ENGLISH AND CHINESE METRES
IN HSU CHIH-MO

by CYRIL BIRCH

Of the technical problems facing the young Chinese poets of the
nineteen-twenties who were attempting to create a “New Verge” (% )
none was greater than the problem of selection of suitable metres. And thi;
fact is nowhere better exemplified than in the poetry of Hsit Chih-mg

BEE (1896-1931), who during the prolific last decade of his life

experimented with an almost infinjte variety of forms and metres, My
intention in this present essay! is first to illustrate, by metrical analysis of
certain of Hsii's poems, his debt to the metres of the English Romantics
whom he held in such veneration, It was obvious, however, that even 3
cultural borrowing of such maguitude as this could not provide final
satisfaction for the needs of the New Verse. By analysis of further pieces I
hope to indicate Hsii’s recognition of this truth, implicit in his creation of g
type of metre dictated not by the English example but by the nature of
modern Chinese prosody.? Such “Chinese” metres are in fact very varied
in kind, and at present I shall attempt no more than to suggest their essen.
tial difference from the “English-type” patterns described.

The most obvious place to look for English metres would be in transia-
tions of English verse, and an example perhaps more convincing than
anything from Hsii Chih-mo would be the translation of Shelley’s short

! This paper is an initial by-product of a study of Hsti Chih-mo which I hope
eventually to publish in monograph form. The study was begun, under the generous
auspices of the Rockefeller Foundation, in the Hoover Institution on War, Revolution
and Peace, to the former and present Curators of whase Chinese Collection, Professo::-
Mary C. Wright and Dr. Eugene Wu, I am deeply indebted.

_ * HsQ was a native of Chekiang province, and has several poems in his own local
dialect, e.g., ~ S E M LM 4 Ray of Gold, in % B 87 3% Poems of Chik-mo,
Shanghai, f A (“New Moon™) Book Co., 1930. The mast productive part of his life
a3 a4 poet was, however, spent in Peking, and T take the National Language as the
standard of Hsii's style as did Chu Hsiang and other early reviewers of his poetry. 1
must take upon myself responsibility for the scansions proposed in this paper. Each
was, however, checked against a reading recorded for me by Miss Mao Ts‘an-ying,
whose help as informant ] greatly appreciated, Miss Mao way born in Taiwan in 1935
but resided in Hopei province 1939~45. She was not previously familiar with the
poems, and so read them as it were “spontaneously”, without preconceived ideas of
their rhythms, At the opposite pole of familiarity with the texts was Professor Ch'en
Shih-hsiang, whose kind suggestions and modifications proved most heipful.
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lyrie, To——~—, by the exquisite craftsman Chu Hsiang % %§.% The

following is the first stanza of the original with Chu Hsiang’s trans-

lation:t

One word 15 too oft= en profaned
Yeou igeh tzyh= yean bey ren lannyongq,

- -

For me to profane (it,)

Dann woo ng;;n lsnny;nq (t;,)
One feel= i;g too falsc— 1} disdained
Yeou ;josng ch;lgz shiuh b;.y ren chaurnonq,

For thee to disdain (it;)
Dann nii buhao chaurnong (ta;)

One hope is too like despair

Yeou Ejogng shi= war:q j;i shi;nq sl:y yig,
For p;{;: d;nce to smoth= (;r,)

Sﬂy yﬁl y;c:u shiwei n;ng k;hsh};;ng?

And pi?: ;r from thee more dear

Der= dawle nii— de idean I‘i‘a«.n[s'l.lriJ
Than that  from anoth— (;r.)

Bii bye—  ren chian  bey du chyang.

®ln A4 Bt H ¥ Fiction Monthly, XVII, 1, January 1926.

* Transcription of the texts by the use of the Gwoyeu Romatzyk system enables
the scansion more effectively to show (a) the tones, without such diacritical marks as
would interfere with the stress indications, and (b) the syntactical groupings of syllables.
In transeribing poems in “English-type” metres I use marks for stressed syllabies:
—, and unstressed syllables: «. In transeribing poems in “Chinese-type” maetres I
continue to use these symbols for full stress and absence of stress respectively, but
distinguish also syllables receiving intermediate stress or “half-stress”, which are
marked with a circle: . The sign ~ indicates a “defective foot". In the case of each
individual poem studied, the object of investigation was the underlying metric pattern
of the whole, Therefore, despite the apparent risks of over-simplification and dogma-
tism, the elementary techniques of “graphic metrics” were preferred above more
sophisticated musical notations or the methods of “acoustic metries’’. Such methods
might weil reveal more successfully the significance of the poet’s departures from his
pattern; but of. Warren and Wellek, Theory of Literature, p. 158: “The pattern of verse
is inaccessible and incomtprehensible to merely acoustic or musical methods”.
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The metrical pattern used here by Chu Hsiang, precise as it is, differs
of course from the pattern of the original. But Shelley’s anapaests are
reproduced, with an extra foot per line (Shelley: 3-2 repeat; Chu: 4
repeat). The rhyme-scheme is the same, but male and female rhymes
alternate throughout Shelley’s stanza, in Chu’s for the first half only, It is
worth noting that Chu matches also the tones of his rhyming words, if
allowance be made for yih - shi (Il. 3,7).

Hsit Chih-mo was less happy in his few translations from English
verse. The following are the first twelve lines of his verse translation,
posthumously published, of the balcony scene from Romeo and Fulier.®
This translation of the scene is rather less satisfactory than others made
into Chinese,® and metrically it is something of a mess. It can be seen from
this opening speech of Romeo's that Hsii intends an iambic metre, with six
feet rather than five as the staple. But in the outcome, very few lines are
passable iambic hexametres. Ll. 1,2 are fairly regular, 1.1 rendered jambic
rather than trochaic by the use of an initial expletive, l2 having only five

feet. L.12 is the only other line with less than two irregular feet, Irregularity -

mounts throughout the speech, 1l 21-24 (not quoted here) being loosest of
all (only seven actual iambic feet out of the total twenty-four); and indeed
throughout the rest of the translation:

*Act I1, Scene 2, in $t 3 A #| New Moon Monthiy. 1V, 1, 1932.

¢ The playwright T'ien Han F &, among others, translated Romeo and Fuliet.
More recently there has appeared a complete Shakespeare translation by Chu Sheng-
hao % & ¥ (Peking, Writers' Press, 1g54).
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.K, chi‘r.;g shie! Sher— me guang
chL‘Emg ch}an tow li;r'lq?
Nahsh do;g=

tay(yang.)

-

She’ng= ch?ilag ia, méi: lhi’h-é‘e t;;:

lai gaydao

Nah ye:m jiﬁ: shin-de yu?h, ta in= w;y nﬁj
tade shyh=  (neu,)

Y;.lan bvii t; m;.i, y;irz;l ic:lchorxr-d; m;;nnli;nn
ts:;ngb;ir:

Tz;)-r b;e tzuoh  tade sl‘I}h: n;u, j{hr;r; rade-shin=
ye;m b;da‘ﬂ;

Tade  chuuneu-de  ishang  dush lish—  inin.  do
bﬂxqta;,

Chwu le chz;lq chgouj(:.-z;u— de tzr;y m;iyegu ren
chuan;  kuaytuo  (le chiuh.)

N;Il: ;h w;(')= d:: sh\éauji‘t;a, ;, n;l"l ;h w&o: dTe
liznn-ay!

K, da?m yu’;nn ta tz;hjiT y;e che‘;-ngréﬂn ta yi‘i’
shwoo=  (de)

Ta kai koou l;, kee y;w m;iygou huah: nahsh
tz;;mm;-d;;

Tade y;:;n tz;y tzuoh w;nja;g; r;nq woo  lai dar=

fuh ta,

tzay nah— bian

fang, Ji- lih-yeh sh dong— fang-de

yang, kiay
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By turning from a translation to an original composition which is in
fact one of his most successful poems, we may find Hsil more faithful to an
English metrical pattern he uses as base. The poem is % 3/ RE (A Somg
of Dead Leaves),” and the metrical pattern is that of Keats’ La Belle Dame
Sans Merci. It must be emphasized that Hsii’s poem is in no sense a
translation or paraphrase, but is wholly original in matter and mood.

