study of phonaesthetic patterns in prose, centered
on the works of Stéphane Mallarmé, Marcel Proust, James Joyce and Samuel Beckett.™ In his
study, Piette explores the mimetic relation between “key-word sound clusters” and memory, in
which the rhythmic repetition of semantic and phonetic elements functions as an “acoustic
alerting-device,” adding stress to certain elements, initiating emotional and psychological effects
and serving as a trigger for memory in in the mind of the reader.*? Piette documents numerous
examples of interior rhyme-strings (“rimes intérieures”), as in the lines from Proust’s Du c6té de
chez Swann, “la forme miniscule d’une promenecuse—Ila petite phrase venait d’apparaitre,
lointaine, gracieuse”; examples of assonance, as in Joyce’s Portrait of a Young Man, “Listen: a
fourworded wavespeech: seesoo, hrss, rsseeiss, 000s. Vehement breath of waters amid seasnakes,
rearing horses, rocks. In cups of rocks it slops: flop, slop, slap”’; and examples of alliteration and
repetition, as in Beckett’s Malone Meurt, “Me montrer maintenant, & la veille de disparaitre, en

méme temps que I'étranger, grace a la méme grace, voila que ne serait pas dépourvu de piquant.

1 Qutside of the four authors mentioned here, Piette does not analyze euphonic or phonetic patterns in other writers’
works but there are several other studies worth mentioning here, such as John Ruskin, Elements of English Prosody
(Orpington: G. Allen, 1880); George Sainstbury, A History of English Prose Rhythm (London: Macmillan and Co.,
1912); Jean Mourot, Le Génie d'un style: Chateaubriand, rhythme et sonorité dans les Mémoires d'outre-tombe
(Paris: A. Colin, 1960); Kathleen McCluskey, Reverberations: Sound and Structure in the Novels of Virginia Woolf
(Ann Arbor, MI: UMI Research Press, 1986); Vincent Cheng, “’The Twining Stresses, Two by Two’: The Prosody
of Joyce’s Prose,” Modernism/Modernity 16.2 (2009): 391-399; and William Martin, Joyce and the Science of
Rhythm (New York: Palgrave Macmillan, 2012). On a structural level, David Masson provided a detailed taxonomy
of sound-repetitions in prose; see Masson, “Sound-Repetition Terms,” in Poetics: International Conference on
Work-in-Progress Devoted to Problems of Poetics, ed. D. Davie (The Hague: Mouton, 1961), 189-199.

12 pjette defines these “key-word sound clusters” as “prose rhymes,” essentially a type of prosodic device primarily
based on repetitive phonetic patterns. Adam Piette, Remembering and the Sound of Words: Mallarmé, Proust, Joyce,
Beckett (New York: Clarendon Press, 1996) 43-44.
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Puis vivre, le temps de sentir, derriére mes yeux fermés, se fermer d’autres yeux.” Most directly
relevant to this study is Piette’s argument that the effects of repetitive sounds in prose, including
half-rhyme and other phonaesthetic devices, fulfill a similar function to the use of full rhyme in
verse:
“...the abstract properties of verse rhymes are analogous to the effects sound-repetitions
in prose. In other words, rhyme in a poem establishes comparison, settles the accent of
the stresses, initiates memory, makes play with the senses of the words, joins the
disparate to create a tertium aliquid. The key-word stress-lines that prose rhymes create
have similar purposes—they line up as stress-markers (perhaps contrary to the sense),
they as motifs ‘remember’ previous contexts, make out comparisons and create new
matter by syntheses, alter the senses of the words with the different order of their sounds.
These analogous effects are for the most part figurative in the sense that the accents and
memory they imitate are often emotional and psychological rather than purely
technical....sound-resemblances become prose rhymes as such only when they are
marshalled by the coordinating presence of strong acoustic and/or conceptual elements.
The strength will vary according to how far down a leitmotif-chain those elements appear.
As there are reasons for the ‘rhymes’ bein§ there in prose, there must also be reasons for
looking for the rhymes in the first place.”
Piette’s statement on coordination between acoustic and conceptual elements is particularly
important as it provides the final piece of a theoretical structure which combines the three main
features of the conceptual framework outlined above:
1) acoustics (“prose rhymes,” which represent the aural or euphonic quality of repeated
phonemes; in Piette’s study, these serve as stress markers),
2) metrics (“lines of stress” created by the order of sounds and patterns of phonemes and
governed by rules of grammar and syntax), and
3) semantics (“conceptual elements” and leitmotifs, whose significance is further
emphasized by context).

This tripartite conceptual framework is then extended by Piette’s main argument, which is that

ordered series of acoustic, metric and semantic elements in prose serve to initiate memory and

13 1bid., 44-5.
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spark emotional and psychological effects.** Although his evidence comes from modern French
and English literary prose, given the parallels to the types of patterns outlined in the case studies
below, his framework could equally be applied to the forms and effects of these constructions in

early Chinese literary works. As Wen Yiduo fi§—2% noted in Mythology and Poetry { fHiz5Ed
e . . . : . _
=F) , the mnemonic qualities of early Chinese rhyming poetry were a critical component in its

ability to be recalled and recited from memory and thus instrumental in its transmission down
through the ages, serving as both an expression of cultural tradition and a record of important
historical events from ages before record-keeping and textual transmission became sufficiently

reliable.®

1 This discussion encroaches upon the fields of semiotics and cognitive linguistics; a discussion of the emotional
and psychological effects of language (or simply of poetry and/or prose, for that matter) is well beyond the scope of
this study. However, a few comments by Roman Jakobson in his famous 1958 “Closing Statement: Linguistics and
Poetics” are worth bearing in mind when considering the relationship between sound, form and semantics: “The
emotive function, laid bare in the interjections, flavors to some extent all our utterances, on their phonic,
grammatical and lexical level....No doubt, verse is primarily a recurrent ‘figure of sound.” Primarily, but never
uniquely. Any attempts to confine such poetic conventions as meter, alliteration or rhyme to the sound level are
speculative reasonings without any empirical justification....Whatever the relation between sound and meaning in
different rhyme techniques, both spheres are necessarily involved.” Roman Jakobson, “Closing Statement:
Linguistics and Poetics.” in Thomas A. Sebeok, ed., Style in Language (Cambridge, MA: Technology Press of
Massachusetts Institute of Technology, 1960), 350-377.

15 The mnemonic value of the repetitive phrasing and euphonic patterns in early Chinese poetry has been discussed
by many scholars throughout the ages. Wen Yiduo frames his discussion around the relationship between the word
“poetry” (shi £ *s.to) and the word “will” (zhi & *ta-s), which he states has three meanings: “to remember” jiyi 5C
&, “to record” jilu C#% and “to cherish” huaibao £#; Wen argues the graphs were interchangeable in early
Chinese. While the argument that they were interchangeable is difficult to substantiate, there is good evidence that
they were homophonous, as ancient Chinese manuscripts show direct phonetic links between these two critical terms.
The best example comes from the Shanghai Museum manuscript “Confucius’s Essay on the Poetry” { FL 1555/ )
where the graph shi £F is simply written with zhi 2~ (as phonetic) over yan =, and zhi 7 is the phonetic above xin
L» in many early forms of zhi 7&; see Imre Galambos, Orthography of Early Chinese Writing: Evidence from Newly
Excavated Manuscripts (Budapest: Department of East Asian Studies, E6tvos Lorand University, 2006) for a range
of examples.

Stephen Owen and Kenneth Brashier have also noted the connection between these two terms and the
transmission of history via oral poetry; Owen’s comment on the famous line “Poetry speaks of aims, songs intone
the words.” "#5=7E » #sk= - | from the Classic of Documents is “The statement probably referred originally
to ‘intoning’ [reading yong 7k as yong k], stretching out the words in the act of singing. But commentators play on
the meaning ‘lasting long” [yong 7k], transferring it to another aspect of song, its ability to be preserved, carried afar,
and transmitted. Through the patterning of song, a text becomes fixed and repeatable. Unlike speech, which
disappears as soon as it is uttered, song is one of the earliest examples of the fixed text; and that repeatability is a
miracle.” Stephen Owen, Readings in Chinese Literary Thought (Cambridge, MA: Council on East Asian Studies,
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Indeed, what evidence do we have from early China that they were acutely aware of the
powerful psychological effects of the combination of acoustic, metric and semantic elements?
As Wen Yiduo noted, the most obvious answer lies in the extensive corpora of early Chinese
rhyming poetry, in which acoustic and semantic elements are combined in extraordinarily regular
metric patterns and which has comprised the core of the Chinese literary canon for at least two
millennia.’® For early Chinese prose, the most revealing analyses of the coordinative effects of
acoustics, metrics and semantics come from the field of early Chinese literary criticism, and in

particular, studies of the early Chinese literary form known as pian wen Ejf 32 “parallel prose” or
pian ti wen E}fHE S “parallel style prose.”

In 1959, James Robert Hightower published an article entitled “Some Characteristics of
Parallel Prose” in which he detailed a series of literary devices common to compositions which
are generally recognized as examples of the early Chinese parallel prose style as an introduction

to his translations of “Proclamation on North Mountain” ( 511132 ) by Kong Zhigui fLHEEE

(447-501 c.E.) and the “Preface to New Songs from the Jade Tower” ( KZ#rakF ) by Xu

Harvard University Press, 1992) 28-9, and Kenneth Brashier, “Text and Ritual in Early Chinese Stelae” in Martin
Kern, ed., Text and Ritual in Early China (Seattle: University of Washington Press, 2005) 259-68.

18 Naturally, Wolfgang Behr’s documentation of the widespread rhyming in the bronze inscriptions of the Western
Zhou also provide particularly outstanding prima facie examples of the use of phonaesthesia in early China. See
Behr, “Reimende Bronzeinschriften und die Entstehung der chinesischen Endreimdichtung.”

The most famous quotes on the primacy of poetry come from Confucius’ Analects, in particular the lines “If
you do not study the Poetry, you will be unable to speak [eloquently].” " “RNE » 4ELIE | (16.13) and “Poetry
can be used to arouse, to observe, to express congeniality, and to express resentment.” " &5 - B DI - B DIEH - @
DIEE » ®ILIZR - | (17.9) More apropos than these comments from the Analects, however, is a line from the third
strip of the Shanghai Museum manuscript “Confucius’s Essay on the Poetry” {fLT-&F&f) , which neatly describes
the “Airs of the States” ( & ) section of the Classic of Poetry:

“The Airs of the States’: The things (=subjects) it includes are broad, one can observe human customs in it, and

there is a great collection of material therein. Its words are eloquently patterned, its sounds are pleasant.”

TR Havts > BAGRE 0 KBS - HEW (50 HE (B) & -
Describing the poems in the ‘Airs of the States’ section of the Classic of Poetry as wen 3 “eloquently patterned”
makes very good sense, as those poems are in general the most repetitive in structure in the Poetry. Most relevant to
the current study is that in this passage artistic expression in language (“eloquently patterned” words) is discussed
side-by-side with “good sounds”; the composer of the Essay has highlighted that in the ‘Airs of the States’ the use of
language and the use of sound go hand-in-hand, and has singled these out as its most important attributes.
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Ling 74:#% (507-583 C.E.)."" In that article, the three general categories of parallelism which

Hightower argues distinguish early Chinese parallel prose are extremely analogous to those
which | have put forth above and thus serve as a prime comparative example for the framework
for this study, though the texts he discusses postdate the works featured in this study by several
hundred years. Hightower’s three general categories are “Metrical Parallelism,” “Grammatical
Parallelism” and “Phonic Parallelism,” and he provides specific criteria for each category,
reviewed in detail below. Most relevant to the current study are his descriptions of how acoustic
devices function in parallel prose, as several of these devices harken remarkably closely to those
employed in the ancient texts examined in chapters I1-1V.*

According to Hightower, “Metrical Parallelism” in parallel prose is marked by use of the

couplet as the basic structural unit, and while occasional isolated single lines do occur (he

17 According to Hightower, the literary style pian ti wen %=z or “parallel prose” is found no earlier than the
Eastern Han dynasty (25-220 c.E.), and he focuses on its use during the “period notorious for its almost exclusive
dedication to this style of writing,” the Southern and Northern Dynasties era (420-589 c.E.). Hightower notes that
parallel prose (or similar forms) continued to be used “at least as late as the Tang dynasty” (618-907 C.E.) and shares
many characteristics with the poetic form known as the “rhapsody” (fu lf{); he describes the “greater metric
irregularity” of parallel prose as the primary distinction between these two genres. That said, Hightower
acknowledges that “during the period when Parallel Prose exists as a style of writing used for other purposes than
the fu, the fu has acquired a much greater degree of regularity than it had possessed during the Former Han,” and
thus in the earliest periods of their use, the dividing line between these two literary forms, with the fu generally
viewed as a poetic form and parallel prose designated as prose (or “rhyme-prose”), is much less clear. See
Hightower, James Robert, “Some Characteristics of Parallel Prose,” in Studies in Chinese Literature: Harvard-
Yenching Institute Studies XXI, ed. John L. Bishop (Cambridge, MA: Harvard University Press, 1965), 108-9.

18 Joachim Gentz has recently written eloquently on the topic of the “marked orderliness” and parallel phrasing
within early Chinese texts: “[In Chinese] the use of tonal and graphic structures or their combination in graphically-
marked phonetic parallelism (based on etymological relationships within xiesheng-series) allow an additional level
of expression of parallelism in a variety of phonetic and graphic recurrences, such as alliteration, patterns of
reduplicated tonal sequences and rhyme, as well as by using unified classes of characters or graphemes with the
same graphic (content-associated) element. [In Chinese] this can be more easily introduced in parallelistic structures
and is also less obtrusive than in syllable-distinct, polysyllabic and alphabetically-written languages. Rhyme is
consistently applied not only in poetry, but also in parallel prose (pianti wen Ef#&:2).” (“Die Verwendung tonaler
und graphischer Strukturen oder deren Kombination in graphisch markierten phonetischen Parallelismen
(etymologische xiesheng-Verwandtschaftsserien) als zusétzliche Ausdrucksebene von Parallelismen erméglichen
eine Vielfalt phonetischer und graphischer Wiederholungen als Alliteration, Ton-Reduplikation Tonsequenzmuster
und Reim sowie als einheitliches Klassenzeichen oder Graphem mit gleichem graphischem (inhaltlich assoziierten)
Element. Dadurch kdnnen parallelistische Strukturen leichter eingebracht werden und ragen dadurch ebenfalls
weniger heraus als in silbendistinkten polysyllabischen und alphabetisch verschriftlichten Sprachen. Reim wird
nicht nur in Dichtung, sondern auch in Parallelprosa (pianti wen Ef#&57) konsistent angewendet.”). Joachim Gentz,
“Zum Parallelismus in der chinesischen Literatur” in Parallelismus Membrorum, ed. Andreas Wagner (Gottingen:
Academic Press, Vandenhoeck & Ruprecht, 2007) 243.
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describes these as “paragraphing devices,” as they usually signal the introductory or concluding
line of a paragraph), groupings of three, five or seven lines are relatively rare. Hightower notes
that in his studies of parallel prose he has found no examples of six lines in succession which
share the same metrical or grammatical structures. While couplets can be composed of
anywhere from three to seven “beats” (graphs), lines of four or six characters in length tend to
predominate, but even among these units there is great variety in their structure: some couplets
are ten graphs long (comprised of grammatical units of four plus six, or six plus four) while other
couplets are seven graphs long, and there seems to be no larger organizing metric principle
within any specific series. As Hightower notes: “Metrical parallelism, then, gives parallel prose
its characteristic distinction from prose which is not parallel: Parallel prose is rhythmic, but the
rhythms are continuously varied, and even when it uses rhyme, it is not likely to be confused
with verse.”®

“Grammatical Parallelism” (or “Lexical Parallelism”) is similarly present in both the
ancient texts analyzed in this study and the later genre of parallel prose, but differs greatly in
degree. As Hightower notes, parallel prose exploits parallelism in grammatical construction “to
the last degree,” whereby the order of words in the first line of a couplet is matched in
grammatical function by the words in the second line, reinforcing the metrical repetition. In this
study, examples of this type of parallelism can be seen occasionally (as in the Da Yu ding
sections 2.2, 2.5 and 5, the Dong fangding section 2, the Classic of Documents “Announcement
to Kang” chapter section 6 and “The Numerous Regions” chapter sections 2.3 and 4.2, and in the

speech by Fu Chen from the Zuo Commentary to the Spring and Autumn Annals) but in none of

19 Within the poetic form of most rhapsodies (fu fiit), four-character lines tend to dominate (though as noted above,
there are certainly many exceptions). As Hightower notes, the metric regularity of most fu clearly differentiates the
genre from the far less consistent metric structures in most works of parallel prose. Hightower, “Some
Characteristics of Parallel Prose”, 108-110.
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the early texts analyzed in the chapters below is grammatical parallelism as ubiquitous or as
regular as in many later works of parallel prose.

Hightower’s “Phonic Parallelism” (his category analogous to my “acoustic patterning”)
in parallel prose can be divided into three subcategories: repetitive and consistent end-rhyme
within discrete passages, binomial alliteration and phonemic repetition, and tonal patterning.
Most modern phonologists believe that Old Chinese did not feature tonality akin to the tonal
systems of either Middle Chinese or modern Chinese, and thus Middle Chinese tonality has not
been included in this study. Extensive examples of the first and second subcategories, however,
can be found throughout the texts analyzed below with many similarities to their uses in parallel
prose. Symmetrically structured parallel use of alliterative phrases and rhyming binomes occur
throughout works composed in the parallel prose style, much as it features regularly in early
Chinese poetry. In the case studies below, parallel alliterative constructions are most typically
found in the inscriptions on bells from the Western Zhou, but are also employed in the Classic of
Documents (see sections 2, 5 and 6 in the “Announcement to Kang” and the couplet at the
beginning of section 3.2 in the “Numerous Regions”) and in the parallel phrases in the speeches
recorded in the Zuo Commentary to the Spring and Autumn Annals.

The most important feature of acoustic patterning and perhaps the greatest similarity
between parallel prose and the texts detailed in this study, however, is the structure of passages
which feature end-rhyme. As Hightower notes: “End-rhyme is not an invariable feature of
Parallel Prose, but when it occurs it is used consistently and regularly, just as it is in verse....with
one exception, the change [in rhyme] always coincides with a change in paragraph, though not
with changes in meter. There is no case of a rhyme being continued through a paragraph

division, and it looks as though an important function of rhyme is to reinforce the logical

16



divisions of the piece, as indeed it does in the fu.”® In the ancient texts in chapters 11-1V below,
end-rhyme is employed in consistent and regular patterns, and just as in parallel prose, it seems
to be directly linked to the semantics and syntactic structures in the texts, wherein changes in the
acoustic pattern usually mark changes in topic. These divisions are particularly evident in the
Western Zhou bronze inscriptions, so much so that in many cases the acoustic patterns can be
used to divide an inscription into rhetorical and thematic sections. As the acoustic patterns in the
Classic of Documents are much less regular than those of the bronze inscriptions (and the texts as
a whole are far less formulaic), the uses of phonetic patterning to divide sections of a speech are
less obvious in that corpus, though there are still many places where they do seem to indicate
thematic divisions and highlight rhetorical flourishes (as in sections 11-13 of the “Announcement
to Kang,” for example, or sections 3.1 and 3.3 in the “Numerous Regions™). In the Zuo
Commentary to the Spring and Autumn Annals, the use of acoustic patterning in concert with
parallel syntactic and grammatical patterns is a regular feature of many of the speeches, though

in these examples, the phonetic patterning may well be best viewed as ornamental rather than
conscious attempts to employ acoustic patterns to create and emphasize semantic divisions.

As Hightower notes in the quote which opens this section, when viewed through the
tripartite framework for acoustic, metric and semantic features, the “essential quality of style”
which marks these works reveals the extraordinarily high levels of literary artistry and virtuosity
required of their composers. As Hightower opines at the end of his article, “Parallel Prose is as
untranslatable as poetry, and for the same sort of reason: its excellencies are verbal, linguistic;
they do not work their magic in another medium.” This description could be applied to many
forms of literary excellence, but the “magic” is especially clear in these types of texts; an

understanding of parallel prose thus provides deeper context for understanding the analyses and

2 hid., 114.
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translations provided in the case studies below, and a sense of the depths of complexity which

makes them such extraordinary examples of the literary arts.?!

Having reviewed the most directly relevant modern literary critical studies of the uses of
euphony and phonaesthesia in two types of prose, what evidence from ancient China also points
to an understanding of (or at least a predilection for) the psychological effects of combining
acoustic, metric and semantic elements? In the final part of this section, we will review the
primary evidence from early China on the inherent power of the marriage of sound, form and
meaning, working chronologically backward from the earliest systematic work of literary
criticism, the Wen xin diao long (S0 EERE) .

The Wen xin diao long, written by Liu Xie Z%# at about the turn of the 6™ century C.E.,
provides significant insights into the foundations of Chinese literary criticism and early Chinese
genre theory.? As it was written hundreds of years after the texts in the case studies below were

composed, it is an imperfect lens through which to view the literary devices and aesthetic

features of these most ancient texts, but just as comparisons with later forms of prose can inform

2! As Haun Saussy noted in “The Career of Rhyme™: «.. fixed patterns of rhyme were part of an international system
of communication that included ritual, writing, and music. Connections to such a system reinforce the idea that
poetry was an elite attainment performed with a strong awareness of rules and norms....frequencies [of rhyme in the
Western Zhou bronze inscriptions] seem to indicate that the origin of the rhyme-system lay in semantics, and that its
purpose was to create lingering harmonies that would spread the effect of the magical parts of a solemn utterance
over the whole.” Haun Saussy, “The Career of Rhyme: A Tentative Comparative Ethnographic Investigation”
(Address delivered at the Institute of Literature and Philosophy, Academia Sinica, Taiwan, August 2004,
unpublished), 13.

For an outstanding example of the rhetorical intricacy and complexity which was employed in early Chinese
texts, see Rudolf Wagner, “The Impact of Conceptions of Rhetoric and Style upon the Formation of Early Laozi
Editions: Evidence from Guodian, Mawangdui and the Wang Bi Laozi,” Transactions of the International
Conference of Eastern Studies 44 (Tokyo: Toho Gakkai, 1995), 32-56. Bernhard Karlgren’s study of rhyme and
phonaesthesia in the Laozi is reviewed in detail in Section 1.2.A below.

“2 The title of this work was translated as The Literary Mind and the Carving of Dragons in Vincent Shih’s 1983
complete translation of the work. Vincent Yu-chung Shih, The Literary Mind and the Carving of Dragons (New
York: Columbia University Press, 1959).
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our understanding of early textual practices, the comments in the Wen xin diao long are valuable

for their unique and valuable perspective on early Chinese conceptions of literary artistry.

In the chapter entitled “Zhi yin” (%13 ) , Liu Xie provides a concise summation of his

six most important features to consider when studying a literary work:*
When one wants to study the literary appeal of a text, one must first pay attention to six
aspects: the first is its genre and style, the second is its wording and rhetoric, the third is
its adherence to or departure from [established models], the fourth is its deviation from or
conformity to [established models], the fifth is its factual or intellectual content, the sixth

is its musicality. Once these techniques [=technical aspects] have been established, then
the merits and faults [=superior and inferior qualities] are clearly apparent.

ELURIBECE - St il - —Efrhe - BB =W U - TR
JNEE R o WrilgBi T - AlES RS -
Liu’s second, fifth and sixth attributes are roughly analogous to the metric, semantic and acoustic
categories discussed above, further expanded to specifically include genre and style and the
relationship of the work to previously established literary forms. As establishing precise
definitions for the abundant and relatively newly-established literary genres of the time is one of
Liu’s stated objectives for writing the Wen xin diao long, it is not surprising to see his emphasis
on the various genres and styles and their relationship to previous canonical models. Most

directly relevant to the current discussion is his mention of “musicality,” represented in the

above quote by the term gong shang = &, which are the first two notes in the pentatonic scale

most commonly used by ancient Chinese musicians, and reflects Liu’s implicit assertion that the
acoustic qualities of a literary work are best rendered using terminology from the field of music.
As will become apparent below, in early Chinese conceptions of literature the parallels between

literary theory and musical theory are well-established and many centuries old at this point: as

% The title of this chapter is extremely difficult to render in English, as it’s an allusion to the well-known tale of
bosom companions Bo Ya {74 and Zi Qi T-Hf, who “knew [each other’s] tone” (the literal translation) and
basically means “to know one another completely” (Bo Ya and Zi Si were both masters of the zither, or gin Z%, and
the line comes from the ability to immediately recognize the other solely by the sound of his musical “tone”). Shih
opts to translate the title as “An Understanding Critic,” but this elides the underlying nuances of the term.
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Liu notes, the patterns of acoustic elements in the language of a text were considered an essential
aspect of any literary work.
The clearest examples of Liu’s understanding of the importance of the acoustic qualities

of a piece of literature come in his chapter entitled “Sheng Iii” ( E&f# ) ,** in which he discusses
how well-wrought diction will “tinkle like resonant jade” " ¥5F54¥zE | and its “stylistic
power is fully manifested in harmony and rhyme” " JE JJE5 7 F0188 , . Liu provides precise
definitions for the critical terms “harmony” (he #1) and “rhyme” (yun &) in the next two parallel

phrases, noting that rhymes will fit a fixed pattern which is relatively easy to arrange, while the
harmony can “rise or fall” and is much more difficult to establish.” His critical summation
comes in the final line of the chapter: “The tones are used to regulate the writing, could one ever
disregard them?” " LIS » HAZH | | %

The final important distinction which Liu makes in the Wen xin diao long is the
relationship of rhymed to non-rhymed literary works, and which texts are included under the

umbrella terms used for these types of texts: wen =2 and bi 2. Liu states:

Nowadays there is a current statement which says that [among literary writings] there is
wen and there is bi; those which do not employ rhyme are bi, and those which employ
rhyme are wen. The wen is sufficient for [representation of] speech, and in principle
includes both the Poetry and the Documents; their separation into two categories is a
recent invention.

SZES AT A TE,  DREEE TE, o ARE T30 o KU
= OEEE (5 - (B o BIEWS BRRE Y

24 Literally meaning “rules for sound,” when referring to literary works sheng lii #/2 is most commonly translated

as “prosody.” Shih translates the term as “musicality” here. L{ also means proportion, as in a mathematical ratio,
which directly relates to music.

2T RDBETE - A o HRRN T > EESHRIE - BE S > FERAEE - A
GE o FIERE ZyE o FIRGHIE - HUsBsEsl - BEsr) o ENEE - GO - MIFRE S - BEEEihE
JFATEE o IRHEHRA - A Hakam - o (CCOLBEERE - )

%8 The term wen =z, which I have simply rendered as “writing” usually indicates a literary work, and here could also
be translated as “eloquence”; its full connotations and semantic nuances are discussed in footnote 28 below.

2T (SzUMEERE - 444fT)  Stephen Owen claims that even by the Song dynasty (960-1279 c.E.), Chinese discourse on
literature did not “distinguish perfectly between the semantic aspect of language and the purely formal (phonic,
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The central concept in the above quote is wen =7, generally understood here and in similar

contexts to represent “patterned” or “ornamented” writing.28 Most importantly, Liu’s use of
rhyme as the critical marker of the wen-ness of a piece of writing speaks to the importance of the
acoustic aspects of a literary text in the Chinese tradition. As both poetry and prose are expressly
defined as wen, the most likely connotation for wen here is “patterned” without specifying a
precise type of patterning: it could be metric, grammatical, rhetorical, generic or most likely, a
combination of some or all of these.?® However, given the close proximity to his comment on
rhyme as a key evaluative component of literary forms, it is important to consider whether
phonaesthetic patterning is also playing a significant part in Liu’s understanding of wen. Given
the patterns indicated in the case studies presented below (particularly those presented for the

Classic of Documents), wen as defined in this passage seems to indicate literary artistry featuring

syntactic—though exceptions exist in rhyme and tonal balance).” This citation demonstrates that Liu Xie was
already acutely aware of differences between rhymed and non-rhymed compositions and generic boundaries, and
although many of his criteria rely upon formal characteristics of language, it is unclear whether he conceived of
them as “purely formal” (as Owen defines the term), and further, we do not know whether the sensitivity to written
forms of language that he expresses was widespread at the time or particular to Liu (I suspect the latter). See
Stephen Owen, Readings in Chinese Literary Thought (Cambridge, MA: Council on East Asian Studies, Harvard
University Press, 1992), 415-16.
%8 As Uffe Bergeton discusses at length in his recent doctoral dissertation, while the term wén later takes on a wide
range of connotations, such as “writing,” “literature” and “culture,” its original meaning was “pattern,” specifically
“(a) as a word referring to concrete decorative patterns on physical objects, (b) as a word referring to rank-
indicating embroidered emblems on garments and flags and (c¢) as a word meaning ‘awe-inspiringly beautiful’ and
used in expressions referring to ancestors and in posthumous titles.” The use of wén ¢ to indicate decorative
patterns on garments (the word in modern Chinese normally for this connotation is wén 4, with the addition of a
“silk” determinative) is supported by paleographic forms of the graph, which depict a person wearing a breastplate
adorned with cross-hatching or patterning. Bergeton draws a parallel with the English term “decorated,” as one
might describe “a decorated soldier,” a similar use of a visual term extended to indicate high rank or status. See
Uffe Bergeton, “From Pattern to ‘Culture’?: Emergence and Transformations of Metacultural Wén” (Ph.D. diss.,
University of Michigan, 2013), 108.
% Liu uses shu 2 here, which | have taken as parallel to shi &5 to mean the Classic of Documents, but like the term
shi, shu was a blanket term for prose writings at the time, normally indicating official records, accounts, annals and
histories, as in the categorizational term shu lei Z&. Similarly, while I have taken Liu’s reference to shi to be
indicating the poems in the Classic of Poetry, he could equally be indicating poetic works in general, shi standing in
for shi lei F2H.
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phonetic or phonaesthetic patterning, as well as the rigorous organization of images and ideas, in
prose as well as poetry.

The “Great Preface” ( AF¢) tothe Mao = recension of the Classic of Poetry,
traditionally attributed to Confucius’ disciple Zi Xia & (or to Confucius himself),*® is widely

considered the greatest single work of early Chinese literary criticism related to poetics and
contains a famous passage which outlines the relationship between wen and the acoustic
attributes of a text:

The emotions emerge in sounds; when those sounds are put into wen (=patterns), they are
called ‘tones’. Therefore, the tones of a well-ordered age are calm and express joy, its
government is harmonious. The tones of an age of disorder are resentful and full of anger,
its government is perverse. The tones of a state which is perishing are mournful and
contemplative, its people endure hardships.

BN BRI #H2 T - BHUaTH 2 F 4% » HEGN - gLt FRE
e - CEZER=UE > HRA -

As the “Great Preface” defines it, it is the “tones,” the acoustic patterns in a text, which provide

the critical indications of the state of the social order.** The opening section to the “Record of

% The attribution to Zi Xia, which became the orthodox view by the Tang dynasty and is still widely used today, can
be traced back to the “Chronology of the Poems™ Shi pu (&5 ) by Zheng Xuan #[f27, the renowned Eastern Han
scholar. Others, however, attribute the Prefaces (or at least their compilation) to Wei Hong ##%%, a scholar of the
Mao recension of the Poetry who was active during the Eastern Han. As Steven Van Zoeren noted, “Theories
concerning the authorship of the Preface are, in the words of the editors of the Qing Complete Library in Four
Treasuries (Siku quanshu), ‘confused and disorderly, a host of conflicting opinions.”” See Van Zoeren, Poetry and
Personality: Reading, Exegesis, and Hermeneutics in Traditional China. (Stanford, CA: Stanford University Press,
1991), 90-91.

* There is also a related passage from the Lie zi (%] F) which relates the story of how Yao learned of the
prevailing sentiments and state of order in the realm by going out into the countryside and hearing a rhyming stanza
from the Poetry (which in the passage is called a “children’s ditty,” tong yao #3%) recited by a child, but in the
story the connection between the acoustic harmony of the poem and harmony among the people is not stated
explicitly, as it is in the “Great Preface” and the “Record of Music™:

“When Yao had been governing for fifty years, he did not know the state of order in his realm, or if he had the
support of the multitudes. He turned to ask his courtiers, but they did not know. He inquired outside the court, but
those outside the court did not know. He inquired outside the city, but outside the city they did not know either.
Yao then wandered in disguise along the highway, where he heard a child reciting a rhyme, saying: “You raised us
up, the thronging peoples; this is nothing but your doing. Not trying to be clever or knowing; you follow the Lord's
precepts.” Yao was delighted, and asked, “Who taught you this saying?’ The child said, ‘I heard it from an official.’
Yao asked the official, who said, ‘It is an old poem.” Yao returned to the court, summoned Shun, and abdicated his
rulership. Shun did not decline, and accepted.” (The first two lines are from the poem “Mighty Are You” in the

22



Music” (#gz ) chapter of the Record of Ritual (f&zc.) from the Western Han dynasty uses

extremely similar language to describe the patterns inherent in music and their effects upon the

individual, with a critical final affective caveat:

All tones which arise come from the human heart (=mind). When the human heart is
moved, something has caused it. Stirred by something into movement, it takes on form in
sound. When sounds respond to each other, changes arise; when these changes have wen
(=patterning), they are called ‘tones’. Setting the tones side-by-side and making music
from them, with shield and axe [for martial dances] or feathers and banners [for civil
dances], this is called ‘music’. Music is that which is created from tones. Its root lies in
the stirring of the human heart by something. Thus, when a heart which is sorrowful is
stirred, its sounds are vexed and anxious; when a heart which is happy is stirred, its
sounds are relaxed and leisurely; when a heart which is delighted is stirred, its sounds
pour out and scatter; when a heart which is wrathful is stirred, its sounds are crude and
harsh; when a heart which is respectful is stirred, its sounds are upright and pure; when a
heart which is in love is stirred, its sounds are harmonious and yielding. These six
[conditions] are not in one’s innate nature, they are set in motion only after being stirred
by something. Therefore, the former kings exercised caution in that which they used to
stir [the emotions]. For this reason we have rites in order to guide the will, music in order
to harmonize the sounds, government in order to unify actions, and punishments in order
to prevent transgressions. Rites, music, government and punishment are ultimately one
and the same: a means to unify the hearts of the people, and to correctly execute the Way.
All tones are created from the human heart; the emotions are moved within and take form
in sounds.

NEZHR » HALEL  NOZE » PHEZ 3 o R Pe) - SOPTE - BAENE -
WUARSE S BT 0 R o EEEIMSE Y RHRCPIE - sE 2R - g8 F PR
o HAAE O Z BRI, - BT ORGE » HAEMELRS  HEB LR - HEE
PA&E 5 HEOEGE - HEE DA BARVOEE - HEHLUE © Hau R - HEEH
DUBE s HAELEGE - HEEMIDISE - NFE - JEME - BRI EE) - Eie AT P
Rz - e LIEHEGE » SEDIAIEAE » BA—HAT - LI H 2R - 1S8R » Hofi
—t > FRA AR OIS AE - LSS - EALED - FE - #opeE - *

Classic of Poetry, Mao #275, and the second two lines are from “Sovereign Might,” Mao #241; ji fi&x *N-kok and ze
HI] *tsSak would have formed a perfect rhyme in Old Chinese.)

ESER T AT AR TIEER AR ? NAIEIK Z FERC L - RFRE IR 2 BER /oA - 726 R4 -
RISNH > SNEIRA - RITERETF - FEEPARA - S8R R > MG EREE © T BORR > BEPERIMR - Nak
A EREZ A - 5 BERME - THBEEAILE ? s ERH - THREZAREK - 5 BIRKR KRH - ThEr
o g FIEE 0 H%5 o REDIKT - SEAgFm= 2 - o (FIF - FE)

%2 See also Stephen Owen’s discussion of this passage in Owen, Readings in Chinese Literary Thought, 51.
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The “Record of Music” follows this statement with precisely the same words used in the passage
quoted above from the “Great Preface,” beginning with “when those sounds have patterning,
they are called ‘tones’.”

These critical distinctions are of paramount importance to the framework for this study
and help provide an initial answer to the question: Why were acoustic patterns in language and
music so important to the ancient Chinese? As these passages reveal, the sounds of an age,
whether expressed in language or in music, directly express and reflect the sentiments of the
people and indicate the state and quality of their government. The “Record of Music” states
explicitly that the great kings of old were therefore extremely careful in the ways they stirred the
emotions of the people and would have expressed themselves in a manner so as to both reflect
and promote a harmonious society. This results in the analyses below suggest that the acoustic
and phonaesthetic patterns in the speeches of those great kings likely reflect a strategy of rhetoric
and thus of governance: patterns of euphony in the speeches were very likely a tactic to attempt
to foster a sense of harmony in the relationship between speaker and listener, between the
governors and the governed. As the “Record of Music” states: “Rites, music, government and
punishment are ultimately one and the same: a means to unify the hearts of the people, and to
correctly execute the Way.” Having explored the relationship between phonaesthetic devices in
early Chinese prose and poetry, the literary arts and music, let us now turn to the study of
rhetoric and phonorhetoric as it applies to euphony and acoustic patterns in early Chinese

literature.
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I.1.C Early Chinese Rhetoric and Phonorhetoric

In general, scholars of ancient texts must read out loud, sometimes quickly, sometimes
slowly, following the self-apparent durations (=rhythms) of the text. If one merely reads
silently, then until the end of one’s life one will remain an amateur [scholar].

RIRE S - MERUERE » N - (A2 818 - HEERE &S IFIMT
o

—Yao Nai #k&E, from “A Letter to Master Chen” { BA[FERE -3 )
All human societies have more than one level of discourse, used in different situations.
These probably derive from the basic distinction of speech and song. ‘Formal language,’
required in ceremonial or official contexts, often has poetic features and often seems
archaic. Archaism certifies the authenticity of the message by suggesting its conformity
with beliefs of the past. Use of formal language has to be learned and is not available to

everyone; it thus exercises social power of a conservative sort.
— George Kennedy, Comparative Rhetoric, p.216-17

Most modern scholars of early Chinese rhetoric (xiucixue {Zg#£2) begin their studies
with Confucius’ Analects and other early Chinese works of philosophy, such as the Mencius { &
+-) ,the Mo zi (Z£7+-) andthe Han Fei zi {(§&JET-) , disregarding the forms of rhetoric

found in earlier works, such as the Classic of Documents and Zhou-era bronze inscriptions.
However, there have been a few Western and Chinese scholars who have analyzed the use of
acoustic patterning as a rhetorical device in ancient Chinese literary works.** Scholars such as

Chen Jiebai [+, Chen Wangdao [ 2238, Jin Zhaozi 4:JkF¥¢, Karl Kao, Ursula Heidblichel

and Ulrich Unger have largely followed Greek and Latinate concepts of rhetoric, while others

such as Fu Lipu {F5#4#, Xing Lu and George Kennedy have framed their discussions within the

rich traditions of studies of Chinese thought (sixiangxue EAEE2) and the wide variety of

% As poetry is the primary foundation of the Chinese literary canon and the effective use of quotation from
canonical poems held an exalted position in early argumentation and oratory, Chinese scholars have long included
poetry (which generally features the consistent use of end-rhyme along with parallelism, alliteration and other
acoustic devices) and rhyme-prose in their basic conceptions of rhetoric, phonaesthetics have tended to have a much
higher profile in Chinese studies than in those which rely upon Greek or Latin conceptions of rhetoric.
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rhetorical practices in classical Chinese literary works, including poetry.** Most recently, the
concept of “Chinese phonorhetoric” (hanyu yuyin xiucixue JE:EZEZ{ZEEE) has been employed
by a few current scholars such as Li Weiqi Z24¥5, Huang Yuezhou &5l and Sun Sujie f43
7K in their analyses of phonaesthesia in early Chinese literature. The first half of this section

discusses the work of scholars of rhetoric working in the United States and Europe, while the
second half is dedicated to Chinese scholarship on rhetoric and the acoustic devices and effects

featured therein.

The first systematic treatise on the development of rhetoric in China produced by a
scholar in the West was published by Karl S. Y. Kao in 1986.%° In the article, Kao claims that
“rhetoric as a discipline has never been clearly established in China.”* He also argues for a
“distinction between persuasive rhetoric and ‘ornamental’ rhetoric,” wherein ornamental rhetoric

is represented by the genres of the rhapsody (fu i) and “parallel prose” (pian wen 5} 52,

discussed in detail in the previous section). Kao dates the rise of both of these styles to the Han

% The prototypical model for Greek and Latinate rhetorical concepts was established by Aristotle in his Pyzopixii
[Rhetoric]. Under “antithesis” (dviifsoig, meaning “juxtaposition”) Aristotle discusses the device of acoustic
repetition (rapopoiwoig [paromoeosis], technically a combination of isocolon and assonance), and his examples
feature alliteration, consonance and homoioteleuton, but compared to concepts like metaphor and enthymeme
(syllogism), these devices are given relatively little emphasis in Western studies of rhetoric. See Aristotle, Rhetoric
(Book 111, Chapter 9), Theodore Buckley, Aristotle's Treatise on Rhetoric (London: H.G. Bohn, 1853), 232-34 and
Edward Cope, The Rhetoric of Aristotle, vol. 3 (Cambridge: Cambridge University Press, 1877), 104-5.

% Karl S. Kao, “Rhetoric,” in William Nienhauser, ed., The Indiana Companion to Traditional Chinese Literature
(Bloomington, IN: Indiana University Press, 1985), 121-37. Previous Western works discussing forms of Chinese
rhetoric include Angelo Zottoli, Cursus Litteraturae Sinicae (Zhanghai: Ex Typographia Missionis Catholicae in
orphanotrophio Tou-sé-w¢ (Tou-chan-wan), 1879); Evan Morgan, A Guide to Wenli Styles and Chinese Ideals
(Shanghai: Christian Literature Society of China, 1931); E.R. Hughes, The Art of Letters, Lu Chi's “Wen Fu,” A.D.
302 (New York: Pantheon Books, 1951); and Friedrich Bischoff Interpreting the fu: A Study in Chinese Literary
Rhetoric (Wiesbaden: Steiner, 1976), but none of these works represent a comprehensive, systematic study of
Chinese rhetoric.

% ibid., p.122. This is a very debatable comment, as there seems to be much evidence that rhetoric under the term
xiucixue fZ&#2 has been well-established in China for at least eighty years now, and certainly seems to constitute a

true “discipline” (a “branch of learning or knowledge,” as the OED defines it) in Chinese studies.
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dynasty and makes the argument that forms of rhetoric prior to the Han fall under the category of
“persuasive discourse”:
The earliest examples of persuasive discourse are found in the speeches attributed to the
Shang and Chou rulers and their military commanders, such as their charges against the
enemy and the exhortations to their own troops. These speeches as preserved in the Shu-

ching Z4X are either forensic or deliberative in nature. During the Warring States period
a highly rhetorical form of oratory was practiced by political counsellors and diplomatic

agents. Such speeches survive only in later recreations, and it is uncertain whether the
original oratorical models were delivered extempore or were planned compositions
(written or memorized). As in the West, rhetorical persuasion became one primary
model of political discourse.*’
As the texts analyzed in the case studies below are precisely those which Kao mentions above,
and the evidence shows that even Kao’s “persuasive” forms of discourse made use of phonetic
patterning and literary ornamentation, this study raises the question whether a strict distinction
between these two larger categories of rhetoric is an accurate model for the early Chinese case.

Kao alludes to this distinction in his claim that of the “eight factors of style” put forth by Yao

Nai %k, which Kao translates as “spirit, reason/argument, air/entelechy, flavor, figures, rules,
sound/rhythm, color/diction” " fH#i ~ FH ~ 5 ~ Bf ~ #& ~ 1 ~ B - &1 |, the first four are “the

stylistic use of language and hence not rhetoric,” while the second four, including sound, “about
the compositional cause and choice of figures in the process, are rhetorical.”*® Despite this
comment, in the thirty types of rhetorical structures Kao details at the end of his essay, no
mention is made of rhyme or phonetic patterning as a rhetorical device (even under “antithesis,”

which is where Aristotle defines it in his Rhetoric), with the sole exception being three types of

37 Kao, “Rhetoric”, 121.
% |bid, 124.
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single words or two-graph compounds.

In contrast to Kao’s article, in the early 1990’s a pair of German scholars produced
detailed works on early Chinese rhetoric, and both describe rhyme and phonetic patterning as
important features of these types of texts. Ursula Heidbiichel’s 1993 Rhetorik im Antiken China
focuses upon rhetorical styles in the Zuo Commentary to the Spring and Autumn Annals (see the
analyses in chapter 1V below) and includes a section detailing six short passages which feature
perfect end-rhyme in metrically regular patterns. As Heidbiichel notes in her introduction: “In a
study of ancient rhetoric, not only the grammar and lexicon of ancient Chinese must be taken
into consideration; the contemporary phonetic form of the words must also be noted. This is
particularly evident in the treatment of figura etymologica, paronomasia (punning), wordplay
and rhyming passages.”*

Shortly thereafter, in his 1994 Rhetorik des Klassischen Chinesisch, Ulrich Unger
included a section on “Acoustic Devices” (Akustische Kunstmittel) in which he describes two
rhetorical features of early Chinese texts directly related to phonetic patterning: “Rhythm”

(metrics) and “Assonance and Rhyme,” which details uses of assonant, consonant and alliterative

pairs of graphs (specifically the types of compounds called shuang sheng %% “paired sounds”
and die yun £¥5 “reduplicated rhymes” in Chinese), end-rhyme in metrically regular patterns,

and “tonality” (euphony and tonal prosody). Unger’s examples in this section are taken from a

% «phonological punning” is Kao’s translation of xie yin %3, which literally means “acoustic harmony” or
“euphony.” His limited consideration of acoustic devices in rhetoric is apparent in this extremely narrow definition
of xie yin. 1bid., 135.

“0 “Bei eine Untersuchung der antiken Rhetorik sind nicht nur Grammatik und Lexik des Altchinesischen zu
beriicksichtigen; auch die zeitgendssische lautliche Form des Wortes muR beachtet werden. Dies wird besonders bei
der Behandlung der Figura etymologica, der Paronomasie, des Wortspiels und der reimenden Passagen deutlich.”
Ursula Heidbiichel, “Rhetorik im Antiken China: eine Untersuchung der Ausdrucksformen héfischer Rede im Zuo
Zhuan, Herzog Zhao” (Ph.D. diss., Westfélische Wilhelms-Universitat Miinster, 1994), 20-21.

28



wide range of early Chinese sources: under Rhythm, he cites lines from the Records of the

Warring States (&kE) , the Spring and Autumn Annals of Master Lu { = [ZFk) , the Sun
Zi {(f41-) andthe Mencius {(FT) ; under the heading “Accordance with the models shuang
shen and die yun” he cites the Zhuang zi {FT-) , the Mencius and the Lao zi; under End-
Rhyme he cites the Zuo Commentary to the Spring and Autumn Annals, the Han Fei zi (§&3E
+-) , the Lao zi and the Shi zi {J7-F) ; and under Tonality, Unger provides three examples

from the Spring and Autumn Annals of Master LU and details regular patterns of “high” or “even”

(ping 3F) and “low” or “oblique” (ze [X) tones in four works from the Classic of Poetry.** Most

directly relevant to this study are Unger’s remarks on the close relationship between poetics and
rhetoric, in which he notes that despite the fact that each contains aspects which would seem to
be able to serve as individual markers, when one attempts to separate the two forms, the border
immediately blurs, as those precise individual markers are also present in the other:

...there are generally, and particularly in Chinese, an integration of poetics and rhetoric,
and each of these with grammar. Poetry has its own forms, and ‘artistic prose’
[Kunstprosa] as well. However, once one seeks to designate them as separate entities, the
borders blur. One would consider metrics and rhyme as specific to poetry, possibly
developed in and for it, but these are also found in artistic prose; certain figures, such as
chiasmus and antimetabole, create a marked rhetorical impression, and they are then
specifiiglly called rhetorical figures and treated as such, but one finds them also in
poetry.

1 Unger uses Middle Chinese for the phonetic reconstructions and tones in his analyses, but as noted above, most
linguists feel Middle Chinese is not completely accurate for early works such as these; the Middle Chinese tonal
system was not in widespread use until the Southern and Northern Dynasties (420-589 c.E.) period.

“2 Here is the full quote: “The conscious design of the language with the aim to make it smoother, more accurate and
vivid leads to the creation of special forms of expression in poetry and in ‘artistic prose’ [Kunstprosa]. These forms
generally belong to their own level of organization in language, a higher-level grammar. They are the
object/theme/topic/subject of poetics and of rhetoric. Nevertheless, there are generally, and particularly in Chinese,
an integration of poetics and rhetoric, and each of these with grammar. Poetry has its own forms, and artistic prose
as well. However, once one seeks to designate them as separate entities, the borders blur. One would consider
metrics and rhyme as specific to poetry, possibly developed in and for it, but these are also found in artistic prose;
certain figures, such as chiasmus and antimetabole, create a marked rhetorical impression, and they are then
specifically called rhetorical figures and treated as such, but one finds them also in poetry....Artistic prose is
inconceivable without rhetoric. In the broadest sense, rhetoric is to the art of prose what poetics is to poetry.”
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In the late 1990’s, several scholars began to call for a reevaluation of Chinese rhetoric,
away from traditional European models and rooted more in understandings of systems of thought
and discourse specific to early China. In 1998, Xing Lu published Rhetoric in Ancient China:

Fifth to Third Century B.C.E., in which she argues that rather than xiuci {&Zg¥, the better term for
understanding early Chinese rhetorical practices is “argumentation” (bian % or ming bian £4%:¥,

which she describes as “argumentation based on logic”).** Lu’s work on rhetoric includes
sections on argumentation strategies in the Western Zhou dynasty and in the Classic of
Documents, Zuo Commentary to the Spring and Autumn Annals and the Classic of Poetry,
focused upon logical and semantic structures and devices within the texts. In her section on the
speeches of the Zhou dynasty, Lu comments that on “rhetorical occasions” elaborate and
persuasive forms of discourse were required and “poetic expression could no longer satisfy the
rhetorical need,” though she does not specifically address the effects of rhyme and phonetic
structures, types of ornamental rhetoric, or directly link literary techniques common to the poetic

tradition with Zhou-period developments in oratory and rhetoric.**

(“Die bewuBte Gestaltung der Sprache mit dem Ziele, sie geschmeidiger, treffsicherer und anschaulicher zu machen,
fuhrt zur Schaffung besonder Formen des Ausdrucks, in der Poesie und in der Kunstprosa. Diese Formen gehdren
grundsatzlich einer eigenen Organisationsebene der Sprache an, einer der Grammatik tibergeordneten. Sie sind
Gegenstand der Poetik und der Rhetorik. Nichtsdestoweniger bestehen generell, und besonders beim Chinesischen,
enge Verflechtungen der Poetik mit der Rhetorik, und jeder der beiden mit der Grammatik. Die Poesie hat eigene
Formen, und ebenso die Kunstprosa. Sobald man jedoch eindeutige Zuordnungen versucht, verwischen sich die
Grenze schon. Metrik und Reim mdchte man fir Specifica der Poesie halten, womdglich in ihr und fur sie
entwickelt, aber finden sich auch in der Kunstprosa; bestimmte Figuren, wie Chiasmus und Antimetabole, machen
einen ausgesprochen rhetorischen Eindruck, und sie werden denn auch speziell als rhetorische Figuren bezeichnet
und behandelt, aber man trifft sie wohl auch in der Poesie an....Kunstprosa ist ohne Rhetorik nicht denkbar. Im
weitesten Sinne also ist Rhetorik fiir die Kunstprosa das, was fiir die Poesie die Poetik ist.””) Ulrich Unger, Rhetorik
des Klassischen Chinesisch (Wiesbaden: Harrassowitz, 1994), xii-xvi.

* The ming 44 from ming bian £4%¢ in Lu’s argument, which she renders as “logic,” comes from its use in the
Confucian doctrine “Rectification of Names™ zheng ming 144, defined by Warren Steinkraus as the concept that
“things in actual fact should be made to accord with the implications attached to them by names, the prerequisites
for correct living and even efficient government and that all classes of society should accord to what they ought to
be.” See Warren Steinkraus, “Socrates, Confucius, and the Rectification of Names,” Philosophy East and West 30
(1980): 261.

* Lu Xing, Rhetoric in Ancient China: Fifth to Third Century B.C.E. (Columbia, SC: University of South Carolina
Press, 1998), 58. The full quote on speechmaking in the Zhou reads: “In the Zhou dynasty, with the popularity of

30



Finally, the recent outgrowth of comparative studies of rhetorical traditions as in the work
of George Kennedy deserves mention, as these studies include discussions of how the
ornamental aspects of rhetorical language, even in its persuasive modes, are directly linked to
features of song and speech.* In the quote which opens this section, Kennedy describes the
“formal language” of rhetorical discourse as exhibiting both poetic and archaistic features.
Linking rhetoric to oratory, he comments that “rhetoric was conceptualized in ancient China and
terminology was created to describe features of invention or style, but speech was not studied as
a separate discipline; it was always thought of as a part of political and moral philosophy.”* In
comments which echo Unger’s description of the interconnected nature of poetry and rhetoric,
Kennedy notes that while Confucius seemed to view poetry as primarily a medium for moral

instruction, “many songs...have the characteristics of ‘formal language’ as found elsewhere,”

and feature the use of rhyming verse akin to “religious poetry in nonliterary societies and in

poems as essential means of realistic and moral communication and demands for speeches for the purpose of
political persuasion, self-consciousness in the art of discourse increased and people began to be aware of the power
of words in changing human perceptions and actions. Rulers often gave speeches at public events, and ministers
were frequently consulted on state affairs. On these rhetorical occasions elaborate and persuasive forms of discourse
were required. Making ethical, emotional, psychological, and rational appeals, the culturally honored forms of poetic
expression could no longer satisfy the rhetorical need. Speeches characterized by persuasive intent and the
development of ideas, which were accompanied by illustrations, became a more effective form of communication.
With the establishment of an official culture and the increased use of historiographers, more speeches were being
recorded.” Lu does mention that the poems in the Poetry would have been sung and danced, but even in discussing
the Poetry, she does not directly connect their semantic content to phonaesthetics or ornamental devices. For Lu,
elegance and artistry in rhetorical language is logical or semantic; see her comments on ci &% on pages 77-8.

*® David Scaberg presents a similar argument, but specific to early China: “...what is notable about early Chinese
song is how in every respect it is founded on a devotion to historical memory....Unlike more formal discussions of
history and the methodology of historical investigations, however, the songs are the products of an aesthetically
engaged and creative habit of commemoration. They invite the listener to hear in the space of a rhyme or two the
essence of an epoch; and in their connection with heroes, they personalize history, at the same time filtering it
through a set of generic conventions that belong to song.” David Scaberg, “Song and the Historical Imagination in
Early China” in Harvard Journal of Asiatic Studies, vol. 59(Cambridge, MA: Harvard-Yenching Institute, 1999),
357-59.

“® George Kennedy, Comparative Rhetoric: An Historical and Cross-cultural Introduction (New York: Oxford
University Press, 1998), 166.
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magical formulas.”*’ In his concluding chapter, Kennedy further describes the close links

between styles of speech and song and the formal language used in political discourse:
Comparative study reveals that human societies all over the world recognize a variety of
different styles of speech in their native languages, styles that are regarded as appropriate
for certain occasions or subjects. Probably the oldest distinction is between the styles of
speech and song, followed by a development of styles of formal speech, which often
borrow vocabulary or compositional devices from song: for example, rhythm, alliteration,
and assonance. The more formal and serious the occasion, the more formal the language
should be; the most extreme elevated language is that of religious ritual, which may be
incomprehensible to all except those initiated into it. Formal political deliberation
usually requires the use of some degree of formal language.*®
The early 1930’s were a foundational period in modern Chinese studies of rhetoric and

Chinese scholars produced several works which would remain influential for decades: the 1931

Xiucixue ({Z#g#2) by Chen Jiebai [+, followed by Xiucixue fafan ({Zg¢E23E N.) by
Chen Wangdao [#2 3 and Shiyong guowen xiucixue (& HESC{EFEE ) by Jin Zhaozi £&JK
% in 1932. Perhaps due to his focus on parallels between premodern Chinese and ancient Greek

and Latin rhetorical styles, outside of a few general comments on “harmony” (xiehe & #/1), Jin

" Ibid., 145. On the subject of phonaesthesia in early Chinese magical formulas, Donald Harper has analyzed a
range of texts on the sexual arts and found that many are comprised of a combination of verse, prose and rhyming
phrases. The verse sections of some of these texts are three graphs per line, rhyming on the final graph, followed by
sections of non-rhymed prose which serve to clarify the content and procedure. Harper provides examples of what
he describes as “examples of cryptic verse on physical cultivation” and notes: “The use of verse as a mnemonic
device should also be considered. Techniques and formulae were often committed to verse as an aid to
memorization.” Donald Harper, “The Sexual Arts of Ancient China as Described in a Manuscript of The Second
Century B.C.” in Harvard Journal of Asiatic Studies, vol. 47 (Cambridge, MA: Harvard-Yenching Institute, 1987),
560-66.

Paul Copp, in his work on early Chinese Buddhist spells and dharani, states that “dharanis are filled with
assertions that the only way to invoke the powers of a spell is to properly pronounce it,” and that when spells in
Indic texts were transliterated into Chinese, the original sounds must be reproduced as accurately as possible for the
spell to work, even if the result was essentially nonsensical to the practitioner. Paul Copp, The Body Incantatory:
Spells and the Ritual Imagination in Medieval Chinese Buddhism (New York: Columbia University Press, 2014), 4.
“8 Ibid., p.227. It is worth noting that Kennedy parallels Kao and dates the beginnings of epideictic rhetoric to the
Han period rhapsodies (which he describes as “poetic prose”) and states that literary and aesthetic criticism akin to
Western practices began in China only in the early centuries of the common era, but this ignores passages of Xunzi
and Sima Qian (among others) which provide Chinese analogues to Greek traditions of aesthetic criticism.
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provides little comment on acoustic devices in early Chinese rhetorical constructions, but the
works by the two Chens contain valuable observations on the role of acoustics in rhetoric.*
Chen Jiebai’s Xiucixue was the first major modern work on rhetoric in Chinese.”® In his
comments on “harmony,” under the section heading “linguistic charm™* he discusses the great
importance of acoustics in rhetoric and comments on the close connection between sound and
meaning in literary artistry: “...all these [examples] are the use of words with “illustrative
acoustics” to cause a feeling of mutual harmony between pronunciation and meaning, providing
a feeling of greater aesthetic pleasure when compared to common speech.” Chen follows with

a discussion of “style and form” (gell £%{F) and “tone of voice” (kou tiao [15), ending the
section with the trenchant quote from the Qing dynasty literary scholar Yao Nai %k featured at

the head of this chapter. Chen later takes up the topic of rhyme and rhyme schemes, and his
definitions and examples in this subsection are taken from the field of Chinese poetics. He notes
that in poetry, rhyme schemes and rhyme words are primarily employed to separate semantic

units, with rhymes marking the end of every line, every other line, or simply in regular

9 As rhyming poetry did not become common in European literary traditions until the Middle Ages, Greek and
Latin definitions of rhetoric generally include little discussion of rhyme, except as a form of antithesis (as in
Aristotle’s Rhetoric) paired with alliteration and homoioteleuton. In his section entitled “Harmony” (xiehe &#1) Jin
discusses metric parallelism, figures of repetition of the same word or phrase (under the term jiuchan 4l4%) and the
use of reduplicated binomes in classical Chinese prose. Most interestingly, in his comments on “tone and pitch”
(tiaoyinjie A (1, meaning patterns of “level” (ping ) and “oblique” (ze [X) tones in the tonal systems of the
Southern and Northern Dynasties period through the Song dynasty), Jin notes that tonal patterning is not solely
found in “rhymed writings” but also in prose: " HEIRICATEE - BIE AGES T EAISGE B A2 & > I8
BISCF BRI E AR B8 - Mt N ZFras Kt - REIRERCSCH 2 > BCOREEEEERE © 4 Jin
Zhaozi 4 Jk#¢, Shiyong guowen xiucixue (& &g EE) (Guangzhou: Zhonghua shu ju, 1938), 112.

*® Throughout Xiucixue, Chen Jiebai repeatedly comments that “No one has written on this before” or “No scholar
has paid attention to this,” underscoring the groundbreaking nature of his work.

*! The term Chen Jiebai uses is yu qu 3%, something like “linguistic allure,” a term from Chinese poetics which
indicates interesting, charming or alluring use of language. Much of this section relies on terminology and examples
from poetic works; Chen describes Chinese poetic forms and styles as particularly exemplary forms of rhetoric.

% EE RS TR T AT AR o th HA X imsE S H AR - Chen Jiebai B/,
Xiucixue {&£&¢2 (Shanghai: Kaiming shudian, 1931), 38. The term zi yu H1E is a technical term in Buddhist logic
and basically means “a new insight or understanding one reaches oneself.” Yao is saying here that the rhythms of a
text become apparent while reading aloud, in and of themselves.
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sequence.” Later in the work, at the end of the “Distinctive Features of Spoken Language”

(yanyu de tezheng = EHYF5{20) subsection of his chapter entitled “On Genres” (wenti lun &5
), Chen returns to the topic of rhyme in order to differentiate “prose style” (santi F{Fg),
“parallel prose style” (pianti {#5), “rhymed writings” (yunwen #532) and “spoken style” (yuti
=ram) 3 His description of the use of rhyme mirrors his definition of rhyme schemes, with

several important additional comments on phonaesthetic devices:

Rhymed writings are the initial origins of literature, constantly reside at the head of the
literary arts, and their defining characteristic is the use of rhyme. The role of rhyme is
the use of similar sounds in distinct intervals and arrangements, drawing on musical
temperaments, to express grief or increase pleasure. They can console, they can give rise
to sympathy for others. In song, rhyme is most crucial, and thus lyric poetry, songs, song
lyrics, rhapsodies, admonitions, inscriptions, eulogies and encomia all contain rhyme.
The function of rhyme lies in harmonizing the emotions and changing the mood; when
the reader arrives at a rhyme word, s/he can pause slightly and feel at ease, feel deep
meaning and significance. If the rhyming is extensive, then one perceives the semantics
as relaxed; if the rhyming is dense, then the semantics become urgent; if the rhyme shifts
then the meaning shifts. Rhymed writings are short yet dynamic, the meaning is plain
and clear, the intonation is harmonious and moves people; these are its characteristics.
BEOL R )3 AN SO BESCE o HWE AR - BRAVIER - sE DIHSEY
T HRZE - BEEER - M EFRMeEgIntrE - ffLIZEEC » "IRG R
FIAFEE - FEHGEKEE T - B EE > FrDASE ~ 30 &) ~ g~ B~ 50~ 86 - BH - B
HZEE - BZAER  AERERETRS - EIREER  (TEE 2 FHE - 1 IHERE
MmiE—&F - HEEWRENAR - SEAVEEENE  mEiEEEEY) @ iR
FEEGE - BSCT A TS - BRERNEY ST » RS - %

Most Chinese scholars regard the 1932 Xiucixue fafan ({Zg¢E225N.) by Chen

Wangdao BEE 75 as the seminal work by a Chinese scholar in the field of rhetoric. Chen

53 Chen Jiebai defines the term yun jiao fa #5454 (literally “rhyme position method,” analagous to “rhyme scheme”)
simply as: “The use of similar sounds, in accordance with fixed intervals and arrangements, is the function of a
rhyme scheme.” " DUSLIEYE - (R— @AY RERR 22 B (E AR - /ZEEMDARYDIH - 4 1bid., 40.

