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Transformational-Generative grammar (henceforth, T-G grammar), ever since
its establishment in 1957 when Noam Chomsky published his now famous book
Syntactic Structures,! has been gradually introduced into the study of literature.
It has, in effect, injected into the style-study, or stylistics, a great deal of vitality.
I have surveyed and discussed in my book, Literature through Transformational-
Generative Grammar, the achievements made by T-G grammarians in the field
of stylistics.2 The present study is an attempt to apply what I have described
in that book to the interpretation of the works of a Chinese poet. I am not
the first person to discuss Chinese poetry in terms of T-G grammar. Mei Tsu-lin
¥yl g% makes the initial move by applying it to the study of the ambiguity of
T’ang poetry.> He has not, however, touched upon the works of Li Ho Z&E
(791-817).

In Chinese poetic tradition, Li Ho has long been regarded as a unique and
odd figure in that he shows a peculiar and unconventional way of choosing and
énanging linguistic elements. His style, the so-called Ch’ang-chi style BEHE ¢
thus strikes the reader as strange, weird, or even exotic.5 This is, however, precisely
theare son why I am interested in studying Li Ho’s poetry in terms of T-G grammar.
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For it is usually in the poets with distinctive style that T-G grammar makes the
most remarkable show. An approach to Li Ho’s poetry through T-G grammar
may prove effective in throwing new light on his stylistic traits. In the following
analysis, I will explore the relevance of some general and basic principles of
T-G grammar to the study of Li Ho’s poetic style. To be more exact, three
.principles — the idea of innate language capacity, the theory of different levels
of sentence structure, and the notion of grammaticalness — will be singled out
as critical apparatuses to interpret the creative power, syntactic ambiguity, and
deviant expressions as manifested in Li Ho’s poetry.

One of the basic differences between T-G grammar and other linguistic
schools, particularly the structuralist, lies in their different views of language
acquisition, The structuralist proposes that a child learns the language of his
society according to the stimulus-response model. That is, the child constantly
receives linguistic stimuli, and at the same time associates what he has received
with situations that call them forth. In this sense, language acquisition is a
process of memorizing and repeating utterances that a child has learned. But
T-G grammarians believe that the stimulus-response model leaves a lot of human

language ability unexplained. For one thing, it cannot account for the fact that
a child is capable of understanding and even producing sentences which he has
never heard before. From this, it is clear that the stimulus-response model
forms but a part of the picture of language acquisition. The other part, according
to T-G grammarians, may have much to do with the competence of language
creativity innate in human beings. As Noam Chomsky observes:

The most striking aspect of linguistic- competence is what we may call the
“creativity of language,” that is, the speaker’s ability to produce new sentences,
sentences that are immediately understood by other speakers although they
bear no physical resemblance to ser.tences which are “familiar.”®

In other words, the child does not have to learn all the sentences in order
to be able to speak the language. In fact he has only a limited number of learning
experiences; the utterances he has learned or memorized are far from sufficient
for him to express himself. What he has been actually doing is to try to acquire,
from his limited learning experience, a finite inventory of basic elements of
language — sounds, words, or phrases — and certain rules of. combining these
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elements into “grammatical” sentences. Viewed from this point, the development
of language competence depends not.so much upon memorizing and repeating
the utterances he has heard, as upon an innate capacity of language creativity.

This theory of T-G grammar about the creativity of language happens to
support the emphasis on creativity in literature. “By popular definition,” as
G. N. Leech observes, “literature. is the creative use of language.”” As a matter
of fact, the child who tries to learn a language and the writer who tries to create_
literary works are in quite similar situations. The child has a number of learning
experiences which enable him to produce new utterances when he faces new
events. In the same manner, the writer has to create new expressions, on the
basis of his literary tradition, for new experiences or new responses to common
experiences which his predecessors have never had before. The greatness of a
writer of literature lies exactly in this demonstration of creativity.®

Judged from this angle, Li Ho’s weird and odd style may be the hallmark
of his power of creativity. It seems that he did not want to follow in the
footsteps of others, and aimed to create a unique artistic world which no one
had attempted before. Li Ho’s uniqueness is recorded in his official biography
in the Chiu T'ang shu BEE :

His [Li Ho’s] verse delights in the extraordinary. Everything he wrote was
startlingly outstanding, breaking with accepted literary tradition. None of his
contemporaries could follow him in this.