Juxtaposition of lines will, however, show the extent of Hsii's technical
reliance on the Keats original:

(Keats, v. 1)

O what  can ail th;e, knfgrht- a‘;:-a;;ns,
(Hsii, v. 1):
ijer-{;l sh;ngshang jc;;nsh;nqz e j?e;r;.;
Alone and p;l.e= l; [oit= v;'ir-l.é?

= First line of Chinese text, insert # after the eighth character.
_"In Poems of Chth-mo. Chu Hsiang, in a review-asticle MR EYE,
praised the “high qualiy of feeling’ of this poen (Fiction Monthly, XVII, 1, Janusry
1926).
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(Woojenq  ajjinn= ] menq shiang-bian)
The seﬁge is with— ered from the lgfcc,
Jehhweijoon  shta= dejeau buhle, woo sheang
And 10 birds si’;g.

Tz;y jéﬂ shen ygf].

(v. 8):

She ook  meto her elf= in grot

{v. 2):

w

A—f sht;ng bo— jwo té-;ay woode ch::;ng- (sh;nq)

And there  she wept,  and sigh'd  full sore,

(W;O jenfq k;wjii;= ; sh:l‘ey= shi;ng—p;;ng)
And there  Ishut  her wild  wild eyes

]c\il j;en shta lai naw= Ew;nu« nii kann
With kiss=es four,

Woo pi;;: bu ja;gh\:r-ang!

The full text of the Song of Dead Leaves follows:

—_— o e

ijenn shengsh:ang jovanshg;nq le jieyan
(W;o je;.q a‘ijin’n= I rng;zq = shi;ng-bi;;l)

];hhw;i j;;n sh ta= de jeau buh le, —_ sh;;ng

Tz;y _|El"1 shen YE,}‘L

Af. sh;ng bo= j\:ro tE;y woode chﬁ;ng— (sh;nq)

(Woojenq  kawjiine= ] shuey=  shiang-parng)
Jehjoen shta lainaw=  jwan—  ni kann,
Woo pi;n bu ja;lghw;r.ng!

L S

Af g;h shé-;lg= shyi tigjinn woode ch;ang,

- —— - - - — [ - - o
Woo shuo (ibann  sh shueymengq, ibann sh mimang)}—

- — - - — - — - —— - —
“Ni tzoong ~ buneng ming=  bair woo,  nii yow  her kuu

— - ‘: —
Duo jiaw woo shinshang.”
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Af she?lg wé}: sh}i tuoh tzvay woode jg:’:n—— (bi‘an)
{W:)o yfiﬂ tz;y m&q: sh{ang-li’i— Ii;)uli;;m)
“Woo fih=  lenil,”  oishwo—  nide  reh ley
T;;lq:i‘ waod; lean!
];h in= sh;ang nao = ; woo= de rngnqh\;.en
(Lu:)hygf-x tz;.y t;)g— ch;an wu, }]er;;, y;w I}eﬁi)
Me;lq wan— 1;, Z, hwei= fuh ch?ngshﬂrng; nao ;;n(-d;)
Chiueh jyﬂ}‘r= sh ch?oush;lg!

A rustling against the balustrade®

(As T drift ever nearer the realm of dreams)
I tell myself, these are her footsteps at last—
In this still night,

The sound of tapping here at my window

(I press ever closer the frontier of sleep)

She must be here to plague me again—and see,
I remain calm!

The sound of breathing draws near my bed

And (half-dreaming, half in 2 daze) I cry,

“You will never understand me—what good then
To hurt me more!”

The sound of a sigh falls by my pillow

(I cling now to the dream I am dreaming)

“I wronged you,” you say—now your hot tears
Scalding my cheek!

These noises trouble my dream-locked spirit

(In the garden the dead leaves dance, flurries before the breeze)
My dream ends, sleep clears, I find my tormentor

Is only the voice of Autumn!

® All the English translations in this paper are my ownt. For complete translations
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of ¥ & and ¥E sk see Harold Acton and Ch'en Shih-hsiang, Modern Chinese Poetry,
London: Duckworth, 1936; for 3L sk see also Kai-yu Hsu, “The Life and Poetry of
Wen [-10”, in Harvard Journal of Asiatic Studies, z1, December 1958,
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The idenuty of pattern is by no means absolute. We have to make
allowance in particular for Hsii’s extra foot in the third line of each of the
first four stanzas—a foot consisting in two cases, significantly enough,
of a phrase with the effect of an afterthought. But the exact prosodic
equivalence of phrases like “loitering’’: mengshiang-bian,® or “And no birds
sing’"s Tzay jeh shen yeh puts it beyond doubt that Hsii borrowed his patterp
directly from Keats. This is in no way unexpected, for Keats was in the
eves of Hslii Chih-mo the perfect poet. In his essay 3§ (“Words')1? Haj
distinguishes between what is worth saying and what is not, Nothing ever
said was “absolutely worth saying’’; political speeches or formal academic
addresses are examples of what is “absolutely not worth saying”. Welt
worth saying, however, are the “wild ravings™ of poets: “The only proper
occupation of the poet is dreaming. The true poet is one who deep in
dreams, his spirit soaring far above the bright clouds, gives voice at will to
random lines and fragments.” This Hsi justifies by quotations illustrative
of poetic unconventionality, the first from Li Po:!?

Go now, I'm drunk and on the point of sleep;
Tomerrow, if you will, come with your lute,

—the second from Keats, two of the lines scanned above:
And there [ shut her wild wild eyes
With kisses four.
I have pointed out that ¥& ZE /b PR is in matter and mood quite
remote from La Belle Dame. The atmosphere of the latter is, however,

¥ In my transeription [ have given stress to the last syllable of “loitering", but of
course it is merely by courtesy that this is stressed, to meet the demand of the metrical
pattern. In fact, Hsit’s mengshiang-bian exactly parallels the luiling effect of Keats’
""loitering” in having full stress on the first syllable only.

Y In ¥% 3, Falling Leaves, Peking: $& #7 Book Co., 1926,

11 The complete “stop-short™ is the following:

v N 2 I DR N
& - L -4
IS S I A
o # F - 18y

We toast each other as the hillside bleoms,
Cup follows cup, and then a cup to follow,
—completed by the two lines quoted in Hsii's essay. The title of the poem is il s B
i A ¥ B Drinking with a Recluse in the Hills (% @& %%, Students Sinological Sertes,
p. 145). Line three is an zllusion to 2 statement in the biography of T*ac Chiien g 1@
in the 5 # (chilan p3: Twenry-five Dynastic Histories, K‘ai-ming edition, vol. 2,
p. 16435.2):
On the arrival of any visitor, exalted or humble, what wine there was would
be brought cut at once. If T'ao Ch'ien was the first to get drunk he would say
to his guests, “] am drunk and wish to sleep, go away”.
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recreated by Hsii in another poem, {5 #] (“A Song of the Sea”)!%; it is an
interesting sidelight on the process of poetic creation that La Belle Dame
should thus have prompted Hsii Chih-mo to the construction of two very
different poems, one drawing on Keats’ metre and the other on his moeod.
A vision, as in Keats' poem, forms the substance of #} &R, a vision of a
solitary girl in a romantic landscape, though now we leave the lake’s edge
and the “cold hill’s side’’ for the shore of a wild sea at dusk. The true
Gothic chill is induced by the later verses as the girl, who has danced and
sung on the shore, disappears into the foam: the effect is exactly that of
Keats’ lines

I saw their starv’d lips in the gloam

With horrid warning gaped wide . . .

Hsii’'s vision is no doubt more spontanecus, impressionistic, less
complex with magic than that of Keats. But its literary ancestry is I think
clearly indicated by the opening lines, which compare closely in sense with
the opening lines of La Belle Dame; and the form of the poem does offer
some supporting evidence. The first stanza runs as follows:

“N;ul;lg, danshen—  de neulang:

Maiden, solitary matden:
Nii w;y sher= me Liouliann

‘What makes you linger here
Jeh hwanghuen-  de haebian? —

On the dusk-darkened shore? —

Neuling,  hweijia  ba, neulang!”