> Chen Jiebai begins by noting that the language(s) of different countries are all quite different, and thus literary
genres will naturally be different from language to language, each bound up with its own history, geography, styles,
intentions and conceptions of musicality (which are themselves differentiated by time and place), and all of these are
the bases of artistic sensibilities. Chen’s main conclusion here is that Chinese literary styles should be judged solely
by Chinese conceptions of language and literary artistry.

* Ibid., 195.
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Wangdao’s conceptions of the role of acoustics in rhetoric closely parallel Chen Jiebai’s work,
with a few significant departures. Chen Wangdao’s second chapter, entitled “A Synopsis of

Spoken Language and Diction” (shuo yuci de genggai 5 zE&¢HIFEE), includes short sections on
both “Spoken Language” (shengyinyu % &E, which he defines as “the structural combination
of sound and meaning”)*® and “Sound” (shengyin 3%), in which he provides general outlines of

the import of acoustics in language and rhetoric. In “Sound and Language,” Chen begins with

9957

the comment, “In rhetoric, one must primarily pay attention to spoken language™’ and argues

that spoken language is the main tool used to produce “thought” (sixiang £ 4§), albeit in an

indirect fashion, as communication is mediated by language and the sounds used to produce it.
He ends the “Sound and Language” section with a long citation from the Book of Genesis, and
after discussing the functions of written language as the primary medium for language and ideas,
provides an overview of the role of “sound,” presenting the phonetic aspects of speech
production and its principal function as conduit between speaker and listener.®

Most relevant to the current study, in a later section entitled “Intonation in Rhetoric” (Ci

de yindiao g¥HY% /), Chen Wangdao divides the acoustic function into two categories: 1) the
“symbolic” (xiangzheng 521z)), representing the effects of words or phrases in homonymic or
parallel usage, and 2) the “ornamental” (zhuangshi Z&gffi), focused on the aesthetic use of

acoustics in thyme schemes and in the rhythms of language. His definitions of “rhyme schemes”

(yunl #573F, which can also be translated as “rules for the use of rhyme”) and “syllabic units”

® MR S IR RN EAE SR - A8 TS ERREEE - BT BHEMARERIL - |
Chen Wangdao [ =278, Xiucixue fafan {£gE&¢ N, (Shanghai: Shanghai jiaoyu chubanshe, 1979), 24.

T EBE LR ELEEAEREEE - Ibid.

%8 The citation is from Genesis 11:1-9, the famous “Tower of Babel” passage on the dispersal and disarray of what
was originally one common language into a variety of human languages; the passage is not directly relevant to the
study at hand, but does provide a remarkable insight into Chen Wangdao’s scholarly background and conceptions of
language.
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(yinjie & €1, which includes uni-, bi- or polysyllablic phrases and can also indicate full acoustic

and rhythmic structures) read as follows:

The use of rhyme schemes, like the use of rhyme, is especially stressed in literary styles
and forms: poetry, drama, and so on. However, it is also proper to investigate it in
ordinary language and diction, as in proverbs and aphorisms...this then is natural (use of)
rhyme, easy to articulate and recite, smooth and relaxing to the ear. Of course, selecting
phrases which employ rhyme is absolutely not only pursuant to language and diction,
intonation and form, it also serves to express one’s thought (sixiang) and feelings. The
coordination of syllabic units, as in the cadences of phrasal intonation, urgent or slow,
sparse or dense and so on, in the speech patterns of expressive reading or performances of
poetry and song, certainly is quite worth investigating. Further, one also must pay
attention to the harmony of the syllabic units and fluency in one’s manner of speaking in
ordinary diction as well.

BRTRAVER] - EIER 0 8 Reaad ~ BB RIRIRE GRS U HOEE i —
fetRERE bt EE A RTEET - WFEEE BE e 0 o - o c BEEAE - b
C1Z80 - G sE - &8 B BRI AN e S RPa_LHVEX - EERATER
2 RAERE IRy - SEIRVERT, - S 8nvilsiEs: - BemeEE - ey
BHERALISRERIAY S H L& AARRHE I © M — A SCE DR S EAYEE AT ~ FERAY
g - >
After a discussion of the roles of how acoustic rhythms also serve to emphasize metric structures
(specifically in the service of punctuation and grammatical structures), Chen ends this section
with the same quote from Yao Nai included above, and follows with the statement that in
rhetoric one must closely analyze intonation in language and diction, as rhetoric is not simply the

study of what is appealing to the eye in written forms of language, but necessarily also includes

the study of language as spoken aloud by the mouth and heard by the ear.

While most subsequent works on rhetoric in Chinese have generally followed the
frameworks established by Chen Jiebai and Chen Wangdao, there have been a few works on
rhetoric and acoustics in ancient Chinese literature which are particularly relevant to the

discussion at hand. First, in his 1964 Zhongwen xiucixue {1 3Z{&Zg#F2) , under the heading

% bid., 236-237.
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“syllabic units” (yinjie & &), the Chinese literary scholar Fu Lipu {#%§4# provides a penetrating

discussion of the development of rhyme and acoustic patterning in classical Chinese literature,
followed by citations from twelve classic works, both prose and poetry. Fu states that in the
beginning:
Human literary works originated from songs and poems; these songs and poems
originally used spoken language as their primary source. Such rhymed works not only
employed tone of voice and smooth intonation, but their rhythms were pleasing to the ear
and made them easy to remember, so they were also effective for knotted-cord record-
keeping and written contracts on bamboo strips. Therefore, ancient government decrees,

as in the commands of Yao and Shun...constantly used rhymed language in their
expression.

NIESCE » FEFa > wFaE o EPIERE RS —REt - SR AMEDY)HE

o GG - HIESNEE - (SSEELEMAR - BT 2B - MEEs#E

e o o o o o HLIBEEEHY o ¥
After discussing the role of rhyme in early works related to divination,®* Fu then argues that with
the rise of written recordkeeping and historiography, a generic differentiation between prose and
poetry took hold, resulting in an overall decline in the general use of phonaesthetic devices in
non-poetic literary works. He states that as the high profile of poetry continued to influence
concepts of eloquence and style, phonaesthetic devices can be found interspersed within
unadorned prose, but by the Qin-Han periods, the use of rhyme in rhetorical writings had “fallen

ever more into disuse.” Most importantly, at the end of the section, Fu states that if one recites

historical works out loud, one can easily detect the phonaesthesia and cadences within the prose:

% Fy Lipu {2, Zhongwen xiucixue H1S7{E&#EE (Xingzhou: Youlian chubanshe, 1964), 87.

% Rhyme is particularly evident in what are generally referred to as the “omen-verses” (yaoci #4&¥) preserved in the
records related to divination procedures in the Zuo Commentary to the Spring and Autumn Annals and many of the
line statements of the Classic of Changes { 5/4%) (or Zhou Changes (/& 5;) ). Gu Jiegang E&#E/| and Lu Kanru
[={ii 40 were two of the first prominent scholars to comment on the rhymes in the Changes, followed by Li Jingchi
ZE gt “Zhouyi shici xukao” ( &5 5EEE4E% ) in his Zhouyi tanyuan (& 5#50E) (rpt. 1982). The most
comprehensive study to date is Richard Kunst, “The Original Yijing: a Text, Phonetic Transcription, Translation, and
Indexes, with Sample Glosses” (PhD diss., University of California at Berkeley, 1985), in particular the section on
“Rhyme”, pages 51-56; see also Edward Shaughnessy, | Ching (New York: Ballantine Books, 1997), 8-13, and for
examples of rhyme in the Gui cang manuscript, see Shaughnessy, Unearthing the Changes (New York: Columbia
University Press, 2014), 152 and 164-66.
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Historical prose, although not as esteemed as writings which employ rhyme, was
influenced by rhymed writings and relatively heavily cadenced. Therefore, if one recites
them out loud, one can feel and follow the sounds as one reads. The beauty of the
ancients’ venerated literary works is described as ‘chirping metal and singing jade’; as
these literary works stressed acoustic rhythm, it is not difficult to detect it.

FEREAEC » #EAEEFE > MERSGEEZ T INEEHIS IR 2 B - BEE 2 HAE
;FZ;%&%%%% G NEBNEZEEHESRE  AEEEHZ 0 - AR ES -
Second, over the past two decades, a few scholars in China have published articles discussing

“phonorhetoric” as a characteristic of early Chinese texts. The term “phonorhetoric,” which |

employ throughout this work, is a direct translation of the Chinese term yuyin xiucixue & & {&&¢
. Yuyin 353 is “phonetics” or “pronunciation” (from its literal meaning, “the tones [=sounds]

of language”), and thus “phonorhetorical studies” are those which focus upon the use of acoustic

and phonaesthetic patterns in rhetorical contexts.®®

82 «“Chirping metal and singing jade” is an expression referring to the sounds generated by two main types of ancient
musical instruments: metal bells and jade chimestones. Fu uses the phrase here to emphasize the direct link between
the acoustic phenomena in eloquent language and early Chinese music and musical theory. Fu, Zhongwen Xxiucixue,
87-88. Fu’s complete discussion in this section is worth including here, as he provides a succinct yet penetrating
overview of the development of rhyme and other phonaesthetic devices in early Chinese literary forms:

CNBSCE - RRERR  SFCE - BIDIERE RS A - BRI MEOWEET] - §i%IGE - BE
SREtiE - IAEMEEFLLEMAR - BUEZES - WEEsmHa 2 gie © T RZBEEIEREYT - ngpkt -
VOEINES » R¥gk&s o o INDABREEHZ - 20 NREREE - PRDATEAL - BALE » LM ZEE - M5 —
FBRREASGATZMESE  RNHER RN BEP - 2RAAEEANERS] MEE - TE 6
WA —E 9 MREEEER - o AIESEZATE - BB - BB U FURE B
RASCE# Y 5 RE ~ 18 - BIKZEEEE - WA, EEh 2 - RERW - ZRIREEZ S A HE
H RS - MUREHMBE R R - SHEEEIIDIK - LR - KRB R T ATEA A, & 7y
IR Naiett 2 g H o MERVURE Y SR aiett 2 g - HORBRRSE - ENE - PP B ATRCC sF
INEARTCRIMME - AR - BIUE ) UK Z i - BBFEMEE - e ARH » SURZIE RN - fEEH A
R E B2 - MBAWEM RITE » W2 EBREST - Rz ozl - S7TE s B s iR~
SRR B R ERERSCA ETAE R BRI R b IEHDE 2 e DA o EREAEC 0 BEA
MEEE 0 MAEBESCGEE Y T » IREEAISIEE 2 6 - SER S BEER > BB EZEEHEER X -
RICEE S —  NERHEERSE -

% In the Chinese edition of R.R.K. Hartmann’s Dictionary of Language and Linguistics, the term yuyin xiucixue 3%
ZEEEE: is defined as “phonostylistics”; xiucixue is given as the Chinese translation for both headwords “rhetoric”
and “stylistics.” In the Englsh edition, the definition for phonostylistics reads: “That branch of stylistics which

investigates the expressive function of sounds, e.g. the use of onomatopoeia in poetry.”; in the Chinese, B {EHEE

is defined as [METF 2= —AN0 3, ERPIUE S RIEDIRE, WP TFRP RIS ENIZ- . | See RRK.
Hartmann, Dictionary of Language and Linguistics (New York: Wiley, 1972), 175 and Yuyan yu yuyanxue cidian
(IBE=518=34 88 ) (Shanghai : Shanghai cishu chubanshe, 1981), 265, 300 and 336.
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The foundations for phonorhetoric as a discipline were laid in large part by Li Weiqi

22435, who dedicated his entire first chapter of his 1986 Xiucixue ({Z#g#2) to “The Rhetoric
of Rhyme” (yinyun xiuci & #&{Z#&¥). The subsections of Li’s chapter cover phonetic repetition
and imitation (sheng de moni ZJ#5:41), phonetic correspondence (yin de zuhe & HJ4HE),
rhyme (yayun f§5), alliterative binomes (shuangsheng dieyun #£2£255), phonetic parallelism
(fuchong ¥ &), rhythm and cadence (jiezou §[iZ=), interjection and exclamation (giou &7{#),
and irregular phonetic patterning (cuoluo $&;%). Virtually all of Li’s discussion and examples

are geared toward analyses of phonorhetorical devices and patterns in poetry, with the exception
of his comments in the sections on “rhythm and cadence” and “irregular phonetic patterning.”
Under “rhythm and cadence,” he notes that classical prose employs similar rhythms and
cadences to those found in poetry, cites a passage containing features of regular phonetic

patterning from the Lishi chungiu = X&7Fk) and remarks that in prose, as statements tend to

be longer than those in poetry, the important factor is the relationship between the two (or more)
phrases which exhibit phonetic correspondence. He also notes that the words marking phonetic
breaks tend to come at the end of a phrase or sentence, and if they fall within a line of text, then
they are used to emphasize the semantic weight of the terms which correspond phonetically.
Following his second citation, taken from the Records of the Warring States, Li states that
phonetically corresponding phrases tend to occur in groups of two or three, and that five or more
in succession is rare, as the composition would then become overly monotonous. Finally, he
comments on the early history of these patterns in prose: “It is evident that people emphasized
[rhythm and cadence] in prose during the Spring and Autumn and Warring States periods. Over

time, more and more paid attention to it. Outside the attention paid to the length and regularity
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of the phrases, they mainly paid attention to the appropriate use of function words to harmonize
the rhythms of the phrases and the commensurate arrangement of sound patterns.”®

The term “phonorhetoric” (yuyin xiuci & {&Z#¥) was perhaps best defined in the 1987
article entitled “The Eminent Source for the Theory of Chinese Ancient Phonorhetoric: Reading

the ‘Sheng 10 chapter of Liu Xie’s Wen xin diao long™ ¢ H [E i ARG &8 T 24 BRI 1) 5B 7
— X (CCOEER « ALY ) by Chen Guanglei %% and Li Xingjie 22177, This

article presents a detailed analysis of Liu’s terms “harmony” and “rhyme” in the “Sheng 1i”
chapter (discussed in the previous section) and provides examples explaining how phonetic
patterns and tonality underlie rhetorical forms in classical Chinese poetry. The authors connect
“harmony” and “rhyme” to literary artistry, and provide a concise definition for the concept of
phonorhetoric: “In the ‘Sheng 1ii” chapter, in particular the use of phonetic forms which inform
the creation of rules for ‘beautiful language’, Liu demonstrates an exemplary understanding of
language and rhetoric and provides lessons for today’s scholars on the development and
establishment of the study of modern rhetoric and diction....Scholarship designed to discern the
rules for the use of phonetics is a branch of the field of the study of rhetoric: ‘phonorhetoric’.

The main arguments in Liu Xie's ‘Sheng li’ chapter belong precisely to this category. The

O THOCE T B E AR, AT T B BB SR vkt . B TR TR R S
ZEZAh, FEIFUR RIS A, O T2, SRR E WL | L Weiqi 24E5, Xiucixue E&F
£ (Changsha: Hunan renmin chubanshe, 1986), 52. His comments in the “metrically irregular phonetic patterning”
section are geared primarily toward Middle Chinese examples of level/oblique tonal patterns, but after analyzing a
prose passage from Jia Yi {E'H, at the very end he states: “This is not to say that all prose is like this, but analyses of
the beauty of phonetics and rhyme in literary compositions invariably show rhythmic characteristics, which are
indisputable.” " E U FTABCCEREAILL - (HIFFEEHIENE - SEEATIZ TR & - XS A5
[E]f = Ibid., 52.
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fundamental element and essential requirement for the formation of beautiful language is
beautiful sound.”®

In 1996, Huang Yuezhou &%)/ published a short article entitled “The Rhetorical
Functions of Ancient Chinese Phonetics” ( {5 1& 15 HIEEEENEE ) in which he focuses

primarily on poetics but also includes examples of alliteration in the Classic of Documents,
noting that the four phonaesthetic aspects of early Chinese texts are sound (sheng &), rhyme
(yun £5), intonation (tiao £) and “syllabic units” (yinjie %&f7), and that these qualities are found
in prose as well as poetic works: “Within the foundation of ancient Chinese expression,
monosyllabicity and morphological isolation produced ease and flexibility and provided the
musical beauty of rhetoric, evoked in syllabic units. This bears not only upon poetry, but also
prose (including the rhapsody).”® At the very end of his article, Huang declares that our
knowledge and methodologies are constantly expanding and developing, and we can now use

“scientific methods” in our analyses of rhetorical functions in Chinese phonetic structures (which

® T (FEE) —F > TRIBE PN EREER AN B S AME - 2 T AT ES BRI s
g ARATLMEATANTS RIF LRGBS BEFFFTANEL 2 2 o o o PREAFE R IE IR ERAY 21
BERFN— TR BEERTT o X (FE) RATSIE R ERE T - 15552
T RGE S RV ARERMNESL -, Chen Guanglei [ and Li Xingjie 22177, “Zhongguo gudai yuyin
xiucixue lilun de zhuoyue pianzhang—du Liu Xie Wen xin diao long: Shengli” ( FE G IEFERFZIEICHE
EE—IENHE ook =E) ) in Chen, Xiuci lun gao f&&E16F (Beijing: Beijing Language and Culture
University Press, 2001), 221-223 . Unfortunately, Chen and Li do not futher specify what would constitute
“beautiful” in these contexts; this study hopes to surpass these types of vague (and possibly tautological) definitions
in favor of a more empirically-based analysis to attempt to ascertain what might have been considered aesthetically
pleasing to the composers and audiences of the time.

 TEVGBATATEIVEA FRETHE « IO E T H S - ENEABRIIE RS - 5 T LR
AFURAY o XA PRI RO (BFEIR) - | Huang Yuezhou #{ifi i, “Gu hanyu yuyin de xiuci
gongneng” (VB TE S IVERELIRE) in Xiucixue xi IEFFEL 6 (1996), 4. As in the passages cited above,
Huang is using the term yinjie = & here to represent the larger metric and syllabic units in a piece which feature
rhyme or other acoustic and phonaesthetic patterns.
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perhaps indicates a data-driven, or even a computationally-based methodology, though Huang
does not make clear what specifically he would have considered to be “scientific methods™).®’

Finally, in 2003, a student in the linguistics department of Hebei University named Sun

Shujie #1578 published a master’s thesis entitled “An Analysis of The Rhetorical Functions of
Ancient Chinese Phonetics” { f{ViETEZHERELHEERAT ) in which he examines the

phonetic structures in classical Chinese poetry from a rhetorical standpoint, focusing on the ways
that sound and meaning complement each other in “artistic rhetoric” and literary composition.
While his work is focused exclusively on poetry, in his introduction Sun provides a valuable
overview of the import of phonorhetoric as a discipline:

Phonorhetoric places particular emphasis on the mixing and combining of pronunciations;
most important is the perfect combination of sound and meaning. Regarded as the outer
shell of language, pronunciation is not merely form; at times there is a certain kind of
marvelous relationship between sound and meaning. Therefore, phonorhetoric is not
simply ornamental form and playful technique, its goal lies in establishing the musical
beauty of language, creating an appropriate acoustic environment for linguistic

expression and strengthening language’s expressive power, so as to achieve the artistic
effect of ‘mutual correspondence in sound and emotion’.

LINEFERES1E EFHEAZEIA Y - RViEEay8s: - AEFEie - [Fnf
EE AR ~ HEMHEC - ZEERDETH - EHEHNETEENAS
HEC - EEE XGRS - (ENESHIRINT - BE A HRRAP - At
E5ENZ I BAREMEDIIRE - AL > EEER A RATE A HER IR
7 ERVHIETHEOESHVE RS > CEESES REANIEFT G > WiRiESHY
LIS o LUAE] TR g VAR - %

It is precisely this “marvelous relationship” between acoustic, semantic and metric elements that
the study of phonorhetoric hopes to bring to light. Having established the import of

phonaesthesia in the fields of Chinese rhetoric and phonorhetoric, let us now turn to the studies

O THHRAERE » INRAE KBR » JNEEEHET o SR LUS RIS T 50 B o B B S A EREThEE

T - 4 Ibid., 5.

%8 Sun Shujie #1573, “Gu hanyu yuyin de xiuci gongneng tanxi” 1 ¥ 1515 % BHEELIHEEENT (MLA. thesis, Hebei
University, 2003), 1.
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of phonetic patterns and euphony in early Chinese excavated and transmitted texts by scholars

modern and ancient, western and eastern.
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I.2.A Studies of Phonetic Patterns and Euphony in Early Chinese Transmitted Texts

As one might expect from ancient texts of paramount importance, the commentarial
histories of the Classic of Documents and Zuo Commentary to the Spring and Autumn Annals are
extremely rich and almost overwhelmingly vast. One might then expect that studies of the
euphony and phonetic patterns therein would fill many volumes, but this is not at all the case.
Over the past two and a half millennia, scholars of the highest order have compiled detailed
exegeses and deep textual analyses of the semantics of these texts, explicating, interpreting and
reinterpreting the historiography, political philosophy and argumentation, and use of archaic
language and grammatical constructions, but despite the voluminous scholarship and close
attention paid to these texts, outside of a discrete passages featuring perfect rhyme, relatively few
have noticed the intricate euphonic structures which underlie the words.®® Even in recent years,
linguists focusing upon early Chinese phonetic patterns and poetics have generally eschewed the

Classic of Documents and Zuo Commentary in order to focus upon the Classic of Poetry {&54%)

and Songs of Chu (#&g¢) ."°

% In the Zuo Commentary, as Zeng Qinliang & &0 & has exhaustively demonstrated, there are over a hundred
quotations from the Classic of Poetry, the majority of which are directly indicated as citations in the text. However,
the euphonic patterns in the speeches from the Zuo Commentary analyzed in chapter IV of this study are not
included in Zeng’s work nor in the work of any other scholar I have discovered, as will be discussed below. See
Zeng Qinliang, Zuozhuan yinshi fushi zhi shijiao yanjiu 225 [535sF 2 5520122 ) (Taipei: Wenjin chubanshe,
1993).

" As Mark Lewis notes, “...men of the Warring States and early imperial periods argued that poetry was a uniquely
powerful mode of speech because of its ability to stimulate and guide emotions. With its musical rhythms and
graphic images, poetic language stirred people to action in a way that intellectual persuasion could never manage.
Several anecdotes in the Zuo zhuan contrast the weakness of reasoned persuasion with the power of verse. The
scholastic theories of poetry likewise emphasized its relation to music, with its emotional resonances, and on the
power of moral judgments couched in proper words.” Mark Lewis, Writing and Authority in Early China (Albany:
State University of New York Press, 1999), 157-58. While it makes sense that Warring States and later writers
would have held the view of poetry as particularly evocative, analyses of patterned prose dating to the Zhou dynasty
indicate that euphonic patterns in prose may well have fulfilled an evocative function in the earlier periods of
Chinese literary history, similar to that of poetry in later periods.
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In the Classic of Documents there are no mentions of “rhyme” (there are no examples of

the term yun 5 that predate the Han dynasty) but there are a few general discussions that touch
upon the topic: the term “poetry” (shi &¥) occurs a single time, and there are several mentions of
“songs” (ge Fx).”" The passage discussing poetry is from the “Canon of Shun” ( #%Hf ) chapter,

and contains perhaps the most famous single line in the entire text:
Poetry speaks of aims, songs are the prolonged utterance of speech; sounds accompany
the prolonged utterances, piping harmonizes the sounds. The eight tones are thus able to

be in accord, so that one does not overwhelm or interfere with the other, and the spirits
and people are thereby brought into harmony.

B e WOKS o BHOK - BRI o /BTSRRI o AL -
From the quote it is clear that at least by the time of the composition of the “Canon of Shun,”
most likely sometime during the last centuries of the Zhou dynasty, the authors of the passage
were keenly aware of the powerful link between “aims” (or “will,” zhi &), speech (yan &),
poetry, song and musicality, and believed that it was via their harmony that spirits and people

can be brought into concord. Outside of the above quote, the best examples from the Documents

on the import of music and lyricism come from the “Yi and Ji” ( z5#% ) chapter, which contains

two short discussions of musical harmony and its effects, primarily as a reflection of the feelings
of the people and thus also as a method to critique the shortcomings of the emperor and his
governance. The final section of the chapter contains the only passages explicitly featuring
euphonic devices within the Documents, as it states that “The thearch thereupon made a song”

(Di yong zuo ge " #FJE{EHK ; ) and quotes a few lines of rhymed verse, to which the minister

Gao Yao Z[4 “replies in song-verse” (yang yue fiz ) with three rhyming lyrics of his own. At

™ The other word which could indicate euphony and/or rhyming in the Documents is yin %, but of the four times
the term is used, three are in reference to the “eight musical instruments” (ba yin /\ &), and the last also refers to
music and comes in the “Song of the Five Sons” ( B « 7.7 Z8K) chapter from the “Old Text” version of the
text which most scholars now date to the early fourth century C.E.
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the end of the passage, the emperor concludes the repartee with a final line of song-verse in
perfect rhyme with the others. The ties between music, song and social harmony are here made
explicit; harmony in speech and song reflects and promotes harmony among the people.”

The earliest quotations of passages from the Classic of Documents can be found in the

Analects (EmzE) , the Mencius (FF) ,the Mo zi (Z&F) ,the Xunzi {(’&F) and the Zuo

Commentary to the Spring and Autumn Annals, but none of the comments on the Documents in
these works provide any discussion of its phonetic patterns or euphony. In the Shang shu da

zhuan ( {EEA# ) | attributed to Fu Sheng (% (fl. 3"-2" century B.C.E.), while its later
subcommentaries contain wonderfully extensive discussions of types of dance, music and song,
including quotations of several short tetrasyllabic rhyming song lyrics, the “Canon of Yao” ( &
#i ) chapter contains the sole extant mention of poetry in the work itself. Here again, the utility

of poetry as a mirror for the feelings of the people is directly evoked: “Command the great
officials to gather poetry in order to view the moods and customs of the people; command the

markets to receive merchants in order to view the likes and dislikes of the people.” " i AEfH

5 DI RES - anhigve > DIBERG S - " The Shang shu zhu ( 4333 ) by the Late

2 While many commentators discuss musicality and the use of “song” as the chosen method of persuasion in the “Yi
and Ji” chapter, unfortunately, no early commentary I have found discusses the intricate euphonic construction nor
mentions the unique and curious style of rhyming in this passage; the best discussion of its structure and content is
in Wolfgang Behr, “Reimende Bronzeinschriften,” 36 (reviewed in detail below in Section 1.2.B). Two sources
which most likely date to the Warring States period echo these themes on the direct link between harmony in music
and proper governance of the people. First, the Rituals of Zhou (/& 1% ) states that the duties of a Great Minister of
Rites (da zong bo A5%{H) include: “With rites and music unify the transformations of Heaven and Earth and the
production of the hundred material things, in order to serve the ghosts and spirits, in order to bring accord to the ten
thousand peoples, and in order to cause the hundred material things to arrive.” " DIfS88 &K 2L ~ B2 E -
DAEEWRAE - DEBER - DABCEY) - | The second source is the “Record of Music” ( %&:C ) chapter of the Record
of Ritual {8z ) , discussed at length above in section 1.1.B, in which this theme is sounded several times.

" The histories record Fu Sheng as having saved a copy of the Documents from the Qin book-burning purges by
hiding the pages within the wall of his house. However, the Shang shu da zhuan may well be best viewed as a
completely separate and very valuable text in its own right rather than the earliest commentary upon the text of the
Documents. Manuscript copies of the Shang shu da zhuan existed until the Song dynasty, but the only version that
survives today is a Qing dynasty reconstruction from quotations in earlier works.
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Han dynasty scholar Zheng Xuan &2z, the prefaces and commentaries in the Gu wen shang shu

(= EE ) attributed to Kong Anguo FLZE (as noted above, which almost certainly date to
the 4™ century C.E.) and the Shang shu zheng yi (%=1 « &) (published in 653 C.E.,
nominally written by Kong Yingda 8% but actually composed by Wang Deshao 3-1%%2 and
Li Ziyun Z27-2E) contain no comments at all on rhyme, euphonic constructions or phonetic

patterns within the text, even for the few passages which were clearly known to be in rhyming

verse, such as the final section of the “Yi and Ji” (3% ) chapter mentioned above.
For the Zuo Commentary, there are similarly no examples of the term “rhyme” (yun #8),
but the term “poetry” (shi #F) occurs dozens of times, mainly in reference to the Classic of

Poetry and the extensive and well-known practices of quotation and recitation within

argumentation and rhetorical discourse which most scholars call “quoting the Poetry” (yinshi 5|
&F) or “reciting the Poetry” (fushi f£zF); as one might expect, many of these quotations are

perfectly-rhymed couplets.” Most notably, there is a famous passage in the “Duke Xiang 29"

Year” (FE/\N_+ XS4 ) chapter which provides an extensive description of a performance

™ It is worth noting that many of the citations of the Poetry do not feature rhyme. The best description of these
practices comes from within the Zuo Commentary itself; in the “Duke Xiang 28" Year” chapter, Lupu Gui [ 2%
states: “When reciting the Odes, one breaks off a stanza.” " {582 | As Van Zoeren remarks in Poetry and
Personality, 38-39: “As depicted there [in the ZUo Commentary], the Odes were chanted by various figures—princes,
ministers, a palace lady—as a means to elegant or persuasive expression. Very likely the practice was associated
with banquets and diplomatic missions; it may have served a function roughly analogous to the toasts or speeches
made at diplomatic functions today. As with toasts and speeches generally, the messages delivered by the recitation
of the Odes would have tended toward polite compliments and expressions of hospitality and solidarity, although
there was room for the subtly veiled threat as well.” In his 1975 doctoral dissertation, Koo-yin Tam outlines 79 total
cases of fushi where one or more stanzas from the Classic of Poetry are recited (or chanted), including 3 “lost odes”
(vishi #EzF) and 13 poems quoted more than once. Koo-yin Tam, “The Use of Poetry in Tso Chuan : An Analysis
of the ‘Fu-shih’ Practice” (Ph.D. diss., University of Wisconsin, 1975). For further discussions and examples of the
yinshi and fushi practices, see Zeng, Zuozhuan yinshi fushi zhi shijiao yanjiu (7285 [z5isF 2 5520052 ) ; Yang
Xiangshi #5[a]i%, Zuozhuan fushi yinshi kao (/=& lRzF5 [557% ) ; David Schaberg, A Patterned Past: Form and
Thought in Early Chinese Historiography (Cambridge, MA: Harvard University Press, 2001), 72-80 and 234-243;
and Jeffrey Tharsen, “Poetic Diplomacy: The Practice of Fu-shi =5 in Parallel Passages from the Zuo zhuan (/=
{#) and Guo yu {[ERzE) ~ (MA thesis, University of Chicago, 2011).
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of works from the Poetry replete with music and dance. The honored guest, Prince Ji Zha /-t
AL of the state of Wu %=, responds to each piece in turn, and he includes a few comments on the

acoustic aspects of the performance, though his comments seem directed at the harmonic
elements in the music rather than at the euphony in the words of the poems themselves.” There
is also an echo of the famous “Poetry speaks of aims” from the Documents in the “Duke Xiang
27" Year” (28,5 "+ A4 ) chapter: “Poetry is used to articulate aims” " 35L& |
Despite the fact that comments on poetics and the Poetry in the Zuo Commentary do not
directly touch on phonaesthesia, there are a number of passages in which music and the effects of
acoustic harmony are directly linked to practices of good government by the great kings of old,

very similar to the concept as discussed above.”” In the “Duke Zhao 20" Year” (HZL )

chapter, it states: “As the ancient kings established [the doctrine of] the ‘five flavors’, they

harmonized the ‘five sounds’ (=notes) in order to make their hearts (=minds) equable and to

" The prince makes repeated mention of how parts of the performance illustrate the concept of “virtue” (de 1),
especially as exemplified by the great kings of antiquity; one particularly rich example of this type of comment is his
remarks on the “Hymns” (song 28): “When they sang the Hymns for him, he said, ‘This is the ultimate! Direct but
not arrogant, winding but not crooked, intimate but not pressing, distant but not remote, shifting but not licentious,
repetitive but not boring, melancholy but not aggrieved, joyous but not unbridled, employing but not depleting,
expansive but not demanding, giving but not wasteful, collecting but not coveting, staying in place but not stuck,
progressive but not flowing away. The five notes are in harmony, the eight airs are evenly balanced. Movements
with measure, constraints with order; these are the commonalltles of grand virtue?” " &> (ME) "H: THEZ
k| BEAME - dhiim-RE s @i E o B EBIAR o BIAR S WA - g8 R 5 FHIARE -
FEMAE 5 M~ - BUAE 5 BEIAE ﬁﬁﬁﬁm HEER - JECE - BIA T » SPER - BTEZAE
J@ °d

"8 Other roughly contemporaneous textual examples of the relationship between “poetry”(shi 3% ) and “aims” or
“intention” (zhi 7&) can be found in the Records of the States: “Poems are that by which one synthesizes intentions,
song is that by which one intones the poems.” " #5FTAEE » IATLAKE o | ([BHEE « BEEN) ; the “Yu
cong yi” manuscript from Guodian, “Poetry is that by which one brings together the aims of the ancient and the
contemporary.” " &f > FTLAG &S ZEWE o | (FHEREEE « 5685 —) ; the Xun zi, “The Sages were the
channel of the way...the Odes express their aims.” " B2 A\ 7.3 » ézﬁﬂz o o o FE=HEEEW o | (AT e &
) ; the “Great Preface” to the Mao recension of the Classic of Poetry: “Poetry is that which goes out from the will;
in the heart it is will, expressed in words it is poetry.” "#5% » B2 > FEOEE > #5 At - 4 (B
%) ; and the 1%-century C.E. Shuo wen jie zi dictionary: “Poetry is will.” 5F » &t | <*’\j{@z’é—?— =31

" While the term “tones” (yin &) is used seventeen times, mainly in reference to the sounds made by musical
instruments (though five of these refer to “virtuous tones” de yin {23, mainly in citations from the Poetry), it is in
several of the passages which discuss “sound(s)” (sheng %) and “song(s)” or “singing” (ge &%) where we find larger
commentary on the power of musical euphony and harmony.
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perfect their government.” " S F 2 AL » FIF A > DISFELL » lEF - | ™ Inthe
“Duke Xiang 31st Year” ( Z2/\=-+ X —4) chapter, King Wen 32 =, the founder and

premier culture hero of the Western Zhou dynasty, is presented as the highest model for

meritorious behavior, which when applied to the conduct of a gentleman, include “delightful

sounds” and “ordered speech”:
All under heaven chanted, sang and danced their praise of the achievements of King Wen,
this is called ‘making him a model’. To the present day the acts of King Wen are laws,
this is called ‘imitating him’, having might and dignity. Thus when a gentleman is in
office, he is to be held in awe; when bestowing gifts, he is generous; coming in and going
out, he is well-regulated; when he performs rituals, he is a model for others; in his
expressions and movements, he is to be observed; in his management of affairs, he
follows the laws; in his virtuous conduct, he is imitatable; in his sounds and airs, he is
delightful; his movements and motions are patterned; his speech and language are well-
ordered. He thereby oversees those below him, this is what it means to ‘have might and
dignity’.
NEZY) K awmEdE s - a[HAl » XEZT > B25FE WERY  AHE
o SR FAEAL AR - M e o IR AT - FERTA > Ak AT fEEEDE 0 £
TTAIS - R AT2E - BfFASC  SibAE  DIEET » s AR -

The other early work which would have been an excellent source for discussions of the

phonetic structures within the Documents is the Jing dian shiwen (#XH#ifE57) by the early
Tang dynasty scholar Lu Deming [2£1ZHH, which provides phonetic fangie 5z 1J] annotations for a

range of graphs in the Documents alongside more traditional exegeses, but Lu’s phonetic
annotations seem to have been solely for those few graphs whose pronunciations were obscure or
difficult (Lu’s preface indicates he was aware of the great amount of diachronic change in
Chinese from the language used in the ancient classics to the Tang) and in no section are his
phonetic glosses extensive or systematic enough to be used on their own to provide evidence for

rhyming, cross-rhyming or other type of phonetic patterning. Similarly, for the Zuo Commentary,

"8 The “five sounds (=notes)” are the five notes of the pentatonic scale used by the ancient Chinese, specifically
gong =, shang &, jiao £4, zhi {2 and yu 3], which roughly correspond to do (C), re (D), mi (E), sol (G) and la (A).
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in the Jing dian shiwen under the section heading “Tones and Glosses in Master Zuo’s Spring
and Autumn [Annals]” ( HFKAKFZ ) , Lu provides a number of sound glosses, but just as in
his work on the Documents, he seems to have made no systematic attempt to document rhymes
or other euphonic patterns, even in passages which clearly feature rhyme, such as the “omen

verses” (yaoci ZZgt).

Despite the near-complete omission of discussions of phonetic structures and euphony
within the Documents and the Zuo Commentary in classical scholarship, a number of more recent
scholars have discussed the phonetic patterns evident in discrete passages. First among these is

the great Qing philologist and phonologist Duan Yucai £z &% : at the very end of his 1775 Liu
shu yin yun biao (75EFE87%) in a chapter entitled “Qun jing yun fen shiqi bu biao” ( Z4EEE
Sr+EiZ= ) |, Duan lists a number of rhymed passages in classical works classified under each

of his seventeen rhyme groups; among these are twenty-three citations from the Classic of
Documents and sixty-one from the Zuo Commentary.” In each case, Duan provides simply the
rhyme words in sequence (cross-rhymes are indicated by a circle around the graph), followed by

a short note giving the textual context and often the type of phrase (such as tong yao &%, bu ci
NEE, yao ci 3¢ or shiyin 555]) to help the reader identify the passage. While the twenty-

three examples from the Documents are drawn from throughout the work and across nearly all

the rhyme groups, it should be noted that over half of Duan’s listings come from the “Great Plan”

™ Duan’s “Qun jing yun fen shigi bu biao” ( E&LEESF1H232) is based in large part on his earlier “Qun jing
yun biao” ( Z4%E5EL ) and notes rhymed passages in a number of prominent prose and poetic works, including the
Zhou Changes (/&%) and its Xici commentary  %&¥{# ) |, the Songs of Chu (%&g¥) anthology, the Analects
(EmzE) , the Mengzi (1) the Record of Rites (f5z.) and a few other prominent ancient works alongside
those from the Documents and the Zuo Commentary. See Duan Yucai £ =%, “Qun jing yun fen shigi bu biao”
( BLRERSy+232 ) in Liu shu yin yun biao  (SEFEEF) (Huang Qing jing jie, 1829).
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chapter ( = - &3 ) (fourteen citations in all); additionally, he lists three rhymed passages
each in the “Canon of Yao” (&= - 228 ) and “Counsels of Gao Yao” ([EZE - Z[E:H )
chapters, two in the “Oath of Tang” ( B - 5% ) chapter, and a single example from the
“QOath at Gan” ( & - H%) chapter.?® From the Zuo Commentary, the sixty-one examples

are drawn from throughout the work, and most of these mark citations of poems from the Poetry.

To illustrate how Duan annotated his “Qun jing yun fen shiqi bu biao” (24L& 71
=2z ) |, Figure 1.2.A.1 below shows the second and third pages of his “rhyme group number ten”
section ( " Z5-1 , , analagous to the modern yang [% *-an rhyme group). The red arrow

indicates the rhyming graphs Duan adduced from a short passage in the “Great Plan” chapter of
the Documents. He provides a full citation marker in the first of the entries, with each
subsequent entry contextualized by the opening four graphs in the rhyming lines followed by
“and so on” (yi xia DL V). Itis important to note that the three entries in this example are
actually out of sequence when one compares them to the text itself.2* From this we can

tentatively conclude that Duan was mainly focused on documenting the rhyme words and did not

necessarily consider it important to indicate how the lines which featured rhyme were situated

8 Along with use of rhyme, from a structural standpoint the “Great Plan” chapter is also the most exhaustively
organised portion of the Documents: it includes nine discrete, enumerated sections and also contains a relatively
high level of verbal and rhetorical parallelism and antithesis. In The Shifting Center, Michael Nylan describes the
use of different rhetorical devices in these sections as “stylistic variation” and argues that the chapter is a “pastiche
of various works”; see the discussion below. Nylan, The Shifting Center: The Original “Great Plan” and Later
Readings (Nettetal: Institut Monumenta Serica, Steyler Verlag, 1992).

® The full passage reads: " #i + S : EEEHAM o GG - FIBEHIER o MERFRUIE R LR - 89467
fix : FUFRIEER - SAEA - AEALERE - HEMFR - NBREER - AEVE /AT » ZAIRZ - Rip TR > R

BT 2RI2Y - MM B TP - o R85 KE - B ARTEIE 2 2 - IR i e

D BREAR » a7 MBES - FUREA > BEEHE » R AT Tms » BANEE - THE
G LB R BRA S - RN - BE 3R AR BEZE D AR BEZEE -

ERER  TEES  EEER > TETE SRl THEFE - LA BEAH -0 2 Bz
WS BERY THEY FURER > S [BIRF > DUTRT 2k - H T KTERKEE > LUE
o (%= - J#LE) Duan’s thyme words are in boldface type; the boxes show the passages he indicates.
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within the larger context. Duan seems to assume the reader would have known the text (or could
look it up), as he provides no indication of the metrics of each line, nor does he indicate the total
length of each rhymed passage or the presence of any non-rhyming lines in between the rhyming
lines. (For example, there is at least one interim non-rhyming line which falls before the final

rhyming line in two of the three entries Duan provides; see the passage in footnote 78.)

I

WASEEY) B Y TERTT pre
g e R B TS AL WY LEE O ;j,?;ﬁrjfff == 73 y iﬁﬂ};i
€ M v SRAE R, AR el \UGom T s e '! 5%11 oy
P e ML R OGAE w S AR Pk O 2B [ B
n e NE R B R R s ke AR T R 0k A B e
s g RE IS & F g wran W EERT Ree 200 B 17K B
L HATIRM B ataa s R AU VLRI B IR0 B B F 2
LEMkEmEs g g gEA] [nioage Ognata |1
a3, waNe o EEnl [nseat wo Nz B g g k2
BREOLE FW L Ciholm i vul e hng B R BA R
Al AR A S0k S B N R
¥ AT ERIEEES % ) B (L SNl SO T2 AN
GEW ¥ TR R E A i) palE L % d;’i‘i 115 i&ﬁ?[ # L
B OORWATAE e mEergil NEsm e 47 KRB DB B
J:’] }j: THEHE Fgf 7%';33 f%‘ | af 73 = J\QTW nﬁf’v e FE & j’é%&;ﬁg%gﬁ ji:,zé“ .
ko BEUEEH R gt et E | A wh
,f" W8 TE%E T Hﬁv‘ H O ik )L éfﬁ(%ﬁcﬁifﬁ"?,%%@lﬁlj 6T E | E K
| éa‘»ﬁjﬁiﬂl?&&ﬁwﬁﬁ 2 A j;%p;rg BUAL 4| E |
kégé#ﬁ;l%;ﬁﬁﬁ? \ L?l:ﬁlﬁiﬁ—r%% ] Rk debi ok TRE TS B Kk
BBy R %rfﬁﬁ{@ﬂﬂﬁ 2L A5 E B v &
|_tﬁ’]ﬂﬁwf'%/il‘b‘tﬁ£‘ A 5{' ETAWL‘E& Ig %Wtﬁ%bﬁﬁ Eﬂ}g‘ajﬁeg 1'17‘ $}!'Eg 4_—{-\1;)%‘_5
AXME AR || O RS wm_im DA ) R R
F et SEAER e | e i e A S

Figure 1.2.A.1 : Pages from the “Qun jing yun fen shigqi bu blao” (B S+1EkF ) by Duan Yucai EF B3,
Following close on the heels of Duan’s groundbreaking work, as support for his

competing system of twenty-one rhyme groups Wang Niansun T-;&:f4 compiled and published
the Mao shi qun jing Chu ci gu yun pu ( FEsFE4&4E g EEEE ) |, in which he lists rhymed and

cross-rhymed passages from the Mao recension of the Classic of Poetry, a variety of classical

prose sources and the Songs of Chu, providing the context and often also the number of rhymed
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lines (ju /5J) under each example.®? Wang includes about twice the number Duan had cited, with

a total of fifty-two examples from the Classic of Documents and one hundred from the Zuo
Commentary. Similar to Duan, for the Documents half of Wang’s examples come from the
“Great Plan” chapter (twenty-six citations alone), plus an additional ten rhymed passages from

the “Counsels of Gao Yao” chapter, eight examples from the “Tribute of Yu” ( EZE « BE )

chapter, four examples from the “Canon of Yao” chapter, and a single example each from the
“Oath at Gan” chapter, the “Oath of Tang” chapter, the “Announcement on Drunkenness” { &
= < JHzE ) chapter and the “Metal-Bound Coffer” ( HZE « &%) chapter. Wang’s examples
from the Zuo Commentary are taken from throughout the work and are of the same types of
phrases as found in Duan’s lists.

Figure 1.2.A.2 provides an example for comparison with Duan’s study. Taken from the
fifth rhyme group of Wang’s Mao shi qun jing Chu ci gu yun pu ( E55 248 g HEEEE )
(similarly analagous to the modern yang rhyme group), the red arrow indicates Wang’s adduced
rhyme words from the same passage from the “Great Plan” chapter discussed above. Wang has
correctly ordered the rhyming lines and added a rhyme word which Duan missed or chose not to

include: xing 77 in the first entry. It is also worth noting that Wang has used a method nearly

identical to Duan’s to indicate where the passage featuring rhyme begins, but has included the

entire first line rather than only its four four graphs. Wang’s total number of rhymed lines (ju &))

for each passage provide some interesting insights into his methodology, as he lists some ju with

more than one rhyme word. For example, in the third entry in this sequence, “{7T5%T,” Wang

has indicated three rhyme-words falling within two ju: the ju are thus comprised of ten and

8 Wang also makes a further division of four subcategories within each group based on the four tones: ping 5,
shang F, qu 2, and ru A, though naturally not all groups contain all four subdivisions.
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twelve graphs, respectively, and each ju contains two clauses, the first of which features an

internal rhyme and the second a non-rhymed clause followed by a clause whose final graph

rhymes with the final graphs of the previous ju, resulting in an AA-XA rhyme structure. Like

Duan, Wang provides no indication of the overall length of each passage nor whether it includes

interim non-rhyming lines.
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Figure 1.2.A.2 : Pages from the Mao shi qun jing Chu ci gu yun pu ( BE:FE&EETEERE) by Wang Niansun &tk

) Jiang

35 2
K HH A

T

Following shortly after Duan and Wang, in his Qun jing yun du {#$4

i lists sixty-four rhymed passages from the Documents. He notes cross-rhymes

=
5

Yougao ;T H

(all of which are marked as tong yun ###8), provides fangie notations when the rhyme word
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featured an unorthodox pronunciation, notes whether the tonality of the rhyme words was



consistent according to the Guangyun rhyme dictionary, and places circles around the rhyme
words in each passage. Like Duan and Wang, Jiang’s collection of rhyming phrases in the
“Great Plan” contains by far the most rhymed passages of any chapter (sixteen in all), and the
chapters of the Documents analyzed in chapter 11 below are similarly not represented in Jiang’s
lists. For the Zuo Commentary, he lists sixty-seven passages which feature rhyme, following the
same notational conventions as he did for the Documents, and once again, like Duan and Wang,
none of the passages which | review in my study of the Zuo Commentary are included.®
Jiang’s method for analyzing the phonological and phonoretorical content of these texts
diverged radically from the lists of rhyme words Duan and Wang produced, and his study is
significantly more sophisticated in terms of philological analysis. Figure 1.2.A.3 below shows
the section of his Qun jing yun du in which he documents the rhymes he identified in the “Great
Plan” chapter of the Documents, with red arrows marking the three phrases cited by Duan and
Wang. The critical difference lies in the fact that rather than simply provide the rhyme words,
Jiang has reproduced the entire passages: rhymed phrases are marked by circles around the
rhyme words, with an interlinear notation of the dominant rhyme group at the end of each
discrete rhymed passage. Jiang also indicates whether the rhyme words would form a perfect

rhyme or not (cross-rhyming graphs are all specifically marked as tong yun ##Z5) and even

includes occasional notations for nonstandard pronunciations of rhyme words and the tone of the
rhyme word. By following Jiang’s method, the reader gets an immediate sense of the larger
contextual framework and where shifts in rhyme occur, and can even begin to sense the metrical

frameworks which underlie each line, phrase and passage.

% The 1963 article “Xian Qin sanwen zhong de yunwen” { JZE55r HAEESC ) by Long Yuchun BESE4f
mentioned above features “corrections” (bu zheng #@#1F) to Jiang’s Xian Qin yun du {4cZE8:E ) |, but Long mainly
follows Jiang’s selection of rhymed passages, and the Documents and Zuo Commentary are not included.

Duan’s Guwen Shangshu zhuan yi (5305 EHEE ) is an extensive exegesis of the Classic of Documents, but |

AN

have found no discussions of rhyme or phonetic patterning therein.
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In sum, these eminent scholars’ work on the Documents and Zuo Commentary

demonstrates that they were keenly aware that rhyme words occur in regular patterns within

discrete passages in these classic works. Framing his study around textual content rather than

initial indications of shifts in rhyme within

rhyme groups, Jiang Yougao’s work further provides

the larger context and even provides a method by which the metrics for each line within passages

featuring rhyme could be determined. However, these aspects of the texts would not receive

systematic, focused study until later generations would return to them driven by more

56

contemporary philological methodologies and purposes.



In fact, the pioneering work on rhyming passages within the Classic of Documents, Zuo
Commentary and other ancient prose classics by Duan, Wang and Jiang would not be revisited
for the next century and a half, until Bernhard Karlgren’s 1932 study of rhyming passages within
the Lao zi entitled “The Poetical Parts in Lao-Tzi.” At the very end of this well-known article, as
supporting evidence for his system of phonetic reconstruction and analysis of rhyming in the Lao
zi, Karlgren provides a series of tables of proposed rhyme words in rhymed and cross-rhymed
passages from eight other prominent works of early Chinese prose: the Classic of Documents, the
Zhuang zi ({¥71-) ,the Sunzi (f41-) ,the Lishi Chungiu { = &Fk) ,the Guanzi (&

T-) , the Han Fei zi (§&3ET-) andthe Yi Zhou shu (i%&HZ£) (the Zuo Commentary is not

included).®* For the Classic of Documents, Karlgren indicates a total of 111 rhymed passages
taken from throughout the work. Most directly relevant to this study, eleven of these are noted in
the “Announcement at Kang” chapter and two in the “Numerous Regions” chapter; these

rhyming sets from Karlgren’s list are noted by a superscript “*”

next to the graph in the
Phonetics and Translation tables below and discussed in greater detail in the analyses.

Figure 1.2.A.4 below provides the first page of Karlgren’s tables; the rhyme words he
adduces from the “Great Plan” chapter of the Documents are entries 49 to 74. | have underlined
in red the two entries which match those proposed by Duan, Wang and Jiang. It is interesting to
note that Karlgren has omitted one of the entries previously proposed: the lines featuring the
graphs ming HH, xing 17 and chang & (as in Wang and Jiang; Duan’s list omits Xxing).

Unfortunately, Karlgren provides no commentary on this line, even in his commentaries and

translation of the Documents. This case provides a prime example of why, as valuable as these

8 Karlgren notes: “The rime lists given are not meant to be exhaustive, they are intended merely as examples.”
Karlgren, “The Poetical Parts in Lao-Tzi”, 5.
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studies are, a more comprehensive method of phonological and phonorhetorical analysis which

32 BERNHARD KARLGREN

The rimes in the tables I—VIII are drawn from the following chap-
ters:

I Shu king: 1—4 Yao tien; 5—9 Shun tien; 10, 11 Kao Yao mo; 12—27 I Tsi;
28—39 Vii kung; 40, 41 Kan shi; 42—44 T’ang shi; 45—48 P’an Keng; 49—74
Hung fan; 75—85 K’ang kao; 86—88 Wu i; 89, go To fang; 91—109 Lii hing; 110,
111 Ts'in shi.

II Chuang-tsi: 1—s5 Siao yao yu; 6—21 Ts'i wu lun; 22—24 Yang sheng chu;
25—42 Jen kien shi; 43—53 Té ch’ung fu; 54—82 Ta tsung shi; 83—9go Ving ti
wang; 91—93 P'ien mu; 94—100 Ma t'i; 1or—104 K'ii k'ie; 105—133 Tsai yu;
134—150 T’ien ti; 151—158 T'ien tao; 159—173 T'ien yiin; 174—182 K'o i;
183—196 Ts'iu shuei; 197—202 Chi lo; 203—211 lo Ta sheng; 212—224 Shan mu;
225—228 T'ien tsi-fang; 229—241 Chi pei yu; 242—250 Keng Sang-ch'u; 251—256
Sii Wu-kuei; 257—269 Tsé yang; 270 Wai wu; 271—273 Yii yen; 274 Jang wang;
275—285 Tao Chi; 286—290 Shuo kien; 291—304 Yii fu; 305—313 Lie Yii-k'ou;
314—341 T'ien hia.

III Siin-tsi: 1—12 K'iian hiie; 13—18 Siu shen; 19—22 Pu kou; 23—36 Jung
ju; 37—42 Fei siang; 43—52 Fei shi er tsi; 53, 54 Chung-ni; 55—68 Ju hiao; 69—
75 Wang chi; 76—81 Fu kuo; 82—84 Wang pa; 85—9o Kiin tao; 91—94 Ch'en
tao; 95—97 Chi shi; 98—r1o1 I ping; 102—116 T’ien lun; 117—124 Cheng lun;
125—130 Li lun; 131, 132 Kie pi; 133, 134 Cheng ming; 135—143 Ta liie; 144 Yu
tso; 145—147 Fa hing; 148—153 Ai kung; 154—157 Yao wen.

1V Lii shi ch’un ts’iu: 1—4 Meng ch’un ki; 5, 6, Chung ch'un ki; 7—15 Ki ch'un
ki; 16, 17 Tsin shu; 18—22 Sien ki; 23 Meng hia ki; 24 K’iian hiie; 25, 26 Tsun
shi; 27—32 Chung hia ki; 33—42 Ki hia ki; 43, 44 Yin ch'u; 45 Kin sai; 46—51
Chung ts’iu ki; 52—54 Meng tung ki; 55—57 Chung tung ki; 58 Ki tung ki; 50—
61 K’iian hiin; 62—65 Huei kuo; 66 Lo ch’eng; 67—78 Shen fen; 79, 8o Jen shu;
81 Pu er; 82 Chung yen; 83, 84 Shang té; 85—87 Shi jung lun; 88 Wu ta; 80—94
Shang nung; 95—110 Jen ti; 11—134 Pien t'u.

V Kuan-tsi: 1—20 Mu min; 21—29 Hing i; 30—36 K'iian siu; 37, 38 Ts'i fa;
39—50 Pan fa; 51—58 Wu fu; 50—77 Chou ho; 78—94 Ch'u yen.

VI Han Fei-tsi: 1—3 Ch’u hien Ts'in; 4—11 Ai ch’en; 12—26 Chu tao; 27, 28
Yu tu; 20—88 Yang k’iian; 89, go Shi sie; 91—99 Kie Lao; 100—108 Ta t'i; 109—
110 Kie chi; 111 Wai ch’u shuo tso shang; 11 Wai ch’u shuo tso hia; 113—117
Wai ch’u shuo yu shang; 118, 119 Wai ch'u shuo yu hia; 120—122 Shuo i; 123
Kuei shi; 124 Pa shuo.

VII Huai-nan-tsi: 1—103 Viian tao; 104—152 Shu chen; 153—165 T’ien wen;
166—176 Chuei hing; 177—205 Shi tsé; 206—228 Lan ming.

VIII Vi Chou shu: 1 Tu hiin; 2 Ming hiin; 3—9 Wen cho; 10—15 Wu ch’eng;
16—21 Yiin wen; 22—31 Ta wu; 32—38 Ta ming wu; 39—43 Siao ming wu; 44,
45 Ta k’uang; 46, 47 Ch’eng tien; 48—56 Feng pao; 57 Siao k’ai; 58, 50 Wen king;

60, 61 Wen chuan; 62—66 Jou wu; 67 Ta k'ai; 68—81 Pao tien; 82, 83 Wu king;-

84—88 Ho wu; 89—91 Wu wu; 92—94 K’'o Yin; 95—103 Wen cheng; 104 Ta tsii;
105 Wu k'iian; 106—r112 Ch’eng k’ai; 113—116 Huang men; 117—119 Ta kie;
120—136 Shi hiin; 137—160 T’ai tsi Tsin; 161—166 Wang Pei; 167—209 Chou
shu; 210, 211 Wu ki.

can be specifically tailored to specific examples may be of some value.

THE POETICAL PARTS IN LAO-TSI 33

I
VAL EOE s 42 WA s s BXF s T e
D e R M 0K R Ao K
R eB ARG ved ERuegrsvid R
8 4 % v RS K B YIfp v EE w4 4T 0 G
BomE ) In B u B A s B xeE » 8]

Bk w REVETA n[58 » ¥ (L » ARG @
fhikm o fim X BuFEE B AT »LH
w AR ETAR® & Z & ® R E sE4A7 © (7
E4 atafrg ebn o Elp « REAE @
Mo & Fp b nslBeE X e g
oo B AR ARG AR 2 A et
ThFE SIEG IR ™ K § U ERh 8B A
uﬁﬁi”.ii%“'ﬁs% 62 A5, F 63 43) j§ A%
ZZ ey R 2 ORI 12D L IGR
AewAAEge Mg E "HI"E
e F IR ML s
nR s wEHEI WE G eI EG @

ElR A

AR L s P 8 4E FK % E
wo 1L v E O REE IR AT REE
0w HE 0L EF e GHLREE SR *F
Rk s w2 koo A W R R W A
¥ 100k 7 101:‘;21,5{ 02 R4 R, A MG
s (k1 2 108 A B A0S RE S A & P

3

\

Q.

AR e

e

$ wof dg mA 2 f 4o
Figure 1.2.A.4 : Table from “The Poetical Parts in Lao-Tzi” by Bernhard Karlgren
Particularly relevant to the current study, on the subject of rhyme and euphony within
early Chinese texts, in his article Karlgren states that based on his analyses there was a much
greater “rime freedom” and “vocalism” (his term for patterns of final-consonant consonance) in
the Lao Zi than evidence based solely on the Classic of Poetry and Songs of Chu would suggest,
and he argues for a direct link between these patterns in the Lao Zi with those found in the other

works of early Chinese prose texts.®> Karlgren provides a more concise summation of this

8 In the third paragraph of “The Poetical Parts in Lao-Tzi,” Karlgren notes that the rhymes indicated by his system
often contradict the rhyme system derived exclusively from early poetic works (and the work of Duan Yucai and
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specific argument in his 1935 article on the phonetic patterns in the “Hymns of Zhou” { &2H )

section of the Classic of Poetry entitled “The Rimes in the Sung Section of the Shi King.” In this
article, he argues that there were two different styles of rhyming which can be found in ancient
Chinese texts: one “strict and uniform” and one “free, careless and variable”:

In an article ‘The Poetical Parts in Lao-Tsi’ I showed that in Chou time we have to
reckon with two quite different systems of rimes: one comparatively strict and uniform,
with quite definite and fairly narrow rime categories, employed in the major part of the
Shi king, in the Ch’u ts’i, in certain parts of the Yi king, in certain chapters of Siin-tsi;
one very free, careless and variable, occurring in sporadic stanzas and occasional rimed
passages in various other Chou time works: Shu king, Tso-chuan, Chuang-tsi, Lao-tsi etc.
Kiang Yu-kao made extensive lists of rimes in these works, and to a certain extent he has
realized their freer system (recognizing, for instance, that there are frequent rime
connections between words with different principal vowels but identical finals, e.g. ang;
eng; ong; ung), but he has not dared to go sufficiently far, and so he has passed over in
silence a great number of cases in which rimes were really intended.®

29 ¢

The evidence Karlgren uses to support “rime freedom,” “vocalism” and a “free, careless and
variable” system of rhyme centers upon the relationships between the rhyme groups mentioned

in the above quote: firstly, those which feature final *-n consonants, and secondly, upon the

series of “entering tone” (ru sheng A %) rhyme groups which end in *-p *-t and *-k. Karlgren

claims the words in these two series of rhyme groups often share a “free interchange.” As the

first is precisely the rhyme series which figures most prominently in this study’s analyses of

Jiang Yougao based thereupon) and derides the “scant attention” paid to thyming passages found in many other
early Chinese works:

“There are two objections that may be made to my identifications of the rimes. On the one hand it may seem
astonishing that many sentences start in prose, then continue with a couple of rhythmical and rimed lines, and then,
again, wind up with a line or two in prose. On the other hand many of my rimes go — as | have already said — clean
against the well-defined rime rules of the Shi king and the Ch'u ts'i and may therefore seem to be dubious. In order
to meet both these objections I shall give extensive extracts of rimes from other archaic texts, which share in both
the said peculiarities of Lao-tsi's verse. It is a remarkable fad that whereas the Shi, Ch'u ts'i and Yi king rimes have
been diligently studied by Chinese authors, and also occasional rimed sentences in other king classics, only scant
attention has, as a rule, been paid the very rich rime material that is to be found — cropping up in the most casual and
insidious way here and there in the middle of prose chapters — in a whole series of didactic works from Chou, Ts'in
and Han times. The contempt for this material has been so great that Tuan Y -ts'ai when registering some rimes out
of the Shu king, gives only such as agree with the Shi rime system and disregard those that deviate from this system!
Kiang Yu-kao in his T'ang yun si sheng cheng (in the Hiie shu ts'ung pien) has adduced some rimes from the said
didactic authors, but in very limited numbers and without any systematical analysis.” Ibid., 4

8 Karlgren, The Rimes in the Sung Section of the Shi King (Goteborg: Elanders boktryckeri aktiebolag, 1935), 3-4.
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phonorhetorical patterns based on phrase-final end-consonant consonance (though the second
series is likely overly broad without main vowel agreement), Karlgren must thus be credited with
being the first scholar to describe this phenomenon. That said, Karlgren did not provide analyses
of its use in euphonic and phonorhetorical patterns outside the Lao Zi, and in many of the
rhyming sequences he proposes (reviewed in detail in chapter 111), his patterns of rhyming and
consonance are difficult to defend and in a few cases seem simply incorrect. Karlgren also states
definitively that these phonetic patterns represent “true rhymes,” though his defense of this
argument relies on circular logic: “That the Lao-Tsi rhymes adduced here, which go contrary to
the rime rules of the Shi, are nevertheless true rhymes and meant to be such, is confirmed by
similar rimes in the other archaic authors mentioned above.”® Rather than rely upon distinctions
of “free” or “strict” rhyming patterns as direct indicators of prose or verse, it would be more
productive to assume that early Chinese writers had a spectrum of literary techniques at their

disposal (from strict meter and perfect rhyme at one extreme and barely perceptible meter or

87 Karlgren’s “other archaic authors mentioned above” refers to his lists of rhymed passages within the eight
prominent works of early Chinese prose. See Karlgren “The Poetical Parts in Lao-Tzi”, 21-22.

