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ABSTRACT 

This thesis sets out to find ways of disoussing 

the struoture of English verse purely in terms of 

language without reoourse to extra-linguistlo metrical 

abstraotlon, Transformation-generative grammar and 

other linguistio theories are brought together wherever 

possible in order to searoh out linguistic tools for 

the analysis of verse structure, The lstruoturel 

of verse is taken to lnolude verse movement and verse 

language, but not poetio form or oontent. 

Section I 

This seotion sets out to develop the phonemlo 

clause as a possible unit of verse structure, The 

role of junoture and intonation in verse movement are 

oonsidered as well as that of stress, and so is the 

oonneotlon of the peroeption of euprasegmentals with 

the underlying phrase struoture, The syllable is oon- 

sldered as the semental unit of language and Its 



traditional role in verse theory is discussed. The 

verse line is considered both as a graphic unit and 

in its relationship to spoken language, Juncture is 

found to be the factor common to both the phonic 

division of speeah and the graph10 division of verse. 

Verse is divided into two main types according 

to structure: metered and unmetered verse, The language 

elements of both metered and unmetered verse are examined 

together with the possible effeot of breathinu, and 

other physiological rhythms, on verse movement, 

Rules are postulated for the generation of 

a hypothetical verse line as an extension of R.B. 

Stoakwell's rules for intonation in the generation 

of a sentenoe, 

Seotion I1 

In this section, six examples of unmetered 

verse are analysed according to Juncture divisions 

into phonemic alauses and are discussed acoording to 

underlying phrase structure and other linguistic features, 

In all six poems, a second analysis is made acoording 

to the poet's reading of the poem, A graphio reaording 

of the voice sound was made in each case, and for the 

live readings, there was also a graphio reoording of 

breath by means of a respiration ourve synohronised 

with the voioe. 



Conolusions 

The conclusions of this thesis are that verse 

structure can be analysed in terms of Junoture and 

the phonemio olause, That Junoture plays a significant 

part in the movement of verse and offers a practicable 

division point for the setting up of a unit of verse 

movement. That the poet 1s partioular use of verse 

language is an extension of the main language. That 

in any physical observation of verse readings, the 

limitations of peroeption must be taken into acoount, 

That although breathing patterns as observed suggest 

possible oonneotions with the verse line, no general 

oonolusions o m  be drawn at this point. 
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CHAPTER I 

INTRODUCTION 

I LINGUISTIC STUDIES OF VERSE STRUCTURE 

Since 1951, there has been a substantial body 

of linguistic work concerned with applying linguistic 

methods to an analysis of verse structure, For present 

purposes, it is convenient to divide this work into 

two main groups: 

A. Those studies which accept and justify 

the traditional concept of meter and 

metric 'feet' as extra-linguistic abstractions 

superimposed on language for the purpose 

of verse categorization and analysis. 

B, Those which do not. 



Examples of studies of the group A type are: 

E.L. Epstein and T. Hawkes, Linauistics and English 
1 

Prosody (1959) which sets out to reconcile phonoloqical 

facts with metric abstractions and to consider (to 

quote the introduction by Henry Lee Smith, Jr.), 

"How a poet responding to ...p honological facts, seems 

to be able to fit English into the procrustean bed 

of classical prosody, and how dangerous and uncomfortable 

a bed it is.... II 2 

W.K. Wimsatt, Jr., and Monroe C, Beardsley 

in their essay of December, 1959, "The Concept of 

Meter: An Exercise in Abstraction," say, "Our aim 

Is to state as precisely as we can just what the 

tradbtional English syllable-accent meter is or depends 

upon, [andJ to rehearse a few more reasons in its 

support.... 11 3 

Seymour Chatman, in his A Theory of Meter 

(The Hague, 1965). says, "The meter of a poem is not 

some fixed and unequivocal characteristic, but rather 

a structure or matrix of possibilities which may 

emerge in different ways as different vocal renditions 

.... It is a mistake in method to confuse the metrical 
abstraotion .. .with any of its actualizations. 11 4 

Morris Halle and S .J .  Keyser (196615 base 



t h e i r  theory of the  prosody of Chaucer on p r i n c i p l e s  

t h a t  ffassume and ar range  in  var ious  p a t t e r n s  c e r t a i n  

t h e o r e t i c a l  en t i t i e s . ' I  They say they, Itview meter as 

an a b s t r a c t  pa t te rn :  and they  s e t  up t e n  p o s i t i o n s  

t o  accommodate t h e  presupposed iambic pentameter g r id .  

On the  o t h e r  hand, t h e r e  a r e  the  s t u d i e s  of 

the  group B type which would p r e f e r  t o  do without 

the  a b s t r a c t i o n  and t o  exp la in  the  rhythmical pro- 

p e r t i e s  of ve r se  i n  terms of the  rhythmical p r o p e r t i e s  

inherent  i n  the  language. These s t u d i e s  would agree  

w i t h  John Hollander  t h a t  "meter may have t o  be done 

over  again  without recourse t o  b e l i e f s  t h a t  poems 

were somehow beyond language. lg6 Examples of t h i s  

l i n e  of thought a r e :  

John N i s t  (1964) who s e e s  t h e  u n i t  of v e r s i -  

f i c a t i o n  n o t  as a ( f o o t f  but  as a 'cadence( formed 

by the  'word group' which he regards as the  "bas ic  

b u i l d i n g  block of Engl i sh  rhythmOn7 I n  f a c t ,  he 

l i s t s  as one of the  ~ ~ l i e s f f  t o l d  t o  schoolboys i n  t h e  

name of me t r i c s  : 

T h a t  a l i n e  of Engl i sh  poetry is  an ' i d e a l  
m e t r i c a l  form t h a t  t ranscends  i t s  l o c a l  
l i m i t a t i o n  i n  a kind of p l a t o n i c  world, sep- 
a r a t e d  from t h e  a u d i t o r y  imagination of i t s  
performer ( i . e .  i n  a complete l i n g u i s t i c  vaccuum). 8 

N l s t c s  'cadence' and (word group* a r e ,  of course,  



l i n g u i s t i c  products of t h e  potent  Trager-Smith Outl ine 

of English S t r u c t u r e  of 19519 which Harold Whitehall  

welcomed as al lowing "us t o  envisage f o r  the  f i r s t  

time a r e a l l y  o b j e c t i v e  and f u l l y  d e s c r i p t i v e  English 

metrics.... "lo However, one has  t o  admit t h a t  from 

today 's  perspect ive  ( a f t e r  s i x t e e n  y e a r s ) ,  the  g r e a t  

power of the  Trager-Smith Out l ine  has  been app l i ed  

more t o  ' r e c o n c i l e 1  m e t r i c a l  a b s t r a c t i o n s  w i t h  formal 

d e s c r i p t i o n  than t o  develop a theory of verse  rhythm 

expressed pure ly  i n  language terms. The work of 

Henry Lee s m i t h , l l  Seymour chatmane4 Eps te in  and 

~ a u k e s '  (among o t h e r s )  a r e  a l l  examples of the  

r e c o n c i l i a t i o n  process.  There have been some sugges t ions  

of developing new m e t r i c a l  uni ts--Whitehal l ' s  metreme, 12 

Fowler's prammetric, l3 and, t o  some e x t e n t .  Hollander 's  

emblem6--but these ,  as f a r  as I know, have n o t  been 

worked out.  

There is, however, i n  England an approach t o  

verse  s t r u c t u r e  which conf ines  i t s e l f  t o  language and 

which is based n o t  on s t r u c t u r a l  d e s c r i p t i o n ,  bu t  on 

t h e  work of t h e  motor phonet icians.  David Abercrombie, 

t h e  S c o t t i s h  phonet ic ian ,  s e t s  up a theory  of verse  

s t r u c t u r e  as proper ly  p a r t  of t h e  concern of phonet ics  

because,  he says :  "verse 2 verse  as a r e s u l t  of t h e  

way c e r t a i n  a s p e c t s  of t h e  sound, o r  r a t h e r  perhaps 

t h e  sound-producing movements of speech have been 



exp lo i t ed  o r  organized. 11 14 

Abercrombie uses  t h e  u n i t  of a ' f o o t 1  but  h i s  

f o o t  is  based on the  re- inforced  lung pulse which pro- 

duces t h e  isochronously r ecur r ing  English primary 

s t r e s s ,  '5 n o t  on t h e  a b s t r a c t  f o o t  superimposed by 

t r a d i t i o n a l  met r ics .  Meanwhile, the  s t r e s s - p u l s e  f o o t  

--as s e t  up and def ined  by Abercrombie--is used i n  the  

l i n q u i s t i c  theory of Michael A.K. Hal l iday  as one of 

the  rank u n i t s  of the  phonology of h i s  grammar of 

English.  16  

Abercrombie uses  h i s  f o o t  t o  analyse  verse  

s t r u c t u r e  and hypothesises  the  occurrence of ' s i l e n t  

s t r e s s '  i n  speech and i n  verse.  Abercrombie shows 

t h e  s i l e n t  s t r e s s  as opera t ing  t o  r e g u l a r i z e  t h e  

number of b e a t s  pe r  l i n e  i n ,  f o r  example, those  l i n e s  

In C h r i s t a b e l  t h a t  seem t o  be missing one of t h e  f o u r  

expected bea ts .  

' T i s  t he  / middle of / n i g h t  by t h e  / c k s t l e  / cl6ck  

h a s  f o u r  Abercrombie f e e t .  

My / s i r e  / ' is of a / n6ble / l i n e  

has  only t h r e e  without the  i n s e r t i o n  of the  ' s i l e n t  

s t r e s s '  a f t e r  s i r e .  18  

One might regard  t h e  ' s i l e n t  s t r e s s '  as an 

a b s t r a c t i o n  i f  one aould no t  accep t  i t s  occurrence 

I n  speech. I n  f a c t ,  it is i n t e r e s t i n g  t o  f i n d  t h a t  



Saintsbury  makes a similar hypothesis  about me t r i ca l  

feet19 and something l i k e  emphasis on s i l e n c e  can 

be seen i n  t h e  English l u t e  songs of the  e a r l y  seventeenth 

century  where a n a l y s i s  of the  verse  s t r u c t u r e  according 

t o  the  Abercrombie f o o t  matches up w i t h  t h e  accompanyinq 

musical phrases ,  and a t  po in t s  where Abercrombie might 

put i n  a s i l e n t  s t r e s s ,  t h e  voice is found t o  be s i l e n t  

while t h e r e  is, as i t  were, an under l in ing  chord on 

t h e  l u t e .  20 

I1 ORIGINS AND ATTITUDES OF THESIS 

My t h e s i s  grows i n  p a r t  from Abercrombie and 

t h e  phys ica l  basis of speech and verse ,  i n  p a r t  from 

t h e  Trager-Smith d e s c r i p t i v e  phonology, bu t  i t  extends 

t o  include some of t h e  theory of t ransformat ional -  

genera t ive  grammar, as I understand it t o  da te .  How 

I have used T-grammar techniques w i l l  be d iscussed  

a t  var ious  p o i n t s  i n  the  t h e s i s ;  here  I should l i k e  

t o  r e f e r  i n  a genera l  way t o  the  a spec t s  of T-grammar 

theory which have inf luenced my th inking  as regards 

an a n a l y s i s  of verse  s t r u c t u r e .  P r i n c i p a l l y ,  I have 

been a f f e c t e d  by the  T-grammar a t t i t u d e  towards t h e  

i n t u i t i o n  and inna te  competence of t h e  n a t i v e  speaker.  

References t o  t h i s  a s p e c t  of t h e  theory  a r e  t o  be found 

a l l  through t h e  l i t e r a t u r e  of t r ans fo rmat iona l  grammar. 

I have chosen the  fo l lowing passages from Noam Chomskyfs 



Topics in the Theory of Generative Grammar (The Haque, 

1966) as setting out just that connection between the 

language and the language user that seem to me to be 

important in a linguistic study of literature. 

A distinction must be made between what the 
speaker of a language knows implicitly (what 
we may call his corn etence) and what he does 
(his performance )*mar, in the tmd- 
itional view, is an account of competence. 
It describes and attempts to account for the 
ability of a speaker to understand an arbitrary 
sentence of his language and to produce an 
appropriate sentence on a given occasion. 

Performance provides evidence for the 
investigation of competence.... 

Notice, incidentally, that a person is not 
generally aware of the rules that govern 
sentence-interpretation in the lanquage that 
he knows; nor, in fact, is there any reason 
to suppose that the rules can be brought to 
consciousness. Furthermore, there is no 
reason to expect him to be fully aware even 
of the empirical consequences of these 
internalized rules - that is, of the way in 
which signals are assigned semantic interpre- 
tations by the rules of the language that 
he knows (and, by definition, knows perfectly).21 

Alongside of the idea of an innate language 

competence develops the idea of the creative use of 

language. That is to say, from his innate competence, 

a speaker may produce language (performance) that is 

completely new. In the same way, a hearer--by virtue 

of his corresponding competence in the shared language-- 

will be able to understand. This idea is not new. 

Descartes laid the difference between man and animal 

on man's use of language, particularly on man's ability 

"to forla new statements which express new thoughts 

and whiah are appropriate to new situations. 1122 



If one r ega rds  v e r s e  language as an  ex t ens ion  

of t h e  common language (which I would l i k e  t o )  i n  t h a t  

i t  fo l lows  t h e  code of t h e  common language b u t  i n  a 

s p e c i a l  extended way, one might,  I t h i n k ,  a l s o  s a y  

t h a t  t h e  poet  pos ses se s  i n  a d d i t i o n  t o  h i s  normal 

lanuuage competence, a s p e c i a l  i n n a t e  p o e t i c  lanquage 

competence which enab le s  him t o  perform i n  a s p e c i a l  

p o e t i c  way. 23 I a m  n o t  h e r e  t h i n k i n g  of s p e c i a l  u se s  

of words, b u t  of t h e  s p e c i a l  u se s  t h e  poet  makes of 

t h e  r u l e s  of t h e  language t o  g e n e r a t e  v e r s e  forms 

(which,  t o  be s u r e ,  can r e s u l t  i n  s p e c i a l  u se s  of 

words). Fo r  h i s  purposes ,  he can e x p l o i t  h i s  enhanced 

competence t o  t a k e  l i b e r t i e s  even wi th  r u l e s  and can 

g e n e r a t e  language f o r  v e r s e  t h a t  would n o t  be a c c e p t a b l e  

as w e l l  formed i n  common language use.  The poe t  is 

p a r t i c u l a r l y  bo ld  i n  h i s  use  of t rans forms .  Verse 

c o n s t a n t l y  manipula tes  word o r d e r  and d e l e t i o n  t r a n s -  

forms beyond normal r u l e s ,  y e t  t h e r e  is  s t i l l  commun- 

i c a t i o n .  I t  i s  as i f  t h e  poet  s t r e t c h e d  t h e  language 

competence of h i s  h e a r e r h e a d e r  f o r  t h e  purpose of 

t h e  p a r t i c u l a r  sample of v e r s e  language t h a t  t h e  poem 

provides .  I n  o r d e r  t o  be a b l e  t o  do t h i s ,  t h e r e  must 

be t h e  common l a n ~ u a g e  competence i n n a t e  i n  bo th  t h e  

composer of t h e  v e r s e  and h i s  audience.  H.L. Smith 

r e c o g n l s e s  t h i s  i n  h i s  i n t r o d u c t i o n  t o  t h e  E p s t e i n  

and Hawkes paper  a l r e a d y  mentioned. He s a y s ,  "The 

Poe t  and h i s  aud ience  a l i k e  have i n t e r n a l i z e d  t h e  



systems o f  communication OUTSIDE AWAREAESS." ( h i s  c a p i t a l s ) .  