(K ) BEAHE - FIAERA
R B » B RFREERE ©

Li Ho’s break with accepted literary tradition might have much to do with
his frustration in seeking high office: in the traditional bureaucracy.!® It is a
calculated experiment with language for the purpose of expressing his sharp and
unique response to his frustration in life. As language is the chief and the most
effective means by which human feelings and thoughts are conveyed, the poet
must rely heavily on language if he is to convey his feelings and thoughts at all.
But old and conventional expressions become stale by repetitive use, and lose
most of their expressiveness. Therefore a poet must constantly weigh the
potentiality, intensity, and flexibility of the language he uses in order to select
the words, syntax and organization most app-opriate for the conveyance of his
unique feelings and thoughis. This is exactly what Li Ho did:
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_ Every day at dawn he would leave the house riding a colt, followed by a servant-
lad with an aptique tapestry bag on his back. When inspiration struck him,
he would write the verses down and drop them in the bag. He never wrote poems
on a given topic, forcing his verses to conform to the theme, as others do. At
nightfall he would go home and work these verses into a finished poem. If he
was not blind drunk or in mourning, every day was spent like this. Once he
had written a poem he did not greatly care what became of it. His mother used
to have her maid rummage through the bag and when she saw that he had
written so much-she would exclaim angrily: “This boy of mine won’t be content
until he has vomited out his heart.”"!

GEEH BEE 0RI M BTG SRR o RIA%K
UHEREET N AEARRE o RER - RRZ o AR « B3A
AAE o BIREE o BENEES > AT ES > OKE | [REEE
HOTEE - |

The result of this conscious and painstaking effort is a corpus of poetry which
strikes one as weird and odd. _

But the most important question is whether or not Li Ho’s weird and odd
style is adequate enough to express his unique response to what happened around
him. The answer is positive. For example, Li Ho suffered from serious illness
which eventually culminated in his untimely death at the age of twenty-seven. 12
Owing to his poor health, he revealed a marked obsession with the passage of time.
He seemed to have been always aware of “Time’s winged chariot hurrying near.”
In Chinese poefry the concern about time usually leads to a carpe diem theme
which urges a hedonic enjoyment of life, or a yearning for the Taoist immortality
which ‘demands a complete oblivion of human society. Li Ho’s obsession
with time is uniquely keen, and his way to express it is accordingly unique:

They bid us farewell at the ferry, singing “Water flows,”
Wind chills the drunkard’s spines, South Mountain dies.

o R BB TR A -
R EELTE

How many times have Ethereal Immortals been buried in Heaven?
The drip of the water-clock, day after day, goes on without pause.
R E il

AR SRR o (p. 166)



Li Ho’s Poetry Through Transformational-Generative Grammar

The phrass “ FSHIFE ” (South Mountain dead) and “ #F Al > (Immortals
buried) are definitely new combinations of linguistic features. il ** and
« I > as symbols of immortality in the tradition of Chinese poetry, cannot
be ‘““dead” or ‘“buried.” They are, thus, incompatible with the conventional ideas '
of death and burial. But the incompatibility as revealed in Li Ho’s two ‘reshly-
coined phrases -conveys a profound sense of the inevitability of time passihg,
unsurpassed by any conventional expressions usually found in Chinese poetry.

Li Ho has been frequently compared with John Keats.? This comparison
is not made without reasons. For one thing, both of them are young poets
who indulge themselves more in sensuous expressions than in metaphysical
contemplations. Li Ho’s sensuousness can be adequately seen in the poem below:

I hack away at their green lustre, to inscribe my Songs of Ch’u.

Over perfumed oils and spring powder, the black ink flows luxuriantly.
Passionless, yet full of bitterness — who will ever gaze upon them?
Weighed down with dew, mourning in mist, a million branches.'s

R H ER ER
R &R BRERE
FEHRMAR »
B BEn TER (0 89).