In the afterword to his 1987 work Zhuang zi zhexue ji gi yanbian (T3 K HEZ) |, Liu Xiaogan ZIZE8
revisited the rhymes in the Lao zi as part of his analysis of the Zhuang zi, noting tetrasyllabic phrasing, intensive
repetition of words or sentences, and rhyme as attributes shared by both the Lao zi and the Classic of Poetry. See
Liu Xiaogan ZI5€Ey, Zhuang zi zhexue ji gi yanbian (FET#7 K EHEZS) (Beijing: Zhongguo shehui kexue
chubanshe, 1987). In his 1998 article “Situating the Language of the Lao-Tzu: The Probable Date of the Tao-te-
ching,” William Baxter reviewed Liu’s arguments in detail and noted significant discrepancies with the Classic of
Poetry, commenting that “...the rhymed passages of the Lao-tzu are often closely integrated with the unrhymed
portions of the text....the Lao-tzu is not simply a collection of rhyming poems with prose sprinkled around them; it
represents a genre in its own right, quite different from the traditions found in either the Shih-ching or the Ch’u-#z'u,
in which semantic parallelism plays a major role. The first characteristic feature of this genre is, as we have seen,
that both rhyme and semantic patterning are used as poetic devices; the vast majority of the Lao-tzu text shows
either one or the other or both.” Baxter also noted that the dong & and yang [5; rhyme groups are used to rhyme
with each other in the Lao zi (these patterns were first elucidated by Dong Tonghe # [7]g# in 1938), which further
supports the argument that the phonorhetorical patterns in the Lao zi (and potentially also similar patterns in the
Guan zi (& F) , to which Baxter alludes several times in the article) are indeed extremely analogous to the
patterns analyzed in this study. See William Baxter, “Situating the Language of the Lao-Tzu: The Probable Date of
the Tao-te-ching” in Livia Kohn and Michael LaFarge, eds., Lao-tzu and the Tao-te-ching (Albany, NY: State
University of New York Press, 1998), 231-53.
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phonetic correlations at the other) and were able to intensify or relax their adherence to these
patterns as they desired, varying their approach from passage to passage as they saw fit.

As a final note on Karlgren’s work on the Classic of Documents, in 1948-49 Karlgren
published two extensive commentaries entitled “Glosses on the Book of Documents,” followed
in 1950 by a full translation of the ‘New Text’ chapters entitled The Book of Documents.
Interspersed with his glosses and exegetical commentary, Karlgren includes phonetic
reconstructions of many of the lines; among these are a couple of short passages in which the
lines are laid out in sequence to show how they constitute poetic verse. Unfortunately for this
study, none of these short passages are taken from the chapters discussed below, and the lines for
which he provides phonetic reconstructions are too few to use to perform analyses of the larger
phonetic patterning or euphony.

Karlgren also produced two major articles discussing the Zuo Commentary to the Spring
and Autumn Annals: his 1926 “On the Authenticity and Nature of the Tso Chuan® and 1931 “The
Early History of the Chou Li and Tso Chuan Texts.” In “Authenticity and Nature,” Karlgren
provides a comparison of the types and functions of seven categories of grammatical particles in
the Zuo Commentary versus the Analects and the Mencius, concluding that the Zuo Commentary
is an authentic pre-Qin text and that Confucius could not have been its author.®® While he does
not directly discuss rhyme or phonaesthetic patterns in the sections of the article focused on the
particles, he does make one broad argument in the introductory section which is directly relevant
to the methodology employed in this study:

Experience from the ancient literatures of the West shows that textual philology cannot
do without the help of linguistics, and this ought to be all the more so in the case of

8 Karlgren calls his analysis of grammatical particles a “grammatical physiognomy”; he then further compares the
Zuo Commentary and Analects/Mencius against examples of grammatical particles drawn from the Classic of
Documents, Classic of Poetry, the Zhuang zi and the Records of the States. Bernhard Karlgren, On the Authenticity
and Nature of the Tso Chuan (Géteborg: Elanders boktryckeri aktiebolag, 1926), 49-63.
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Chinese. For the textual critique of ancient Chinese documents however, linguistic
methods have never seriously been applied, as far as | am aware. The Chinese critics
certainly have often intimated that the ‘language’ of such and such documents ‘does not
make a truly ancient impression’, and in some cases isolated vocables have been adduced
as proofs that a text is not so old as had been supposed earlier. Thus Wang An-shi is said
to have indicated in his lost work a few expressions (titles) in the Tso chuan which
according to him did not exist before the Ts’in period. Facts of this order, however, can
only prove, at most, that isolated passages are interpolated or have been tampered with.
What is needed is a linguistic examination of the text as a whole.*
While the analyses of phonetic patterns in selected speeches preserved in the Zuo Commentary in
chapter IV below do not fulfill Karlgren’s request for a comprehensive evaluation of the text, he
would likely recognize the methods employed herein as a similar attempt to make conclusions
based upon linguistic features and thus provide reliable evidence which one could use in concert
with his analyses.” Finally, his stated objective for “The Early History of the Chou Li and Tso
Chuan Texts” was to “vindicate the value of the Chou li and Tso chuan texts as truly archaic
Chinese writings”; his analyses are based on historiography and intertextuality, and he makes no
mention of the euphonic or phonaesthetic devices employed in the Zuo Commentary.™

In recent years, a few noteworthy Western and Chinese publications have appeared which

review rhymed passages and phonetic patterning within the Classic of Documents and the Zuo

% bid., 51.

% As Karlgren stated in his 1929 article “The Authenticity of Chinese Texts”: “We are unfortunately unable to lay
our hands on differences in pronunciation in the ancient dialects, owing to the Chinese script. Just as today the
dialectical differences of /i, ze, 6r, niat etc. are hidden behind the ideograph H, so it is in the ancient language. We
have reasons for assuming the existence of considerable differences in pronunciation, but we have not yet been able
to prove them. It is, however, of paramount importance, especially to paleography, to know whether this
assumption is true or not (whether in our researches in connection with the phonetic compounds we can reckon upon
finding a uniform archaic language or not); and for our present problem — the dialectical interpretation of the
grammatical divergences — it is equally important...we have shown that the Chou period language varied
dialectically, not only in grammar and vocabulary, but also in pronunciation. | have, therefore, I think, every reason
to adhere to my explanation of the grammatical peculiarities in the Tso chuan as being dialectical; and hence they
remain an important criterion of authenticity.” Berhnhard Karlgren, “The Authenticity of Chinese Texts” in Bulletin
of the Museum of Far Eastern Antiquities 1 (1929), 181-83.

% Bernhard Karlgren, The Early History of the Chou Li and Tso Chuan Texts (A.-B. Hasse W. Tullbergs boktryckeri,
1932), 59.
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Commentary to the Spring and Autumn Annals.*> For the Documents, Michael Nylan’s 1992 The

Shifting Center: The Original “Great Plan’ and Later Readings on the “Great Plan” ( 1t )

chapter (the rhymed sections of which were first outlined by Duan Yucai) includes a short but
pertinent discussion of the overall structure of the text. Nylan states: “Stylistic variation

increases the likelihood that the ‘Plan’ is a pastiche of various works and intent. Not only does
prose alternate with rhyme, but there are also abrupt breaks in the rhythm of the piece.” Most
relevant to the current study, she notes that the rhyme groups that cross-rhyme in the “Great Plan”

chapter all feature nasal finals (the geng #f rhyme group, the yang [% rhyme group and the dong
BH rhyme group) and that these groups also regularly cross-rhyme in the inscriptions on bronze

vessels from the Eastern Zhou period (771-256 B.C.E.).”

Wolfgang Behr’s 1996 doctoral dissertation contains a short section entitled “Rhymed
fragments in transmitted literature ascribed to the early period” (“Der Friihzeit zugeschriebene
Reimfragmente in der tradierten Literatur’’) which includes a discussion of a number of prose
sources featuring rhyme, including the end of the “Yi and Ji” chapter of the Classic of
Documents mentioned above. Behr presents a table neatly laying out the phonorhetorical
structure of the section in five subsections, interspersed by short notations of changes in speaker,
and includes William Baxter’s reconstructed Old Chinese pronunciations for the thirteen
rhyming lines as well as a non-rhymed translation into German. For the purposes of the current

study, Behr’s subsequent comment on the Kunstprosa (“artistic prose”) in this section of the

% Unfortunately, the otherwise excellent Xian Qin Han Wei Jin Nanbeichao shi (5025550 % me 1LEHs )
compendium by Lu Qinli #&#% 7. contains only a single reference to poetry in the Classic of Documents: the “song”
lyrics (ge #X) at the end in the “Yi and Ji” chapter discussed above. See Lu Qinli #&£X 77, Xian Qin Han Wei Jin
Nanbeichao shi (JZER = mRIEEEF) (Beijing: Zhonghua shuju, 1983).

% Nylan, The Shifting Center, 125 and 130. She also remarks on the use of rhymed passages interspersed with non-
rhymed prose in the “Great Plan” chapter: “In the second part of section 5, theory gives way to a series of rhyming
couplets extolling the virtues of impartiality. The third part, partly in prose, partly in rhyme, sketches the perfect
community forged by the ruler’s successful implementation of huang-chi: The good ruler acts in compliance with
the High God (ti ) below, he is the focus of the people’s adoration.” Ibid., 18-19.
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Classic of Documents is most relevant, as he echoes Karlgren’s dualistic definition of early

Chinese euphonic style:
The completely non-narratively structured Classic of Documents passage, however,
seems like an early form of the artistic prose that was frequently used as exemplified in
later historiographical works, in which the historiographers of court officials presented
their critiques and eulogies....All these examples show that there was a series of
traditions of rhyme outside the Classic of Poetry, which are still within reach in revised
and falsified variations scattered throughout mainly Warring-States and Han period
texts.”

It should be noted, however, that Behr’s work focuses on end-rhyming and “poetic” formulations

akin to the style of the poems in the Classic of Poetry rather than comprehensive analyses of the

phonetic patterning or phonorhetorical structures in Western Zhou bronze inscriptions.

Behr’s comments on the Zuo Commentary are similarly focused on a few discrete

examples of perfect rhyme. Behr notes that the “omen verses” (yaoci :%#¥) feature end-rhyme,

and he starts his third chapter with what he describes as “the oldest surviving representation of an
authentic, rhymed inscription,” providing a full translation of the passage preserved in the “Duke

Zhao 9" Year” (HZ/\JL4E) chapter which quotes a perfectly-rhymed inscription (specified in
the text as an “inscription from a bronze ding vessel,” ding ming %i£4#), but he makes no further

comment on the euphonic patterns in either the citations or the speeches preserved in the Zuo
Commentary.

Returning to the concept of phrase-final end-consonant consonance, David Schaberg
deserves special mention for his 2005 article entitled “Command and the Content of Tradition”;

in his discussion of the term “command” (ming @7 *mo-rin-s) he notes there exist phonetic

% “Die ganz und gar nicht narrativ strukturierte Shangshu-Passage mutet hingegen wie eine Friihform jener auch in
der spéteren Geschichtsschreibung haufig belegten Kunstprosa an, in der die Historiographen die Hofbeamten ihre
Einwénde und Lobesreden vortragen lassen....All diese Beispiele zeigen, dal} es eine Reihe von Traditionen des
Reims auRerhalb des Shijing gegeben hat, die in Uberarbeiteten oder schlichtweg geféalschten Varianten verstreut
uber die zumeist Zhanguo- oder Han-zeitlichen Texte noch hier und da greifbar sind.” Behr, “Reimende
Bronzeinschriften”, 35-36.
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patterns based on words with the final consonant *-p in the Western Zhou bronze inscriptions

and the chapters of the Classic of Documents conventionally dated to the Western Zhou, and

argues that these patterns exemplify a specific “royal style” and “language of command”:
The placement of words with these finals (not only these rhymes), at the ends of phrases
(more than anywhere else) associated an utterance with the royal style and the style of
command. It is one prosodic feature of the language of command, and possibly of all
Western Zhou ceremonial language, that words with -ng finals, whatever their main
vowels, form patterns by being placed at the ends of consecutive or proximate
phrases....This is not rhyme, but consonance (i.e. alliteration of finals); the pattern is the

repetition of common phrases and -ng finals. Words ending in -n were apparently drawn
into this pattern as well: *C-rjing(s) < is matched in near-rhyme with words of the zhen

E. rhyme group (OC *-in) in several bronze inscriptions....All of the Shu chapters that

are generally dated to the Western Zhou make multiple references to ming; most of these

references are at phrase-ends and contribute to consonance patterns in -ng.*
Thus, while Schaberg does not actually present any direct evidence for how this system might
have worked nor does he lay out the euphonic and phonorhetorical patterns he proposes, he
should be credited as the first to publish a description of these specific phonaesthetic devices,
and that they are common to the main corpora of Chinese texts consistently dated to the Western
Zhou: the bronze inscriptions, the earliest chapters of the Classic of Documents and the “Hymns
of Zhou” section of the Classic of Poetry. Most important for the current study are his comments
on how these patterns constitute a “prosodic feature of the language of command,” that the

phrases employed for this effect could be either consecutive or “proximate,” and he also

mentions the zhen E. rhyme group (in particular the related subset of graphs reconstructed as

ending in *-in), which Karlgren neglected in his proposed rhymed sequences.*®

% See David Schaberg, “Command and the Content of Tradition” in Christopher Lupke, ed., The Magnitude of Ming,
(Honolulu: University of Hawaii Press, 2005), 37-41; an earlier draft of Schaberg’s paper presented at Bowdoin
College in May 2000 shares most of the same insights.

% Schaberg also notes prosodic similarities between the Documents, Western Zhou bronze inscriptions and other
poems in the Classic of Poetry: “Given the thematic and prosodic continuities that link quoted speech in bronze
inscriptions and in chapters of the Shu, it is not surprising that the three texts that Shaughnessy identifies as received
counterparts to investiture inscriptions—“Wen hou zhi ming,” “Jiang Han and the Zuozhuan command to Duke
Wen—all show signs of consonance in -ng and -k/-?. What has attracted too little attention is the way these patterns

65



Contrary to his work on the Documents, David Schaberg’s extensive studies of the Zuo
Commentary include a great deal of discussion of grammatical, semantic and rhetorical features
of the text, but remarkably little on euphony or phonetic patterns, even when discussing the

citations from the Poetry, the yao 3% (which he calls “divination rhymes”), patterning as a

rhetorical device or the attributes of early Chinese oral transmission practices. The closest he
comes is in his discussion of the linguistic patterns in the speeches, as he notes:

...narration is almost devoid of repetition, parallelism, and patterned phrasing. Speeches,
on the other hand, employ all these techniques, with the result that they stand out from
the surrounding material as conspicuous structures. These examples of verbal art, which
clearly cost their authors more time and effort than the narrative passages did, are the
jewels of the text. They invite the reader to delight in linguistic pattern both for its own
sake and for the sake of what it represents. Well-worked language is a pleasure to
contemplate: the symmetries of a speech, with its parallel phrases and orderly
progressions, bring the joys of architecture or geometry to a linguistic performance. But
these joys are not without purpose. The meaning of the form here is decreed by content,
namely by the theme of wen, which...relates good speech and the beautiful manipulation
of language to the cultural legacy of the premier Zhou culture hero. Since the speech
serves to bring together observed details of reality and learned principles of knowledge,
rhetoric acquires a hortative force....Lying behind Confucius’ theory of the ‘correct use
of names’ (zhengming) is a large corpus of anecdotes in which admired speakers show
how linguistic order corresponds to moral behavior and administrative practice.”’

Several recent articles published in China have also discussed several different styles of

euphony and phonetic patterning found in the Classic of Documents. In 2006, Cui Liannong &

J5 2 published an article entitled “Records of Song Lyrics in Pre-Qin Texts” { 4223k R VA

develop in texts that correspond less precisely to investiture records. Several Shi songs, all of them quoting royal
speech as ming 7, use consonance patterns and rhymes to draw the particular circumstances of a command into
contact with the standard themes and sounds of commanding.” Ibid., 41. On the topic of “parallel phrases and
orderly progressions” along with other literary devices evidenced withing the speeches of the Zuo Commentary, see
also the introductary section to chapter IV.

%7 See Schaberg, A Patterned Past, 49-50. In line with his argument on rhetoric as hortatory, Schaberg declares:
“Whereas a Greek rhetoric such as Aristotle’s can justifiably concern itself not only with the construction of a
speech but also with the manipulation of the audience and the self-preservation of the speaker, the framing of
Eastern Zhou historiographical speeches in narrative tends to make successful persuasion a secondary consideration:
a speech can be good even when it fails to convince. For these speeches, erudition and structural elegance are
paramount, both as they serve to import knowledge into the text and as they illuminate the qualities of the speaker.”
Ibid., 30.
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H#FiC3% ) in which he cites two passages from the “Day of the Supplementary Sacrifice to Gao
Zong” (E « E5EHZH ) and “Earl of the West's Conquest of Li” ( pHE « FE{HEZR
chapters and proposes eleven separate types of cross-rhymes (he yun &5), mainly between the

yang [%, zhen E, geng & and dong B rhyme groups, linking the final graphs of each phrase

]

therein.®® In his comments thereafter, Cui notes that these rhyming lines follow a type of “free
rhythm” (variable meter), made up of “natural syntax” which “can be considered a common type
of rhyming language.”®®

In 2008, Zhu Yan &%= published a doctoral dissertation entitled “A Study of Genre in
the Classic of Documents” ( &1y ) SZ{AHT%E ) in which he proposes certain “‘general
conventions’ of Shangshu phonetics” (Shangshu yuti de ‘changgui’ {55 ) EBEH TEHL 7).
Zhu states that the general convention for the Classic of Documents is not to rhyme, but that
there are also sections in rhyme which constitute a “phonetic divergence” (“Wu yun wei
changgui, you yun wei yuyin pianli.” " TEIEM - HENIEZRE ), and that this
juxtaposition of non-rhymed and rhymed passages creates a type of “melodious feeling” and has

an “artistic effect.” Most important for this study, Zhu notes the prevalence of cross-rhyming (he

% Shaughnessy notes that these two chapters, along with the “Prince of Wei” (#{F-) chapter, “all appear to be
written by a single hand, probably as late as the Warring States period, although they do seem to be based on records
of actual events.” (See Edward Shaughnessy, “Shang shu &2 (Shu ching £4%)”, in Michael Loewe, ed., Early
Chinese Texts: A Bibliographical Guide (Berkeley, CA: Society for the Study of Early China, Institute of East Asian
Studies, 1993), 378.) As such, whether these passages can be viewed as constituting examples of Western Zhou
prosody must be left in considerable doubt. Cui’s use of the term he yun &8 here also deserves special mention, as
the term has several common connotations in discussions of literary discourse; in this case, Cui is following a
definition of he yun meaning “cross-rhyming based on final consonant consonance but vowel dissonance,” such as
that defined by Wang Li £77: "FESCEMHERIEI T » AILAGAHNFS - X2 EE -, See Wang, Shijing yun
du, 29.

% The full quote from the article reads: “ (i 5 L, 40K 400 T-HR FE, B THEIE - XIEIERGLEN,
B0 TN E, AR —, TEEAEH « HHS BN ORRERE, BERP R A= B 251, 7R
TEESH NG, BIEEHCINEREE - » » o o - A LR SESE R T e RmBCC R R 4w 15
¥, 5] DL —RR 409948 - Cui Liannong 2L, “Xian Qin wenxian zhong de geci jilu” ( JoZE kR ayEk
EH0s% ) in Xinan minzu daxue xuebao (renwen sheke ban) Phig B iR AEE H (A SC1HFHR) 27 (2006), 192.
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yun) within the Classic of Poetry and argues that rhyming (in which he includes cross-rhyming)
within the Documents is extremely widespread but does not follow the standard forms as
exemplified by the poems in the Poetry. Zhu then provides a table listing a single cross-rhyming
phrase from each of the twenty-four chapters of the Documents (each example includes only two
cross-rhyming rhyme groups, but taken in sum, nearly all the rhyme groups are represented) and
concludes that these examples show the use of rhyme can be found throughout and this special
100

style is a distinguishing characteristic of the text.

In 2009, Li Shengnan = 555 published a short article entitled “A Study of Rhyme in the
‘New Text’ Classic of Documents” (532 (j&45) FEIWFZE) , in which he provides a cursory

overview of the different types of euphonic constructions of rhymed passages within the text,

including sections on tong yun ##%E and he yun &4 cross-rhyming.’®* Most relevant to the
current study are his comments on he yun cross-rhymes between words in the yang [, dong B
and geng #F rhyme groups; as this type of construction also occurs in the Laozi and Songs of Chu,

he states that “many believe” this type of cross-rhyming may have been a feature of early

southern Chinese dialects.%

0 B ER SHEENINL > (55 (EH) BETEAPRIE 2 HEBNZARE 0 SERE
XMEEEHEERRE S o o - o (ET) FEREE - RERAPR (FL) ST - E (EH) F
EIPIC L R LRI EREEIFAE © o o o HEAAFTE - ERE (ETh) SORT Ry 28 - 8t L
(i) AIEAREIEGAERE » ” Zhu Yan K45, “Shang shu wenben yanjiu” ( (i) SCAAF5E) (Ph.D.
diss., Yangzhou University, 2008), 76-78. Following this discussion, Zhu proceeds to discuss the portion of the
“Great Plan” chapter which rhymes consistently using phrase-final zhi % rhyme-group words as a special example
of rhyming within the text phonetically similar to but metrically divergent from the phonetic patterns found in the
Classic of Poetry.
01| {j follows Wang Li’s definition of tong yun #&#8 as cross-rhymes in which the main vowel is identical but the
final consonant differs, but Li’s work shows these patterns exist only in specific cases (e.g. a null final *-@ can
usually rhyme with a *-k final if the vowels agree), and must be evaluated on a case-by-case basis. See Wang,
Shijing yun du, 29-31.
192 See Lii Shengnan = 55, “Jinwen Shang shu yong yun yanjiv” (432 (i45) FIEHF5%) (Ph.D. diss.,
Yangzhou University, 2009), 38.
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For the Zuo Commentary, the most comprehensive study of citations and quotations from
the Classic of Poetry to date is the 1993 Zuozhuan yinshi fushi zhi shijiao yanjiu (/=85 |57
SRR EINTAE) by Zeng Qinliang % #) K. In his introduction, Zeng details many aspects of
oral transmission and didactic uses of the Poetry throughout the early Chinese traditions of
recitation and rhetoric, but makes virtually no mention of the euphonic and phonorhetorical
aspects of the poems or the Zuo Commentary itself.*®

Shortly thereafter, in 1997 Zhu Chengping <& published a very short article entitled
“Phrase-Initial Rhyming in Rhymed Phrases in Pre-Qin and Han Prose” ( 2PN Ea)Eg1E §
Hya]E S ) . Ineach of his three sections, on phrase-initial rhymes, rhymes which fall in the

middle of phrases, and rhymes at the ends of phrases, he includes two examples from the Zuo
Commentary, and lists the rhyme groups for the rhyme words; all except one form perfect
rhymes. In his conclusion, Zhu states that these devices are common to pre-Qin prose texts, and
possess special acoustic and rhetorical effects:

Within two linked sentences featuring terse syntax and reduplicated characters, the
significance [of rhyme] as stress marker is very clear....phrases which feature phrase-
initial rhyming cause the beginnings and ends of the phrases to work in concert, linking
the front and rear; the poetic meter is circular, and pleasing to the ear. They thus form a
perfect acoustic unit and possess a general poetic appeal....in consideration of the
importance of oral recitation practices in the pre-Qin and Han periods, the application of

103 Zeng does not even indicate the specific rhyme words (or their rhyme groups) for the poems he discusses. The
closest he comes is when he restates part of the “Great Preface” on the united origins of song, music and dance:
“Poetry speaks of aims: in reality one recites and chants ones feelings and emotions. Poetry, music and dance: their
origins are the same....songs were written down, taken and combined with music, energized with sounds and voices,
set to music and made into tunes; instrumental music propagated and was combined with dance, and music
gradually became meaningful after that. Little by little, music and dance became more common; subsequently, with
the vocations of music and dance, there was song. This is the evolution of the relationship between poetry, music
and dance.” " 5F S - HISHKIEIET - FrEEsE > HIF—220 o o o o EREZH - LA - FiEs -
A2 Foif o eSERA - SRR AIRERZYE  WHEHRE SR - FRERE  ZREEZEMAR -
ML > BSEFesEERE{4 2 bt o | (Zeng notes he is in part citing the 1954 “Shi yue lun” { 554455 ) by Luo
Zhuohan Zg{g% in this section.) Zeng, Zuozhuan yinshi fushi zhi shijiao yanjiu, 4-5.
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these phrase-initial rhymes in prose has a special rhetorical effect which cannot be
replaced by other rhetorical devices.**

Finally, in 2006 Hu Ping #H;5: published a short article entitled “An Analysis of Rhyming
in the Song and Verse of the Zuo Commentary” ( /(%) FKIZIEHES M) , in which she
details the types of rhyming found in the phrases specifically marked as “songs” (ge &), “folk
songs” (ou &), “omen-verses” (yao %) and “recitations” (song ) in the text. She documents

the rhyme words in five of the thirty-nine songs, in two folk songs, two omen-verses and four of
the ten “recitations.” In her conclusion, Hu notes that the thirteen examples of these forms of
song and verse she discusses in her article come from a range of chapters in the Zuo Commentary
and conform to exactly the same types of rhyming patterns and general adherence to a single

rhyme group exemplified by studies of rhyme in the Classic of Poetry.

The study of phonetic patterns and euphony within the Classic of Documents and Zuo
Commentary to the Spring and Autumn Annals has thus had a relatively short history, with
particularly fruitful analyses emerging over the past century. Despite the recent increase in
attention paid to these aspects of the Documents, however, there are as yet no comprehensive
studies of phonaesthetic, euphonic or phonorhetorical devices and structures within the text (the
closest remains Karlgren’s chart), and most scholars seem to believe that there are no overt
phonetic patterns in most of the text (with the clearly rhymed sections in the “Yi and Ji,” “Great
Plan” and “Counsels of Gao Yao” chapters as the main exceptions). For the Zuo Commentary,

Zeng Qinliang has compiled an outstanding collection of the widespread use of quotations from

08 T RAMEER A T, AR, RS, RIEAER R e o o o o o X A E B, AT DA
A E RN, mIfEAET, B9EROE, EEEh0T, MRS B — 58 B Rhay R, BRI — RN T
5[ Jge o o o o o TEDAOFZEACIR N AR I, B a)+ th A BRI HI R R SR R RV IEEE
R, B HTER R ER AT o, Zhu Chengping 4%, “Xian Qin Liang Han san ju yunyu zhong de ju
shou yun” (SR BCEEEIE RIS ) | Jiangxi shehui kexue JTFE 2R 9 (1997): 55.
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the Poetry, but he did not attempt to document the phonaesthetic features of those citations or
incorporate them into the larger textual framework. As the analyses in the case studies below
illustrate, the scholars discussed above who noticed discrete examples of phrase-final
consonantal consonance were in fact documenting parts of much larger euphonic and phonetic
patterns, a closer examination of which will allow for a greater understanding of how these
structures contribute to and inform the overall construction of these texts and provide insights

into their composition and transmission.
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1.2.B. Studies of Phonetic Structures and Euphony in Western Zhou Bronze Inscriptions

The existence of rhyming passages in the inscriptions cast upon Chinese bronze vessels

from the Western Zhou 75 /& dynasty (1045-771 B.C.E.), which form the earliest corpus of
datable Chinese narrative texts, has been well known since Wang Guowei T[4 published
“Rhymed passages in bronze and stone of the Western and Eastern Zhou” { {§ &< EEEE )

in 1917, in which Wang indicated rhyming graphs in a total of 37 fully-transcribed inscriptions
from nine different types of vessels. Figure 1.2.B.1 below provides an excerpt from this work:

Wang’s first example text, in which he outlines the rhyme words in the Zong Zhou ==& bell

inscription. There are clear stylistic parallels in the format of the analyses by Jiang Yougao and
Wang Guowei, including circles around the rhyme words (though Wang places square outlines
around cross-rhyming graphs and around graphs which rhyme but are subsumed within a
different dominant rhyme pattern) and interlinear comments which provide notations of rhyme
group(s), whether the rhyming is perfect or imperfect, and even if the section features no

rhyming at all. (Wang consistently employs the term he yun &5 to indicate cross-rhyming, and
the term wu 4 to mark non-rhymed sections.) This example demonstrates that a century ago

Wang was already aware of two of the important concepts this study seeks to elucidate: 1) There
are patterns of end-consonantal consonance featuring the final consonant *-r in the bronze
insciptions of the Western Zhou (in the example in Figure 1.2.B.1 below Wang has noted a he

yun cross-rhyme between the yang [% and dong & rhyme groups; four of the thirty-seven

inscriptions include passages featuring *-n he yun), and 2) These inscriptions regularly feature

rhymed sections interspersed with sections which feature no discernable phonetic patterning
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whatsoever, and thus the inscriptions are potentially divisible on phonetic stylistic criteria as well

as traditional formulaic, grammatical and semantic grounds.
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Figure 1.2.B.1 : First page of “Liang Zhou jin shi wen yun du” ( lE&ASCEESE ) by Wang Guowei B4

Further research and discoveries led to the 1954 article “Additional rhymes in bronze
inscriptions” { = ¥E:EME ) by Guo Moruo Z}&%, in which Guo provided rhyming graphs
found in another 40 inscriptions. Figure 1.2.B.2 below shows the pages of this work in which

Guo marks the rhymes he has adduced for the Da Ke “A: 7 ding-tripod. Rhymes are marked by a
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small circle or triangle to the right of the rhyming graph, with a notation of the rhyme group(s) at
the end of the rhymed section. In these notations, Guo also marks he yun cross-rhymes and
which graphs belong to which rhyme group. As the study also includes a detailed paleographic
and semantic exegeses of these texts, there are notations for his endnotes and comments included
to the right of the graphs in line with the symbols marking the rhyme words. One important
aspect of this study is that Guo only includes a discrete section for some of the inscriptions, and
in those cases (as we have here), this study has limited use for determining larger patterns of
alternating rhymed and non-rhymed sections. (For example, Wolfgang Behr has argued that
there are several other rhyme patterns in the Da Ke ding inscription, but these are not from the

section which Guo has included, comprised of only of the first two-fifths of the full inscription).
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Figure 1.2.B.2 : Pages from “Jinwen yun du buyi” (£ #8818 ) by Guo Moruo FiFEE
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In 1979 and 1981, Chen Shihui [ {t-i# published a pair of articles, “Compilation of
rhymes in bronze inscriptions of the Western and Eastern Zhou” { i &4 8BS %% ) and
“Supplementary collection of rhymes in bronze inscriptions” { <& HE:E4E4E ) |, the first of

which detailed 58 new inscriptions from sixteen different types of vessels and the second
combined and updated the lists from Wang and Guo, for a total of 130 inscriptions known to
contain rhymed passages at the time. Figure 1.2.B.3 shows the first page of Chen’s collection; as
in Guo Moruo’s notations, rhyme words are marked by circles or triangles placed to the right of
the graph with a notation at the end of each rhyming passage of the rhyme group to which they
belong. It is worth noting that Chen’s third example, marked by the red arrow, is one of the bells

from the Liang Qi 22 bell set, the full inscription for which is analyzed in detail in chapter II,

but the inscription as presented here is incomplete.
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In 1980, Yu Naiyong =77k proposed a new reconstruction system for Old Chinese

based in large part upon the rhymes in these inscriptions for his doctoral dissertation “An
investigation of the phonological system of bronze inscriptions of the Western and Eastern Zhou”

(WEErZ2%) 1 In 1997, Wolfgang Behr’s excellent doctoral dissertation entitled

“Rhyming bronze inscriptions and the emergence of Chinese end-rhyme versification”
(“Reimende Bronzeinschriften und die Entstehung der chinesischen Endreimdichtung”), based
primarily upon Chen Shihui’s work along with the 61 inscriptions detailed in the 1984 article

“Additional compilation of rhymes in bronze inscriptions of the Western and Eastern Zhou” { [y
E4&CEEsEEEE ) by Chen Banghuai [§$[51%, for the first time provided tables with

reconstructed pronunciations for the rhyme words, full transcriptions and translations into
German including alphabetic notations for the updated rhyme schemes, and a proposed “meter”
for each inscription, detailing 112 inscriptions from the Western Zhou and 85 inscriptions from

the Eastern Zhou ¥ /& period (771-256 B.CEE.).

Finally, in 1999 Luo Jiangwen %, 1.3 published an article entitled “On the
characteristics of cross-rhyming in Western and Eastern Zhou bronze inscriptions” { & W J& 4

ABIRPERT) . Itincludes six types of cross-rhyming found in the Zhou bronze inscriptional

corpus, four of which feature he yun cross-rhymes based on a common final consonant *-y
(rhyme groups dong B — yang [5, dong B — dong 4%, dong % —yang [% and zhen E. — geng
#1t), along with a group with common final consonant *-n (zhen E. — wen 37) and a somewhat

unorthodox group cross-rhyming words featuring a final *-o (the zhi 22 rhyme group) with the

195 yu’s dissertation was revised and published in book form in 1985 as Shanggu yinxi yanjiu ( 3% Z058) .
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final *-iu (the you K4 rhyme group). For each type of cross-rhyming, Luo includes a series of

short example sentences from the inscriptional corpus with rhyme words indicated by a small
circle or triangle underneath the graph. Each series contains from six up to eleven example
sentences, taken from a wide variety of types of vessels found in and originating from a range of
geographic locations. Luo’s stated intent behind the study was to see if these types of cross-
rhyming were specific to more southern areas during the Zhou period (this is called the “Chu

tones” (Chu yin 2£3%) hypothesis, originally put forth by Gu Yanwu g 3¢ 1 and Jiang Yong JT.
7k, who argued the types of cross-rhyming in the Songs of Chu (%&£ ) and Lao Zi marked a

specific “southern” style). Luo concludes that as the various types of cross-rhyming can be
found throughout the corpus, it seems to be a style based on phonetic proximity rather than a
regional variation: “We thus support the view that he yun cross-rhyming is caused by phonetic

similarity and mutual correlations between adjacent rhyme groups.”'%

The current study is thus the next step in this century-old line of inquiry, yet instead of
simply attempting to document where the rhymes fall, this is a new, comprehensive approach to
address the question of how rhyming, cross-rhyming, phonetic structures and rhetorical devices
function in these inscriptions, and a method to simultaneously document their underlying
euphony. It was prompted in part by a comment Wolfgang Behr makes in the latter part of this
dissertation, where he notes that with a few remarkable exceptions, the rhyming parts of the early

Chinese bronze inscription corpora generally do not match the metric patterns found in the

0 THAM RS R UL HTE, AR EAREM. | See Luo Jiangwen 213, “Tan liang Zhou
jinwen de heyun xingzhi—jianji shangu ‘Chu yin*> G i 4 C G R - —3 & bty ‘4% ), Chuxiong
shizhuan xuebao & HEIT L% 4% 14.4 (1999): 76.
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earliest corpora of Chinese rhyming poetry.*®” To resolve the issue of irregular meter, Behr
concludes that Chinese meter was not in its early stages based on single-graph single-syllable
structures, but accent- or ictus-counting,’® and adds: “All texts, with the exception of the Shi
Qiang pan inscription, which has clear strophic patterns, are stichtic, or lack tangible criteria by
which the verse lines suggested by the rhymes could be divided into stanzas.”® When one
reviews the complete phonetic, rhetorical, syntactic and semantic structure of each text with
special attention to the phonetic, lexical and syntactic stylistic devices employed, these texts can

be shown to contain clear, text-internal tangible criteria by which the sections suggested by the

197 These vessels include the Shi Qiang pan 5 {&%#% (YZJJ #10175), Tianwang gui KT & (YZJJ #4261), Dou Bi gui
HFAE (YZJJ #4276) and the Qingshu yi AU / Mengjiang yi 7232 (YZJJ #10280).

1% The full quote reads: “Quite obviously, Chinese meter was not in its early stages syllabic-, but accent- or ictus-
counting. In any event, due to acceptance of the representation of Late Middle Chinese gradations, those which rely
upon an Old Chinese language distinction, possibly as regards expected quantifiable syllable structures, are left
wholly unaccounted for. An accent-counting meter would also be more in line with the observation that languages
with relatively simple syllable structures tend to use syllable-counting meters, whereas languages with which the
ictus-carrying vocalic nucleus may be associated, as in ancient Chinese with its fairly complex consonant clusters,
tend to form isochronic structures.” (“Ganz offenbar war die chinesische Metrik in ihren Anfangen nicht silben-,
sondern akzent- oder iktenzahlend. Die bei Akzeptanz der Abbildung der spatmittelchinesischen Gradabstufung auf
eine altchinesische Langendistinktion moglicherweise zu erwartenden quantitierenden Silbenstrukturen lassen sich
in den Inschriften jedenfalls nicht ausmachen. Ein akzentzéhlendes Metrum stiinde auch eher im Einklang mit der
Beobachtung, daf Sprachen mit relativ einfachen Silbenstrukturen zur Verwendung silbenzahlender Metren neigen,
wéhrend Sprachen, in denen der iktentragende vokalische Nukleus wie im Altchinesischen mit recht komplexen
Konsonantenclustern assoziert sein kann, tendentiell eher isochronische Strukturen ausbilden.”) Behr, “Reimende
Bronzeinschriften,” 382.

However, the rigid structure of early Chinese poetic forms and the repetitive, parallel constructions found
throughout early Chinese literature indicates rather that the Chinese language has long relied on the principle of “one
graph, one syllable,” as most scholars have assumed throughout Chinese history. (As Karlgren described it in 1949:
“[Chinese] is monosyllabic, i.e. every single (noncomposite) word consists of one single syllable.” or as Axel
Schuessler states in his 2009 Minimal Old Chinese and Later Han Chinese: “OC [Old Chinese] and MC [Middle
Chinese] were monosyllabic languages (one word = one syllable = one graph), notwithstanding bisyllabic
expressives (like Engl. ding-dong) and a few other words, notably names for insects...”.””) | feel this may be a bit of
wishful thinking on Behr’s part, in the hope that these texts could be read as poems in regular, consistent meter,
when (as demonstrated below) the evidence indicates they are more likely irregularly-metered prose, occasionally
featuring short passages in verse. See the discussion in footnote 7 below, as well as Bernhard Karlgren, The Chinese
Language: An Essay On Its Nature and History (New York: Ronald Press Co, 1949), 6 and Axel Schuessler,
Minimal Old Chinese and Later Han Chinese: A Companion to Grammata Serica Recensa (Honolulu: University of
Hawai’i Press, 2009), 3.

109 «Alle Texte, mit Ausnahme der shi Qiang pan-Inschrift, die ein deutliches strophisches Muster aufweist, sind
Uberdies stichisch, bzw. es fehlen faRbare Kriterien, nach denen die durch das Reimschema nahegelegten Verszeilen
in Strophen gegliedert werden kdnnten.” Behr, “Reimende Bronzeinschriften,” 382.
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phonetic structures can be divided.’® Given the structural parallelism and relatively strict meter
and rhyme patterns found in most early Chinese poetry, it is my view that irregular meter
featuring identical codas but disagreement in the nucleus (final-consonant consonance and main
vowel disharmony) points more toward a unique style of literary artistry and cadenced prose
rather than Behr’s contention that these inscriptions should be viewed as “Endreimdichtung”
(“end-rhyme poetry”) or verse, if verse is defined as a succession of words arranged according to

metrical and semantic rules as a unit.*** This study is thus the first demonstration of the euphony

19 Complete, detailed analyses of phonetic, semantic, syntactic and rhetorical structures, like those featured in this
study, have never been published for any early Chinese text whatsoever, either excavated or transmitted. In addition,
while the concept that these inscriptions contain separate parts, or sections, is now generally agreed upon (though
Lothar von Falkenhausen and Edward Shaughnessy differ somewhat on what types of divisions exist — see Lothar
von Falkenhausen’s review of Shaughnessy’s Sources of Western Zhou History: “Issues in Western Zhou Studies: A
Review Article” in Early China 18 (1993), 139-226), this is the first time textual divisions have been paired with the
phonology in order to build a more complete picture of the rhetorical structures.
1 Behr supports his argument by pointing out that seven “poems” from the “Hymns of Zhou” (Zhou song ( fE4E ) )
section, generally considered to be the oldest works anthologized in the Classic of Poetry (Shi jing {&f4%) ), show
stylistic parallels to the Western Zhou bronze inscriptions and do not rhyme throughout in any regular syllabic meter
(which sets them apart from the vast majority of the poems in the Classic of Poetry). However, Behr does not
mention that because of their unorthodox composition, these works from the “Hymns of Zhou” are generally
considered outliers in the corpus: the “Hymns of Zhou” section is the source for all of the non-rhyming poems in the
Mao = recension of the Classic of Poetry (see Chen Dehong [§i{# %%, “Shishuo ‘Zhou song - Qing miao’ de yayun”

(e (FAE - BER) BYFFEE ) |, Gu hanyu yanjiu BE1ERTSE 3 (1998): 9-10 and Behr, “Reimende
Bronzeinschriften,” 333), and as such, it is my opinion that the non-rhyming “Hymns of Zhou” should not be
considered shi & poetry, as if they were analogous to other works in the Classic of Poetry or to the poems in the
section which employ regular meter and rhyme, but like the bronze inscriptions, should instead be classified as their
own genre, akin to cadenced prose, occasionally containing relatively short, discrete sections in irregularly-metered
and cross-rhyming verse. Corroboration for this view comes from two of the most eminent scholars of early
Chinese texts, Wang Guowei and Fu Sinian {#H4F, who agree that the “Hymns of Zhou” are stylistically different
as they have a more unregulated prosody than the other compositions anthologized in the Classic of Poetry, which
Wang believes derives from ancient ceremonial practice (this seems very reasonable and would provide support for
the conclusions drawn in this study); both also state the Hymns are not prose compositions. See Wang Guowei =[5
4, “Zhou ‘Da wu’ yue zhang kao” (& (KE) #ZE* ) in Guantang jilin Bl &K (Taipei: Yiwen
yinshuguan, 1956) 48-50 and Fu Sinian {#i{f4F, “Zhou song shuo: fu lun Lu Nan liang di yu Shi Shu zhi laiyuan”

( RS S P A S B 5 2 A ) | Lishi yuyan yanjiusuo jikan EES2EESHTFTATEET 1 (1938): 95-112.

The use of final-consonant consonance and vowel disagreement in modern poetry is well-known, particularly in

the works of Emily Dickinson; rhymes in this style are termed “half rhymes,” “near rhymes” or “slant rhymes.”
Wang Li -7 has noted that there are fifteen cases where this type of rhyming (he terms these “yun wei xiang tong
he yun S8 2 4H[E&E8,” “identical rhyme-final cross-rhymes™) can potentially be found in the Classic of Poetry, but
all of these feature a final *-p, *-t, *-k or *-n, and in virtually all cases the stanza contains a dominant rhyme with a
sole cross-rhyming graph (see Wang, Shijing yundu, 18). As will be seen below, this is quite different from the
phonetic structures found in most Western Zhou bronze inscriptions.
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of these inscriptions, and the first time such a comprehensive analysis of early Chinese texts has

been performed.

The four texts featured in chapter 11 have been carefully chosen as they provide a series
of examples, arranged in chronological order, evidencing the wide range of phonorhetorical
devices, styles and forms employed in the Western Zhou bronze inscriptional corpus. The study
demonstrates that full analyses of the phonetic composition of these texts can not only provide a
far more nuanced understanding of the previously-adduced rhyme schemes, and the phonetic,
syntactic and metric structures than any previous study has presented, but also that this type of
analysis can indicate with far greater precision the complex euphonic and rhetorical structures
employed by and in these works."? Most importantly, this study for the first time demonstrates
that full phonorhetorical textual analysis can reveal the various ways meaning, sound and form
fulfill complementary roles in the composition of early Chinese texts, with direct implications on

studies of Chinese textual corpora.'*®

12 As Martin Kern has noted: “The bronze inscriptions of mid- and late Western Zhou times show conscious efforts
toward poetic form. Especially in the wake of the ritual reforms, a greater number of inscriptions were guided by
the same principles of rhyme and meter familiar from the Songs. The great majority of Western Zhou inscriptions
include just a few graphs, but the two longest known bronze texts so far come close to 500 characters, and others
contain from several dozen to 200-300 characters. All these more extensive texts fall into the range of length of the
transmitted hymns. While rhyme and tetrasyllabic meter occur already among the earliest Western Zhou
inscriptions, these features become increasingly regular from the periods of kings Gong and Yi onward, as do the
calligraphy and overall visual layout (linear arrangement, spacing between graphs, etc.) of the inscriptions. The
linguistic regularity never reaches that of the ‘Major court hymns,” but the overall tendency toward an increased
aesthetic control and more rigidly standardized, and hence narrowed, expression is unquestionable. Furthermore,
the inscriptions seem to prefer largely the same rhyme categories that also dominate the ritual pieces of the Songs.
In my opinion, it is not inconceivable that the euphonic features of these inscriptions were brought to life through
recitation.” See Martin Kern, “Bronze Inscriptions, the Shijing and the Shangshu: The Evolution of the Ancestral
Sacrifice during the Western Zhou” in Early Chinese Religion, Part One: Shang through Han (1250 BC-220 AD)
eds. John Lagerwey and Marc Kalinowski (Leiden: Brill, 2009), 194.

13 As noted above, this would include analyses of the chapters of the Classic of Documents, generally believed to
have been composed during roughly the same period as these inscriptions; see chapter 111 below.
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I.3.A. Old Chinese Phonology and Current Reconstruction Systems

What is now commonly referred to as “Old Chinese” can be roughly defined as the forms
of the Chinese language as evidenced in classical texts traditionally dated from great antiquity
through about the first century of the common era.*** The roots of its analysis and reconstruction
lie with the groundbreaking efforts of Ming and Qing dynasty phonologists (the most famous

being Gu Yanwu 3% i, Jiang Yong ;T.7k, Chen Di (%5, Duan Yucai % 3%, Wang Niansun
T2+ and Jiang Yougao ;T A=) to document the rhyme systems of the Classic of Poetry and

other early texts, and to refine the rhyme groups of the Qieyun and Guangyun rhyme dictionaries
to reflect earlier versions of Chinese.™™ It is not an understatement to say that these scholars laid
the critical foundation for all subsequent studies of Old Chinese phonology, and every modern
system of reconstruction and phonetic analysis owes a great debt to their work. However, as
William Baxter notes in his 1992 Handbook of Old Chinese Phonology, in retrospect one can
identify five main shortcomings to the systems devised by the Qing scholars: 1) Lack of a
consistent method for phonetic notation; 2) Minimal understanding of regular sound change,
particularly as evidenced in other language families; 3) A general ignorance of languages than
Chinese (with Sanskrit as the main exception); 4) Minimal understanding of systems of early

Chinese paleography (especially when compared with paleography based on the discoveries of

4 There is now a general consensus on the dating of Old Chinese (also often called “Archaic Chinese™), though
slight discrepancies exist as to when it ends and Middle Chinese begins. See Baxter and Sagart, Old Chinese, 12;
Alain Peyraube, “Recent Issues in Chinese Historical Syntax™ in James Huang, New Horizons in Chinese Linguistics
(Boston: Kluwer Academic Publishers, 1996), 164; and Chou Fa-kao &2, “Stages in the Development of the
Chinese Language” in Zhongguo luwen luncong { 1 EfsE Zsm#s ) (Taipei: Zhengzhong shuju, 1963), 432-438.

115 As Baxter wrote in his 1992 Handbook of Old Chinese Phonology: “Even with our concordances and, eventually,
computerized access to the texts, we will not be able to match the erudition of a Duan Yucai or Wang Niansun. The
works of these scholars are a seemingly inexhaustible source of insightful ideas and observations which continue to
enrich modern work. It is quite right that we should view these forebears with respect and even awe.” William
Baxter, A Handbook of Old Chinese Phonology (New York: Mouton de Gruyter, 1992), 139. For the best overview
of historical developments in Old Chinese phonology from Song dynasty “harmonizing rhymes” (xieyun [H-g)
theory through the Ming and Qing dynasty phonologists mentioned here, see Baxter, Handbook, 150-71.
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the past century); and 5) Minimal use of statistical analysis when inferring rhyme groups from
textual corpora. The greatest shortcoming when compared with more recent scholarship seems
to have been the Qing scholars’ analyses of which word pairs constituted perfect rhymes, which
pairs evidenced cross-rhyming and which words did not rhyme despite falling in places where
one might expect rhyme; as the wide variety in euphonic and poetic form in the Classic of Poetry
and other early Chinese texts attests, determining exactly which words rhymed and to what
degree remains an extremely difficult question and is one of the main issues studies such as this
are designed to help address.**®

Therefore, determining which system one should employ for the reconstruction of Old
Chinese phonetics is by no means an easy task. A full review of the systems for reconstructing
Old Chinese which have been developed is beyond the scope of this study, but an overview of
the rationale behind the choice of the 2011 Baxter-Sagart system as the source of the phonetics
reconstructions provided in the case studies below is in order.

When discussing Old Chinese phonology, it is useful to refer to the standard onset-
nucleus-coda (ONC) phonetic structure of Chinese as it is believed to have existed for as long as
we have records.™” The primary reason to prefer the 2011 Baxter-Sagart system is based on the
new methodology behind the reconstruction of the onsets; as the authors note in Old Chinese: A

New Reconstruction:

116 As Baxter notes, the inadequacies in the traditional analyses of rhyme groups come when scholars either claimed
rhyming pairs/groups where subsequent analyses have demonstrated the words did not rhyme, or more commonly,
that there were rhymes between words which in fact did not rhyme (though sometimes these words did cross rhyme,
see Wang, Shi jing yun du, 28-36); both types of errors led to widespread corruption within the proposed rhyme
groups. In general, more recent scholarship has demonstrated that there was far greater complexity within rhyming
systems and that there were far more rhyme distinctions within rhyme groups than traditional analyses allowed for.
Y7 In general, in an ONC structure, the nucleus usually refers to the medial vowel, while the onset and coda are
represented by a variety of types of consonantal morphemes (including the null @ morpheme). In the 2011 Baxter-
Sagart system, there are also two potential postcodas, and the onsets are defined as: “1. any presyllabic material that
may be present, which can contain up to two consonants, including prefixes, with or without the vowel *Z; 2. the
initial of the main syllable; and 3. medial *-r- (which in some cases is an infix), if present.” See Sun Duanmu, The
Phonology of Standard Chinese (New York: Oxford University Press, 2007) for a full discussion of the ONC
structure, and Baxter and Sagart, Old Chinese, 69 and 194-197.

83



Earlier reconstructions of Old Chinese initial consonants—including our own—did not
use the traditional comparative method of historical linguistics; rather, they relied
primarily on a sui generis method based on combining the distinctions of Middle Chinese
with those that could be inferred from xiesheng connections. The present reconstruction
both incorporates and goes beyond previous scholarship by systematically integrating
into the reconstruction of Old Chinese onsets the phonological distinctions found in
Proto-Min and in the early Chinese loans to Proto-Hmong-Mien and Vietic. We show
that these independent bodies of data provide convergent evidence for onset distinctions
not attested in Middle Chinese, and not detectable from the study of phonetic series....By
establishing sound correspondences among Middle Chinese, Proto-Min, and the earliest
loans to Hmong-Mien and Vietic, we bring the reconstruction of Old Chinese onsets
closer to standard comparative practice.'*®
Baxter and Sagart note that all previous reconstructions, essentially beginning with the
pioneering work of Bernhard Karlgren, were based primarily on distinctions in Middle Chinese
and connections between phonophoric elements in the graphs. It was Karlgren’s work on
Chinese phonology which culminated in his 1940 Grammata Serica (and its 1957 revised edition,
the Grammata Serica Recensa) that laid the groundwork for most subsequent reconstructions: he

reconstructed 1,235 “phonetic series” (known as xiesheng 2% series in Chinese) in which

graphs share a common phonetic component, further ordered by his proposed initial consonant
(based on the principle of homorganic consonants, or consonants which share a common point of
articulation) following the arrangements of rhyming graphs in the Qieyun rhyme dictionary from

601 c.E.**® While eminent phonologists such as Dong Tonghe #[&]&f, Li Fang-kuei 2= /7£E,
Wang Li F /7, Zhou Fagao &%=, Edwin Pulleyblank, Jerry Norman, Sergei Starostin,
Zhengzhang Shangfang &[i5% &7 and Axel Schuessler have all contributed greatly to our

understanding of Middle and Old Chinese (primarily in their work on distinctions within Middle

118 Baxter and Sagart, Old Chinese, 83-84.

9 The xiesheng series was originally developed by Duan Yucai, following his famous maxim: “[characters] with
the same phonetic element are always in the same rhyme group” (tong sheng bi tong bu [E]&E 0 [E]Ef). Karlgren’s
work on the initial consonants within phonetic series was based in large part on the work of Qian Daxin $£AH7 and
other Qing phonologists who used inductive methods to analyze compounds and contacts in phonetic series. Along
with the 1,235 phonetic series in his Grammata Serica Recensa, Karlgren included another twenty-five series in
which “the explanation of the graphs is obscure,” and have no common phonetic component.
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Chinese, and on parallel word families in potential sister languages, such as Proto-Tibeto-
Burman, Proto-Min and the Austronesian languages), in fact, all reconstruction systems share a
great number of similarities; as Axel Schuessler noted in his 2009 Minimal Old Chinese and
Later Han Chinese: “...superficially scholars [working on Old Chinese] do not seem to agree on
much, because they debate unclear issues and not the many features of OC on which there is a
tacit consensus.”?® This is not to say that any of these systems represents a reconstruction of
any synchronic state of the Chinese language; many of the notations used by the above
phonologists are simply representative of distinctions preserved in the various phonological
traditions, or revealed through comparative study.

That said, when one speaks in linguistic terms of the “rimes” of Old Chinese (referring to
the nucleus and the coda, forming the basis for the “rhyme”), most of the primary evidence used
for the reconstructions is common to all the systems and employed in a consistent fashion across
methodologies, so using any one of the reconstructions by any of the phonologists mentioned
above would result in similar conclusions about phonetic patterning and euphony based on the
forms and patterns of rhyme. As Baxter and Sagart note specifically in regards to their
methodology in Old Chinese:

We reconstruct rhymes primarily on the basis of rhymes in Old Chinese poetry,

distinctions in Middle Chinese, and xiesheng evidence (especially from recently

excavated documents). In principle, we should also systematically include
correspondences with Min and other dialects, and with early loans to Vietic, Hmong-

Mien, and Kra-Dai, as we did in reconstructing syllable onsets....We do use some

evidence from these sources: they support the reconstruction of the coda *-r, for example.

But so far, modern dialects and early loanwords have told us relatively little about

rhymes that we did not already know from other evidence.**

That said, there are a few cases where the final consonant diverges in the new Baxter-Sagart

reconstruction system from previous reconstructions. One of these is the word min £, which

120 gchuessler, Minimal Old Chinese and Later Han Chinese, ix.
121 Baxter and Sagart, Old Chinese, 194.
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occurs prominently in the euphonic analyses in the case studies below, and therefore, in the
following section I present an analysis of much of the data which inform its reconstruction, in
order to better assess the reliability of the reconstructed pronunciation proposed by Baxter and

Sagart.
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1.3.B A Comparative Analysis of the Phonology of the Word min {£ in Old Chinese

The word min E figures prominently in ancient Chinese texts and can be dated

paleographically as far back as the Western Zhou bronze inscriptions. It is most commonly used
as a collective noun referring to a group of people and will often indicate a specific group of
people who reside in a discrete geographical area (in many cases, a descriptor will precede the
word which further identifies the group along geographical boundaries or some other identifying
criterion; for example, in early texts, the collective noun which commonly refers to the Chinese

people as a group is li min 22, the “black[-haired] people).*? In the table below | have laid

out the primary lexical resources for phonetic data which have informed our understanding of its
pronunciation, followed by the phonetic reconstructions put forth by prominent linguists over the
past century.

The table below provides an excellent example of how the reconstructions of Old
Chinese words are often strikingly similar regardless of the scholar doing the reconstructing.

Previously, the main issue with the word min [ was the question over the presence or absence

of a medial glide (represented by the medial *-i- in Karlgren and Wang Li’s reconstructions and
the medial *-j- in the others), with the most recent reconstructions from Starostin, Zhengzhang
Shangfang and Schuessler preferring to omit it. However, the 2011 Baxter-Sagart reconstruction

used in this study makes a radical new claim: the final consonant for min Eg in Old Chinese

should be *-n, not *-n. (Despite the change in final, the rhyme group stays the same, as words

which end in *-in and *-iy are both in the zhen E. rhyme group.) In many cases, a shift from an

122 As Karlgren noted, the word li 2 comes originally from the word gi Z5, meaning “lacquer,” “varnish” or “dark
in color,” with a three-stroke knife signific 7 alongside.
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alveolar nasal consonant to a velar nasal consonant could be seen as a relatively inconsequential

difference, but in light of the preponderance of patterns in the case studies below which feature

repetitive final *-y (but final *-n only on rare occasion), this specific case warrants a fuller

investigation.

Source Rhyme group &R fangie &z Reconstr_uc_ted ocC
pronunciation

Qieyun (TJ&) H

Guangyun (J&Ei#H ) H S

Gu Yanwu g % 2 H

Jiang Yong JT.7k H oA

Duan Yucai FE# =

Wang Niansun F 24 H

Jiang Yougao ;T &k H SR AT

Bernhard Karlgren 457 *mion / *mién

Li Fang-kuei 2= 5% H *mjin

Wang Li 77 H *mien

Zhou Fagao & £5 H *mjion > *miin

Edwin Pulleyblank mjin (EMC)

Sergei Starostin *min

Zhengzhang Shangfang &[5 & H1E *min

Axel Schuessler (1987)

*mjion / *mjin

William Baxter (1992) *mjin
Axel Schuessler (2007, 2009) *min
Baxter-Sagart (2011) *min

Table 1.3.B.1 : Rhyme Groups, fangie spellings and Old Chinese reconstructions

for the word min &
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As one might expect, the best evidence for the pronunciation of min E< during the early

period comes from its use as a rhyme word in Old Chinese poetry, one of the primary criteria
employed in all reconstruction systems for premodern Chinese. In the Classic of Poetry, there

are two poems where min E< occurs in a rhyming position, and in both poems, it rhymes directly

with the word jin 7% (which I have translated here as “to distress”):'?*

“What Plant is Not Faded” [Mao & #234] (54K « /N « (A/ER &) | 2™ stanza:

moE £ oz @ A K B -

124

*gfa)  Ftshu? *pa  *a™in *gfaj *nip *pa *Kkrip
What plant is not wilting, what man is not distressed?

29 it X ’ 15 B BE K °
*9]  *pfaj? *ten  *ba *dfok *Gvaj *paj? *mir)
Alas for us soldiers, forsaken as if we were not people.

123 For consistency’s sake I have rendered jin 7 in these poems as “to distress,” as it has been glossed as “to be
separated from one from one’s wife,” “to put in danger” or “to make pitiful” in different early contexts. In “What
Plant is Not Faded” (a2 °R%& ) , the Zheng Xuan #fZ; commentary glosses jin 5 in this line as “fEFEHS" (“to
be without one’s wife”), which is the source for Waley’s translation: “taken from his wife” and makes very good
sense. Unfortunately, this reading does not seem to fit its use in “The Mulberry’s Tender Leaves.” In the Mao &
and Zheng Xuan glosses for “Leafy Willow-Tree” (&F * /Nt « ZaMll) (Mao #224), Mao reads “IX[75” as “f&” (“to
imperil” or “to put in great danger”): " E{H : “F5 > &t - ¥ | and Zheng Xuan has “X[f&” for “X[F5”: THEFXEE :
“TEFLAXE 2 o | . In his commentary to the “Great Oath” chapter of the Classic of Documents Kong Yingda
FL§E7E provides the reading “f” (“to pity” or “to make pitiful”): (£ « FE L) 1 “KB TR - " FLHE : “F >
77, o, which I feel is close to the larger sense of the word as used in these poems. All translations adapted from
Arthur Waley, The Book of Songs (New York: Grove Press, 1996).

124 Xuan 2z *e*in is a graph in the zhen E rhyme group, and although Baxter includes it in the rhymes for this
poem (See Baxter, Handbook, Appendix B, p.694) it is not in direct rhyme position, and thus might or might not be
a rhyme here (though it would at least cross-rhyme). Unfortunately, nowhere in the Classic of Poetry does xuan
come in direct rhyme position, and thus it is extremely difficult to reliably reconstruct its final consonant in OC.

89



“The Mulberry’s Tender Leaves” [Mao F #257] (354K « K » &%) , 1% stanza:

%4 1 = = H T 2= ] °
*0n? (S)  *paj?  *stap  *nu *go *m-gira?-s  *go  *s-g¥in'®

Profuse are the mulberry’s tender leaves,  under them spreads an even shade.

X = ’ = It ™ K °
*fot  *m-s'ro? *go  *mo-ru *mék (S) *tshe? *m-gfra?-s *miy

But when picked there are only tatters left, torment comes to the people here below.

% L & ’ B U H 5 °
*po  *d%n? *som  *tap (S) *tshian *mran *dsin *gle

Their hearts are filled with endless grief,  sorrow is forever upon them.

{e 1 = x - E A £29 ¥ °
*trauk (S) *paj?  *g0? (S) *I%in *n'en *pa *n°aj? *Krin
Glorious is mighty Heaven, why does it distress us?

Jin 75 here is reconstructed with a *-nj final, which accords well with its presentation in the
Qieyun and Guangyun rhyme dictionaries, both of which include it in the zheng Z& (*-on) rhyme
group. However, this would not result in a perfect rhyme with the medial vowel (*i) in min {£.
The best answer to the problem was provided by Duan Yucai in 1815, as he argued that the
phonetic element on the right side in jin ¥4 should be ling < *rin, not jin % *krom:

In all editions [of the Shuowen jiezi], the seal graph is written jin ¥5. The explanation
states, ‘jin % is the phonetic.” Now, relying on the Analects from the Han stone classics,
the Lishui Education Official stele and the Succession List of Wei [stele], all these write
jin %, which is correct.