One seems t o  be on t h e  po in t  o f  g e t t i n g  a  L i n g u i s t i c  s ta tement  

d i r e c t  from t h e  p o e t ' s  mouth when Char les  Olson,  i n  h i s  e s say  

on " P r o j e c t i v e  Verse" s a y s ,  "But an a n a l y s i s  of  how f a r  a  

new poet  can  s t r e t c h  t h e  ve ry  convent ions  on which communication 

by Language r e s t s  . . . I' But t hen ,  u n f o r t u n a t e l y ,  h e  does 

no t  go on ,  bu t  c u t s  o f f  whatever h e  might have been going 

t o  say  wi th ,  ' I .  . . i s  t o o  b ig  f o r  t h e s e  no te s .  I r  24 

I have a l s o  been i n t e r e s t e d  i n  t h e  connec t ion  t h a t  

T-grammar t h e o r y  makes between Language - competence and 

performance - and t h e  f u n c t i o n i n g  of  t h e  b i o l o g i c a l  

language equipment which i s  ( a s  t h e  b i o l o g i s t s  s a y )  s p e c i e s  

s p e c i f i c  t o  man. 2 5  That p h y s i o l o g i c a l  rhythms may be 

connected w i t h  v e r s e  rhythm i s  borne o u t  by t h e  c la im o f  

t h e  " p r o j e c t i v e "  s choo l  o f  v e r s e  t h a t  t h e r e  i s  a  d i r e c t  

connec t ion  between b r e a t h  and t h e  v e r s e  l i n e .  This  c l a i m  

w i l l  be d i s c u s s e d  La te r  i n  t h e  c o n t e x t  o f  t h e  Line and i n  

Chapter  111, when I come t o  c o n s i d e r  v e r s e  rhythm, I have 

brought i n  some r e f e r e n c e s  t o  t h e  physiology o f  phonat ion 

a s  i t  may r e l a t e  t o  t h e  movement o f  ve r se .  F u r t h e r ,  i t  i s  

i n t e r e s t i n g  t o  c o n s i d e r  t h e  n o t i o n  o f  a c e n t r a l  impetus,  

( t h e  i n s p i r a t i o n ? )  from which t h e  e n t i r e  o f  a poem, i n c l u d i n g  

t h e  r e q u i s i t e  b r e a t h ,  i s  genera ted .  Northrop Frye 

speaks  o f  t h e  p o e t ' s  h a r n e s s i n g  o f  h i s  own " c o n t r o l l i n g  

and c o o r d i n a t i n g  power ( coLer idge l s  ' i n i t i a t i v e ' )  t h a t  

e s t a b l i s h e s  i t s e l f  very e a r l y ,  g r a d u a l l y  a s s i m i l a t e s  



e v e r y t h i n g  t o  i t s e l f  and f i n a l l y  r e v e a l s  i t s e l f  t o  b e  

t h e  contain in^ form of t h e  work.I1 T h i s  power, F rye  

s a y s ,  c o v e r s  a complex of  t h e  l l f a c t o r s l l  of  t h e  poem 

of which theme is one ,  u n i t y  of  mood i s  a n o t h e r ,  and 

I t i f  what is  produced i s  t o  be  a poem i n  a r e g u l a r  

m e t r e ,  t h e  met re  w i l l  be  a t h i r d :  i f  n o t ,  some o t h e r  

i n t e g r a t i n g  rhythm w i l l  be p r e s e n t .  1127 

I n  i t s  c o n c e p t  o f  ' s t r u c t u r e ,  t h i s  p a p e r  must 

l i m i t  i t s e l f  t o  t h e  b a s i c  e l e m e n t ,  t h e  l a n q i ~ a g e .  - Form 

and theme a r e  beyond i t s  scope .  However, i t  is  my 

o p i n i o n  t h a t  p r o p e r  comprehension of  t h e  langlraqe 

s t r u c t u r e - - t h a t  is ,  comprehension which c o n n e c t s  ,. i n  

t h e  s e n s e  of  a n  e l e c t r i c  c i r c u i t ,  w i t h  t h e  i n n a t e  l a n -  

guage comprehension of  t h e  p e r s o n  making t h e  s tudy- -  

w i l l  c a r r y  w i t h  i t  i n s i g h t s  i n t o  t h e  poem's d e s i g n  

a n d  meaning t h a t , w i t h o u t  t h e  c o n n e c t i o n  a t  t h e  l a n -  

guage l e v e 1 , m i g h t  n e v e r  have been a r r i v e d  a t .  

Throughout ,  my basic h y p o t h e s i s  i s  t h a t  i f  

a n y t h i n g  is t o  be  s a i d  a b o u t  v e r s e  s t r u c t u r e ,  i t  must 

b e  s a i d  i n  l anguaqe  t e rms .  The d i r e c t i o n  o f  t h e  t h e s i s  

i s  l e s s  a m a t t e r  of  f o r m u l a t i n g  a t h e o r y - t h a n  of  s e e i n g  

how f a r  a p u r e l y  l i n g u i s t i c  a p p r o a c h  can  t a k e  one i n  

t h e  s t u d y  o f  v e r s e  s t r u c t u r e ,  and  whether  from s u c h  

e x p l o r a t i o n  a n y  u s e f u l  a t t i t u d e s  o r  l i n g u i s t i c  t o o l s  

may r e s u l t .  

I s h a l l  r e g a r d  v e r s e  as t h e  p r o d u c t  o f  l anguage  

u s e d  i n  a s p e c i a l  way. I n  t h i s  r e s p e c t ,  I start  from 



t h e  same p o i n t  as many l i n g u i s t i c  s t u d i e s .  I have 

a l r e a d y  r e f e r r e d  t o  H.L. S m i t h ' s  i n t r o d u c t i o n  t o  t h e  

E p s t e i n  and Hawkes paper .  I n  f u l l ,  h i s  a s s u m p t i o n s  

b a s i c  t o  d i s c u s s i o n  of  p o e t i c  d i s c o u r s e  a r e :  

1. The spoken l anquage  and  o t h e r  sys tems  
used  i n  o r a l  communication u n d e r l i e  and 
a r e  b a s i c  t o  a l l  l i t e r a r y  compos i t ions .  

2. The poe t  and h i s  a u d i e n c e  a l i k e  have 
i n t e r n a l i z e d  t h e  sys tems  of communication 
OUTSIDE AWARSNESS. (H.L. S m i t h ' s  c a p i t a l s . )  

3. Both t h e  primacy of  t h e  spoken l a n ~ u a q e  
and  t h e  s p e c i a l  n a t u r e  of t h e  l i t e r a r y  
l anguage  i n  r e l a t i o n  t o  i t  a r e  obscured  
by t h e  f a c t  t h a t  l i t e r a t u r e  is composed 
' i n  a n  i o n s i s t e n t  and  incomple te  w r i t i n g  
sys tem.  46 

Michael  A.K. H a l l i d a y ,  i n  "The L i n g u i s t i c  S t u d y  of  

L i t e r a r y  T e x t s ,  s a y s ,  I f i t  i s  a p r e r e q u i s i t e  t h a t  

b o t h  t h e  t h e o r y  and  t h e  d e s c r i p t i o n  s h o u l d  be  t h o s e  

used  i n  t h e  a n a l y s i s  o f  t h e  l anguage  as a whole. tt2 9 

Seymour Chatman (whose c o n c e p t  of m e t e r  is as a n  

a b s t r a c t i o n )  n e v e r t h e l e s s  starts h i s  c h a p t e r  on "The 

P h o n o l o g i c a l  Background t o  M e t r i c a l  A n a l y s i s n  as 

f o l l o w s  : 

Nobody would deny t h a t  d n q l i s h  m e t e r ,  what- 
e v e r  it may b e ,  u t i l i z e s  t h e  sounds  and sound 
sequences  of  t h e  E n g l i s h  l a n g u a g e ,  T h e r e f o r e ,  
a n y  a t t e m p t  a t  a t h e o r y  o f  m e t e r ' i s  o b l i g e d  
t o  c o n s i d e r  a l l  f e a t u r e s  of  t h  l anguage  which 
might  have m e t r i c a l  r e l e v a n c e .  90  

To t h e  t h r e e  examples q u o t e d ,  one might  add  

o t h e r  s t u d i e s  o f  v e r s e  t h a t  s h a r e  a common view o f  

t h e  l anguage  as a b a s i s ,  However, n o t  a l l  o f  t h e s e  



studies go in the same direction. In order to measure 

verse movement, Chatman, for one, separates metrical 

abstraction from the language Mactunlizations. v4  

Donald Davie invents (quite unconnected with the syntax 

of the main language) his own sort of supra-syntax for 

verse lanquage , 31 and S.R. Levin would have us write 

special base rules to account for the 'deviations1 

of verse from main language 'well-formedness. 132 

None of.this, it seems to me, is necessary. The poet's 

language--as J.P. Thorne says--is part of the main 

language insofar as it is "the language from which 

it draws its lexis and its phonology. "33 And, in 

my view, verse syntax too draws upon the structure 

rules by which the main language is governed. By virtue 

of his special competence, the poet is able, as it 

were, to stretch rules to produce unaccustomed strings, 

but stil1,the connections with the main lanquaqe hold. 

The purpose of linguistic study would seem to be to 

make these connections explicit. One can say, for 

Instance, that while the grammar of the main language 

is concerned with the generation of sentences, the 

Srammar of verse language is concerned with the 

generation of lines and then proceed to state the 

Connection in terms of the phonological rules common 

to both. Out of the connection between the language 

Structure and the phonetic output come the sound patterns 



which determine the verse movement, and from the ex- 

pression of what these connections are comes an analysis 

of verse in language terms. 

My assumption is that verse is made of lan- 

quage, my modus operand1 is to suppose language 

rules in workin6 to generate verse and then, against 

these supposed generative patterns, to examine examples 

of verse to reveal the underlying language rules out 

of which they have been fashioned. I am, as it were, 

examining the sculpture in terms of the stone. Stone 

of one sort will shatter from one direction and not 

from another, stone of another sort can be chipped, 

another has to be ground; one sort can be worked on 

a large scale, another only in miniature. The material 

is not the piece of sculpture, granted, but at the same 

time, the sculpture has been produced by the manipu- 

lation of the material by the artist. By the perhaps 

laborious examination of language features that go to 

make verse, and the assembling of them into the 

Seneration of hypothetical verse lines, I hope to be 

able to demonstrate why a piece of verse is as it is 

according to the language material out of which it 

is made, Beyond this I do not pretend to go. 

It remains to consider the written form of 

verse. As H.L. Smith says in his third point quoted 

above, analysis of verse is greatly complicated by 



the fact that "literature is composed in an incon- 

sistent and incomplete writing system." This is the 

Structuralist speaking out against the domination of 

print, but where the literary language under consid- 

eration is verse language, there are more obscurities 

y e t .  

without qoing into the history and conventions 

of print in^ and typography--capital letters, italics, 

indentations and so on--and what they may convey, the 

fact remains that for a reading audience, the sound 

rhythms of verse have to be conveyed by the way a 

poem looks when it is printed. The rhythm that can 

be heard (or felt in silent reading) is contained in 

the line that can be seen, and theories about the sound 

of verse--accent, syllable, rhythm, meter, rhyme-- 

have been developed around the printed word. Chaucer's 

meter, for instance, was regarded even by his admirers 

as "rough and irregularn until the speech sounds of 

the period were recovered and applied to the print. 34 

Those linguists who wish to discuss verse in terms of 

both abstract metrics and language (see quotations 

from H.L. Smith, Seymour Chatman, and Wimsatt and 

Beardsley on page 2 above) pay lip service to the 

'primacy of languageM and then apply the abstractions 

of metrical feet to the visual form of the words 

in ways that produce divisions that are phonetically 



q u i t e  unnatural .  Eps te in  and Hawkes show f o o t  boundaries 

i n  the  middle of p r i n t e d  words t h a t  would be r e a l i z e d  

i n  speech as b i s y l l a b i c  f r e e  morphs w i t h  no p o s s i b i l i t y  

whatever of an i n t e r n a l  juncture. 

The v a l  / our t h a t  wore / out your s o u l  / 
i n  t h e  s e r  / vice  of man35 

and Seymour Chatman makes d i v i s i o n  i n  a similar way. 36 

I f  t h e  f o o t  is  an a b s t r a c t i o n ,  one can, of 

course,  do anything with i t--on paper. But i s  t h i s  

func t ion  c o n s i s t e n t  w i t h  H.L. Smith's  f i r s t  poin t  t h a t  

t h e  spoken language must underly a l l  l i t e r a r y  a n a l y s i s ?  

Can one speak such a d i v i s i o n ?  And i f  i t  cannot be 

spoken, can it be c a l l e d  a l e g i t i m a t e  d i v i s i o n ?  To 

i n s i s t  t h a t  such a b s t r a c t i o n s  govern the  making of 

verse  seems t o  me as p r e s c r i p t i v e  and normative as 

t h e  t e a c h e r ' s  i n s i s t e n c e  t h a t  should have, enunciated 

/g~d+hrer/,  is what must be s a i d  f o r  /);Udav/. I t  is  

only on t h e  page t h a t  these  words a r e  always d iv ided  

i n t o  two. 

111 ORGANIZATION OF. THESIS 

This  t h e s i s  is organized i n t o  two main s e c t i o n s .  