Maiden, maiden, turn back!"”
“A bu; hwei jg w00 bu hwei,

“Ah no, I do not please,

Woo ay  jeh woan= feng chuei” —
For love of the evening breeze” —
T;ay sha=  tann-shang, tzay muh—  ay-lij,

On the sand of the shore, against sunset clouds,

1 First published in the (Peking) B #t Supplement No. 1252, August 17th, 1925
(see MEZE A, 235 M 45 B, Shanghait 5t. John's University, preface dated August
1939; p. 30). The poem is collected in % ¥ F 4y — ¥ 4 Night in Florence, Shanghai:
New Moon Book Co., 1928, It was given a most impressive musical setting by Y. R-
Chao in 1927, | am indebted to Dr. P. C. Li of the Army Language School, Monterey,
for permitting me to hear his recording of a very beautiful performance of this work
conducted by himself in Taipei in 1058; and to Professor Chao himself for the gift of
his recent re-issue of his settings for this and other poems (% 3 8 #, Commercial
Press, Taipei: 1960). In my transcription of the first verse of ¥ #l I have of course
been guided by Professor Chao’s assessment of its rhythms,
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Yeou i= geh saanfah— de neulang —
A maiden with wind-tossed hair

Pairhwel, pairhwei.
Wanders at ease.

X #p, F 4 ¥ & i
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There is no identity of metrical pattern here, but Hsii’s metre is none’
the less recognizably “English”. Most of # Z§ consists of dialogue, as
does all of La Belle Dame: of the nine lines of each stanza of #F 88, the first
four are spoken by the poet to the girl, 11 5-6 (in all but the fifth and final
stanza) are the girl’s reply, and the last three lines are narrative. Keats'
short, slow-stressed last line is parallelled in % %3 as in % % /b rg.

What is remarkable about these two poems by Hsii Chik-mo is their
quality, despite their debt to Keats, as Chinese verse. Hsii's importation of
English metre did not, as one might fear, result in Anglicized Chinese:
there is no single phrase in either poem which would not be found in
standard modern Chinese usage. Nothing could be nearer to “plain
language™ than 1. 3 of the first stanza of ¥ % / V5. And yet the sim-
plicity of this poem is most artfully contrived. A languorous, plaintive effect
proper to the frustrated lover is achieved by the use of closed syllables for
all thymes (the rule is breken only by the imperfect last rhyme of v. 1), and
by the use of near-synonyms, which whilst avoiding reiteration produce a
kind of lulling effect: agjinn, kawjin, tiejinn; ijenn shengsheang, igeh shengshyi,
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{sheng weyshyi, jeh insheang; and mengshiang-bian, shueyshiang-parng, shuey-
menq, mengskiang-Iti. A grammarian making a study of the particle (“dura-
tive”’) 3 would find rich material in this poem. It is used five times in as
many stanzas, and seems to me both to assist the prosody—in the direction
of a “surging” effect—and, semantically, to enhance the sense of immediacy
in the scene. The construction of the poem is most skilful, the dream
developing to its climactic peint in the second haif of v. 4, until in the final
stanza the rhythm suddenily changes, when the choppy middle lines
express the poet’s starting into wakefulness,

In the stanza quoted from ¥ #8, it is not too difficult to catch as the
short lines vary in length an echo of the ebb and surge of the tide: first line,
the tide drags back; Il. 2—3, a small wave quickening; 1. 4 drags back again;
1. 5-6, fresh surge of a larger wave, 1. 7 the long steady ebb; and the last
two lines, the diminishing counterflow,!3

It has been possible in the preceding instances to present evidence of
the English provenance of the metres used. The next poem I wish to
consider owes no particular debt, so far as I know, to any English poet, but
may be taken to represent Hsii’s own original thinking in English metre.
K & (“The Cricket)!4 is a piece of rhetoric. It is for the sake of rhetoricat
effect that Hsii uses the tight form of organization by rhyming couplets.
Through these he speaks with persuasive certainty: “This you must
believe,” he seems to be saying, “listen—it clicks as I say it”. Having
selected an organization by couplets, he then utilizes them to the full by
developing the entire content of the poem through them. Through the first
half of the poem we have a progressive extension through nature, beginning
with the lowly cricket (first couplet), then outwards to the grass and dew

3 ] do not think it is excessively fanciful to see in this poem such an excellent
matching of metre to subject. There are numerous instances in Hsii of comparable
rhythmic effects. Two must suffice for the present. For the first, the zigzag motion of a
dead leaf as it sways to the ground, conveyed by the alternation of rising and falling
tones, see my remarks on W B RE Love's Inspiration. Second is the rhythm of a
train, in the opening lines of & B & (¥ ) Night Train (in B Cloudwandering,
Shanghai: New Moon Book Co., 1932):

Huooche chinnj goei, tzay hei= y;r}'x-lii ben
Guoh shan, guoh shoei, guoh chern= 3yy ren —de fern.

ISEYIN AN S Y
i, i A PR LA ST s

Pressing to its rails, through the night it speeds,
Past hills, past streams, past tombs of the ancient dead
{in my translation I have tried to reproduce the rhythmic effect of the original:
CLACKer CLACKer CLACK, CLACKer CLACKer CLACK,
kerLACK, kerLACK, kerLACKerty ker[LACK).
14 Dated 1927 (3¢e Chen Ts'ung-chou, ap. cit., p. 73), published in the first issue
of New Moon Monthly, March 1928, and later in. Hsii's volume 3£ F& $8 Tiger, Tiger,
Shanghai, Néw Moon Book Co., 1931.

T*
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(second couplet), up to the sky, the daylight clouds and night stars of the
fourth and fifth couplets, and at fast off to the far desert where decency ig
hiding (half-way through the poem). Two epigrams follow now, each
wrapped in its couplet. The first has the form of a detached simile; the
second is something of a “proverb for the age”. With 1. 17, the ninth
couplet, we return to a landscape, but the landscape now of nightmare, the
metaphysical garden where the soul has chosen to vegetate, the threat of
Circean transformation and at last cosmic disaster and the threatened ex.
tinction of the human spirit, And still each step is begun and ended with
its own couplet:

Chfouchg}ng, nii wg;r sherme lai? Rgnji-;l
Tza0 bu= sh ji—c:v shvyrhgw- ~de ch\i’ngsh}‘!;.n.
_Jeh  chingtsao  jeh bairluh  yeesh dai,
Tz';y y;e m;iyc;u yc;lq, j;hSEEE sl;ytsgr. 4
ng;lgj;n tsairsh renmen-de sh?nchc?ang,
Tajann=  lebair=  tian, yow bah=  j meng.
Aychyng  shiang bair=  tian-lic  de shing(shing,)
T; tz;c'J jiuow h\;eibii, tzvao m&l: l; yif;g. 8
Tianhei  tamen  yee buder  hweilai,
B;;mko‘;lg-ﬁi yé;ngyeu;n ye‘c’)u U= y;n g;.}.
Hair ye;u li;‘lch;y yeve g;v= le ch;rngji;h,
Ta duco tz;y sha— mo-dih- L j;h _];; 1z
AH:a j;n ja;r kai  kee j;é: b;che;ng g;)o,
Sysheang bey  juuyih  jianu-der  kum.
Nii b;e shuo j;h !';I'lz tz gl—;)h- der menn:
Ht:;:ych}'h— lean-de hair t;ay how— miann gg;l. 16
];h ibann y;e:;l; Ii;g~h;en~ de ];;',
Ta a; duoo tz;y yl];nz tz-lii jo;lq t;;y.
“B;g(;;n,” ta SthO, “ti;g ta wa‘;mg shiah choou
Bi;.nn jL: biavnn Chi:l, biann har— m; bi:mn gg;)u. 20

Guoh tian  tayyang  shiou-der  jele lean,

Yuehlianq tsarnchiueh = le tzay bukeen yuan,
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Daw nah= tian ren= daw jen miehle joong,
v - - - . v - .o
Woo tzay lai daa— daa germing- de jong!

You, cricket, what are you here for? Mankind

No longer knows the old leisure.

Green grass, white dew, a little silly now,

No use any more, these poet’s toys.

Gold, only geld is man's new darling,

Ruling his day, lording his dreams.

Love like daylight-lingering stars

Long ago retired, vanished long ago.

Nor do the stars return at dusk,

For ever the black clouds hang beneath the sky.
Decency, too, has taken leave of absence,

Gone to the desert, there to make her home.

The blossom may open, but no fruit forms,
Dogma cruelly ravishes thought.