EAREIER - MESH - SOERSHE  TOREE  REEEEFREY -

1% Like xuan 2z, xun /] *s-avin is also in the zhen E rhyme group, but as it only occurs one other time in the
Classic of Poetry and is not in rhyme position in that poem. Although Baxter proposed that it and tian & in the third
line would form part of the rhymes for this poem, whether it was a perfect rhyme (xun certainly would have been at
least a cross-rhyme) is impossible to determine from the available evidence.

126 See jin 75 in Duan Yucai % F$k, Shuo wen jie zi zhu (ZR37f#52%) (Taipei: Yiwen yinshuguan, 1964). The
full name of the first stele is the " FE-E RS ER | and it dates to 181 c.E.; the second stele dates to the first
year of the Cao Wei &% dynasty, 220 CE.
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Duan’s reading has been further corroborated by recently excavated manuscripts of the Lao zi; in

both of editions of the text found at Mawangdui /& Tk, the graph jin 5 in the line " 777 |

is written as ?% (¥%), and in the same line in the Guodian A text of the Lao zi, the graph is

written @“? with ming 7 as the phonetic component on the right (ling < *rin-s and ming

*mo-rin-s were not only homonymous and synonymous, but were even used interchangeably in
H 127
some early Chinese texts).

With this evidence, we should ask why the phonetic values for the final in min E< were
consistently rendered as *-n in early rhyme dictionaries, with lin #f given as the final for the

rhyme in all fangie spellings? The answer lies in our developing understanding of sound change
related to palatalization in Old Chinese; as Baxter noted in his 1992 Handbook: “...there is some

confusion between [codas *-n and *-] after front vowels *i and *e.”*?®

, and reiterated by Sagart
in his 1999 The Roots of Old Chinese: “Baxter assumes that Old Chinese rhymes *-in and *-ik
had their velar endings palatalized under the influence of the preceding vowel, merging with *-in

and *-it.”*? Sagart further notes that external comparisons to sister languages reveal original

velar endings on words which seem to have undergone similar phonetic changes, such as nian 4
“year” (*s-nip in Proto-Tibeto-Burman and *hnengC in Proto-Yao) and xin 7 “firewood” (xin

can also mean to “wood” (or “tree”), and is reconstructed as *sin in Proto-Tibeto-Burman and

*sjop in Proto-Yao0).**® Finally, in their most recent publication, Baxter and Sagart have come to

127 See Wang Li F /7, Tongyuan zidian [S]J55-84 (Beijing: Shangwu yinshuguan, 1982), 329, and Baxter and
Sagart, Old Chinese, 237-238.

128 Baxter, Handbook, 199.

129 | aurent Sagart, The Roots of Old Chinese (Philadelphia: John Benjamins Pub. Co., 1999), 50-52.

130 Benedict 1972 and Coblin 1986 corroborate the data from early Tibetan; Schuessler also notes other sister
languages which preserved the final *-j in these words: Axel Schuessler, ABC Etymological Dictionary of Old
Chinese (Honolulu: University of Hawai’i Press, 2007), 72-77.
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the more nuanced conclusion that “our Middle Chinese sources seem to show at least three
different treatments of *-ip in nonpharyngelized syllables:
*C.ig > *-In > -in dialect where *-i > *-in

*C.ip > *-ep > -jeng dialect where *-ig > *-ep

*C.ip > -ing conservative dialect that retains *-ip™"

A final piece of evidence comes from the words listed as cognate to min i< in Karlgren’s Grammata

Serica Recensa, xiesheng groups 457, 742 and 841:'%
457 742 841
“people” min & *miny mang t *mran (with *-r- infix) --
“confused” min Ji& *min mang 3¢ *man (S) ming / mian & *méy / *méns (S)
“shut the eyes” / “sleep” mian ik *min (S) - ming / mian f£ *méy / *méns (S)

Thus, in the case of min [x, the effects of sound change due to palatalization following medial

vowel *-i- along with connections in rhyming poetry to other words which exhibit -in finals in
Middle Chinese resulted in the assumption that the MC final in this word was correct for OC as
well, rather than Baxter and Sagart’s current and likely more accurate rendering of the final
consonant as *-n.*® This is a natural part of our still-developing understanding of Old Chinese
phonology; as Baxter and Sagart wrote in Old Chinese: A New Reconstruction:
In our view, a linguistic reconstruction is a set of hypotheses about the linguistic past.
Hypotheses are not simply summaries of observations; crucially, while they are based on
existing observations, they also make testable predictions about future observations. This
is the deductive part of the approach. Hypotheses cannot be proved, but they can be

tested empirically. If the predictions they make are false, hypotheses can be disproved,
and in that case it is the scientist’s job to revise or replace them.***

31 The “C” in these lines (as in “*C.in™) refers to an unknown initial consonant. See Baxter and Sagart, Old
Chinese, 237.

132 See Sagart, Roots, 135-136.

13 The effects of palatalization have possibly affected other words in this category as well, such as tian X and gin
#2, both of which fall in direct rhyming position with jin 75 in the poem “Leafy Willow-Tree” (&% « /NFE « ZEt0il)
in the Classic of Poetry.

134 Baxter and Sagart, Old Chinese, 5.
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1.3.C New Tools for a Digital Age: The Digital Etymological Dictionary of Old Chinese

One of the greatest hurdles to the study of euphony and phonetic structures in early
Chinese literature has always been the arduous task of performing full phonological analyses by
comparing data from early rhyme dictionaries, rhymes in early Chinese poetry, and the
reconstructions and detailed linguistic research which has comprised the life’s work of many
outstanding linguists and phonologists. As linguists tend to reconstruct individual “words” (or
graphs and graphemes, in the Chinese case), their work does not tend to lend itself to larger
textual analyses, except in limited comparison of rhyme words in parallel poetic constructions.
As such, even the outstanding work by Qing phonologists such as Duan Yucai, Wang Niansun
and Jiang Yougao along with more recent studies of euphony by linguists like Bernhard Karlgren
tend to primarily be concerned with documenting rhymes and rhyme words, to the exclusion of
larger analyses of euphony and sequences of graphs with phonetic correspondences which do not
figure into the rhyme sequences.

The current study is largely made possible by a new digital suite of lexical tools which |
designed and which are the first method by which the hurdles to large-scale Chinese lexical
spadework in the service of phonological and euphonic analysis can efficiently be overcome: The
Digital Etymological Dictionary of Old Chinese. While no resource approaching the scale or
range of functions that the Digital EDOC provides has ever been developed before, the concept
of using digital lexicography and database systems to support phonological and philological
analysis is certainly not original to this study. William Baxter and Wolfgang Behr both
expressed their support for the project in its nascent stages in 2003; they told me they were

working with databases and hoping to develop something along the lines of the Digital EDOC
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but lacked the programming skills to bring it to fruition. The only true forerunner to the Digital

EDOC is David Branner’s Yintong website, created in 2004 by Weng Yi 4353 and based upon

Branner’s digital version of the Guangyun rhyme dictionary. Branner’s site includes functions
called “Transcription of Poetry” and “Prosody Analysis,” in which a user can enter a string of
Chinese graphs and then links to entries from the database (including Branner’s phonetic
transcription) are provided for each graph. Most recently, a similar parsing function to the one |
developed for the Digital EDOC was created for the dictionary associated with the Chinese Text
Project (ctext.org) and provides definitions, variant graphic forms, the standard modern pinyin

pronunciations and references to modern lexica for each graph in the input string.

The origins of the Digital Etymological Dictionary of Old Chinese are relatively simple:
in 2003, while taking a course on Western Zhou bronze inscriptions from Edward Shaughnessy
at the University of Chicago, | became interested in inscriptions which employed rhyme and
euphony, and set out to document the complete phonological composition of a few of these
inscriptions. As I had a background in linguistics and poetics, this type of a study was a natural
fit. However, | was very surprised to find that there had been extremely few studies of euphony
in early Chinese texts and that no scholar had ever published a full phonological (let alone
phonorhetorical) analysis of any early Chinese work. As discussed at length above, Qing
phonologists and their intellectual descendants had published lists of rhyme-words from most of
the famous early Chinese texts (occasionally with brief annotations), Bernhard Karlgren’s study
of the Laozi discusses poetic and euphonic devices, and Wolfgang Behr had included metric
counts of line lengths along with the rhymes in his work on rhyming inscriptions on Western

Zhou bronzes, but not even these exceptional examples provided complete analyses of all the
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words as they appear in situ; documenting the full range of euphonic structures and devices in
the texts was largely overshadowed by analyses of the rhyme schemes and rhyme words . | thus
undertook the task of going character by character through the eight inscriptions I’d chosen for
the study, and entered the lexical data from several dictionaries and phonological resources for
each character by hand. As this was such an extremely tedious and arduous task, | felt there
must be a better way to do the lexical spadework, and that if the process could be automated, it
would make euphonic analysis realistic on a textual scale, applicable to virtually any text.

As | have a background in computer science and software engineering, converting my
handwritten datasheets into a relational database was a relatively simple procedure. The first
version of the Digital EDOC and its tools was written in 2007 in Access and Visual Basic; in
2009, moving toward a web-based platform, | rewrote the applications in PHP (using the wide
range of multibyte character encoding functions available) and converted the data to a fully
Unicode-compliant MySQL database.

The current version of the Digital EDOC (generously hosted by the University of
Chicago at edoc.uchicago.edu ) returns lexical data for user-entered strings of traditional Chinese
characters from three fully proofed Unicode databases: 1) the Qieyun and Guangyun rhyme
dictionaries; 2) Axel Schuessler’s ABC Etymological Dictionary of Old Chinese; and 3) the 2011
Baxter-Sagart Old Chinese reconstruction (Version 1.00, 20 Feb. 2011). Conversion of the full

data from the Shuowen jiezi (&7 CfET) , Jingdian shiwen (&X#iFE ) | Sergei Starostin’s

reconstructions and Axel Schuessler’s Minimal Old Chinese and Later Han Chinese: A
Companion to Grammata Serica Recensa to Unicode MySQL database format is currently in

process, and these will be added to the online Digital EDOC by 2016.
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Having successfully created and beta-tested the Digital EDOC databases and initial
toolkits, I began to assemble the digital texts which | planned to include in this study. For the
chapter on the bronze inscriptions, | first extracted and proofed transcriptions of all the Western
Zhou bronze inscriptions with lengths of over 50 graphs, 190 inscriptions in total, retrieved from
the Academica Sinica bronze inscriptions database (the Yin Zhou jinwen ji gingtongaqi ziliaoku
B 4 B i g &R, based primarily on the 18-volume print edition of the Yin Zhou
jinwen jicheng B /&< EER) ).135 For the chapters on the Classic of Documents and the

Zuo Commentary to the Spring and Autumn Annals, | retrieved the digital versions of the texts
from the Chinese University of Hong Kong’s Chinese Ancient Texts database (CHANT,
http://www.chant.org) and proofed them against print editions. Punctuation, symbols and text
markers from the original sources were preserved for the sake of consistency. | then processed
the texts using the Digital EDOC, creating extensive tables with the head text running top-to-
bottom along the left hand side and the entire complement of phonological data from the
databases extending left-to-right alongside (essentially the same output as one can return using
the “Linear Output” function in the current Digital EDOC). This output allowed me to read the
texts in a new way, informed by the full complement of lexical and phonological data in the
databases, and begin the analyses of their phonetic structures and euphony which comprise the

case studies in chapters two through four of this study.

135 The Academica Sinica bronze inscriptions database is accessible at app.sinica.edu.tw/bronze/qry_bronze.php .
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1.3.D. Layout and Notation

As noted above, the transcriptions for the inscriptions detailed in this study are taken

from the 2007 edition of the Yin Zhou jinwen jicheng (B¢ fE < 2R ) (hereafter abbreviated

YZJJ in the notes). Syntactic divisions and punctuation have also been preserved in order to
provide the study with an impartial assessment of the grammatical structures within each
inscription, and to limit what might have been unnatural divisions within the text (for example,
breaks which would divide names of people or places, or compound words). As the phonetic
patterns generally complement the rhetorical and syntactic divisions, I chose to follow a
relatively conservative approach to the intratextual structures so as to provide the most reliable
foundation possible for this study.

By using reconstructions of Old Chinese provided by contemporary linguists, we can
begin to attempt to lay out the phonetic patterns and cadences in the inscriptions; these in turn
provide keys to the rhetorical structure and clues to the ways the inscriptions would potentially
have been heard (and/or read) by the ancients. In this study I have chosen to include the 2011

reconstructions published by the team of William Baxter and Laurent Sagart,**®

generally
considered the most comprehensive phonological system for the period antedating 221 B.C.E.,
and based on a wide range of textual and linguistic resources.™*” It should be noted that in this
system of reconstruction, pronunciations occasionally will contain a final *-? glottal stop

indicator or final *-s, neither of which affects the part of the final indicating the rhyme.

138 The data used in this study was taken from the “Baxter-Sagart Old Chinese Reconstruction,” Version 1.00, Feb.
20, 2011: http://crlao.ehess.fr/document.php?id=1217.

37 Foremost among the sources used by Baxter-Sagart are the rhyming graphs in the poems the Classic of Poetry
correlated with the extensive Middle Chinese rhyme dictionaries Qieyun (t/Jj&8) and Guangyun (&) , and
further compared with words and word families in sister languages and dialects, such as Proto-Tibeto-Burman and
Proto-Min, which show evidence of interlingual borrowing. See Baxter and Sagart, Old Chinese, 83-84.

97



Additionally, the finals and rhymes in the reconstructed pronunciations are notably more stable
and verifiable than the initials and proposed medials (such as *-r-, *-j- and *-rj-), and so
phonorhetorical techniques such as alliteration and parallelism employing these elements will be

indicated as tentative.

Tables for the inscriptions in this study are presented in the following format:

1) Transcription:
The top line of graphs in Chinese, taken from the Yin Zhou jinwen jicheng, include

punctuation marks which indicate syntactic divisions and single slashes “,” indicating physical
divisions for the vertical lines of text on each vessel. For the bell inscription, a double-slash «,~
/" indicates the division between the two inscriptional areas on the bronze, and a triple-slash
“/ /" indicates the division between the two bells themselves, as the text runs continuously

from one vessel to the next. When a graph different and extended from the graph actually
written in the inscription is understood to be the word meant in the inscription, the extended

graph and its phonetic data are provided in parentheses: ( ) . In a few rare cases, when the

pronunciation of the graph written in the inscription is based solely on its phonetic component
and the pronunciation of the graph as written is unclear, the phonetic component and its phonetic

data are provided in brackets: [ ] . Graphs which comprise part of the phonorhetorical

patterning and which are discussed in the subsequent analyses are indicated by boldface type.
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2) Phonetics:

The majority of the phonetic data comes directly from the “Baxter-Sagart Old Chinese
Reconstruction,” Version 1.0. In a few instances, the pronunciation of the graph in question is
not included in the “Baxter-Sagart Old Chinese Reconstruction” database, and the phonetic data
derived from Baxter’s earlier reconstruction system is provided from Axel Schuessler’s ABC
Etymological Dictionary of Old Chinese or Minimal Old Chinese and Later Han Chinese
dictionaries:**® in rare instances, Schuessler’s “Minimal Old Chinese” (OCM) reconstruction has
been included to indicate a possible alternate pronunciation of the word; in both these cases, the
phonetic data is followed by “(S).” Phonetic data for graphs which comprise part of the
phonorhetorical patterning discussed in the subsequent analyses are indicated by boldface type.

As noted above, while | have chosen to include the 2011 Baxter-Sagart system for
reconstructed pronunciations in the case studies below, the larger conclusions the evidence
provides on the use of rhyme, half-rhyme, alliteration and assonance, and other phonetic and
phonorhetorical devices can be established using any early Chinese phonological system,
whether one relies on reconstructed pronunciations, the rhyme groups and phonetic data from the
Qieyun and Guangyun, or modern Chinese notation systems for ancient pronunciations; in all
cases, the results (and thus the euphonic structures they indicate) are extremely similar. As
several systems and datasets for early Chinese phonetics are included in the online Digital

Etymological Dictionary of Old Chinese and were consulted in the analyses performed in the

138 See Schuessler, Minimal Old Chinese and Later Han Chinese, x: “The Introduction outlines basic issues in OC
phonology since GSR [Karlgren’s Grammata Serica Recensa], and the rationale for OCM, a relatively simple form
of OC, a minimum on which most investigators may agree, and which shows that OC is not quite as enigmatic and
complex as it often appears. The OCM forms are “minimal” in several respects: they incorporate only the more
widely accepted insights into OC gained since GSR was published, but leave out more speculative proposals with
their often complex OC reconstructions...OCM is to a large extent a mechanical transcription of Karlgren’s OC into
Baxter’s 1992 system with some mostly notational changes.”
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case studies below; any user may freely go to the site, enter the same content, and then review

the data him/herself to verify the results.

3) Translation:

A translation into modern English for each passage is provided in the third row, designed
so as to adhere as closely as possible to the syntactic arrangement of the original Chinese, while
yet maintaining an accurate and natural semantic translation. No rhyming or phonetic patterning
of the English mirroring the patterns in the Chinese has been attempted. Translations of words
which comprise part of the phonorhetorical patterning featured in the subsequent analyses are
indicated by boldface type, so as to allow connections between semantic and phonetic structures
to be easily identified. The translations in this work are informed by the work of other scholars,
translators and commentators, to whom | owe an immense debt of gratitude; all errors therein are

solely my own.
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Chapter Il : Euphony and Phonorhetoric in Western Zhou Bronze Inscriptions

I1.1 Introduction to Euphony and Phonorhetoric in Western Zhou Bronze Inscriptions

When considering the uses of the texts inscribed on Western Zhou bronze vessels,
Edward Shaughnessy points out in Sources of Western Zhou History that “these inscriptions were
intended merely to commemorate positive events” and quotes a passage from the Record of

Ritual (Li ji f&82C) which declares that one’s purpose in creating this type of vessel is to “extol

the beauty of his ancestors and illuminate his descendants.”* Jessica Rawson, in her article
“Western Zhou Archaeology” from The Cambridge History of Ancient China, goes further into
the rationales for casting bronze vessels, stating “bronzes were memorials of political events and
social relationships essential to the structure of Zhou government and society....inscriptions were
thus ways of presenting to the Zhou themselves their own society, as well as its changes,

practices and beliefs.” She follows by translating the Tianwang gui KT B inscription, then

states: “Possibly the most striking feature of this and many other inscriptions is the immediate,
dramatic form in which a concrete situation is presented. It almost seems as if the texts were
meant to be read aloud, repeating as a story or drama in such detail that the events and the
accompanying words might be seen and heard. Possibly such a presentation, employing
recorded speech and describing specific actions and places, reflected quite closely the actual
ceremony in which the honor took place.”® Thus, if one of the uses of rhyme and other rhetorical

and literary devices is to give words a sense of power in order to enthrall the listener in ways

! See Edward Shaughnessy, Sources of Western Zhou History: Inscribed Bronze Vessels (Berkeley: University of
California Press, 1991), 176.

2 See Jessica Rawson, “Western Zhou Archaeology” in The Cambridge History of Ancient China: From the Origins
of Civilization to 221 B.C., eds. Michael Loewe and Edward Shaughnessy (New York: Cambridge University Press,
1999), 368.
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unadorned prose cannot, then in these inscriptions we find not only epics of great deeds and
virtuous actions by the caster of the vessel and his or her forebears, but also a ritualized method
for the retelling and preservation of these narratives.®> While the inscriptions presented here
should not be seen as representative of Western Zhou bronze inscriptions as a whole, these
analyses clearly demonstrate an advanced facility with a variety of poetic and literary techniques;
the composers imparted a sense of power and grandeur to their words as a means to ensure that
generations of descendants would be enthralled by both the recounting of the heroic deeds of

their forebears and the intricate array of styles and forms employed in their telling.

¥ In a 2009 article Martin Kern cites Jan Assmann on the preservation of cultural memory and poetic language: “It
can be taken as general knowledge that poetic formation serves primarily the mnemotechnical purpose of putting
identity-securing knowledge into a durable form.” Kern concludes, citing Stanley Tambiah: “The question of
meaning extends beyond the verbal utterances to the entire ritual performance; meaning is constituted not ‘in terms
of “information” but in terms of pattern recognition and configurational awareness.”” The repetitive cadences of the
Western Zhou bronze inscriptions thus seem to simultaneously fulfill both roles, supplying historical information
while providing a ritually-significant method employing phonorhetorical patterns functioning in concert to preserve
cultural memory. See Kern, “Bronze inscriptions, the Shangshu, and the Shijing”, 180-182.
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11.2 Example from the Early Western Zhou: Da Yu ding A 755 (The Larger Cauldron of Yu)*

11.2.A Introduction to the Vessel and its Provenance

Because of its long inscription, the Da Yu ding KX F:%¢ is one of the most treasured and
important of all Western Zhou vessels, and was cast to commemorate the enfeoffment of Yu &
during the twenty-third year of King Kang g = (r. 1005-978 B.C.E.), thus 981 B.C.E. The vessel
was unearthed in the 1820’s in Qishan [z L] county, Shaanxi K75 province, along with a second
vessel, the Xiao Yu ding /Ngz %58 (Smaller Cauldron of Yu), which disappeared during the mid-

19" century Taiping rebellion (currently only a poor quality rubbing of the Xiao Yu ding 390-
graph inscription remains). The Da Yu ding passed through private collections until being
donated to the Shanghai Museum in 1951 and is currently housed in the National Museum of
China in Beijing. The 286-graph inscription (including five two-character compound graphs) on
the basin of the vessel is the longest extant inscription from the early Western Zhou period.

As the structure of the inscription indicates (see the transcription-phonetics-translation
below), the beginning and end sections of the inscription feature short mise en scene prose
sections providing the date, the place and the participants in the events depicted. These short

passages bookend four speeches in succession; each speech is prefaced by “wang yue” +H “the

king said” (in the first instance a more complete phrase is used: “wang ruo yue” TF5H : “the

4YZ7J3J #2837
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king approved of saying,” see the discussion in section 2.1 below), and these speeches thus
ostensibly represent direct address from the king to Yu, the caster of the vessel.”

The first speech is a long, cadenced historical soliloquy in which he provides a moral
rationale for the fall of the Shang dynasty and the rise of the Western Zhou. The second speech

is a short charge to Yu to emulate his late grandfather, Nan Gong Fg7. The third speech

provides a detailed inventory of the investiture. Finally, the fourth speech is a short exhortation

for Yu to remain morally upright and uphold the king’s command.

® The speech markers “the king said” are the only empirical indications of where one speech ends and the next
begins; it can be generally assumed that the entirety of these sections are direct speech from the king to Yu based on
the repeated use of the second-person pronoun “you” (ru ¥% *na) in the address. Whether these speeches are
actually the king’s words taken verbatim or a contemporaneously composed idealized version thereof is an
irresolvable question, but the great care taken in the crafting of the phrases along with the speeches’ complex
phonological patterns could well indicate these remarks were prepared ahead of time and were intentionally drafted
in this format as a way to emphasize the grandeur of the occasion.
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11.2.B The Inscription: Rubbing, Transcription, Phonetics and Translation
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Figure 11.2.B.1 : Rubbing of the Da Yu ding AFE Inscription
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Table 11.2.B.1 : Transcription, Phonetics and Translation of the Da Yu ding X355 Inscription

Section 1 : Opening Phrase : Relative Date, Location

() y H ’

*tur (*wjij (S)) *ku? *nvat

It was in the ninth month;

+ 74 (F8) o B % e
*Gvarn *dzfo (*dz%s) *tsfup *tiw *rin-S *Gva

The king was at Zong Zhou, and commanded Yu.

Section 2.1 : Speech 1, Part 1 : Historical Contextualization / Moral Admonition 1

+ o H
*Gvarn *nak *gvat

The King approved of saying:

i ’ A () # / B (30 E )
*Gva *pa (*phra) *qen? (*mon) *Gvarn
“Yu! Illustrious King Wen

Z AN B (H) AN <
*du? *1%n *6va? (*G¥a?-S) *[Sat-s *rin

received Heaven’s blessings, the great mandate;

1 B @ = i B (30) E () £ ’
*dz%a? (*ma?) *Gvan *sa.lo-s  (*mon) *dzrak-s (*ts'ak )  *p‘ron
then King Wu succeeded Wen and created the state,

(e oG B ) (B = g il ’
(*bek) (*kot)  *nrok *bfa (*pha) *G¥o? *s.lij-s *C.pan
opened up the hidden [lands], extended [the state] to the four quarters,
e () iE 5 () R
(*tsjuns (S) ) *ten-s (*kot) *mir)

governed and set aright their peoples.

Section 2.2 : Speech 1, Part 2 : Historical Contextualization / Moral Admonition 2

1E FF W@ = Bl B CE) ’
*dz%? (*¢¥a) (*pa-s) *m-s-ra?-s *tsra (S) *m.ru? (*tsu?)

When engaged in ceremonial affairs involving wine,
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Table 11.2.B.1 continued

fit it F (B
*ma *kfam? (*Irom-s)
there was no drinking to excess;

A B (%) £ C SN i :
*GVa? *C.dz're (*ton ) *5-Go?
when preparing food for the sacrificial rites,

i Bt ME (B ()
*ma *kSam? (Z:*du?-s) [(*nu)

there was no drunkenness.

Section 2.3 : Speech 1, Part 3 : Historical Contextualization / Moral Admonition 3

o (80 FAN 2= (#H) b / +
*kfa? (*k‘a-s) *in *Gok-s (*arap) *rom *tso?

Thus Heaven distinguished and watched over [kings Wen and Wu’s] sons;

B ox @ 5 E3 !
(*p.kap) *pSu? *sSor *Gvarn
greatly protected the former kings,
O 7 UE) sl 73
*6vo? (*e¥a?-s)  *s.lij-s *C.pan

... blessed the four quarters.

Section 2.4 : Speech 1, Part 4 : Historical Contextualization / Moral Admonition 4

E34 i B it (B%) <
*ntaj? *mun *or *Co-lut (*m.lIrut-s) *rip

We have heard how Yin dropped [Heaven’s] command:

B () / F% = &= . (4] )

*tur (*wjij (S)) *ar *pfen *g50 *ing (*1in-s)

it was as the Yin borderland lords and suburban administrators

F (s B i3 =] B ’
(*C.ca?) *Por *ten-s *prak *pek

along with Yin's many central officials,

=S =i T 75 CH) ’
*s-rut-s *|ots *Gva *m.ru? (*tsu?)

were led into the practice of drinking wine,

107



Table 11.2.B.1 continued

& (#0) ® o B g
*ka? (*kfa-s) *s-m‘an-S (*srij)

and thus lost their armies.

Section 2.5 : Speech 1, Part 5 : Yu is Lauded for his Service

E I G o (BR) R (=) X (H) 7N i[5
*5-Go? nra? (*na?) *C.mft-s (*mfut-s) *dor (*dar) *gva?-s (*¢*a?) *l%at-s  *bak
Enough!  You, from dusk to dawn, have performed great service.

EN B () Al

*|a *tur (*wjij (S))  *tsik

When | was engaged in

S /N 2 ’

*Irom? *sew? *m-kfruk

my youthful studies,

4 () S G & 0B B — A

*nra? (*na?) *mut ( *khak ) *[a? *nsy? *pek *?it *nin

you did not restrain me, your sovereign, the singular man.

% E51 B () Bl

*Krom *naj? *tur (*wjij (S)) *tsik

Now, we are engaged in

() (m/%) F B £/ 1 ’
*C.tsen? (*cen) (*p.rim?) *Gva (*mon) *Gvarn *ten-s *tf9k

taking as model and inheritance King Wen’s upright virtue,

S (30 + =3 - = 1E
*nak (*man) *Gvan *rip *nij-s *srum *ter)-S

and approve King Wen’s commands to the numerous officials.

Section 2.6 : Speech 1, Part 6 : The Command to Yu, Part 1

2 ER fE (i) <
*krom *la *tur (*wijij (S)) *rin-s

Now, | am commanding

2 () % ./ - ED (3
*nra? (*na?) *Gva (*draw-s) (*N-q“ren )

you, Yu, to help by honorably,
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Table 11.2.B.1 continued

T (B0 & (7%) 1 % (4%)
( *kren-s*) (*?0p) *tiok *Kk.Ifen (*k.Ien)

respectfully, harmoniously and virtuously continuing [this work].

Section 2.7 : Speech 1, Part 7 : The Command to Yu, Part 2

5( & 5 A e 2 (%)
*mran? / *mra? *taw *s-N-rak *nop ( *kran?-s ) (*qran?)
Assiduously, from morning to night, remonstrate and make offerings,

7% E - VN &= (B

*pSur *ts50? *Uj-s *1%in *uj-s (*j)

officiously serving, in awe of Heaven’s awesome power.”

Section 3 : Speech 2 : Yu is Commanded to Emulate his Ancestor/Grandfather

* B

*GVang *Gvat

The king said:

if ’ < 2 (%) o #F (2D

*no *rin-s *nra? (*na?) *GVa *C.tsen? (*G'en)

“Further, I command you, Yu, to take as model

] ] H (8 E2] N
*na? *32.10-5 *tsa (*ts‘a?) *nfom *C.q'on
your hereditary deceased-grandfather Nan Gong.”

Section 4.1 : Speech 3, Part 1 : Command to Yu

* / H

*Gvayg *Gvat

The king said:

& 4l (48) U 3E Blo(ED & o
*G6va *dziu (S) (*dau?(S)) *C.kep *sij? (*s-lo) *nur)
“Yu, assist and stand beside me in managing affairs of war,

& R £l A

*mran? / *mra? *tshok (S) *bat *s.Gon-S

assiduous toward debts, punishments and legal disputes;
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Table 11.2.B.1 continued

DI CEDNNZ — A

(*suk) *s-N-rak (*daw?) *n%aj? *?it *nirn)

morning to night, help me, the singular man,

o= %) 5o

(*ton ) *s.lij-s *C.pan

in governing the four quarters,

== N > Z

¥ (1) E54 = i B yin * ’
(*¢*a) *n%aj? *go *Gvit *sen? *sSar *Gvarn

as we will tour and inspect how the former kings

=4 B =4 / 8 (38) +
*du? *mir *du? *gan (*Kkar) ) *hig
received the people, received the borderlands and [inner] lands.

Section 4.2 : Speech 3, Part 2 : Gift List

g (35) 2 (&) = — Bl
*lek-s ( *s-lek-s) *nra? (*na?) *thran-s *?it *ju? (S)
I grant you sacrificial wine, one pot;
[1 (&) K T : = : H &
(*mran? (S)) *?9j *pat (S) *s.qhak *t.qha/*C.qa  *m'ra?
ceremonial cap and jacket; knee pads; slippers; and a chariot with horses.
o (85) JY /0 H (fE) F 7N fife ’ H B G -
*lek-s (*s-lek-s) *nfo? *tsa (*tsa?) *nam *C.qon *C.cor *m.lon-s (*s.tu-s)

I grant your deceased-grandfather Nan Gong’s pennant, to use on procession.

5 (8) 7 (G4 5 (GG DI SRCED ’
*lek-s (*s-lek-s) *nra? (*na?)  *p‘ron *s-lo *s.lij-s *bfrak (*pSrak )
I grant you four elders as estate officials,

A & 5 VAR ¢S ¥ i3 ’
*nir *C.q'ik / *k.r'ek  *S.bit-s (*pah (S))  *tit-s *Ga *s-tak-s
and servants, from charioteers down to commoners,

A N [E] X Fil + X o xR
*nin *K.ruk *pirak *GVa?-S *C.pfa?  *t.gop *Gva?-s  *ku? *pa
six hundred fifty-nine of them.
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Table 11.2.B.1 continued

5 () F(E) Bl (= £ OB+ X = A\ R ’
*lek-s (*s-lek-s) *loj (*loj) (*s-lo)  *cvan  *gin  *t.gop *c¥o?-s *srum *bSrak ( *p‘rak )
I grant thirteen elders as royal border officers,

N = T X Fi + *x
*nin *C.qik / *k.rfek *s.n%1) *6¥ao?-s  *C.p'a? *t.gop *pa
and servants, one thousand fifty of them.

W (@) (%) & A / 5 () +

( *khok-s) [ *hwak (S) ] *tshar *S.bit-s (*kot) *thig?)

Urgently move [them] from their current lands.”

Section 5 : Speech 4 : Admonition to Yu not to Disregard the King’s Command

+ H

*G¥an *cvat

The king said:

EI = 77 BT IE (BD ’
*Ga *nak (*kren-s) *nSo? *ten-s (*ten-s)

“Yu, approvingly respect [=be attentive to] your governance,

7) B () fik %
*mut (*pap-s) *Irom? *rip

and do not disregard my command.”

Section 6 : Dedication

i H / # ES (IS ’
*Gva *m.lon-S *tiop-s *Gvan *qhu
Yu thereby in response to the king’s munificence,

H E(E) H (f5) E] N = i
*m.lon-s  *dz'rak-s (*ts‘ak-s) *tsa (*tsha? ) *nfom *C.q'on *pfu? *ten?
thereby made for his deceased-grandfather Nan Gong a treasured ding-cauldron.”

Section 7 : Closing : Year Notation (Relative Date)

() + t X = 1€
*tur (*wjij (S)) *Gvarn ?? *GVa?-S *srum *5-Go?
It was the king’s twenty-third ritual cycle.
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[1.2.C Analysis of the Da Yu ding Inscription®

Section 1:

The opening of this inscription, like most Western Zhou bronze inscriptions, begins with
a notation of the date. Here, only the month of the lunar year is provided; this is a minimal form
of this type of notation. The second line contains the main actor in the inscription, simply called

“the king” (wang +), followed by the place notation. This is an opening commonly found in
Western Zhou inscriptions, and the name of this place, Zong Zhou 5% /&, is recorded in twenty-
seven different inscriptions. Zong Zhou is most likely another name for Haojing #5352, the part of
the Zhou capital on the eastern side of the Feng river ;&1 which was the primary seat of the

early Zhou kings. The final statement before the first speech sets the situation for the inscription:
“[the king] commanded Yu,” meaning the king issued a formal command (or award/enfeoffment)
to Yu. As is common in opening date-place notations in Western Zhou bronze inscriptions, there
is no rhyming or other discernible rhetorical device in this section.

Section 2.1:

The opening words in this section, “the king approved of saying” (wang ruo yue +35H

*G¥an *nak *g“at) mark this inscription as belonging to a specific subgenre of Western Zhou
texts. While inscriptions which contain ostensibly direct speech by the reigning king are not
uncommon, this precise phrase is invariably followed by a long speech, usually among the

longest examples of direct speech by the king in the corpus; any subsequent speeches by the king

® This inscription is not included in the lists of vessels containing rhyming graphs by Chen Shihui or any previous
Chinese scholar; it was translated by W.A.C.H. Dobson in Early Archaic Chinese (Toronto: University of Toronto
Press, 1962), 221-26, and detailed in Behr, “Reimende Bronzeinschriften,” 152-61.
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are then introduced by “the king said” (wang yue F F*cvan *c*at), just as in this inscription.”
(The Classic of Documents, or Shang shu (&& ) , follows this same convention: there are

twenty instances of “wang ruo yue,” in nearly all cases marking the first speech by the king in
the chapter,® versus fifty-three uses of “wang yue”; see the related discussions in 111.2.C.2 and
111.3.C.2.1 below).

The king’s speech then begins with two couplets of equal meter followed by a final
tetrasyllabic coda, in the metric structure 5-5-7-7-2-2 graphs per phrase. The final graph in each,
as Behr and others have noted, does not only not come from the same rhyme group, but are from

groups which Wang Li 7 has shown do not cross-rhyme at all in the Classic of Poetry.’

" The shortest of these speeches is thirty-three graphs in length (in the ﬁ%, YZJJ #4266), and the longest well
over one hundred graphs (though as there is no punctuation, without the mention of a change in speaker it is often
difficult to judge precisely where the king’s direct speech is supposed to end). The five inscriptions from the
Western Zhou corpus which feature this style of multi-speech composition (followed by the length of their

inscriptions and their catalogue number in the Yin Zhou jinwen jicheng) are: &A1, 479 (X HE L 9.453C 9) |, YZI)
#2841; PU-|- —4F sl 318, YZII #NAOTAT; HkE, 219 (X HEIC 2) |, YZIJ #4343; filiE 8, 210 (LFEL3)
YZJI #4342; fili v 2, 141 (X FEC 3) |, YZIJ #4467 and #NA1907 (the gai 2, #4468, contains the same
inscription). The phrase “wang ruo yue” -7 El is also found in fourteen Western Zhou vessels’ inscriptions which
contain only one speech by the king: 5%, 281 (X TSC 7.4 2) |, YZJJ #2836; AR 12, 80, YZJJ #4266; 35K,
104 (MFIL3) |, YZ)J #4294; A BR L%, 100 (WL 2. &30 1) |, YZIJ #4302; (A5 12, 110 (LE XL
2) ,YZJJ #4312; Eﬂiﬁﬁ(%), 111 (XEXL2) , #8115 (XEX 2) ,YZII#4313; AlifEEE, 121 (NEX

3) ,YZII#4316; BB, 131 (XFE X 2) , YZII #4321; Eﬂﬁﬁ%, 138 (X FEL 4) ,YZII #4324; ?ﬁﬂélﬁ%%%,
149 (AL L), YZII#4331; 4558, 157 (LFL 1) |, YZII #4340; PU-+ 4E2R L, 282, YZIJ #NA0745; 2 52,
372, YZJJ #NAO757; X B, 82, YZJJ #NA0840.

8 The three exceptions to this rule come in the “Kang gao” (&%) , “Duo shi” (£ 1) and “Duo fang” (£ J5)
chapters: the “Kang gao” has a final line of speech by the king which includes the ruo, and in the two “Duo”
chapters the phrase is used twice (though as the “Duo fang” states “Jf 24+ Fl: 451 this is actually Duke of Zhou
quoting the king, rather than the king himself speaking).

® The existence of cross-rhyming among groups with identical final consonants was well-documented by Wang Li in

his 1980 Shi jing yun du under the section on he yun 4## (Wang, Shi jing yun du, 31-36), but he also shows, and as

Baxter corroborates in his 1990 Handbook, that no poem in the anthology contains cross-rhyming between the *-ar

yang F% rhyme group, *-on dong % rhyme group, *-un dong 4 rhyme group, *-an zheng 7% rhyme group or the

*-in geng #t rhyme group. There exists one possible exception to this rule: the poem “Renowned and Gracious”
(ZI3C)  from the “Hymns of Zhou” section (Mao “E #269) contains the lines: “ZUSCREA . $5220b4H . BIRMEGH

THMRZ . WEEETHWA. TR SR, #)PILE2 . ” If the word jiang 4 (*kan, yang %

rhyme group) in the second line is supposed to be phonologically parallel to gong 2> (*C.g%on, dong * rhyme group)

in the first line, bang 3 (*p‘ron, dong & rhyme group) in the third and gong 3Jj (*kfoy, dong * rhyme group) in the
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However, these graphs do all share the same final consonant (this final consonant is called the

yun wei 82, or “rhyme tail” in Chinese phonology). While it is not impossible that at the time,

perhaps due to dialect or convention, these graphs did rhyme perfectly (though this is somewhat
unlikely, as it would mean the phonology of the Western Zhou period is not accurately reflected
in either the Classic of Poetry nor Middle Chinese), I think it is far more reasonable to accept
that the vowels in the words at the end of each phrase were indeed different, as all evidence
suggests, and that what we are seeing here is simply repeated consonance between final
consonants.’® If this is accurate, then this passage (and many others throughout this corpus)
demonstrate not rhyming verse as reflected in early Chinese poetry anthologies, but cadenced,
metrically-regular prose featuring consonance (homoioteleuton).

The semantic weight of the final graph in each paired phrase speaks in support of this
argument: “king” (wang I *¢“an) and “mandate” (ming &7 *rin), “state” (bang [ *p‘ron) and
“[four] quarters” (fang /7 *C.pan), and lastly “set aright” (zheng I *ten-s) coupled with “the

people” (min E< *min). These are all positive terms, full of power and prestige, and it seems

natural that the composer of the passage would want to highlight them. It would also be natural

to assume that these words were intentionally chosen both for their semantic import and their

fourth line, then this would constitute the only example of cross-rhyming between these groups. However, given the
irregular structure of “Renowned and Gracious” (see the discussion of the “Hymns of Zhou” above), whether this is
a case of cross-rhyming or not remains in doubt.

19 Credit for noting this structure in poetry must be given in part to W.A.C.H Dobson, as in his 1968 article “The
Origin and Development of Prosody in Early Chinese Poetry™ he states: “Rhyming, during its first five hundred
years of development, passes from the relatively simple device of a single rhyme maintained throughout an entire
piece with the rhyming lines occurring at indeterminate intervals, to the regular and predictable occurrence of
rhymes in a variety of mixtures: from a beginning with imperfect rhyme, tolerating such rhyme-fellows as *-ang,
*-jon and *-ien, to the maintenance of perfect rhyme.” See Dobson, “The Origin and Development of Prosody in
Early Chinese Poetry”, 233. While the consonance found in Western Zhou bronze inscriptions as documented in
this study might argue against his chronology, there is no doubt that his description of imperfect rhyme (derived
from the “Hymns of Zhou” section of the Classic of Poetry) is extremely analagous to the patterns documented in
this study.
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final-consonant *-n consonance,™* so that the combination of meaning and sound would create an
increased feeling of strength and importance, especially when used right at the very beginning of
a long speech.

Section 2.2:

This section is more resistant to analysis than the preceding, both in terms of paleography
and phonosyntactic structures, and except for the parallel construction, it seems likely that there
are no phonorhetorical devices employed. Whether the phrases should be parsed 4-5-4-3
(following Behr), or in the 6-3-4-3 arrangement | have given above, neither contains any
phonetic regularity or verse structure. What the phrases do exhibit is parallelism in the form

“.. JEHY X (“do not dare to X), and this seems to be the main reason that the editors of the Yin
Zhou jinwen jicheng punctuated the text 6-3-4-3, with each 3-graph line as “#E{ X.”
Behr argues that because there is evidence of cross-rhyming between the final *-o zhi 2

rhyme group and the final *-u you & rhyme group in two poems in the Classic of Poetry*? the

phonetic structure of this section should be as follows (Behr’s transcription, Behr’s reconstructed

pronunciation and rhyme group provided for the final graph of each phrase):

4 graphs: 2F (¢l () = =5 : *Asras, zhi 2 rhyme group
5 graphs: %}l B CF) 4 5y @% (ER) ik - *tam, qin 4% rhyme group

4 graphs: B (&) 3% (F5) & E - *za(K)?, zhi 2 rhyme group
3 graphs: mE e (B - Bfif - *du, you 4 rhyme group

5 graphs: o (80 RE (F) - T~ 1 *tsa?, zhi 22 rhyme group]

Behr’s reading is certainly plausible, but I think the following structure is likely more correct

(with 2012 Baxter-Sagart reconstructions and rhyme group provided for each phrase-final graph):

1 othar von Falkenhausen discusses the sonorous effects of repeated words with *- finals in bell inscriptions in
Suspended Music; see the discussion below in 11.4.C.4.
12 See Wang, Shi jing yun du, 34.
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6graphs:  fEZE (F) T () EBLEE GE) 76 GE) :*muru? (*tsu?), you B4 rhyme group

3graphs:  fEECR (Fip) ¢ i, : *Irom-s, qin £ rhyme group
4 graphs: B () 3 (%) ¥E : *s-ca?, zhi 22 rhyme group
3 graphs: ma e (Bs) - B8 (=) - *du?-s, you &4 rhyme group

This reading is based on four factors: 1) As noted above, the repeated “f#Fy X is syntactically

the strongest part of the section, so these would be best read as completely parallel phrases; 2)

Ending the first line with you F§ *m.ru? (read as jiu ;7§ *tsu?), a word in the you &4 rhyme group,
maintains a similar phonetic structure with you {4 rhyme group and zhi -2 rhyme group graphs at
the end of each phrase; 3) The zai ££ *dz%o? and you 75 *c*a? at the beginning of the non-*“4Ei

X” phrases are both zhi -2 rhyme group words, creating a phonetic parallel in the initial position;
and 4) Behr’s fifth line, beginning with gu & *k‘a? (read as gu #{ *k‘a-s), seems to fit better

semantically as an introduction to the couplet in verse which follows it, as it provides the subject

for those phrases. Finally, as both graphs following “#tF” are relatively obscure and have no

direct transliteration in later Chinese, these analyses would be enhanced by further study.

In terms of content, this section is remarkable as it provides a clear moral admonition
against alcohol and drunkenness, particularly as regards drinking during solemn ritual occasions;
as will be seen in Section 2.4 below, the king will point specifically to overindulgence in drink as
a contributing factor in the fall of the Shang dynasty, and thus this section is best read as a direct
warning to Yu and to any others who would have heard or read these words.

Section 2.3:
This section provides the first of two couplets composed of perfectly metered and

rhyming tetrasyllabic verse in the inscription. The introductory phrase beginning with gu & (#¢)

“thus” continues the thread from the moral admonition against drunkenness in Section 2.2, “Thus

Heaven sheltered and watched over its children,” and ends with the couplet:

116



B os @ % ES ,
(*p.kap)  *p‘u? *sar *G ar)
provided models for and protected the former Kings,

D13 ﬁ rg 7‘:-,‘ °
*G¥a? *s.1ij-s *C.payg
... possessed the four quarters.
Just as above, the words which are phonetically most important (here a perfect rhyme between

two words in the final *-a yang [5; rhyme group) are also those which carry the greatest lexical

weight: “king” and “[four] quarters.” The couplet directly mirrors several of the poems in the

“Greater Elegantiae” (Da ya ( A ) ) section of the Classic of Poetry; while wang T and fang
75 are used as rhyme-words within stanzas in several poems in the anthology,* there are two
tetrasyllabic couplets, in the poems “Oak Clumps™®® (f&if% ) (Mao #238) and “The Jiang and
the Han” (1% ) (Mao #262), which feature these terms in direct conjunction (although in 262

their order is reversed):
“Oak Clumps” { fait )

il ) e * .
*mran? (S)  *mran? (S) *p‘aj? *Gvar)
Ceaseless are the labors of our king,

4 4 g D] °
*koar *ka? *s.lij-s *C.pan
Fashioning the network to the four quarters.

“The Jiang and the Han” (JTJ%)

& = s il :
*Kk-1%en *Gven *s.lij-s *C.pang

They secure the frontiers to the four quarters,

3 This graph is completely unreadable, as the bronze has been damaged in this spot.
1 See poems “Major Bright” (KB) (Mao #236), “Sovereign Might” (2 7%R) (Mao #241) and “Our People Are
Exhausted” ([%%5) (Mao #253). The English translations of the titles of all poems from the Classic of Poetry are

taken from Waley, The Book of Songs.
15 The translations of these lines are adapted from Waley, The Book of Songs, 234 and 280.
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&= ik T * °
*kfuk-s *m-dey *Gva *Gvar)
They tell of their victory to the king.

Unlike in the inscription, the speaker in the lines from the Classic of Poetry is not the king, yet
addresses a similar theme: creating order throughout the land, extending to the “four quarters.”
Based on this evidence, it is not possible to say whether any of these were the source or
inspiration for any other, but the stylistic correlations are too close to be simply dismissed as
coincidence.’® The short verse sections also provide evidence that the composer(s) of the
speeches could write in “poetic” tetrasyllabic rhyming verse identical to the forms most common
to the Classic of Poetry, and made the conscious choice to compose the speech as we find it here,
preserved for posterity in bronze.
Section 2.4:

The final historically-based section of the speech opens with one metrically-regular

couplet of two lines of five graphs, then an interim line which does not rhyme, and ends with a

potentially cross-rhyming tetrasyllabic couplet featuring the zhi 22 and you &4 rhyme groups,

similar to the structure seen above in Section 2.2. While there do exist rhyming five-graph
couplets in the Classic of Poetry,*’ this section, like those above, reads more like cadenced prose
than an attempt at deliberate poetry, as the lines run 5-5-5-4-4 and would feature a relatively

unorthodox rhyme scheme of AAXBb.

181t is also interesting to note that the initial graphs in the tetrasyllabic lines from the Classic of Poetry ending in “si
fang” VU5 both feature the final consonant *-n; unfortunately, in the inscription this graph cannot be read, so there

is no way to know if there is a stylistic correlation on this point as well.

7 See Dobson, “The Origin and Development of Prosody in Early Chinese Poetry,” 237.

'8 1t is also worth pointing out that in the two cases Wang Li indicates in the Classic of Poetry where a graph in the

zhi 2 rhyme group is in direct rhyming position with a graph in the you 4 rhyme group (poems “Great Dignity”
(JB7%) (Mao #240) and “Shao is Foreboding” () (Mao #265) from the “Major Odes” (KHE) section, see
Wang Li 1990, p.31), the meter in the Classic of Poetry is quite different from the construction here: octosyllabic
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In terms of content, this section features the most interesting historical anecdote in the
inscription, as the Shang losing the mandate of Heaven is directly attributed to the upper levels
of the royal Shang hierarchy drinking wine (ostensibly to excess, as alluded to in section 2.2),
and thus, they lost their armies (martial power) and their sacrificial rites (spiritual power). This
is one of the most commonly-cited passages supporting the argument that the leaders of the
Western Zhou had a distaste (or at least a great respect) for liquor and its adverse effects.™
Section 2.5:

In this section of the speech, the king addresses Yu directly and describes their shared
personal history, lauding Yu for his service and guidance when the king was younger. After the
introductory line, the section is structured around a past-present parallel construction, featuring
repetitive final *-k consonant words within the body of the lines and a graph with an final *-g
consonant at the end of each passage. While this does not constitute “poetic” construction or
versification per se, especially as the meter runs 6-3-3-8-4-7-7 graphs per line and would result
in an A-a-o-B-a-A-b rhyme scheme,? there is enough homophony between the consonants
which end each syntactic unit that the passage exhibits a regular, repetitive phonetic cadence.
Since this type of composition would likely have been composed to fit these specific
circumstances, it is not surprising that it isn’t in verse, but the care taken in choosing words at the
end of each phrase which have end-consonantal consonance reflects a high level of literary

artistry.

(i.e. the thyme words come on the eighth graph) in “Great Dignity” and an eight graph-twelve graph combination in
“Shao is Foreboding,” whereas in the inscription the lines are 3-4 in 2.2 and a tetrasyllabic 4-4 couplet in 2.4.

19 See the discussion of the “Jiu gao” (iF§%) chapter of the Classic of Documents in chapter 111, and in
Shaughnessy, Sources, 128.

20 Additionally, the parallel phrasing and potential inner rhyming described here would feature repetition of the
graph ji B} *tsik, translated here as the verb “to engage (in),” but as this word carries a much lower lexical weight
than most of those used in phrase-final positions throughout the inscription, these short, parallel phrases may not
form an individual syntactic unit but would instead be the first part of a larger unit.
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Section 2.6:

The penultimate section of the speech is the second section featuring metrically-regular
versification, and the second tetrasyllabic perfectly-rhyming couplet. The first of the three four-
graph lines ends in ling < *rin or *rin-s, which as a graph in the zhen E. rhyme group does not
constitute a perfect rhyme with the following couplet, as its rhyming graphs are in the geng #/f
rhyme group, but as there are two examples of zhen E. rhyme group words rhyming with geng
# rhyme group words in the Classic of Poetry (in the “Lesser Elegantiae” (Xiao ya (/NffE) )
section, “High-Crested Southern Hills” ( &iggLl/) (Mao #191), ling 48 *ren? forms a rhyming
couplet with cheng E& *]ren?, and in “Diminutive” (/N33 ) (Mao #196), ling < *rin/*rin-s
rhymes with ming & *m.ren, zheng {iE *ten and sheng 4= *sren), so as ling 45 *ren? in the first

example indicates, it is quite possible that the vowels in these words at the time were close
enough to rhyme, or at the very least form a cross-rhyme.

Even if the first line is not considered, as noted above, the following two lines would
form a perfect tetrasyllabic rhyming verse couplet; the other possibility is that the twelve graphs
in this section form a series of disyllabic pairs featuring final-consonant consonance in the
pattern AB-Ab-3b: yu 5= *la and yu 75 *6%a form the “A” pair, with ling < *rin-s (B) and rong
2% *N-q*ren (b), followed by yong & *?0ny (B) and jing & *k.I%e (read as jing £ *k.I'en) (b) as
the “B” rhymes. Whether this constitutes a perfect rhyme in tetrasyllabic verse or simply

represents a great deal of repeated final-consonant consonance, the high degree of phonetic

correspondence throughout the section is unmistakable.
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Section 2.7:

The final statement in the speech, in which the king commands Yu to serve him
assiduously and “in awe of Heaven’s awesome power,” contains only one small rhetorical device,
though as it comes in the very ultimate line, it should not be ignored: the repetition of the same
graph (though the semantic interpretations differ slightly, these graphs are written identically on
the bronze vessel). This device clearly accentuates the end of the phrase, though it is unclear
what the effect on the listener (or reader) might have been, and while there are disyllabic poetic
phrases found in the Classic of Poetry, this seems to be more a phonorhetorical device rather
than versification.

Section 3:

The second of the four speeches in this inscription is only one line long, but it is notable
as it contains a metrically-regular structure featuring end-consonant consonance; as will be seen
below, all four speeches employ this identical device in the construction of their opening section.
Thus it cannot be coincidence, but was a stylistic choice by the composer(s) of the speeches.

Interestingly, both words in the introductory two graphs, “the king” (wang . *G“an) and
“said” or “spoke” (yue H *cvat) contain identical initials and main vowels. As noted above, this

is a phrase which features prominently in many early Chinese texts; assuming this is correct,”*
the phrase is highly alliterative and would very likely have been noticed by a listener of the time,
though we cannot know the exact effect it might have had.

The speech is not truly two lines, but syntactically more of a single unit; the reason one

might break it into two lines of five graphs is solely due to the high degree of phonetic

2 As initial consonants are generally the most difficult parts of the Chinese word to reconstruct, any claim of
alliteration should be viewed with some skepticism. However, in this case, the two words in this phrase have
identical intial consonants and main vowels in the reconstructed pronunciations by William Baxter, Wang Li,
Zhengzhang Shangfang K5k i 7%, Axel Schuessler, Bernhard Karlgren and Li Fanggui Z= /5 1, thus we can
assume that the initials and main vowels are very likely identical here.
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correspondence: er [fij * and nai /% * in the first position, nii 2z * (read as ru ;% *) and gie H *
(read as zu H *) in the third position, and jing #- * (read as xing A *) and gong 7 * in the final
position all feature identical finals (though as noted above, there is only final-consonant
consonance and not rhyme between the two final graphs in the phrases). As this isan
extraordinary level of phonetic correspondence, it seems highly unlikely that it could simply be
coincidental.

Section 4.1:

The third speech is not as long as the first, but as mentioned above, it also features /n/
final-consonant consonance in the last graph of each phrase in its opening section. Similar in
style to section 2.1 in the first speech, the meter is quite irregular and there seems to be little
apparent attempt at “poetic” versification; rather, based on the syntax, cadenced prose is once
again the most likely structure.

Following the final-consonant consonance and the syntactic units, the most likely meter
is 7-4-6-3-5-2; 2-2-1 (graphs per phrase). Based on the syntax, we can speculate that the section
could have been read as consisting of two parallel phrases, with the two opening phrases the
longest and then each phrase containing one less graph (thus one less syllable) than the phrase
before it in sequence, until a phrase-length of two graphs is reached, after which the section ends
with a final 2-2-1 coda. Indeed, the strangest aspect of the section is that the very last graph, tu

+ *tha?, although perfectly natural lexically,? neither rhymes nor corresponds phonetically

with any of the other words in the section; phonetically, it could be functioning akin to a final

%2 As “borderlands” (jiang tu % 1) is a relatively common compound in early Chinese, the use of tu -+ here could
well be simply due to lexical convention, but as there are many examples from the Classic of Poetry and other texts
of jiang & functioning on its own, especially in phrase-final position in order to rhyme with other yang £% rhyme
group words, the intent behind the use of tu - here remains obscure.
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exclamation,?® but what exact purpose it might be serving here, standing phonetically more or
less on its own, will have to await further research.

In terms of content, this section is very similar to the opening section of the first speech,
and even employs several of the same words in phrase-final position, most notably “king” and
“four quarters,” but whether this was consciously created or is simply the result of lexical
convention must remain an open question.

Section 4.2:

As the “gift list” sections in Western Zhou bronze inscriptions contain long lists specific
to each situation, they do not usually show any phonetic parallelism or literary devices at all.
Interestingly, when this section of the text is divided in accordance with the grammar and syntax
(each phrase begins with either the graph “I grant you” yi 5 *lek-s, read as ci [ *s-lek-s, or the
graph “people” ren A *nin), the final graph in each phrase always either rhymes or cross-rhymes
with the others in the same position (each graph is either a final *-a yu f& rhyme group word, a
final *-ak duo £ rhyme group word, or a final *-u you #4 rhyme group word). This structure
employs highly irregular meter (of 5-6-8 6-7 9-9-7-6 graphs per line) and a rhyme scheme of
ABA CC BCBB (though as noted above, Wang Li has shown that these rhyme groups can cross-
rhyme in certain circumstances, so one could argue the rhyme scheme could be read as AaA oo
acaa). Thus, despite the phonetic patterning, this section reads more like cadenced prose,
featuring words with repetitive phonetics in similar syntactic positions, no overt attempt at metric
consistency and no demonstrable versification.

Section 5:

2 Linguists have tended to reconstruct most ejaculations in early Chinese texts as yu £ rhyme group words ending
in *-a, like tu 1= *t"a? here.
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The composition of this final, short speech, is very much like the second speech. Once
again we find the alliterative preface “the king said” followed by two phrases which break
syntactically at words featuring final-consonant consonance, but not rnyme. The difference here
is that these lines have different lengths (five graphs followed by four graphs), though as the
punctuation suggests, one could separate out the name of the vessel patron from the beginning of
the first phrase, leaving a tetrasyllabic couplet. Once again, the final word in each phrase bears

the heaviest lexical weight: zheng 1= *ten-s (read as “governance” zheng [F{ *ten-s), and
“command” ling < *rin. As this final comment by the king is a direct command to Yu, it would

be reasonable to expect that these words would have been phonetically structured in this way to
add power and gravitas to the words, similar to the end of the first speech (see section 2.7).
Section 6:

We can assume that the king has now finished speaking, as the first word in this section
indicates a change of actor: Yu is now responding in praise of the king’s munificence, and the
person to whom the vessel is dedicated is listed in a standard construction extremely common to
Western Zhou bronze inscriptions. Behr believes that there is an intentional cross-rhyme here
between xiu {& *q"u (you K4 rhyme group) and si 1€ *s-ca? (zhi 22 rhyme group),®* the final
graph in the inscription, but as this does not fit the syntax well, requiring a thirteen-graph interim
between the cross-rhyming words, it seems more reasonable to assume there are no intentional
rhymes nor use of any phonetic device in either of these final sections.

Section 7:
This final line simply provides the king’s ritual cycle number, indicating of the date of

these events (assuming one ritual cycle per year), similar to its use in the seven other known

2 As discussed above, Wang Li notes two examples of a zhi 22 rhyme group word in direct parallel rhyming
position with a you |4 rhyme group word in the Classic of Poetry.
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Western Zhou bronze vessels featuring a “I£ & [number] £ notation at the very end of the

inscription.®

2 These are the T4 £k 4%, YZJJ #358; #i4h, YZIJ #2832; /Nl | YZII #2839; £ B | YZII #4317; i 2, YZJ)
#6014; L i, YZJJ #6516; % J74%25 | YZJJ #9898; and the 5% 2E5 | YZIJ #NA0924.
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11.2.D General Comments on the Da Yu ding Inscription:

As the above analysis demonstrates, the Da Yu ding inscription contains a remarkable
amount of phonetic patterning, with a particular emphasis on end-consonant consonance
(homoioteleuton) based on phrase-final words featuring a final *-p in sections 2.1, 2.6, 4.1, 4.2
and 5. In addition, there are at least two instances (sections 2.3 and 2.6, and perhaps section 5)
where the rhetorical pattern exactly matches tetrasyllabic couplet forms just like those found
throughout the Classic of Poetry. This indicates that the composer of the Da Yu ding inscription
chose to employ both poetic verse and phonetically cadenced prose forms in irregular meter in
order to add grandeur and eloquence to the rhetoric of the speeches; the overall language of the
inscription reflects forms of literary artistry more akin to those in artistic prose than in verse.
Indeed, my extended research indicates that similar use of end-consonontal consonance can be
found in several other early Western Zhou bronze inscriptions which employ rhyme as a stylistic
device; the following table provides a short list of vessels from the period whose inscriptions

feature similar structures.

Table 11.2.D.1 : Other Early Western Zhou Vessels with Phonetically Patterned Inscriptions

Vessel Name Number of Graphs in Inscription YZJ3J ID No.
JINGL 390 (estimated) 2839
XE (ZX)78) 164 (3L 3) 6015
SZTERSE (WE) 149 (EXX1) 4330
TEA<SR 107 (B3 2> &30 1) 4300
KUE 77 (&X1) 4261
RE 57 (EX 3> &X3) 6009
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Perhaps the most important aspect of the Da Yu ding inscription is its early date, which allows
the origins of this literary form to be traced back to the earliest periods of the Western Zhou
dynasty; as will be shown below, these inscriptions may have provided the model for the
development of the style throughout the mid-Western Zhou, and for the subsequent rise in its use

during the late Western Zhou.
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11.3 Example from the Mid-Western Zhou: Dong fangding &Y, /515 (Dong’s Cauldron)®®

11.3.A Introduction to the Vessel and its Provenance

The Dong fangding was excavated in 1975 from the famous tomb complex at Zhuangbai

village ;£ H 47 in Fufeng $ & county, Shaanxi %75, and is mainly known as part of a set of
thirteen bronze vessels which were all unearthed from the same tomb: three ding %, two gui &,
two hu 5, two jue %, one pan #%, one yan i, one gu fil and one he &.2" One of the ding from

the cache carries an inscription of 63 graphs and there is also a gui with a very long inscription of
132 graphs, both of which recount military victories by units led by Dong; the rest of the vessels
contain very short inscriptions of three or five graphs. This vessel, often referred to as the “Dong
fangding I1” to differentiate it from the others, contains a long inscription of 113 graphs, and
currently resides in the Fufeng County Museum.

Although there is no date listed in the inscription, scholars believe the vessel was cast

during the reign of King Mu 2= (r. 956-918 B.C.E.) due to a correlation between the attack by
the Huai Yi 3 at Luo ;& described on the Dong gui and the Dong fangding I and the record in
the Bamboo Annals (/7Z424E) for the thirteenth year of King Mu’s reign.”® As this same

group is listed on this inscription (as the Huai Rong 7, or “Huai belligerents”) and these
vessels were all found in the same cache, it stands to reason that the caster of the vessel was the

same individual in all these cases.