Sec t ion  I 

I n  Chapters 11, 111, I V  and V ,  an  a n a l y s i s  of 

language s t r u c t u r e  is considered with a view t o  developing 

l i n g u i s t i c  t o o l s  which can u s e f u l l y  be a p p l i e d  t o  t h e  





and E&M Physiograph and t h i s  graph w a s  used 

i n  e s t a b l i s h i n g  junc ture  p o i n t s  accord inq  t o  

s e c t i o n s  where t h e  vo ice  w a s  q u i e t .  (Chap te r  VI) 

Readings of ' t h r e e  poems by Simon F r a s e r  U n i v e r s i t y  

p o e t s  a r e  ana lysed  by b r e a t h  qroup as w e l l  as 

by junc ture .  Here t h e  vo ice  graph inc luded  

a curve showing c h e s t  movements f o r  t h e  i n t a k e  

of b r e a t h .  Graphic  v e r s i o n s  of t h e  poems a r e  

compared wi th  t h e  sound a n a l y s i s  and wi th  t h e  

h y p o t h e t i c a l  r e c o n s t r u c t i o n  of t h e  l i n e s .  37 

There  w a s  no p a r t i c u l a r  r ea son  f o r  choosing 

t h e  poems used excep t  t h a t  t h e  poet  r ead ing  w a s  

a v a i l a b l e .  I n  t heo ry ,  t h e  l i n g u i s t i c  t o o l s  developed 

i n  S e c t i o n  I should  be a p p l i c a b l e  t o  any poem of any 

k ind ,  and f o r  t h e  purpose of t h i s  paper ,  a poem is  

taken  t o  be ,  t o  quo te  John Hol lander ,  "any u t t e r a n c e  

t h a t  p u r p o r t s  t o  be one. 6 

I have d i v i d e d  v e r s e  i n t o  two main d i v i s i o n s  

of movement p a t t e r n :  'metered '  and tunmetered'  ( s e e  

S e c t i o n  11, Chapter  111) and i n  t a l k i n g  about  unmetered 

v e r s e ,  I would l i k e  t o  borrow terms from contemporary 

P o e t i c s  and s a y  t h a t  unmetered v e r s e  u s e s  a f r e e  l i n e  

i n  a n  open form. That  is ,  t h a t  t h e  l i n e  is f r e e  of 

t h e  c o n s t r a i n t s  of m e t r i c a l  r e p e t i t i o n  and t h a t  t h e  

form Is n o t  bound t o  t h e  r e p e t i t i o n  of  a l i n e  of any 

P a r t i c u l a r  type.  



The pos tu re  of t h i s  paper  is t h a t  t he  rhythmic 

d e v i c e s  of v e r s e  d e r i v e  from t h e  p o e t ' s  manipula t ion  

of h i s  Inhe ren t  language competence and t h a t  a theo ry  

of m e t r i c  o r  v e r s i f i c a t i o n  must look f o r  l i n e u i s t i c  

ways t o  e x p r e s s  what has  t aken  p l ace  r a t h e r  t han  t o  

r e c o n c i l e  phonoloay wi th  an  a r t i f i c i a l  e x t e r n a l  

measurement. Also,  t h a t  where ve r se  lanquaae does  n o t  

conform t o  w h a t  is cons ide red  well-formed i n  t h e  main 

languaee ,  t h e  s t r u c t u r e  of t h e  v e r s e  language s h a l l  

be cons ide red  i n  terms of an  e x t e n s i o n  of t h e  common 

language r a t h e r  than  as a d e v i a t i o n  from i t .  
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Slow d-46-50 

I Y  a death - m c a y - i n g m  Wc u k r  roue 

So, so, kave off this last lamenting k b  
Which sucks two soulcs and v a p u n  hoth a-y. 
h r n e  thou ghost that way, and let me t~rne  tb 
h d  let our selves benight our happy b y .  

w e  aske none k rve  to love, nor wil we OW 

h y  so cheap r death as saying g m  

2 

I U  lcavc to love.. nor wil wc owe An- y ao cheap 

Got, got. and if that word have not quitc kild tbsq 
h c  me with death by bidding me g a  100. 
0. fi it have let my word worke on me, 
And r just office on r murderer d a  

Exapt i t  be too Irtc to kill me W, 

k i n g  doubk d u d ,  going and bidding g a  
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The mu1 / t i t u l d i n o u s  s e a s  / i n c a r / n a d i n e  

These f o o t  boundar ies  a r e  g iven ,  Chatman s a y s ,  t o  
conform t o  " the  running d i s p o s i t i o n  o f  i c t u s  and 
non- ic tus  e s t a b l i s h e d  by preced ing  sequences ."  (p .  121). 
It  i s  t r u e  t h a t  h e  i s  u s i n g  t h i s  Line a s  an  argument 
f o r  t h e  n e c e s s i t y  o f  "some e x t r a l i n g u i s t i c  phenomenon 
t o  produce conformi ty , ' '  a l t hough  h e  does  n o t  g i v e  t h e  
s cans ion  o f  t h e  Line b e f o r e , o r  of  t h e  l i n e  a f t e r .  The 
Lkne b e f o r e  i s :  

Clean from my hand? No ; my hand wi th  r a t h e r  

which could  be d iv ided  i n t o  f i v e ,  though it  f a l l s  much 
more n a t u r a l l y  i n t o  what i n  speech would probably be 
t h r e e  phrases .  

However, i t  i s  i n  t h e  l i n e s  t h a t  come a f t e r  tha t  i t  
seems most c o n t r a d i c t o r y  t o  look f o r  conformity .  
They are: 

Making t h e  g r e e n  one r e d .  
Re-enter  Lady Macbeth -. ---- 

My hands a r e  o f  you r  c o l o u r ,  bu t  I shame 

37 Morris  HalLe and K. N. S tevens ,  "Analysis  by s y n t h e s i s , "  
Seminar o n  Speech Compression and ~ r o c e s s i n i  (Bed f o r d ,  Mass., --- 
1959). 

Wherever I used bo th  sound and g r a p h i c  r e p r e s e n t a t i o n s  o f  a  
poem, t h e  r e s u l t  was two incomplete  a n a l y s e s  which i n  some 
c a s e s  completed and i n  some c a s e s  complemented each o t h e r .  
I would make some s o r t  o f  gues s  from one p o i n t  o f  view o r  t h e  
o t h e r  as t o  how t h e  phrase  p a t t e r n  might have been gene ra t ed  
and how i t  might t h e n  be compared t o  t h e  o t h e r  medium a n d ' I  
would s e e  how it f i t t e d .  Th i s  might be cons ide red  a v e r s i o n  - a l though  a r a t h e r  skewed v e r s i o n  - of  t h e  ' t r y  and see '  
method s e t  up by H a l l e  and S tevens  i n  t h e  above paper.  To 
paraphrase  ve ry  b r i e f l y ,  t h e  meUhod i s  t h a t ,  where a code i s  
no t  known, a code i s  guessed and a  message produced by t h e  
guessed-a t  code i s  compared w i t h  t h e  message decoded. T h i s  
procedure ,  t h e  paper  p o i n t s  , ou t ,  i s  "by no means unusual .  I t  
i s  used ,  f o r  i n s t a n c e ,  i n  long  d i v i s i o n .  S ince  we do n o t ,  i n  
fac t ,  know t h e  i n v e r s e  o f  t h e  m u l t i p l i c a t i o n  f u n c t i o n ,  we 
cannot  c a l c u l a t e  t h e  q u o t i e n t  d i r e c t l y .  I n s t e a d  we guess  
a t  t h e  answer m u l t i p l y  o u r  u e s s  by t h e  d i v i s o r  and compare 
it w i t h  t h e  dividend."  (p. 5 ) .  



CHAPTER I1 

STRESS-PITCH-JUNCTURE AND THE PHONEMIC CLAUSE 

DIVISION OF DISCOURSE: THE PHONEMIC CLAUSE 

George Trager and Henry Lee Smith in the 

Outline of Enslish Structure of 1951' arrived at 

their division of English discourse into the unit 

of the phonemic clause by observing first "marked 

differences in loudness" with which segments were 

Spoken. This feature they categorized into the four 

levels of stress and went on to observe variations in 

the relative levels of the pitch of the voice2 whlch 

they connected with what they called 'terminal junctures,' 

or ways of ending utterances. These three linguistic 

features, the suprasegmentals, represent the sound 

features of language that are not part of the segments, 

but which are nevertheless essential to discourse. 

It is these suprasegmentals that can be heard in the 



speech of a language one cannot understand ; they  a r e  

the  I1sound of senseu  t h a t  Robert F r o s t  heard i n  the  

l tvoices behind a d o o r e u 3  Even i f  one cannot hear  o r  

cannot understand what  i s  being s a i d ,  one can s t i l l  

hear  t h e  suprasegmental sound p a t t e r n  of t h e  speech;  4 

t h e  pauses of s i l e n c e  and t h e  r i s e  and f a l l  and emphasis 

of t h e  voice.  These t h r e e  f e a t u r e s :  juncture ,  p i t c h  

and s t r e s s ,  a r e  shown by the  Trager-Smith a n a l y s i s  

t o  combine t o  produce t h e  n a t u r a l ,  fundamental d i v i s i o n s  

of speech. Not only t h e  g r e a t e r  d i v i s i o n s  t h a t  can 

be heard as pauses of s i l e n c e ,  but  a l s o  t h e  s u b t l e r  

d i v i s i o n s  produced by the  underlying phrase s t r u c t u r e  

of the  l a n ~ u a g e  that--when combined with speech seaments- 

a r e  e s s e n t i a l  t o  t h e  message being conveyed. Without 

fol lowing a l l  the  s t a g e s  of development, one can pick 

up a t  t h e  po in t  where t h e  Out l ine  i s o l a t e s  t h e  phonemic 

c lause  and the  a b s t r a c t i o n s ,  t h e  phonemic phrase and 

the  phonemic word. (Abs t rac t ions  because t h e  phonemic 

phrase and t h e  phonemic word a r e  i s o l a t e d  by t ak ing  

away the  suprasegmentals and segments cannot e x i s t  

i n  a c t u a l i t y  without suprasegmental f e a t u r e s . )  The 

Phonemic c l a u s e ,  however, is  no t  an a b s t r a c t i o n ,  but  

1s i d e n t i f i e d  and de l imi ted  i n  terms of i t s  suprasegmental 

f e a t u r e s  and accordingly  provides a u n i t  convenient 

f o r  t h i s  t h e s i s .  The f u l l  i d e n t i f i c a t i o n  of t h e  phonemic 

c lause  as given i n  t h e  Out l ine ,  i s  quoted i n  note  5 ,  



and can be paraphrased as f o l l o w s :  a phonemic c l a u s e  

i s  a s e c t i o n  of segmental  phonemes i n  normal t r a n s i t i o n ,  

which i s  bounded by t e r m i n a l  j unc tu re s  and which c o n t a i n s  

w i t h i n  it a p i t c h  con tou r ,  one and on ly  one primary 

s t r e s s  and as many secondary s t r e s s e s  as t h e r e  a r e  

i n t e r n a l  p l u s  j u n c t u r e s ,  b u t  no more. 5 

The s t r e s s - p i t c h - j u n c t u r e  f e a t u r e s  w i l l  be 

d i s c u s s e d  s h o r t l y ,  b u t  meanwhile t h e r e  is  something 

more t o  be s a i d  about  t h e  f u n c t i o n i n 8  of t h e  phonemic 

c l a u s e  i n  t h e  d i v i d i n g  of d i s c o u r s e .  

The Traqer-Smith O u t l i n e  prov ides  a d e s c r i p t i o n  

of t h e  phonemic c l ause .  One can  say ,  looking  a t  t h i s  

d e s c r i p t i o n ,  t h a t  when speech d i v i d e s ,  t h e s e  p a t t e r n s  

of j unc tu re ,  p i t c h  and s t r e s s  a r e  p re sen t .  But one 

cannot  r e v e r s e  t h e  s t a t e m e n t  and s a y  t h a t  t h e s e  p a t t e r n s  

of junc ture ,  p i t c h  and s t r e s s  can be used i n  a n a l y s i s  

t o  d i v i d e  speech.  Speech d i v i s i o n s  a r e  formed acco rd inq  

t o  t h e  unde r ly ing  s t r u c t u r e  and t h e  p a t t e r n s  c l a s s  i f  i e d  

b y  Traeer-Smith a r e  symptoms of t h e  d i v i s i o n ,  n o t  t h e  

Cause. 6 T h i s  k ind  of o b s e r v a t i o n  t a k e s  us beyond 

d e s c r i p t i v e  l i n g u i s t i c s .  1 t . i ~  n o t  a m a t t e r  of " d a t a  

c ~ l l e c t i n g , ~  b u t  a m a t t e r  of p o s t u l a t i n g  what is  go ing  

on t o  produce t h e  phone t i c  d a t a  c o l l e c t e d .  

PERCEPTION & PHYSIOLOGY OF SUPRASEGMENTALS 

Whi teha l l  speaks  of t h e  Trager-Smith d e s c r i p t i o n  



of t h e  suprasegmentals  and t h e  phonemic c l a u s e  as 

p r o v i d i n ~  l l s egmen ta l i ze r sn  and l l s c i s s o r s  of l i n q u i s t i c  

pe rcep t ion ,  u7 b u t  i t  would be mis taken t o  t h i n k  t h a t  

t h e  suprasegmentals  can n e c e s s a r i l y  be p h y s i c a l l y  heard 

and t h e  d i v i s i o n  between phonemic c l a u s e s  s e t  up 

accord ing ly .  The Rrosse r  junc t i n e s  t h a t  involve  an  

i n t e r v a l  of s i l e n c e  can be heard a l l  r i g h t ,  s o  can 

phonemic p i t c h  con tou r s  t h a t  s i g n a l ,  s a y ,  q u e s t i o n s ,  

and s o  can l e x i c a l  s t r e s s ,  b u t  n o t  a l l  j unc tu re s  a r e  

p h y s i c a l l y  d e f i n e d e U  and t h e r e  can be a l l  k inds  of 

d isagreement  about  t h e  h e a r i n g  of p i t c h  l e v e l s  and 

deg rees  of s t r e s s .  9 The l i m i t a t i o n s  of t h e  p e r c e p t i o n  

of language sounds w i l l  be r e f e r r e d  t o  a g a i n ,  b u t  i n  

t h e  c o n t e x t  of t h e  phonemic c l a u s e ,  L e t  me quo te  from 

Chomskyls answer t o  A.H. Marckwardt a t  t h e  Second 

U n i v e r s i t y  of Texas Conference i n  1957: 

S ince  ... t h e  phone t i c  con tou r  i s  l a r g e l y  a n  
au toma t i c  r e f l e c t i o n  of t h e  s y n t a c t i c  s t r u c t u r e ,  
it f o l l o w s  t h a t  anyone who unders tands  an 
u t t e r a n c e  and t h u s ,  i n  p a r t i c u l a r ,  h a s  d e t e r -  
mined i t s  s u r f a c e  s t r u c t u r e ,  should  be a b l e  
t o  p r e d i c t  t h e  phone t i c  con tou r  by  r u l e s  t h a t  
c o n s t i t u t e  p a r t  of h i s  l i n g u i s t i c  competence. 
He w i l l ,  t hen ,  ' h e a r 1  what t h e s e  r u l e s  
p r e d i c t ,  as long  as t h i s  is n o t  i n  t o p O v i o l e n t  
d isagreement  wi th  t h e  p h y s i c a l  f a c t s .  