Here Li Ho-related his feeling when he was writing the Songs of Ch’u on the
‘stems of bamboo. To appreciate the poem, all our five senses are called for:
the phrases “ ¥t ” (green lustre) and “ B (luxariantly black) appeal-
to our eyes; the words ** B> (oily) and “ & > (perfumed) cater to our taste and
smell; the expressions “ F&HE > (weighed down with dew) and ¢ & > (mourning
in mist) are tactile and auditory appeals. The whole poem seems to be a sensory
embodiment which forces itself to our perceptive organs. The sorrow implied
in the third line is greatly intensified by these sensuous appeals. We not only know
the sorrow of the poet, but also feel it. This rich sensousness is seldom, if ever, ‘
found in traditional Chinese poetry.

The phrases “ Y ” and “ FRE#E  lead us to another instance in which
Li Ho’s creativity is demonstrated: his use of color images. Almost all critics
of Li Ho have noted his special fondness for colors, especially the color of white.!6
But none of them has pointed out that the way Li Ho uses color images is unpre-
cedented and thus unique. The following two observations may serve as evidence
to make clear Li Ho’s creativity in this respect.
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First, in T’ang poetry, color images usually appear in parallel couplets; for
example:

The blue mountain stretches on the northern border of the city,
The green river winds around, the eastern area of the city.

T ILBIESD »
MBI o

As the sun sets, the river and the lake become white,
When the tide comes, the heaven and the earth are blue,

B%&IL#A '
IR K i o

With Li Ho, the situation is different: color images may show up at any
positions of the poem. We have seen “ %), and « B ~ appear in
different positions in the poem quoted above. Let us see some more examples:

Flying fragrance and running reds fill the sky with spring,
Colorful dragons coil and writhe up to the purple clouds,

RE ERLWRTE »
Tevedf LRE - (p.136)

Mountains stretch towering in the distance,
Crumbling greens sadly fall to the ground. -

Rocks dissolve, forming winding caves,
At the scented tracks the old reds sway drunkly.

IR R o FARREE ©

WA » F5ESZATBE « (p. 129)
Color images are found in the above three couplets, of which none is parallel in
structure. Examples like these indeed run throughout Li Ho’s poems. This wide
and free employment of colors may be due to the fact that the frequency of
colors appearing in Li Ho’s poems is much higher than in the works of other
T’ang poets.’®  As a result, color images cannot be all properly accommodated
in parallel couplets; they must be shared by other lines of the poem. Whatever
the reason may be, this wide and free employment of colors reflects Li Ho’s
boldness to break away with convertional rules.

Second, the colors used in T’ang poetry usually serve to specify or intensify
certain qualities pertaining to the objects which the colors modify.!® Take, for

—6—



Li Ho’s Poetry Through Transformational-Generative Grammar

example, the images “ #1l » (blue mountains) and * #kZK » (green rivers)
quoted above. The colors of “ ¥ (blue) and “#k ”* (green) are qualities usually
associated with mountains and rivers. The colors have not, in effect, added
anything new to the objects they modify. They only pinpoint the visual appeals
innate in the objects. Li Ho, however, does not always adhere to this convention.
More often than not, the colors he uses are not qualities usually associated with
the objects they modify. In the line © 7fEEEM M L5EE ” we have dragons
which are “colorful”’ and clouds which are “purple.” We do not know the exact
color of the dragon, but in common usage dragons can be golden, blue, yellow,
or black, but never “colorful” ({£). And clouds in Chinese poetry are seldom
specified as purple. This unconventional use of colors is responsible to a great
extent for the exotic and strange atmosphere which pervades Li Ho’s poetry.

Li Ho sometimes carries his experiment with colors one step further. Instead
of pinpointing the visual appeal of an object, he makés the visual appeal stand
for the object, and then attributes to it an unusual quality. We have in the lines
quoted above several images of this kind: * FEAL ” (running reds),  BH#k
(crumbling greens), and *“ AL ” (old reds). The colors of red and green here
are visual appeals representing respectively flowers and leaves. The modifying
words “3E” (running), “ &’ (crumbling), and «“2> (old) are definitely not
qualities pertaining to the colors. But strangely enough, by yoking two
incompatible qualities such as “ &> and “#fL”, “#R” and “#> together,
Li Ho is able to convert something inanimate into something animate, and to
charge the objective world with subjective lyricism. This remarkable practice
of metaphorical extension demonostrates fully Li Ho’s creative power.