Don't complain that time is crawling:

There’s ill-luck behind you, right on your heels.
For a good half of this, blame the malice of the soul,
Who likes to get away, to aitend to his garden.
“Leave them", says he, “let them wallow deeper,

7i

24

Let them change to dogs, change to swine or frogs or maggots,

When the time comes, when the sun hides in shame,
When the moon has lost the wish to return from the wane,
When that day comes, when the spirit of man is dead,
Then I shall strike—strike the signal for revolt!”
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To accept the above transcription would be to recognize the metrical
basis of the poem as the iambic tetrametre. If we allow the presence in each
line of one extra unstressed syllable (which may begin any one of the four
feet}, we can follow the iambic pattern through all but four of the twenty-
four lines. Of these four, 1. 9 and 21 are untidy. An alternative and

£
¥,

»
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perhaps more natural reading for . 21 would in fact show five trochaic feet:

Guoh tian t;;ryang shiou-det j;le lean.

The other two non-iambic lines, 5 and 14, are interesting in that they are
precisely the two lines of the poem most passionate in their accusation. For
these two lines Hsii moves into a heavier metre resembling rather the
trochaie: 1. 5, in particular, is a replica of the “Dead Water”” pattern which
will be described below.

The poem illustrates rather vividly some of the problems confronting
the would-be Chinese iambist. Most commonly the disyllabic compounds
of modern Chinese have stress on the first syllable.’® This situation.is
reflected in the trochees which open nine of the twenty-four lines of the

poem: thus, ajmhyng, ;;skeang, y;e;klianq all are natural trochees, and the
position is complicated by the infrequent use of the demonstratives jeh, nah
(as compared with the article in English). But the greater threat to Chinese
iambics is to the final foot. It is occasionally open to Hsii to use the kind of

compound, e.g., chingsh;an, which is formed by complementary constituents
carrying almost equal stress. More often, however, he anchors his line with
a monosyllabic word. No less than eighteen lines end with monosyllabic
words, each of course stressed and carrying rhyme. The effect of these
words as they are placed throughout the poem is to enhance the impact of
the individual couplet: this effect builds up to a climax in the powerful
simplicity of the last line, with its final aural image of the belt,

What is again noteworthy is the naturalness of Hsii’s diction in
Fk 3, despite its tight organization into an imported metrical pattern. As
set out in the above transcription the poem no doubt appears artificial in
the extreme. But when one reads it aloud, or silently from the character
text {which has its own kind of “artificial” symmetry), one is struck by the
prevalence of natural, everyday phrasing, from the totally matter-of-fact
opening question, through the colloquialisms of Il. 4, 15 and others, to the
last line itself. Hsii’s critics were not slow to react when he published

15 . Y. R. Chao, Mandarin Primer, Introduction, p. 26:
A minority of syntactic words——but a majority in frequency of occurrence—
have a toni¢ accent on the first syllable, followed by one or more completely
unstressed syllables, as muan.hua “cotton”, yiiba “tail”, where the dot
indicates that the following syllable is completely unstressed. (My italics.)
Cf. also the same author’s Introduction, p. xvi, to R. H. Mathews, Chsnese-English
Dictionary, Revised American Edition, 1945:
What is most important in this dictionary is the recording of thousands of
compounds contzining the neutral tone as individual lexical facts, just as
facts of the stress-accent in English have to be recorded individually in
dictionaries and cannot be covered by rules.”
My staterment should therefore be regarded as a more-or-less acceptable general
comment rather than as a hard-won “rule”.
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verses which seemed to them to read unnaturally.’® Thus, Y Pling.
wh‘o adfnired Hsii, nevertheless pointed out several faults in his ver;’:
written in memory of Katherine Mansfield!?; the last stanza, he Mmaintajped.
read particularly poorly. Y P'ing-po proceeded to make the followip
statement: g
1f Hst, with his gifts, his spirit, his training, is yet unable to use form;
of this kind with freedom, how much more likely are his imitators gg
stiffenn and shrivel up. This kind of form, evolved from Western
lyrical poetry, I believe to be as it were atrophied. It may be PUt 10 use
on occasion, but it is not at all, I believe, germane to our development
It is my basic faith that our road is for ourseives to open up,18
Examination of the complete weuvre of Hsii Chih-mo leads to the
conviction that he would have shared this “basic faith”. The remainder of
this present essay seeks to suggest the way in which Hsii contributed to
opening up the road of which Yii P‘ing-po speaks. :
So far we have been concerned with metres of an essentially English:
type, in which stressed syllables are so placed as to form rhythmie (most.l
commonty tambic) feet which are then disposed so many to the line, The

AT

rhythmic foot has been implicitly understood as a group of one or more’

syllables of which the one which is stressed cccurs in either initial or fina}
positien. I wish now to turn to a different method of metrical scansion, one
which has been applied by certain critics to English vers libre.'? Here the
foot is again taken to comprise a group of syllables of which one is stressed,

but with the important provision that this stressed syllable may occupy |

any position in the group. The criterion by which the foot is marked off {s
now no longer its commencement or conclusion with a stressed syllable,
The concept is introduced of the “sense group”, the minimum syntactical
phrase containing a stressed syllable. From the linguist's viewpoint, this
type of scansion is more arbitrary and less satisfactory in that it uses

1 In his earliest work Hsii was guilty of considerable clumsiness. In piaces he
seems ajmost to have conceived a line first in English (NB that his diary containa
original verse in English) before setting it down in uneasy, semi-archaic Chinese. Thus,
although lfater he wrote a very successful poem On Leaving Cambridge for the Second

Time (4 B BE 8%, in Tiger, Tiger), his eacly Farewell to Cambridge B 1 ¥ 2.

dated August 1oth, 1922, contains the line
AAG kAR B AR A g Lt

—surely the original form this line took in Hsii's own mind was something like:
Cambridge! Ever shait thou be my spiritual home!

17 In Poems of Chii-mo.,

Yo Ping-po & T, On Reading “Destruction”™ H 8} (2 poem by Chu
Tzu-ch'ing % & %), in Fiction Monthly, XIV, 8, August 1923,

1 Cf. for example Yvor Winters, In Defence of Reason, pp. 1o3-150, “The In-
fluence of Meter on Poetic Convention”, esp. pp. 11z-29, ““The Scansion of Free
Verse",
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notional rather than purely formal criteria. Its importance to the present
study lies in the fact that this is precisely the method of scansion used by
Wen I-to and other “New Moon™ poets; it would thus be familiar to Hsit
Chih-me, although Hsii himself, at least in print, never descended to
discussion of such technicalities.

Of the greatest interest in this connection is a recent paper by Miss
Ling Shu-hua,*® the close friend of Hsii and member of the New Moon
group, whose short stories so well recall the delicate sensitivity of Katherine
Mansfield.®! On p. 1o of this paper Miss Ling writes as follows:

The units we ordinarily use for the construction of our thoughts are

“sense groups™.?? Each sense group must contain at least oue “point

of stress”. When we speak i is in one sense group after another, and

these are all fitted together to form the sentences of speech. Those who
have investigated the units of prosody have found that each race has
its own favourite rhythms. In Chinese prosody the great majority of
segments have either three or four beats. One individual segment may
contain more or less syllables; if there are many syllables, they will be
all squashed up together, if there are fewer, then there will be some
which are more drawn out. It appears that our “nervous energy”’
functions by rise and fall, influenced by our own pulse and breathing,

This is why when we speak we have no need to pay special attention to

prosody: the more natural our speech, the more rhythmical. This

rhythm is often regular. That is to say that rhythm only comes about
when “time intervals” of even length repeat themselves, gaining

strength by reiteration: in other words, without the accumulation of a

certain number of equal time intervals there can be no rhythm. Thus

in the great majority of verse lines, the number of time intervals is

-found to be regular . . . In the verse line, the time interval is called the

“foot” or “metre"’; within one poem, the general rule is to use a single

kind of foot throughout and it is rare to find a poem using a variety of

feet.
Miss Ling goes on to point out that the division into rhythmic feet may
often cut across the sense group: this is especially noticeable, she says, in
English verse. But it is clear, particularly from the examples of scansion
which follow in her paper, that the principle of the sense group is of

20t B, 4 T 8 R K The Future of “New Verse”, n.d., n.p. (privately printed
in Malaya, 1959). [ am most grateful to Miss Ling (Mrs, Ch'en Yuan) for her kindness
in presenting me with a copy.

