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1. Introduction
The nature of arbitrariness and iconicity has been a heated topic for debate among the
Chinese linguists and semioticians in the past 20 years. Due to the fact that modern Chinese
linguistic scholarship has been strongly influenced by Saussure’s Course in General
Linguistics, the dominant view in China was once marked by arbitrariness. Yet, with the
development of cognitive linguistics, today the scale has tilted toward iconicity. Since most of
the papers in favour of arbitrariness have focused on Saussure’s view of sign as the dualistic

relation between “signifier” and “signified”, that is, “sound-image” and “concept”, and almost
remained the same in content in their argument, the present paper will mainly deal with
iconicity studies in the Chinese language in China as more and more articles have been
emerging in this field and helped deepen our understanding of the ontology and phylogeny of
the Chinese language.

Seeing that both sides have acknowledged the role of iconicity at the syntactic level
and the textual level, this paper, to save space and time, will not deal with sequence iconicity,
distance iconicity, quantity iconicity, space iconicity, temporal iconicity, markedness iconicity.
etc., and will confine itself to the image iconicity, that is, sound iconicity and graph iconicity. In
doing so, | will start with a brief review of concepts and views held by the Chinese
philosophers and etymologists, past and present.

2. A historical-theoretical review
Opposite to the principle of arbitrariness that has constituted the mainstream with
regard to the relation between sound pattern and concept in the 20" century both in and
outside China, the principle of iconicity was, on on the contrary, more highly valued and
studied in the history of Chinese philosophy and linguistic scholarship (Xu Guozhang, 1988).
1. The Pre-Qin period

Iconicity has always been the chief mode for the Chinese people in
sign formation. The above photo is a piece of stone inscription dated back to the New Stone
Age (5800B.C. to 4700B.C. ). It is about the “God of Sun”, with the figure in the middle
(imitation of human beings), 23 lines around a circle over the head (representing the sun and
sunlight), and many spots around his waist and legs (like the planets around the sun).

The “image-based analogy” of sign was found in The Book of Changes, which was said
to be completed in Zhou dynasty (1066B.C. — 256B.C.). The Book of Changes mainly
discussed the meaning of “Ba Gua’(the eight diagrams), consisting of an arrangement of
single and divided lines in eight groups of three lines each as specified. Besides this, it gave

us examples of interpreting a character by its synonym, such as, “¥2”  (qian)' means “f&”

1 The italicized romanized letters represent the Chinese Pinyin.
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(jian, healthy), “¥#”  (kdn) means “Jlii” (shan, act in submission to) (Note: also compare
the similarities in the VC structures for each pair. Admittedly, there is a sense of speculation in
this book, yet it is quoted and valued for its contribution to the study of signs and the relevant
term “analogy and inference.” (Zhang Xiaoguang, 2003; Zhang Xue, 2007). The Book of
Changes also writes: “Baoxi was the king of the country. He looked above observing the
astronomy of the heaven and bent his body observing the law of the earth; he observed the
features of birds and animals in harmony with the earth. He started from those objects which
were near his body and extended further to those in the distance ... so as to describe the
states of myriads of objects.” In this sense, his words sound like the views of embodiment and
experientialism as discussed by Lakoff and his colleagues.

Next to this classic, we come to Gongsun Long (?320B.C.-7250.C.)'s well-known
thesis: “the white horse is not horse”. This ancient philosopher argued that we should make a
difference between the generic name “horse” and the specific name “the white horse”, that is
to say, naming is not decoded arbitrarily. Accountability is based on different perspectives.

The “sound with meaning” phenomena were also reported at this period. When asked

by a king about the meaning of “B{” “ (zhéng, governing)’, Confucius explained that it
means “IF. “ (zhéng, upright) . From this, we can see that the two words “E{” and “IF “

share the same sound zhéng, share the same form of “IE “, and consequently are close to
each other in meaning.
2.2 The Han period

Although the concept of Liu Sha, Six Scripts first appeared in the book Zhou Li (The
Zhou Ritual) in the pre-Qin period, it was first annotated by Zhen Xuan of East Han period. It
was a book about the creation of Chinese characters. The six scripts are as follows (Baidu

Baike, 2009; Liang Dongmei, 1998).