The creativity of literature depends upon the bringing about of a new
combination of linguistic elements for the purpose of adequate and forceful
presentation of unique ideas and feelings. Just as a child has to create new
sentences to convey his response to new experiences, a poet must also find new
expressions for his observations of the world outside or inside himself. Sentences
learned through experiences are not enough for a child to cope with all the
situations he has to face; likewise conventional expressions are not adequate
for a poet to deal with all the things he eccounters. It is piecisely in this sense
that Li Ho’s weird and odd style is justifiable: he tries to create new utterances
for his unique feelings and thoughts. His daring and impressive experiment with
language brings out his creative power in full light. Creativity is highly
emphasized in literature, and the theory of . the innate capacity of language
creativity advocated by T-G grammarians happens to back up this emphasis.
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II

According to T-G grammar, every sentence has two levels of structure: the
deep structure and the surface structure. The former Jpreserves the basic meaning
of the sentence; and the latter represents its actual form. Two utterances that
are similar in surface structure may have entirely different deep structures.
Take, for example, the floowing two sentenes:

John is easy to please.
John is eager to please.?

In form, these two sentences are similar. But whoever understands English
‘knows that they are actually different. The difference lies of course in the lexical
meanings of the two adjectives ‘‘easy” and ‘‘eager”; yet more basically, it is also -
in the different deep structures. In the former, John is the receiver of the action
or the logical object of the verb “please”: some unspecified persons please John,
~and to do so is easy. In the latter, John is the actor or the logical subject of the
verb “please’”: . John pleases some unspecified persons and is eager to do so.
But in surface structure, John is the grammatical subject for both sentences.

Sometimes even a single utterance may possess two or more deep
structures. Note the title of a famous short story by Wang Cheng-ho T#iF1 :
O EME—4E > This surface structure in effect represents. two different deep
structures: one is ‘“The dowry is only an oxcart,” and the other “The dowry
loads a full oxcart.” In this case, what we actually see is an ambiguous remark.

In speaking of ambiguity we must go to William Empson, who made the
word highly cherished in modern poetic criticism. He says in his book Seven
Types of Ambiguity:

I propose to use the word [ambiguity] in an extended sense, and shall think
relevant. to my subject any verbal nuance, however slight, which gives room
for alternative reactions to the same piece of language.?!

The phrase ‘“‘alternative. reactions to the same piece of language’ can be
interpreted, in T-G grammarians’ terms, as different deep structures for the same
surface structure of an utterance. Owing to the syntactic flexibility, Empsonian
ambiguity can be amply found in Chinese poetry, particularly in Li Ho’s poetry.
But traditional Chinese critics often ignored deliberately this phenomenon,
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insisting on one ‘“‘correct” reaction to an ambiguous poetic line.?> Now that our
perspective of poetry has changed, we can look at poetic' ambiguity in a different
light. Ambiguity is often responsible for the subtle, complicated, and intense
implications which a poet wants to convey to the reader. To limit an ambiguous
remark to only one interpretation is an act of simplification and an ignorance
of the artistic aspect of poetry. Ambiguity is one of the most salient features
of Li Ho’s poetry. It is mainly due to his ambiguity that so many different and
even contradictory interpretations arise; it is also his ambiguity that makes J. D.
Frodsham, who translates his whole poems into English, feel that his poems
“defy translation.””?®> In Empson’s extended use of the word, ambiguity has
seven types; yet 1 have to limit my discussion to the level of syntactic ambiguity
because it is on this level that T-G grammar really has a say.
Let us take a look at another poem typical of Li Ho’s style:

Mournfully chanting, I study the sighs of Chu.

My sick bones ache in lonely poverty. .

From gazing at autumns, my hair has turned white.
Leaves on the trees moan in the wind-blown rain.
The lamp burns blue, its orchid-oil run dry,

Round its falling sparks the flying moths are dancing.
On ancient walls the dust grows thicker still,

The vagrant spirit mutters through its dreams.