0¥7] #2824.
%" See the official site report: Wenwu (3C#)) 1976.6, 51-60.
%8 See Shaughnessy, Sources, 249-51.
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The Dong fangding Il inscription features two speeches by Dong, followed by a final
dedication. Each of the speeches is prefaced by “Dong said” (Dong yue 2\, H), indicating direct
speech, and the final section also begins with Dong as the subject, bowing before the king. The
first speech records a short comment by the king venerating Dong’s grandfather, while the
second records Dong’s veneration of his parents; in the final section, he will dedicate the vessel

to his mother.
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11.3.B The Inscription: Rubbing, Transcription, Phonetics and Translation

Figure 11.3.B.1 : Rubbing of the Dong fangding & 751 Inscription
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Table 11.3.B.1 : Transcription, Phonetics and Translation of the Dong fangding 2 51 Inscription

Section 1 : Speech 1

LAES H

[ *t'un ) *gvat

Dong said:

5 g () !

*¥a (*cfa)

“Wu-hu!

ES i 2 (%)

*Gvan *wWjij (S) *nfim-s ( *tSun )

The king remembers Dong’s

i #(F10) / = FH N ’
*pek *rfat (*rat) *khu? (S) *krap *C.q%on

elder valorous deceased-father Jia Gong;

T i B () = () 75 F &z
*Gvarn *m.lon-s (*drau? (S) )  *m-s-ro?-s (*s-ro?)  *n‘? *tso? ( *tup )
the king thereby sent out his son Dong

= i ] fi (o) A Of) g2 :
*s-rut-s *qra? *gin *pa-s (*m-qha?) (*g¥rij ) *nur)

to lead the Tiger Braves to repulse the Huai belligerents.”
Section 2 : Speech 2

£ £

( *t'up ) *cvat

Dong said:

5 (P ! /

*¥a (*cfa)

“Wu-hu!

IS X = HH 7\

*Irom? *mon *khu? (S) *Ksrap *C.qfon

My decorated deceased-father, Jia Gong,

3'8 H 3
*mon *mo? / *m‘o? *C.nit *Kkfrar
decorated mother, Ri Geng,
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Table 11.3.B.1 continued

< (=) K / A1 M (HD ’

*lok (*]ok ) *qhu *tsfak *dan-s (*dan)

models of munificence and standards of constancy,

% G = 7 T L%) I :
*¥an *Gvran? *dagh (S)  *n%? *tso? ( *t'up ) *sam

peacefully, eternally firm within your child Dong’s heart,

% sk wm L) B :
*¥an *Gvran? (*so-lop ) ( *t'up ) *nin

Peacefully, eternally bequeathed to Dong’s person,

5 () 1@ 5 (%) F P T S
(*kot) *m-puk (*qhan?) *Gva *1%in *1s9?

he in return makes an offering to Heaven’s Son,”

i 5 () % Ty F 44

*wjij (S) (*kot) *m-s-ra?-s *na? *tso? ( *tSun )

and it is he who serves, your child Dong,

& 3 i ® / PN ¥ ’

*C.man-s *C.n'ip *pek *m-s-ra?-s *19n *tsa?

for ten thousand years serves Heaven’s Son,

&7 () X (H) e () F 5 () 5 .
*moa? / *mo? (*mo) *g%o?-s (*¢¥o?) [ *wo (S)) *Gva (*kot) *nirn

with no regard for his own person.”

Section 3 : Dedication and Closing

£ 7 /O i :
([ *t'up ) *C.p'rot-S *Kkhi? (S) *lu?
Dong bowed, touching his head [to the ground],
#f % +* < (4am) ’
*t59p-S *lag *Gvan *rin (*mo-rin-s )

and responded, extolling the king’s command,

6! E (fF) X / H B
*m.lon-s *dz'rak-s ( *ts‘ak ) *mon *ma? / *m‘o? *C.nit *kSrar

thereby making for his decorated mother Ri Geng

2 In this inscription | translate tianzi X T as “Heaven’s Son” instead of “Son of Heaven” to highlight how the
graph “son” zi -f- *tsa? is used in positions where it features in the repetitive euphonic and phonorhetorical structure.
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Table 11.3.B.1 continued

i & (x) % % ,

*pfu? (*tsun ) *lhan / *hjan (S)  *loj

a treasured sacrificial giant vessel

A 2 2 B /
*m.lon-s *miwk *miwk (*suk) *N.rak-s

to use reverentially morning to night

g & (5 % % (4%%) iz
(*ts*un) (*qran?) *q"u-s *n‘0j? (*s.nuj)  *pok
to perform the sacrifices and make offerings in filial piety for appeasement and blessings;

B ¥ ¥ 4 b
*go *tso? *tso? *sfun *sfun

may his childrens’ children and grandchildrens’ grandchildren

7K = 28 (28 INEAD) °
*Gvran? *pfu? (*tsa) *fat (*rat)
forever treasure his valor.

133



11.3.C Analysis of the Dong Fangding Inscription®

Section 1:
The first section of the inscription is the shorter of the two speeches recorded in the
inscription. After “Dong said” (Dong yue “ 2l H”), the speech begins with one of the most

common exclamations found in ancient Chinese texts: “Wu-hu!” (here 5, often written IELf;

*¥a—*gta).? The four lines of the speech contain no obvious attempt at versification, but when
divided syntactically, the ends of the two main phrases both end in the consonant *-n, a similar
type of final-consonant consonance to that seen in the Da Yu ding inscription (see 11.1.B above).
If one divides these two main phrases at the name of the vessel patron, the section reads in the
format of a metrically irregular 4-5-7-6 (graphs per phrase) AaAA rhyme scheme, one of the
most common rhyme schemes found in the Classic of Poetry.

Section 2:

The second section is comprised of the second speech attributed to Dong; once again
beginning with “Dong said” and “Wu-hu!,” it is composed of nine lines which once again feature
a great deal of final-consonant *-ry consonance (yet vowel disharmony) when divided
syntactically in accordance with the transcription provided in the Yin Zhou jinwen jicheng, in the
format 5-4-4-7-5-6-6-6-6 graphs per phrase. While Behr believes the second and third lines

which form a perfect tetrasyllabic yang [% rhyme group couplet are an indication of intentional

verse, since these lines are quite different in content (the first line features the name of Dong’s

! This inscription is included in Chen Banghuai’s “Liang Zhou jinwen yundu jiyi,” p.452. Chen breaks the lines in
the second section at an ‘%, claiming a cross-rhyme with shen &, and notes the repetition of zi 7, though without
breaks or other rhymes; his claim for cross-rhyming in the final section is discussed in the analysis below. The
inscription is also detailed without translation in Behr, “Reimende Bronzeinschriften,” 186-87; he follows Chen’s
arrangement in most respects, though he disagrees with Chen’s analysis of the final section.

2 In later works, “Wu-hu!” is most often employed as a means to express profound grief; in works dated to the
Western Zhou, it seems to serve as a more general exclamation, perhaps roughly analogous to “Hark!” in English.
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mother while the second line begins the epithets praising her and his father), I believe they are
better read as simply part of the longer, cadenced prose lines which form the rest of the speech.
There are two additional peculiarities with the phonetic structure of the speech. First, the

fourth line ends with xin ,’» *som, a word in the gin {5 rhyme group, and despite the fact that /m/

and /»/ have a good deal of phonetic similarity, the only cross-rhymes in the Classic of Poetry

between final *-om gin {% rhyme group words and any other rhyme group is with the final *-an
zheng 7% rhyme group (though there are three of these®), so it is difficult to determine if this line

should be considered among those exhibiting final-consonant consonance.
Second, the last five lines in the speech which would most naturally break syntactically at

5-6-6-6-6 graphs per line have the following graphs in phrase-final position: shen 5 *nin, zi
*tsa?, Dong £ *tfun), zi -F-*tso? and shen & *nin. The regularity of the meter and same graphs

repeated twice in the same phrase-final position is striking, but this format hardly constitutes any
type of known verse from the period; rather, it seems that the composer of the text simply used
repeated words in the same position to add to the speech’s rhetorical effect.
Section 3:

The final section in the inscription is the dedication, and while Chen Banghuai has

suggested that the graphs yi #% *Ioj, fu & *pok and ci fl] *rfat (read as lie ¥ *rat) should form a

series of cross-rhyming graphs,” | agree with Wolfgang Behr that there is no clear euphony or

other literary device at work in this section, and that it is best viewed as simply unadorned prose.

¥ See Wang, Shi jing yun du, 32
* See Chen Banghuai [ 1%, “Liang Zhou jinwen yundu jiyi” (5 J&4: SCERAE#RIE) | Gu wenzi yanjiu 9 (1984),
452.
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11.3.D General Comments on the Dong fangding Il Inscription:

The two speeches in the Dong fangding Il inscription, like those in the Da Yu ding
inscription analyzed above, employ extensive end-consonant consonance featuring phrase-final
words ending in *-n. While there are no obvious tetrasyllabic verse sections in this inscription,
the use of a consistent metric pattern in the second speech with alternating lines ending in the
same graph indicates a high level of intricate euphony and rhetorical structure. The fact that in
this inscription identical graphs are employed provides an irrefutable example of identical sounds
repeated in regular patterns and supports my contention that these patterns constitute a
significant phonorhetorical feature of these inscriptions. At the same time, despite the regular
meter, these patterns are demonstrably dissimilar to those found in the Classic of Poetry, in
which repetition of the same graph in phrase-final position is nearly nonexistent. This
inscription thus simply provides another example of how cadenced, artistic prose was used for
rhetorical effect during the Western Zhou dynasty.

As noted above, the mid-Western Zhou period predates the increase in euphonic
structures found in vessels dating to the late Western Zhou. However, there are seven other

vessels from the period which contain long inscriptions featuring similar literary devices:

Table 11.3.D.1 : Other Mid-Western Zhou Vessels with Phonetically Patterned Inscriptions

Vessel Name Number of Graphs in Inscription YZJJ 1D No.
SR (SEkEE ) 276 (EE3X 5> &L 3) 10175

TR 219 (E3L2) 4343

i (eER) 201 (EEXL 5 & 1) 2832

R (JUFERD 191 (B 1> &30 3) 2831
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Table 11.3.D.1 continued

S (S2EIE) 110 (EX 1> &321) 2820
LB EE 109 (EX 2> &3C1) 4302
B 4 100 (EX 4) 247
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11.4 Example from the Late Western Zhou: Liang Qi zhong 2248 (The Bells of Liang Qi)°

11.4.A Introduction to the VVessels and their Provenance

A total of ten inscribed vessels bearing the name of Liang Qi Z2EL were discovered in
1940 in Fufeng county, Shaanxi province, including six zhong ## bells, two gui B, one xu Z&
and one ding 1. The inscriptions on these vessels are all somewhat extensive, the shortest being

twenty-nine graphs on the xu, and the longest on the bells. The four largest bells each contain
about half of a long, nearly-identical inscription of 137 graphs, written across the upper central
and lower left faces, while the smaller bells contain only part of the inscription, written around
the central motif on the front; the version of the inscription used in this study comes from the
largest pair of bells.

As there is no year notation recorded in any of the Liang Qi vessels’ inscriptions, the
primary method for dating them has been art historical criteria and correlations with other vessels
bearing the name of Liang Qi; the Shang Zhou gingtonggi mingwen xuan lists these bells as
dating to either the reign of King Yi 52 (r. 865-858 B.C.E.) or King Li J& T (r. 857-842 B.C.E));
Shizuka Shirakawa placed them in the reign of King Li.

The inscription can be broken into seven sections, beginning with a short speech prefaced
by “Liang Qi said” or “Liang Qi spoke” (Liang Qi yue “{J} (%) #:H”), indicating direct
speech, though exactly how long the speech is must remain conjecture, as there are no

subsequent markers of its conclusion. The speech is followed by a dedicatory section, a short

®YZJJ #187 and #188.
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couplet featuring the sounds of the bells chiming, and the inscription ends with several sections

describing the prayers intended by the caster when the bells were played in ritual contexts.
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11.4.B The Inscriptions: Rubbing, Transcriptions, Phonetics and Translation

Figure 11.4.B.1 : Rubbing of the Liang Qi Figure 11.4.B.2 : Rubbing of the Liang Qi
zhong Z2E:4E bell #1, Upper Central Section zhong 22 E & bell #1, Lower Left Section
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Figure 11.4.B.3 : Rubbing of the Liang Qi Figure 11.4.B.4 : Rubbing of the Liang Qi
zhong 22 E4&F bell #2, Upper Central Section zhong Z2EF bell #2, Lower Left Section
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Table 11.4.B.1 : Transcription, Phonetics and Translation of the Liang Qi zhong Z2E §# Inscription

Section 1 : Opening Section : Introduction to Dedicatees

e H H
(*ran ) *go *cvat
Liang Qi said:
A (D) # ) H (+f) =1 ’
*po (*phro) *qSen? *G™ar *tgha? (*ts'a?) *khu? (S)
“Illustrious august deceased-grandfather and deceased-father,
B = ®=(#) £ (#) ’ /
*miwk *miwk *Gok-s (*grok ) *Gok-s (*Grak )

reverential and dignified, solemn and sheltering,

e g () B (B0 ks

*[ehigk *tip-s / *t-lit (*Ca.lin-s) (*kot) *i9k

capable, wise and virtuous;

= 5N yin * ’
*non *gin *stor *Gvay

vigorously served as ministers to the former kings,

%  (&f) /ST B ()

*tiok *dfun (*dun) *mar *mun? (S) ( *min )

attaining purity without flaw.

Section 2 : Liang Qi Extols his Father, Grandfather and the King

Uhep H®HOo= ) il HF (A ! H (8) =7 /
(*ran ) *go  (*drau? (S) ) *s-rut-s  *C.tsen? (*c'en) *¢“an *tsha? (*tsa?) *khu? (S)
Liang Qi thus follows the models of his august deceased-grandfather and father,

ES 2| & ’
*pran? *mrar) *thok

[who] possessed bright virtue,

FZ Bl 4 ’
*gran *suk *s-N-rak

pious morning to night,
e PN ¥

*pek *19in *ts9?
royal officials to Heaven’s Son;
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%

x O F B ey o = o er  #
*1%in *ts0? [ *pvat ) *M-s-ra?-s (*ran) *go
Heaven’s Son appointed to service Liang Qi himself,
e / St VAN iE
*pron *C.qur *[sat-S *ter)
the lords of the state and the high officials;
H PN / T e
*m.lon-S *16in *1s0? *ron?
by Heaven’s Son’s favor
K DI DI / FE ()
*met (*ran ) *go (*rfek)
does Liang Qi succeed in his achievements.”
Section 3 : Dedication
PG DI 14 SV S
(*ran ) *go *kfam? *t5op-s *1%in

Liang Qi dares in response to the son of Heaven

A () # K / %
*pa (*phro) *q"en? *qtu *lax
to illustriously benificiently extol [his munificence]

F B (fF) fix (x> &
*m.lon-s *dzfrak-s ( *ts‘ak-s ) *Irom? *G™ar

and thereby make for his august

H (tH) =7 ik o
*tsha? (*tsa?) *khu? (S) *wai (S) *ton)
deceased-grandfather and deceased-father harmonizing bells.

Section 4 : Sound of Bells Chiming

BB sEa) oo oy
*tshfar) *tshiar) *tshfon *tshor)
Bang-bang, bong-bong;

b8 HE ey () !
*5. thiwk *. thiwk *?01) (S) *o01) (S)

tock-tock, gong-gong!

143

*tso?

Table 11.4.B.1 continued

i=2 )

nin

S



Table 11.4.B.1 continued

Section 5 : Intended Use of the Bells

H =l % (F%) = / it il X A
*m.lon-s  *dauh (S) *kfak (*k‘rak) *qho? *khan? *dzen  *mon *nin

[The bells] will be used to summon the prior decorated men to come enjoy the harmonies;

H iE () g B B ) CENE DI H (FH) ’
*m.lon-s *C.cor *kat (S) *k-Ifan / *kMar (*ywa (S))  *d‘un (*dun) *6va? (*Gg%a?)
[the bells] will be used to pray for health, happiness and pure blessings,

o) m(E) i ()
( *thawk ) ( *k“fan ) *1%r1) *pa.riok (*rfok )

ample, extensive and penetrating fortune.

Section 6 : Closing : Prayer for Blessings and Fortune

g H (/) =
*G™arn *tgha? (*tsfa?) *khu? (S)
August deceased-grandfather and deceased-father,
& B / A4 () = ,
*go *ram *dz% (*dz%?) *dan?-s
may the majesty of your exalted position above
2wy Howy £ &R
( *phoy ) ( *phop ) [ *s-N-gvar / *dzwan (S) ) [ *s-N-g~ar / *dzwan (S) )

be bounteous and ever-springing.

Section 7 : Closing : Prayer for Blessings and Fortune

22 # A & i (SRS ~N¢ 3 :
*Krup-S *la *1%at-s *r'a? *pak *mar) (*lak / *lakh (S) )
Send down upon me great felicitous blessings without cease,

i | @ ox e s & 5 ’
*m.lon-s (*n0-s) *kwian (*ran ) *go *nin

thereby to reside within and glorify Liang Qi himself,

p.. ~
INES F xS ()
*rauk / *praukh (S)  *¢*a *Gvran? *rig-s (*mo-rip-s)

with joy and long life;
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Table 11.4.B.1 continued

ores # s = / E - XC 9 ’
(*ran ) *go *go *C.man-s *C.nin *ma *gan (*Kkar)
Liang Qi, may you for ten thousand years without limit
e (%) i ! / E2 :
[ *krom ] *gin *GWan *Gvarn

serve the august king,

(&) & X % o
(*mrar) *du?-s / *N-tu? *G*ran? *pSu?

Complete in longevity and eternally treasured.
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11.4.C Analysis of the Liang Qi zhong Inscriptions®

Section 1:

The opening section of the inscription announces the speaker, followed by a line of five
graphs introducing the dedicatees and then two tetrasyllabic couplets recounting their virtues.
The speaker is the vessel patron, and the dedicatees are his father and grandfather, both referred
to using the standard nomenclature for deceased ancestors.

The first couplet is in perfectly rhyming tetrasyllabic verse, featuring a reduplicated
identical rhyming binome in the first line,” the second of which likely rhymed perfectly with de

% *t%ak at the end of the second line (while yi £ *cok-s would unequivocally be a perfect rhyme,
Baxter reconstructs yi  with two possible finals, *-op and *-ok, the latter as a dialectical variant
but the more likely option here). The second couplet mixes two rhyme groups (wang =+ *G“an is
a graph in the yang 5 rhyme group, and min E£ *mip is in the zhen E. rhyme group), and as

noted previously, there are no apparent cross-rhymes between these rhyme groups in the Classic
of Poetry, but as documented above, this style of end-consonantal consonance is relatively

common to Western Zhou bronze inscriptions.

® This inscription is included in the lists of vessels containing rhyming graphs by Chen Shihui, “Jinwen yundu xuji”
p.174, who notes only the graphs de ## (twice) and zi ¥ (which are cross-rhymes, and separated by several lines of
text); it was more fully detailed in Behr, “Reimende Bronzeinscriften,” 249-253, though the meter and rhymes
presented differ substantially from my own in all except the binomial and final sections. A short study of the second
bell inscription and several other Liang Qi vessels can be found in Chen Peifen B fiil %5, “Pan you, Zou ding, Liang
qi zhong mingwen quanshi” (Zp7. #500 &RLH 4R RE)  Shanghai bowuguan jikan FifEE ) 6E ST 2
(1982), 20-22; the most extensive study to date of the bells can be found in Noel Barnard and Cheung Kwong-yue
5644, The Shan-fu Liang Ch'i Kuei and Associated Inscribed Vessels (Taipei: SMC Pub. Inc.,1996), 37-71.

" A two-graph reduplicated identical binome is known as a dieyinci 455 or dieyun 4% in Chinese, and can be
found throughout early Chinese literature, most notably in the Classic of Poetry. These specific binomes can be

found therein multiple times: there are five poems containing mu-mu ##% and ten containing yi-yi # 3, though
none occur in the same poem.
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Section 2:

While there are no perfectly rhyming lines in the second section, there are two separate
constructions in metrically regular patterns which deserve mention. The first is the three lines of
epithets for Liang Qi’s father and grandfather, each of which is only three graphs long, and each
of these ends in a graph from a rhyme group different from the others, but as the first two feature
a final *-k (de {= *tSak, followed by xi 47 *s-N-rak) and the last three-graph phrase ends in zi
*tsa?, it is possible that the syntactic and phonetic structure here indicates an intentional
rhetorical device. Wang Li has documented that there are two examples in the Classic of Poetry
of an *-o final zhi 2 rhyme group graph cross-rhyming with an *-ok final zhi & rhyme group
graph, but as there are no cases of *-ok and *-ak finals or *-ak and *-a finals cross-rhyming,
these lines most likely simply represent a case of phonetically correspondant metrically-regular

phrasing with no cross-rhyming intended.®

® This section is potentially complicated by the fact that there are thirty-eight graphs (two with reduplication marks)
missing from a section of the inscription on one of the smaller bells (YZJJ #192): the phrase “}% )5l 47 is directly
followed by Section 4 (the section comprised of the four rhyming binomes) and the first two graphs of Section 5;
thus this final line, the rest of Section 2 and Section 3 all do not appear on that bell. (Thankfully as corroborating
evidence there are two nearly identical versions of the “full” inscription running across two large bells, though in
slightly different arrangements: the last three of the first four graphs on the second bell in the first pair of two large
bells, SJZZ #187-188, are included on the first bell in the second set, SJZZ #189-190, and the first graph on the
second bell in the first pair, gie H. (read as zu 1) is missing, thus they are only “nearly” identical.)

However, in my opinion the text on YZJJ #191 more likely than not represents the thirty-eight graphs missing from
the inscription on YZJJ #192, though the final two graphs on YZJJ #191 (“Liang Qi,” the name of the caster) are
spurious and were mistakenly added here instead of being placed at the very beginning of the inscription on YZJJ
#192 where they should have been placed and are missing. (The discussion in Barnard and Cheung notes the
omission but fails to accurately show how the text can rearranged to form a complete version of the inscription. See
Barnard and Cheung, Shan-fu Liang Ch'i Kuei and Associated Inscribed Vessels, 67-71, including their somewhat
tortuous graphic attempt to resolve these textual problems on page 68.) If it is the case that YZJJ #191 and YZJJ
#192 were originally followed by one or two bells from the set which are no longer extant, if one rearranges the text
slightly then they do comprise a complete inscription perfectly matching the first four sections of the full inscription
as found on the largest bells; the following is my proposed rearrangement of the text on the smaller bells:

#191 final 2 spurious graphs (“Liang Qi”)

+ #192 first 34 graphs (two with reduplication marks)

+ #191 full inscription of 40 graphs (six with reduplication marks), except for the final 2 spurious graphs “Liang Qi,”
and the first graph, bi or pi k¥, is not indicated at all in the YZJJ transcription of #191 but close observation clearly
reveals the remnants of a graph where it was (though it is now illegible).

+ #192 remaining six graphs (four with reduplication marks), ending in “H A"
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The second passage in the second section worthy of comment is the final four lines,
which the editors of the Yin Zhou jinwen jicheng break syntactically into four lines of 7-4-4-4
graphs per phrase; the first three of these show clear *-n end-consonant consonance, though the

final line does not seem to follow this pattern (assuming the phonetic in this final graph is li %

*1ak). At a minimum, the middle 4-4 pair forms a tetrasyllabic couplet ending in *-n final

consonants: zheng I *ter) and chong FE *ron?, but as noted above, there are no *-y final cross-

rhymes in the Classic of Poetry, so this section seems to simply show repetition of final
consonants for rhetorical purposes rather than any type of intentional versification.
Section 3:

The third section is the dedication, which follows a formula extremely similar to the
dedicatory sections found in most Western Zhou bronze inscriptions:® Liang Qi “in response to”

the king (referred to as the tianzi X1, “Son of Heaven”) venerates him, and thereby uses the

occasion to commission a bronze vessel, dedicated to his august ancestors.'® In this inscription,
it also employs a syntactic pattern mirroring the form used in the first two sections, with an
introductory line followed by several lines in metrically regular rhyming verse.

In this section, it bears noting that the perfectly rhyming couplet in tetrasyllabic verse is

followed by a third tetrasyllabic line** which features a final graph with an *- final (zhong &%

*ton, which is unequivocally in the dong B8 rhyme group), but does not rhyme with the

+ one or two currently non-extant bells containing the final 58 graphs (including two reduplicated graphs).

% See Shaughnessy, Sources, 83-85. As Shaughnessy notes: “The dedicatory portion of the inscription is usually
extremely formulaic and...is often composed of short rhyming phrases.,” Ibid., 84.

1% In some cases, the “response” to the king can also be read as gratitude to the king for choosing the vessel patron to
carry out the assignment listed in the inscription, as well as his magnanimity, as cash and other valuable items were
regularly bestowed by the king upon its completion (though there is no gift list in this inscription), thus providing
the occasion and ample funds for the casting of a bronze vessel; during the Western Zhou dynasty, the
commissioning of such a vessel had great ritual significance and was a direct testament of the close relationship
between the vessel’s patron and the king.

1 As noted above, the first graph of this line is missing from the otherwise identical inscription on the second pair of
bells, YZJJ #189-90.
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preceding couplet which features yang 5 *lan and huang & *¢*San from the yang [% rhyme

group in the phrase-final position. Thus, the evidence here indicates that either the couplet in
perfect tetrasyllabic verse should be read as separate from the final line, or more likely, that the
composer is intentionally using end-consonant consonance but not “perfect” rhyming in the
composition of this section. If the latter conclusion is correct, this section can be seen as a
microcosm of the form featuring end-consonant consonance but not “true” rhyming documented
throughout this study, and which seems to be the most common rhetorical form in the Western
Zhou bronze inscriptional corpus.

Section 4:

This short onomatopoeic section comprised of four graphs, each followed by a
reduplication mark, is unique to bell inscriptions; Lothar von Falkenhausen notes that there are
variations on these words found in “a number of Western Zhou bell inscriptions™;*? this precise
eight-graph construction as well as much of the following two sections is mirrored exactly in the

Hu (?) zhong &£ 4 bell inscription (YZJJ #260) and the Qiu #k / Lai # zhong bell inscriptions

(YZJJ #NAQ772-74), indicating that these sections likely made up at least part of a set formula

used in this type of inscription during this period.

12 See Lothar von Falkenhausen, Suspended Music: Chime-bells in the Culture of Bronze Age China (Berkeley:
University of California Press, 1993), 101-02. Later in this work, von Falkenhausen discusses the connections
between rhyming binomes and musical quality: “Though but imperfectly approximating the instruments' musical
quality, the onomatopoeic renderings of their sound in some Western Zhou bell inscriptions quite accurately imitates
what happens when a bell is struck: the initial consonants render the Schlagton produced by the mallet hitting the
bell surface; and the subsequent vocal-nasal clusters suggest the long, drawn-out tone produced by the vibrating
bells.” Ibid., 199. My own searches have not turned up any other uses of these specific binomes in any Western
Zhou bronze inscriptions outside the three parallel sets listed here, though there are several bell inscriptions from the
Spring and Autumn period which include some of them (but never all four at once; see the following sets of vessels:

Z2NEE (YZIJ #263-70), 4 I8t (YZIJ #197-98) and il & (YZJJ #NA482-96). As von Falkenhausen notes, cang-

K,

cang $8%# and yong-yong &fEE also occur in the Classic of Poetry, describing chariot-bells (luan ££), or the sound
of birdsong. On the other hand, the set phrase “ 5% B4 £ %% ,” which appears in Section 6 below, can be found in
a number of Western Zhou bell inscriptions.
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These rhyming binomes are usually interpreted as reflecting the sounds of chiming bells;
most relevant to the current study is the fact that here they clearly comprise a perfectly-rhymed

verse couplet. Additionally, the binome qi-qi $5i8#™ *s.tiwk-s.tiwk is a particularly

interesting choice to represent bell sounds, which one would normally think of as sonorous (the
repeated final *-k is actually somewhat jarring when compared with the final *-n in the other
words); the precise sounds or musicality that this construction represents must remain an open
question for now.

Section 5:

This section does not seem to contain any distinct euphonic devices, though one could
argue that the first two lines could be broken into a 4-4-4-3 structure which would create an
ABDA rhyme scheme, but as this would break apart the syntactic units and neither would match
the final line (even in a cross-rhyme), it is probably best to consider this section to be metrically-
regular yet otherwise unadorned prose.**

Section 6:
This section also features an introductory phrase followed by a tetrasyllabic couplet, in

this case which cross-rhymes on the graphs shang = *dan?-s (in the yang [ rhyme group) and
£% | the phonetic of which is quan £ (this graph is in the yuan JT; rhyme group, and Baxter’s

new reconstruction argues it should end in *-ar, while Schuessler and most phonologists

reconstruct the rhyme as *-an); Wang Li has shown that there is one yang-yuan cross rhyme in

13 von Falkenhausen reads the right side of this graph as zhe # *ta?, following Wu Shigian {713, but the articles
GRA it e % %) and CBE [X) ) by Qiu Xigui 358% 3 argue the better reading is shu 7Jx *s.tuk (= gi Ji&

*5.thiwk).

14 Behr also indicates no rhyming in this section.
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the Classic of Poetry)."® As noted above, this last line featuring two rhyming binomes (again
written as single graphs with reduplication marks) is relatively common in late Western Zhou
inscriptions, and can be found in thirteen unique inscriptions or sets of inscriptions, including on
ten sets of bells, one xu Z& (the f& R 5EZ5, YZJJ #4465) and two recently-discovered sets of ding
IF (the two DU 2RI / 2RI and ten DU = 422K / 2RI, YZIJ #NAO745-56).

Section 7:

The closing section of this inscription, like most of the other sections, features an
introductory non-rhyming line followed by a rhyming section, again featuring couplets. The
structure here is somewhat unique, however: there are two perfectly-rhyming couplets in an
irregular meter of 6-4 (graphs per line) followed by 7-4, and a final 2-2 perfectly-rhyming
couplet ends the inscription. Because of the meter, rather than versification these lines seem to
represent cadenced prose, as there are enough examples of perfectly-metered perfectly-rhyming
verse in this inscription to support the argument that its composer could likely have written these
lines in perfect verse had he chosen. It should also be noted that in Old Chinese, “august king”

(huang wang &£ T *c¢“an *Gvan) at the end of the third line forms a rhyming pair and is

extremely alliterative.
The very last line deserves special mention, as it seems to form a perfectly rhyming

couplet of two graphs per phrase, and features words from a rhyme group (the you &4 rhyme

group) which is not used in the phrase-final position anywhere else in the inscription, making

these final phrases stand out as a particularly strong phonetic and euphonic construction.

> Wang Li references the poem “Grave” (#l) (Mao #256) from the “Major Odes” section, wherein yan & *nan is
in direct rhyming position with hang 17 *gfa. Wang, Shi jing yun du, 32.
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11.4.D General Comments on the Liang Qi zhong Inscriptions:

The inscriptions found on bells from the Western Zhou have long been known to feature
extensive amounts of phonetic and literary devices; zhong bell inscriptions are listed first in most
of the catalogues of inscriptions with rhymed passages provided at the beginning of this study.
The Liang Qi bell inscription is thus both representative and yet preserves a remarkably wide
range of different literary techniques, including perfectly-rhymed tetrasyllabic verse passages in
regular meter, lines of pairs of reduplicated rhyming binomes, and also final-consonant
consonance much like that found in the other inscriptions featured in this study. In addition, the
bells provide evidence of compositional structure: how sections featuring rhyming, cross-
rhyming or phonetic patterning were interspersed with sections of unadorned prose employing no
apparent literary devices at all. As a similar style of composition became extremely popular in
later Chinese literature, particularly in Buddhist texts and the bianwen $£57 “transformation
texts” of the Tang dynasty, what we see here may well be an ancient forerunner of later literary
styles and forms.

Along with the Mid-Western Zhou Xing zhong ¥ $% inscription noted above, there are
several other Western Zhou zhong bell inscriptions which show similar uses of phonetic and

rhetorical devices; like the Liang Qi zhong, these all date to the late Western Zhou.

Table 11.4.D.1 : Other Mid-Western Zhou zhong Bells with Phonetically Patterned Inscriptions

Vessel Name Number of Graphs in Inscription YZJJ 1D No.
g (EREE) 111 (FEX9 A2 2) 260
Fib &k g 89 358

P P 67 181

A5 56 (NEX4) 145-148
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11.5 Example from the Late Western Zhou: Shanfu Shan ding 3551115 (Provisioner Shan’s Cauldron)™

11.5.A Introduction to the VVessel and its Provenance

The Shanfu Shan ding was also discovered in the 1940’s in Fufeng & county, Shaanxi
[7E province,'” and has received a good deal of attention as the year notation in its inscription,

“the thirty-seventh year (of the king’s reign)” was the highest year notation in the entire corpus

of Western Zhou bronzes until the recent discovery of the two sets of Qiu #£ / Lai #E ding in

2003." As the style of the vessel and the calligraphy match that found in datable vessels from

the late Western Zhou® and there are only two reigns of this length during the period, King Li [&
7 and King Xuan & T, it should date to either 842 or 791 B.C.E., or the inscription must be in
error. However, as the geng-xu B, day notation given in the inscription would not fall under
the “first auspiciousness” (chu ji #7]75) period of the month in either of these two years,

Shaughnessy argues that the best solution is to accept David Niveson’s two-year calendrical shift
theory, which would result in a date for the vessel of 789 B.C.E., a year in which geng-xu would
fall upon the first of the month.?° If the vessel does date to the reign of King Xuan, it would be

chronologically one of the very last known inscriptions from the Western Zhou period.

1°¥Z3] #2825.
17 See the site report and discussion of the vessel by Zhu Jieyuan Z<$ ¢ and Hei Guang 5%, Wenwu (¥ 7

(1965), 17-22.
'8 The inscriptions on these vessels record being cast in the reigning king’s forty-second and forty-third years, and

most scholars place them in the reign of King Xuan & .

19 The vessel’s style and decor matches other late Western Zhou ding, such as the Ci ding JH: .

%0 See the discussion in Shaughnessy, Sources, 148-151. Shirakawa Shizuka argues that this vessel belongs to the
reign of King Yi % T, though this would require us to reconsider the length of this reign, traditionally assumed to
be quite short (about seven years); see Shirakawa Shizuka [)1[#¥, Kinbun tsushaku 4 3Ciff# (Kobe: Hakutsuru
bijutsukan) vol. 26, 362-67.
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The Shanfu Shan ding inscription can be divided into five sections: two opening sections
set the scene and describe the actions of the principal participants, followed by a short speech by

the king (in direct address), after which Shan receives the ce fff} “record tablet” of his award and

exits. The final response and dedicatory section is the only part of the inscription showing
obvious phonetic devices, wherein Shan extols the king, dedicates the vessel to his father, Shu

Shuofu, and prays for longevity.
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11.5.B The Inscription: Rubbing, Transcription, Phonetics and Translation

L

e 0. s Y

Figure 11.3.B.1 : Rubbing of the Shanfu Shan ding =ZRL1IE Inscription
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Table 11.5.B.1 : Transcription, Phonetics and Translation of the Shanfu Shan ding 37111/ Inscription

Section 1 : Introductory Section : Date, Location

() s X t Gk ’

*tur (*wijij (S)) *GVa?2-S *tghit *C.n'in *C.ten

It was the thirty-seventh year,

iE H ’ 1) Ei ’ B ’
*ten-S *nvat *tshra *C.qit *Kiran *s.mit

first month, first auspiciousness, day geng-xu;

* 7 (F£) I °
*Gvan *dzSo (*dz%?) *tiw
the king was at Zhou.

Section 2 : Participants, mise en scéne

% (1) = ’

*kfak (*k‘rak)  *d‘a *s.tit

He came to the map chamber,

P = +* o A H = (B X Ll °
*nam  *kun *G'a *nop  *m-q¥a?/ *c¥e?  *gen? *pa *s-grar / *sran (S)

Nangong Hu entered at the right of Provisioner Shan.

A | YA o & SV NG ’
*nop  *mdan *K.rop *trun *len (S) *pak *qhan-s (*qhan-s)

[They] entered the gate and stood in the middle of the hall, facing north.

EE NGO N S N % () il :
*ovan *¢'a (*qMa) [ *hwai? (S)] *s-ro? *tshrék (S) *rin-s (*mo-rin-s / *mren-s) *s-prar / *sran (S)
The king called out to Scribe Hui , and in writing commanded Shan.

Section 3 : The King’s Command to Shan

+ / H

*Gvay *Gvat

The king said:

TR 2 () B g (=)
*s-nrar *1in-S *nra? (*nra?-s)  *k“an (*s-la)

Shan, | command you to govern and supervise
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C/GC/ON A F o =GO
(*qom?) *s-piar / *Har-s *nir *G6Va (*khok )

the Libation Presenters at Ke,

Table 11.5.B.1 continued

H E(E) = (E ] fir ()
*m.lon-s *dzSrak-s ( *tsfak-s) *hjans (S) *s-la (*C.q%a?)
therewith serving as a model and supervising the tribute;
() B = = /
*ma? / *mfo? (*mo) *kSam? *pa *gen?
do not dare not to be good.
Section 4 : Investiture
gy (8%) 2 () = K W o (&)
(*s-lek-s) (*na?) *G%in *29j *tri? / *troi? (S) (*dun)
I award you a black jacket with brocaded hem,
N oo & = () / iR (28) Jife
*t-grak *pot (S) *to (*g'ran ) *ma.rfon *C.car
red kneepads, a scarlet demi-circlet, and a pennant with bells.”
Section 5 : Shan Makes Obeisance and Prepares to Exit
L 7 El ’
*s-nrar *C.p'rot-s *u?
Shan bowed his head to the ground ,
% it o {m SN’ NNNS i
*du? *tshrék (S) *biok-s (*1a?) *t-khut

received the record-tablet and attached it to his girdle in order to exit.

Section 6 : Response to the King, VVessel Dedication

[ (%) A (&) £ (¥) = (%)
*Coa.pan? (*Co.pan?) *nop (*n‘op ) *gror *tan

In return, he submitted a jade tablet;

L B #f %

*s-nrar *kfam? *top-s *layg)

Shan dares in response to extol
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Table 11.5.B.1 continued

AN / ¥+ R < ’
*1in *1sa? *qhu *rig-s
the son of Heaven’s munificient command,

H E (E) % a
*m.lon-s *dz'rak-s (*ts‘ak-s) *Irom? *G™arn

herewith making for my august

% B R B R P& () ’
*tfewk *tfewk-s (*s-tiwk ) *dak *N-pa? ( *ts*un ) *tSen?

deceased-father Shu Shuofu a sacrificial ding-cauldron,

i i ) g (&) = Mo s omiE) o
*m.lon-s  *gai (S) *Kkat (S) (*mror)  *du?-s/*N-tu? *thawk [ *kfan )
herewith to entreat long life and expansiveness,

PiN < (&) = (8B £ (#) ’

*Gvran? *rin-s (*ma-rin-s / *mren-s) (*rfen) *ttug (*tun)

an eternal mandate and numinous end,

¥ ¥ 7 A K " A °
*1507? *tso? *sfun *sfun *g"ran? *ptu? *m.lox-S
for childrens’ children and grandchildrens’ grandchildren to forever treasure and use.
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11.5.C Analysis of the Shanfu Shan ding Inscription*®

Section 1:

As in most Western Zhou inscriptions’ opening sections, there are no obvious
phonorhetorical devices at work here.
Section 2:

The section begins with a short phrase, followed by a series of interspersed long and short
phrases with no apparent phonetic patterns.
Section 3:

This section begins with a direct attribution of the short speech which follows to the king
himself, but unlike the other speeches analyzed in this study, there is little indication of phonetic
patterning in its composition. It could be argued that there is an intentional rhetorical device at
work in the first three phrases, as the meter is a consistent five graphs and Wang Li has shown
that the final words belong to rhyme groups from which there is some evidence of cross-rhyming
in the Classic of Poetry,*®® but cross-rhyming across three different groups seems extremely
unlikely, so I think without further evidence, this section is best read as mainly regularly-metered
unadorned prose in 5-5-5-4 (graphs per phrase).

Section 4:
This investiture section, like most investiture sections throughout the Western Zhou

inscriptional corpus, shows no evidence of phonorhetorical devices.

188 This inscription is not included in the studies of vessels containing rhyming graphs by any previous scholar.
189 Wang lists two poems in which the *-o final zhi 22 rhyme group, to which si 7] *s-lo belongs, cross-rhymes with
the *-ok final zhi I rhyme group, to which ke 57, *k™ak belongs; there are also two poems in which the zhi
rhyme group cross-rhymes with the *-a final yu £ rhyme group, to which gu & *C.q%a? belongs. However, as there

are no poems where the zhi T rhyme group cross-rhymes with the yu rhyme group, adducing that this section would
somehow cross-rhyme across three different rhyme groups seems extremely unlikely.
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Section 5:
Although there is vowel agreement between the final words in these two phrases, Wang

Li notes that in the Classic of Poetry there are no examples of a final *-u (you 44 rhyme group)
word cross-rhyming with a final *-ut (wu %7 rhyme group) word, and given the extremely

irregular meter, this section seems to be simply a prose statement describing Shan’s actions.
Section 6:

The reason this inscription has been included among those in this study is to provide an
example of how the response and dedicatory sections during the late Western Zhou had evolved
to often include consistent rhyme, cross-rhyme, end-consonantal consonance and/or regular
meter, and likely provided the foundation for the further development of phonorhetorical styles
and forms during the Eastern Zhou. As will be further discussed below, inscriptions from the
late Western Zhou show a dramatic increase in the use of phonorhetorical devices, particularly
when compared against their relative paucity during the Mid-Western Zhou period.'*

The structure of this section is remarkable in that the first four lines would seem to form a
perfect stanza of tetrasyllabic AAaA rhymed verse, yet the semantic and grammatical structure

indicates the subsection cannot stand on its own. Subdividing the section based on the grammar

and syntax could result in the first three lines forming a tetrasyllabic AAa unit, followed by a

190 1t could be argued that we have simply discovered more vessels from the late Western Zhou which show
evidence of the use of these types of phonorhetorical devices, but given the sheer numbers of inscribed vessels from
all three periods which have now been discovered as well as the conclusions drawn by Jessica Rawson, Li Feng, Wu
Hung, Lothar von Falkenhausen, Edward Shaughnessy and Paul Vogt on shifts in ritual practices as related to the
developments seen in bronze vessels during the middle-to-late Western Zhou, the argument for ritual shift seems
well-supported. See Rawson, Western Zhou Ritual Bronzes from the Arthur M. Sackler Collections (Washington,
D.C.: Harvard University Press, 1990), 93-110; Li, Landscape and Power in Early China: The Crisis and Fall of the
Western Zhou, 1045-771 BC (Cambridge: Cambridge University Press, 2006), 102-40; Wu, Monumentality in Early
Chinese Art and Architecture, (Stanford, CA: Stanford University Press, 1995), 53-63; von Falkenhausen, “Late
Western Zhou Taste” Etudes chinoises 18.1 (1999), 160-76; Shaughnessy, Before Confucius: Studies in the Creation
of the Chinese Classics (Albany, NY: State University of New York Press, 1997), 184-87 and Vogt, “Between Kin
and King: Social Aspects of Western Zhou Ritual” (PhD diss., Columbia, 2012). My own research also
overwhelmingly supports these claims, at least as far as the use of regular meter, rhyming, cross-rhyming and other
devices in the Western Zhou bronze inscription corpus is concerned; see the discussion below in Section 11.6.D.
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subsection beginning with the graph yong 3 of 4 and then 5 graphs per phrase, and then the

inscription would end with a final coda of 7-4-7 graphs per phrase, also beginning with yong.
The first subsection would then be formed of two perfectly rhymed tetrasyllabic phrases
followed by a non-rhyming tetrasyllabic phrase (albeit showing end-consonant consonance).
However, as the final graph of each phrase in the entire section indicates a similar type of end-
consonontal consonance to that discussed in the other inscriptions above, the best reading is
likely to take the entire section as a single rhetorical unit, albeit in an irregular meter of 4-4-4-4-
6-7-4-7 (graphs per phrase), for there is simply no way to read any pair of lines in the section as
an individual piece of perfectly-rhymed verse unless one divides it at points contrary to the
natural grammatical and semantic breaks.

A detailed explanation is warranted: the final graphs in the first three tetrasyllabic phrases
are zhang & *tan (read as zhang % *tan, in the yang [5; rhyme group), yang £ *lan (yang [%
rhyme group) and ling <> *rin-s (zhen E. rhyme group). Huang £ *c*an (yang [ rhyme group)
falls at the end of the next four graphs, but as huang is functioning here as an adjective

describing Shan’s father, syntactically the phrase must continue onto the next line, which ends

with ding 5 *t'en?. The end graphs of the final three phrases are wan g *k*an (a word in the
yuan 7T rhyme group), dong 4 *tfun (read as zhong 4% *tun, in the dong %< rhyme group) and
then yong A *m.lon-s (dong 55 rhyme group) ends the final phrase of the inscription. While

none of these graphs rhyme or belong to groups which cross-rhyme in the Classic of Poetry, the
final consonants are identical in the last two phrases and extremely similar in the other, thus this
section clearly provides yet another example of repeated phrase-final end-consonant consonance.
The second-to-last line also deserves special mention, as it features four graphs in
succession (“7k< (d5) & (2 ) £ (%%) ”) which have this same final *-n consonant,
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though only the second and third graphs rhyme perfectly. While not necessarily important to the
larger rhetorical structure of the inscription, repeated use of identical end consonants, particularly
*-n, would have added a great deal of sonorance and emphasis to the phrase. It is worthwhile to
note that this exact phrase is also found in final dedication and prayer sections which employ
rhyme and end-consonant consonance in inscriptions on three other ding vessels from the late

Western Zhou: the 55 8 15! (YZJJ #2762), the £ #3% 1 (YZJJ #2790), and the set of six nearly

identical vessels known as the /NTg 1 (YZJJ #2796-2802).
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11.5.D General Comments on the Shanfu Shan ding Inscription

While this inscription, unlike the others in this study, features neither a particularly large
amount of phonetic patterning nor exceptional rhetorical flourishes, the final section is notable
for its construction: it includes several tetrasyllabic lines which rhyme perfectly with each other,
which one would normally think of as sections of verse, yet which cannot stand apart
syntactically. The evidence thus suggests that rhyme and regular meter was simply used as a
literary device within these texts at the time without necessarily connoting any direct connection
to canonical poetry.'**

As noted above, the use of rhyme and cross-rhyme in the dedicatory and prayer sections
of the bronze inscriptions becomes increasingly formulaic and relatively common by the late
Western Zhou.®* Rhyme and other phonorhetorical devices will come to be featured to an even
greater degree in Eastern Zhou bronze inscriptions, and thus the evidence points to the late
Western Zhou as a turning point in the forms and frequency of these devices. In the following
table are listed vessels of this period whose inscriptions are longer than fifty graphs and feature
phonorhetorical devices (primarily rhyming or end-consonant consonance) in phrase-final
positions in the dedicatory and prayer sections; some of these vessels’ inscriptions feature these

devices in more than one section.

191 This section is also not marked as direct speech, which could potentially indicate these lines could have been
based on the cadenced rhetorical patterns employed in the speeches of the time, and they also do not seem to be
quotations, drawn or adapted from another source.

192 See Shaughnessy, Sources, 84.
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Vessel Name
FEAR

S
S
R
AN

B2 E (GHAETE)
i o 2o

g Kk 1w

SER

SIEE
AT

e B (il B

Number of Graphs in Inscription

479 (B39 &3L9)
372

204 (E3C3)

157 (&3 1)

151 (E3C 2 &3 1)
150 (B3 2)

149 (&3 2)

148 (&3 2)

110 (&3 1)

105 (B3 2)

106 (E3C 4> &3C1)
100 (B3 2)

100 (E322)

77 (EX2)

70 (E3L2)

70 (B3 2)

70 (B3 2)

69 (X 2)

63 (EX 1)

61 (E3L2)

60 (E3L2° &3C1)
59 (E32)

56 (E32)
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Table 11.5.D.1 : Other Late Western Zhou Vessels with Phonetically Patterned Inscriptions

YZJJ ID No.
2841
NAQ757
2833

4340

4469

4332
9731
4328
2821
4299
10173
4285
4465
2805
2796
4253
4255
4246
2790
2787
4229
4628

4215



11.6 General Comments and Conclusions on Euphony and Phonorhetoric in Western Zhou

Bronze Inscriptions

In this study, the analyses of inscriptions on bronze vessels from the Western Zhou
dynasty provide evidence of a variety of ways phonetic structures and rhetorical devices were
employed by their composers. According to the evidence, phonetic patterns can clearly be seen
to mirror semantic patterns, particularly in the words chosen to fall at the end of each phrase.
These phonetic patterns and shifts create a text-internal method through which the texts can be
analyzed and divided into subsections and also represent rhetorical and literary techniques which
can be found in multiple inscriptions, thus indicating styles and forms intrinsic to this very
specific and special genre of early Chinese narrative text. Several of the bronze inscriptions in
this study show obvious and tangible stylistic parallels with other ancient Chinese works,
primarily the poems in the anthology known as the Classic of Poetry, including the use of
tetrasyllabic verse in perfect rhyme, parallelism and repetitions of rhyming binomes in regular
patterns.

This study also provides a great deal of evidence for considering the Western Zhou
bronze inscriptions as their own genre, as they show distinct phonetic patterns unique among all
early Chinese texts, including the repeated use of phrase-final end-consonant consonance (often
featuring vowel dissonance, which means these sections neither rhyme nor cross-rhyme in the
patterns well-known from anthologies of early Chinese poetry) in regular and irregular metric
structures, as well as the technique of alternating sections featuring these patterns with sections
showing no evidence of phonorhetorical devices, and occasionally also with sections comprised

of metrically regular and perfectly rhyming verse. Some subsections of these inscriptions feature
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single-line introductory phrases unadorned by any phonorhetorical devices at the beginnings of
sections showing regular phrase-final phonetic patterning, which may have been an early form of
the introductory phrases found in many later Chinese verse and prose texts.

The widespread use of these techniques indicates that the authors of these ritually-
significant Western Zhou bronze inscription texts felt free to draw from a wide range of
rhetorical and literary devices in their compositions, and that the artistry of these inscriptions is
best judged solely upon its own genre-internal merits. In this way, the literary forms and
phonorhetorical devices and patterns they employed may be most clearly analyzed and
appreciated.

It must be acknowledged that one potential reason for the conclusions drawn in this study
is that there are simply substantial differences between the language in which these bronze
inscriptions were written (particularly the nuclear vowels of phrase-final words) and phonetic
reconstructions of early Chinese based primarily upon the traditional rhyme groups derived from
the Classic of Poetry and Middle Chinese rhyme dictionaries which form the core of these
systems, but as noted above, | feel this is extremely unlikely, as such an argument would
invalidate much of the life’s work of most of the prominent linguists from the past century, both
Chinese and Western. Far more reasonable, | believe, is to accept that the data as laid out in this
study provides not a perfect view of the uses of euphony in these inscriptions but indeed a very
close rendering of the phonorhetorical patterns employed by their composers.

Having now built a foundation for understanding some of the ways phonorhetorical
devices and euphonic structures were employed in the Western Zhou bronze inscriptional corpus,
we can begin to compare these structures with those found in other early Chinese texts. As the

inscriptions often feature one or more than one part which is indicated as direct speech, other
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texts which feature similar attributions would likely provide the best basis for comparison; the
following chapter thus provides similar analyses of what are believed to be the chronologically

oldest chapters from the Classic of Documents {Z4%) (or Shang shu (&) ) in order to

provide evidence of some of the ways the phonorhetorical patterns in these chapters are similar

and dissimilar to the phonorhetorical patterns documented in these inscriptions.
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Chapter I11: Euphony and Phonorhetoric in the Classic of Documents (& )

I11.1 Introduction to Euphony and Phonorhetoric in the Classic of Documents

The chapters of the Classic of Documents (Shu jing (Z4%) or Shang shu (%) ), the

earliest and preeminent work of prose literature in the Chinese canon, have traditionally been
purported to date from great antiquity through the Spring and Autumn period. However, in the
mid-eighteenth century, Qing scholars were able to provide evidence that much of the ‘Old Text’

(gu wen T 37) recension was composed during the early fourth century C.E. (though it may have
drawn on earlier material), and some of the twenty-eight (or twenty-nine) ‘New Text’ (jin wen <>
<) chapters have been shown to postdate the Western Zhou.> Despite the significant difficulties

inherent in the dating of early Chinese transmitted texts, there are ten chapters which scholars
now generally agree were likely originally composed during the Western Zhou, very possibly

during the reign of King Cheng (r.1042/35-1006 B.C.E.): the five “Announcement” (gao &k
chapters, the “Great Announcement” ( Kz ) , “Announcement to Kang” ( gk ) |
“Announcement on Drunkenness” (Jfiz% ) |, “Announcement of Shao” ( &zt ) and

“Announcement at Luo” (&%) , along with “Rottlera Timber” ( f££4) , “Numerous Officers”

! The demonstration that the ‘Old Text’ chapters were forgeries from about the fourth century C.E. (a position
subsequently maintained by most scholars) is best rendered in the works from the early Qing dynasty which
presented the first definitive comparative studies of the differences between the ‘New Text” and ‘Old Text’ chapters.
See Yan Ruoqu [&#53E (1636-1704), “Gu wen Shang shu shu zheng” (535 E FizE ) (published posthumously
in 1745) in Shangshu leiju chuji &85 #/)4E vol. 5, ed. Du Songbo A% (Taipei: Xinwenfeng, 1984): 311-571
and Hui Dong ZE i (1697-1758), “Gu wen Shang shu kao” (537 E% ) in Congshu jicheng xibian 35 E £k
4545 vol. 5 (Taipei: Xinwenfeng chuban gongsi, 1986).
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(%%+:) , “Prince Shi” ( £#&) , “Numerous Regions” (%7} ) and “Testamentary Command”

) 2

P
i
2

? See Shaughnessy, “Shang shu 52 (Shu ching Z4%)” in Michael Loewe, Early Chinese Texts: A Bibliographical
Guide (Berkeley, CA: Society for the Study of Early China, Institute of East Asian Studies, 1993), 376-89, for a full
discussion of the transmission and dating of the various parts and chapters of the Classic of Documents.
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I11.2 Example from the Classic of Documents: “The Announcement to Kang” (& « Figh)

I11.2.A Introduction to Euphony and Phonorhetoric in “The Announcement to Kang”

The results of my detailed phonological analyses of the five “Announcement” chapters in
the Classic of Documents reveal that four of these chapters contain relatively few obvious
euphonic devices, but the “Announcement to Kang” chapter has several short sections which are
extremely similar to the types of phonological structures and euphony seen in the Da Yu ding
Western Zhou bronze inscription (analyzed above in chapter 1), and similar to those found in
other Western Zhou bronze inscriptions.

The chapter is structured around fourteen discrete sections, comprised of an introductory
passage followed by (at least) thirteen separate speeches. The speeches are ostensibly all direct

addresses from King Cheng of Zhou &k 1=, eldest son of King Wu /&, T to his uncle, Feng
£} (ninth son of King Wen), also known as Kang shu F#£{ (as the preface to the chapter
attributed to Kong Anguo fL.Z7[Eq states), delivered by the regent for the young king, Zhou gong
Dan /X H. (in English, generally known as the “Duke of Zhou”). The occasion which prompts
the speeches is Feng’s being sent to govern the lands of the former Shang P (in this text called
the Yin %) people, who had recently rebelled against the Zhou and had been defeated for a

second time. As will be discussed further in the following chapter, whether the preface is correct,
or whether these speeches were composed by King Wu and delivered by the Duke of Zhou, or
composed by the Duke “in the name of” the young king Cheng has been debated by Chinese

scholars for centuries. In this chapter, in the first line of the first speech, Feng is called “younger
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brother” (di 55), and toward the end of the first speech, King Wu is referred to as “older brother”
(xiong ’t); as both of these would have been improper appellations by the young king Cheng of

his uncle and father, it seems most likely that the composer of at least the first speech must have
been either the Duke of Zhou or King Wu.
The division marker between speeches is the alliterative notation “The king said” (wang

yue + H *cvan *cvat, with two minor exceptions which will be discussed at length below),

though there are also a few markers of continued speech or subguotations within the thirteen
speeches, so one could separate out as many as twenty total discrete sections within the chapter.
In general, the speeches discuss the enlightened use of punishments by former kings to
encourage the people, with King Wen held up as a supreme model for good governance. They
also contain repeated exhortations to be diligent, use the punishments properly to encourage the
people, and rely upon moral “virtue” (de %) and “tranquility” (kang ). The king also
repeatedly notes that Feng should not feel free to follow his own inclinations when deciding

when and how to use punishments, but must always follow royal standards and directives.
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Table 111.2.B.1 : The “Announcement to Kang” ( FEz% ) : Phonetics and Translation

Section 1 : Date Notation and Mise-en-scene

i = H B 4 g " ’
*Gvij *srum *pvat *ts'o *srer) *phirak
In the third month, in the growing brightness,

M ® o & fE Hr AN 2 F K

*tiw  *C.qon  *tshra *ko *tsfak-s *C.sin *lfat-s  *gop *gv¥a  *ton *kvok

The Duke of Zhou began the foundations and built a new great city in the eastern states: Luo.

Y 73 R 7 il « o
*s.1ij-s *pan *mirn *%at-s *G'0j *m-k‘op-s

The people from the four quarters assembled in great harmony.

= - e K2
= N - 5 ;o K ‘ fifr ’
*g0 *[fin-s *nfom *pfron *m-s‘ro? *gvat-s

The lords, suburban administrators, suburban officials, the selected and the guardians,

=] T 1 E5 il ’
*p'rak *KkSor *pfar?-s  *mip *G'0j
All the hundred officials spread the people’s harmony,

7} + F e
*m-kfen-s *m-s-ro?  *gva *tiw
And introduced them to the business there was for Zhou.

f& AN J&k, ) ’
*tiw *C.gon  *gfrom *gor
The Duke of Zhou encouraged all to diligence,

Ty # N o A e
*n0? *gon (S)  *lat-s *kfuk-s  *C.Iro

And made a great announcement on governance.

Section 2 : Speech 1: Examples of good governance by King Wen

+ P H
*Gvarn *nak *Gvat
The king approved of saying:

& 7 > B 5 % N T a5
*méran-s  *gfo *Irom? *go *1%j? *sew? *so? *porn

Most honored Lord, my younger brother, little child Feng:
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Table 111.2.B.1 continued

2 Ts N # % X £
*Gvij *n'a? *phra *qhfen? *khu? (S) *moan *Gvan

It was your illustrious deceased-father King Wen,

5 B 18 (= £l ’
*khak *mrar) *tiok *Coa.lin-s  *bat

Able to be greatly brightly virtuous and careful in the use of punishments,

x B i fit N ’

*pa *kfam? *mo? (S) *k¥ron *C.k“ra?

Who did not dare to treat with contempt the unmarried or widowed,

JFE oo (fi) (&) (k) [f&) :

*lon (S)  *loy (S) (*k.de) [*ti(S) )] (*kde) [*ti(S) )
Employed the employable, revered the reverent,

53 B S °
*Uj *Uj *qhen? *min
Awe-inspiring in his awesome might, who made illustrious the people.

i Bt i B & =
*m.lop-s  *drau? (S) *Co.dz'u? *p°aj? *q‘o *a'ra?
[He] thereby founded our ancestral districts,

L E59 — - £ ;

*Gvat *naj? *?it *nij-s *pirom)

Extended beyond our one or two states,

I & E51 i + °
) *s-liw *pfaj?  *snfor  *ia?

In order to build up our western lands.

Tt i i g ,
*G¥ij *do *9d? (S)  *mfuk-s

It was then that [all] relied upon his bravery,

[ T E H ’
*mun *aova *dan?-s *tfek-s

His fame reached up to the Lord on high,

i 30
*tiek-S *qhu
And the Lord approved.
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Table 111.2.B.1 continued

K7
P Wk N a7 X E ’
*19in *n'a? *[sat-S *mo-rin-S  *mon *Gvayg

Heaven then gave the great command to King Wen,

7% H B Z B < ’
*?its (S)  *nup *Por *1an? (S) *du? *Kot *ma-rin-s
To exterminate the belligerent Yin, and to grandly receive its command,

il Bk # Bk B °

*Gvat *kot *pfrox *kot *mir)

To extend it beyond its states and its people.

fe ik ®C
*G¥ij *do *s-m-ta?
It was then that they were put in order,

75 =S i 8 ’
*n%a? *Ck¥ra? *mran *hok (S)

Then our older brother exerted himself,

B Dig /N + E2
*s-lop-s  *na? *sew? *1s0? *pon

Thus it is that you, my little child, Feng,

g 8
1E % B + °
*dza? *tso *tiop *thia?
Are here in these Eastern lands.

Section 3 : Speech 2 : Exhortation to follow King Wen and the former wise Kings

+ =
*gvarn *gvat
The king said:
"5 Iz !
*969 *qhfa
Wu-hu!
¥ % e B4 !
*pon *na? *n'im-S *ts'o

Feng, you must bear this in mind!

2 A K i 1 () (&) & J 5% i ’
*krom [ *Iro-s] *ming *tsag  *dz%?  (*k.de) *gvit *na? *mon  *khu? (S)
Now, your [governing] of the people will depend on your reverently following your decorated deceased-father,
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Table 111.2.B.1 continued

&H i ® &
*draw-s  *mun *9] *tiok *pan
Carry out what you have heard, wrap yourself in his virtuous words.

mk

f 2 S T i % 7 ES :
*gvan? *pha *gu *gva *or *stor *trat *Gvar)

Wherever you go, seek among Yin’s former wise Kings,

H & X B °
*m.lon-s  *pfu? *pat-S *mip

Use it to protect and regulate the people.

2 N o= i P % ik A ’
*na? *phra *C.g¥an?  *gvij *s-tan *k6? (S)  *m-den *nix
You must more remotely study the Shang elder accomplished men,

< L pall F °
*m-tlak  *som *tre *lun-s

Establish your heart and know how to instruct [the people].

il K i FH L o & * ’
*pret *gu *mun *u *kia? *stor *trat *Gvar)
Judiciously seek what is to be learned from antiquity’s former wise kings,

H B IR R °
*m.log-s  *k-Iap *pfu? *mir)

Use it to make tranquil and protect the people.

5 T X A 18 e ’
*G¥on *Gcva *1%in *nak *tiok *lokh (S)

Enlarge [your thoughts] to be as Heaven, in you let virtue be richly displayed,

] = A~ J5& 1E £ i °
*na? *nin *pa *pap-s *dza? *Gvar) *ma-rin-s

And you will not fail the king’s command.

Section 4 : Speech 3 : Exhortation on diligence

+ H
*gvarn *gvat
The king said:
TIg L !
*959 *qa
Wu-hu!
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Table 111.2.B.1 continued

/J\ % ::ETJ‘ )
*sew? *tso? *pon
Little child Feng,

G| % (%) J g Bk !
*thon (S)  (*k.rin) *nso? *1in *Kkren-s *t$%

It is as if some disease has come upon you, be respectful!