I t  is  u s e f u l  a l s o  t o  c o n s i d e r  t h e  p h y s i o l o g i c a l  

d i v i s i o n s  of t h e  p roduc t ion  of d i s c o u r s e ,  and he re  

(as mentioned i n  Chapter  I ) ,  I base  my a t t i t u d e  on t h e  

work of  Abercrombie, and quo te  from h i s  paper ,  "A 

Phonet i o i a n s  View of Verse S t r u c t u r e .  " 



Speech,  a s  i s  w e l l  known, depends on b r e a t h i n q :  
t h e  sounds  of s p e e c h  a r e  produced b y  a n  a i r -  
s t r e a m  from t h e  l u n q s .  T h i s  a i r - s t r e a m  d o e s  
n o t  i s s u e  from t h e  l u n g s  i n  a c o n t i n u o u s  
f l o w ,  a s  miqht  be  t h o u g h t  a t  f i r s t .  The f l o w  
is  ! p u l s e - l i k e  1 : t h e r e  i s  a c o n t i n u o i ~ s  and  
r a p i d  f l u c t u a t i o n  i n  t h e  a i r - p r e s s u r e  which 
r e s u l t s  from a l t e r n a t e  c o n t r a c t i o n s  and r e l a x -  
a t i o n s  of  t h e  b r e a t h i n g  mirscles.  dach  muscu la r  

' c o n t r a c t i o n ,  and consequen t  r i s e  i n  a i r - p r e s s u r e ,  
is a c h e s t - p u l s e  ( s o  c a l l e d  b e c a u s e  it i s  t h e  
i n t e r c o s t a l  musc les  i n  t h e  c h e s t  t h a t  a r e  
r e s p o n s i b l e ) :  a n d  each  c h e s t - p u l s e  c o n s t i t u t e s  
a s y l l a b l e .  T h i s  s y l l a b l e  p roduc ing  p r o c e s s ,  
t h e  s y s t e m  of c h e s t - p u l s e s ,  is  t h e  b a s i s  of  
human s p e e c h . l l  

Abercrombie is w r i t i n g  i n  1961,  and  he r e f e r s  

f o r  " f u r t h e r  d e t a i l s u  t o  e a r l i e r  work by  R.H. S t e t s o n ,  

Motor P h o n e t i c s  (1951) .I2 S t e t s o n  compares t h e  a c t i o n  

of  t h e  l u n g s  i n  p roduc ing  s p e e c h  t o  t h e  workings  of  

a hand-opera ted  b e l l o w s  w i t h  t h e  l u n g s  p roduc inq  

s y l l a b l e s  on t h e  p u f f s  o f  o u t g o i n q  a i r  i n  t h e  same way 

as hands produce  p u f f s  from b e l l o w s .  The c i r c u m s t a n c e s  

of S t e t s o n ' s  e x p e r i m e n t s  a r e  q u i t e  p a i n f u l l y  c o n t r i v e d  

( h i s  poor  s p e a k e r s  a r e  t r u s s e d  up  i n  a l l  manner of  

c o n t r a p t i o n s  and  c o u l d  n o t  c o n c e i v a b l y  produce  a n y t h i n g  

l i k e  a n a t u r a l  f l o w  of s p e e c h ) ,  b u t  t h e  p h ~ s i o l o g ~  of 

t h e  s y l l a b l e  i s  t h e r e .  However, as Abercrombie g o e s  

on t o  p o i n t  o u t ,  t h e r e  i s  more t o  t h e  sound p a t t e r n  

of E n g l i s h  t h a n  s y l l a b l e s .  

T h i s ,  however,  i s  n o t  t h e  whole s t o r y  of t h e  
p r o d u c t i o n  o f  t h e  a i r - s t r e a m  which we u s e  f o r  
t a l k i n g ;  t h e r e  i s  i n  a d d i t i o n  a second  sys tem 
of  p u l s e - l i k e  m u s c u l a r  movements on which i n  
p a r t  i t  depends .  T h i s  s y s t e m  c o n s i s t s  of  a 
s e r i e s  of  l e s s  f r e q u e n t ,  more power fu l  con- 
t r a c t i o n s  of  t h e  b r e a t h i n q  musc les  which 
e v e r y  now a n d  t h e n  c o i n c i d e  w i t h ,  a n d  Y e i n f o r c e ,  
a c h e s t  p u l s e ,  a n d  c a u s e  a more c o n s i d e r a b l e  



and more sudden r i s e  i n  a i r -p re s s i l r e .  These 
r e i n f o r c i n g  movements c o n s t i t u t e  t h e  system 
of s t r e s s - p u l s e s ,  and t h i s  system is  combined 
i n  speech wi th  t h e  system of ches t -pu l se s .  

The rhythm of speech i s  a rhythm of t h e s e  two 
systems of p u l s e s :  it is a product  of t h e  
way they  a r e  combpined i n  producing an a i r-  
s t ream f o r  t a l k i n q .  The rhythm is  a l r e a d y  
i n  t h e  a i r - s t r e a m ,  i n  f a c t ,  be fo re  t h e  a c t u a l  - 
vowels and consonan s which make up words are  
superimposed on it. !1 

The s t r o n g e r  c h e s t  p u l s e s  d e s c r i b e d  by 

Abercrombie produce t h e  l i n g u i s t i c  f e a t u r e  s t r e s s .  

Tension i n  t h e  voca l  co rds  produce t h e  l i n g u i s t i c  

f e a t u r e ,  p i t c h ,  which, combined w i t h  t h e  f e a t u r e  j unc tu re  

(which does  n o t  n e c e s s a r i l y  have a p h y s i c a l  r e a l i z a t i o n 8 ) ,  

p rov ides  a l i n g u i s t i c  way of d i v i d i n g  d i s c o u r s e  i n t o  

n a t u r a l  d i v i s i o n s  i n  which phonology goes  a long  wi th  

Brea th ing  can a l s o  be thought  of as n e c e s s i -  

t a t i n g  a d i v i s i o n  of d i s c o u r s e .  I f  speech is produced 

on t h e  e x p i r a t i o n  of a i r  (and  i t  a lmos t  always i s ,  

excep t  f o r  exc lamat ions  l i k e  whew, and o c c a s i o n a l l y  

t h e  s ta r t  of a new s t r e t c h  of d i s c o u r s e  whi le  t h e  last 

of t h e  a i r  is  s t i l l  be ing  drawn in--see  r e s p i r a t i o n  

graphs  I n  Chapter  vII) , t h e r e  must be a break  i n  

d i s c o u r s e  d u r i n g  which a i r  is t aken  i n  and t h e  lunq  

P r e s s u r e  b u i l t  up. The r o l e  of b r e a t h i n g  i n  v e r s e  

movement w i l l  be d i s c u s s e d  l a t e r .  Here, i n  i t s  connec- 

t i o n  w i t h  t h e  phonemic c l a u s e ,  it is enough t o  s a y  



that breathing accommodates itself at an unconscious 

level so that there may be inspiration at the terminal 

juncture at which the underlying structure (i.e., the 

sense) calls for a substantial break in discourse. 

EXTENSION OF PHONEMIC CLAUSE DIVISIONS INTO DIVISIONS 
FOR VERSE 

R.B. Stockwell's intonation rules13 On which 

I shall base my own tentative rules for the generation 

of a verse line (Chapter V ) ,  demonstrate the connection 

between the sentence structure and the phonemic clause. 14 

By including IP ( intonation pattern) in the constituent 

structure rules, when sentences are embedded in the 

matrix sentence, or when sentences are changed or moved 

by transform, the IP goes with them to produce junctures 

(IP being made up of a pitch Contour plus a Juncture 

Point) as part of the surface structure of the matrix - 
sentence. This is the operation for prose or speech; 

the normal language operation. 

My rules for the generation of the verse line 

Will be set up on the basis of an extended use of 

juncture and the hypothetical lines so derived will 

be matched against existing verse. This is done in 

order to test out the value of my generation as a means 

of revealing the language basis of the movement of 

the verse. This is done aomewhat after the fashion 



of the  ' t r y  and s e e '  model Chomsky proposes f o r  the  

teaching  of f o r e i g n  languages,  i n  which he s a y s ,  "we 

miqht t r y  t o  develop a sentence-recognizinq device 

( t h a t  is ,  a perceptua l  model) t h a t  incorpora tes  both 

the  genera t ive  r u l e s  of the  grammar and a ' h e u r i s t i c f  

, component t h a t  samples an input  t o  e x t r a c t  from it 

c e r t a i n  cues as t o  which r u l e s  were used t o  genera te  

i t ,  s e l e c t i n g  among a l t e r n a t i v e  p o s s i b i l i t i e s  by  a 

process of success ive  approximation. u15 M Y  vers ion  

of t h i s  process  w i l l  be t o  combine the  d i v i s i o n  of 

d i scourse  i n t o  phonemic c l a u s e s  w i t h  t h e  d i v i s i o n  of 

verse  i n t o  l i n e s  i n  o r d e r  t o  express  t h e  choices  which 

miqht have been made by t h e  poet i n  genera t ing  h i s  

verse.  The model used t o  'sample' my d e r i v a t i o n s  w i l l  

be the  voice of t h e  poet reading h i s  own poem, and 

from t h i s ,  I s h a l l  s e l e c t  a l t e r n a t i v e  p o s s i b i l i t i e s  

i n  my a n a l y s i s  of t h e  verse  s t r u c t u r e  of t h e  poem. 

This  is n o t  a formal process  i n  t h e  sense  of the  "sen- 

tence  recognizing devicef f  suggested by Chomsky, bu t  

r a t h e r  a f e e l e r  towards s e t t i n g  up o b j e c t i v e  ways of 

g e t t i n g  a t  t h e  s t r u c t u r e  t h a t  is i n  t h e  verse  language 

of any p a r t i c u l a r  poem. 

Before going f u r t h e r ,  it is  necessary  t o  say 

something more about the  func t ion  and percept ion  of 

t h e  suprasegmental f e a t u r e s  by which t h e  phonemic 

c lause  is i d e n t i f i e d  and de l imi ted .  



FUNCTION AND PliRCEPTION OF STHESS 

Constitution of stress 

The conception of 'stress1 as it is commonly 

(not linguistically) used is that to stress something 

is to emphasise it. Quite apart from the gestural 

uses in emphasis, astonishment, etc., we know Enslish 

stresses words, parts of words and parts of words in 

phrases. And we know that this stress is essential 

to the meaning we have to signal. 

Daniel Jones, the British phonetician, says : 

Stress may be descrihed a s  the dezree of force 
with which a sound or a syllable is uttered. 
It is essentially a subjective action. A 
strong force of utterance means energetic 
action of all the articulating organs; it is 
usually accompanied by a gesture with the 
hand or head or other parts of the body; it 
involves a strong 'push' from the chest wall 
and consequently a strong force of exhalation; 
this general y gives the-objective impression 
of loudness. 3 6  

Leonard Bloomfield says, quite simply: 

. . . in Enulish when we combine several simple 
elements of speech into a word of two or more 
syllables we always use a secondary phoneme 
of stress which consists of speaking one of 
these s llables louder than the other or 
others. 17 

There are three aspects for the discussion 

of stress (and indeed of all suprasegmentals) that 

must be thought of separately: 



how i t  is  produced and what it c o n s i s t s  of 

how it func t ions  i n  t h e  lanquage 

how it i s  perceived. 

The quo ta t ion  from Daniel  Jones above inc ludes  a l l  

t h r e e  a s p e c t s  whereas t h e  quo ta t ion  from Leonard 

Bloomfield expresses  the  phonemic func t ion  of s t r e s s  

bu t  avoids saying  anything about how ' loudness1 i s  

t o  be understood o r  how i t  might o r  might no t  be 

perceived. 

The production of s t r e s s  w a s  o u t l i n e d  above 

as p a r t  of the  physiology of t h e  phonemic c lause  ( s e e  

paqe 2 8 ) ,  bu t  it remains t o  be seen how much t h i s  

impression of 1loudnessl i s  due, i n  a d d i t i o n  t o  t h e  

f o r c e  of the  s t r e s s - p u l s e ,  t o  the  s t r e s s e d  s y l l a b l e  

being s a i d  a t  a h igher  l e v e l  of p i t c h  o r  prolonged 

f o r  a g r e a t e r  l eng th  of time. There is  a phys io log ica l  

l i k e l i h o o d  of a h igher  frequency i n  the  p i t c h  of t h e  

voice i n  a s t r e s s e d  s y l l a b l e  on account of the  g r e a t e r  

a i r  pressure  employed f o r  t h e  s t r e s s -pu l se .  I n  t h e  

same way, a s t r e s s e d  t ense  s y l l a b l e  can well  be 

Prolonged by increased  a i r  pressure.  l8 Jones 

a s s e r t s  t h a t  p i t c h  is  always wi th in  the  c o n t r o l  of t h e  

speaker ,  and t h a t  it does no t  n e c e s s a r i l y  accompany 

s t r e s s ,  019 and Bloomfield d ismisses  t h e  combination of 

P i t c h  with s t r e s s  as a pure ly  g e s t u r a l  enhancement. 20 

D.B. Fry worked on s t r e s s  from t h e  aspec t  of 

Percept ion,  and s t a t e d  t h a t  d i f f e r e n c e s  of s t r e s s  a r e  

Perceived by the  l i s t e n e r  as v a r i a t i o n s  i n  a 'tcomplex 



p a t t e r n  bounded by f o u r  p sycho log i ca l  d imens ions :  

l e n g t h ,  l oudnes s ,  p i t c h  and q u a l i t y .  u21 He t e s t e d  

l i s t e n e r s  on word p a i r s  l i k e  s u b j e c t ,  o b j e c t ,  d i g e s t ,  

and he i n t e r p r e t e d  h i s  r e s u l t s  as showing t h a t  bo th  

" d u r a t i o n  and i n t e n s i t y  a c t  as cues  i n  s t r e s s  j u d ~ e -  

ments . . .[and] t h e  tendency w a s  f o r  a h i g h e r  s y l l a b l e  

t o  be  heard  as s t r e s s e d  i n  p r e f e r e n c e  t o  a lower  one. ,122 

However, what shou ld  be p a r t i c u l a r l y  n o t i c e d  i s  t h a t  

t h e s e  words were produced and hea rd  n o t  i n  c o n t e x t  

b u t  i n  i s o l a t i o n .  The exper iments  were se t  up as a n  

"a t t empt  t o  e x p l o r e  t h r e e  p h y s i c a l  d imensions  which 

a p p e a r  impor t an t  t o  s t r e s s  judgmentsff (my i t a l i c s ) .  