% (xiangxing, pictographic character) :e.g. “lli” (shan, mountain), “H”
(ri, sun), “H” (yué, moon).
AL =

2 & (hulyi, associative compound character): e.g. the character “/”  (xin, belief)
suggests the speech (5 ) ofman (A) ; “#” (lin, forest) suggests the repeated
occurrences of “K”  (mu, tree/wood) and “K” meaning more than one tree.

7 (zhudnzha, mutually explanatory character): e.g.“#”  (/do, old age) and ”%”  (k&o,
long life, aged) have similar meaning as shown by the similarity in their pronunciation and
writing.

4= (chashi, self-explanatory): e.g.“ " (shang, on) ; “ " (xia, under). Their
meanings are expressed by the position of “A”  (rén, person) in relation to the line.

& fE (jigjie, phonetic loan character): e.g.“>k”  (qiu, for);>k” (qiu, entreat) . The second
meaning “entreat” is borrowed from the first one.

bb ==

HEEE (xiéshéng/xingshéng, pictophonetic): e.g.*7L” (jidng, river), “JA”  (hé, river),
each character has one element expressing the (generic) meaning of “water”, another
element expressing the sound.

Since then it has been agreed that mutually explanatory characters were derived from
the carving of signs on tortoise shells and other materials, associate compound characters
helped understand the original meaning of some characters, mutually explanatory characters

revealed how ancient Chinese created synonyms, phonetic loan character showed the
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creation of one character from another character, and pictophonetic characters formed a
small part at the very beginning (20% in late jiaguwén — inscription on tortoise shells), but
became widely used in forming new words (around 80% of the Chinese characters). So far as
the written Chinese is concerned, the pictographic character forms the basis of the other 5
categories,

This tradition of Liu Sha was later extensively studied in Xu Shen’s Shué Wén Jié Zi

(Annotations of Etymology), written at East Han Period . Xu Shen used the term “JRE" (Y]
shéng, a form shared by both sound and meaning). As we know, the Chinese picto-phonetic
characters usually consist of two elements, one indicating meaning and the other sound. For

instance, the character “yL. "  (jiang, river) has 2 elements, the left element carries the

) {3

meaning of “water”, the right element carried the sound ending in “ang”. Xu Shen’s “yi shéng”

is to point out that sometimes the sound element still carries meaning. The character “fift”
(han, drink to one’s heart’s content) is a case in point, its left element suggesting “wine” and
its right element indicating both the sound and the meaning of “pleasure”. In all, the ye-sound
characters, specified and non-specified, amount to 950 characters, 10% of the total
characters reported by Xu Shen’s dictionary(Huang Yuhong, 1995). According to Duan
Yuchai's Shué Wén Jig Zi Zhu (Annotations of Words and Characters), Xu's theoretical thrust
can be summarized as “sound comes from meaning, meaning is realized in sound, and sound
leads to the form/graph. If the learners want to recognize characters, he should observe the
form so as to know its sound, and observe the sound so as to get its meaning.” This shows
form, sound, and meaning are closely connected (Ying Xuefeng, 2006a).

Shortly later than Xu Shen, Liu Xi’s book Shi Ming (The Interpretation of Names) was

known to the academic world. This is a book discussing the meaning of a character from the

perspective of sound. Liu Xi was right in explaining that the meaning of the character “i2”

(hui, a ditch) derives partly from the left element’s meaning of water, and partly from the

sound element “&"  (hui), a place where furrows meet. The book has been criticized for its

subjectivity , but still praised for its description of the pronunciation of Chinese characters
during the Han dynasty as well as the pronunciation of various dialects.

The same is true for Liu Xie's (7465 - ?75620) Weén Xin Dido Long (The Literary Mind and
Dragon Carving). Although a treatise in literary criticism, the book touched upon the view that
pictographic writing co-exists with nature and that heaven and earth are concepts formed by
human cognition of the objective world. According to Xu Guozhang (1988) , Liu’s linguistic
theory goes like this:

The objective world |

Human conceptual processing (human perception) |
Language (speech is the reflection of mind) |
Writing (writing comes from speech)

In Liu’s work, one can also find the categorization of signs into Iconic signs, echoic
signs, and emotive signs.