MRARERENS » R EBKIR ;
KEEELE » REWAT
BEHWEK » ERRIRE ;
R » BB PIE (0.77)
the English rendition of the poem is from Frodsham (p. 80). Stripped of
all ambiguous tincture, it can be only regarded as Frodsham’s own interpretation
of the original poem. What Li Ho has expressed is much more than what Frodsham
has translated. In the poem Li Ho describes his frustration at the time when he
was sick, poor, and living away from home. Nuances of implication that relate
outer phenomena to inner sentiments are rendered possible by the syntactic:
flexibility. The second line, for example, is a typical ambiguous expression.
The phrase * W{3 > may refer to, as Frodsham’s translation indicates, “lonely
poverty,” or to Li Ho’s frustrated and melancholy feeling. Syntactic ambiguity
results from the position of the verb “ %> (hurt) in the surface structure of the
line. Embedded between two nouns, “ # ” may serve as an intransitive verb, and
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the line shows a meaning equivalent to that rendered by Frodsham. It can also be
taken as a causative verb; in this case the deep structure of the line will be “Sick
bones make my melancholy feeling hurt.”” A third possible interpretation is that
‘the line is an inverted construction; what it really means is “Melancholy feeling
hurts my sick bones.”?* Similarly, the fourth line represents at least three possible
deep structures:

1. Leaves on the trees moan in the wind-blown rain.

A ZERE 1 R Z P

2. Leaves on the trees make the wind-blown rain moan.
AN HE B R RE
3. The wind-blown rain makes the leaves on the trees moan.

BR A ZEm

How do we detect these deep structures from a single surface structure? The
answer is that the language used in traditional Chinese poetry is terse and flexible:
certain words can be deleted, and the word-order can be changed. The deleted
words that are related to syntactic formation may have something to do with
time and place (e.g. ; ) or with causativity ( ).
In interpreting a line of poetry, we nrust take account of these possible deletions,
and try to restore the deleted words. Note that in the deep structures above
we have restored several words which are delected in the surface structure
¢ .7 In this sense, a surface structure is developed from a
deep structure after the latter goes through certain simple or complicated
‘transformations. Take the above three deep structurés for example:

. Deletion transformation

.ﬂtﬁllﬁ?ﬁﬁ\ﬁl.ﬁﬁzﬂlj(delete the place indicators;) R IERE L o

) Deletion transformation ‘delete

T u?ﬁthe cal.lsative auxi]iary. @j{ﬁﬂl_ﬁ%
Inversion transformation » RERFEAWN ©

3 5 AR ZEG Deletion transformat%gxl AR AR

Inversion transformation

— NZERT B o

By specifying the transformations that convert the deep structures into surface
structures, the T-G grammarian is able to account for the syntactic ambiquity

— 10—



Li Ho’s Poetry Through Trarsformational-Generative Grammar -

of a poetic line. Similar ambiguous constructions fill the pages of Li Ho’s poetry:

EREWBPKE (p. 46).
mEKzE (0 5.
BEHFER (. 70)
R E  (p. 135)

All the lines above, as Frodsham says, “defy translation,” because the ambiguous
overtones cannot be aptly represented in translations. The positions of the verbs
underlined make the lines possible for ambiguous interpretations. And furthermore,
these verbs — “¥BL> (wail), “%& ” (depress), ¢ "7 (break), « #” (change), plus
the two in the quoted .poem, “ 8> (hurt) and “®F* (moan) — all are Li Ho’s
favorite words. They reveal unmistakably a sick and frustrated young man’s
pessimistic view of life. Their appearances in the lines are supposed to specify
the actions of the objects put before or after them. ‘But they are so charged with
the poet’s subjective feeling that we cannot be sure whether the lines are objective
representations of the outside world or subjective presentations of the poet’s
inner world. This ambiguous effect owes a great deal to the syntactic ambiguity
of the lines.
Syntactic ambiquity can be also seen in the line below:

R &8s B
(Flag wet gold bell heavy) (p. 107)

The line consists of two clauses: * ffig > (the flag is wet), and “ £HE ”
(the gold bell is heavy). Since the relationship of the clauses has not been
specified, the meaning of the line becomeés vague. The line is thus capable of
ambiguous interpretation: c¢he surface structure of the line represents at least
three deep structures:

BiRESHE
The flag is wet and the gold bell is heavy.