Tha t  is  t o  s a y ,  t h e  p o s s i b i l i t y  w a s  e l i m i n a t e d  of t h e  

l i s t e n e r  h e a r i n g  what t h e  r u l e s  of t h e  s y n t a c t i c  

s t r u c t u r e  might  p r e d i c t .  (See  Chomskyts answer  t o  

Marckwardt , page 2(7 above. ) 

There  is a c u r i o u s  example of what can  happen 

i n  t h e  absence  of c o n t e x t  i n  Seymour Chatman, A Theory 

of  Meter.  I n  d i s c u s s i n g  t h e  v a l u e  of t h e  s p e c t r o g r a p h  

i n  m e t r i c a l  a n a l y s i s ,  Chatman p r i n t s  t h e  f o l l o w i n g  

spec t rograms  of t h e  words i n s i g h t  and i n c i t e .  23 H e  

P o i n t s  o u t  t h a t  t h e  cu rve  i n  t h e  upper  p a r t  of t h e  

g raph  is a d i s p l a y  d e v i c e  which p rov ides  24 a s i m p l e r  

v e r s i o n  of t h e  amp l i t ude  i n fo rma t ion  conveyed by t h e  

r e l a t i v e  da rknes s  of t h e  r e c o r d i n g  of t h e  s y l l a b l e s  

i n  t h e  complex f o l d  p a t t e r n  of t h e  g r aph  (which i n c l u d e s  

P i t c h  a t  each  i n s t a n t  t f a cco rd ing  t o  t h e  r e l a t i v e  h e i g h t  



Seymour Chatman, A Theory of  Meter 



of the  mark on the  paperu)  .25 Fur ther  on, he says ,  

" the machine convenient ly and accura te ly  accounts f o r  

a l l  t h r e e  v a r i a b l e s  involved i n  me t r i ca l  a n a l y ~ l s , " ~ ~  

l e e . ,  ( f o r  Chatman's purposes) p i t c h ,  s t r e s s  and 

dura t ion .  

Whether o r  no t  the  amplitude curve conta ins  

frequency o r  whether it is j u s t  a measure of no i se  

does n o t ,  I th ink ,  r e a l l y  ma t t e r  here.  The cur ious  

observat ion  is t h a t  f o r  the  word i n s i g h t  ( f o r  which 

t h e r e  is  no ques t ion  of where, from t h e  poin t  of view 

of language funct ion ,  the  s t r e s s  must f a l l ) ,  t he  

amplitude curve shows a h igher  peak f o r  the  second 

s y l l a b l e  than  f o r  the  f i r s t .  I do n o t  know the  circum- 

s t ances  of t h i s  experiment, bu t  I should guess ( b y  the  

blankness of the  paper before and a f t e r  the  p a r t  on 

which the  recording is  graphed) t h a t  these  words were 

spoken i n  i s o l a t i o n ,  and t h a t  t h e r e  w a s  a doubt (perhaps 

unconscious) i n  the  speaker 's  mind whether, i n  the  

absence of con tex t ,  what he w a s  saying w a s  s i g h t  

( t h e  boat  & s i g h t ) ,  o r  i n s i g h t  (L admire his 
I 

i n s i g h t ) .  

When one cons iders  s t r e s s  from t h e  poin t  of 

view of language funct ion ,  a l l  English speakers  know 

it is  p a r t  of t h e  language code by which they  make 

themselves understood. When words i n  t h e  lex icon have 

i d e n t i c a l  segments ( l i k e  D.B. F ry ' s  p a i r s  of words), 



s t r e s s  s i g n a l s  t h e i r  category [+ noun] o r  [+ verb] and 

s o  t h e i r  meaning. I n  context ,  even t h e  s o r t i n g  out  

of t h e  l e v e l s  of s t r e s s  and the  phonetic e f f e c t s  of 

s t r e s s  placement (vowel reduct ion,  e t c . ,  ) a r e  

proper ly  e f f e c t e d  i n t u i t i v e l y  by the  speaker  and proper ly  

i n t e r p r e t e d  by the  hea re r ,  al though t h e  opera t ion  may 

no t  have an observable phys ica l  bas i s .  To quote 

Chomsky again:  

We might propose t h a t  the hea re r  uses  c e r t a i n  
s e l e c t e d  p r o p e r t i e s  of the  phys ica l  s i g n a l  
t o  determine which sentence of the  language 
w a s  produced and t o  a s s ign  t o  i t  a deep and 
su r face  s t r u c t u r e .  With c a r e f u l  a t t e n t i o n ,  
he w i l l  then be a b l e  t o  ' hea r '  t he  s t r e s s  
contour ass igned by the  phonological component 
of h i s  grammar, whether o r  not  i t  corresponds 
t o  any phys ica l  property of the  presented 
s i g n a l ,  Such an account of speech percept ion 
assumes, pu t t ing  it loose ly ,  t h a t  s y n t a c t i c  
i n t e r p r e t a t i o n  of an u t t e rance  may be a pre- 
r e q u i s i t e  $7 hear ing  i t s  phonetic r e p r e s e n t a t i o n  
i n  d e t a i l .  

Chatman's spectrogram seems t o  me t o  e x a c t l y  

demonstrate t h e  t r u t h  of t h i s  observat ion.  There w a s  

no s y n t a c t i c  s t r u c t u r e  t o  i n t e r p r e t  and the  machine 

rep resen t ing  the  h e a r e r  picked up the  supraseqmentals 

not  of t h e  'word' intended, but  of t h e  same sequence 

of phonemes as were i n  the  word, bu t  as i f  they were 

i n  a d i f f e r e n t  s y n t a c t i c  context.  

S t r e s s  has t o  be thought of i n  two ways: as 

l e x i c a l  s t r e s s  o r  t h e  n a t i v e  s t r e s s  t h a t  a word might 

c a r r y  i n  i s o l a t i o n  i n ,  as it were, , i ts  s l o t  i n  t h e  

lex icon,  and a l s o  according t o  t h e  adJustment of s t r e s s  



l e v e l s  t h a t  r e s u l t s  from the  combining of l e x i c a l  

items i n t o  phrases and sentences.  The M.I.T. paper, 

"The Morphophonemics of English" (1960).  says :  

Every morpheme i n  i s o l a t i o n  has  i t s  own s t r e s s  
d i s t r i b u t i o n  (which is governed by c e r t a i n  
morphological and phonetic f a c t o r s ) .  T h i s  
s t r e s s  assignment on the  morphemes, however, 
does no t  remain f i x e d ;  it may be modified by 
t h e  c o n s t i t u e n t  s t r u c t u r e  of the  u t t e rance  
i n  which the  morpheme is  found, where, aga in ,  
morphological and phonetic f a c t o r s  play a ro le .  28 

Th i s  paper p resen t s  c y c l i c  r u l e s  f o r  s t r e s s  assignment, 

bu t  t h e r e  has ,  it seems, been a l o t  more t ransformat ional  

work done on both s t r e s s  and the o t h e r  suprasegmentals 

s i n c e  t h a t  time. However, a t  the  time of wr i t ing  

(September, 1967).  i t  is s t i l l  d i f f i c u l t  t o  know where 

t o  go f o r  information. The long promised Chomsky and 

Hal le  Sound P a t t e r n  of English and the  Hal le  and 

Kayser Evolut ion of S t r e s s  i n  English have s t i l l  not  

been published, although both books a r e  r e f e r r e d  t o  

i n  var ious  p laces  as llforthcoming. " There a r e  r e fe rences  

t o  t h e  work i n  progress  i n  seve ra l  publ icat ions--  

u s u a l l y  as p a r t  of papers on some o t h e r  r e l a t e d  topic-- 

bu t  these  references  a r e  s h o r t ,  s l a n t e d  t o  the  s u b j e c t  

of t h e  paper and dec lared  t o  be s i m p l i f i c a t i o n s .  S t i l l ,  

f o r  t h e  moment, they  a r e  a l l  the re  is  t o  go on. 

The fol lowing is  a b r i e f  o u t l i n e  of what i s  

proposed--with a somewhat f u l l e r  account i n  note  29. 

Levels of s t r e s s  a r e  assigned i n  the  fol lowing 

way : 



the su r face  s t r u c t u r e  of a terminal  s t r i n g  is 

expressed according t o  i t s  P-marker i n  a system 

of in te r lock ing  brackets .  

Example 1 

c y c l i c  r u l e s  a r e  app l i ed  t o  segments ins ide  inner-  

most brackets .  

innermost b racke t s  a r e  erased. 

r u l e s  a r e  app l i ed  again,  and so  on u n t i l  a l l  brackets  

a r e  removed. 

Rules (which apply i n  t h e  order  given)  i n  s i m p l i f i e d  

form a r e :  

- a subs tan t ive  r u l e  t h a t  a s s igns  s t r e s s  i n  i n i t i a l  

p o s i t i o n  i n  nouns ( a l s o  stems) under very genera l  

circumstances.  

- a nuc lea r  s t r e s s  r u l e  t h a t  makes t h e  Jast main 

s t r e s s  dominant, thus weakening a l l  o t h e r  s t r e s s e s  

i n  t h e  cons t ruc t ion .  

- a genera l  r u l e  of s t r e s s  adjustment t h a t  weakens 

a l l  nonmain s t r e s s e s  by one. 

Applying t h e  r u l e s  t o  Example 1 would g ive  t h e  

fol lowing s t a g e s :  

- with each monosyllable bearing l e x i c a l  s t r e s s  

and i n s u l a t e d  from the  o the r s  by brackets .  



E J6hn E VP ii) S VP S 

- with nuclear stress applied to the last main 
stress (right-most stress peak) and primary 

reduced to secondary on saw by Rule (c), and 
with John still insulated by brackets. 

h 

lil) John s:w ~ f l l  
S 

- the primary stress stays with the last main 
stress, Rule (C) operates to reduce John to 

secondary and saw to tertiary. 

This example is, of course, a simple one but 

it illustrates the necessity of working outwards from 

the P-marker. It is the fact that saw and Bill come 
together as part of VP (before they join John in the 

complete sentence) that produces the tertiary stress 

on while John is only reduced by one degree to 

secondary. According to the transformational grammarians, 

rules like this aim to be an expression of the speaker's 

(or hearer's) 'tacit' or 'latent knowledge' which 

enables him to 'know1 the stress contour of innumerable 

expressions which he may never have heard before.3' 

FUNCTION AND PERCEPTION OF PITCH AND JUNCTURE 

The Trager-Smith Outline sets up, as already 

mentioned, pitch and'juncture as separate phonemes 

of English. It sees pitch as functioning linguistically 



as a contour  of varying in tona t ion  l e v e l s  extending 

over  a s e c t i o n  of d iscourse  w i t h  terminal  junctures  

funct ioning  as d i f f e r e n t  ways of breaking o r  ending 

s e c t  ions.  Minimal p a i r s  ( o r  minimal s e c t  ions )  a r e  

given t o  i l l u s t r a t e  the  d i f f e r e n c e  i n  meaning brought 

about by using a l t e r n a t i v e  p i t c h  contours o r  d i f f e r e n t  

te rminal  Junctures .  An in tona t ion  contour i s  s a i d  

t o  be made up of a p a t t e r n  of p i t c h  l e v e l s ,  and te rminal  

junctures  a r e  divided i n t o  t h r e e  kinds:  te rminal  

r i s e ,  te rminal  s u s t a i n  and te rminal  fade. 

Although p i t c h  and juncture may be phonemes of 

t h e  language and although we know very wel l  t h a t ,  s a y ,  

a high p i t c h  l e v e l  combined with a te rminal  r i s e  means 

a ques t ion  and a low p i t c h  l e v e l  followed by a te rminal  

fade does n o t ,  i t  is as mistaken t o  th ink  t h a t  p i t c h  - 
and juncture can be considered o r  perceived i n  i s o l a t i o n  

as it  w a s  i n  the  case of s t r e s s .  The a b i l i t y  t o  perceive 

p i t c h  l e v e l s  i n  any absolu te  sense w a s  a t t acked  by 

P h i l i p  ~ i e b e r m a n 3 l  i n  an experiment (extending over two 

years)  i n  which t r a i n e d  l i n g u i s t s  were asked t o  t r a n s -  

c r i b e  from a tape recording p i t c h  l e v e l s  according 

t o  the  Trager-Smith nota t ion .  The recording s t a r t e d  

as a complete message, but  by mechanically tak ing  out  

everything except p i t c h  l e v e l s ,  w a s  l e f t  as a s o r t  of 

wordless melody. The t r a n s c r i p t i o n s  o f fe red  va r i ed  

s o  much t h a t  i t  w a s  concluded t h a t  t h e r e  w a s  Itno 'bas is  



for regardinq the Trager-Smith pitch levels as per- 

ceptual manifestations. "j2 It appears that although 

the hearers could agree in perceiving that there was 

an intonation pattern with a contour and a juncture 

point, they could not agree on what the pitch levels 

of the contour were. In his final conclusion, Lieberman 

makes a comment that lines up with what Chomsky had to 

say about the perception of stress (page 36 above). 

... the intonation of a sentence can be predicted 
if one considers three sets of factors (1) the 
physiological constraints imposed by the human 
respiratory system, (2) the emotional state 
of the speaker, and (3) the ultimate recover- 
ability of the Deep Phrase Marker that under1 es 
the final phonological shape of the sentence. $3 

That is to say, as for stress, if you know the syntax 

(the P-marker), the intonation contours and the junctures 

can be predicted. 