2.3 The Song period
During the Song Dynasty(960A.D.-1279A.D.), Wang Songmei was reported in Shen

Kuo’s book Meéngxi Bi Tan?)(Dream Pool Essays) to have developed “/& X #t”  (You Wén
Shué, On the Right Element Principle) . Before Wang, it had been widely accepted that the
left element of a character gives meaning and the right element the sound. Wang Challenged
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this view by arguing that the meaning of a Chinese character also comes from its right
element, that is to say, many Chinese characters express their categorical meaning from their
left elements (or radicals) and specific meaning as well as their pronunciation from their right

elements. For instance, a category related to “wood” has its left element as “/K”  (mu, wood),
a character related to “hill” has its left element as “1lI” (shan, hill), etc. . When it comes to
meaning on the right, this can be illustrated by “&” (jian, small), so a small quantity of water
is called “V&”  (qidn, shallow), a small piece of gold is called “¥%” (qgidn, money), the
disappearing sun, and therefore the remnant, is called “#” (cdn, incomplete), a small shell
is called “I¢”  (jian, cheap), a small piece of paper is called “Z” (jian). All these

characters get their specific meaning from the right element “&” | which ends with the
sound —an (Ying Xuefeng, 2006).

Apart from Wang, Dai Tong was also known for his “Principle of Decoding Meaning
from Sound”. Dai said, “the written language derives from the sound,” “The existence of the
sound results in the form of written language, thus meaning and sound co-exist and do not
derive from the written language.” “The written language is the icon of the sound; and the
sound is the expression of human spirit. With this spirit we have the sound...without the
language the sound is not to be realized.” (Dang Huaixing, 1992). Dai also explained the
phenomenon of a character can taking several forms. This is a matter of transference of one
sound to another when they are close to each other by different language users. Dai was also
correct in talking about phonetic loan, which is only a matter of sound borrowing and has no
relevance to its form. This especially occurs in expressing the functional words when it is
difficult to find their icons.

The Song period was also marked by Zhen Qiao’s Liu Shi Lve (Sketch of the Six
Scripts). In this book , Zhen was acknowledged for his two great achievements -
Theoretically he confirmed the importance of Six Scripts in etymological scholarship ,
including the role of pictographic characters and rules concerninng the development of
Chinese characters, features of self-explanatory characters, pictographic characters,
compound characters, and pictophonetic characters > Practically, Zhen was not confined to
Xu Shen’s framework. He worked out concrete rules, suggested new explanations and
revised some of Xu Shen’s explanatory errors (Zhang Biao, 1997)

2.4 The Qing period
The etymological research in the Qing period (1644-1911A.D.) was represented by

scholars such as Gu Yanwu , Jiang Yong , Duan Yuchai , Wang Niansun , Kong
Guangshen, Jiang Yougao, etc. Generally speaking, these scholars managed to develop
quite a few practical analytical methods, such as, exploring the meaning of loan characters
from their sounds , determining the literal meaning of characters so as to explain their
extended meanings, determining the word meaning from sentences.
Among the above scholars, Wang Niansun pointed out the meaning of two-sound
compounds is based on their sounds. Duan Yucai noticed that the sound “ f ”
(yéu, irresolute) has many 2-sound forms, such as “M#%” (yéuya) . “H5”
(youya) , “I#” (yéuyd) , all expressing the meaning of hesitancy. With regard to
4



the origin of language, Zhang Taiyan clearly mentioned that “Language by no means comes
out of void. The reason for us to call a horse as ma, an ox as nit, is not done by free will or
presumption. ...Why do we call a magpie as jué? It makes sounds like juéjué. Why do we call
a sparrow as que? Its sound is quequée. Why do we call a crow as ya? It makes sounds like
yaya. Why do we call a wild goose as yan? It makes sounds as an an. All this shows that they

are called according to the sounds they make. Here, Zhang did not agree with the view of

arbitrariness but sided with the view of iconicity °
2.5 From 1949 to the present
For this period, | would like to mention 2 points. First, the scholar who did most of the

research concerning “ & T X i@~  (yin jin yi tong, meaning can be decoded from the
closeness of sounds) is Wang Li, who put forward the term “[EJfi7” (téng yuén ci, words
with the same etymology ) for this phenomenon in the Chinese language. For instance, a
young dog is called “/”  (gdu, puppy) , a young bear or tiger is written as “ =" (géu) but

keeps the same pronunciation and a young horse is written as “59”  (colt) but sounds like .
Based on this principle, Wang Li compiled the Dictionary of Characters with the Same
Etymology(Lin Yan, 2006).