3 Several of Katherine Mansfield's own short stories were translated into Chinese
by Hsii himself, the collection published by the Pei-hsin Book Co. Hisii idolized her,
rejoiced in the opportunity he had to visit her in London in July tozz, and on her
death six months later wrote a poem (mentioned above) and an essay in memoriam.

# The words in quotes in my translation of this passage appear in English after
their Chinese equivalents in the original.
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Ear.amou'nt importance to her in her reading of Chinese verse, ()
esltate indeed to accept certain of her applications of thig *

scansion”. Four lines from Pien Chih-lin T 2 Hkes
as follows:

ne would
Sense-grous
are scanned hy hepad

Guujenn-shang yeou leangjoong shengin,
Two sounds are heard in the ancient city,
Iyang- de  jyiliau:
Equally desolate:
Bairtian sh suannming-luo,
By day the fortune-teller’s gong,
Yeh-hi  sh bangtz,
At night the watchman’s rattle,

E AR LA a e
«“ J‘v;?{. '('7/} -7?1 ')g
A AT G4
RE A T

It is hard to see how the particle could be stressed in 1. 2 {or indeed how it |
. « e
would qualify as a sense-group”); if it is not stressed then there is no

justification for 2 third foot. Each of IL 2- might i
containing two feet: gt more casly be read a

2 - - R Dl -~
Iyang-de  jyiliau:

o

-:‘ . e Q irl ——
Bairtian sh suannming-luo,
— (1] e — b
Yeh-lii sh bangtz,

L In general, however, one must concede that the method used by Miss
ing was the met}.md ‘of grouping syllables which came most naturally to
certain poets working in modern Chinese. It was the method in accordance

:i grom‘ his poem 7 §% 89 ¥ Dream of the Oid City.
p. cit., p. 18. The author's scansion is conveyed by the grouping of characters

in the indi i i
i the manner indicated by my spacing of transcribed forms. She does not mark
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with which Wen I-to worked out his famous ZE 7K2% (“Dead Water")
metre, which he advocated as a possible staple for the New Verse, The nine
syllables of the “Dead Water” line are arranged, as Wen himseif points
out,® in four groups or feet, three of two syllables and one of three syllables.
The danger of a jingling monotony is countered by shifting the position of
the three-syllable foot through successive lines. Stanzas are of four lines,
thymed a-b-c-b. Thus, v.1-2 of & 7K:
]EBSE c1:g(;-\a|f jy;ewglq-de sy—;rsh(;ei,
Here is a ditch of hopeless dead water,

— o - o - o —
Chingfeng  chueibuchii ~ banndean  iluen,
The breeze can raise no ripple on this surface,
L I 2 — - o — [+] el
Buru duo rheng shie pohtorng lanntiee,
Here's where you dump old brass and rusty iron,
Sh;;mgshoinq po/niid; shenqtgy tsaornge/ng.
Or cheerfully waste your left-over food.

-0 — A — o o =]
Yeesheu torng-de yaw livhcherng feeitsuey,
But scraps of brass may hue to turquoise,

e — - - o - b - o
Tieeguann-shang shiowchu  jitbann taurhua,
Peach-blossoms flower from rusting cans,
- -~ o ~e o - o
Tzay ranq youni Jy itserng luoyii,

The greasy scum weave a texture of gauze
-, a - o - a ~ -— a
Meijeun geeita  jengchu shie yunshya,
And a tinted haze steam up from the germs.

5 3E A, first published April 15th, 1926, was the title poem of a collection pub-
lished in 1928. Wen I-to was not in fact the first to use this line: one precedent at least
is to be found in a poem by Jao Meng-k'an #% & {R (another member of the later New
Moon Group) dated November rzth, 1925 (in th B8 5 X 8 X £, poetry volume,
p. 145). This poem, % #§ Home, consists of ten rhyming couplets of which the first
and last use an 8-syllable line. The remaining couplets use the Dead Water line, 2.g.

o — o~ — e o
Suannming-de luol chiaug\foh dawchaang
—— o [ I - — —
Dyisheng iouyang tzay shoein‘i)ou bey-shal}lq
X G ooy s W BE IR 4 5%
GRS LT H =
The gong of the fortune-teller sounds across the paddy-field,
The fAute’s song floats across the backs of water-buffalo.
% In an article 3% &1 B # Form in Verse, originally published in the Kk #

Supplement, May 13th, 1926; reprinted in M — % 2 #, Shanghai: K‘ai-ming Book
Co., 1948, T vol. 3, pp. 245-53.
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My scansion of the above two stanzas
the kind advocated by Miss Lin
I-to himself on F 7K. It is to be
syllables would not be so ve
trochaic scansion: that is to sa
would be unacceptable as tro

is 2 “sense-group” scans;

g Shu-hua and actuallygpraftised 2::0;:;
noted that in this instance the grouping of
ry different if one were to apply a formal
v, only a few of the feet distinguished above
chees; and these few would be found among

the trisyllabic feet, where stress is often on the medial syllable

— L (=3 —— £
rheng s:h_ze, tieepuann-shang. In direct contrast,
K 2% is so strongly “English”
show a very different and much
individual lines,

L]
e.g., duo
_ Hsii Chih-mo's metre in
In type that 2 sense-group scansion would

Iess‘ satisfactory pattern. To take only a few
Sense-group scansion would postulate the following:

0. — o — - —
(I 1) Chiouchorng, nii wey sh;rme lai? Rgnji;;x
[+] — —— [+ ] — e o ——
(L. 2} Tzao bush jlow  shyrhow-de chingshyan,
(1. 6): Tajannle baxfrti;n, y(;w b;};j' mg;lq.

—whilst 1. 3 would show as quite exceptional in having only three feet:
=] ? -— e @ I o
Jeh chingtsao,  jeh bairluh ygesh dai,
g‘hus'Hsﬁis metre in £k &, if analysed by the kind of scansjon employed
¥ MI'SS Ll_ng S!'lu.-hua, would seem irregular and clumsy; if recognized as
essentially iambic in nature, that is to say “English” in provenance, it will
be seen as not only regular but singularly skilful. o
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Without doubt, Wen I-to had ample grounds for the “Dead Water”
pattern. The use of rhyme tightens the organization of his rich materiat:
without it, the stanza would lose its individual impact. The use of lines of
uniform length accords with his insistence on the visual beauty of poetry
written in the Chinese script. The mathematical distribution of sylables
within the line gives his poem that “beauty of architecture” which again as
a theorist he demanded in verse as a complement to the “beauty of music”
and the “beauty of painting”®7?; and all these features combine to point up
the measured quality of his thinking in this bitter, sombre poem.

The nature of modern Chinese prosody gave Wen linguistic justifica-
tion for the “Dead Water” line. The lexical staple of modern Chinese is the
disyllabic compound, and to include three disyllabic feet in the line was
only to recognize this fact. The remaining foot could then accommodate
three syllables in any combination: disyllabic compound plus mono-
syllabic pronoun or adverb; disyllabic verb plus verb particle; disyllable
plus the particle #); and so on.

Unfortunately modern Chinese, whether we extol its rich resources or
deplore its untidy and inconsiderate lack of grammarical system, has too
many loose monosyllables to lie happily on this particular Procrustean bed.
Wen I-to filled his pattern with semantic words, nouns above all, and ended
with a texture so rich that it rapidly cloys. Despite the closeness of his
literary convictions to those of Wen I-to, Hsit Chih-mo never used the
“Dead Water” line as a staple. In all his verse there is a lightness, a spring
which could not survive beneath the heavy tread of the trochee (which was
what, in practice, Wen had tended to use). Our examination of Fk & has
shown that even when Hsii employed the nine syllables recommended by
Wen I-to as a practicable staple length for the New Verse line, he re-
organized them into an iambic pattern influenced by his English experience.