* . S "

*19in *?Uj-s *pai? (S) *t.gom

Heaven is awesome, but helps the sincere,

K 5] VAN AJ 5, °
*mir) *dzer *[fat-s *khSa)? *ken-s
The people’s feelings can greatly be discerned.

/N A i3 {2 :
*sew? *nin *n'ar *pu?
Mean people are difficult to protect,

(i = 7Y L ’
*Gvan? *Co.0zin? *nfa? *som

Go forth and exhaust your heart,

iz 58 % i* #® ’
*ma *k-Fap  Fqdu? *lit *|a?-s

Have no tranquility or love of idleness and pleasure,

7Y i2s X ES °
*na? *go *pat-S *min

As such you will regulate the people.

5519 el H
*n%aj? *mun *gvat
I have heard it said:

P& A 1t X TR A 1 7N ;
*P0r-s  *po *dza? *[fat-s *Gak *pa *dza? *sew?
‘Resentment is not caused by great things, and also not by small,
H A 2o A b °
*Gij-s *po *G™ij-s *mbh (S) *po *mbh (S)
[but it is one’s] observance or non-observance of principle, diligence or non-diligence.’

d

= !
*Ga?
Enough!
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2z i3 /N ¥ :
*na? *Gvij *sew? *tso?
It is you, my little child,

J e I 5 * ’
*n'o? *hok *Gvij *G¥an *Gvar
Your business, it is to make great the king,

& & i B °

*?oph (S) *pfu? *or *mip

Harmoniously protect the Yin people.

IR 153 Bh £ £ R
*cak *Gvij *Co.dzra-s *Gvan *m-tlak  *[fin

It is also to help the king establish the Heavenly command,

s Hr B ° ]
*tsfak-s  *C.sin *mirn
And renew the people.

Section 5 : Speech 4 : On the proper use of punishments

+ H
*Ggvan *cvat
The king said:
IS Iz ! ES ’
*9%g *qa *por
“Wu-hu! Feng,
&y 2| /5 Bl °
*kren-S *mrarn *n'a? *bat

Make respectfully intelligent your punishments.

A H /N ElE FlE H (&)
*nin *GVa? *sew? *Co.dz'uj?  *poj (*sen?)

If people commit lesser crimes, which are not calamities,

7 e %o B {F 28
*n'o? *G¥ij *tur *N-tsit-s  *ts'ak-s  *po
Then ultimately, if they go against the statutes,

= W - A Bk (8 7N
*lok *ne? *G¥a? *kot *Co.dzuj?  *sew?

On purpose, although their crimes are small,
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Table 111.2.B.1 continued

T x (] x % :
*na? *pa *khiaj? *pa *sat
Then one cannot not put them to death.

J H VAN ElE ElE & ’
*na? *GVa? *[%at-s *Co.dzyj? *paj *tun
And there are greater crimes, which are not purposed,

7Y i &= (&) ¥ ’
*na? *GVij (*sen?) *tg%

But mischance and misfortune,

i ] Rt iE] ik JR = ’
*tek *ne? *Kot-s *fu?-s *N-kok *kot *ka (S)
Accidental, yet if they fully confess their guilt,

i Ty x a # o

*da *na? *pa *khiaj? *sat

Then you cannot put them to death.”

Section 6 : Speech 5 : Use of punishments is the role of the king

+ M

*gvarn *gvat

The king said:

TIg L !

*9%3 *qi¥a

“Wu-hu!

TR 20 B P 9 B !
*pon *G¥a? *s-m-ta?  *do *n'a? *[fat-s *mrar *bok

Feng, when there is order, and you are greatly intelligent in your service,

i3 ES s % b il °

*G¥ij *min *go *rhak (S) *mbh (S) *G50j

It is the people who are thereby made diligent and harmonious.

*nak *GVa? *dzit *G¥ij *mirn *go *pit *khit-s  *gu?

Just as with disease, it is the people who will accomplish the removal of their faults.

S 7R 7N SR ES s B X °
*nak *pSu? *t-ghak *1so? *G¥ij *min *go *k-l'an  *pat-s

Just as when protecting an infant, it is the people who are made tranquil by regulations.
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Table 111.2.B.1 continued

Ik DiAg Ef yill A 4 A ’
*paj *na? *por *GSer) *ni *sat *nir
It is not you, Feng, who inflicts harsh punishments upon people and executes people,

i 19 yill A id A
*ma *GWiok *Ger) *nin *sat *nin
Do not inflict harsh punishments upon people or execute people.

Ik DIy Ea) ’

*poj *na? *porn

It is not you, Feng,

X H &1 CHID (A A ’
*G¥9?-S *cvat ( *p™at ) *nin

Who can call for inflicting mutilating punishments upon people,
i 19 &1 (H)D (A7) A ° ]
*ma *G¥iok ( *p™at ) *nirn

Do not inflict mutilating punishments upon people.”

Section 7 : Speech 6 : Set appropriate standards and take time when adjudicating cases

+ H
*gvarn *gvat
The king said:
"k Ee ’

*p¥at-s  *m-S-ro?-s
“In external matters,

DY 4 e = ’
*na? *Irin *do *prat (S)
You must array correct standards,

] ifi ’
*s-lo *srij
Supervise your officers;

23 it il = i ° ]
*tso *Por *pbat *Gva? *run
These are Yin’s punishments, properly ordered.

N H
*GY¥a?-S *Gvat
Furthermore, he said:
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Table 111.2.B.1 continued

i3 ik = h N H ’
*Pew-s *sa.lu *bok *nim-S *C.p'a? *k.ruk *C.nit

‘In criminal cases, think on the matter for five or six days,

E) T A] i3 ;
*tit-s *Gva *S-g¥in *do
Extending to weeks or seasons,

&N iz T ° ]
*phro *pet-s *Pew-s *3sa.lu
So as to munificently pass judgment in criminal cases.’

Section 8 : Speech 7 : Institute morality using Yin’s standards, beware of criminality

+ H
*Gvay *gvat
The king said:
" PR 153 Lt = ’
*na? *Irin *do *prat (S) *m-s-ra?-s

You must array timely (=appropriate) standards for works,

5l i B %
*bat *pet-s *ar *1oj

Punish and judge by Yin standards;

H = # il # i ’
*m.lon-s  *go *paj-s *Glen *paj-s *sat

Use them for proper harsh punishments and proper executions,

7] J& (HD LA K DIy e} °
*mut *lon (S) (*m.lon-s) Bl EY: *s-nij-s *na? *pon
Do not let them be warped in order to agree with your own inclinations, Feng.

Th # & W :
*n'o? *na? *Co.dzin? *sQins (S)

Then, when you have exhaustively instituted morality,

H 153 e

*cvat *do *s-m-ta?

You will say ‘All is timely (=appropriately) ordered.”

HE H FN = i = 0
*G¥ij *Gvat *mot-s *G¥a? *s0ns (S) *mM-S-ra?-s

Yet also say, ‘We have not yet instituted morality in all things.’

180



[S/ B4 i /N ¥ ’
*Go? *na? *Gvij *sew? *tso?
Enough! You are a little child,

* K H i A8 )
*mot-s *go *Gva? *nak *na? *pon

Yet there has never yet been one with a heart like yours, Feng;

ik i ik & i3 J5
*Irom? *som *Irom? *tiok *Gvij *n'9?

My heart, my virtue, these are known to you.

M K H = 38 ’
*pbrom *mirn *N-tsit-s ~ *t'ok *Ca.dz'uj?
All peoples who of themselves commit crimes,

& i 3 7t ’

*Kkho-s *nan? *KSran *kuh (S)

Robbing and stealing, villany and treachery,

e il A T " ’
*sat *gvat *nin *gva *qVaj-s

Killing people to take their property,

= 28 L 3t :
*mun? (S) *pa *?Uj-s *Sij?
Reckless and fearless of death,

] Gl = °

*C.man? *put *daih (S)

None of these are not abhorred.”

Section 9 : Speech 8 : On filiality as a model for governance

+ H
*Ggvan *ovat
The king said:

"H o T 5 VAN b ’

*porn *non *psak-s *|sat-s *dQih (S)

Feng, chief criminals are greatly abhorred,
%5l i:3 A~ # A~ K
*hin? (S) *Gvij *pa *qhfu-s *pa *Gva?

And how much more [abhorrent] are the unfilial and unfriendly.
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Table 111.2.B.1 continued

¥ 7 () [f&) 54 Fik 5%
*tsa? *put (*k.de) [*ti(S)) *bok *kot *N-pa?
From the son who does not revere and uphold his father’s deeds,

7N & Bk = i

*1%at-s *]ar *Kkot *Kkhu? (S)  *som

But greatly injures his deceased-father’s heart;

T 5% A~ AE ¥ Bk +
*ava *N-pa? *pa *non *mo-dza-s *kot *so?

To the father who is unable to nurture his son,

75 7 B 7 :
*nfa? *dzit *Kot *tso?

And causes his son to suffer.

T % # g PN # ’
*ava *1%j? *put *nim-S *16in *qhen?
To the younger brother who does not think on Heaven’s illustriousness,

7y it £ i Bk b
*n'o? *put *khok *kon *Kkot *mran

And cannot be respectful to his older brother;

v 7R A & L ¥ g2
*mran *cak *pa *nfim-S *kuk (S) *tso? *2%9)

The older brother does also not think on the hardships of rearing children,

7N A R’ T EE °
*|Sat-s *pa *G¥a? *ava *1%j?
Greatly unbrotherly toward his younger brother.

/F& EE éé )
*G¥ij *tlewk *tso
Our charge is this:

A T F X A = JE
*po *gva *naj? *ten-s *nin *tiok *Ca.dz'uj?
[If we] do not [act] toward our governmental officers who have committed crimes,

PN 155 i F ES % PN v
*1%in *Gvij *C.ca? *ntaj? *min *Ioj *fat-s  *min

Heaven will throw the standards of our people into great disorder and chaos.
H

*ovat
Itis said:
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Table 111.2.B.1 continued

7 I i F X + (5 £l ’
*n'o? *go *stok *lu *mon *Gvarn *tstak *bat

Deal speedily with such parties according to the punishments made by King Wen,

il 2% i W
*G'en *tso *ma *qhak-s

Harsh punishments like these cannot be pardoned.

A ES ZAN L ’
*pa *s-rut *[%at-s *kfrik
[As for those who] do not follow the great laws,

¥l i3 Fh JiE + A ’
*hin? (S) *Gvij *pwat-s  *s-tak-s  *tso? *lun-s *nin
How much more so will the officers who instruct the people,

1153 Bk 1E A /N B~ i ;
*G¥ij *Kkot *ten-S  *nip *cvat *sew? *gin *ta *tsfik

The heads of the official departments, extending to the lesser officers and the various officials,

7Y Gl i 4 ’
*na? *pret *ptar?-s *pha
Then spread and disseminate,

i 55 R =z
*Co.dz'u? *mip *Ifat-s *m-qga-s
Attaining the people’s great praise,

*put *nfim-$ *put *log (S)

Without thinking about it, without using it to

% (%) Bk St :
(*k.rin) *kot *C.qur
Show respect for their sovereign,
153 J 51 G (< S b °
*do *n'a? *lin?-s *%ak *Gvij *Irom? *daih (S)

Then [the people] will be led into evil deeds; this is an abomination to me.

[ /8 JY B e S5} 2 #= &S e °
*Go? *na? *na? *go *sfok *u *tso  *paj-s *s-rut  *sat
Enough! You then in accordance with righteousness, will put them to death.

7K e = e B :

*Gak *G¥ij *C.qur *G¥ij *tran?

And so you will be sovereign, you will be the elder.
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Table 111.2.B.1 continued

A fE Fik £ A ’
*pa *n'on *kot *K'ra *nix

If you cannot manage your own family members,

il Bk /N E5) gk iE
*Gvat *Kkot *sew? *gin *nWat-s  *tep-S

Extending to your lesser officers and lesser officials,

i3 53 i3 E K T * i
*G¥ij *Uj *G¥ij *nawk *|sat-S *pan-s *Gvarn *Ma-rin-s
But by awe and by violence, greatly setting aside the king’s command,

7y ElE & H X °
*n'a? *paj *tiok *m.op-s  *pat-S
Then contrary to virtue will you regulate your state.

/8 IR E A £ L4 it ’
*na? *cak *C.man?  *pa *khak *kren-S *tior?

You also cannot not respect the statutes,

J &5} e B
*n'o? *u *lokh (S) *mir)

From them enrich the people;

i3 5% + z i = ’
*G¥ij *mon *Gvarn *to *Kkren-S *m-ka-s
It is the respectful caution of King Wen,

Vg A B °
*n°9? *lokh (S) *mir
That enriches the people.
H
*vat
It is said:
T ME = K °J
*naj? *Gvij *GVa? *m-k-rap

‘If we can only attain [them].’

H1] T — N LA =3 ° ]
*tsfok *la? *it *nin *1o? *lak (S)
Then I, the one man, will thereby rejoice.”
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Table 111.2.B.1 continued

Section 10 : Speech 9 : Exhortation to use virtue and tranquility

+ H
*Gvang *gvat
The king said:
IS 53 i3 BN i Ei [ °
*pon *sran? (S) *Gvij *mir *lidk (S) *C.qit *Kk-]fan
“Feng! It is clear it is the people who [you shall] guide to fortune and tranquility.
ER4 i (2) ik i3 B o & +* & ’
*n%aj? *do (*de?) *go  *e%ij  *?or *gSor *trat *Gvan  *tok

I consider the virtue of the former wise kings of Yin,

A B N R e ) :
*m.lon-s  *kMapg *pat-S *min *tsfak *gu

Who used tranquility to regulate the people, and rouse myself to realize it.

¥l 2 S 1] i K~ i ’
*hin? (S) *krom *mirn *C.man?  *lilk (S) *pa *tek
Moreover, now the people are sure to follow your guidance,

A i Al [ i3 fE Bk F ° ]
*pa *lidk (S) *tsfok *C.man?  *ten-s  *dz'o? *kot *p'ron
Not guiding them is thus not governing their state.”

Section 11 : Speech 10 : Heaven as final judge

+ =
*gvarn *gvat
The king said:
> : ¥ e x & x B :
*pon *la? *G¥ij *po *kh¥aj? *po *Kk'ram

Feng, I cannot not supervise [you],

= A8 & Z & T 1 Z 7 °
*k'uk  *na? *tiok *to *lot *Gcva *bat *to *gfrag-s
And declare to you virtuous instructions on punishments’ implementation.

= i3 ES A i ’
*Krom *GVij *min *po *dzer (S)
Now, the people are not quiet,
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Table 111.2.B.1 continued

FN IES Bk i ’

*mot-s *rfet-s *kot *sam

Have not stilled their hearts;

il &= * 5]

*lidk (S) *C.ro?-s  *mot-s *Ifoy)

My repeated guidance has not yet been assimilated.

P i3 PN H ] Bt E59 ’

*sran? (S) *G¥ij *I5in *go *bat *kok (S) *n'aj?

Clearly, it is Heaven whose punishments kill us,

F = K~ & °

*n%aj? *go *pa *?0r-s

We do not resent this.

i3 FiX IS i £ 7N I i 3 % ’
*Gvij *Kkot *Coa.dzfuj? *ma  *dz'e?  *Ifat-s *cak *ma *dzfa? *t-1%aj

It is their crimes, no matter how great and no matter how many;

%5l H ik [ H i T PN °
*hin? (S) *Gvat *go *dan-s *qhen? *mun *6va *19in

How much more will this be said, when the esteemed report [of my deeds] is sent up to Heaven.”

Section 12 : Speech 11 : Exhortation to use good standards, virtue and long-range plans

+ H

*gvarn *gvat

The king said:

IS I !

*25g *qa

Wu-hu!

2 /' Bk !

*pon *kren-S *ts'o

Feng, have respect!

i {E F | H ElE ELS Ik
*ma *tstak-S *?0r-s *mut  *m.lon-s *psj  *mo *poj

Have no resentment, do not use bad counsels and bad standards,
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Table 111.2.B.1 continued

[ 153 - =& 2l & 78 °
*pet-s *do *t.cam *phra *tstok *mran? *tfak

When you judge sincerely, greatly imitate penetrating virtue.

H FE 7 Lo 0 J 1& °
*m.lon-s  *k-Iap *na? *sam *kwia?-s  *nfo? *tfak

Use this to make tranquil your heart, and examine your virtue.

& 75 bk i :
*C.g¥an?  *n‘d? *ju (S) *lokh (S)
From far off make your plans for enrichment,

7 A BN 2 ’
*n%9? *1a? *mir *nfey)
And thereby the people will be at peace,

N Az b5 % ° ]
*pa *na? *ofra *dSan?
Let it not be your fatal flaw or destruction.

Section 13 : Speech 12 : Warning to follow the king’s command

+ H
*gvarn *gvat
The king said:
IS I !

*2g *qa
Wu-hu!
B 2z /N T ) °
*s-lop-s  *na? *sew? *tso? *por)

Thus it is for you, small child Feng,

T G A T (1
*Gvij *Mma-rin-S  *po *Gva *dar

Command is not constant;

*na? *nfim-S *ts'o *ma *naj? *d%an?

Remember this! Do not destroy us.

= B 75 Az il ’
*qhan? *mrar) *n'a? *hak *ma-rin-S
Be reverent and bright, is your command,
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= 7 = ’
*Cokfaw  *na? *Ifen-S
Exalt what you have heard.

H FE X =5 ° ]
*m.lon-s  *k-Iap *pat-S *mir)

Use [it] to tranquilize and regulate the people.”

Section 14 : Speech 13 : Final exhortation

+* =i H
*Gvarn *nak *Gvat
The king approved of saying:

" & ! H ’
*Gvan? *ts'o *pon
Go! Feng,
7] = H UiE
*mut *nit-s *kren-s *tior?

Do not disregard the respected statutes,

= S &= (G I8 ’
*%en-s *Irom? *kfuk (*kfuk-s) *na?

Harken to what | have declared to you,

7 LA i K T =
*n°9? *1a? *or *mir *lap-s *ghan?
And thereby the people of Yin for generations shall revere [you].”
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I11.2.C Analysis of the “Announcement to Kang” { F#zt )

Section 1 :
Whether or not this prefatory section belongs to this chapter has been a matter of debate
for some time; David Nivison claims it in fact represents an “alternate preface to the ‘Shao gao’

chapter.”®

Most striking about its composition is how the opening line provides the date,
including the month and the part of the month designated by the phase of the moon; a similar
construction is commonly found in Western Zhou bronze inscriptions and also in the opening

sections of three of the other chapters in the Classic of Documents: “Announcement of Shao”

(HzE) , “The Successful Completion of the War” ( #(5 ) and “The Testamentary Charge”
(EHer ) . Ashort mise en scéne follows, providing the occasion as the Duke of Zhou’s
founding of the eastern Zhou capital at Luo }& and describing the assembly of officials from

throughout the kingdom. The final line provides the context for the speeches which follow,
stating that the Duke of Zhou made a “great announcement on governance.”

The prefatory date sections of Western Zhou bronze inscriptions, even those featuring
extensive phonetic patterning, usually do not include any phonetic devices or phonorhetorical
patterns. However, Karlgren viewed the two opening lines as being an example of “rhyming”
within the text, as “brightness” fiff *phrak would indeed rhyme perfectly with “Luo” J& *g-rak,
even though the metric pattern is somewhat uneven (the opening line is of six graphs and the
second of twelve, and does not break well at 6-6). Particularly indicative of the reliability of
Karlgren’s rhyme schemes for the Classic of Documents are his two other proposed rhyme pairs

from this section: “assemble” & *m-kfop-s paired with “guardians” f *c“at-s, and “Zhou” &

® Nivison is likely correct about this. See The Riddle of the Bamboo Annals, §8.1 (Taipei: Airiti Press, 2009).
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*tiw paired with “governance” ;& *C.Iro (the “C” represents an unknown initial consonant in the

Baxter-Sagart reconstruction), both of which are extremely difficult to defend based on more
recent reconstructions.”

Section 2:

The second section features the first of the thirteen speeches which make up the chapter,

directly indicating the originator of the speech as the king. As noted above, ruo %5 (“approved

e,

of”)’ is inserted in between “the king” and “said””; Chen Mengjia [# 2257 has argued that the

presence of ruo indicates the speech was presented by an official rather than the king himself

(see the “Numerous Regions” chapter below for a discussion of the clearest indication of this

* Both pairs not only have main vowel disagreement but also problems with agreement in the finals; Karlgren seems
to have thought that most ru sheng A&t words could cross-rhyme even when the final consonants were different. In
some cases words which originally had a *-p(s) final did change to a *-t(s) final within a specific rhyme group (see
Baxter, Handbook, 309-311, 318 and 398-399), but positing this across rhyme groups is probably an error on
Karlgren’s part.

> What ruo # precisely means in these constructions in the Classic of Documents has vexed readers and
commentators for millennia. | believe the best way to understand its use in this and similar phrases is as the
antecedent to the term nuo %: “to approve of” or “to accord with” (and later, by extension, “to promise”). In his
article “The Duke of Zhou’s Retirement in the East and the Beginnings of the Ministerial-Monarch Debate in
Chinese Political Philosophy,” Shaughnessy notes that this is the normal sense of ruo % in the Shang oracle bones,
and argues this is also the meaning of ruo in two phrases in the “Announcement of Shao” { Z4&% ) chapter: “I make
presentation to the royally-approved duke” (i wang ruo gong jit T-/Y) and “to face and fathom Heaven’s
approval” (mian gi tian ruo EFEXZS). See Shaughnessy, “The Duke of Zhou’s Retirement in the East and the
Beginnings of the Ministerial-Monarch Debate in Chinese Political Philosophy,” Early China 18 (1993), 60-61.
(This sense of ruo in the text is also preferred by David Nivison, who in his 1995 article “An Interpretation of the
‘Shao Gao’,” argues that wang ruo gong =75/ should be understood as “Heaven-favored Duke”; see Nivison, “An
Interpretation of the ‘Shao Gao’,” Early China 20 (1995): 180 and 183.)

A final potential piece of supporting evidence comes from two Mawangdui f§ T manuscripts, in which the
term nuo is written as ruo (simply omitting the yan = determinative). The first example comes from the badly-
damaged Laozi B (- « Z.) text: in strip 26, the line “Jf&E# PAE(Z" from chapter 63 in the received edition
begins “FHEES ..., though the rest of the line is unreadable. A better example comes from the “Jing fa” {( £&% )
manuscript, which contains the lines: “%%5 (3%) & » S22 FFHE  BHE S &N - OF (35) KE - AlE (&)
KRS - B3 (35) oMz RIERE Z A - ” As indicated in the transcription, most commentators have
understood the ruo in these lines as nuo, as nuo seems to be the most appropriate fit within the context. Assuming
this is correct, these examples then provide prima facie evidence that the word nuo was at times written as ruo in
early Chinese paleography. On the whole, this is unsurprising as many determinatives are dropped from graphic
forms in early orthography, but it is worth noting that here we would have a specific example of this practice
regarding these words.
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convention in the Documents).® This construction is most commonly found designating the first

speech in a long composition containing multiple speeches, and yet in this chapter, ruo # is also

included in the opening phrase for the thirteenth speech; this could indicate that the thirteenth
speech is a late or spurious addition, or for some reason deserved extra emphasis. Beginning
with this second section, each section is probably best viewed as an individual and unique speech,
as each begins with the same alliterative phrase indicating the speaker: “the king said” (wang yue
+H *cvan *cvat), the only exception being the introductory line to the final speech, which adds
the marker ruo.

The most interesting euphonic elements in the first half of the speech are the three
repeated binomes in the bisyllabic lines “jFRE » 1% (€ ) 1% (&) - @ > B - . Similar
phonetic patterns are found in a variety of Western Zhou bronze inscriptions, in particular the
onomotopoetic passages found upon many zhong $ bells, where they will usually form a perfect
rhyming couplet; however, in this passage the reduplicated binomes are not onomotopoeia but
semantically significant, and in terms of content, these lines are very different from any known
similar euphonic constructions found in Western Zhou bronze inscriptions. Further, in these

lines the fourth graph qi % *k.de (read as zhi £ *ti) does not rhyme at all with the eighth graph
min ES *min, so it is difficult to construe this passage as poetic verse akin to any known

construction.

In the second half of the speech, there are two clear cases of parallel he yun &5, or

phrases which show consonance among final consonants. The first is a tetrasyllabic couplet with

phrase-final words ending in *-k, followed by a non-rhyming two-graph phrase:

® See Chen Mengjia #2257, “Zhou shu zhong de wang ruo yue” { (fEE) HfJF#H ) in Shang shu tonglun
28w (Shanghai: Shangwu yinshuguan, 1957), 183-89.
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e s T B ’

*Gvij *do *0a? (S) *mfuk-S

It was then that [all] relied upon his bravery,
[ T E H ’
*mun *Gva *dan?-s  *tfek-s

His fame reached up to the Lord on high,

i K °

*tiek-s *qhu
And the Lord approved.
Wang Li does not provide any examples of cross-rhyming in the Classic of Poetry

between these two rhyme groups (“bravery” '§ *mfuk-s is a jue 22 rhyme group word, and
“Lord” 7 *t'ek-s is a xi $% rhyme group word). However, as Haun Saussy has noted, there exist

“groupings or families of rhyme words” with *-k finals found in the older sections of the Classic
of Poetry, and as such this couplet could potentially indicate a *-k final cross-rhyme, but further
examples of this type of consonantal consonance are needed before any type of systematization
can be proposed. There are no other examples of final *-k consonance in the chapters of the
Classic of Documents analyzed in this study.’

Secondly, there are three lines that feature the same type of phrase-final *-n consonantal
consonance as seen in many Western Zhou bronze inscriptions (as discussed above in chapter I1)

and many of the speeches in this chapter:

P J5 7N G X * ’
*1in *n‘a? *1%at-s *Mo-rin-S *mMoan *Gvan)

Heaven accordingly gave the great command to King Wen,

" Saussy notes the *-k series centers primarily on “virtue” de {2 *tok and “to serve” fu [z *bok; he calls these
“rhyme clusters” and notes the *-n series forms another such cluster, though in nearly all cases in the Poetry the
series is made up of words which rhyme perfectly, rather than being examples of the type of final-consonant
consonance seen here. See Haun Saussy, “Repetition, Rhyme, and Exchange in The Book of Odes,” Harvard
Journal of Asiatic Studies 57.2 (1997), 539-41.
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Vet # e o Bt Z BX i ’

*?its (S)  *nup *ar *lan? (S) *du? *Kkot *Ma-rin-S
To exterminate the belligerent Yin, and to grandly receive its command,

il Bk # Bk B °

*gvat *kot *p‘roy  *Kot *min)

To extend it beyond its states and its people.

The final graph in the first line does not rhyme with the perfectly-rhyming words at the
end of the second and third lines, nor would it constitute a cross-rhyme as found in the Classic of
Poetry (in accordance to the standards established by Qing phonologists and later refined by
Wang Li). Along with the consonantal consonance, they do, however, match both the type of
construction (with line lengths varying by a graph or two throughout) and the use of alliterative

words with special semantic import in phrase-final position: “king” . *¥an, “command”
*ma-rig-s, “peoples” EX *mirn; the sonorance in the final line is doubly emphasized due to the

bisyllabic repetition of “its” (jue & *kot) followed by a word ending in *-rj. As discussed above,
this type of phonorhetorical patterning seems to be a feature of this style of prose, using phonetic
repetition to underscore and emphasize the power of the phrase.

For this section, Karlgren proposed five rhymed passages, all of which indicate possible
phonetic patterns, but none represent the same exact type of tight sequences of phrase-final end-

consonantal consonance documented throughout this study. The opening pair of “Feng” &f *pon
and “king” F *g“ap is indeed a good potential example of final-consonant consonance, but the

lines are composed of lines of eight and seven graphs each, making them very long for this type
of consonance. The second pair does rhyme perfectly, and would create a type of AXXA “frame
rhyme” around the lines featuring repeated binomes discussed above, but as they represent a 5-4-

4-6 metric structure within a longer comment, the overall phonetic patterning would be quite a
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bit looser here than seen in other sections, and may well be better viewed as continuous
throughout the nine lines in this passage, as the final word in every line except the line of

binomes either ends in a final *-n or employs /*a/ as the main vowel; “king” + *G“an, notably,
has both. Karlgren’s proposal of “build up” {Z *s-liw, “bravery” § *m‘uk-s and “approve” {K

*qhu as a rhyming sequence is most likely simply incorrect, though his subsequent indication of

“king” F. *g“an and “command” @i *mo-rin-S as consonant seems accurate, albeit once again

comprising only a small part of the larger pattern. His final proposed AXXA frame rhyme

featuring “put in order” & *s-m-ta? and “lands” + *ta? is also possible, but like the similar

construction above, represents a very loose standard for this type of phonorhetorical pattern, and
should probably be best viewed as tentative.
Section 3 :

This speech is the first of those in the chapter which feature extensive final-graph
consonantal consonance, though as is common to these types of constructions in the Western
Zhou bronze inscriptions, the lines are of uneven lengths (in number of graphs) and there are
several different rhyme groups represented, none of which cross-rhyme in the poems of the

Classic of Poetry. Six of the eleven lines feature final graphs ending in *-in (zhen E rhyme
group) or *-an (yang [% rhyme group), with the same words as used in the preceding section:
“king” F. *g“an, “command” @7 *ma-rin-s and “people” < *min, plus “men” A *nin. The
most intriguing part of the construction of this section are the two phrase-final words which end

in *-n: “words” & *nan, and “instruct” §/I| *lun-s. Words with *-n finals would not normally

form part of this type of euphonic construction, but given their position in these lines and the

very close phonetic proximity between *-n and *-n, I think it is very possible that in this text the
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composer intentionally used them in the phrase-final position as counterparts to the *-n final

words.® Indeed, in section 8 (speech 7) the word “destruction” % *dan? seems to be part of the

euphonic construction, and in section 11 (speech 10) there are two words with *-m finals
interspersed with words with *-g finals in the phrase-final position, so there is a very real
possibility that the composer has chosen to use a wider phonetic range than simply *-g final
words in this text in those sections featuring phonetic patterning.
Section 4 :

Most of this section shows no use of phonorhetorical devices, but the final four lines

employ the same words with *-p finals in phrase-final position as seen in sections 2 and 3: “king’

T+ *cvar, “people” X *min and “command” &5 *mo-rin-s. As the lines are of differing lengths,

this seems to be simply another example of patterned prose featuring end-consonantal
consonance.
In this section Karlg-ren has proposed another relatively loosely-structured AXXA frame

rhyme; while the words “sincere” {f; *t.com and “heart” ,(’» *som would rhyme perfectly, this

may actually be another indication of what was actually a larger cross-rhyming phonorhetorical

pattern: AXXAXa (in a 4-5-4-4-5-4 graph metric structure); “people” & *mir at the end of the

final line would thus conclude the pattern of consonance, just as it clearly ends the passage
semantically.
Section 5 :

This speech is the first of the three in this chapter that seems to employ no

phonorhetorical devices or phonetic patterning. This is possibly because the content centers

® According to Wang Li, there is one occurrence of an *-an final yuan 77: rhyme group word cross-rhyming with an
*-ay final yang rhyme group word in the Classic of Poetry, but no examples of *-un final wen = rhyme group
words cross-rhyming with *-ur final dong % rhyme group words. See Wang, Shi jing yun du, 28-36, and Baxter,
Handbook, 255, 257, 299 and 423.
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upon the specific use of punishments for greater or lesser crimes, as opposed to the larger
discussion of the king and government’s relationship to the people that has dominated the text to
this point.
Section 6 :

The phonetic patterning and phonorhetorical structure featured in the last five lines of this
section is more empirically reliable than anywhere else in the text, as it features the exact same

word, “people” A *nin, in phrase-final position for four of the five lines. There is a great deal of
parallel construction in this final subsection, with “It is not you, Feng” (FE;Z&f *poj *na? *pon)

at the beginning of the first and third lines, the highly consonant “inflict harsh punishments upon

people and execute people” (| AF% A *c'en *nin *sat *nin) closing the first and second lines,
and “do not of yourself” (5}, *ma *¢"ok) beginning lines two and five. The ending two lines
are both tetrasyllabic and grammatically parallel, ending with the same compound, “[inflict]
slicing punishments upon people”: & A *p*at *nin, mirroring the repeated phonetic pattern in
the first and second lines. As the second graphs in these parallel tetrasyllabic lines seem to have

the same initial as well, [ *cvat in line one and =k, *c**ok in line two, the repetitive

phonorhetorical effect throughout these lines would have been quite powerful.
Section 7 :

This speech is the second of the three in this chapter which seems to employ no
phonorhetorical devices nor phonetic patterning.
Section 8 :

Whether or not this speech is employing a phonorhetorical device via the final graphs in
its last five lines is one of the more intriguing questions this text raises. The lines are 5-4-5-4-3
graphs long; the final graphs in lines 1, 3, 4 and 5 are:
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“crimes” Ik *Co.dzfuj?

“property” & = *q'Maj-s

“death” IF *sij?

“abhor” = *d0ih (reconstructed pronuncitation from Schuessler)

As is immediately evident, each of these words features the same final phoneme *-j (in
Schuessler’s system, *-i is essentially equivalent to Baxter’s *-j), even though the medial vowels
are different. In addition, with the exception of “property,” each of these words represents
something negative. As there has been speculation that ranges of words featuring final
consonants and similar lexical weights formed a type of “poetic vocabulary” in early Chinese
texts (for example, words with *-g finals tend to be words of power and grandeur while words

with *-k finals often center on the keyword “virtue” & *t‘ok and others with similarly positive

connotations), this section may well indicate a similar group of words with *-j finals, but
centered on negative connotations.’
Section 9 :

This very long section is comprised of three speeches (assuming the = *gvat “it is said”

marks a new speech and not a quote within the previous speech), mainly focused on the disorder
caused to society by those who commit crimes and act in amoral ways. In the final section of the
second speech, however, the speech returns to the role of the king’s command in guiding the
people toward morality and righteousness, and in most of these lines the final word has an *-

final: “elder” % *tran?, “people” A *nin, “upstanding” [F *ten-s (here forming part of a

“designation of a type of official), “command” #ji *mo-rin-s and “peoples” £ *min.

° It is worth noting, however, that when one looks at the rhyme words from the yang [% rhyme group in the Classic
of Poetry, while there are many words in these series with unambiguously positive connotations, there are many
occurrences (at least twenty-five, by my count) of words in rhyme position with negative connotations, such as
shang {5, wang T=, wang =, sang & and kuang %F.
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There are three additional points of interest regarding the euphonic devices at work in
these speeches. First, in the section featuring words with *-g finals in the phrase-final position,

in two of the three lines that do not end with a word with an *-g final, the word “respect” %

*kren-s falls in the penultimate position; whether this graph would then constitute part of the
repetitive *-n euphonic effect in these lines, even though it is not the final graph in the line, is

worth consideration. Secondly, the word “statute” #i which falls at the end of the sixth line in

this sequence is reconstructed as *t‘ar? in the 2011 Baxter-Sagart system, but has previously
always been reconstructed with the final *-an, and thus (as in section 3) might well constitute
part of the phonetic pattern. Finally, there are two tetrasyllabic lines midway through the second

speech which end in words with *-a finals, “disseminate” #y *pha and “’ #& *m-qa-s; they form a

pefectly rhyming couplet identical in construction to those featured throughout the Classic of
Poetry, but as the lines also fit well within the larger context, they are most likely best viewed as
an elegant phonorhetorical flourish within the text rather than an independent bit of poetry.
Section 10 :

This speech is the last of the three in this chapter which seems to employ no
phonorhetorical devices nor phonetic patterning.
Section 11 :

In this speech we have the reverse of what has been the normal pattern, as rather than the
ending lines, here three of the opening five lines feature words with *-g finals: “implementation”
{T *g'ran-s, “quiet” FF *dzen and “assimilate” [5] *1°0). The real question, as indicated above, is
whether the other two lines, both of which have words with *-m finals in the phrase-final

position, also constitute part of the euphonic pattern. According to Wang L1, there are several

examples of *-om final gin 1 rhyme group words cross-rhyming with *-on final zheng 7%
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rhyme group words in the Classic of Poetry, as well as examples of *-am final dan 3% rhyme
group words cross-rhyming with *-an final yang [%; rhyme group words, so there is a good

possibility that all the words with sonorant final consonants are being employed for similar
euphonic effect in this text.
Section 12 :

This short speech contains another example of the use of the same word in two parallel

septasyllabic lines in phrase-final position (“virtue” 12 *t%ok), and is thus another relatively

empirically verifiable euphonic device. As the grammatical breaks at the fourth word in the first
line and the third graph in the second line also end in words which rhyme perfectly, “sincerely”

& *t.com in the first line and “heart” ,{’» *som in the second, the euphony in these lines should

perhaps be viewed as an ABAB 4-3-3-4 construction instead of simply as a septasyllabic
perfectly rhymed couplet.

A different issue concerns the final two lines, where (as in section 3 above) a word
ending in *-ey (“peace” Z& *n'en) is juxtaposed against a word ending in *-on (“destruction” %%
*d*an?), and though the lines are tetrasyllabic, whether (as discussed above) this is intentional
euphony or not remains unclear. That said, the construction of the next section may help resolve

the situation. Karlgren’s proposal that “virtue” 1% *tok and “plan” & *ju form a rhyming pair

here is most likely simply an error.
Section 13 :

In this speech, every line except for one ends with a word ending in *-n, providing the
clearest example of consistent phrase-final end-consonantal consonance in the text, and is also
the second series in this text which seems to have been correctly identified by Karlgren. The one
word which does not have an *-g final is “destruction” 72 *d%an? (Karlgren preferred a perfect
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rhyme here based on the following word = *qhan?, though this seems difficult to support based

on the grammar), which in the previous section falls in parallel position in a tetrasyllabic couplet
with a word with an *-g final, and given the high number of *-n final words placed in phrase-
final position throughout this text, it seems relatively clear that this line (and the other lines like
it) very likely do make up part of an intentional euphonic construction.
Section 14 :

There are two elements in this final speech which mark it as unconventional when
compared with texts which employ the type of phrase-final consonantal consonance detailed in

this study. First, the opening line repeats the ruo % (“approved of”) in wang ruo yue +%5H

*G¥an *nak *g“at (“the king approved of saying”) as seen in the first speech. The use of ruo is
normally reserved for only the first indication of the main speaker (usually the king in these
texts), and immediately sets this speech apart from those which precede it. Secondly, there are
no obvious euphonic devices nor phonetic patterns here at all, which by itself wouldn’t indicate
anything remarkable, except that in Western Zhou bronze inscriptions, the overwhelming
majority feature phonetic patterning and phrase-final consonantal consonance in the final coda.
As such, this final section stands as an intriguing coda to the chapter, phonorhetorically distinct
from the sections which precede it, yet in terms of content relatively consistent with the rest of

the chapter and a fitting conclusion to the text.
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I11.2.D General Comments on the “Announcement to Kang” ( &k

As the above analyses demonstrate, the “Announcement to Kang” chapter employs a
wide variety of phonorhetorical devices. Similar to the patterns in Western Zhou bronze
inscriptions, sections featuring phrase-final end-consonantal consonance are interspersed with
sections which have no apparent phonetic pattering, and on occasion non-consonant lines occur
within the discernable phonetic patterns as well. Again, similar to the bronze inscriptions, the
main type of pattern is the repetition of end-consonant *-n words in phrase-final position; these
occur in eight of the fourteen sections. (Words in phrase-final position which end in the
sonorants *-n and *-m may also have contributed to the patterns of consonance due to their
phonetic proximity to *-n.) While most of these words do tend to have great import and are
often associated with royal command, it must be noted that this does not seem to be true in all
cases, and thus whether as David Schaberg argued there was truly a “language of command”
centered on these terms remains debatable. There are also potential sequences of end-
consonantal consonance based on the final consonant *-k (Sections 2 and 12) and the final
consonant *-j (Section 8), but their use in this chapter is relatively rare, and thus it is difficult to
come to any definitive conclusions about their euphonic function.

Along with the larger euphonic patterns, the chapter includes a few lines of perfectly-
rhyming tetrasyllabic poetry, so it can be inferred that a true “poetic” construction (akin to that
found in the Poetry) was likely known to the composer(s) of these speeches. Finally, in a
construction not found in the Western Zhou bronze inscriptions, the “Announcement to Kang”

features a few occurrences of entire phrases repeated for rhetorical effect; this specific euphonic
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structure will be further discussed at length in the analyses of the next chapter, the “Numerous

Regions.”
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I11.3 Example from the Classic of Documents : “The Numerous Regions” (& + %75 )

I11.3.A Introduction to Euphony and Phonorhetoric in “The Numerous Regions”

Of the ten chapters in the Classic of Documents that were most likely composed during

b

the Western Zhou, outside the five “Announcement” (gao &) chapters, the “Numerous Regions’

chapter contains the most extensive examples of clearly-identifiable phonorhetorical structures
and euphony. Its phonorhetorical patterns are generally similar to those in the “Announcement
to Kang” chapter, though again, there are some significant divergences between them and those
documented in chapter Il from the Western Zhou bronze inscriptional corpus.

Like the “Announcement to Kang,” this chapter is divided into speeches at the marker

“the king said” (wang yue F-H *g“an *c“at), with ruo 75 interjected in both the first and second

speeches (as discussed above, this potentially indicates a composite construction or a repeated
emphasis on these first two compositions). After the introductory section, the opening speech
provides a bit of historiography concerning the rise and fall of the Xia and Shang dynasties, and
its final section describes how appropriate use of punishments can serve as a primary motivator
to encourage the people. The second speech is comprised of two main parts: the first half
recounts the moral turpitude which caused the fall of the Xia and Shang dynasties, while the
second half is filled with rhetorical flourishes and repeatedly states the need to follow Heaven’s
command, ending with a short description of previous (failed) attempts by the Zhou to bring the
Shang people to moral rectitude. The third speech begins the formal announcement, urges
harmony and promises to reward diligence and service. The final speech is a warning of the

punishments for noncompliance, and at the very end, a call for a “new beginning.”
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Table 111.3.B.1 : The “Numerous Regions” (24775 ) : Phonetics and Translation

Section 1 : Date and mise-en-scéne

fe 7 A T % ’
*G¥ij *C.nfa? *nvat *tler *g59?

It was the fifth month, day dinghai;

* K = ES >

*Gvarn *rfak *S.bit-s  *?0m?

The king came from Yan

ES ¥ ok A
*tit-s *Gva *tstun *tiw

And arrived at Zongzhou.

Section 2.1 : Speech 1, Part 1 : Narrators named, opening announcement

J& N =
*tiw *C.qoy  *gvat
The Duke of Zhou said,

"E 15 H
*gvan  *nak *Gvat

“The king approved of saying:

Tk !
*ju (S)

‘Hark!
& ] Iy % 73 ’
*kfuk-s *ne? *s.1ij-s *kwiak *t-1; *C.pan
I announce to you, the four states and numerous regions,
i3 FH B = Eal K °
*Gvij *ne? *or *g%0 *m-qur?  *miy
It is you who were Yin’s lords and administrators of the people.
£29 i3 7N 5 FA i ’
*p'aj? *Gvij *[sat-s *Krug-s  *ne? *ma-rin-S

It is | who greatly sent down your commands,

2] ] A vl °
*ne? *C.man? *po *tre

You must all take heed.
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Table 111.3.B.1 continued

Section 2.2 : Speech 1, Part 2 : How Xia and Shang lost “Heaven’s command”

At M (BB " PN Z iy )
*o00n (S)  *avij *dsa [ *pro? ) *1%in *to *Mo-rin-s

Greatly scorned was Heaven’s command,

# K = = T 1€
*put *G¥ran? *Gor *n'im-S *acva *s-Ga?

[The king] did not eternally abide by and consider it in the sacrifices.

M it b & x g ’
*G¥ij *tSek-s *Krun-s  *krak *Gva *Gra?
It was the Lord who sent it down to Xia;

H =} At FER i* ’
*Gva? *cSra? *1an? (S)  *kot *it

The Sovereign of Xia extended his indolence,

A =] & = T E5 i
*pa *khagp? (S) *s-thiwk  *pan *Gcva *min

And did not harken to the greivances from the people;

J VAN =4 B :
*n%9? *[Sat-s *N.rom *mfun
He was greatly licentious and confused,

A i & H L) T 0 Z i ’
*pa *khigk  *tup *C.nit *C.q¥har-s  *gva *tSek-s *to *lidk (S)
And could not in the end encourage the Lord’s guidance,

75 el (% e °
*nfa? *ne? *[iw *mun

Thus you have heard about it.

FR (&) Gitd Z (i ’
*kot *dsa [ *pro? ) *tiek-S *to *Ma-rin-S

As he scorned the Lord’s command,

A e B T 2N Z &
*po *Kkhigk *khisj *Gva *min *to *rfe-s
He could not provide what the people deserved;

1% Throughout this chapter, the graph tu [& “to plan” is read as bi & “to despise/scorn” following the paleographic
analysis by Yu Xingwu F44Z; see Yu, Shuangjianchi Shang shu xin zheng (#1255 E =8 ) (Reprint: Beijing:
Zhonghua shuju, 2009), 146-147.
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Table 111.3.B.1 continued

7y AN %3 5| ’

*n'o? *|fat-s *K'run-s  *bat

[The Lord] greatly sent down punishments,

£ (E) " L H =} °
*dzuny [ *m-tron ) *1fon-$ *GVa? *G'ra?

Repeatedly disordered was the sovereign of Xia.

H T @ il ’
*?in *KSrap *6va *n'ap-s *rfon-$
Primarily because of the internal chaos,

A e E 4 T i3 ’
*pa *Kkhigk *rfen *don *Gva *ra?

He could not enlightenedly hold onto the people,

E &N i3 i Z 7% ’
*C.man?  *phro *Gvij *tsin-s *to *kon

Was not great at promoting the respected,

At & + BN

*gon (S)  *la *ava *mir

Or greatly caring toward the people.

IR i3 H ] Z BN W] 151 ’
*Gak *GVij *Gva? *Gra? *to *min *thau (S) *tots (S)

Also, it was the sovereign of Xia’s people who felt his cruelty and resented him,

H # &1 (AT & B = °
*C.nit *Kkhom (S) [ *p*sat ) *Co-kfat  *c¢fra? *Qop

Daily were issued slicing and cutting punishments in the Xia cities.

PS fe B2 X R ES :
*1%in *Gvij *do (*de?)  *gu *min *to?

Heaven for this [reason] searched for a new ruler for the people,

75 7N 5 M K G T ik % ’
*na? *]%at-s *Krug-s  *gMen?  *qhu *Moa-ring-S  *g%a *den *[5an

And greatly sent down the benificient command to Cheng Tang,

il % = B °
*G'en *d%n? *GVa? *G'ra?

Punishing and destroying the sovereign of Xia.

1 Qu Wanli 7 # B notes “to worship” chong 2% means “to repeat” chong = according to the Er ya () :
following most phonetic reconstructions, however, they would not have been homonyms. Here it probably means
something like “time and again.” See Qu Wanli J&& &, Shang shu ji shi & &5 (Taipei: Lianjing chuban shiye
gongsi, 1983), 214-215.
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Table 111.3.B.1 continued

i3 PN K 7 &t ’
*Gvij *16in *pa *pik-s *dun
It was Heaven which did not give [the sovereign of Xia] purity,

73 i3 LA A % ] Z 25 R
*n'o? *GVij *1o? *ne? *t-1%aj *C.pan *to *naj-S *mir)

And even by using your numerous regions’ righteous peoples

A £ K T % = °
*po *Kkhigk *g'rag? *gva *t-1%9j *qhag?
[The sovereign of Xia] could not eternally maintain the numerous ritual sacrifices.

i3 = Z 7S % 1
*G¥ij *G'ra? *to *kon *t-14aj *m-s-ra?

Even Xia’s numerous diligent officers

7N A 7 | R = T B ’
*[fat-s *pa *khak *mrar) *pu? *qhan? *ava *mir
Greatly could not brightly protect the receipt [of Heaven’s commands] by the people,

Wk 5 i3 FE T R ’
*n'o? *sa (S) *GVij *nawk *6va *mir)
And all tyrranized the people,

z T [E] b ’
*tit-s *ava *pSrak *Gvaj
Extending to hundreds of acts,

ZN A £ | °
*[at-s *pa *khsok *Kheaj

So great that they were unable to be released.

Section 2.3 : Speech 1, Part 3 : How Cheng Tang and the previous Shang kings used punishments

Wk i3 ik % i LA FH % il :
*na? *Gvij *den *]%an *khiak *a? *ne? *t-19)  *C.pap
Then it was Cheng Tang who was able to use your numerous regions,

5] {av B ’

*kfren? *ISok-s *G'ra?

Removed and replaced the Xia,

{5 B B °
*tsak-S *mir *to?
And was made the people’s ruler.
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Table 111.3.B.1 continued

5 % B~ & ’
*Ca.lin-s  *kot *rfe-s *na? *C.q"har-s / *khwans (S)

Careful with his legal justice, [Cheng Tang] encouraged [the people],

Bk BN mED - A & ’
*Kkot *mirn *Gien *m.log-s  *C.q"har-s

His people served as models, and were thereby encouraged,

LA E3) T o Z °
*1a? *it-s *ava *tiek-s *qrot
Extending down to [the reign of] Di Yi.

= K~ ™ & 1= £ :

*C.man? *po *mrar *tiok *Coa.lin-s  *bat

None [after Cheng Tang] were not brightly virtuous and careful in using punishments,
7R ¥ H &l °

*Gak *Khiak *m.Joy-s  *C.q"har-s

They also were able thereby to encourage [the people].

G2 ’
*PeW-S *3a.1u
In criminal cases,

% £ % E[E ’
*dson? *riwk *t-1%aj *Coa.dz'uj?
Destroyed and executed were numerous criminals,
UIN 5T H & °
*Gak *khsak *m.loy-s  *C.q“har-s
They also were able thereby to encourage [the people].
*khSoj *lak *ma *Kka (S)

Set free were the innocent,

*

UIN 5 H 3 °
*Gak *khigk *m.log-s  *C.q"har-s

They also were able thereby to encourage [the people].

2 e T R ¥ :
*Kram *tit-s *ava *ne? *pek

Now, when it comes to your sovereign,
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Table 111.3.B.1 continued

7 5 LA i % 73
*put *khiok *[o? *ne? *t-1%aj *C.pan
He could not use your numerous regions

= K Z i} ° g

*ghan? *15in *to *ma-rin-s

And enjoy Heaven’s commands.’

Section 3.1 : Speech 2, Part 1 : Moral grounds for the fall of Xia and Shang

5 L !
*?S‘a *qh?a
Wu-hu!
+ i =
*Gvarn *nak *Gvat
The king approved of saying:
res (&) B % bil ’
*kfuk-s [ *kSuk-s ) *ne? *t-1%aj *C.pan
‘I announce to you, those of the numerous regions,
Ik PN i & = g ’
*poj *16in *lon (S)  *lak *Gva? *Gra?
It was not Heaven which abandoned the sovereign of Xia,
ElE PN e T H 4 °
*paj *1%in *lon (S)  *Jak *GVa? *Por

It was not Heaven which abandoned the sovereign of Yin.

7Y M ] sz ,
*n°9? *Gvij *ne? *pek

It was your sovereign,

LA ) % bz] :

*1a? *ne? *t-1aj *C.pag

Using your nhumerous regions,

VAN =2 (& ) PN pa i ’
*1at-s *N.rom *d%a [ *pra? ) *1in *to *ma-rin-s
Who was greatly licentious and scorned Heaven’s command,

= = ¥ °

*N.rit *Gva? *sa.lo

And in many small ways was criticized.
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Table 111.3.B.1 continued

75 1 =l ] () B B :
*nso? *Gvij *GVo? *Gira? *dsa [ *pro? ) *kot *ten-s

It was the sovereign of Xia who scorned its governance,

EN S T =K
*pa *dzop *ava *qhan?
And did not properly order the ritual sacrifices;

x &2 ()
*1%in *krun-s  *do (*de?) *s-mfap-s

Heaven sent down this ruin,

H 0 ] Z o
*Gva? *pirom *N-k‘ren  *to
And a ruler of [another] state took his place.

Vi iz £ i % ESR i w (i)
*na? *Gvij *ne? *s-tan) *G'0?-S *Gvan *1it *kot *lit (*°0)

Thus it was your last king of Shang who was extreme in his leisure,

() i B

*dsa [ *pro? ) *kot *ten-s

Scorned his governance,

25 8B &<

*po *kwen (S) *tay

And did not with purity perform the sacrifices;

F 3 22 SNCONNNE: -3 o
*Iin *Gvij *krup-s  *do (*de?) *s-mfag-s

Heaven it was which sent down this ruin.

Section 3.2 : Speech 2, Part 2 : Moral grounds for the fall of Xia and Shang, part 2

1 ES & 2 fF 3 ’
*Gvij *len-s *C.man?  *n‘im-S *tstak *k-Gvay

The sage who does not think deeply will become a fool,

i3 IE 7 e (5 B °
*Gvij *Kk-gvan *khak *n'im-S *tstak *len-S
The fool who can think deeply will become a sage.

PN i3 i F H L Z T & :
*16in *G¥ij *C.p'a? *C.n'in *s-no *gra-s  *to *1s0? *sfun

Heaven for five years waited patiently for [Cheng Tang’s] descendent
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Table 111.3.B.1 continued

At fE E5 £ ;
*lan? (S) *ts‘ak *mirn *to?

To become great and made the people’s ruler;

= Gl = 5
*C.man?  *kMaj? *n'im-S *Ifey)
But never was he able to consider this or follow [Heaven’s command].

A {15 K ) % il ;
*1%in *Gvij *qu *ne? *t-14aj *C.pay

Heaven searched throughout your numerous regions,

VAN £l LA 53 ’
*[sat-s *Co-m-ton?  *la? *Uj
Greatly moving [the people] by means of its awesome power,

B R i PN °

*No-khoj  *Kkot *kwa?-s  *Jfin

Inspiring those who looked up to Heaven.

i3 A % ] =] & Féd

*G¥ij *ne? *t-1%aj *C.pan *C.man?  *k"om *ka?-s

Of your numerous regions, none could look up to it.

i3 F 4 + B Z:e T
*Gvij *naj? *tiw *Gvan *1ien *don *Gva

Our king of Zhou enlightenedly held onto the people,

5 HE i = ’
*khok *khfom *m.don-s  *t'ok
Able to make use of virtue

i3 it fH PN °

*Gvij *t5or? *Ca.lin *19in

And the statutes for [sacrifices to] the spirits and Heaven.

PN i3 = = F H K
*19in *Gvij *lok *Kiraw *naj? *m.don-s  *q"u

Heaven regulated and taught us using munificence,

] 7 i i} ’
*KSren? *pik-s *or *ma-rin-S
Removed [from Shang] and bestowed [upon Zhou] Yin’s command,

Fal B % D] °
*m-qur?  *ne? *t-1%9j *C.payg

To rule over your numerous regions.
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Table 111.3.B.1 continued

Section 3.3 : Speech 2, Part 3 : On the need to follow Heaven’s command

% % 2 B % i ?
*krom *p'aj? *gfat *kfam? *t-1aj *KkSuk-s

Now, why dare | to make these numerous announcements?

E29 e K 3 ] vy B i °
*nfaj?  *e%ij  *lat-s  *k'rup-s *ne? *s.lij-s  *kvok  *mip *ma-rin-s
I greatly sent down your four states’ peoples’ commands.

A 2 K~ T A Z T ] % 77 ?
*ne? *gfat  *po *t.com  *lokh (S) *to *Gva *ne?  *t-Iaj *C.payg

Why are you not sincere in making prosperous your numerous regions?

kA &) = R v X ER4 J& * ’
*ne? *ofat  *po *Ckiep *Kkrep-s  *nat-s *pfaj?  *tiw  *gvapg

Why do you not assist and aid the governance of our kings of Zhou,

= P Z i} ?

*ghan? *15in *to *ma-rin-s

And enjoy Heaven’s command?

2 Bl [ £ A £ ¢ FH H ’
*krom  *ne?  *dap-s  *m-tfak *ne? *m-tfak *[fig-s ~ *ne? *Ifin

Now, you still dwell in your dwellings, cultivate your fields;

B 5] = H S EQ PN Z 4 ?
*ne? *gfat  *po *G6™ij-s *Gvan *qho *1%n *to *Ma-rin-s

Why do you not help the king to broaden Heaven’s command?

| ) i = A~ 7 ’
*ne? *n°9? *lidk (S) *C.ro?-s  *po *dzey) (S)
You go around repeatedly causing unrest,

Al & * B :

*ne? *som *mot-s *q*op-s

Your hearts have not yet love;

kA 75 A N £ PN a3 ’
*ne? *n'9? *pa *[sat-s *m-tak *19in *ma-rin-S

You do not greatly dwell in Heaven’s command,

B 77 =] i PN i °
*ne? *n°9? *it (S) *pfar?-s  *Ifin *ma-rin-S

You discard as trifling Heaven’s command.
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Table 111.3.B.1 continued

i T E G e gt :
*ne? *na? *N-tsit-s  *tsfak *pa *tar?

You yourselves are lawless,

(&) T T iE
*dfa [ *pro? ] *t.com *Gva *ten)-S
Scorning sincerity towards what is correct.

Section 3.4 : Speech 2, Part 4 : Recounting of previous attempts to rectify the Shang people

E54 i3 i (2) & # &= Z ’

*n%aj? *Gvij *do (*de?)  *go *kfraw *kfuk *to

I in this have instructed and declared to you,

ER4 i3 i (2) s B 3 z ’
*ntaj? *Gvij *do (*de?) *go *tar-s *PeW-s *sa.1u *to

I in this have battled and imprisoned you,

E3) T =T o) T = °
*tit-s *Gva *ts%a-S *tit-s *Gva *srum
Extending to a second time, extending to a third.

Vg H A H E29 13 B i ’
*n'a? *Gva? *pa *m.log-s  *p‘aj? *kfrupg-s  *ne? *Ma-rin-s

[If you] do not make use of my conferred-upon-you commands,

E54 J s VN 1 B (i ) Z °
*n%aj? *nSo? *go *1%at-s *bat *kok (S) (*N-kok ) *to

I will greatly punish or execute you for it.

I e A i F R S & :
*paj *naj? *GVa? *tiw *prar)? *tiok *pa *Kk-Jfayg *nfer)

It is not that I, sovereign of Zhou, hold virtue unpeacefully,

J9 i3 FH S| 2 e ° 4
*n'o? *G¥ij *ne? *N-tsit-s  *s‘ok *Kka (S)

It is only you yourselves who accelerate your crimes.

Section 4.1 : Speech 3, Part 1 : Formal announcement and a warning

+ H
*gvarn *gvat
The King said:
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Table 111.3.B.1 continued

g -
*?a *qh¥a *ju (S)
‘Wu-hu! Hark!
*kuk *ne?
I announce to you,
H pil % +
*GVa? *C.pan *t-Iaj *m-s-ra?

the regions’ numerous officers,

&= & % + ’
*grop-s *ar *t-1faj *m-s-ra?
And Yin’s numerous officers,

= 5] & & £ £29 i Fil 1E °
*krom *ne? *pSur *tsio? *gin *n'aj?  *k‘ram-s  *C.gfa? *S-Ga?

Now, you have been rushing about, serving as ministers to my supervisors for five years.

il i3 = = {8 /N 7N % iE ’
*Gvat *GVij *Gva? *sa (S) *pSrak *sew?  *Ilat-s *t-Iaj  *C.ten
Further, there are the lower officials and elders, the lesser and greater numerous officials,

FH = K~ e e °
*ne? *C.man? *po *khigk *prat (S)

Among you, none shall not abide by the laws.

Section 4.2 : Speech 3, Part 2 : Repeated phrases urging harmony

S| (5 K~ il ’
*N-tsit-s  *ts'ak-s  *po *G'0j
You yourselves have created disharmony,
5] 3 Al B !
*ne? *Gvij *G%0j #1559

You [should] be harmonious!

] = A 23 ’
*ne? *s.tit *pa *mruk

Your homes are not at peace/concordant,

] (3 Al ok !
*ne? *GVij *G%0j *ts%d

You [should] be harmonious!
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Table 111.3.B.1 continued

Section 4.3 : Speech 3, Part 3 : Promise to reward diligence and service

B 2 7 2| ’
*ne? *qop *khok *mrar)

Your cities can be resplendant,

] 1 % L) 75 E ;
*ne? *Gvij *Kkhiok *gor *na? *m-s-ro?-s

[if] you are diligent in your works;

il + = F X e ’
*ne? *dan-s *pa *m-ke-s  *cva *qhoy *tiok

You should not envy the wicked,

IR R LA B B 1E J fir °
*Gak *tsSok *1o? *miwk *miwk *dz5a? *n%a? *GVrap-s

And also use dignity and respect in your positions.

7 £ T J =} - ) ’
*Kkhigk *lot *ava *n'o? *Qqop *mo *Kkrep-S

If you can make inspections of your cities, work for and assist [me],

] J B i (2) & =! ’
*ne? *nsa? *N-tsit-s ~ *do (*de?)  *g-rak (S) *qap

You then may [live long] from this Luo city,

i x 7 Wy il i :

*dan-s *ovran?  *k.rok *1ip-s *ne? *1%in

May you eternally exert yourselves in cultivating your fields.

PN i3 7t ik 7]

*1%in *Gvij *pik-s *k.rin *ne?

Heaven will grant favor to you;

ER4 = J4 i3 B R 7 # ] ’
*n'aj? *Gva? *tiw *G¥ij *go *fat-s  *KkSrep-s  *rfok-s *ne?

I, sovereign of Zhou, shall greatly bestow gifts unto you,

il i 1 * i< ;
*lidk (S)  *k‘ren? *dz%a? *Gvarn *1ep (S)
Lead you to come to the royal court;

i () ] = ’
*dan-s (*dan?-s) *ne? *M-s-ra?-s

Raise up your work,
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Table 111.3.B.1 continued

H Ak 1E AN {5 ° g
*Gva? *hok *dz'a? *1%at-s *rew

And take up service among the great officials.’

Section 5 : Speech 4 : Warning of punitive measures for noncompliance or indolence

+ H

*gvarn *gvat

The king said:

2 T S
*¥a *qhSa *t-1%aj *m-s-ra?

‘Wu-hu! Numerous officers,

5] A £ 3 Tk £29 iy ’
*ne? *pa *khok *C.qhar-s  *t.com *naj? *ma-rin-s

[If] you cannot diligently have a care toward my commands,

EE] IR 2] T A 5 =
*ne? *cak *tsiok *Gvij *pa *khiok *qtan?

You thus will be unable to enjoy [Heaven’s favor];

M K i3 H A~ = °
*brom *min *Gvij *Gvat *pa *qhang?
All peoples will say “You shall not enjoy [Heaven’s favor].”