Second, quite a few scholars have started to question and challenge the principle of
arbitrariness in the past 20 years. Those arbitrariness supporters in China have often quoted

the view of Xunzi (? — 238B.C.), a pre-Qin philosopher because of his principle of “2 & /& k.

(yuéding suchéng, sanctioned by popular usage), that is, rules come only after the arbitrary
practice of the language users. However, this long-standing theoretical thrust was
reinterpreted by the late Xu Guozhang (1988) and Wang Yin (2006). Both Xu and Wang

argued that there is a misreading of Xunzi's quoted words. The first two words “#J i& "
(yuéding, sanctioning) involves the problem of “how to sanction” and the last two words “/&3A{”

(suchéng, popular usage) involves “what we mean by popular usage”. Whether sanctioning
or popular usage presuppose the role of convention, agreed upon by language users and
society, and consequently social accountability, because only those which are accountable
will be first choices for language users to reach consensus. If every one attempts to speak in
his or her own way, that is, arbitrarily, there will be no understanding and communication. In
contrast, any language user would try their best to associate the concept with the relevant
image, especially the sound image at the very beginning.

At this point, Wang Yin (2006) further noticed that there should be 3 sentences in all
with regard to the quotes from Xunzi’'s saying. The arbitrariness scholars only quoted 4
characters from the first two sentences. If we put the meaning of the three sentences
together, the textual meaning will be like this: “(1) As there is no fixed appropriateness for
naming, it has to resort to consensus, so what is sanctioned by popular usage is appropriate,
and what differs from popular usage is inappropriate. (2) Naming is by no means factual. It
becomes factual only when it is sanctioned, that is, what is sanctioned by popular usage is
factual. “(1) As there is no fixed appropriateness for naming, it has to resort to consensus, so
what is sanctioned by popular usage is appropriate, and what differs from popular usage is
inappropriate. (2) Naming is by no means factual. It becomes factual only when it is
sanctioned, that is, what is sanctioned by popular usage is factual. (3) Naming can be good. A
good naming is simple and easy to understand. ” This shows the complete underlying
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meaning of the three sentences. Some people have ignored this third sentence, which
underlies the principle of motivation or accountability On the one hand, Xunzi saw the
existence of the phenomenon of being “sanctioned by popular usage” in language; on the
other hand, he emphasized the importance of social accountability so that the language users
can communicate with each other through an appropriate name.

In addition to theoretical exploration, most papers deal with practical analysis. It is true
that it would be difficult for people, both arbitrariness supporters and iconicity supporters, to
find out what had been happening in the early days of how primitive men started to create
language or signs, we could still get some cues from analyzing the language we are using
today, especially the Chinese language. Section 3 will deal with this matter, the crux of which
is to prove the feasibility of the image iconicity

3. Image iconicity
3.1 Pictophonetic iconicity
In discussing sign as a natural connection between sound image and

concept , Saussure acknowledged the existence of onomatopoeia and exclamation in

language, but he did not delve into this matter. In contrast, quite a few Chinese researchers
have provided more and more evidences.
3.1.1 Onomatopoeic iconicity

Onomatopoeic iconicity can be found in great numbers in the Chinese language.
Apart from examples such as “/£i£” (wang wang) of a dog, “BkBK”  (mimi) of a cat, “I&”
(wéngwéng) of a bee, “M 18" (m6éumbu) of a cow, etc., one can find more Chinese
characters representing the natural sounds(Lin Yan, 2006; Dong Weiguang, 1997; Wu
Xiaohua, 2006). For instance, for sounds produced by things striking with each other, stop
consonants are often used, such as “lfi” (béng), “¥&” (déng), ‘&~ (di), “"&" (dbéng), “BE”

(da), ‘" (gd), “Bt” (guang), “MA” (pa), “"&” (péng), “WE” (tong), etc.