The features of juncture and pitch set up by 

the Trager-Smith Outline have been used as part of 

a generative theory of intonation by R.B. Stockwell 

(1960)and it is this work that will be used later in 

this thesis. It is interesting that R.B. Stockwell 

was one of the linguists who transcribed pitch for 

the Lieberman experiment (1965). If anything, 

Lieberman's findings tend to strengthen rather than 

detract from Stookwell~s theory. 

In broad terms ( for details see Chapter V) , 



Stockwell derives the intonation pattern (which he 

sets up as being composed of a pitch contour combined 

with a Juncture point) along with the P-marker. He 

separates contour into two main groups on the basis 

of Discontinuity and Continuity with the separation 

determined by the last, or the last two pitch levels, 

combined with a terminal juncture. On this basis, 

he provides what he calls a Itwell motivated definitionN 

for "normal Intonati~n~~ which he supplements by trans- 

forms to derive intonation patterns for questions, 

emphasis, etc., and morphophonemic rules for the assign- 

ment of stress. It should also be noted that working 

the intonation pattern along with the derivation of 

the P-marker of the sentence produces the suprasegmental 

pattern appropriate to compound sentences in which 

constituent sentences (subordinate clauses) are derived 

within the matrix sentence. 35 

To sum up: this chapter has considered the 

suprasegmental element of language and the division 

of discourse into phonemic clauses. The term phonemic 

clause will be used from here on as a phonic unit 

bounded by terminal junctures, containing one primary 

stress and one or more levels of pitch. ~iscuss*lon 

of the perception of suprasegmentals showed that the 

complete signal would only be received in full oontext, 



and t h a t  t h e r e  is no per0eption of suprasegmentals i n  

absolute terms, but  t h a t  what can be perceived i n  a 

context  of comprehension is  r e l a t i v e  degrees of s t r e s s  

and r e l a t i v e  l e v e l s  of p i t c h  wi th in  in tona t ion  

pa t t e rns .  



N O T E S  

CHAPTER 11 STRESS-PITCH-JUNCTURE AND THE PHONEMIC CLAUSE 

1 George L. Trager and Henr Lee Smith, Out l ine  of English 
S t r u c t u r e  (~klahoma,  19515, Studies  i n  Linp,uis t ics ,  
-_I__ 

occas iona l  Papers, #3. 

2 Trager-Smith (note  1, above), p. 41. 

3 L. Thompson ed., Selected_ L e t t e r s  of Robert F r o s t  (NY., 1964), 
l e t t e r  of  J u l y  4, 1913, t o  John T. B a r t l e t t ,  #53, p. 79. 
I n  t h i s  l e t t e r  F ros t  says ( i n  p a r t ) :  

I a lone  o f  English w r i t e r s  have consciously s e t  
myself t o  make music ou t  o f  what I may c a l l  t h e  sound 
of  sense . t h e  bes t  p lace  t o  g e t  t h e  a b s t r a c t  sound 
of  sense i s  from voices  behind a  door t h a t  c u t s  o f f  t h e  
words . . those  sounds a r e  summoned by t h e  a u d i l e  
imagination and t h e y  must be pos i t ive ,  s t rong and d e f i n i t e l y  
and unmistakably ind ica ted  by t h e  context .  

4 R. Wellek and A. Warren, Theow .of L i t e r a t u r e ,  (NY., 1942) 
(3rd. ,  ed. 1962), p. 158. 

These au thors  make the  undeniable poin t  t h a t  i n  l i s t e n i n g  
t o  a  fo re ign  language we do not hea r  "pure soundw but 
impose our  phonet ic  h a b i t s  on it a s  w e l l  as hea r ,  of course,  
t h e  meaningful in tona t ion  given t o  it by t h e  speaker o r  
reader .  

5 Trager-Smith (note  1, above), Sec t ion  1.73, p. 49. 

1.73 I n  t h e  m a t e r i a l  examined above f o r  t h e  s e t t i n g  
up of s t r e s s  and juncture phenomena, it was observable  
t h a t  any sequence of  vowels and consonants i n  normal 
t r a n s i t i o n  o r  inc luding  p lus  junctures  has  only  one 
primary s t r e s s ,  all. o t h e r  s y l l a b l e s  having one of  t h e  
o t h e r  s t r e s s e s .  On t h e  o t h e r  hand, between any two 
successive prirnary s t r e s s e s  t h e r e  i s  always one of  t h e  
t e rmina l  junctures ,  and every primary s t r e s s  i s  followed 
by one te rminal  juncture  a t  some poin t  subsequent t o  it. 

Any u t t e r a n c e  made i n  English ends i n  one of  
t h e  t e rmina l  junctures .  If it i s  a minimal complete 
u t t e r a n c e  i t  has  no o t h e r  t e rmina l  junctures  wi th in  it. 
I n  t h a t  case  i t  must have one o r  more p i t c h  phonemes, one 
--AND ONLY ONE--primary s t r e s s ,  and may have one o r  more 
o t h e r  s t r e s s e s  and one o r  more p l u s  junctures .  I f  1 
t h e r e  a r e  p lus  junctures ,  then  t h e r e  may be a s  many 
secondary stresses as t h e r e  a r e  p luses ,  but not  more, 
and t h e r e  may be l e s s .  Such a minimal complete 
u t t e ~ ~ n c e  may be c a l l e d  by t h e  t e c h n i c a l  term P H O N ~ I C  
CLAUSE. 



6 This  not ion i s  fundamental i n  the enera t ive  theory of  
phonology. The e s s e n t i a l  connect f on between t h e  underlying 
s t r u c t u r e  and t h e  a n a l y s i s  of  t h e  phonetic output  appears 
i n  a l l  t h e  l i t e r a t u r e .  For ins tance ,  Noam Chomsky, M. Ha l l e  
and F. Lukoff, "On accent  and juncture i n  EngLish,I1 - For 
Roman Jakobson, Morris HaLLe ed., (The Hague, 1956), p. 67. 

t o  eva lua te  a phonemic t r a n s c r i p t i o n ,  o r  t o  prepare 
one, the l i n g u i s t  must know t h e  morphology and syntax, 
as w e l l  a s  t h e  phonemes o f  t h e  language. 

O r :  

Noam Chomsky, To i c s  i n  t h e  Theory of Generative Grammar 
(The Hague, 82: 

t h e s e  r u l e s  a r e  ' t ransformat ional '  i n  t h e  t e c h n i c a l  
sense of  l i n g u i s t i c  theory ,  i n  t h a t  they  t ake  i n t o  

account t h e  phrase s t r u c t u r e  of t h e  s t r i n g  t o  which they  
apply,  and not  j u s t  i t s  l i n e a r  form a s  a sequence 
of symbols. 

O r  again : 

Noam Chomsky, "The formal na tu re  of Language," Appendix A ,  
E. H. Lenneberg, The Biologica l  Foundations of Language 
(NY., 1967), p. 415: 

t h e  phonological component of a grammar c o n s i s t s  
of a sequence of r u l e s  t h a t  apply i n  a c y c l i c  
manner . . . t o  a s s ign  a phonetic r e p r e s e n t a t i o n  t o  
a su r face  s t r u c t u r e .  The phonetic r e p r e s e n t a t i o n  i s  
a matr ix  of phonetic f e a t u r e  s p e c i f i c a t i o n s  and t h e  
su r face  s t r u c t u r e  i s  a properly Labeled bracket ing o f  
formatives which a r e ,  themselves, represented i n  
terms of marking o f  c a t e g o r i a & .  d i s t i n c t i v e  f ea tu res . .  

7 Harold Whitehall ,  "From L i n g u i s t i c s  t o  Cr i t i c i sm,  If Kenyon 
Review, (summer, l956),  r e p r i n t e d  i n  George Hemphi 11 ed. 
Discussions o f  Poetry: Rhythm and Sound (Boston, 196L), p. 79 

8 Chomsky, Topics i n  t h e  Theory of Generative Grammar (note  6,  
above), p. 85-6. 

9 D. B. Fry, "Experiments i n  t h e  Percept ion of S t ress" ,  L a n g u a ~ e  
and Speech, 1-2, (1958) 

P h i l l i p  Lieberman, "On t h e  a c o u s t i c  b a s i s  of  t h e  Percept ion 
of  In tona t ion  by Linguhsts," Word, VoL. 21, #L, ( ~ p r i L  L965), 
pp40-45. 

and o the r s .  

LO Chomaky, Topics, (note  6,  above), p. 88. 



11 David Abercrombie, S t u d i e s  i n  Phonetics and L i n g u i s t i c s  
(oxford UP., L965), pp. L6-~7 .  

12 R. H. S t e t s o n ,  Motor Phonet ics  (Amsterdam, L951), p. L. 

When t h e  c h e s t  i s  sLightLy i n f l a t e d  f o r  speaking,  t h e  
a i r  i s  no t  under p re s su re ;  Like a  hand beLLows f o r  
blowing t h e  f i r e ,  t h e  volume i s  inc reased ,  but  t h e  
nozz l e  i s  open and t h e r e  i s  no f  Low o f  a i r ;  so  t h e  
mouth and t h e  g l o t t i s  may be open a s  i n  whisper ing,  
bu t  t h e r e  i s  no flow o f  a i r  from t h e  i n f l a t e d  c h e s t .  

I f  one makes quick s t r o k e s  o f  t h e  hands whi le  ho Lding 
t h e  i n f  l a t e d  hand beLLows, t h e  nozzLe emi t s  L i t tLe  
a i r  p u l s e s ;  a s  t h e  qu ick  s t r o k e s  a r e  r epea t ed  t h e  a i r  
puLses reduce t h e  volume o f  a i r ,  and t h e  arm muscLes 
must b r ing  t h e  boards o f  t h e  bellows c l o s e r  and c l o s e r  
t o  accommodate f o r  t h e  Loss of a i r .  There has  been 
no va lve  a c t i o n ;  no paLate has s t a r t e d  o r  stopped 
t h e  f  Low of  a i r -  

I f  t h e  hand beLLows i s  connected wi th  t h e  reed  of  an  
a r t i f i c i a L  Larynx, t h e  r eed  w i l l  sound f o r  each a i r  
puLse from t h e  nozz le ;  it i s  t h e  qu ick  movements o f  t h e  
hands which reLease and a r r e s t  t h e  a i r  pu l se  voiced 
by t h e  reed.  

13 R.  B. ~ tockweLL,  "The P lace  o f  I n t o n a t i o n  i n  a  Generat ive  
Grammar o f  Engl i sh ,"  Language, 36.360067, ( ~ u ~ ~ - ~ e ~ t e m b e ~  L96O), 
r e p r i n t e d  i n  Harold B. AlLen ed. ,  Readings i n  AppLied E n ~ L i s h  
L i n g u i s t i c s  (NY., L964), p.192-200. 

14 StockwelL (no te  13, above),  p. 198. 

15 Noam Chomsky, "ExpLanatory models i n  L i n g u i s t i c s ,  m i c ,  
t 

Methodology and P h i l o s o ~ h y  o f  Sc ience ,  Proceedings o f  t h e  L960 
I n t e r n a t i o n a l  Congress (S tanford  UP., l962) ,  pp. 528 550. - 

16 Daniel  Jones, Ou t l i ne  o f  Engl i sh  Phonet ics  (cambridge, Eng., 
1964 e d . , ) ,  #909, P O  245. 

17 Leonard Bloomfield, Language (NY., 1933), p. 90. 

18 Roman Jakobson, C. Gm M. Fant  and M. HalLe, P r e l i m i n a r i e s  t o  
Speech Analysis  (cambridge, Mass., L95L) (6 th  ed. ,  ~ 9 5 > ) , ~ .  5$. 

The a t t e n t i v e  a n a l y s i s  o f  t h e  t e n s e l l a x  f e a t u r e  
d i s c l o s e s ,  however, an  i d e n t i c a l  t r i p a r t i t i o n  of  each 
o f  t h e  two c l a s s e s .  The t h r e e  t ypes  o f  p rosodic  
f e a t u r e  which, fol lowing Sweet, we have termed tone  

-9 f o r c e  and q u a n t i t y ,  and which correspond t o  t h e  main 
-9 
a t t r i b u t e s  of  sound s e n s a t i o n  - p i t c h ,  loudness ,  and 
pe rcep tua l  du ra t ion  . . . 

19 Daniel  Jones  (note  16, above), Note 612,  page 246. 



BLoomfield(note 17,  above) ,  Note #13, p. 9L. 

D. B. Fry, "Experiments i n  t h e  pe rcep t ion  o f  S t r e s s , I t  
Language and Speech, L-2 (1958), p. 126. 

D. B. Fry (no te  21, above) ,  p. 15L. 

Seymour Chatman, A Theory o f  Meter (The Hague, l965),  
p l a t e  t o  f a c e  page 92.  

Chatman (no te  23, above),  p. 93 

Noam Chomsky, "The FormaL Nature o f  Language," Appendix A ,  
Eric H. Lenneberg, BioLogical  Foundations o f  Language (NY., 
1967),  p. 414. 

Noam Chomsky and M. HaLLe, "The Morphonemics o f  EngLish,I1 
u a r t e r l y  Report ,  Massachuset ts  I n s t i t u t e  o f  Technology, 

15, 1960), p. 276. 

Summarized e x t r a c t  from N. Chomsky, " S t r u c t u r e  o f  t h e  
Phono Logica 1 Component, " Appendix A ,  "The Forma 1 Nature 
o f  Langua e ,  i n  E. He Lenneberg, B i o l o g i c a l  Foundations o f  
mua~g &., 1967). 

"Assignment o f  S t r e s s  i n  Engl i sh ,"  pp.411 f f .  

The r u l e s  s e t  o u t ' h e r e  a r e  s a i d  t o  be a s i m p l i f i e d  v e r s i o n  o f  
t h e  f u l l  devetopment. I n  essence  what i s  proposed i s  t h i s :  

- t h e  phrase  s t r u c t u r e  o f  t h e  c l a u s e  i s  determined 
by t h e  r e g u l a r  g e n e r a t i v e  method and t h e  s u r f a c e  
s t r u c t u r e  i s  expressed  i n  a s e r i e s  o f  i n t e r l o c k i n g  
b r a c k e t s  r e p r e s e n t i n g  t h e  dominant nodes o f  t h e  
phrase  s t r u c t u r e  

- Chomsky' s f i r s t  example J& saw B i l l  
demonstra tes  t h e  b racke t ing  convent ion 



- two r u l e s  a r e  a p p l i e d  c y c l i c a l l y  

- i n  t h e  f i r s t  c y c l e  t h e  r u l e s  a r e  a p p l i e d  t o  t h e  
ifimaximaL cont inuous p a r t  o f  t h e  s u r f a c e  s t r u c t u r e  
c o n t a i n i n g  no i n t e r n a l   bracket^,^^ (i.e. the innermost  
s e c t i o n s ) .  