BRZKF » &8 E
When the flag is wet, the gold bell is heavy.

RSHR » FTUEHRE

Because the flag is wet so the gold bell becomes heavy,

Since allrr the three  interpretations are possible, ambiguity results. Let us see
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some similar examples:

(Jade cold red silk heavy)
' OB B B &
(Night distant lamp flame short)

E 05 &
. (Stars gone sky high)

The word-for-word English equivalents show that in surface structure these threc
lines are identical to the line we have just discussed. They are, therefore,
subject to ambiguous interpretation. One thing, however, should be noted:
“  EREHE  can be taken as objective descriptions of some phenomena in the
outside world, but the three lines quoted above are strongly tinged with
the poet’s subjective feelings towards the outside world. Accordingly, in accounting
for the ambiguity of the lines, we should also take care of the overtones of the
subjective feelings. v

The line « KER&S&HE ,” in fact, has a possible fourth interpretation. That
" is, if we treat the word “{&” not as an adjective but as a verb, the line will be
differently interpreted. Now the line contains two Kkernel sentences: the first
“ HR&SHE  and the second ¢ € E In this construction the two
component sentences demonstrate marked causal relationship. The act of
“ ERSH 7 leads to the state of “ 4458 .” The line thus may be read as
“The flag wets the gold bell and makes the gold beli heavy.” In this case, the
‘word “E  serves as an object complement. Now consider the following three
lines:

1. BEHEZEE  (p.97).
2. KEGEHAL  (p. 109).
3. WOE RRRERZE  (p. 83).

In the surface structure the three lines are similar to the construction described
above, and there is no doubt that “ #£” (hang), *“ 3 (spread) and “ B&” (light)
are verbs. But a closer scrutiny of the lines shows that the complement at the
end of each line may be, in the deep structure, related to the object as well as
to the subject, or even to something else. The word * % ” (beautiful) in the first
line, for example, can be a modifier to ““ &% » (moon) or to “Z2” (sky); the
word “#L” (red) in the second may serve to modify “ K% » (goosefoots) or
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“ #1> (earth). The third line is even more troublesome: The word “ 22~ (empty)
may refer to “#)” (gauze) or to « ¥ ” (candle). But these references do not
seem semantically plausible. Possibly it refers to the emptiness and loneliness
of a place where the high-hanging candles shine through the gauze curtain. In
other words, each of the above three lines represents two or more deep structyres,
and is therefore capable of ambiguous interpretations. .

It must be pointed out that in the employment of syntactic ambiguity
Li Ho is not unique; other T’ang poets reveal the same predilection.?® But
Li Ho resorts to ambiguous expressions so persistently that we are left with
the impression that he relies heavily on ambiguity to present his response to life.
With its theory of different levels of syntactic structure, T-G grammar is able to
contribute. as we have shown, to the analysis of Li Ho’s ambiguous utterances.

I

Every linguistic theory, in the final analysis, must bring forth and dwell upon
the idea of gfammaticalness. T-G grammar is no exception. Chomsky himself
has offered the following sentences for the purpose of expounding the notion
of grammaticalness:

Colorless green ideas sleep furiously.

Golf plays John.,

The boy may frighten sincerity.

Misery loves Company. )

They perform their leisure with diligence.?

SO o e

For Chomsky, these sentences, though grammatical in syntactic structures, seem
unacceptable in ordinary discourse. They are only deviant sentences for they
“preak selectional rules.”?’

The so-called selectional rules, according to Chomsky, are the rules that
restrict the environments in which linguistic components can appear.?® In the
ordinary use of language, the semantic ties that bind together the subject noun
and the main verb, the adjective modifier and the modified noun are very strong.
For instance, in Chomsky’s sentences 1, 2, and 4, the verbs — “sleep,” “play,”
and “love” — all demand animate nouns in their subject positions; in sentences
3 and 5, the verbs — “frighten” and “perform’ — require respectively animate
and concrete nouns in their object positions; and in sentence 1, the abstract
noun ‘““ideas’” may not take color adjectives. Since the sentences above have not
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observed these selectional rules, they will be taken as deviant sentences.