One can also find the compounding of onomatopoeic characters to express the

complexity of sounds, either by repetition or by the use of similar sounds, such as: “IEIE”

(baba) , “MEFE”  (bada), “"Em”  (baj), , “BEME”  (bibi), “BEME”  (caca) ,  “TEEE”
(didd), “NT"&”  (dingdéng) “NTX” (dingdang), “MiMk” (giinéng), “MiM&”  (gadéng), “%
B&”  (honglong), "WERE”  (hdhu), “PERL” (hald), FEIE (kaba) , 7 MREE”  (kacha)

"W (pipd), “FNIR”  (pdcha), “fNEE”  (phchi), “thNT (pdpd) |, “INE”  (pdtong), “PAIH”
(sasa), “HRET  (sese), ‘Vhi” (shala), “RITLT  (shuald), “BWI/RIRIT  (shudshua),
‘Wi (sist) , “PEFE”  (sousou), “EKEK™ (susu), “R¥E" (sudluo) “EHE
(s6u),, BEZE (sudsud),etc..
3.1.2 Phonaesthetic iconicity

Saussure did not say much about the phonaesthetic iconicity of language. In fact, this
category plays a very important role in the Chinese language.

So far as the vowel sound is concerned, it is well recognized in Chinese that the
degree of openness of vowels reflects the meaning of many characters. If the mouth is wide
open, such as —a, it expresses something which is wide, or large, or high, or loud, especially
when one is in high spirits, as shown in the following pairs of characters. Against this, one can
also find those sounds bearing the vowel —i and -e, express the basic meaning of smallness,
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lowness, baseness, etc., when one wants to express the opposite meaning. The sounds with
-0 and -u stand in the middle(Gu Zhengkun, 1995; Du Wenli, 1996).

Table 1
Yang (Masculine) Yin (Feminine) Yang (Masculine)  Yin (Feminine)
£ (chang, long) %i(duan, short) | K (da, large) /N (xido, small)

FF (kai, open)
I (shang, above)

Yaray

= (xiao, laugh)

¥(guan, close)
T (xia, below)
58 (ka, cry)

= (gao, high)
e (xidng, loud)
N

% (4i, low)/(dT, low)
% (qging, low)
% (qidn, shallow)

(shén, deep)

Obviously, this kind of distinction between two opposite meanings is based on
naturalness. It is psychologically natural and physiologically feasible for people to adjust the
opening of their mouths.

Then, what about those concepts which are abstract and which are difficult to describe
physically? There are good reasons for us to say that our forefathers could still apply this
principle of pictophonetic iconicity to the description of mental ideas or abstract ideas. They
used vowels with wide opening to mean those concepts which are true, good, primary, male,
strong, active, and those sounds with narrow opening to mean the opposite. See the
following example.

Table 2
Yang (Masculine) Yin (Feminine) Yang (Masculine) Yin (Feminine)
% (ai, love) 'fE (hén, hate) % (bao, praise) Iz (bidn, depreciate)
H (bai, white) (héi, black) i, (b&o, full) % (e, hungry)
tH (cd, coarse) 40 (xi, small) H ( dan, % (xi, evening)
morning)
7k (déng, east) 78 (x1, west) Bf) ( dong, & (jing, tranquil)
stirring)
% (dué, many) /> (shao, little) % (fd, husband) # (g1, wife)
N (gang hard) Z (réu, soft) W (gong, attack) 5F (shou, defend)
A (géng, public)  FA (sT, personal) = (shan, good) (8, evil)
K (lai, come) [ (hui, return) # (jin, advance) iR (tur, retreatO
¥t (jin, near) 5(yudn, distance) K (lidng, fine) % (you, vicious)
% (néan, man) % (nv, woman) 7R ( giang, 35 (ruo, weak)
strong)
15 (qido, skillful) #i(zhuo, awkward) | [F] (téng, same) 7 (yi, different)
3k (téu, head) JE (wéi, tail) ¥ (xiéng, male) i (ci, female)
B (yong, braive) 1% (qie, timid) K (you, friend) i2(di, enemy)
A (yéu, have) I (wa, nil) E (zhén, true) ffy (wéi, false)
i (zhéng, loyal) & (jian, wicked) i+ (hao, good) R (huai, bad)