In the English-type metre, as applisd in Chinese, syllables are to be
counted either as stressed or unstressed. The foot may then have more than
one unstressed syllable, but not more than one stressed syllable, which is
placed efther initially or finally in the foot. In contrast, in the “Chinese-
type’’ metre as evidenced by F 7K or by the poem of Hsii Chih-mo’s
which we are to examine next, syllables may be stressed, ot unstressed, or
half-stressed. This last category takes care, in effect, of all those syllables
which in the English-type metre count as “unstressed”, except for the
particles (plus £ and the “‘localizers”). These particles then are the only
truly unstressed syllables. One or more particles, being unstressed, may be
added to a foot ailready containing a stressed syliable plus a half-stressed

o — -
syllable; thus, tieeguann-shang counts as one foot, where guann is stressed,
tiee half-stressed and the “localizer” shang is unstressed. A more extreme

2 Loc. cii.
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example would be the last foot of the first line of the Passage from g% 99

—— O

& B quoted below: wangjiannle-de. Moreover, as already observed j
¥ 7K, the syllable receiving full stress may be found medially in the ﬂ:.mt
as well as initially or finally. Ot'-
.It is to be noted that such a pattern permits of a2 much freer yge of:
particles than does the English-type iambic metre, where the general s
allows the inclusion of only one syllable in the foot in addition to the
stressed syllable, If this one syllable is a particle, then the stressed syllap|e

must perforce be a monosyllabic word, The latter being less frequent thag

the disyllable in modern Chinese, it follows that disyllables will tenq to

predominate and particles to drop out of the English-type metre.

The chief characteristics, then, of the Chinese-type metre con.structed-.‘
Py Hsii Chih-mo and used by him in ¥ & 8 B and other poerns, are the -
introduction of half-stress in addition to full stress and absence of Stresg:
the placing of the fully-stressed syllable in any position in the foot; and thu;

freer use of particles.

In =28 ("Love’s Inspiration”),2® Hsi again uses the nipe.
syllable length of line, but in 2 manner which demands scansion in accord-

ance with the principles outlined above. T believe this poem shows Haij
Chih-mo at his nearest to the achievement of a purely Chinese metre which
would so exploit modern Chinese prosody as to make possible any effect the
poet desired.2?

“Love’s Inspiration” is Hsii's longest poem and one of his last, Itisa
monclogue reminiscent (in conception enly) of Browning,3° and some four
hundred lines in length. In this poem Hsii makes his most complete s:ate~
ment of his faith in the power of love to ennoble human life. The statement
is made through the lips of a dying girl. Fallen in love at first meeting, for
long she feels her lover to be unattainably remote, and keeps her hopeless
love a close secret. Driven by its power she leaves her family to spend her-
self in the work of relief in a2 stricken countryside. There she grows to
maturity of soul through imaginative understanding of Nature, and grows
also to accept the call of service to her fellow men. After three years of
privations she contracts a fever, and is sought out and taken home by her

. * Dated December 2 $th (1930). First published in the New Moon Monthiy, 1V,
1 {issue commemaorating Hsii’s recent death); collected in Cloudwandering, 1932,

_* Of course Hsia throughout his poetic career was experimenting with a wide
variety of short lyric forms which owe little metrical debt to English or any other
foreign poetry. ¥t Bf Decision (Florence) would be an example typical of scores. Present
space does not permit the examination of such patterns; they may be understood,
however, to have contributed to the rhythmic sense which finally controlled Love's
Inspiration,

3 Baok VII, “Pompilia", of The Ring and the Bosk consists similarly of a death-
bed confession. Browning was anather of Hsii’s heroes: ¢f. his introduction {Netw Moon
Monthly, 1, 1) to Wen I-to's transiations of the iove sonnets of Elizabeth Barrett
Browning,
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brother. Recovered somewhat, but still too weak to resist the pressure of her
family, she submits to a conventional marriage, and gives birth to a child,
who dies. Still she keeps secret her great love, but at last, in a return of
delirium, she inadvertently discloses it. The man she has loved through
these years is summoned and holds her now as she makes her confession.

Several distinct elements interweave to form the texture of this poem:

(i) although all but one line of the poem is from the girl’s own lips, a
set of “‘stage-directions”, so to speak, is provided by her asides to the man
in whose arms she is dying. In the most matter-of-fact manner, (often used
for contrast with passages of intense emotion) she asks for water, and
enjoins him to keep silent, to listen, for time is short;

{ii) the narrative element is handled with great skill. The poet is of
course under perpetual danger of bathos in the transition from high flight
of fancy to statement of mundane fact. His solution is not to contrast these
two elements (contrast is already provided by the “stage directions’ just
mentioned); but to retain unity of tone by the use of euphemism, e.g.

I became
A bride, I became a mother, though Heaven
Did not permit this flesh of my flesh to endure.

& At ]
3 ohj, A OE_A T 4p B4
A EFN T e Y

The risk of monotony from this sustained elevation of tone is countered by
a skilful handling of structure, so as to introduce a definite element of

suspense. From the opening line:
No one will mind now, just sit down . . .

: b Ly Y ;
$47 3T At SR

—from here on, the reader contracts a simple narrative curiosity, which
Hsii exploits like a practised story-teller;

(ili) meditations on the love of Nature, and the nature of love; .

(iv) ecstatic flights of fancy, marked by the use of a cosmic imagery.

Hsii remains faithful to the nine-syllable line, which gives visual order
to his poem and tightens its organization. But he now rejects both rhyme
and iambs, and uses his line with the greatest flexibility:

(i) the distribution of the nine syllables between the four feet of the
line gives the individual foot anything from one to four syllables;
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(i) caesura may be used not at all, or after the fourth syllable, or after
the fifth;

{ii1) sometimes whole long passages are constructed of dependent lineg,
giving a more loose, prosaic texture;

(iv) in contrast, at climactic points there may be the use of “hard” or

“soft” lines (see below), or the use of deliberate tone-patterning for imita.
tive effects of imagery.

It is possible to define a standard line, a line whose rhythmic move.
ment dominates the whole poem.® This movement is as follows:

o — - 0 o — w o _—

Ta POM fita POM {caesura) POM i ta POM
o1, the caesura advanced,

TaPOM  #POM  (caesura) taPOM & ta POM.
Examples would be 1. 23 and 21 respectively of the long passage quoted
below.

With this type of line we might compare the least organized, most
prosaic type of line, in a “framework” passage, an “aside’":

o - o £ — e - —— [~}
Duoshich ni: bushyr-de baa tyanshoei
Thank you for giving me, from time to time,

[+] — e - B [ a—

Jinnruenn woode ianhour, yaw buran
Water to moisten my throat; without this

L= B - o — o - a
Woo iding tzao jlaw choanshyi jyhsyy.
I should by this time have choked to death.

s/

Hy A 75\ 35 ¥ 12 1;1?'#\—
22 l’zj v vlﬂ ofig -%7
A 51312 SN N ST

* This definition of the “standard” line is based on more than mere general
impression. It can be supported with statistical evidence from a stress count, however
repulsive such 2 purely mechanical process might appear to the laver of poetry.
Syllables are given numerical values to represent degree of stress: 1 for absence of
stress, 2 for half-stress, 3 for full-stress. When all the lines of a passage of some length
have been thus evaluated, simple addition reveals which syllable-positions have
accumulated most stress units and which have accumulated the smallest total, Thus,
in one particular passage of 21 lines, the fifth and ninth syllable positions had scores of
48 each (maximum possible 63), whilst the third and seventh positions had 33 and 34
respectively (minimum possible 21}, These then were the pomts of greatest and
slightest stress rnzsl:mr:tn-n‘aly,.r in the ovemll pattem as indicated in the construct

Ta POM H ta POM POM H ta POM

3 (8 (7 (9
(the first of the two pattemns I propose).
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The type of the “hard” line is used in images conveying strength, as in
the following line expressing the gusty force of the wind:

Tl; he'r;lg li':nq guto)h hz;::, tzuoh Tsheng hoong.
It scourges the sea with a mighty roar,

ROk S S SR A1)

Against the regular (near-standard) beat, absence of unstressed
syllables, final stressed monosyllable and use of consonantal finals of this
line, we can set the following series of “soft” iambic lines, carrying a pro-
tracted image of the faintness of memory in the after-life (pre-figuring
death, the girl describes herself as floating, cloud-like, through space—will
she have any memory of the man she loves?): )