- when t h e  r u l e s  have been a p p l i e d  t h e  b r a c k e t s  a r e  
e r a s e d  and t h e  r u l e s  a p p l i e d  a g a i n  i n  t h e  new 'maximally 
cont inuous p a r t .  ' 

RULES, (PO 412). 

I l l .  Assign primary s t r e s s  t o  t h e  le f t -mos t  o f  two 
primary s t r e s s e d  vowels, i n  nouns. 

2. Assign primary stress t o  t h e  r ight-most  s t r e s s  
peak, where a vowel V i s  a s t r e s s -peak  i n  a c e r t a i n  
domain i f  t h i s  domain c o n t a i n s  no vowel more 
h e a v i l y  s t r e s s e d  than  V." 

Rule 1, " a p p l i e s  t o  nouns w i t h  two primary s t r e s s e s  ; ' I  

Rule 2,  f l app l i e s  t o  a u n i t  o f  any o t h e r  kind.  The r u l e s  
apply  i n  t h e  order"  (1 )  (2 )  " i n  t h e  c y c l i c  manner desc r ibed  
above. By convention,  when primary s t r e s s  i s  ass igned  i n  
a c e r t a i n  p o s i t i o n ,  a l l  o t h e r  s t r e s s e s  a r e  weakened by one." 

To paraphrase  my unders tanding o f  t h i s  s e c t i o n :  i t  must 
be assumed t h a t  format ives  come o u t  o f  the l ex i con  bea r ing  
l e x i c a l  s t r e s s  and t h a t  r u l e  (1)  a s s i g n s  stress t o  # 

compounded nouns l i k e  the example given:  t h e  N b lackboard 
a s  opposed t o  t h e  NP g a g  board. So long a s  primary 
s t r e s s e d  vowels remain i n s u l a t e d  by b r a c k e t s  t hey  r e t a i n  
t h e i r  l e x i c a l  s t r e s s  but  as the b r a c k e t s  come away one by 
one t o  make t h e  phrase f r o u p  prima f y s t r e s s  i s  a s s igned  
by r u l e  and a l l  o t h e r  S reS  eS lt'l C e phrase a r e  reduced 
by one. It i s  p a r t i c u l a r l y  e l e g a n t  t o  s e e  t h i s  happening 



t o  produce an  u n s t r e s s e d  s y l l a b l e .  

To quote  a g a i n ,  (p. 4131, "Equipped with  t h e  p r i n c i p l e  of  t h e  
c y c l e  and t h e  two r u l e s ,  a  person w i l l  know t h e  proper  stress 
contour  f o r  "John' s blackboard e r a s e r '  and innumerable 
o t h e r  exp res s ions  which he  may never  have heard  p r e v i ~ u s l y . ~ ~  

To which a n o t e  (#19, p. 440) r e a d s :  

" A s  e a r l i e r  we r e f e r  h e r e  t o  ' t a c i t '  o r  ' l a t e n t  
knowledge8 which can,  perhaps ,  be brought t o  
consc iousness  w i t h  proper  a t t e n t i o n  bu t  i s  s u r e l y  
no t  p resen ted  t o  'unguided i n t u i t i o n . '  

Chomsky, "The Formal Nature of  Language" (no te  29, above) ,  p. 413 

There i s  l i t t l e  doubt t h a t  such phenomena a s  stress 
con tou r s  i n  Engl ish  a r e  a p e r c e p t u a l  r e a l i t y ;  t r a i n e d  . o b s e r v e r s  w i l l ,  f o r  example, r each  a h igh  degree  of  
u n i f o r m i t y  i n  r eco rd ing  new u t t e r a n c e s  i n  t h e i r  
n a t i v e  language. There i s ,  however, l i t t l e  r ea son  t o  
suppose t h a t  t h e s e  con tou r s  r e p r e s e n t  a p h y s i c a l  r e a l i t y .  
It  may very  w e l l  be t h e  case t h a t  stress con tou r s  a r e  
no t  r ep re sen ted  i n  t h e  p h y s i c a l  s i g n a l  i n  anyth ing  
l i k e  t h e  perceived d e t a i l .  

P h i l i p  Lieberman, "On t h e  Acoust ic  Bas i s  o f  t h e  Percep t ion  o f  
I n t o n a t i o n  by L ingu i s t s ,  I' Word, 21.53% #I., A p r i l  (1965). 

... t h e  r e s u l t s  o f  t h i s  experiment sugges t  t h a t  t h e  
phonemic p i t c h  l e v e l s  and t e r m i n a l  symbols o f  t h e  
Trager-Smith system o f t e n  have no d i s t i n c t  p h y s i c a l  
b a s i s .  The l i n g u i s t  i n f e r s  t h e i r  p resence  from h i s  
knowledge of  t h e  t r a n s c r i ~ t i o n s  t h a t  t h e  Trager-Smith 
system usua l ly  used f o r  c e r t a i n  combinations o f  words. 
The same comments seem t o  apply  t o  secondary and 
t e r t i a r y  s t r e s s e s .  Moreover, t h e  r e s u l t s  o f  t h i s  
experiment i n d i c a t e  t h a t  t h e r e  i s  no b a s i s  f o r  
r e g a r d i n g  t h e  Trager-Smith p i t c h  l e v e l s  as t h e  p e r c e p t u a l  

m a n i f e s t a t i o n s  of  e i t h e r  a b s o l u t e  o r  r e l a t i v e  fundamental 
frequency ranges except  f o r  c e r t a i n  contours  t h a t  r e c u r  
q u i t e  f r equen t ly  i n  normal d i scou r se .  However, t h e s e  
con tou r s  appear t o  be perce ived  as complete e n t i t i e s .  
When o t h e r  i n t o n a t i o n  con tou r s  occu r ,  t h e  Trager-Smith 
n o t a t i o n  becomes i n c o n s i s t e n t  and h a s  no r ea sonab le  
r e l a t i o n s h i p  t o  t h o s e  a t t r i b u t e s  of t h e  p h y s i c a l  s i g n a l  
which it supposedly i s  t r a n s c r i b i n g .  

t 

Lieberman (no te  31, above), p. 53 

Stockwel l ,  (note  13, above). 



CHAPTER I11 

TIME. RHYTHM. METER AND MOVEMENT 

GENERATION OF PHONETIC OUTPUT 

The generation of sentences can be thought of as 

a process of making choices through a series of stages. 

The speaker knows what he wants to say, the generative 

rules are part of his tacit language knowledge and he 

combines the two to produce well-formed meaningful 

sentences. In the same way, a poet composing verse 

must make generative choices, He produces sentences, 

but sentences that must be shaped to a particular 

pattern. 

The impression of movement in speech is received 

from the patterning of the suprasegmentals. The stop 

, and go of the junctures, the rise and fall of the 

voice pitch and the recurring peaks of the stressed 
? 

syllables and all these are generated according to the 

syntax underlying the surface structure. That is, the 

application of the rules of the phonological component 



to the formatives of the syntactic surface structure 

produce the phonetic representation of the string.1 

This is part of the operation of the grammar of the 

language, and except when low level transforms call 

for, say, question or emphasis, a speaker need not 

pay deliberate attention to the arrangement of 

suprasegmentals. 

The poet, on the other hand, when he generates 

sentences for verse, must have the phonetic end product 

already in mind when he makes his generative choices. 

He shapes his sentences around a preconceived pattern 

that may be based on a variety of effects, but all 

of them intended to be present in the phonetic output. 

This preconceived pattern is the arrangement of speech 

sounds which produces the sound pattern of the poem, 

part of which is the movement and part the segmental 

effects of vowel and consonant sounds. There can 

be different kinds of movement for different poems. 

The poet makes his choice and the movement pattern 

chosen becomes the characteristic movement of the 

poem. Sometimes this involves rhythmic repetition 

and sometimes it does not. 

This is not the way language is produced in 

common use. Unless he wants to signal a question or 

some gestural emphasis (and even these apparently 

superficial operations are now being thought of in 



terms of choices  i n  the  deep s t r u c t u r e ) ?  a speaker 

dec ides  what he wants t o  s a y  and he says  it and the  

phonetic output  is produced au tomat ica l ly  as p a r t  of 

t h e  package d e a l  of the  opera t ion  of the  language. 

He may say  /be& o r  /bae/, he may s t r e s s  inqu i ry  
# 

/1nkwar1/ o r  /InkwAirI/, o r  he may drop h i s  a l t c h e s  

o r  end h i s  sentences w i t h  r i s i n g  p i t c h  (as the  Welsh 

a r e  supposed t o ) ,  but  whatever h i s  phonet ic  output  may 

t u r n  ou t  t o  be,  he w i l l  not-in o rd ina ry  circumstances-- 

t h i n k  about i t  o r  t r y  t o  manipulate it. 

But t h i s  is  exac t ly  what the  poet ,  i n  h i s  use 

of verse  language, has got  t o  do. He s e t s  out-according 

t o  h i s  extended competence i n  the  verse  extens ion  of 

h i s  n a t i v e  language--to organize h i s  phrase s t r u c t u r e  

s o  t h a t  the  phonetic output  may se rve  the  purpose of 

h i s  poem. Sometimes, it seems, he is  s e t  back by the  

thought t h a t  the  sounds he has been f e e l i n g  f o r  may 

n o t  be i n  o t h e r  peoplels  speech. An ins tance  of t h i s  

is  the  footnote  Yeats puts  t o  h i s  Remorse f o r  Intemp- 

e r a t e  Speech, Each of the  th ree  s t anzas  of t h i s  poem 

ends s imi la r ly .  My f a n a t i c  h e a r t  i n  s t anzas  one and 

two; A f a n a t i c  h e a r t  i n  s t anza  three .  The footnote  

concerns t h e  word f a n a t i c  and says ,  I I I  pronounce 

' f a n a t i c 1  i n  what is ,  I suppose, t h e  o l d e r  and more 
# 

I r i s h  way, s o  t h a t  the  last l i n e  of each s t a n z a  conta ins  

b u t  two b e a t s O u 3  What he is asking  f o r  is, I th ink ,  

i n  my parlance,  t h a t  a Juncture is needed between 



f a n a t i c  and h e a r t  t o  produce two primary s t r e s s e s  

( b e a t s ) .  

There a r e  seve ra l  ins t ances  of Yeats d e l i b e r a t i n g  

about t h e  fo rces  t h a t  the  language exe r t s .  He speaks 

i n  a l e t t e r  t o  H.J .C.  Grierson of the  "na tu ra l  momentum 

i n  the  syntax,  and i n  another  l e t t e r  t o  Dorothy 

Wellesley he t a l k s  about the  *formula , t  "Music, the  
* 

n a t u r a l  words i n  the  n a t u r a l  order,l15 and I have a l r eady  

quoted h i s  l e t t e r  i n  which he says  "nobody can w r i t e  

with music and s t y l e  i n  a language no t  l ea rned  i n  

childhood and e v e r  s ince  the  language of h i s  thoughten 

(Note 23, t o  Chapter I ) .  

Another example of Yeatst dialogue between 

i n t u i t i o n  and awareness is quoted b y  John Thompson. 6 

Yeats s e n t  a f i rs t  d r a f t  of Those Images ( l a t e r  published 

i n  L a s t  Poems. 1936-1939) t o  Edi th  Shackleton Heald. 

I n  t h e  accompanying l e t t e r ,  he discussed the  last  

s t anza ,  which John Thompson' quotes as : 

I never  bade you go 
To Moscow o r  t o  Rome 
Turn from drudgery 
C a l l  t he  Muses home.' 

I n  t h e  letter,'Thompson quotes him as saying:  

When you read t h i s  last poem of mine, be 
c a r e f u l  t o  g e t  the  scansion of the  t h i r d  
l i n e  of t h e  second s tanza  r i g h t .  There 
must be an  accent  on from. 

- ~ f i r n  - from dr6dgery 

You w i l l  n o t i c e  how bothered I a m  when I g e t  
t o  prosody - because it is  the  most c e r t a i n  
of my I n s t i n c t s ,  ye t  it is the  s u b j e c t  of which 



I a m  most ignorant. I do not even know if 
I should write the mark of accent o r  s t r e s s  
' o r  thus' .* 

One might guess Yeats knew t h a t  i n  speech, 

from is more often than not unstressed and t h a t ,  the - 
sy l lab le  being unstressed, the vowel sound i n  from 

oan beoome reduced t o  the almost non-existent 

schwa /a/ so t h a t  h i s  l i n e  could be read: 

/fram drXYr1/ o r  /fram d&Yer1/ 

with the from at  vanishing point, So he s e t t l e s  the 

matter aocording t o  h i s  ,cer ta in  ins t ino t '  and ohanges 

the l i n e  to :  

Renounoe t h a t  drudgery 

I n  considering the * m l e s c  of verse language, 

the poet--for my purposes--plays the par t  of *native 

speaker, i n  tha t  it i s  h i s  Innate oompetence t h a t  must 

be expressed i n  the grammar of verse language, T h i s  

chapter is concerned with verse movement and the manipu- 

l a t i o n  of the suprasegmental language features  t o  produoe 

the required movement i n  the phonetic output. These 

examples of Yeate' expl io i t  discussion of implic i t  

language knowledge a re  included t o  i l l u s t r a t e  the 

poet*s  exercise of h i s  poetio oornpetenoe i n  the language 

he is  using, 

* the  aooents, hyphens, e tc , ,  a re  as printed in  John 
Thompson, glPermafrost, a New York Review of Books, 
January 26, 1967. 



MOVEMENT AND LANGUAGE PATTERNS I N  VERSE 

A convenient d i v i s i o n  of verse  according t o  

movement is i n t o  two main c l a s s e s :  

1) metered verse 

2) unmetered verse  

The d i s t i n c t i o n  I wish t o  make between these  

two types of verse  is t h a t  t h e  movement of metered 

verse depends upon r e p e t i t i o n .  Some language element, 

most u s u a l l y  t h e  s t r e s s ,  Is presented  i n  such a way 

as t o  s e t  up an expecta t ion  of recurrence.? I n  

t r a d i t i o n a l  metered verse ,  t h e  most obviously r ecur r ing  

elements a r e  bea t  and rhyme. 