It is also noticed that those sounds with —ang ending usually express the meaning of

something which is strong, wide, primary, long, fragrant, etc., such as & (ang, in high spirits),
% (ang, abundant), # (bang, excellent), & (chang, prosperous), :(chang, long), # (chéng,
constant), i (chang, wide open), 1 (chang, unimpeded), ] (chuang, start), 7 (fang,
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fragrant), i (fang, open), Wil (gang, strong), 4 (gang, the key part of something), Wi (hang,
throat), . (kuang, expansive), /i (hang, a vast expanse of water), & (huang, emperor), 7t
(guang, light), I~ (guang, broad), % (jiang, reward) , T (maéng, bright), 3% (giang, strong),
N (zhuang, healthy), 7 (yang, ) # (yang, loud), ## (tang, sugar), & (tang, the big room of
a house), etc. In opposition to this tendency, those sounds ending in —ing usually express the
meaning of smallness, narrowness, lightness, coldness, or slenderness, for instance, f=(bing,
soldier), 7K (bing, ice), ¥ (qing, lightness), £] (ding, nail), '] (ding, sting), & (jing, narrow
and long stem) , & (ling, withered), (ling, jail), ¥¥ (ling, cool), & (ming, dark), & (ming,
sunset), i€ (ming, close) , ¥ (qing. light), il (ging, bend), Ll (qging, a little while), Z (qging,
use up) , etc. (Dong Weiguang, 1997; Ying Xuefen, 2006)

There is another factor which motivates language user to express differences in
meaning, that is, the choice of tone. There are four tones in modern Chinese language, that is
Tone 1: high and level tone marked by the sign “~”, Tone 2: rising tone, marked by the sign “’
”, Tone 3: faling-rising tone, marked by the sign “ ", and Tone 4: falling tone, marked by the

sign “*”. Compare the tones used in each pair in connection with difference in meaning of the
two characters concerned.

Table 3
L (fang, let go) ii'g # (Jigo, teach) 2 (xué, learn)
(shéu, restrain)
% (kuan, broad) %  ( zhai . # (ré, hot) % (léng, cold)
narrow)
A (ru, come into) H (cha, goout) 4 ( shéng, be ¥t (s, die)
born)
Jii (shr, teacher) #E (tu, apprentice) L (shan, hill) % (gu, valley)
] (wen, ask) % (da, answer) & (xidn, expose) B2 (yin, hide)
i (ying, stiff) X (rtan, soft) H (zhén, true) fl (wéi, false)

iE ( fan
(zhéng, obverse  reverse)

The above examples have shown that, those characters with the positive meaning are
usually expressed by tone 1 and tone 4, whereas those with negative or relatively secondary
meaning are expressed by tone 2 and tone 3.

Now, let's come to the choice of consonants which will also reveal what sort of
meaning is to be expressed by some of the characters. As reported by Done Weiguang

(1997), Lin Yan (2006), Ying Xuefeng (2006), we came to know the role of consonants in
expressing some specific meaning:

--When appearing in the initial position, the consonant “x” is sometimes related to
speaking loud in a laughing manner, such as "= (x7, giggling), = (xi. delighted), % (xi, play),

Viray

5 (xigo, smile), i (xin, happy), % (xud, laugh), ' (xuan, speak loudly).
--Some characters beginning with the consonant “h” sometimes represent the meaning of

loud cry, such as, #& (ha, the sound of laughing), %/ (hai, calling somebody), "& (h&n, loud

call), Bf (han, snoring), Wi (hang, heartily), 5 (hao, yell), & (hao, cry aloud), "& (hé, shout

loudly), "] (hé, the sound of laughing), " (hé, expressing surprise), & (hé&i, showing
8
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exclamation), "% (héng, groan), it (héng, roar), % (hdng, imitating the great bang of thunder
or shelling) , ™, (héu, howl) , ™ (hd, cry out), M¢ (hug, imitating the sound of
flowing water; clamour) , i (hua, talkk) , X (huan, loud cheer) , Wt

(huan, callout) , ¥ (hui, crack jokes) .