- o o —_— - — o iy
]igw yeou yee buguoh sh sheau= guang-lii
If there is anything of you, it's a thread
Ifah-  de chiongsh;;l, ileu yousy,
Of hills in the dawn, a wisp of gossamer,
e 4] e -t — o =] —
%yih ueimiaw— de yunm; shuo jyh duo
The thinnest shade of haze: at most
o e o — [} - [+ ——
Yee bugueh u tsyy; nii tzay yaw duo

That is all there is: if you must have more

o — a —— o P a —
Woo nah  duoo yun  yee buneng  cherngtzay.
' That is something my cloud cannot carry.
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Such “hard’ or “soft” lines are not so noticeable in the longer pass
_quf)tec} below, nor is there an example here of the patterning of toneg i%e
tmitative effect. We must go elsewhere in the poem for this descri tio p
the sway of falling leaves:® phon of

Banntsarn- de horngy;fl piauy;; daw dih
Half-faded red leaves sway down to the ground,

F he B 1E 3] s

But ‘bearing in mind such possibilitics of modulation of the n.ine-.
syllabl.e line, we may now follow Hsii's metrical progress through the
fo‘Ilowu‘ug passage (it should be explained that the passage itself ocCitpies a
chm:?ctlc stage _of the poem, and is correspondingly carefully worked both
metncally. ant‘d in the arresting nature of its imagery. Physically exhausted
by her toil—inspired by love—in the service of human suffering, the girl
must now faf:e death. But such is the power of love, which taught her to
understand life, that now it enables her to contemplate death):
Syy, woosh tz;oyii w;;lqjia‘;ml;-d;.
- o — w0 — o —

Nahtian ay-de jye daashanq woode

Shintou  woo jiow wanqjia‘;m s}}, n;hg;h
- o L] — =] L -_— —

Meeilih-de yeongherng-de shyhjieh; SYY, 4
[+] — a - — -] — —

Woo ganyuann-de tourshiang, inweoy ta

= — ? o - a - —— =]

Sh guangming yeu tzyhyou-de dannsheng.

o — o o — — o -
Tsorngtsyy woo chingshyh woode chiutii,

—— =] o — aQ — Al —

Geng bu  jihjlaw  jinshyh—  de fw‘l’Jrong, 8
o o c: — e —— -

Woo jyy chihwang= ] geng mi;nyan-de

-—‘- ‘ﬂ o . — o -t —
Shyrjian lai shourong woode hushi,
— o

— o ~ - — o
Tsannlann-de shing tzuoh woode yeanjing,

-— Nt — 0 -0 - — o
Woode  fahsy, nahban-de  jingyng, 12

32 In this'instanceb alone I use no stress marks: the lines above the transcribed
forms emphasize the direction of movement of the tones in the stressed syllables.

Ghfone  pitray  tian-way—  de yunshya,
Bordah-de fe/ng t;;y woode ye/h-shfah
Shin;lg-chy:m mgygu-ji;n p;;nshyaan, botaur
Chomgshii  woode  jinghwai,  mesi igeh
ﬁda;q y;:mgci}'lu gua‘ilgy:;m— de she?nmiﬁg!
T;;y y:ou diannhuoo tzuoh woode sgfshe;n 8
Tinbisn  chehchii  sher-long-de  jiauwuuy,
Loijenn  woode  shengin,  moh-dih-i
]i;wsh?inglé chuen, jgwsh?ingl; sheongmi/nq.
Wu k;e soylig;mq, ;, wu k;c b(iik;l;mq,

Jehay-  delinggaan, ay-de lihliang!

ENGLISH AND CHINESE METRES IN HS{} CHTH-MO

Death itself I long ago gazed on.

On that day when the bord of love

Was formed in my heart, that day I saw
The realm, splendid, eternal, of death.
Gladly would I surrender, for death

1s the birth of freedom and glory.

From that time forth I scorned my body,
Disdained the vanity of this world.

I looked only for a more enduring
Measure of time to receive my breath,
When the glittering stars should be my eyes,
My hair, a sheen at the sky’s edge,

The disarray of the tinted clouds,

And my arms, my breast, borae on the wind’s
Whirling, free against my brow,

And the waves dashing my legs, from each
Surging rising a mystic aura.

With these, the lightning for my thought,
Flashing its dragon-dance on the horizon,
My voice the thunder, suddenly breaking
To wake the spring, to wake new life.

Ah, beyond thought, beyond compare

Is the inspiration, the power of love!
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4 Correct first character in line 14 of the above text: i
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In this passage the movement of thought is parallelled by the modula-
of metre:

(i) il. 1-6: introductory, death as transcendence, “the birth of freedom
and glory”, recognition of this simultaneous with the understanding of love
and its power. Pattern: no line standard; of the first five lines, three are
dependent. Only line 6, concluding the section, has a recognizable rhythmic
pattern. This might be termed a “locking line’’, such as Hsi often uses to
end a short poem or a section of a longer one: it is marked by a quality of
rhythm almost to the degree of the jingle, and is something of a “hard"’ line.

(ii) 1. 7-8: realize the inadequacy of the world. Pattern: standard
“pair”’, with shift of caesura.

(iit) 1. g-1o: desire transcendence (in death). Pattern: from here
forward the effect is of gradual crescendo. This is the start, with 1. g non-
standard, dependent.

(iv) L. 11-21: picture physical union with the cosmos-after death, in a
series of images impressive for their combination of tactile with visual
strength. Pattern: rather complicated, but overall effect of crescendo, start-
ing with 11-14, standard 4/5; 15—16 speed movement by dependence, 17 is
a hard line ending this run. 18-1q a pair, standard 4/5; 20 again dependent,
leads on to locking line 21.

(v) IL. 22-23: extol power of love. Pattern: pair, standard 5/4, rhymed,
both locking lines.

There seems little more that Hsil could have done to match the move-
ment of his rhythm, its varying speed and tension and definiteness, to the
movement of his thought, thus extending the meaning of the whole into
that extra dimension which belongs to poetry alene.

Although the chief concern of the present study is with metrical
problems rather than with such matters as sources of inspiration or of
imagery, the fuller understanding of the passage quoted requires us to
pursue for a moment some of its echoes of other experience. The point of
departure we may take as the sixth stanza of the Nightingale Ode:

Darkling I listen, and for many a time

I have been half in love with easeful Death,
Call'd him soft names in many a muséd rhyme,
To take into the air my quiet breath;

Now more than ever seems it rich to die,

To cease upon the midnight with no pain . .
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—IL. 9-10 of our passage are practically a translation of Keats' line,
To take into the air my quiet breath.

Of course Keats is not merely translated but transmuted: the basic
concept of death as transcendence is still there, but the means of deliverance
into death from “‘the weariness, the fever, and the fret” is for Hsii’s dying
girl not the ecstasy of bliss in the song of the nightingale, but that under-
standing and desire of the eternal to which love has opened her eyes,

It is interesting that this concept of death was vivid in Hsi's mind at
least six years before it found expression here. It was in December 1924
that he completed his essay “On Keats’ Nightingale’. 3 This essay consists
principally of a very sensitive and beautiful rendering of the Ode ingo
Chinese prose. In a comment on the sixth stanza, Hsii writes:

With stanza six both the music of the poetry and the mode of feeling

undergo a total change: what previously was the tremor of delight

gives place now to the true cry of ecstasy. The poet is at the height of
ecstasy, his soul has reached out to infinite release and freedom, and to
prolong for ever this instant of supreme joy he longs to blend, now, his
last breath quietly with the air. Such a perishing into abstraction would
itseif be the birth of eternal bliss; elsewhere In his poetry¥* Keats
wrote:
I know this Being’s lease,

My fancy to its utmost blisses spreads,

Yet could I on this very midnight cease,

And the world’s gaudy ensigns see in shreds;

Verse, Fame and Beauty are intense indeed,

But Death intenser—Death is Life’s high Meed.

In Keats’ view, “Life” has its limits, and so has the happiness we can
know in life. “Verse, Fame, and Beauty” are the highest ideals known
to us while we live, but none of these can compare with Death, for
Death is limitless, a transcendence, an intimate union with the endless
flow of the spirit, Death alone is “Life’s high Meed”.?% Ideals in life
are realized only in part, only relatively, but in death they are broughs
to full and absolute harmony. For in the utter freedom of the realm of
death, all that was in discord is given accord, all that was incomplete is
given completion.