] 7 M # (1) M i ’
*ne? *n%9? *Gij it (*]0)  *ovij *phai (S)

You who will be indolent, will be crooked,

AN i E its} ;
*|Sat-s *C.gvan? *g“ay *ma-rin-S
Greatly distant from the royal command,

Al i3 A % Vil 7S PN Z 53 ’
*ts%ok *Gvij *ne? *t-1; *C.pag  *]om *19n *to *?Uj

Your numerous regions will thus bring upon yourself Heaven’s might,

F A1 £ PN Z £l ’
*ntaj? *tsSok *trit-s *15in *to *bat
I shall thus cause to be visited upon you Heaven’s punishments,

e i | + ° g
*raj *thék (S) *ne? *thia?

Separate and remove you from your lands.’
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Table 111.3.B.1 continued

Section 6 : Speech 5 : Final announcement: A new beginning and a final warning

+ H
*Gvang *gvat
The king said:

gEs A T % A ’

*nfaj?  *po *6%ij *t-1a *kfuk-s

‘I do not make many announcements,
ER4 i3 1 E A G ° 4
*n'aj? *Gvij *ti (S) *Kkuk-s *ne? *mo-rin-S

| therefore respectfully announce to you my commands.”

X H
*GVo?-S *gvat
Further [the king] said:

TEE (&) M ] ] ;
*do (*de?)  *gvij *ne? *tshra

This is your beginning;

A b L4 T il ’
*pa *khak *kren-S *acva *Gi0j

If you cannot respect harmony,

1 I E59 & °d
*tsSok *ma *ntaj? *0r-s
Then against me have no resentment.’”
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I11.3.C Analysis of the “Numerous Regions” (%75 )

Section 1:

The opening section begins, as in several chapters of the Classic of Documents, with a

date notation; here the month and the ganzhi 37 day are given, though in this case, unlike in

the “Announcement to Kang” chapter analyzed above, neither the year nor lunar phase are listed.

This is followed by a short mise-en-scene noting the king’s journey from Yan % to Zongzhou 5%
/& (a common appellation for the Western Zhou capital at Hao #&), which also functions here as

a form of “great event” notation, similar to the notations found at the head of several other

chapters.™ In this case, the event was King Cheng & T returning from successfully quelling

the rebellion against the Zhou by the state of Yan and several other minority groups in the fifth
year of his reign, or 1037 B.C.E.

As with virtually all opening sections of this type, there are no discernable phonetic
devices or phonorhetorical patterns.
Section 2.1 :

The opening line of this section provides the an insight into the one of the most intriguing

issues surrounding these chapters: Who composed these speeches? Since the Duke of Zhou &/

is directly specified as the speaker, the chapter is thus comprised of speeches either A) composed
by the young reigning King Cheng and delivered by the Duke, or, as has been argued by a
variety of eminent scholars over the past centuries, B) composed and delivered by the Duke “in

the name of” the king.

12 Events of some renown or import which would have been familiar to readers of the time were often used in early
Chinese texts, both excavated and transmitted, to indicate a precise date or period of time based on their historical
context.
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The introductory phrases to this first speech and the opening to the second speech (see

Section 3.1 below) provide direct indications that the term ruo %5 introduces orations spoken by

a subordinate (the Duke of Zhou in this case) on behalf of the ruler.*® In this opening speech, the

phrase “The Duke of Zhou said” (Zhou gong yue &/ H) is followed directly by “The king
approved of saying” (wang ruo yue %5 H); this is the only example of a “[person A] H
[person B] #5 H” construction in any early Chinese text, excavated or transmitted, and as such,

Chen Mengjia considered this section an important key to the meaning of ruo in these texts.
Chen notes this construction (along with a grammatically similar passage in the introductory

section of the “Numerous Officers” ( 2% ) chapter) provides the only explicit evidence that

ruo is to be understood as indicating that subordinate is delivering a formal set of royal decrees

(ming shu #72) on behalf of the king.** Similarly, in the second speech below, the ejaculation
“wu-hu!” IEIE precedes the line “the king thusly spoke” and the speech which follows; this

contrasts with its placement in the third and fourth speech in this chapter and in all other
examples from early Chinese texts, where “wu-hu!” directly follows the notation of the main
speaker. With the anterior placement of the opening ejaculation, the second speech in this

chapter must also be read as having been spoken by the Duke of Zhou and not by the king.

From a phonorhetorical perspective, the most striking aspect of this first speech is the
opening four lines. After the initial exclamation, the speech opens with three lines in parallel
hexasyllabic meter featuring phrase-final words all ending in final *-ry and main vowel

disharmony. This phonetic pattern precisely matches the patterns of consonantal consonance

13 On this use of the term ruo % (which | translate as “approved of”), see the discussion above in the
“Announcement to Kang” I11.2.C, Section 2 and in chapter II, Part 3.C, Section 2.1.
% See Chen, “Zhou shu zhong de wang ruo yue”, 183-97.
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seen repeatedly in the Western Zhou bronze inscriptions and seven of the fourteen sections in the
“Announcement to Kang” chapter discussed above. The words employed for this rhetorical

effect are also consistent with the other texts: “regions” 75 *C.par, “people” EE *min and
“commands” 77 *mo-rin-s.”> The final tetrasyllabic line does not follow the phonetic pattern

(ending in the verb “to know” %1 *tre), but this is not atypical; as seen above, in some cases the
final line will serve as a type of coda, standing out precisely because it breaks the regular
phonetic pattern of the lines which precede it.*°

Section 2.2 :

This section is the first of several to evoke the perpetual theme of historical analogies
centered on the Xia and Shang dynasties, focused in particular on the failings which led to the
loss of Heaven’s favor and therefore to their decline and fall. Throughout this middle part of the
speech there are very few clear phonorhetorical devices at work. The only lines which seem to
follow the pattern of end-consonantal consonance come midway through, and feature a short
subsection of 5, 9, 6, 6, 8 and 6 graphs per line, wherein four of the six lines (lines two, three,
five and six) end in graphs with *-g finals. (The first line could possibly also be part of the

pattern, as the *-n final in the word “purity” 4fi *dun from the wen =2 rhyme group could be

1> The term “command” 7 is most often translated in these contexts as “mandate,” especially when the initiator of
the command is Heaven k. I have chosen to consistently use “command” to translate ming throughout this study
for two reasons: 1) The king also uses the term ming @7 when referring to his personal commands to his subordinates,

and while “the king’s mandate” would not be incorrect in English translation (as the mandate comes from Heaven
and is engaged through the reigning king and his commands), when it is used in cases (as in this section) where the
king calls it “F§ @7,” specifically “the commands I sent down to you,” wherein “mandate” seems to confuse the issue
rather than make it explicit; and 2) in order to emphasize the repeated euphonic function of the term, as Heaven’s
(the Heavenly mandate/right to command) is often set against the king’s @5 (commands) in phrase-final position in
this chapter, albeit never in direct juxtaposition in the same section.

18 As noted above, this phonorhetorical structure is mirrored in many other ancient traditions (for example, in
Sumerian, Hebrew and other ancient Near Eastern forms). In this rhetorical structure, lines which employ repeated
phonetic patterning (most often employing identical or rhyming phrase-final words) are followed by a concluding
line which breaks the preceding phonetic pattern; this final line is usually a phrase which sums up or provides a
moral context to the preceding patterned lines. Just as in this case, the phonetic distinction creates a feeling of
increased emphasis upon the ultimate line, in parallel with the semantic construction.
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functioning in a similar way to the pattern discussed in section 3 of the “Announcement to Kang”

above, but the final word in the fourth line, “officers” - *m-s-ra?, is clearly a break in the

consonantal consonance).

The tetrasyllabic couplet which comes at the end of this subsection should also be

mentioned, for along with a parallel meter it features the *-j final words “acts” £ *c*aj (ge &KX
rhyme group) and “to release” [ *koj (wei ff rhyme group) in phrase-final position.
According to Wang L., there are no cross-rhymes between these two rhyme groups in the Classic

of Poetry, but as he does document cross-rhymes between both these groups and the third *-j

final rhyme group (the zhi 5 rhyme group), it is relatively likely that these lines also formed a

cross-rhyming tetrasyllabic couplet.’’ In addition, as these words are generally positive, unlike
the negative words with *-j finals analyzed above in Section 8 of the “Announcement to Kang”
chapter, this couplet lends support to the argument that these phonetic structures were not
necessarily based upon semantic word groupings but were primarily employed simply as

phonetic devices.

Section 2.3 :

This section is dominated by a type of euphonic construction which has not been
previously documented in this study but is well-known from its widespread use in both early
Chinese poetry and prose: the repetition of the same line for rhetorical effect, with a line (or lines)

interspersed between the identical repeated statements. This precise technique will be discussed

7 This construction is technically a he yun cross-rhyme, based on the parallel final consonant *-j, identical to that
documented and analyzed in Section 8 of the “Announcement to Kang” chapter above.
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below, as it is employed again in the third speech in this chapter.”® In addition to the subsection
below featuring repetition, the repeated phrase-final word is introduced in the two opening

pentasyllabic lines in phrase-final position and in grammatically parallel construction.

The graph which occurs five times in this section in parallel phrase-final position is quan

) *C.ghar-s, “to encourage,” a particularly important term in early Chinese discussions of

government. Outside of this section, quan is used seven times in the Classic of Documents, in
each case to mean “to encourage” or “to persuade,” normally with “the people” as its object.™
Phonetically, the Baxter-Sagart reconstruction includes this word as part of the subset of the

yuan 7T rhyme group which featured a final *-ar (rather than the standard *-an, *-en or *-on

finals), but as noted above, the composition of this subset is still hotly debated, and the graph
may well instead have had an *-an final in accordance with its traditional analysis: *khwans, in
Schuessler’s reconstruction. Regardless, the graph does not seem to cross-rhyme with any of the
other phrase-final graphs in the section, and thus the phonorhetorical pattern relies solely upon

the repetition of the word, and the phrase.

The tetrasyllabic line repeated three times in the section is:

IR e H &b

*cak *khak *m.don-s  *C.q"har-s

They also were able thereby to encourage [the people].

In this phrase, “they” represents the unstated subject and refers to the rulers of the people,

introduced at the head of the section, and the term “thereby” (literally, “making use of,” from

18 As far as | am aware, this type of construction is not found at all in the Western Zhou bronze inscriptions; one
might argue this is due to their general brevity and terse phrasing, but even in long inscriptions (such as documented
in chapter 1) the use of repetition of identical phrases as a rhetorical device is unprovenanced.

19 As far as my searches have revealed, the graph quan % does not exist in any Western Zhou bronze inscription.
However, this is not particularly surprising, as those compositions extremely rarely contain anything approaching
didactic rhetoric on what constitutes good government akin to the discussions of political philosophy which
dominate these speeches from the Classic of Documents.
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yong A *m.lon-s) refers to the methods described in the intervening line(s) directly preceding

each repeated instance of the phrase. The intervening lines are composed of six, six and four
graphs, so the metric consistency is slightly varied: 6-4, 6-4 and 4-4. The repeated line also

features a bit of internal consonance, as the first half of the phrase is comprised of 7/ *cak 7¢

*khak, but whether this type of consonance would have had a noticeable effect is difficult to
estimate. The penultimate graphs also all have *-k finals in each of the non-repeated lines which
precede the repeated line (graph four of six in the first and second couplets, and graph two of
four in the third couplet); taken in sum, the phonorhetorical patterning throughout the section is

extensive and would have created a very strong euphonic effect.

Section 3.1:

In this section begins the second of the five speeches which make up the bulk of the
chapter. As discussed above, the ruo 7 in the opening line here likely lends a special distinction
to this second speech. Stylistically, there is a consistent use of words in phrase-final positions
with *-n final consonants throughout the entire speech, and so my four-part division is based as
much on rhetorical divisions as phonetic patterns; Karlgren also correctly noted that most of

these words form a pattern which extends into the following section.

In this section, a few new words with *-j finals in phrase-final position are included
along with the words “regions” 75 *C.pan, “peoples” & *min and “commands” 7 *mo-rin-s
used in the first speech: “governance” E{ *ten-s, “ruin” 2 *s-m‘an-s and “sacrifices” z& *tor).
Of the fifteen lines in this section, nine end in words with an *-n final consonant, creating a
somewhat metrically irregular but consistent phonetic refrain, consistent with the other sections
in this study which feature this euphonic device. There are also two metrically regular couplets
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with perfect rhymes in this section, but both seem to be integral parts of the larger composition
rather than freestanding phrases. The first is the tetrasyllabic couplet which falls in the middle of

the following four lines:

73 i3 H B (&) JiR B ’
Y *Gvij *GVa? *Gra? *dfa [ *pro? ) *Kot *ten)-S

It was the sovereign of Xia who scorned its governance,

K S T = ;
*pa *dzop *Gva *qhang?
And did not properly order the ritual sacrifices;

T % W(R) W ,
*1%in *kSrup-s  *do (*de?) *s-mfang-s

Heaven sent down this ruin,

= el i z
*GVa? *piron *N-kfren *to
And a ruler of [another] state took his place.

The interior tetrasyllabic couplet features rhyming yang f%; rhyme-group words at the end of

each phrase. However, these rhymed lines do not complete the thought; an encapsulation comes
in the final (non-rhyming) line. This final line clearly does not comprise part of the rhyming
sequence nor even of the more common pattern of end-consonantal consonance, but it does seem
analagous to the other sections which make use of this stylistic device; see Sections 2 and 9 in

the analyses of the “Announcement to Kang” and Sections 2.1, 3.1 and 4.1 in sthis chapter.

The second perfectly-rhyming couplet is trisyllabic, featuring two of the three new terms
used in the end-consonantal consonance in this section in phrase-final position. The couplet also
seems to represent the continuation of a longer thought rather than function as an independent

textual unit;
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75 113 kR ] % + % R #= (fir) ’
*n9?  *G%¥ij  *ne?  *s-tan  *¢0?-s *gvan  *lit *kot  *lit (*]°0)
Thus it was your last king of Shang who was extreme in his leisure,

(&h ] Bk B ’

*dsa [ *pra? ) *kot *ten-S

Scorned his governance,

A i & ’

*pa *kwen (S) *tay

And did not with purity perform the sacrifices;

= it £ SXCONNEE:
*1%in *6vij *k'rup-s  *do (*de?)  *s-mfag-S

Heaven it was which sent down this ruin.

As in the previous example, the interior trisyllabic couplet fits particularly well with the
lines preceding and following it; the preceding line provides the subject, and the following line
provides the direct effect of these actions. Thus, rather than reading them as a form of “poetry,”
they seem best viewed simply as examples of a type of particularly elegant phonorhetorical

device employed to support the larger rhetorical and phonetic structures.

Finally, it bears noting that the words in phrase-final position are once again especially

weighty terms not dissimilar to those encountered before, such as “governance” E{ *ten-s and
“sacrifices” Z& *ton. For the first time, one of the terms is unambiguously negative: “ruin”
*s-m‘an-s. Its use here, along with the use of “fool” T *k-g¥an in the first line of the next

section, provides further indication that the words in these phonorhetorical patterns were chosen

primarily for their phonetic effect, regardless of their semantic connotations.
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Section 3.2:

The second part of the speech continues the now-familiar pattern of consonance, as six of
the fifteen lines end in a word with a *-n) final (with one additional word ending in *-n).
Noticeably, half of these are words which have not been used in the chapter before this section,
such as “fool” JF *k-c¥an and “sage” B *len-s from the opening lines, and “follow” & *]Sen at

the end of the fifth line in the section.

In terms of rhetoric, the opening couplet presents an excellent example of a recursive
maxim (as can be found throughout many early works of Chinese philosophy), here employing
metrically-regular hexasyllabic lines in parallel rhetorical structure (the first, fourth and fifth
graphs are the same in both lines, and the second and sixth graphs are switched), and also

features the type of end-consonantal consonance highlighted throughout this study:

e EE [ & fE Zis ’

*Gvij *len-s *C.man? *n‘im-S  *ts'ak *k-g“ang
The sage who does not think deeply will become a fool,

e I+ i & (5 B °
*Gvij *Kk-gvang  *k"ok *nfim-s  *tsfak *len-S

The fool who can think deeply will become a sage.

It bears repeating that this clever turn of phrase should be viewed as neither strictly rhyming nor
cross-rhyming, if one uses the Classic of Poetry as the standard for what constituted a rhyme in
ancient Chinese. This couplet stands as the best single piece of evidence that end-consonant

consonance with medial vowel disharmony was clearly considered an acceptable phonorhetorical
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structure during this early period; in poetic and later prose compositions, this type of end-

.20
consonantal consonance seems to have been largely eschewed for “true” rhyming.

In the final couplet in this section we have a similar example, as it features two
tetrasyllabic lines ending in words with *-p finals and different medial vowels, making it another
example of end-consonantal consonance rather than rhyming poetry akin to the works in the

Classic of Poetry:

[ 7t B il ’
*kfren?  *pik-s *ar *MQa-rin-s
[Heaven] selected and bestowed Yin’s command,
F i % i} :

*m-qur?  *ne? *t-I°aj *C.payg
Ruled over your numerous regions.

Section 3.3:

In this third part of the speech, the phrase-final *-i consonantal consonance becomes the
dominant phonorhetorical structure; ten of the thirteen lines end in words with an *-g final
consonant (along with one, dian 8t *tSar? / *tan? (S), which very possibly had an *-n final).
Such an overwhelming amount of consonantal consonance in phrase-final position is rare in the
Classic of Documents, but here it is achieved by repetition of several of the words used

previously (“command” 7 *mo-rin-s by itself accounts for five of the thirteen lines), along with

% For example, the Shanghai manuscripts from ancient Chu %% “San de” (£3/%) and “Fan wu liu xing” ( FLI7
#2) , both didactic texts dating to the late Warring States period (ca. 350 B.C.E.), use “true rhyming” (in which
phrase-final words generally come from the same rhyme group, or are taken from rhyme groups known to cross-
rhyme in the Classic of Poetry) throughout, without much evidence of this type of end-consonant consonance. See
Scott Cook, “Chu jian yunwen fenlei tanxi” ( 2&RHEESZ 43 5EHEHT ) , Chutu wenxian yu guwenzi yanjiu H + 37 BRES
HSCEEWTSE 4 (2011): 215-258, and Jeffrey Tharsen, “Rhetorical Structures in the Shanghai Museum Manuscript
‘San de’ ( £:{# ) ” and “Rhyme, Repetition and Rhetoric: An Examination of the Recently Discovered ‘Fan wu liu
xing” ( LiHe ) Texts” [unpublished].
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three terms not previously used in the chapter: “fields” FH *I°in, “quiet” &% *dzey (S), and

“correct” IF *ten-S.

In terms of metrical structure, this section seems to feature lines of nine graphs in the first
half (five of the seven lines are nine graphs long), and six graphs in the second half (three of the
six lines are six graphs long). Line by line, the metric counts for these two passages are: 6 (non-
consonant); 9; 10; 9; 4; 9 and 9, followed by 6; 4 (hon-consonant); 7; 6; 6 (*-n final) and 4.
Because of the high degree of irregularity in the metrical structure, despite the recurring
consonance, this section reads much more like patterned prose than any type of known early

Chinese poetry.

One final rhetorical flourish in this section is worth mentioning: the initial graphs for
seven of the thirteen lines fall into two distinct regular patterns. The first pattern comes in lines
three, four and seven (all in the first half of the section as divided above), and is comprised of the

three graphs meaning “Why do you not...”: f§ &1 *ne? *g‘at *pa. The second repeated initial
structure comes in lines one, three, four and five of the second half, is comprised of the highly
alliterative two graphs g /5 *ne? *n‘s?, which simply introduces each phrase with the comment
“You (then) ....” Taken alone, neither of these introductory phrases would be seen as
uncommon (E& /5 *ne? *n%a? is used twice again to begin lines in separate sections below), but

their extraordinarily repetitive use in this section serves to emphasize the parallel rhetorical
structure, and when read in concert with the phonetic structures, lays bare the intricate euphony
which the composers of these texts were consciously employing to lend power and elegance to

the rhetorical phrasing.
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Section 3.4 :

The fourth and final section of this speech contains far less of the phrase-final end-
consonantal consonance than the previous three parts, as only two of the seven long lines end in
words with the now familiar *-y end consonant. That said, it would not be correct to say that
there is no phonetic patterning nor euphony whatsoever at work here, as the two lines which do
end in words with a final *-rj consonant also feature intralinear repetitions of words with *-n
finals. In each case, the intralinear words with final *-rj consonants are not used anywhere in the
chapter as phrase-final words, and so this type of euphonic construction could simply be
subconscious rather than overt phonetic patterning. The first of these lines uses alternating

words with *-n finals:

75 H A 25! # 3 ] i
*n'a? *Ga? *pa *m.lop-s *p‘aj? *kfrug-s *ne? *ma-rin-s

[If you] do not make use of my conferred-upon-you commands...

while the second of these lines pairs two words with *-p finals at the end of the phrase:

Ik e =l F4 E S 1 A 25 =
*paj *pfaj?  *evo?  *tiw *pran?  *t'ok  *po *k-]'ag *nfey
It is not that I, sovereign of Zhou, hold virtue unpeacefully...

Section 4.1 :

This first section of the third speech features a new type of consonance, with three

perfectly-rhyming zhi -2 rhyme group words coming at the end of the first three of the five lines.

The metric structure is highly irregular (as is common throughout the Classic of Documents); the
three lines which rhyme are comprised of six graphs, four graphs and nine graphs. In each case,

the phrase-final word ends in *-a: “officers” (4 *m-s-ra?) repeated at the end of the first two
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lines and “sacrifice” (fE *s-Go?, here meaning “year”) in the third line. The section is employing

a relatively loose form of euphony, and the consonance here could well have been subconscious

rather than a conscious choice by the composer.
Section 4.2 .

The four lines in this section mark the second place in this chapter where we see
repetition of an entire tetrasyllabic line for rhetorical effect. With four tetrasyllabic phrases and
the repeated lines, this section mirrors the poetic form found in the second half of the opening

stanza of one of the poems from the Classic of Poetry, “Plucking Bracken” ( >&£% ) inthe
“Minor Odes” (/NJf ) section (Mao #167).21 However, in “Plucking Bracken,” the final

graphs in the odd lines do rhyme, whereas here the odd lines neither rhyme nor cross-rhyme.
Thus, what we have in this section is simply a repetition of a tetrasyllabic line describing a
negative, followed by the command to “be harmonious!,” then the same structure repeated again,

which simultaneously creates a powerful phonetic and rhetorical effect.
Section 4.3 :

The third section of this speech provides potential evidence for end-consonantal

consonance between the ji 4§ rhyme group (represented here by “position” wei {i7. *c*rap-s and
“city” yi 2 *gop, which come at the ends of the fourth and sixth lines respectively), and
potentially also including the word “reliable” 4} *kSrep-s at the end of the fifth line. The perfect

rhyme between words in phrase-final position in the fourth and sixth lines is unquestionable,

though the meter is a bit irregular (the lines in this section contain 4, 6, 7, 8, 7 and 6 graphs,

21 Most poems in the Classic of Poetry repeat odd lines rather than even following an ABAb structure where the A
lines are identical and the B/b lines rhyme or cross-rhyme; “Plucking Bracken” is the only poem in the anthology to
feature an ABaB structure identical to what we see here.
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respectively). The more difficult question surrounds the graph 4}~ : in the Baxter-Sagart
reconstruction it is given as *k‘rep-s, which would place it in the he Z5 rhyme group and provide
another example of end-consonantal consonance with medial vowel disharmony, but this
reconstruction is at odds with the traditional understanding of the graph, as it is normally
reconstructed as being part of the modern yue H rhyme group (descended from the guai 5%
rhyme group in the Guangyun via the Qing ji 4% rhyme group), and Schuessler, following this
tradition, reconstructs its OC pronunciation as *kré(t)s. In his Handbook of Old Chinese
Phonology, Baxter describes how some *-ps and *-ts finals merged early on in Old Chinese, and
Wang Li notes that there is one cross-rhyme in the Classic of Poetry between the wu ) rhyme
group (*-ot finals) and the ji 4& rhyme group (*-op finals);? therefore, it is very possible that the

fifth line cross-rhymes and should also be considered as part of the phonorhetorical structure of

this section.

Karlgren’s proposal that “works” Z& *m-s-ra?-s and “virtue” {& *t"ok (here employed as
the second graph in a compound meaning “evil virtue” or “wickedness”) by themselves represent
a rhyming pair is likely erroneous, but considering that the final graph in four of the six lines in
this section have the medial vowel /*a/, there may be a larger phonorhetorical pattern here based

on vowel quality rather than based upon these words’ diverse final consonants.

The final section of the third speech contains a somewhat strange arrangement in which it
is difficult to ascertain whether or not there is conscious euphony at work. The phrase-final

graphs of the first four lines are “fields” F *I°in, “you” §& *ne? (or *ne(j)? ), ¥ again and

22 See Baxter, Handbook, 398 and Wang, Shi jing yun du, 33; the graph jie 7} is not used in rhyming position in any
poem in the Classic of Poetry, so we have no direct evidence for the value of its final consonant in this case.
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finally “court” Jz£ *1én, which (despite the irregular 6-5-9-5 metric structure) could indicate a

type of ABBa “frame rhyme” at work, especially as the first and fourth lines follow the familiar

*-1 consonance seen in the sections analyzed above. That said, the word “you” Eg *ne? (or

*ne(j)?) makes for a somewhat unique choice for a phrase-final rhyme; similar to its use here,
it’s found dozens of times in the Classic of Poetry as the standard second person pronoun, but
only once as a potential rhyme word, in the first stanza of the famous poem “Wayside Reeds”

(17% ) of the “Major Odes” ( KJf ) section (Mao #246).

As a final note on this section, there is a bit of additional end-consonantal consonance in

the two graphs at the end of the fourth line, the “royal court” - *G¥an Ji£ *1én (S), which will be

echoed in the following speech by the more commonly-occurring combination “royal command”

T+ *“an dp *moa-rin-s; it’s not clear what effect this type of consonance might have had, but as

there are also double final *-n compounds of this type in sections 3, 6 and 7 above, these may

well represent subtle nuances within the more obvious euphonic structures.?
Section 5 :

In this section, the penultimate speech of the chapter, the phonorhetorical structure
returns to the familiar pattern of phrase-final words featuring final *-n consonantal consonance,
as this device is used in lines one, two, three and five (half of the eight total lines of the speech).
After a short opening naming the “numerous officers,” the first full line of seven graphs

concludes with “commands” @i *mo-rin-s, followed by another septasyllabic line ending in the

% A further consideration along these lines is whether the ubiquitous phrase “Heavenly command” (more commonly
translated as “Heavenly mandate™) X *[5in #p *mo-rin-s is also employing a form of this type of consonance;
although the finals are close but not identical: *-n and *-rj. As discussed above, these final consonants may have
been close enough to have functioned in a similar manner as double *-1 compounds.
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verb “to perform the sacrificial rites” = *qhan?, then a line of six graphs also ending in =

*q"an?, and after a non-consonant line of six graphs, the final line in this part of the speech is

tetrasyllabic and ends with the compound “the royal command” I *G¥an 47 *mo-rin-s. The

three final lines in the speech seem to employ no euphonic patterning whatsoever.
Section 6 :

This final, short two-part speech (split by an interjection) is remarkable simply in that,
like in the final speech in the “Announcement to Kang” chapter, it is the only section of this
chapter which seems to employ no phonorhetorical devices nor phonetic patterning at all. In
terms of content, it is not substantively different from other short sections within these speeches
(except that these words are clearly meant as a final warning to the assembled audience to follow
the king’s commands), and certainly seems to serve as an appropriate conclusion to the speeches
which precede it, so one can only speculate on why this ultimate section would be completely

devoid of the patterns seen repeated so often in the above sections.?

% The final speeches in these two chapters, lacking any discernable phonorhetorical patterning, may well be serving
a similar function as the non-rhyming line which concludes a section of patterned phrases (as discussed at several
points above, compare the euphonic structure in chapter 11, Section 3.C.4.1; Sections 2, 9 in the analyses of the
“Announcement to Kang” and Sections 2.1, 3.1 and 4.1 above), wherein it is precisely a lack of phonetic cadence
and the breaking of the established pattern which draws greater attention to the ultimate line/section.
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I11.3.D General Comments on the “Numerous Regions” (275 )

While euphonically similar to the “Announcement to Kang” chapter, the “Numerous
Regions” chapter also features some significantly different uses of phonorhetorical devices.
Once again, the obvious phonetic patterning centers on the repetition of end-consonant *-n words
in phrase-final position (occurring in 8 of the 13 sections). Along with this now-familiar pattern,
this chapter also includes short instances of potential end-consonantal consonance based on the

finals *-j (Section 2.2), *-o (Sections 4.1 and 4.2) and *-op (Section 4.3).

As in the “Announcement to Kang” chapter, in this chapter we see the repetition of entire
tetrasyllabic lines, but here the lines are often interspersed with non-rhyming lines in an XAXA
format (Sections 2.3 and 4.2). Additionally, there is a single example here of a recursive maxim
(Section 3.2) which features end-consonant consonance, and its well-wrought construction
should serve as a strong indication that at least some of these patterns were intentional on the

part of the composer, and not subconscious or coincidental.

Finally, on the topic of vocabulary, this chapter features a few words in phrase-final
consonant position which are unequivocally negative: “ruin” ¥% *s-m‘an-s and “fool” JF *k-cvan.
Thus, if one is to accept the argument that these patterns of words made up a type of phonetically
similar critical vocabulary, that vocabulary must include both words of royal grandeur and great
destruction. The results of the above analyses indicate that the phonorhetorical patterns were
likely constructed primarily as phonetic devices, and secondarily (if indeed at all) as a marker of

some type of phonetically consonant “language of command.”
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I11.4 Comments and Conclusions on Euphony and Phonorhetoric in the Classic of Documents

The detailed analyses of these chapters provide evidence of both parallels between the
euphonic styles and forms found in the longer inscriptions upon bronze vessels from the Western
Zhou dynasty and also significant innovations in style and form. While such parallels are
certainly not conclusive evidence for dating the transmitted texts to the same period by
themselves (mimicry of earlier textual styles and literary forms was common throughout early
Chinese literary history), they could well be a major key as we build a more robust and detailed
picture of how euphony and literary forms developed during these earliest periods of Chinese
narrative textual history.

Finally, let us return to the famous quote from the “Canon of Shun” on the uses of poetry
and music quoted in the introduction to this chapter and look closely at the phonorhetorical
patterning it employs:

o e —+
oYy = DN

*s.to *pan *to-s
Poetry speaks of aims,

O S :
*kaj *G'ran?  *pan

Songs are the prolongued utterance of speech;

2 {8 K ’
*len *?9] *GVran?
Sounds accompany the prolongued utterances,

E2 il G2 °
*rut *G'0j *len
Piping harmonizes the sounds.

AN H 7 am (B o
*piret *gom *khok [ *k'rij ]
The eight tones are able to be in accord,
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i 1H E i ’
*ma *san *Co.l'ot  *run
One does not take the place of the other,

fH A LA il °
*Ca.lin  *nip *[a? *G'0j
And the spirits and people are thereby brought into harmony.

The opening set of four trisyllabic lines each bears many of the earmarks of the type of
euphony and phonetic patterning documented throughout this chapter: phrase-final words
featuring end-consonantal consonance and vowel disharmony juxtaposed in the third and fourth
lines, preceded by a line ending in *-n, and an initial line which does not seem to comprise part
of the phonetic pattern. The second part, comprised of three tetrasyllabic lines, features a
different type of end-consonantal consonance in its first and third lines (*-ij and *-0j,
respectively), while the final graph of the second line ends in *-n and thus does not rhyme at all
(but may be subtly harkening back to the consonance in the opening quatrain).

These patterns could certainly be coincidental, or at best subconscious to the composer,
unintentionally repeated throughout this passage, and as this study has demonstrated, throughout
these early chapters from the Classic of Documents. However, their appearance in
overwhelming numbers and consistency in placement seems to indicate otherwise; indeed, it may
well be that we are one step closer to understanding how the intricate euphony and phonetic
patterns underscored, emphasized and beautified the words transmitted to us in this most eminent
and ancient text, and can hopefully contribute to a new understanding of how harmony and
euphony in these ostensibly prose speeches from ancient China likely played a similar role to

music and poetry in an attempt to foster harmony between the governors and the governed.

236



Chapter IV : Euphony and Phonorhetoric in Selected Speeches from the

Zuo Commentary to the Spring and Autumn Annals (ZEHk/E{E )

IV.1 Introduction to Euphony and Phonorhetoric in the Speeches of the Zuo Commentary to the

Spring and Autumn Annals

The phonorhetorical analyses in previous chapters have featured examples of royal
speech, orations by or on behalf of the Zhou king, but in the Zuo Commentary to the Spring and

Autumn Annals (&Fk/=#) royal speeches are few in number and relatively cursory.

However, long and eloquent speeches by royal ministers and high officials are a regular feature
of the Zuo Commentary, and some of these speeches feature phonetic patterns and
phonorhetorical devices. As Ron Egan noted in his 1976 doctoral dissertation:

...it should be noted that there is one type of passage [in the Zuo Commentary] in which
the typical conciseness of language is largely absent: the long, moralizing speeches. In
these, the prose is considerably smoother than in other passages. The single words of the
dialogue and narrative passages are expanded into synonymous binomes, and phrases are
longer and are often metrically balanced. We find just the kind of padding and
parallelism which are lacking elsewhere in the text. It has been suggested that some of
these longer speeches may be later additions to the text, and it might be tempting to find
support for this possibility in the fact that they are stylistically distinct from the bulk of
the work. However, as noted earlier, these speeches do perform a necessary function:
they help to indicate the author's perception of the right and wrong of a particular
situation. Furthermore, they preserve all the grammatical peculiarities of the rest of the
text. Thus, instead of arguing on the basis of style that these speeches had an origin
different from that of most of the work, it seems preferable to view their stylistic
distinctions as a result of the natural tendency of the language to form into longer and
more smoothly matched units when used for rhetorical purposes.?

! There is a single example of a comment preceded by “the king approved of saying” (wang ruo yue F#7F1), in the

“Duke Ding 4" Year” (& /A PU4E{4) chapter, but it is simply a list of names taken from a covenant (zai shu #):
[HlE=: [FHHE, S5E, . el 2P0, B, 79, RER. B, ] | Remarks by the

Zhou king throughout the Zuo Commentary tend to be extremely cursory, and none feature any discernable phonetic

patterns or phonorhetorical devices.

¢ See Ronald Egan, “Selections from Tso chuan: Translation and Analysis.” (PhD. diss., Harvard University, 1976),

328-329.

237



The point Egan makes about these speeches potentially being later additions to the text is
important for this study’s goal of documenting representative forms of euphony and
phonorhetoric in the earliest strata of Chinese narrative works, as there is the potential that the
speeches preserved in the Zuo Commentary might have been composed during a later era.
However, as Egan notes, these speeches “preserve all the grammatical peculiarities of the rest of
the text,” and are consistent with the larger narratives within the text. Therefore, it seems best to
simply acknowledge that while there are distinct differences in the phonorhetorical and euphonic
devices employed by the composers of the speeches in the Zuo Commentary when compared
with the earlier styles of prose and phonorhetoric explored in the previous chapters, there is no
firm basis on which to determine precisely when these speeches were composed.

As discussed at length in chapter one, David Schaberg has recently produced several
exemplary studies of the Zuo Commentary. Despite his stated thesis that “it is impossible to date
pre-Han texts with any accuracy” (which we can assume mainly applies to transmitted texts, as
excavated texts often have a well-established terminus ante quem which can greatly assist with
dating) Schaberg then provides an excellent piece of evidence for dating at least some parts of
the Zuo Commentary: “The current consensus...holds that the contents of the Zuozhuan were in
existence by the end of the fourth century B.C.E. The strongest evidence has come from
predictions attributed to characters within the text; the composers of these predictions seem not
to have known of events during the last century of the Warring States period.” If Schaberg is
correct and these speeches are not later interpolations to the text, then the speeches presented
below must have been composed in at least the fourth century B.C.E., if not actually upon the

dates that the Zuo Commentary places them. Given the similarities between the euphonic,

% See Schaberg, A Patterned Past, 315-316.
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rhetorical and phonorhetorical devices documented in the prima facie excavated materials from
the Western Zhou dynasty (analyzed in detail in chapter two) and the speeches preserved in the
Zuo Commentary, the composers (and/or editors and transmitters) of these speeches certainly
seem to have been influenced by the literary styles and forms which flourished during the
Western Zhou. That said, the evidence we have in toto still appears insufficient to provide a
conclusive resolution for the date of their composition.

On the literary qualities of the speeches in the Zuo Commentary, in addition to his
comments discussed in chapter one on the repetitive linguistic patterns, parallelism and
“beautiful manipulation of language” which underlie these speeches, Schaberg also makes a
number of insightful comments about the principles of taxis and rhetoric involved in their
composition:

That Eastern Zhou historiographical works possess specifically literary qualities and that
such qualities inform their representation of reality are nowhere more obvious than in the
speeches that these works purport to record. I distinguish the ‘speech’ from other forms
of utterances both by its length and by the unique rhetorical tendencies it can display.
Speeches may reach hundreds of characters in length, and unlike the shorter remarks
exchanged in dialogue, they generally show an attention to such strictly rhetorical
considerations as diction, structure and the use of topoi. The form is of singular
importance....Although the rhetorical tendencies that operate in speeches underwent
significant changes in the first millennium before our era, the centrality of quoted speech
in literary representations was a constant....Speech rhetoric in the Zuozhuan and Guoyu
tends toward an ideal of proportion and order, and since the speeches are quite clearly the
most carefully composed passages in this historiography, it is worthwhile to see what
heights this rhetoric could reach.*

% Ibid., 21-22. Schaberg also touches on the intrinsic power of a well-wrought (and well-delivered) speech: “As
literary works and as intellectual documents, the Zuozhuan and Guoyu advanced the claim that a well-wrought
speech stands in a privileged relation to truths about human beings, social situations, histories and futures. This
claim was written into what | call the rhetoric of good order. The main attraction of these texts for guwen reformers
and prose anthologists was their tales of literary talent put to practical use. Even when Spring and Autumn period
ministers failed to convince their immediate audience, their carefully crafted speeches generally had tacit approval
of the narrators; they were not mere models of style but examples of a literary activity whose value was not in
question.” and “For these speeches, erudition and structural elegance are paramount, both as they serve to import
knowledge into the text and as they illuminate the qualities of the speaker.” Ibid., 26 and 30.
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Finally, within his evaluation of the uses of literary artistry within the speeches of the Zuo
Commentary, Schaberg addresses the close connections between oratory, ritual and rhetoric:

The ritual system not only included texts among its paraphernalia but has itself come

down to us in textualized form. Much of what we know of it comes from texts, and

specifically from the most highly patterned and self-consciously crafted portions of texts,
the speeches of historiography. Ritual practice cannot be separated from the rhetoric of
good order in which it is described and defended. The symmetrical rhetorical forms one
finds in well-made speeches on ritual and other subjects are not simply the results of
faithful representation; they exploit the grammatical, semantic, and rhetorical resources
of the language. By the same token, the marked orderliness of ritual practices as they are
represented in the speeches cannot be a fiction perpetrated for its rhetorical advantages.

Ritual practices and the spoken or written discourse describing them worked together and

influenced each other; ritual practice was informed by writing (or at least by orderly

language), and certain types of discourse, including many of the speeches recorded in
historiography, were ritualized.”

The examples provided in this chapter support the argument that the speeches in the Zuo
Commentary represent a very different genre from the Western Zhou bronze inscriptions and the
chapters of the Classic of Documents analyzed above. These speeches are primarily concerned
with the importance of virtue and ritual in governance; two of the three are framed as direct
remonstrances by a high official to his superior, the sovereign of the state. While performing
detailed phonetic analyses of all the speeches of over fifty graphs in length in the Zuo
Commentary | noted that most of the longer speeches, and many of those which feature regular
use of phonorhetorical devices, come in the last four chapters of the work and seem to be a

hallmark of the “Duke Zhao™ 7/ chapter in particular. As Ursula Heidbiichel notes in her

Rhetorik im Antiken China, discussed at length in chapter one, the Duke Zhao chapter comprises
approximately one-fifth of the entire text and contains a far greater ratio of discursive-to-

narrative passages than any of the other chapters.®

5 -

Ibid., 64.
® “This part of the text, which for simplicity’s sake is called Zhao gong in the present study, accounts for
approximately one-fifth of the total of the Zuo Zhuan. For the purpose of a representative rhetorical analysis it is
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In order to provide as broadly representative a view of the types of euphony,
phonorhetorical styles and literary techniques employed in the longer speeches preserved in the
Zuo Commentary, the case studies below focus upon three exemplary speeches by high-ranking
ministers: the first comes from the “Duke Huan 2" Year” chapter (the second year of the reign
of Duke Huan of Lu would have been 708 B.C.E., postdating the fall of the Western Zhou capital
by 63 years), the second speech is taken from the “Duke Xi 24" Year” chapter (which reports
events of 645 B.C.E.), and the final speech occurs in the “Duke Zhao 25" Year” chapter (and
outlines events of 517 B.C..). Each of these speeches employs a number of distinct euphonic
and phonorhetorical patterns and literary devices, such as regular meter (often tetrasyllabic),

perfect rhyme, he yun &85 consonance and homoioteuleton, repetition and parallelism, phrase-

internal rhyming and cross-rhyming, and quotation and citation. However, these speeches are by
no means overly formulaic: each speech employs a unique combination of techniques in service
to the specific rhetorical goals of its composer, governed predominantly by the events which

dictated the time and place of its delivery.

suitable not only for its large size, but also because in this chapter the relation of narrative passages to the discursive
is far in favor of the latter. In the text parts that describe the reign periods of the other dukes, the discursive passages
are far less extensive.” (“Dieser Textteil, der in der vorliegenden Untersuchung der Einfachheit halber als Zhao gong
bezeichnet wird, macht etwa ein Fiinftel des gesamten Zuo zhuan aus. Fur eine reprasentative rhetorische Analyse
ist er nicht nur wegen seines grofien Unfanges geeignet, sondern auch deshalb, weil in ihm das Verhéltnis der
narrativen Textpassagen zu den diskursiven bei weitem zugunsten letzterer berwiegt. Bei den Textteilen, die der
Regierunszeit der meisten anderen Herzdge beschreiben, sind die diskursiven Textpassagen weit weniger
umfangreich.”) See Heidblchel, Rhetorik im Antiken China, 8.
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IV.2 Example from the Zuo Commentary to the Spring and Autumn Annals (GERkK/AE{EH) -

Speech by Zang Aibo J&%{H in the “Duke Huan 2" Year” (FE/N TAE(H) Chapter

IV.2.A Introduction to Zang Aibo’s Speech in the “Duke Huan 2™ Year” Chapter

The entries in the Spring and Autumn Annals for the 2" year of Duke Huan (708 B.C.E.)

describe a series of tumultuous events in the state of Song > and their residual effects upon the

state of Lu .. The Annals states:

T F o EIER 0 KH > REMEFERE » REARKILL -
In the second year, in spring, in the king’s first month, on the day wushen, Du of Song
assassinated his lord Yuyi, and also the high official Kongfu.

T2l

Teng Zi came to court.

=H > AgEE - BREEME T - DIECREL -
In the third month, the Duke [of Lu] assembled the Marquis of Qi, the Marquis of Chen
and the Earl of Zheng in Ji in order to deal with the chaos in Song.

g WUH - HERRETAR - JE > 9K -
In summer, in the fourth month, [Duke Huan of Lu] acquired the large ding-tripod of Gao
in Song; on day wushen, he deposited it in the Grand Temple.

The Zuo Commentary then provides further information about these events:

T F o REUSLR  RALMEEEE - A B BREBS 0 BT UE RS
BR 20 MRS > BUCERESE - T8 - DIBCRREL - RIS TLEE KA -
RIGANIL - 8 Ry ALEREE > BERARSE SR Z A
FESEH > "B ERALMBEEL - AHEATHEILZ > DURED - DIECASR
BN TR AN > SMUBMHARL -

In the second year, in spring, Du of Song attacked the Kong clan, killed Kong Fu and
carried off Kong’s wife. The Duke was furious and Du was afraid, so [Du] subsequently
assassinated Duke Shang [of Song]. The princes believed Du was of a mind to have no
lord [above him] at all and that Du would continue his evil deeds, thus the text states first
that he assassinated his lord (and secondly that he murdered Kong). At the assembly in Ji
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to deal with the chaos in Song, due to bribery the Hua clan was established [as the rulers

of Song]. After Duke Shang had been established as ruler of Song, in ten years they had

fought eleven wars, and the people could not bear such a [high level of] conscription.

Kong Fu Jia had been Minister of War and Du had been Premier; thus, due to the

people’s inability to bear the conscription, [Du] first made a proclamation saying the

Minister of War was at fault, and afterward killed Kong Fu and assassinated Duke Shang.

Duke Zhuang [of the Shao clan] was brought from Zheng and established [as Duke of

Song] in order to create ties with Zheng. [Du] used the great ding-cauldron of Gao to

bribe the Duke [of Lu] and Qi, Chen and Zheng all received bribes, therefore [Du] was

subsequently made Prime Minister to the Duke of Song.
Following this narrative, the Zuo Commentary repeats the final line from the Spring and Autumn
Annals included above (beginning with “In summer...”), and then presents the speech by Zang
Aibo analyzed below, in which Zang remonstrates with Duke Huan over accepting the bribe of
the ding-tripod. The main foci of the speech are the benefits and hallmarks of a virtuous ruler;
Zang argues that accepting and prominently displaying the vessel received as a bribe from Song
will have negative effects on the Duke’s ability to govern the officials under him and curtail
corruption.

In terms of phonorhetoric, the most intriguing aspect of Zang Aibo’s speech is the
repetition of words with *-k finals in phrase-final position. Of the twenty-three lines which
comprise the midsection of the speech, at least seven (and very likely nine) of the predominantly
tetrasyllabic lines (two lines are bisyllabic) end in final *-k. In the previous analyses above, the
dominant final is overwhelmingly *-n; in some sections words with *-y finals comprise the
overwhelming majority of the words which end phrases, and this specific euphonic device is also
clearly in evidence here, but the emphasis upon words which end in *-k is even greater.
Secondly, the adherence to regular tetrasyllabic meter within this highly euphonic section is
worth noting, especially as the other speeches in this chapter also use this form, albeit to a more

limited degree. As the meter employed in the case studies focused on the Western Zhou bronze

inscriptions and early chapters of the Classic of Documents is much more variable and features
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only limited use of tetrasyllabic forms, the use of regular meter within the speeches in the Zuo

Commentary seems to be a significant hallmark of this style of prose in particular.
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Table IV.2.B.1: Zang Aibo’s Speech in the “Duke Huan 2" Year” (FE/N TAE(H) Chapter :
Phonetics and Translation

Section 1 : Quotation from Annals, Mise-en-scéne, Speaker Named, Main Topic Declared

"2 W A H il PN i T ES ’

*gfra *s.lij-s *pvat *tshfo?  *kfuk  *lfat-s  *t'en? = *c¢%a *sfun-s

“In summer, in the fourth month, [Duke Huan of Lu] acquired the large ding-tripod of Gao in Song;
I B T N KA ° ]

*mu?-s  *lin *n'op *Gva *%at-s *mraw-s

On day wushen, he deposited it in the Grand Temple.”

ElS T LA = (= H
*poj *r'i)? *1aj? *tsSan *2%9j *prak  *kran?  *cvat

[This act of the Duke] was ritually improper, and Zang Aibo remonstrated [with the Duke], saying:

"E A =1 ’
*C.qur *nip *ta?
“One who rules people

i i 18 £ i ’
*tsan-s  *taw *tiok *sSok *GVoj
leads by clearly illustrating virtue and hindering impropriety,

LA i it H B ’
*1a? *rom *taw-s *pirak *kvan

thereby overseeing the illumination of the hundred officials.

gl T £ ES Z ’
*aU *gva-S *GWiok *]it *to

Still, he is afraid that some may neglect this,

Eitd i < 18 LA R el # °
*k'a-s *taw *rin-S *tiok *12? *s-gij?-s  *tsa? *stun
therefore he clearly illustrates fine virtue in order to guide his descendants.

Section 2 : Description of the Attributes and Appearance of a Virtuous Official

yss LA
*de? *1a?
This is why
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H i ¥ B
*tshen *mraw-s  *C.m‘ru  *q‘ok
his ancestral temple has a thatched roof;

7N B il J&
*1%at-s *Coa.rfak-s *gvat *s-dak
his grand chariot has woven grass mats;

X % 0 5
*1%at-s *Kéran *pa *trit-s
his grand stews are not elaborate;

ES & A L -
*tsij *s-m-lok-s *pa *dzfawk
his sacrificial grain is unstrained,

i H i i
*taw *go *gram?  *laj?

[these] illustrate his frugality.

*kan? (S) *mror? *pat (S)

moo. % -
*C.t'at-S *dan *pak

his sash, skirts, buskins, and slippers;

iy . &I . 4. .
*giran *tem? (S) *gwreén (S)

the crosspiece of his cap, its fringe, its straps, and its hanging tassels;

i = & i
*taw *go *dfak-s  *laj?

illustrate his measuredness.

o (&) L
*tsfaw? *rut *pe?/*pén? (S)

His penticolored threads, his binding-cords, his scabbard and quillon;

g B - K - &

*pban (S) *rat-s *N-ru *Pen)

His belt, whetstone, streamers and cap-ties;

*Thén? (S)
His robe, official’s cap, knee pads, and jade tablet;

Table 1VV.2.B.1 continued



Table 1VV.2.B.1 continued

i H & i °
*taw *Jo *s-ro?/*s-rok’ *laj?

illustrate his orderedness.

Koo~ BE N A G

*q¥Saj?  *moa-ron *pa? (S) *pot(S)

The flames, dragons, axes and symbols of distinction [on his robes];
&t = X i °

*taw *go *man *laj?

illustrate his decorations.

il () tE % ’
*C.pfa?  *srok *pij-s *s-dan?
The five colours arrayed in appearance,

i H Y t °
*taw *go *C.mut  *laj?

illustrate his accoutrements.

w o 8~ Mmoo~ 8% o

*lan *rion *G'0j *rég (S)

His horses’ chanfron-bells, his yoke-bells, his handle-bar bells, and his carriage bells,
&) = L= i °

*taw *go *ler) *laj?

illustrate his sounds.

= f= fife ji:A ’
*srum *dor *C.cor *go

The three orbs on his flags and banners,

i H ™ t °
*taw *go *mrag  *laj?

illustrate his enlightenment.

" The word shd % (OC *s-ro?), which usually means “number” or “to enumerate,” has the alternate pronunciation
shiio (OC *s-rok); its pronunciation with a *-k final for this word is represented by the fangie spelling [F7ffi | in
the Guangyun dictionary and is also noted several times in the late 6"™-century Jingdian shiwen (£&SLFESC) by
Lu Deming P8 8. When pronounced shtio, it usually means “repetition” or “frequent” (note that | have rendered
the concept of “in proper repetition” as “orderedness” in my translation). In this passage, if one reads it as
phonetically parallel with du /& (OC *d‘ak-s), it should probably be read as shtio and pronounced with a *-k final,
but the range of connotations for shu (meaning something like “numerically proper”) could also fit this context.
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Section 3 : The Effects of a Virtuous Official

PN = :

*ba *tfok

Such virtue,

& ifm B i3 ’
*gram?  *no *G"a? *dak-s

frugality and measuredness,

a2 = H B
*t5an *Krunp-S  *G“a? *s-ro?/*s-rok
ascending and descending in order:

X Y LA & Z ’
*man *C.mut  *I9? *ka? *to
his decorations and accoutrements thereby give signs,

g - LA % Z ’
*len) *mran *1a? *Co.pat  *to
his sounds and enlightenment are thereby manifested,

LA i i = = °
*1a? *rom *taw-s *pirak *kvan

in order to oversee the illumination of the hundred officials.

] B S = F e
*pfrak *kwan  *?a *de? *G'a *krok-s
The hundred officials are thereupon warned and fearful,

1] A Y 5 & (Ea
*no *pa *klam?  *lek-s *ka? *rut
and do not dare to treat lightly his signs and statutes.

Section 4 : Remonstration and Historical Precedent

& DSt 1 A i ’
*krom *met *tiok *K.rap *G%oj
Now, you extinguish virtue and establish impropriety,
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Table 1VV.2.B.1 continued

] H s % & i N i ’
*na *ke-s *go *rfak-s  *kbrot-s  *?a *1‘at-s *mraw-s

and place this bribed vessel in the Grand Temple,

B i 7R E] = ,
*19? *mrarn *s-gij?-s  *pfrak *kWan
in order to openly display it to the hundred officials,

E] =1 % z o K 3% faf S 5 ?
*pSrak *kvan *s-dan?  *to *go *G¥o?-s  *gfaj  *tro *?an

if the hundred officials imitate this, how can you then punish them?

X Z M ’ FH =1 il tr °
*kwiok *K'ra *to *N-p‘rat-S *lu *k“an *sa.6a *laj?
The ruin of kingdoms and families comes from the wickedness of officials;

=1 Z ES 18 ’ 5E % = . °
*kvan *to *]it *tiok *ron?  *rfak-s  *tan *1aj?

officials’ loss of virtue is manifested in favoritism and bribes.

il i £ i ’ = # & 5 ?
*kSuk *tlen? *dz5a? *mraw-s *tan *duk *t.cam?-s *?an

How could anything manifest this more plainly than the ding-tripod of Gao in the temple?

I + e i ’
*ma? *Gvar *khok *s-tan
After King Wu defeated Shang,

ik T i T H &5 ’
*tshar *ku? *tlen? *Gva *rak (S) *qop

he moved the nine tripods to Luo city.

# *+: gl £ Ik Z ’
*naj-s *m-s-ra? *gu *GWiok *paj *to

Among the righteous officers, some opposed it.

m i iE & AL AN a VN B
*no  *man-s *tsap-S *taw *e¥o] *rfon-s *to *rfak-s  *khrot-s *?a  *[fat-s  *mraw-s
But how much more will it illustrate impropriety and chaos for a bribed vessel to be in the Grand Temple?

= i Z far 2
*go *nak *to *gtaj

How would that be?”
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IV.2.C Analysis of Zang Aibo’s Speech in the “Duke Huan 2™ Year” ( f&/\ " 4F{# ) Chapter

Section 1 :

The opening section of the speech, in which Zang Aibo explicitly states his main theme,
that a “ruler of people” should use virtuous conduct to impart virtuous conduct to one’s
subordinates, contains no overt phonetic patterns nor phonorhetorical devices. The metric
regularity of the second, third and fourth lines might lead one to propose a cross-rhyme between

“officials” (guan 'E *kan) at the end of the third line and “grandchildren” (sun f4 *sfun) at the

end of the final line, but as the final line is eight graphs long, this must be viewed as extremely
tentative, and it seems to this reader more likely that there is no intended euphonic patterning
here.

Section 2 :

The second section of the speech includes a rhetorical device which in the final centuries
before the common era would become a regular feature of Chinese prose and poetry: a list (most
often of items or attributes) is simply enumerated, and then the list is capped by a resumptive
statement which describes its larger import and/or connotations. Section 2 of this speech
contains seven of these units, each of which describes specific characteristics of a virtuous ruler

and concludes with the statement “...illustrate his X” (zhao qi X ye HAE. X 17, ), in which the “X”

is always a positive attribute. In all seven cases, the lines which are simply composed of lists of
items and the final statement can be evenly divided into lines of four graphs each (and thus the
entire section can be read in perfect tetrasyllabic meter, mirroring the metric structure of many of
the poems in the Classic of Poetry) and as will be discussed in detail below, exhibit regular
phonetic patterns based upon the pronunciation of every fourth graph, imparting a euphonic

cadence to the entire section.
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After the first two graphs which form the introductory phrase “This is why,” the overall
structure here is four tetrasyllabic lines followed by the repeated concluding statement, three
lines followed by the concluding statement, two lines followed by the concluding statement, and
then four series of a single line followed by the concluding statement, for a total of twenty
cadenced tetrasyllabic lines in succession. Each of the units employs slightly different forms of
phonetic patterning: in the longer units, there is clear use of rhyme and/or cross-rhyme within the
list section, but in the units with only one “list” line, the main phonorhetorical emphasis seems to
be on the variable “X” word in the concluding statement. As these are the most semantically
important words in the pattern, the use of euphony would thus have served as a device to further
emphasize these terms within the overall repetitive phonetic pattern. The seven “X” words in

succession are: “frugality” (jian f& *gram?), “regulations” (du J& *dSak-s), “orderedness”
(shu/shuo #*s-ro?/*s-rok), “decoration” (wen 3Z *man), “accoutrements” (wu %7 *C.mut),
“sounds” (sheng ZF *en) and “enlightenment” (ming B *mran). The phonetic correlations

between “regulations” and “etiquette” and between “sounds” and “enlightenment” are clear;
“frugality” and “decoration” are phonetically a bit more distant, though both feature nasal finals.
While “accoutrements” does not seem to fit the pattern, this could be because the final eight lines
form a Xa-AX-aa-XA tetrasyllabic cross-rhyming passage, in which the first line is always a list
of four items followed by a concluding statement.®

Within the longer lists there is also a good deal of obvious rhyming and cross-rhyming
(final consonant consonance), based on phrase-final words which feature a final *-k in the first

list and a final *-n (with one *-n) in the second and third lists. In the first list, the phrase-final

8 The AXAA rhyme scheme is extremely rare in the Classic of Poetry, though poems such as “The Zhen and Wei”
() feature an XAXAA structure at the end of each stanza. As “accoutrements” in this section breaks the

standard rhyme scheme (in early Chinese poetry the graph at the end of the second line nearly always rhymes with
the final graph in the fourth line), these lines may well best be viewed as four parallel but independent units.
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words “roof” (wu J& *qfok, from the wu J& rhyme group), “grass mat” (xi [ *s-dak, from the
duo $£ rhyme group) and “unstrained” (zao £ *dz*awk, also from the duo rhyme group) form a

four-line tetrasyllabic perfect aAXA rhyming set (though it must be noted that according to
Wang Li there are no cross-rhymes between the wu and duo rhyme groups in the Classic of
Poetry). When divided into lines of four graphs each, the phrase-final words in the second list
are “jade tablet” (ting ¥& *1hén?), “slippers” (Xi 55 *s.q"ak) and “hanging tassels” (yan %t *lan),
and the phrase-final words in the third list are “quillon” (beng &% *p6n?) and “cap-ties” (ying 22

*?en). While none of these form perfect rhyming couplets, the consonance in the third list is
clear, and it is possible there was also a more loose form of consonance at work here between the
words ending in *-n and *-n.

The variable “X” words in the parallel concluding statements for the second and third

lists, “measuredness” (du f& *d‘ak-s, from the duo rhyme group) and “orderedness” (shu/shuo &y

*s-ro?/*s-rok, from the hou or wu rhyme group) form a type of cross-rhyming pair of their own,
echoing the rhyme words with *-k finals featured in the first list. If a *-k final is correct for
“orderedness” here, the overall euphonic structure for these two lists would be ABaB-aAb (the
concluding statements marked in bold). Despite the perfect metrical consistency and parallel
grammatical structure, the euphonic pattern here would probably not have been regular enough
to be considered “poetry” (as defined by the highly consistent euphonic patterns represented in
the Classic of Poetry), but the overall phonetic correspondences are so numerous and overt that it
seems highly unlikely that it was merely coincidence that the words in the passage were arranged

in this order.

252



Section 3 :

As the opening five lines of this section repeat many of the same key terms seen in the
previous section, it comes as little surprise that they seem to echo the euphonic patterns
discussed in detail above. The main phonorhetorical device connecting the phrase-final words in
the first three lines is the same type of cross-rhyme using words featuring *-k finals (“virtue,”
“regulations” and “etiquette”) as seen in section 2. More interesting to this reader is the choice

of words which begin the parallel couplets in lines 2-3 and 4-5, “frugality” (jian f@& *gram?),
“ascending” (deng & *t‘an), “decorations” (wen 3 *mon) and “sounds” (sheng & *]en),

particularly as the second line employs a word which is not drawn directly from the preceding
passage. Were these four words to fall at the ends of the four phrases, they would form a perfect
aAoA rhyme scheme; in the initial position, they form a phonorhetorical device not often
encountered and which has received relatively little attention in studies of early Chinese prose.
Given the perfectly parallel grammar of the two couplets, there can be little doubt that these

words (“ascending” deng & *tSa in particular) were chosen for their phonetic as well as their

semantic value, in order to add a sonorant emphasis to these lines as Zang Aibo shifts from his
lengthy descriptions of the attributes of a virtuous ruler to the final section, in which he will
detail his specific grounds for remonstrance with the Duke of Lu.

Section 4 :

This final section of the speech is a personalized attack by Zang Aibo on his lord’s
decision to accept the bribe of the ding-cauldron of Gao and enshrine it in the Great Temple. As
Zang’s comments are tailored specifically to the situation at hand (he repeatedly refers directly to
the “bribed vessel” and its placement in the Grand Temple) it is perhaps not surprising that there

are no discernable euphonic patterns nor phonorhetorical devices in this section.
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IV.2.D General Comments on Zang Aibo’s Speech in the “Duke Huan 2" Year” (FE/N T AEA#H)

Chapter

The norm within the speeches of the Zuo Commentary seems to be that only discrete
sections of the speech were phonetically patterned. As in this speech, these patterned sections
tend to feature regular meter (almost always tetrasyllabic) and consistent use of parallel
grammatical structures, causing them to stand out from the rest of the speech. These sections
have a similar feel to the more repetitive poems in the Classic of Poetry and some ancient
Chinese aphorisms, in which much of the framework features similar (or even identical) form
and content, and the emphasis thus naturally falls upon the words or phrases which vary within
the overall pattern.

In addition, the repeated use of phrase-final consonance (homoioteuleton) featuring the
final consonants *-k and *-nj closely mirrors the patterns analyzed in the previous chapters from
the Western Zhou bronze inscriptions and the Classic of Documents. It seems reasonable to
assume that the composers of these speeches were heavily influenced by previous
phonorhetorical and literary conventions as they developed new forms and styles, though further
research is needed to determine how widespread these conventions might have been and whether
composers of other contemporaneous texts made use of similar phonetic patterns and devices.
As the following two case studies indicate, the speeches preserved in later chapters of the Zuo
Commentary also demonstrate a increased emphasis on repetition, parallelism and use of
formulaic structures in oratory and argumentation, providing further evidence and additional

insights into the ways literary styles and forms developed during this formative period.
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IV.3 Example from the Zuo Commentary to the Spring and Autumn Annals (R ) -

Speech by Fu Chen & in the “Duke Xi 24™ Year” ({&/\ -} JU4E{#H ) Chapter

IV.3.A Introduction to Fu Chen’s Speech in the “Duke Xi 24™ Year” Chapter

The Zuo Commentary to the entry in the Spring and Autumn Annals for the 24" year of

Duke Xi (635 B.C.E.) records the events which preceded the attack on Zheng &' by the Di X

listed in the Annals: King Xiang of Zhou & Z£+ had recently interceded on the side of the small

sa

states of Wei {7 and Hua J& against Zheng, which had invaded them and then withdrawn.