--Some characters beginning with the consonant “w” have negative meaning or non-
existence, such as , J© (wd, nothing), 77 (wd, do not), % (wd, not), 58 (wan, finish), -
(wéng, die), = (wang, forget), @ (wiing, no), 1 (wdéng, feel frustrated), f (wéi, false), &
(wéli, not).

--Some characters beginning with the consonant “m” suggest obscurity, such as, & (mai,
haze), E (mang, blind), 7t (mang, in the dark), B (mao, dizzy), Bk (méi, have hazy notions
about), ¥ (méng, hazy), & (meng, fancy), ¥& (méng, muddled), & (méng, obscure), £
(mi, be confused), i (mi, riddle), B (mi, slightly shut one’s eyes), & (ming, dark), BE (ming,
dark), & (mua, dusk).

Sometimes, this set of words also suggest non-existence or smallness, such as, FE (mi, not
have), #} (migo, tiny), 3% (mi&o, snall), B (mié, nothing), Jk(mén, vanish), =X (mo, end), &
(mo, not), % (mo, till the end), 5% (mo, die), & (mu, tomb).

-- Some characters beginning with the consonant “f” suggest negation, such as, & (fan,
reverse), iU (fan, violate), 3k (féi, not), EE (f&i, not), HE (f&i, speak ill of somebody), JE (féi,
unworthy), %% (féi, spend), J& (fei, stop), ¥ (fén, mound), % (fén, destroy by fire), & (fou,
not), 5 (fu, not).

If we delve into characters with other consonants, one can make further discovery
concerning the relation between sound and meaning.
3.2 Pictographic iconicity

The above discussion has already proved that pictophonetic iconicity has played a very
important role in developing the Chinese language. This is all the more true for us to find the
role of pictographic iconicity in transforming the spoken form to the written form.

To start with, we need first to have a look of the following two pictures

| N TS

Figure 2 hill Figure 3 bow

The two figures have shown there is likeness between the Chinese characters “LlI” (shan,
hill) and “5” (gdéng, bow) and objects in the real world respectively © This can account
for many words such as H (ri, sun), A (yué, moon), X (tian, sky) , AN (rén, man) , &
(nv, woman) , K (da, big) , Kk (hué, fire) , /K (shui, water) , H (mu, eye) ,
M (tign, farmland) , 17 (zhd, bamboo) , P (yd, feather) , W (yd, rain) , etc.
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These basic signs are then widely used as an element carrying the generic meaning of
a compound character. Look at the following sets of examples:

--Characters such as 5 (h4o, yell), iJ (dido, hold in the mouth), "4 (jigo, cry), it (tu,
vomit), I} (xia, threaten), % (hd, intimidate), FF (hd, exhale), %% (x7, inhale), ¢ (y&o, bite),
# (tan, swallow), all have “I1”  (kéu, mouth) as one of their elements, or radical, that is,
they are all related to the activity of mouth, whether human or non-human..

--Characters such as ¥4 (séng, pine tree), ¥~ (shan, fir tree), ¥ (yang, poplar tree), Ml
(lici, willow tree), Z= (I, plum tree), IR (chuang, bed), etc. all have a generic element “/K”  to
show that the meaning is related to a plant. In the same vein, characters such as #i (yi,
chair), 5 (zhuo, table), t5 (gui, cupboard) , ## (xié, tool), #& (gun, rod), #% (bang, stick),
T (kéng, carry on the shoulder), 4 (tai, raise), 15 (xit, rotten), # (ka, withered) , %

(rong, flourish) , etc. are related to a piece of furniture or tool made of wood, or the state
of the plant or wood.

--Characters such as [-] (shuan, door bolt), 4 (bi,close), [4 (chuang, dash), [ (wéi, a
side gate of an imperial palace), [8] (jian, room), 8] (mén, shut oneself indoors), etc. have the
generic element [] (mén, door) on the two sides and thus all express the meanings are
related to the door.

Based on the above understanding of the relation between meaning and shape, the
Chinese characters can be classified into 189 or so categories and serve as the generic
elementa of characters.