Starting, then, from a line of the Nightingale Ode, Hsii goes on to
pre-figure immortafity in a brilliznt flight of imagery. Where do these

3* Published in the collection of Hsii’s essays entitled [ B & R K Pars Pot-
pourri, Shanghai: New Moon Book Co., 1927,

¢ These lines are from Keats’ sonnet beginning “Why did I laugh tonight?*’,
published in Literary Remains, 1848.

% Hsii mistranslates at this point, reading “mead” (honey wine) for “meed”. No
translator from Chinese, however, bearing in mind his own near misses and head-on
crashes, will feel inclined to take him too harshly to task for this.
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images come from? What promptings can we suggest? In my own mind the
lines on first reading called up a vivid picture which was not difficuit to
identify: it was one of Blake's illustrations to the Divina Commedia. These
hang in the Tate Gallery in London, and I have no doubt that Hsii would
have seen and admired them—DBlake was one of his many heroes.

Another mystic, the contemporary poet who elicited Hsii’s most
fervent admiration, was Rahindranath Tagore. There is no doubt that the
particular kind of personification of Nature employed in the passage
quoted, especially in such lines as 20-21, would be wholly consonant with
Tagore's imagery.

But perhaps the true source of Hsii's vision lay nearer home than
Bengal or the Tate Gallery:

When P’an Ku was on the point of death, his whole body underwent

a great transformation: the breath expelled from his mouth turned

into the winds and clouds, his voice became the crashing thunder, his

left eye became the sun and his right eye the moon, his limbs and body

changed into the four cardinal points and the five sacred mountains . . .

the hairs of his head and beard became the stars in the sky . . .38

The manner of Hsii's development as a poet and the nature of his
thinking in the passage analysed above make it inevitable that certain
phrases should carry a novel, even an unnatural ring to ears accustomed to
modern Chinese in the form of everyday speech.

MNAE Y AL AR 0 E
G

for instance, is hardly the sort of statement one would teach to beginners for
use in a basic type of situation. Nor is it likely to fall pleasingly on the ear
attuned to Tu Fu or Su Shih. But it does not help to dismiss it in conse-
quence as “un-Chinese’’. Let us rather say that this is modern Chinese
stretching its resources to assimilate new experience. Stretching but not
straining: there is nothing here that conflicts with normal syntax, nor any
word far-fetched in its application; the newness results from the idea
expressed rather than the means of expression. And my concern throughout
has been with metre. I have tried to show how Hsi, though very much at-
home in metres of the English type, nevertheless was not content to limit
himself to these but experimented with a mode of metrical organization
which took cognizance of half-stress and was more suited to the individual
genius of modern Chinese prosody.

Mmoo, p A E R W EE, revised edition, Peking, 1960, p. 38.
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The manner of presentation of my material has no doubt suggested 5
steady chronological progression by Hsii from English to ““Chinese-type”
metres; such a progression could be established only by fucther tesearch
but it is indicated in the most general terms by some of Hsii'y contem.,
poraries, as for instance by Yang Chen-sheng in the following passage:37

I often think of the New Verse as passing through three stages. The

first stage of course saw Hu Shih and his colleagues breaking down the

cage of the old poetry and striving to create a miniature of the New

Verse, though at this stage those composing verse in the vernacular

were still unable to divest themselves of the feeling of the old poetry.

It was merely a matter of external form, of colloquializing the vocaby-

lary and striking off the fetters of tone-pattern; in content, there could

not be said to be anything particularly new. With the advent of Hsi:
Chih-mo the writing of the New Verse became fully suffused with the '

influence of Western poetry. Not only did verse forms leave for ever
the nest of the old poetry, but in subject-matter, vocabulary, structure
and feeling alike this was no longer the old poetry but New Verse,
For the sake of convenience we can describe this as stage two. What
power they had, those poems of Hsii's early period, “The Baby™,
“White Flags™, “Poison’’!38

And yet in these prose-poems one missed that major constituent

of poetry—the beauty of music. It is possible to observe in the evolu~ -

tion of Hsii's verse the gradual Westernization of his metres, Yet the
discrepancy between the monosyllabic and the polysyllabic, the
prosodic divergences between Chinese and the Western langauges,
prohibit the total Westernization of the metres of the Chinese New
Verse. Such metres can succeed only by seeking out the intrinsic music
of the Chinese language itself. Thus stage three is the search for New

Verse metres. This has been the course of effort from the appearance
five years ago of the Ck'en Pao “Poetry Supplement” edited by Hiii -

Chih-mo and Wen I-to, right up to the Poetry Supplement now being
published by the New Moon. Hsii's metres by the time of Tiger, Tiger
were smoother than the metres of Poems of Chik-mo. There wds a new
ordering of form, though at the same time we hoped he was not going
to lose the power of his early period. i
Three decades later it is still possible for us to recognize in Hsii Chih-
mo not merely a skilful versifier and a minor poet of huge contemporary
popularity, but an important contributor to the development of modern
Chinese poetry. I should like to conclude this study with the quotation of a

ik R, W N B A — 8Y My Last Parting from Chih-mo, dated Decem-
ber 1931, in New Moon Monthly, IV, 1.
* Three Whitmanesque poems in Poems of Chik-mo.
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poem by Ai Ch'ing,*® who prior to the Anti-Rightist.campaign ?f 1958
enjoyed the highest repute of any poet living in C!'una. }':‘ollowmg th?f
quotation, the simple juxtaposition of certain individual lines from Ai
Ch'ing’s poem with lines from the 2 By 88 BY passage analysed abcfve
will show something of the metrical debt owed by Ai Ch'ing to Hsii Chih-

mo’s work of ten years previously:

- o o - “0 K - — . a
Tzay nahtyau chweijyr= shiann-de  yowmiann
e o - - - Kt ]
Bannjiann  lanleu-de  hei  jyhfwu,
- — 4] o —— v 0 -
Sanke torngneou kowyan= j jyrshiann

Y] — el o hd — L]
Ha;.ngj sanja;n dannhwang-de youdeng
— You yioi kuaay ganle,

— (1] - - o o — __o L —
Tzyytorng-de miannseh yeou guujiow-d guang,
Uafr;]"-d; shoou-de jozviﬂ:rh-d; shooujaang-de
P;ﬁi-ﬁi chy/uanf\:ru} shuailao-de genshiu.

Ta tzoay jioin\;tzjh] jiEquu:nn-d; sh;lghwo—de woeiba
_ Hwajinale  ni-u-li-de  chiou,
Ta yz;::b;e} gu‘:lto;r-:g—de chyan-er,
o ——— o e =] - ——
Ba?rmoh-lii jlannche  jowtznu-de hua, y
—— b -
]:i-eh-de yanseh

— o -t — ¢ - ~r o -

Raanshangle ta  ichieh-de yanyeu,
To the right of that perpendicular
A black uniform, part of, in tatters,
Three brass buttons in line with the verticai
Glow with the pale yellow flame of lamps.
— But the oil is almost dry.
Copper-coloured cheeks with antique gleam,
A few withered hairs coil against
The wrinkled palms of unstraightening hands.
He grips life’s tail as it jerks away
— An eel wriggling into the mud.
He shakes his ancient coppery head,
Curses flower from the foam of his spittle:
And all his words
Are dyed with the tint of hunger.

s 3r W, 2 A Old Man, date unknown but probably about 1940. Collected by
Wen I-to in LR ZRP, M — £ 2%, vol. 4, ¥, pp. 537-8.
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BRIP4 £ L4 % & oy Tt w ottt v
;‘F' /ﬁ' Fé. 7%;- ”39 ‘Z #"J ’}&, (AC): Raanshangle  ta  ichieh-de  yanyeu. Jg
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The following are exact metrical correspondences:
— o — o o w O
(HCM): Shyrjian lai shourong woode hushi
e o [+] — o _— - — o .
(AC):  Tzay nahtyau chweljyr= shiann-de yowrmiann

a [+]

(HCM): ]Tda;q yec;lgchu guangy;;m— de sheornm{;g '
(AC): Sanke  torngneou  kowyan= ] jyrshiamn
(HCM): Woode fiﬂs; nahban-de ji;gyr:g

(AC): Hoang  sanjaan  dannhwang-de  youdeng; '

others, though not exact, are very close:

—

o - - o - — [+]
{HCM): Meeilth-de  yeongherng-de shyhjieh; 8Yy