Deviant sentences, though unacceptable in ordinary discourse, tend to
occur very often in poetry. For instance, Chomsky’s sentence “Colorless ideas
sleep furiously” is not far away from the type of expressions we often encounter
in poetic language, such as William Blake’s “Prudence is a rich ugly old maid
courted by Incapacity.”?® The so-called “‘poetic license” refers exactly to the
poet’s liberty with language rules. For some special effect or purpose, the poet
distorts the rules or simply ignores them, and writes completely in his own way.

How shall we, then, deal with the deviant expressions that frequently
appear in poetry? For the T-G grammarian, the way is simple: to interpret
them in comparison with some well-formed or grammatical constructions,3®
In the caurse of comparison, not only can we understand what is actually said
in the deviant expressions, but we also gain some extra dimension of meaning
which we can never get in the well-formed expressions. A famous deviant phrase
frequently cited by T-G grammarians is Dylan Thomas’® “a grief ago.”¥! If we
set up the frame “a...ago,” we can easily fill the empty space with temporal
nouns like “while,” “year,” “week,” “minute,” etc., but the noun “grief” is
certainly not available for selection in this position. Thomas has thus created
a deviant expression. However, by comparing it with well-formed expressions
like ‘“‘a minute ago,” “a week ago” and “‘a year ago,” we sense that “grief”” in the
deviant expression “a grief ago” has acquired a new dimension of meaning,
It seems that time is measured not only by minutes, weeks, and years, but by
the intensity of “‘grief” also.

Li Ho is probably the Chinese poet who breaks selectional rules most
frequently. Deviant expressions abound in his poems and contribute a great
deal to his weird and odd poetic style. In describing bad weather, for instance,
Li Ho says, “Brandished swords will not cut through the foggy sky” ( #EJJARA
BEK ) (p. 148). This is a metaphorical extension, or to use T-G grammarian’s
phrase, a deviant expression. The action of the sword — cut through ( A) — ‘
demands something solid as its object. The void sky is deﬁnitely not qualified.
But how sharply and adequately the density or thickness of the bfog is conveyed
by this metaphorical or deviant expression!

Li Ho is really a master of metaphorical or deviant expressions. This can
be testified by some of his famous lines which lovers of poetry and literary critics
have often quoted:
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The stream of clouds between silver shores imitates the sound of water.

SRIBMEBRKE (p.53).

The sound of a flute blows the sun color.

WEKA® (p. 108).
Lamp-flowers smile at night, congealing dark and light.

AL TER 5 e B3 (p- 52)-

Many more lines can be added to the list. Since they have been repeatedly
discussed by critics,?? we will concentrate our attention instead on Li Ho’s unique
treatment of reduplicative phrases (tieh-tzu B ).

We have seen a couple of his reduplicative phrases — *“ @l ~ and « S8 ~ —
in the lines previously quoted. Li Ho indeed makes such an extensive and even
unrestrained use of reduplicative phrases that a Ch’ing critic, Ch’iu Hsiang-sheng
E&HF , raises a protest: “Li Ho was not good at using reduplicative phrases;
... not only is his performance unable to compare with that shown in Shih ching,
but also far inferior to that of Tu Fu” ( FEAFBET JEHENRERL

(B ) ATEEBHLER )33 From the viewpoint of Chinese poetic
tradition, Ch’iu may be right. But modern readers will be fascinated by the following
uses of reduplicative phrases:

BB R R RDZR (p. 44).
BEIERREAEE (p. 5).
il RKEEE (p. 51).

To translate the above lines into English is to lose the subtlety which the
reduplicative phrases carry. Therefore we will not translate them; the meaning
of the lines, nevertheless, will be made clear in our discussion. We quote the lines
deliberately in the sequence of increasing deviancy. The first reduplicative phrase
“ BB ” is an onomatopoeia, mimicking the sound of a mother-ghost ( &)
wailing in the autumn wilds. But “ BB >° is usually associated with wild geese.
It seems that in Li Ho’s fantasy ghosts moan like wild geese which soar high in
the sky; when we are attracted by their wailing sounds and try to trace them,
they fly away and disappear. The unearthly and esoteric nature of the ghost is
thus vividly evoked by this reduplicative phrase.