Having protected Wei and Hua, the king was now debating about invading Zheng using a force

primarily made up of Di warriors. The king’s advisor Fu Chen E JZ advises against such an

action, citing the long-standing ties between the Zhou royal house and the leaders of the state of
Zheng, arguing that to turn their back on Zheng and ally with the Di was morally equivalent to a
brother allying himself with criminals and going to war against his brother. In the end, however,
the king ignores Fu Chen’s argument and proceeds with the attack.

The dramatic quality of the scene is heightened by the repetitive phonorhetorical phrasing
throughout the midsection of Fu Chen’s long speech. Long prose sections which begin and end
the speech bookend five short sections composed of rhyming prose featuring a variety of
euphonic and rhetorical constructions. These passages exhibit similar patterns as those
documented in the previous analyses in this study, including a mix of phrase-final perfect rhyme,

he yun &5 cross-rhyme and homoioteuleton, repetitive and parallel rhetorical structures and

phrase-internal euphony based on phrase-initial words or those which immediately precede

phrase-final rhyme words.
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Table IV.3.B.1 : Fu Chen’s Speech in the “Duke Xi 24" Year ({E/,\ - PU4FE(EH ) Chapter :

Phonetics and Translation

Section 1 : Mise-en-scéne, Speaker Named; Historical Narration, Quotes Classic of Poetry

B s R LA X % L1l °
*Gvan-s  *nfa? *tsar *1a? *I'ek *m-pat  *dreph (S)
The king was furious, and was going to use the Di to invade Zheng.

COE - &
*pok-s  *dor *kran?  *gvat

Fu Chen remonstrated with him, saying,

"R AJ °
*pa *khva;?
“This is not acceptable.

=) i Z
*gin *mun *to
Your servant has heard,

7N E LA 18 e K ’
*1%at-s *dan?-s  *lo? *tiok *pha? *min
The highest technique uses virtue to soothe the people.

= R G5 i ’
*go *s-nij-S  *tshin *tshin

The next best method is to favor one’s relatives,

LA ig| K 1, °
*Ia? *sar *m-k-rop *laj?
in order to reach others.

=1 J& n % - # > R R ,
*sak *tiw *C.q'on *tewk-S *nij-s *s-tiwk *to  *pa  *gfrom

In ancient times, the duke of Zhou, aggrieved by the disharmony created by Guanshu and Caishu,

itk £} 2 i 5 IV 7t J& °
*kfa-s *por *kan-s  *tshin *s.thiwk  *lo?  *bar  *bfen  *tiw
thus enfeoffed his relatives [as rulers of smaller states] to thereby act as bulwarks for Zhou.
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Table 1VV.3.B.1 continued

g% - WOk - B - B -
*kfon?  *srfat-s  [*den(S)]  *hwak (S) *r.n'a? *gvat-s
[The rulers of] Guan, Cai, Cheng, Huo, Lu, Wei,

= - B il N B S
*C.mfaw *nham (S) *Kuk *?0n (S) *N-ts'u  *loag (S)
Mao, Dan, Gao, Yong, Cao, Teng,

g~ FH -~ #E) > WAl X Z i .

*pit *nvar (*phup (S))] [ *s-win(S) ) *mon *to *taw *laj?

Bi, Yuan, Feng, and Xun were all [King] Wen’s sons.

werr ~ 5 - E - g fizy Z B LU
(*wa (S) ) *tsin-s  *?Pon(S)  *gfar *ma? *to *miwk  *laj?

Those of Yu, Jin, Ying, and Han were [King] Wu’s progeny.

N~ #H i/ DR R (S
*pbrom  *tsan? (S) [ *gén (S) ) *C.m'ru  *dzfak-s  *tset-s
Those of Fan, Jiang, Xing, Mao, Zuo, and Zhai

J& S Z 5 1, °
*tiw *C.qfonp  *to *[clor-s  *laj?
were the Duke of Zhou’s descendants.

“ B n I [ 18 Z = Moo
*daw? *miwk  *C.qon  *So *tiw *tiok *to *pa *rut-s

Duke Mu of Shao considered Zhou’s virtue to be defective;

ik & & o i3 T % f4
*kfa-s *kiw? *m-kfop  *ts‘upy *dz'ok  *g%a *den *tiw
thus assembled all the members of the lineage in Chengzhou,

ifi {15 & H
*na *tstak *s.to *gvat
and composed the poem which says:

[+

T i Z =3 ’
*dan *N.rfop-s *to *q“hra
‘The flowers of the cherry tree,
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Table 1VV.3.B.1 continued

b A i (BE) B (E) °
*nak (S) *pa (*wai (S) ) (*wai (S) )
Are they not truly splendid?

N 5 Z A ’

*brom *krom *to *nin

Of men that now are,

5 i i % ° g
*mfak *na *mran *159)2
Nothing equals a brother.”

H g X H
*go *s.lij-s *tan *gvat

Its fourth stanza says:

"5 e [ T it ’
*mrag  *1%9)? *n'ek *ava *dzarg (S)

‘Brothers may quarrel within the walls,

Fh L2 = g (%) -4
*pWat-s  *m-qha?  *go *mo? (S) (*mo-s)

But outside they defend one another from insult.’

Section 2 : Remonstrance on Brotherhood

el = ’
*na *de?
As such,

Al i e i H 7N =2 ’

*tstok *mran *1%)? *s-q¥ij *GVa? *sew? *phan? (S)
though brothers may have petty resentments,

x J%& 7 #H °

*Ppa *pap-s  *Rits (S) *tshin

[they] will not disregard their closest Kin.

& x ¥ A 2 /N =

*kram *1%in *tso? *pa *nan? *sew? *phan? (S)

Now, Your Majesty, unable to bear petty resentments,

® All translations from the Classic of Poetry are adaped from Waley, The Book of Songs.
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Table 1VV.3.B.1 continued

EA £ L1l B ’
*13? *khit-S *dregh (S) *tshin
thereby discards Zheng’s kinship,

H S Z ] ?
*go *nak *to *gfaj

what is this like?

Section 3 : The greatest virtues, evils and calamities

e L) : i H

*lon (S) *hwan (S) *tshin *tshin

Employing the meritorious, fostering close kinship with one's kin,
e (HE) pis : B B ’

*nik (*nrit)  *gor?/*gon? (S)  *ts‘un *gfin
keeping close ties with those near at hand, revering the worthy:

& P N = t °
*t59k *to *1%at-s *ta? *laj?
these are the greatest of virtues.

&l L L : fiE 3

*tsik *C.réon *dzon *mfut-s / *man? (S)
Approaching the deaf and following the blind,

£t TH : 3! & ’
*C.ca?  *gron (S) *m.log-s  *pran (S)

joining with the wayward and employing the stupid:

#h Z 7N H t °

*K'ran *to *1%at-s *ta? *1aj?

these are greatest of evils.

*khit-s *t'ok *dzun *kfran

Discarding virtue and honoring evil,

fie p 7N # i °
*goi? (S)  *to *1%at-s *ta? *laj?
this is the greatest of calamities.
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Table 1VV.3.B.1 continued

Section 4 : Zheng is our close ally

Ll =l e : H p L) ’
*dreph (S)  *g¥a? *bren *G¥ij-s  *to *hwan (S)
Zheng performed meritorious service for [kings] Ping and Hui,

X = 5 : =1 P # ’
*GYa?-s  *gva? *rat-s *s-qvar  *to *tshin

and was as Kin to [kings] Li and Xuan;

£ e fe 1] H = =3 ’
*khit-s *p'ek-s  *ron? *no *m.lon-s  *srum *rar)

[Zheng] discarded its favoured heirs and [instead] has been employing the ‘three good ministers’;

N H il Ry i ’
*?a *ta *ka *GVaj *gar? / *gan? (S)
of all the states ruled by the Ji clan it is closest [to us],

| & H = °
*s.lij-s *tiok *go-S *qo?
the four virtues it possesses completely.

Section 5 : Parallel statements on moral character

H A 1= h = Z Zill Ry L ’
*C.na?  *po *I%en *C.pfa?  *lep  *to *G¢0o]-s  *a¢vaj  *C.roy

He whose ear does not hear the harmony of the five sounds is deaf;

H A Gl bal & Z £ 5y BR :

*C.muk  *po *pret *Cpfa?  *srok  *to *tan *6¥aj  *mfut-s/*man? (S)

he whose eye does not distinguish the hues of the five colours is blind;

L A il 1 % Z & b= TH ’
*som *pa *ts'ok *tiok *paj-s  *to *k-l'ey  *c“aj  *pron (S)

he whose mind does not accord with the principles of virtue and righteousness is wayward,;

| A =] & (& Z = Ry B °
*k"o0? *pa *u?-s  *truny *s-nin-S  *to *pan  *g¥aj  *pran (S)

he whose mouth does not speak the words of loyalty and faith is a stupid chatterer.
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Section 6 : The Di are evil, not like the Zhou

t).4 = Hif Z ’
*1'ek *Krij *tstok *ta
The Di all are like this,

Iy 2 A 52 °
*s.lij-s *KSran *go-S *Qo?
the four evils they possess completely.

5| Z H g = 1,
*tiw *to *GVo? *Its (S)  *t'ok *1aj?
When Zhou had admirable virtue,

gl H P& gl U %
*GU *gvat *mfak *na *mran *159)2
it was still said that ‘Nothing equals a brother,’

itd E3)) bz Z °
*kfa-s *poy *kan-s  *t
and thus enfeoffed [them] to rule the states.

Section 7 : To follow the Di would be “the way of all evil”

¥ om0 ® T
*go *gruj *nu *1%in *gra? *laj?

While [Zhou] was gently cherishing all under Heaven,

gl e = Fh {5
*au *gva-S *GVa? *nWat-s  *mo? (S)

it was still afraid there would be insult from outside;

i ! C: & :
*m-kfar-s *m-q"a? *mo? (S) *ta?
to defend against and resist insulters,

5= gl T T ’
*mfak *na *tshin *tshin
nothing equals fostering close kinship with one's kin,

ird LA i L f4 °

*kfa-s *1a? *tshin *bien *tiw

Thus [Zhou] thereby made its relatives a bulwark to its domains.
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Table 1VV.3.B.1 continued

7 2 A N 7 :
*daw? *miwk  *C.qon  *cak *Gvor

Duke Mu of Shao also stated this.

S F4 18 Bk = ’
*Kram *tiw *tiok *Kot-s *sruj
Now, Zhou’s virtue has already declined,;

i s F X A B - A ’
*?a *de? *G'a *6vo?-s  *lo *tiw *daw?
now moving even further from [the ways of] Zhou and Shao,

LA fiE BT} #h ’
*19? *dzon *ta *KSran

in order to follow the many evils,

Jn /5 A Bl F ?
*ma *nfo? *po *khaj?  *c'a

how would this be?

B FN = i ’
*min *mot-s  *man *goi? (S)

The people have not yet forgotten [recent] calamaties,

F X Z ’
*Gvan-S  *gYo?-S  *ghopy *t9

[and you] king, further arouse them;

H P X~ K far 2
*go *nak *mon *ma? *gtaj

how is this like [the ways of kings] Wen and Wu?

Section 8 : Zuo narrative resumes, the king joins with the Di and attacks Zheng

x Gic R ’
*Gvan-s  *put *I%en
The king did not listen to this advice,

{5 joz| i3 ‘ Hk + N £)i4 i
*sr0?  *d0i (S)  *s-tiwk *Cllaw  *tso?  *t-kbut  *lek  *srij

and dispatched Tui Shu and Tao Zi to send out the Di army.
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IV.3.C Analysis of Fu Chen’s Speech in the “Duke Xi 24" Year” ({E/\ - PUFE(E ) Chapter

Section 1 :
The opening narrative section to this speech provides the background for Fu Chen’s

remonstration (jian ): the Zhou king wishes to ally the royal army with the Di %X and use them

to attack the neighboring state of Zheng. Fu Chen openly disagrees with him, and provides

historical examples of the use of virtue (de 1) and kinship (qgin #3) in order to both foster

harmony within the state and support the alliances with other states which served as bulwarks
against outside aggressors. As support for his argument that the tradition of strong, traditional
familial ties between states should be maintained, at the very end of this long prose section, Fu

Chen quotes two lines from the poem “Cherry Tree” { &) (Mao #164) from the “Lesser
Odes” (/]Nfft) section of the Classic of Poetry.

The quotation from the poem is the first instance in this speech where we see phonetic
patterning at work, and it seems to serve as a formal prelude to the cadenced, repetitive
phonorhetorical lines which make up the midsection of the speech. Most interestingly, the first
citation that Fu Chen quotes is an entire stanza (the opening line is not necessary to make his
point) composed of four tetrasyllabic, perfectly rhyming lines in an XAXA format. The second
citation, taken from the fourth stanza of the poem, contains only the opening two (nonrhyming)
lines. This second example is by far the most typical way quotes from the Classic of Poetry are
employed in the Zuo Commentary, selected solely on the basis of their semantic and historical
relevance and connotations; entire rhyming stanzas are only provided in rare instances, and in

general, the lines of poetry do not rhyme and thus are not employed as phonetic devices.
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Section 2 :
In the second section, Fu Chen employs paired parallel lines for rhetorical effect, similar
in construction to early Chinese aphorisms. The meter is repeated as well as the final graph(s) in

each line: a 7-graph line ending in “petty resentments” (Xiao fen /[\%: *sew? *phan?) is followed
by a tetrasyllabic line ending in “affection” (qin ¥ *tstin), and after this structure is repeated, the

fifth line ends the section in a non-rhyming tetrasyllabic rhetorical question. The two phrase-

final graphs do not constitute a true rhyme (fen is in the zhen E. rhyme group and gin is in the
wen 3Z rhyme group), but as Wang Li noted, there are examples of cross-rhyming using these

two rhyme groups in the Classic of Poetry, so we can assume they would likely have been
considered phonetically close enough to rhyme in this case.’® In addition, these words
indisputably mirror the type of consonance most commonly found in the texts detailed in this
study, so whether or not they can be considered to be rhyme-words, their phonetic effect cannot
be ignored. Finally, the initial graph in the second and fourth lines of this section also serve to

underscore the parallel construction: the finals of the graphs bu “f~ *pa and yi L *lo? are echoed
in the first and third graphs of the final tetrasyllabic line, gi H: *go and zhi -2 *to, and produce a

significant repetitive phonorhetorical effect.
Section 3 :

This section is comprised of three short comments: the first two include a rhyming
couplet followed by a third line ending with the comment “is the greatest of X” (X zhi da zhe ye

~ K1), ending with a non-rhyming line and the comment repeated for a final time. While

the rhetorical structure of the section is clear, much less clear is its phonetic composition: the

first couplet clearly rhymes perfectly in an ABAB bisyllabic structure, but the second couplet

19 See Wang, Shi jing yun du, 33.
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seems instead to employ an ABaB near-rhyming bisyllabic phonetic scheme. Most intriguing is

the use of the word “blind” (normally reconstructed as mei Bf *m‘ut-s) in the second couplet: in
his Jingdian shiwen (£X#f57) |, Lu Deming [ZE{2EHH provides the gloss “Bf » 571 » Tk
Y]] = 7 and thus the pronunciation of the graph £ is most likely *man? here (to use Schuessler’s

reconstruction). For the purposes of this study, the “A” and “a” rhymes in these lines are
particularly interesting as they would comprise a rhyme between “deaf” (long 8 *C.rfon) in the
dong & rhyme group) and “wayward” (wan jiff *nron) in the yuan 7t rhyme group, and thus
provide further evidence for the practice of near-rhyming using words ending in proximate nasal
consonants (in this case with vowel agreement), as documented above. Their use in rhyme
position in section 5 below as well adds support for this conclusion. Finally, while not rhyming
per se, it should be noted that the single line before the final “is the greatest of X” repetition ends

in the word “evil” jian #& *k‘ran, the final consonant of which matches the other non-repeated

lines, and thus it may be echoing the patterns of consonance seen in the other sections of the
speech.
Section 4 :

In this short section Fu Chen’s phonorhetorical structure changes again, as we are
presented with four lines of six, six, seven and five graphs each in an AaoA rhyme scheme.
Similar to the previous section, the he yun cross-rhyming words which fall in phrase-final

position employ nasal final consonants (“intimate” qin 7 *tshin and “good men” lang E *rap),

and thus provide another example of phrase-final end-consonant consonance (or homoioteuleton)
precisely as detailed in the other texts analyzed above. Also similar to the patterns in this and the
other texts in this study is the use of a final, non-rhyming line in this section, which seems to

function as a type of coda and summation of the argument.
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Section 5 :

This section provides the most obvious parallel rhetorical construction in the speech, with
four lines of nine graphs each in which the second, sixth and eighth words are the same in each
line, forming the repeated syntactic pattern: “The [body part] which does not [verb of the sensory
function of the body part] [four-graph ‘XX of Y attributive phrase] is [negative adjective].” In
terms of euphony, these four lines form a perfectly-rhymed aAoA poetic stanza featuring the

phrase-final words “deaf” (long E& *C.rfon), “blind” (mei B *mon?), “wayward” (wan Jiff *nron)
and “stupid chatterer” (yin E& *pron). As the phrase-final words in the first and third lines also

cross-rhyme with the words in the second and fourth lines, this section serves as an outstanding
specific example of how ancient Chinese authors were able to effectively utilize a combination
of literary devices in concert: euphony and rhetoric, regular meter, and grammatical and
semantic parallelism and juxtaposition.

Section 6 :

This is the final section of the speech which employs obvious phonetic patterning, but
here, these patterns are quite different from the phonetic structures in the other sections. The five
lines which comprise this section fall into an AABbA metric pattern of 4-4-6-6-4 graphs per line,
wherein the first, second and fifth tetrasyllabic lines rhyme perfectly with each other, while the
inner hexasyllabic lines seem to cross-rhyme with each other, and do not cross-rhyme with the
tetrasyllabic lines. This passage employs a type of phonorhetorical device not previously
documented in this study: with the exception of the fourth line, which is a direct quote taken

from the Classic of Poetry, the phrase-final words are all particles (zhuci B/jzd]) rather than words
with significant semantic weight; the tetrasyllabic lines end in zhi -7 (*to) in the first and fifth

lines, and yi Z= (*go?) ends the second line. In the Classic of Poetry, these particles normally
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form binomial rhyming patterns where the main rhyme word precedes the particle, but this is

clearly not the case here. In the inner sextasyllabic couplet, the emphatic particle ye 1, *laj?
(from the ge && rhyme group) forms a cross-rhyme with the word “brothers” di 5% *1%j? (from
the zhi 5 rhyme group) at the end of the quote; as Wang Li notes there are examples from the

Classic of Poetry where a ge rhyme group word cross-rhymes with a zhi rhyme group word, we
can assume these two lines were phonetically proximate enough to form an interior cross-
rhyming couplet and reinforce the different metrics and grammar.™

Section 7 :

As far as this reader can discern there are no obvious further attempts at phonetic
patterning throughout the rest of Fu Chen’s speech. This section serves as a reiteration of the
arguments he has presented, focusing upon historical precedent and warning against turning his
back on his relatives in order to ally the royal house with foreigners of low moral character.
Section 8 :

In this final line to this part of the narrative, the narrator of the Zuo Commentary notes
that the king does not heed Fu Chen’s advice and sends two of his high-ranking officers along
with the army of the Di to attack Zheng. This is a stratagem which will have positive short-term
effects (Zheng is defeated) yet disastrous long-term ramifications, as the Di will thereafter turn
on the Zhou king and overthrow the royal capital, and Fu Chen’s eloquent words of warning will
be proved accurate. This follows the general emplotment of the Zuo Commentary, in which the
exquisitely-crafted rhetoric of noble men is consistently disregarded by their superiors, with
inevitably disastrous results. These eloquent orations thus include connotations of both

sageliness and tragedy, dramatic renderings of the degraded times in which no good counselor

1 1bid., 33.
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can get a fair hearing, leaving it to the reader coming centuries after the events to recollect and
fully appreciate the perspicuity of these speeches, and to choose more wisely when presented

with a similar situation.
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IV.3.D General Comments on Fu Chen’s Speech in the “Duke Xi 24" Year” ( &/~ IU%E(d# )

Chapter

In Fu Chen’s remonstrance, we find a few sections of patterned speech coming between
long prose sections, a form not unlike that employed by the composers of the other speeches
analyzed in this study. His repeated use of parallel rhetorical structures and emphasis upon “true
rhyming” (phrase-final rhyme-words from the same rhyme group, sharing identical medial
vowels and final consonants), however, seems to indicate a more refined style than that
employed in the texts analyzed in previous chapters in this study; while there are discernable
patterns of consonance among the final consonants in these sections, vowel disharmony seems to
be playing a lesser role here. While this could be due to phonetic shifts in the language of the
time, it seems rather to represent a conscious stylistic choice. As Fu Chen quotes the Classic of
Poetry twice in his remarks, he could be actively using the patterns established in that text as a
guideline for patterned speech rather than relying upon Western Zhou models of rhetoric and
oratory. As will be seen in the final example text in this chapter, extensive use of parallelism,
consistent meter and rhyme schemes analogous to the familiar patterns of the Poetry seem to

have been increasingly conventionalized over the final centuries of this formative period.
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IV.4 Example from the Zuo Commentary to the Spring and Autumn Annals (GERK/E{EH) -

Speech by Zitaishu F- KK in the “Duke Zhao 25" Year” (AN - FLAE(EH ) Chapter

IV.4.A Introduction to Zitaishu’s Speech in the “Duke Zhao 25" Year” Chapter

Zitaishu - /£, a prominent minister from the small state of Zheng £}, appears over
twenty times in the Zuo Commentary. He is mentioned in eight of the Duke Xiang Z£/\ chapters,
in twelve of the Duke Zhao chapters, and in two of the Duke Ding £/ chapters, always in the
role of the wise minister, speaking eloquently on matters of ritual (li ¥&) and proper deportment
(yi ). His speech in the “Duke Zhao 25th Year” (517 B.C.E.) chapter is perhaps his most

outstanding single appearance in the text, as he cleverly explains how through ritual Heaven-sent
models can be effectively transmitted to influence the emotional state of the common people, a
concept central to the functioning of the aesthetic state and the foundation of the relationship
between the people and their rulers in early China.

The speech begins with a question from Zhao Jianzi #4f&51-, a minister of the state of Jin
%%, who asks Zitaishu, “What are we to understand by [the term] ‘ritual’?” (he wei li fa[z5{&). In

response, Zitaishu provides a wide-ranging explanation of actors involved in the cosmological

framework which provides the model for ritual, including Heaven (tian X)) and Earth (di #), the
six atmospheric conditions (or six aethers, liu gi 75358, the five phases (or five elements, wu xing
F17), five flavors (wu wei 7 ), five colors (wu se 7 f2) and five notes (of the pentatonic scale
used in ritual music, wu sheng 71##). Zitaishu explains that these all are supported by ritual to
create love and hatred, pleasure and anger, grief and joy, each in its proper context. Ultimately,
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he says, by creating proper rituals, “one can be in harmony with Heaven and Earth’s innate

nature, and thereby will long endure.” ( " J58ER; TR 1% » BLLEA » )
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Table IV.4.B.1 : Zitaishu’s Speech in the “Duke Zhao 25" Year” (HAANH4E(E) Chapter :
Phonetics and Translation

Section 1 : Mise-en-scéne, Speakers Named, Sources of Ritual in Nature

¥ 7N G &, il i T ’
*1so? *1%at-s *s-tiwk  *kfen-s  *didu? (S) *Kren?  *tso?

Zitaishu met with Zhao Jianzi;

] T [t = S F4 fig A | 5
*Kren? *tso?  *C.mun-s  *ts(r)op (S) *nan-s  *tiw *s-g¥en  *to  *rfij?  *?7an
Jianzi asked him about the rituals of bowing, yielding precedence and socializing amongst people.

¥ H -2z (5 i 3R 8 i ° ]
*t'op-s  *gvat *de? *1aj *1aj? *poj *1°1j? *1aj?
[Zitaishu] replied, saying, “These are matters of deportment, and not of ritual.”

] T H  HX [i5] A Gz s ’
*kren?  *tso? *cvat *kfam?  *C.mun-s *gfaj *ovot-s  *rfyy?
Jianzi said, “May I ask, what are we to understand by [the term] ritual?”

¥ H ’
*top-s *gvat
[Zitaishu] replied, saying:

s ot M CE 7N xK ¥ 5 H
*C.qit *laj?  *mun  *ta *sSor *%at-s *pa *tso?  *s-prar?  *gvat

“Auspicious. I heard the former high official Zichan say,

PN i
*ba *151)?
‘As for ritual,

X Z &K i ,
*Ifin *to *k-I'en  *laj?
it is the standard of Heaven,

il Z #= t ’
*1%ej-s *to *naj-s *1aj?
it is the righteousness of the Earth,

=S Z 17 yuA ° g
*mir *to *gfrang-s  *laj?
and it is the conduct of the people.’
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PN i Z & ’
*fin *1%ej-s *to *k-Ifen
[As ritual is] the standard of Heaven and Earth,

ifi BN " 2l P
*na *min *mo.dit  *ts%ok *to
the people model themselves on it.

il PN Z B ’
*ts'ok *1%in *to *mrar)
Thus Heaven’s illumination,

i Z i ’
*?in *1%;j-s *to *sern)-S
in accordance with Earth’s innate qualities,

& B 7N = ’
*srern *go *k.ruk *khop-s
produces its six aethers,

H H H 17 °
*m.lon-s  *go *C.pfa?  *gfrag-s
and employs its five phases.

R B = R ’
*khop-s  *G“gj *C.pfa?  *mot-s

The aethers are the five flavors,

% Ry h ® ’
*Co.pat  *g“gj *C.pfa?  *srok
manifested as the five colors,

= K Gl L= °
*tar *GVaj *C.pfa?  *lep
patterned as the five notes.

P 2l B il ’
*N.rom  *ts‘ok *mfun *1fon-S

With excess, then disorder and chaos ensue,

=N P K 5 °
*mir *]it *go *sen-S

and the people lose their innate qualities.
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Table 1VV.4.B.1 continued

Section 2: Lists of enumerated items to support the various aspects of ritual

i i Ry s LA &S Z
*de? *kfa-s *GVaj *1°1? *1a2? *m-phon? *to
For this reason, rituals were created in order to uphold it:

Ry N = Nt e - = 7 ’
*GVaj *k.ruk *qhuk-S *Cpfa?  *srjen (S) *srum *naj

There are the six domestic animals, the five victims, and the three sacrifices,

LA &S h IR
*1a? *m-phon? *C.pfa?  *mot-s
in order to uphold the five flavors.

Ry Ju X : N K : h X ’
*GVaj *ku? *mon *k.ruk *m-sra? *Cpfa?  *tan

There are the nine [emblematic] decorations, the six hues, and the five methods of display,

LA &S h =) ;
*1a? *m-phon? *C.pfa? *srok
to uphold the five colors.

R JL K : VAN ‘ t = : A (E
*c¥a] *ku? *kfaj *pret *prom *tshit  *gom *k.ruk  *rut
There were made the nine songs, the eight airs, the seven tones, and the six pitches,

B # il e g

*Ia? *m-phon?  *C.pfa?  *len

to uphold the five notes.

F <} &5 E " ’
*Gvaj *C.qur  *gin *dan?-s  g'ra?

There were made rulers and ministers, high and low,

LA 2l i & ;

*19? *tsSok *1%j-s *naj-s

in order to imitate Earth’s righteousness.

Ry xK i 4h M ’
*GVaj *pa *mo.ba? *p*fat-s  *nfop-s
There were made husbands and wives, interiority (=the home) and exteriority (=the outside world),
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Table 1VV.4.B.1 continued

LA & - )

*1a? *k-I'en  *nij-s *C.mut

in order to regulate these two spheres.

Ry 5% T ‘ U % : pan #h

*Gvaj *N-pa?  *tso? *mrarn *15)? *kfa *tsi? (S)
There were made fathers and sons, elder brothers and younger brothers, aunts and sisters,
5 5 : = 1% : i3 Ch! ’
*s.ren *gu? *mtun *k(r)os (S) *?5in (S)  *?rak-s
maternal uncles and aunts, relations by marriage, and in-laws,

LA % PN He ’

*19? *s-dan?  *Iin *mrarn

in order to resemble Heaven’s illumination.

Ry iy I - | AT U ’
*GVaj *ten-S *mM-s-ra?-s *lon (S)  *k.rok *Co.g'ran *mo-s

There were made government and administration, services and works, actions and measures,

LA 7t g {E ;
*1a? *dzon *s.lij.s *do

in order to accord with the four seasons.

R 7] £l B =K ’
*Gvaj-s  *G'en *pat *Uj *prok
There were made made punishments and penalties, and the awesome power of legal proceedings,

{5 ES = = ’
*s-ra? *min *?Uj-s *m-ka-s

causing the people to be awestruck and fearful,

LA JH = = i i E 4 ;
*19? *rut-s *go *tor-s *lewk-s  *sat *riwk

in order to simulate the deadly forces of thunder and lightning.

Ry i # = il ,
*Gvaj *%un *dzo *6o™ij-s  *G'0j

There were made mildness and gentleness, kindness and harmony,

LA 4 X Z 4 YE & )= °
*Ia? *m-k‘raw-s  *I'in  *to *sren *N-tak  *Co-N-tran  *m-quk
in order to imitate Heaven’s propagation and long-lasting care.

275



Table 1VV.4.B.1 continued

55 H % = :
*min *Gva? *qhu? *Pak

The people had love and hatred,

= FA N 4 ’
*qha? *na? *259j *r‘awk
pleasure and anger, grief and joy,

4 + 7N
*srer) *Gva *Kk.ruk
produced by the six aethers.

)

bap-s

Section 3 : Rationale for Regulation of the “Six Passions”

& itd & g H JH ’
*de? *kfa-s *s.thom?  *tsfok *1aj *rut-s
This is the reason why we take care to imitate what is proper and suitable,

LA ] 7 &= °
*[9? *tet-s *Kk.ruk *ta-S

in order to to regulate the six passions.

=4 H ES AL ’
*259] *GVa? *khok *Kk-rop

To grief belongs crying and tears;

s H I i ’
*rfawk  *g“o? *K'aj *ka.ma?
to joy belongs song and dance;

=4 H Jite & ’
*qha? *Ga? *1aj *la?
to pleasure belongs bestowal and beneficence;

= H B B
*nta? *G¥a? *tar-s *doh (S)
to anger belongs conflict and struggle.

= & N i ’
*qho? *sren *?a *qhsu?
Pleasure is born of love,
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Table 1VV.4.B.1 continued

= G i & °
*n‘a? *srer) *?a *ak

anger is born of hatred.

Section 4 : Justifications for “Regulating Life and Death” to Create Harmony

= e o T = & ,
*de? *kfa-s *s.thom?  *gfrap-S  *S-nip-S  *rip-s
For this reason we must take care in instituting trustworthy commands,

(1) & =1 1] ’
(*gfran-s) *gbi? (S) *pok *s-tan?  *bat
(instituting) calamity and blessings, rewards and punishments,

LA il 5t & °
*1a2? *tet-s *sij? *srer)
in order to regulate death and life.

4 : % Y t ’
*srer) *qQhu? *C.mut  *laj?
Life is a good thing,

St : = 7 t °

*sij? *ak *C.mut  *laj?
death is an evil thing.

% ) ’ s t
*qhu? *C.mut *rawk  *laj?
Good things are joyous,

G5 ) ’ = tr °
*Pak *C.mut *2%9j *laj?

evil things are sorrowful.

w T
*59] *rfawk *pa *]it

When sorrow and joy are not lost,

12 This graph is found in the Tang dynasty stone classics version of the text, but is not included in other manuscripts.
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] AE toh T K Hh Z
*n‘a? *n'a *gép (S) *gva *1%in *1%;j-s *to
then one can be in harmony with Heaven and Earth’s innate nature,

= BA s A °
*de? *la? *tran? *kva?
and thereby will long endure.”
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IV.4.C Analysis of Zitaishu’s Speech in the “Duke Zhao 25" Year® ({E/\ - FAE(EH ) Chapter

Section 1 :
The opening section provides the context for Zitaishu’s long explanatory speech on ritual
via the figure of Zhao Jianzi, who asks him about “the rituals of bowing, yielding precedence and

socializing amongst people.” Zitaishu tells him that these are aspects of deportment (yi ), not
ritual (li ¥5), setting the stage for Zhao Jianzi to ask the main question which the speech will

answer: “What are we to understand by [the term] ‘ritual’?” Zitaishu opens by quoting the

minister Zichan -z of Zheng, one of the most erudite officials portrayed in the Zuo

Commentary:
-
*ba *1°1?

As for ritual,

X Z & i ’
*I%in *to *k-lI'ey  *laj?
it is the standard of Heaven,

Hr p 7 . ’
*1%ej-s *to *naj-s *1aj?
it is the righteousness of the Earth,

E5 i 1T . ° g
*mir) *to *gfrag-s  *laj?
and it is the conduct of the people.’

In this quote the he yun cross-rhyming consonance based on the final consonant *-y is

employed to emphasize the key terms “standard” (jing &% *k-1‘en) and “conduct” (xing {7

*gfran-S), very much akin to how it is used in many early Chinese texts, including those analyzed

in the case studies in previous chapters. In this quote, the first graphs in the cross-rhyming
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phrases, “Heaven” (tian X *]in) and “the people” (min £ *min) also make up part of the

overall phonorhetorical structure (as well as being semantically significant, these words are
perfectly assonant and fall in direct rhyme position in two poems in the Classic of Poetry — see
the discussion in chapter one, section 1.3.B), and thus the second and fourth lines here feature a
particularly resonant and perfectly parallel euphonic pattern. (It is worth pointing out that the
semantically important words in the first and third lines all end in *-j glides, and would likely
have added additional weight to the repetitive phonetic pattern, even though they would not have
rhymed.)

Zichan’s quote is also important for this speech as it introduces the pattern of *-n
homoioteuleton and he yun cross-rhyming which will ring through the rest of this opening
section. With the exception of the second line, which contains five graphs (and ends in the

particle zhi 7), each of the lines is tetrasyllabic. The overall rhyme scheme is: A-X; a-A-X-a;
X-X-A; X-A. Capital “A” indicates words from the geng #/f rhyme group and lowercase “a”
indicates words from the yang [%; rhyme group; semicolons mark the ends of each grammatical
unit, and each discrete phrase. The euphony and phonetic pattern, particularly as it is combined
with tetrasyllabic metrics, is similar to many poems anthologized in the Classic of Poetry. The
rhyming graphs in phrase-final position are also some of the most semantically important words
in the passage: “standard” (jing &% *k-1°en), “illumination” (ming BH *mran), “innate qualities”
(xing £ *sen-s), “conduct” (xing 1T *g‘ran-s), “notes” (sheng & *]en) and “innate qualities”
(xing £ *sen-s) again.

Secondary to the rhymes, the graphs in the third position in each line also repeat, with

zhi 7 *to coming three times in the first five lines, then wu 71 *C.p%a? four times in a row; gi E:
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*go, the final word in the third position, would have rhymed perfectly with zhi. Finally, the
words which come in the first position of each line tend to be semantically weighty, particularly
the seven out of the eleven which end in nasals. Taken in sum, the repetitive phonetic patterning
and high overall degree of regular euphony within this section provide an excellent example of
how early Chinese orators used repetitive phonetic structures to emphasize certain terms and
impart a sense of order and congruity within their rhetoric. It is worth considering that in this
section Zichan is describing the organization of the cosmos (a highly systematic representation
of the powers of Heaven and Earth manifested in the world) and his use of extremely repetitive,
cadenced and patterned language was very likely a rhetorical tactic in which ordered speech is
intentionally designed to mirror the organized patterns of the cosmos and to impart a sense of

order to his audience, the “well-ordered tones” of highly-patterned wen =z literary expression.

Section 2:
The lists which make up the midsection of this speech seem to have no discernable
phonetic patterning until the final passage, which discusses “punishments and penalties” (xing fa

FIZ1). From this point on, five of the final eight lines end in graphs which feature a final *-k,
and the two longest lines feature a repeated pattern with a word featuring a final *-k in the word
two places before the phrase-final graph as well. Four of these words with *-k finals have
negative connotations (“legal proceedings” yu fzk *nrok, “lightning” yao & *lewk-s, “[deadly]
force” lu 2, *riwk and “hatred” € & *?%ak) and three have positive connotations (“propagation”
zhi JE *N-tok, “care” yu & *m-quk and “joy” le &% *r‘awk), so it’s not clear if there is any direct
semantic link between these words. The initial five lines feature vowel disagreement, creating a

he yun cross-rhymed pattern of consonance, but in the final three tetrasyllabic lines, the first two
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form an initial couplet which would have rhymed perfectly (‘“hatred” and “joy” are both in the

duo $£ rhyme group):

BN = % =

*min *Gva? *qhu? *Pak

The people had love and hatred,

=2 2 v R e ’
*qha? *n‘a? *59] *rfawk
pleasure and anger, grief and joy,

4 T A
*srer) *cva *Kk.ruk
produced by the six aethers.

kbop-s

Section 3:

Despite the repetitive parallel grammatical structures which run through this section, the
composer seems to have employed no discernable phonetic patterns nor overt phonorhetorical
devices.

Section 4 :

In the final section to the speech, there seems to be a resumption of the phonorhetorical
device used in the opening section: the use of words featuring *-n finals in phrase final positions,
as they occur in three of the outer six lines which frame the parallel tetrasyllabic lines ending in

ye 117 in the middle of the passage. The metric structure is highly irregular, so the use of these
semantically weighty words (“commands” ling < *rin-s, “life” sheng 4= *sren, and “innate
nature” xing M4 *sen-s) in phrase-final position may simply have been to add further emphasis to
these final phrases. Indeed, the opening line of the section ends in three words which feature *-
finals in succession, “instituting trustworthy commands” (xing {7 *g‘ran-s xin {Z *s-nin-s ling <
*rig-s). As the last two words would also have formed a perfect rhyme, they would have likely

lent a resonant sonority to this phrase, underscoring the main topic in this final passage.
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A final note on the parallel phrases in the midsection of this passage is warranted: as
noted above, the final graph in each of the four tetrasyllabic lines is a copula (ye 17 *laj?), and
the word “thing” (wu %77 *C.mut) occurs in the third position in both lines of the first couplet and

in the second position in both lines of the second couplet. As these are precisely the same graphs
repeated in the same positions, while it does not necessarily make for good poetry, the euphonic
and phonorhetorical power of this type of repetition would have been unmistakable and would

likely have been the same regardless of what these words actually sounded like at the time.
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IV.4.D General Comments on Zitaishu’s Speech in the “Duke Zhao 25" Year” ({&/\ —+FF{# )

Chapter

One of the more striking aspects of Zitaishu’s speech is his use of an opening quotation
by Zichan which employs regular phonetic patterning in the he yun cross-rhyming style featuring
nasal final consonants, documented repeatedly in the texts analyzed in the case studies in the
previous chapters, followed by a section of his own composition which further exploits the same
phonorhetorical device. In the opening section we also see the use of tetrasyllabic meter and true
rhyme, directly evoking the style of the poems in the Classic of Poetry. After a short list section
of roughly parallel enumerations which seems not to be phonetically patterned, Zitaishu then
employs the use of a relatively rare form of he yun cross-rhyming featuring the final consonant
*-k over the section’s final eight lines, and he once again includes a perfectly-rhymed couplet

right at the end. After a section on the “six passions” (liu zhi 757&) which seems to have no

phonetic patterning, the final section returns to the pattern of he yun consonance featuring the
final consonant *-n. It bears noting that in this final section, it is the lines which are not parallel
which contain the phonorhetorical device, perhaps representing an intentional tactic designed to
set the two metrically and grammatically diverse parts to this final passage apart from each other
and add emphasis to these lines, which otherwise would have been much less distinct.

Overall, as in the previous speeches, Zitaishu displays his erudition and eloquence by
using a combination of parallel grammatical and metric structures, words with deep and
meaningful semantic connotations, and highly euphonic patterned language. He employs highly
organized phonorhetorical structures throughout his speech in order to replicate the systematic

order of the cosmos in patterned literary expression.
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IV.5 General Comments and Conclusions on Euphony and Phonorhetoric in the Speeches of the

Zuo Commentary to the Spring and Autumn Annals

The speeches preserved in the Zuo Commentary to the Spring and Autumn Annals have
long been renowned for their eloquence and erudition; as David Schaberg notes, “...because it is
in the speech that theoretical reflection becomes explicit, the rhetorical and structural habits that
distinguish the speech as a literary form leave their mark on all enunciations of thought within
this historiography.”® The rhetorical and structural forms in these speeches demonstrate an
ever-greater propensity for repetition and parallelism when compared with the orations preserved
in the Western Zhou bronze inscriptions and the Classic of Documents. This in itself is not
enough to establish a timeline for the development of style and form in early Chinese narrative
prose, but when combined with penetrating analyses of the use of sound and euphonic devices in
these texts, there does seem to be solid evidence for a significant shift from the literary language
of the early centuries of the first millennium before the common era and the language and
rhetorical styles preserved in the Zuo Commentary.

Despite the fact that the great Qing phonologists included passages from the Zuo
Commentary in their studies of Chinese linguistics and literature, no previous scholar has
adduced any form of phonetic patterning or phonorhetorical devices for the speeches presented
above. Given the regular parallel and metrically regular phrasing, the high overall degree of
euphony, and the sheer number of phonetic structures and devices they exhibit (which, it bears
repeating, are clear no matter which phonetic system for presenting the sounds of early Chinese
one would choose), these passages provide specific examples of how ancient Chinese orators

used highly patterned language and “artistic prose” to express deep truths, and to persuade others.

3 Schaberg, A Patterned Past, 22.
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These works demonstrate that phonaesthesia clearly played a prominent role in early Chinese
literary aesthetics, not only in the well-known phonetic patterns in the poetry of the era, but also
in prose. It is by closely studying the intricate marriage of metrics, semantics and phonetics in
these works that we may well be able to come one step closer to hearing the eloquent words of
the ancients as they did. Through this work we can begin to better understand the full power of
this ancient language, how high levels of literary and rhetorical artistry could have been used to
move audiences of the time, and the role that this artistry might have played in their preservation

and transmission down through the centuries.
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Chapter V : Conclusions and Further Research

V.1 On the Phonetic Patterns, Euphony and Phonorhetoric in Early Chinese Texts

The primary goal of this study has been to elucidate the various forms of euphony and
phonorhetorical techniques preserved in the most ancient strata of Chinese narrative prose texts,
both excavated and transmitted. The main tools which have made this work possible are the
phonological reconstructions of Old Chinese established over the past century and the Digital
Etymological Dictionary of Old Chinese, a suite of digital tools | developed which facilitates
large-scale lexical research into the sound systems of premodern Chinese. In an attempt to
improve upon previous linguistic and philological studies, | have drawn on a range of subfields
for methodological support, including modern and classical literary studies, rhetoric and
phonorhetoric, poetics, historical linguistics and comparative literature. In this concluding
chapter I will begin by providing synopses of the results from each of the case studies in chapters
two through four and offer the insights | have gleaned from these analyses. In the final section |
will offer my own views on further research, new tools and new methodologies that would

further enhance and develop the findings in this study.

The second chapter provides analyses of the types of euphony and phonorhetorical
devices found in the inscriptions preserved on bronze vessels dating to the Western Zhou dynasty
(1045-771 B.C.E.). The chapter focuses upon four carefully-selected inscriptional texts: a long
investiture inscription containing four speeches by the Zhou king preserved on a ding cauldron

dating to the Early Western Zhou, an inscription which presents ancestor-praise speeches by a
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high official and military leader preserved on a square fangding cauldron from the Mid-Western
Zhou, an inscription preserved on a set of zhong bells featuring dedicatory and prayer speeches
by a high-ranking minister to the Zhou king from the Mid-Western Zhou, and an investiture and
dedicatory inscription preserved on a ding cauldron dating to the final decades of the Late
Western Zhou. Each of these inscriptions employs a variety of phonorhetorical devices and
patterns, including perfect rhyme, cross-rhyming and end-consonantal consonance
(homoioteleuton) in discrete sections. Some phonetically-patterned passages are metrically
regular and some are irregular, though none of the passages with irregular metrics in this study
diverge by more than three graphs from line to line.

In the Da Yu ding A ;4 inscription, seven passages employ consistent phrase-final
homoioteleuton featuring the final consonant *-n. Two of these sections (a two-line couplet and
three-line tercet) are in tetrasyllabic meter, one is in pentasyllabic meter, and two are in irregular
meter. There is also one passage composed of seven lines in highly variable meter featuring a
mix of phrase-final words ending in *-k and *-n.* As many of the words in phrase-final position
are also of significant semantic importance, such as “king” (wang =+ *c“an), “command” (ling
< *rin), “state” (bang [ *p‘ron), “the people” (Min E< *min), “[four] quarters/regions” (fang 75
*C.pan), “honorable” (rong & *N-q*ren), “to abide by” (jing 4% *k.I%ep), “to take as model”
(xing %I *Gfen), “man” (ren A *nin), and “governance” (zheng Y *ten-s), the euphonic patterns
appear designed to emphasize these terms within the overall rhetorical structure.? Interspersed

between the sections which employ phonorhetorical patterning are sections in which there is no

! The phrase-final words in this section feature the final consonant *-k in the first three lines (of six, three and three
graphs each), followed by a line of eight graphs which ends in *-n, then two lines (of four and seven graphs each)
again end in phrase-final words with the final consonant *-k, with a final line of seven graphs ending in *-g.

2 It’s worth noting that these graphs also feature prominently in the “clegantiac” (ya H) and “hymns” (song %g)
sections of the Classic of Poetry, particularly in poems centered on dynastic or administrative themes.
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discernable pattern. This compositional structure would perhaps have heightened the effect of
the text overall as the speaker (ostensibly the king, or potentially a designated official speaking
on behalf of the king) moved between highly patterned language and phonetically unpatterned
oratory.

Similar in composition to the phonorhetorical patterns employed in the Da Yu ding, the

Dong fangding % 751 inscription from the Mid-Western Zhou is comprised of three sections,

two of which (of four and nine lines respectively) similarly employ regular homoioteleuton
featuring phrase-final words ending in *-n, though its final section contains no discernable
phonetic patterning. Also dating to the Mid-Western Zhou, the inscription on the Liang Qi

zhong 22 H. 5 bell set is highly euphonic: of the seven sections in the text, three sections

(including an onomatopoeic couplet, a tercet and a couplet) employ regular tetrasyllabic meter
with phrase-final words ending in *-n, while two sections comprised of eight and six lines
employ series of tetrasyllabic couplets (and one trisyllabic couplet) featuring phrase-final words
ending in *-k and/or *-. As in the other inscriptions, the text on the Liang Qi zhong bells also
contains an interim section which contains no overt phonetic patterning.

Finally, from the Late Western Zhou period, the Shanfu Shan ding 2511/ %! contains a

rhetorical structure common to many Western Zhou bronze inscriptions, in which only the final
dedicatory portion of the inscription is phonorhetorically patterned. In the Shanfu Shan ding,
this final passage is comprised of eight lines, the first four of which form a perfectly-rhymed
tetrasyllabic AAaA stanza (the final graphs in the three “A” lines end in *-an and the “a” line
ends in a graph with an *-in final), while the second half of the passage is comprised of lines of

six, seven, four and seven graphs and features phrase-final words ending in *-en, *-an, *-un and

289



*-on)(-S), analogous to forms of homoioteleuton found throughout the Western Zhou bronze
inscriptional corpus.

These four examples were specifically selected because their euphonic and
phonorhetorical patterns are generally representative of Western Zhou bronze inscriptions which
employ phonetic patterning. At the end of the analyses of each inscription | have included short
lists of contemporaneous vessels which employ similar literary and phonetic devices. This use
of euphonic patterning (in particular the inclusion of discrete sections featuring homoioteleuton
based on phrase-final words ending in *-n)) appears to have been a common feature of many
longer inscriptions preserved on bronze dating to the Western Zhou dynasty. It is important to
note that this literary form contrasts with the types of phonetic patterns found within the Classic
of Poetry (the 305 poems of which many scholars have argued date to roughly the same era)
which tend to feature consistent patterns of perfect rhyme throughout each poem and far greater
metric regularity than seen in the Western Zhou bronze inscriptional corpus. This does not mean
that the poems necessarily date to a different era, but the great differences in style and form
between these corpora indicate that the Western Zhou bronze inscriptions are a genre and feature
a literary style which is demonstrably very different than that of the earliest poetry in the Chinese
canon.

Chapter two provides analyses of the euphonic and phonorhetorical patterns in two of the
chronologically earliest chapters of the Classic of Documents. These chapters feature literary
styles and phonorhetorical patterns similar to those of the longest Western Zhou bronze

inscriptions. The “Announcement to Kang” (§#g% ) chapter contains thirteen separate

speeches, six of which contain passages employing homoioteleuton based on words with *-g

finals. Within these euphonic passages, two also feature cross-rhyming couplets (based on
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words with *-k and *-y finals respectively), and four of the last five lines of one passage feature
phrase-final words ending in the glide *-j. There is one tetrasyllabic perfectly-rhymed couplet
(with phrase-final words ending in *-a) and one section which employs repetition of identical
short phrases (of four and two graphs) as a rhetorical device. As in the Western Zhou bronze
inscriptions, six of the speeches in toto and large parts of three others appear to contain no
euphonic patterns, and these non-patterned speeches and passages are interspersed between
patterned sections. It is important to note that within the phonetically-patterned passages many
of the words which fall at the end of phrases are particularly semantically important and are

similar or identical to those in the Da Yu ding inscription discussed above: “king” (wang -
*Gvan), “command” (Ming &7 *moa-rin-s), “the people” (Min £ *min), “men”/“people” (ren A
*nin), “elder” (zhang & *tran?), and “official” (zheng 1F *ten-s).

The “Numerous Regions” (247} ) chapter of the Classic of Documents contains five

speeches, the first three of which are relatively long followed by two shorter orations. Four of
the five speeches contain a range of euphonic and phonorhetorical devices similar to those
employed in the “Announcement to Kang” chapter. Nine discrete passages (of three, six, two,
twelve, eight, two, twelve, four and five lines respectively) utilize the same form of
homoioteleuton as discussed above, featuring phrase-final words which consistently end in *-n.
Many of these phrase-final words are the same as in the “Announcement to Kang” chapter:
“[many] regions” (fang 77 *C.pan), “the people” (min £ *min), “command” (ming @ *mo-rin-
s), “[many] ritual sacrifices”/*to enjoy [Heaven’s favor]” (xiang = *qhan?), “governance”
(zheng FEY *ten-s), “ruin” (sang T2 *s-m‘an-s), “to follow [Heaven’s command]” (ting ¥ *]en),

“sacrifices” (zheng 7% *tan), “kings” (wang =+ *cvan), “fields” (tian [ *I°in), “tranquility” (jing
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#F *dzen), and “correct” (zheng 1F *ten-s). The speeches in this chapter also contain two

separate sections which feature repetition of identical tetrasyllabic phrases, and also several
relatively rare euphonic patterns: tetrasyllabic couplets ending in *-5 and in the glide *-j, and a
passage wherein three lines in succession end in words with *-p finals: “positions” (wei fif.
*G"rop-s), “assist” (jie 1> *ksrep-s), and “city” (yi & *qop). One of the characteristics of the
sections composed in homoioteleuton is their irregular metric composition and protracted line
length (many of the phrases contain six to ten graphs); this format lends the chapter a strong
feeling of cadenced prose (as opposed to that of poetry, if the highly regular 305 poems
preserved in the Classic of Poetry represent a standard for poetic metrics in pre-Qin China).
The fourth chapter, a case study of three speeches preserved in the Zuo Commentary to
the Spring and Autumn Annals, reflect the orations ascribed to high ministers rather than to the
king (or his designee). The euphonic patterns and phonorhetorical devices employed in the Zuo
Commentary are similar to those found in the Western Zhou bronze inscriptions and the older
chapters of the Classic of Documents, yet with an increasing emphasis on parallelism and
repetition, metric regularity (including regular tetrasyllabic phrasing in phonetically patterned
sections) and perfect rhyme. In the first of the three speeches included in this chapter, the main
phonorhetorical pattern centers upon twenty tetrasyllabic lines in succession, fifteen of which
feature words ending in a final *-k or final *-j in phrase-final position (or preceding a final
particle).® This euphonic pattern is highly reminiscent of the patterns within the Da Yu ding
inscription and “Announcement to Kang” chapter, albeit with far greater metric regularity.
Within the patterned section of this speech there is extensive emphasis on parallel grammatical

formulations, particularly within couplets or discrete passages. Outside the euphonic section of

® Three of the five lines which seem to diverge from the larger pattern end in words with a final *-t and the other
two lines end in words with a final glide, represented by *-j.
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the speech, grammatical constructions and metrics vary widely, there is little obvious parallelism,
and no distinct phonetic patterns are evident; as noted above, the shift from highly-patterned
oratory to unpatterned prose potentially served to emphasize the eloquence of the midsection of
the speech.

In the second of the three speeches selected for this chapter, there are two direct
quotations from a poem later anthologized in the Classic of Poetry, indicating the composer
likely had direct knowledge of the styles and forms of the poetry of the time and may have been
emulating them in this speech. Bookended by long prose sections at the beginning and end, this
speech also features a central section in consistent meter (much of which is tetrasyllabic)
containing a series of parallel and repetitive phonorhetorical phrases. In this section, two
rhyming couplets employ perfect rhyme (the first couplet ends in words with *-in finals and the
second ends in words with *-an finals) and a single line ending in a word with an *-an final; each
couplet and the final line are followed by the identical refrain “this/these are greatest of X (“X

ZREH”), where “X” is “virtues,” “evils” and “calamities,” respectively, resulting in a highly

repetitive phonorhetorical pattern throughout the section. After five interim lines in slightly
irregular meter (the first four lines of which end in words with *-on, *-in, *-an and *-on finals)
comes the most highly-patterned single passage in the speech and an outstanding example of an
ancient Chinese maxim which effectively utilizes a combination of literary devices in concert:
euphony, regular meter, and grammatical and semantic parallelism and juxtaposition. In the four
lines of this highly-patterned passage, the nine-graph-per-line highly repetitive syntactic pattern

features an aAaA rhyme scheme (the phrase-final words are “deaf” (long &¢ *C.ron), “blind”
(mei B *mon?), “wayward” (wan Jifl *nron) and “stupid chatterer” (yin & *nron); each line

follows the syntactic pattern “The [body part] which does not [verb of the sensory function of the
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body part] [four-graph ‘XX of Y’ attributive phrase] is [negative adjective]” in which the second,
sixth and eighth graphs are identical and all other components are semantically parallel).

In the final example from the Zuo Commentary, much of the opening section of the
speech is comprised of fourteen parallel and tetrasyllabic phrases in succession, in which nearly
every other line (eight in total) features a phrase-final word ending in *-r. The second section
appears to contain no euphonic pattern until the last eight lines, five of which end in words with
*-k finals. The third section is in regular tetrasyllabic meter but no phonetic patterning is evident.
The final section of the speech employs a mix of words with *-j finals in phrase-final position,

framing two parallel couplets.

In sum, the common phonorhetorical characteristics among these three ancient corpora of
Chinese narrative texts include:
1) When the texts are punctuated in accordance with standard grammatical conventions,
there is clear evidence of discrete passages featuring consistent phrase-final end-

consonant consonance (also known as he yun &85 cross-rhyming or homoioteleuton),

most often based on the finals *-n and *-k. In most cases, euphonic sections are
interspersed with sections which contain no discernable phonetic patterns.

2) A wide range of terms is featured in phrase-final position within phonetically patterned
passages, but terms with significant weight and grandeur directly related to governmental
affairs are most often employed in this position (such as “the king,” “the state,” “the
people,” “[the four/many] regions,” and so on).

3) There is evidence of use of both regular and irregular meter in phonetically patterned

passages in these corpora. In many cases tetrasyllabic meter is employed; this style is a
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particular hallmark of the euphonic sections of the speeches of the Zuo Commentary to
the Spring and Autumn Annals. In the many passages which feature irregular metrics,
divergences of more than three graphs are found only in very rare circumstances.

4) There is no evidence for repetition of entire phrases or parallelism as a rhetorical device
in the Western Zhou bronze inscriptions, but both techniques are used in the earliest
chapters of the Classic of Documents and to an even greater extent in the speeches

preserved in the Zuo Commentary to the Spring and Autumn Annals.

These findings are generally consistent with the characterizations of euphonic and
phonorhetorical styles and forms in early Chinese narrative prose works by scholars such as

Jiang Yougao ;T A%, Bernhard Karlgren, Fu Lipu {#2#£%, James Hightower, Luo Jiangwen 2§
vI.3Z , Cui Liannong ‘&5 &, Wolfgang Behr and David Schaberg. This study is the first to

provide comprehensive analyses of the phonetic and rhetorical characteristics of entire early
Chinese texts and corroborates many of the theories put forth by these scholars. Further, the
development of the Digital Etymological Dictionary of Old Chinese now provides a platform for
any scholar to replicate the analyses provided in this study and conduct independent
phonorhetorical analyses of any premodern Chinese text. The 2011 Baxter-Sagart phonetic
reconstructions of Old Chinese employed throughout this study represent only one of several
possible systems currently available for these analyses, but the findings outlined above hold true
with minimal variation no matter which reconstruction system is used for the analyses. Our hope
is now that other scholars will perform their own analyses of texts within these corpora and
others, and that through our combined efforts we will be able to build a more refined picture of

both the phonological characteristics of the Chinese language(s) of the era and the wide range of
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literary styles and forms which the authors of these venerated texts employed during this
formative period in the development of the literary arts in China.

Finally, having established some of the specific defining features and characteristics of
acoustic patterns in these corpora of early Chinese narrative prose, we can ask if there are
discernable rationales for the use of these types of patterns in rhetoric and oratory. The best
answer to this question comes from two sources: the high level of commonality in the vocabulary
used in phrase-final positions, and the high levels of repetition and parallelism in phonetically-
patterned sections, particularly evident in the speeches of the Zuo Commentary to the Spring and
Autumn Annals. Metrically-regular rhetorical patterns featuring euphony based on a relatively
common, semantically weighty vocabulary seems to indicate an intentional attempt to craft
forms of oratory (or “artistic prose”) which would both reflect a highly-ordered universe and
generate feelings of harmony and order in one’s target audience. As these speeches reflect
oratory at the very highest levels of the state, delivered by participants who had a vested interest
in the social order and were tasked with fostering harmony between the governors and the
governed, the use of highly euphonic, repetitively patterned and regularized forms of language
would seem an appropriate tactic to attempt to reflect and/or advance “the tones of a well-

ordered age.”
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V.2 On Further Research into Phonetic Patterns, Euphony and Phonorhetoric in Early

Chinese Texts

As noted in chapter one, a study of this size and depth cannot document every euphonic
and phonaesthetic device employed in early Chinese literature, or even every device employed in
the corpora represented in the case studies. However, this work represents a potential starting
point for three very different avenues of future research: comparative phonological analyses at
the textual level, phonorhetorical and literary analyses based upon the use of phonetics, metrics
and semantics in concert, and the development of digital tools and specialized software designed
to harness the power of computational approaches and our ever-increasing corpora of digital
texts.

Primarily based upon the field of Old Chinese phonology and the life’s work of countless
linguists and phonologists, the methodology employed in this study may provide new
opportunities for refining our understanding of the sounds of words which are used in parallel
constructions and comprise systems of rhyme and cross-rhyme. It is widely believed that most
ancient Chinese poetry rhymed in regular patterns, but scholars have still encountered significant
difficulties when attempting to systematize discrete series of rhyming graphs, and there are a
number of poems in early Chinese corpora which do not seem to rhyme at all. By applying a
wide variety of phonological reconstruction systems to these texts, a systematic comparative
methodology could potentially be established to better define 1) the specific contexts in which
specific words seem to rhyme or cross-rhyme, and 2) cases of graphic variation based on

phonetic associations (in Chinese, these are generally referred to as tongjia ##1Ex or jiajie (&

“borrowings™). Systematization of correspondences between graphs within large corpora would

allow scholars to build a far more nuanced picture of phonetic associations between early
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Chinese words than exists at present. Secondly, as much of early Chinese phonology relies upon
educated guesswork based on dictionaries of rhyming graphs compiled in later eras as
corroborated by rhyme patterns in texts, detailed studies of systems of phonological
correspondences would help refine our understanding of early Chinese linguistic phenomena
(such as vowel shift, pharyngealization, palatization, diphthongization and rhotacization) and
allow scholars to begin to establish conventions of phonological usage (for example, in which
contexts consonants could be dropped for euphonic purposes, and which vowels might have been
considered proximate enough for purposes of rhyme or cross-rhyme, depending upon the
phonaesthetic and literary conventions of the time).*

Secondly, this study argues that there is much we can learn from detailed analyses of the
ways sound (phonetics), structure (metrics) and meaning (semantics) work in concert within
literature and literary aesthetics. Phonorhetorical and philological analyses in particular would
benefit most directly from this tripartite framework, but insights gleaned from combinatory
analyses could provide secondary insights to studies focused on only one of these areas of
analysis or to studies of texts for other reasons (historical, linguistic, anthropological or
sociocultural studies, for example). Additionally, as this is the first modern study to develop a
system for comprehensive phonetic-metric-semantic analyses, texts and corpora not addressed in
this study form a natural extension for this methodological framework. These extensions are not
necessarily limited to early Chinese poetry and prose or even China specifically; studies of

prosody, euphony and rhetoric in other traditions have often incorporated elements of style and

* Studies of semantics and intertextuality are areas where increased systematization and large-scale digitization may
also be of assistance. Stephen Owen has argued that there are “lexical registers” (low and high) apparent in early
Chinese poetry; detailed analyses of themes, tropes, motifs and practices of borrowing and transmission could be
performed alongside and in concert with phonological analyses. See Stephen Owen, The Making of Classical
Chinese Poetry (Cambridge, MA: Harvard University Press, 2006), 18.
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form, sound and semantics within their analyses, and the establishment of a shared methodology
could potentially help form a basis for cross-cultural and cross-temporal comparative studies.
Finally, the development of the Digital Etymological Dictionary of Old Chinese has
provided insights into ways that digital lexicography and digital tools can begin to effectively
harness the power of computational approaches to our ever-increasing corpora of digital texts.
The main advantage to digitization is scale: database technology and specialized software permit
a virtually unlimited variety of lexical data to be automatically associated with any digital source
material; interfaces which link digital texts and digital dictionaries (or encyclopedia) and the
automated detection of intertextual correspondences have already been realized for many
discrete textual corpora. Within the next decade or so these systems will become nearly
comprehensive in scope; online digital toolkits will likely become part of the standard arsenal for
every scholar and student, enabling free and direct access to a wide range of advanced tools and
methodologies. As we develop our technological prowess, it is our hope that the current systems
of database architecture and specialized computer encoding systems will also become
standardized to the point that any scholar or student can readily develop extensive personal
digital toolkits and analytical frameworks. Only when we have reached that point will we begin

to realize the potential envisioned by digital approaches to textual analysis.
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