3.3 Pictophonetic-graphic iconicity

As mentioned before, the traditional view of the Chinese linguistic scholarship held that
a compound character in Chinese has two elements, the left element expressing meaning
and the right element sound. However, section 2.3 has shown that it was Wang Songmei of
the Song period who first systematically reported that the right element not only shows the
character’s pronunciation, but also its meaning, the specific meaning.

Just like Wang'’s classic example of “=& "  (jian, small), “i%" (qidn, shallow), “%&”
(gian, money), “#”  (cén, incomplete), “I&”  (jian, cheap), and % (jian, small piece of
paper), getting their specific meaning of “smallness” from the right element “&” , we can also
analyze the element =2 (jing, narrow and long stem) whose upper part only gives the
generic meaning of “plant” or “grass”. The specific meaning of “narrow and long stem” is only
to be decoded from the right or lower element. For instance, f£ (jing, narrow and long
smallleg) , 1& (jing, narrow and low path) , % (jing, neck) , % (jing, narrow and long
thread) , 7% (jing. narrow and long stream) (Gu Zhengkun, 1995) . More examples
are shown as follows:

--¥ (cha, separate), {X(cha, tributary), {(cha, trunk), ¥(cha, underpants).

- (chui, hang down), % (chui, beat with a stick or fist), 1% (chui, stick), £ (chui, beat

with a hammer)

% (dF, low), f%(dl, slander), JiE(dl, bottom), #%(dl, root of a tree), #(dr, lower part of the
tail bone).

--HE (kuang, door frame), fE (kuang, socket)
10



--fli(I6ng, dim), Z(l6ng, deaf), fE(I6ng, dusky), #&(/6ng, general/ sweeping).

4. Concluding remarks

To bring my paper to a close, | would like to summarize the following points:

First, from the discussion in section 2 and section 3, it has shown that the image
iconicity, whether sound image or graph image, plays a very important role in the
development of the Chinese language. To speak more exactly, the Chinese scholars, ancient
and contemporary, have highly valued the study of iconicity.

Second, Saussure should be praised for his prediction of the birth of a new discipline,
semiology, and had initiated the study of language as signs. However, limited by his period
and his research goal, he restricted himself to the study of the relation between concept and
sound pattern (Saussure, p.67). In contrast, most linguists today have acknowledged that
there are 3 levels of language, semantics, lexicogrammar, and phonology/graphology.
Language as sign should be studied at all the three levels. In this regard, Saussure’s principle
of arbitrariness or sound pattern-concept duality can exert only a very limited role. It cannot
help us very much as it would be difficult for us to prove or disprove the occurrence of
arbitrariness, in spite of the fact that we can find more examples to show the functioning of
iconicity at various levels.

Third, Saussure talked about his first principle that the sign is arbitrary in different
ways(pp.66-69). On one occasion, he said “No one disputes the fact that linguistic signs are
arbitrary” (p.68); on another occasion, he said the word arbitrary “must not be taken to imply
that a signal depends on the free choice of the speaker.” If the choice is not free, then there
must be some principles or guidance to justify choices of language users. Immediately
following this view, Saussure argued that “the individual has no power to alter a sign in any
respect once it has become established in a linguist community.” Here, Saussure didn’t bother
to further explain how the sign had been established but he declared openly that “the signal is
unmotivated”. Consequently, Saussure’s arbitrariness equals unmotivatedness. This is
against the cognitive processes of human beings. Without motivation or social justification,
how can one defend or explain one’s proposal of signs? When a sign was going to be
established, it always presupposed that one proposed signifier was better than another
proposed signifier, otherwise it could never be a sign. It is true that we don’t know what
happened at the very beginning among our forefathers. One thing is clear, with iconicity, we
can try our best to explore and discover some of the cues, but with arbitrariness one just sits
there, one doesn’t have to do anything, and one can never get the problem solved. At this
point, Saussure didn’t give much attention to non-European languages, such as the Chinese
language. It gives one the impression that Saussure’s theory is somewhat Euro-centered as
he did not take into account all the languages in the world in general, and the Chinese
language in particular. For another thing, Saussure said that “onomatopoeic and exclamatory
words are rather marginal phenomena,....” From the findings of the Chinese language,
Saussure didn’t mention phonaesthetic iconicity and didn’t see that they are by no means
marginal in the Chinese language, to say nothing of the picto-graphic characters.
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