The second example involves two reduplicative phrases. The first one
causes no troubles, but the second, a few. What on earth is the meaning of
« M BB 9 Compared with conventional expressions such as “ B > or
« BMERE » the phrase “ BB » must refer to certain condition of the wind.
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Tseng Yi ®# proposes that “ #E > desctibes the roughness of the blowmg
wind.?®  This annotation, though possible and appropriate, has not taken care
of the subtlety of the line. «“ 2 ” as a noun, means grass. Its appearance together
with drops of dew ( B§1E ) in the same line conjures up naturally a mental picture
of the grass attached with drops of dew. The line, therefore, describes the hard
blowing wind which makes the drops of dew flying from the grass. In Tseng’s
annotation, two natural objects are involved: the drops of dew that are flying
around, and the wind which is blowing hard. A possible reference to grass, which
grows out of the reduplicative phrase, is added in our interpretation. Inother words,
the deviant expression “ BF ¥ > describes not only the roughness of the wind,
but also the passage of the rough wind over grass. By using the reduplicative
phrase BE > a5 a modifier of the word *“ B>, Li Ho is able to make the
phrase specify certain state of the wind, and at the same time retain the original
meaning of the word * & .”

The third example, «“ FMKAEFEE ,” contains rich sensory appeals.
Four of our sense organs are needed in order to appreciate the line. “ E@REX »
- are visual and tactile images; “ & appeals to our smell; and « B¥ » an
onomatopoeia for the sound of drums, is an auditory appeal. Li Ho’s deviant
treatment of the reduplicative phrase .is obvious. Fragrance (%), as a smell,
cannot produce sounds as a drum does. It demands modifiers usually associated
with smell; « &% > is certainly not one among them. Thus “ BHEE »
constitutes a deviant expression. Here Li Ho breaks a certain selectional rule
by yoking two incompatible linguistic elements together. But this expression
can be easily understood as an analogy to a well-formed expression, such as

"B In the deviant expression, “ &  still preserves the meaning which
we understand in ordinary language; but meanwhile, being modified by « 3%
it extends itself to a new semantic area which it never dares to transgress in
ordinary speech. Fragrance is now understood not only as a pleasant smell,
but also as a provoking sound that forcefully draws our attention.

Li Ho’s deviant treatment of reduplicative phrases is evident in his poem.
Let us have some more examples:

KB AR B RE AR (. SO).

ﬁﬂﬁﬂﬂﬁﬂﬁﬁﬂmﬂm (p. 149).
WEEEE (p. 105).
& B 2 WY (p. 104).
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All the underlined reduplicative phrases break, more or less, certain selectional
rules. To understand them, as T-G grammarians tell us, involves a comparison
of them with similar but well-formed expressions. And the comparison is
worthwhile; the deviant utterances reveal new dimensions of meaning which the
simuar but well-formed expressions cannot have. We feel that something voiceless
and static is converted into something voiced and dynamic, and what is simple
and plain becomes what is complicated and subtle.

When a poet frequently breaks, as Li Ho does, selectional rules, it is
reasonable to assume that such rule-breakings are done with deliberation and
not out of carelessness. The poet chooses deviant expressions for certain well
calculated effects. The function of a normal expression, as T-G grammarians
see it, is simply to allow the reader to recover the meaning preserved in the deep
structure. The surface deviancy in a line of poetry, however, may serve a double
function. It allows the reader to recover the meaning preserved in the deep
structure, and at the same time affords him, through the act of analogy or
comparison, something unexpected. What T-G grammarians want to do is to
describe the deviancy and to point out its effect.

To read Li Ho’s poetry is an enjoyment as well as a challenge: an enjoyment
because it opens for us a new world of poetic grandeur; a challenge in that we
constanly face the problem of how to explore this new world. The ways of
exploration, of cou'rse, are many; but T-G grammar, with its insights into language,
may prove especially effective in revealing a comner of the new world — Li Ho’s
poetic style which has fascinated and puzzled so many readers. In the foregoing
study, we have tried to show how Li Ho’s creativity, ambiguity, and deviancy,
manifested in his style, can be accounted for in terms of T-G grammar. This
endeavor, we hope, will facilitate further explorations into the poetic world
created by Li Hc;.

Notes
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