The p r i n c i p a l  element of metered verse  is  t h e  

recurrence of s t r e s s .  I n  speech, s t r e s s  has been 

observed t o  r ecur  i n  a p a r t i c u l a r  pa t t e rn .  Chapter11 

d iscussed  s y l l a b l e s  as produced on muscular pulses  

from t h e  lungs and s t r e s s e d  s y l l a b l e s  as produced by 

s t r o n g e r  pulses  Ifevery now and then." There is,  it 

seems, a considerable  r e g u l a r i t y  i n  the  recurrence of 

t h e  s t r e s s ;  i n  f a c t ,  Abercrombie speaks of the  s t r e s s  

pulses  of English as occurr ing i n  llisochronous sequence' 

and as being Itthe b a s i s  of the  s t r u c t u r e  of English 

ve r semw8 Al thowh the  r e g u l a r i t y  of t h e  time i n t e r v a l  

has been a t t acked  i n  l a b  experiment? t h e  theory of 

isochronism has been welcomed by many l i n g u i s t s ,  

e s p e c i a l l y  those working i n  v e r s i f  i c a t l o n .  lo one 



of t h e  reasons why the  l i n g u i s t i c  i d e a  of isochronism 

seems s o  reve la to ry  may, it seems t o  me, be because 

introducing an element of t iming makes it possible  t o  

th ink  of metered verse i n  the  same way as metered 

music. When a bea t  r ecurs  r e g u l a r l y  i n  verse ,  it can 

have t h e  same rhythmic e f f e c t  as i n  music althouqh 

it is  no t  properly comparable. Verse is not  music. 

Music opera tes  i n  time, p i t c h  and t imbre--qual i t ies  

of sound only--whereas verse as wel l  as time,has the  

i n t r i c a c i e s  of the  language and of meaning t o  manage. 

The p o s t u l a t i o n  of isochronism seems t o  o f f e r  a way 

of expla in ing  how verse can e x p l o i t  m e t r i c a l  bea t s  

without d i s t o r t i n g  the  language. (Contrary t o  the  

d i v i s i o n  i n t o  m e t r i c a l  f e e t  whose r e g u l a r i t y  does d i s t o r t  

t h e  language.) The isochronous pulse is a l r eady  i n  

the  language and a t  the  s e r v i c e  of verse.  Wellek and 

Warren, i n  d i scuss ing  the  musical t h e o r i e s  of v e r s i f  i- 

c a t i o n ,  speak of the  ' sub jec t ive1  f e e l i n g  of isochronism 

although they have t o  acknowledge t h a t  llAcoustic met r ics  

a l s o  shows t h a t  t h e r e  is  no s t r i c t  isochronism, s i n c e  

t h e  a c t u a l  dura t ion  of measures v a r i e s  considerably.  "11 

The s u b j e c t i v e  f e e l i n g  f o r  the  ex i s t ence  of an i so-  

chronous bea t  i n  metered verse seems t o  be borne out. 

I n  f a c t ,  I would go f u r t h e r  and say  t h a t  the  isochronous 

recurrence of s t r e s s  forms p a r t  of t h e  n a t i v e  speaker ' s  

i n t u i t i v e  language competence. Why does one laugh 

a t  the  last  l i n e  of the  fol lowing l imer ick?  I s n ' t  



it because one has t o  gabble t o  e e t  a l l  the  s y l l a b l e s  

between know and can i n t o  the  time t h a t  one f e e l s  is 

allowed? 

The w a s  an old man of Japan 
Who could never make l imer icks  scan 
When they  said, "But the  t h i n g  
Doesn't go w i t h  a swing!" 
He s a i d ,  ltYes, I know but  I l i k e  t o  g e t  as 

many words i n t o  t h e  last  l i n e  as 
I possibly can.I1 

Abercrombie makes a point  of t h e  s t r e s s  rhythm 

being a muscular rhythm " r a t h e r  than a rhythm of sound" 

and says ,  "This is why verse can be immediately recog- 

n ized  and f e l t  as verse  i n  s i l e n t  reading."12 Another 

explanat ion  might be the  shared knowledge of the  phono- 

l o g i c a l  l a w s  of the  grammar by which the  sound rhythms 

a r e  generated.  The same kind of shared language com- 

petence by which one speaker understands a n o t h e r ' s  

sentences even though he can never have heard them 

before.  On the  b a s i s  of recurr ing  s t r e s s  rhythm, Aber- 

crombie s e t s  up h i s  own rhythmic u n i t  of verse (which 

he c a l l s  a ' f o o t ' )  measured from s t r e s s  t o  s t r e s s ,  

including the  f i r s t  s t r e s s  and a l l  segments up t o  but  

no t  inc luding  t h e  second. T h i s  ' f o o t 1  is t h e  same 

kind of u n i t  as t h e  phonemic clause1) which I p r e f e r  

t o  use. Both u n i t s  (Abercrombie's f o o t  and t h e  phon- 

emic c l ause )  conta in  only one primary s t r e s s  and a 

v a r i a b l e  number of ~ ~ i l l a b l e s ~ ~  bu t  t h e  phonological 

r u l e s  f o r  t h e  de r iva t ion  of p i t c h  contour  and juncture 



point  ( s e e  Chapter 11, page30) opera te  around the 

phonemic c lause  and so  make it a p r e f e r a b l e  u n i t  f o r  

me. 

The p o e t ' s  g r e a t e s t  c o n s t r a i n t  i n  generat ing 

language f o r  m e t r i c a l  verse  is t o  f u l f i l  t he  pa t t e rn  

of expec ta t ion  s e t  up by the  r e p e t i t i o n .  A l t h o u ~ h ,  

Itno ve r s  is l i b r e  f o r  the  man who wants t o  do a  good 

Job," as Ezra Pound quotes T.S. E l i o t  as sayina,15 

unmetered verse  is,  i n  f a c t ,  f r e e d  from the  expectat ion 

of r e p e t i t i o n ,  although i t  has i t s  own c o n s t r a i n t s  

sometimes developed poem by poem as it goes along. 

A poem is  generated i n  terms of i t s  own thematic 

rhythm; t h e  poet ,  t o  quote Ezra Pound again ,  has a 

"chune" i n  h i s  head and he generates  h i s  sentences 

s o  t h a t  they f i t ,  'or when they  don ' t  go i n t o  it they 

s t i c k  out  and worry h i m .  However, freedom from 

r e p e t i t i o n  does not  mean t h a t  unmetered verse need 

be d iscussed  i n  d i f f e r e n t  language terms from metered 

verse.  Unmetered verse is s t i l l  language generated 

f o r  verse  purposes. The poet s t i l l  has a n  e a r  on 

t h e  phonetic output.  He may be inventing h i s  tune,  

but  it is s t i l l  what he wants you t o  hear  and the  

movement of t h e  sound p a t t e r n s  of the language is  as 

much p a r t  of the  rhythm of h i s  poem as i f  he had been 

w r i t i n g  with m e t r i c a l  r egu la r i ty .  The phonological 

r u l e s  of the  grammar of the  language a r e  no d i f f e r e n t  



and the phonemic c lause  can s t i l l  funct ion  as a u n i t  

of a n a l y s i s  i n  l ay ing  bare the  formal rhythm of the  

poem. 

However, t h e  con t rad ic to ry  s i t u a t i o n  between 

p r i n t  and sound is  s t i l l  present  i n  the  a n a l y s i s  of 

unmetered verse.  Northrop Frye sees  a connection between 

"genre and i n t e g r a t i n g  rhythm, and d i s t i n g u i s h e s  

between genres  according t o  the  connection between 

t h e  poet and h i s  audience. llWords,u he says ,  Itmay be 

ac ted  i n  f r o n t  of a s p e c t a t o r ;  they may be spoken i n  

f r o n t  of a l i s t e n e r ;  they may be sung o r  chanted; o r  

they  may be w r i t t e n  f o r  a reader ,  and he goes on 

t o  quote M i l l ' s  aphorism t h a t  a l y r i c  is  "preeminently 

an u t t e r a n c e  overheard.It But the  r e a l i t y  of verse-- 

l i t e r a r y  verse--as speech has  f o r  a very long time 

been bur ied  under p r i n t .  A poe t ' s  audience is  predom- 

i n a n t l y  readers .  Wordsworth may have p re fe r red  t o  

declaim h i s  verse  d i r e c t l y  t o  an audience, but  when 

he d i d ,  t h e r e  were very few people t o  hear  him. 

I n  mid-twentieth century,  the s i t u a t i o n  i s  ' 

d i f f e r e n t .  Twentieth century verse cont inues t o  reach 

one audience through p r i n t  (where it can maintain the  A 

q u a l i t y  of being overheard) ,  but it a l s o  happens t h a t  

the  same verse is  transmitted--and sometimes t o  a very 

l a r g e  number of people--from a speakinq poet t o  a 

l i s t e n i n g  audience,  not  only through readings,  but  



a l s o  through records ,  r a d i o  and so on. So it happens 

t h a t  as wel l  as innovat ions i n  sound p a t t e r n s ,  con- 

temporary verse  a l s o  shows a development of graphic  

p a t t e r n s  of verse forms upon the page. The two--the 

sound and the  pr in t - -are ,  i n  many cases ,  connected i n  

the  mind of the  poet. The graphic presenta t ion  can 

be used t o  r e in fo rce  rhythm--as I th ink  it does i n  

poems B and C of E.Z. Cummings discussed i n  Chapter V I .  

However, the  observable common f a c t o r  i n  metered verse ,  

unmetered verse ,  the  poem seen and the  poem heard,  i s  

t h e  line.. The c o n s t i t u t i o n  of the line and the  

t r a n s l a t i o n  of the  v i s u a l  s i g n a l  it presents  i n t o  

phonetic r e a l i s a t i o n  w i l l  be considered i n  Chapter V. 

PHYSIOLOGICAL RHYTHM 

There has a l s o  been considerable  experimentation 

i n  verse  rhythms shaped according t o  the  body rhythms 

of the  poet ,  notably breathing.  l8 This  development 

i n  verse  is i n t e r e s t i n g  from a l i n g u i s t i c  poin t  of 

view because it seems t o  p a r a l l e l  r ecen t  t h e o r i e s  t h a t  

regard language as being a b i o l o g i c a l  p red i spos i t ion  

r a t h e r  than  an  acquired behav io r i a l  capaci  tye19* 

A s  I s a i d  above, the movement of unmetered 

verse  is  b e s t  considered poem by poem, each poem having, 

as it were, i t s  own v e r s i f i c a t i o n .  However, the  connection 

between physiology and l i n g u i s t i c s  does give something 



in the way of background language theory aqainst which 

the movement of some contemporary verse can be considered 

and so will be discussed as part of the present chapter. 

In the verse recordings on which Chapter VII- of this 

thesis is based, breathing was recorded and in the 

analysis breath is related both to the verse movement 

and to the syntax and to the phonemic clause. 

I want to compare two discussions of speech 

rhythms. Although they are separated by 5 0  years, they 

have an intriguing connection. What I want to extract 

from W.M. Patterson's The Rhythm of Prose of 1917 is 

his observation of the organic nature of rhythm. That 

he applies his results to a theory of prose rhythm 

need not, I think, matter. Subjective rhythm, applies 

equally to prose, verse or speech. Patterson finds 

that rhythm in time : 

depends, primarily, upon the organization 

He sets up 

some part of consciousness into a series 
elastic subjective units of time (marked 
subjective tension-summits or by sensations 
actual muscular contract ion). 20 

subjective unitary time pulses as something 

that goes on in the body, and gives characteristic 

individual rates that always underly rhythm perceptions. 

He describes this subjective time unit as he experiences 

it in himself: 

... sometimes affected by heart-rate, but, 
as a rule corresponding apparently to an average 
walking step (a little over .7 s~c), and, like 
any walking step, capable of accelerating and 



r e t a r d i n g .  These u n i t a r y  (ungrouped) time- 
i n t e r v a l s  a r e  marked o f f  by a s e r i e s  of w h a t  
appear  t o  be muscular  t e n s i o n s  i n  t h e  r eg ion  
of t h e  head. sometimes l o c a l i z e d  i n  t h e  
nei3hbourhood of t h e  e a r s  (muscul~m t e n s o r  
tympani) sometimes i n  t h e  t h r o a t ,  o r  e l s e -  
where. These t ens ions  sometimes, b u t  no t  
always,  co inc ide  wi th  concomitant h e a r t - b e a t s  ... b r e a t h - r a t e  does no t  seem t o  a f f e c t  t h e s e  
i n n e r  pu l se s  s o  much as t h e  pu lses  o r  t h e i r  
m u l t i p l e s  a f f e c t  t h e  b r e a t h  r a t e ;  t h a t  is ,  
t h e  b r e a t h i n 8  muscles sometimes have a tendency*  
t o  r e s e r v e  t h e i r  a c t i o n  a t  the  moment of 
i n i t i a t i n g  i n h a l a t i o n  o r  e x h a l a t i o n ,  i n  o r d e r  
t o  f a l l  i n  wi th  t h e  phase of a u n i t a r y  pulse .21 

The exper iments  on which t h e  book is  based 

inc lude  a s o r t  of t e s t  of t he  c a p a c i t y  of h i s  1 2  

s u b j e c t s  t o  pe rce ive  rhythm; Phythms were bea ten  o u t  

as drum b e a t s  f o r  t h e  s u b j e c t s  t o  l i s t e n  t o  under a 

v a r i e t y  of c i rcumstances ,  T h e i r  recorded r e a c t i o n s  

form t h e  body of t h e  book. 

P a t t e r s o n ' s  under lying pu l se  is  i n t e r e s t i n g l y  

co r robora t ed  ( though no t  as t o  t h e  time pe r iod )  i n  a 

B i o l o g i c a l  Foundations of L a n ~ u a s e .  I n  a d i s c u s s i o n  

of t h e  physiology of phonation, he s a y s  : 

We have proposed t h a t  a rhythm e x i s t s  i n  
speech which se rves  as an  o rgan iz ing  p r i n c i p l e  
and perhaps a t iming dev ice  f o r  a r t i c u l a t i o n .  
The b a s i c  time u n i t  has a d u r a t i o n  of one-s ix th  
of a second, If t h i s  rhythm i s  due t o  physio- 
l o g i c a l  f a c t o r s  r a t h e r  t han  c u l t u r a l  ones ,  
i t  should be then p re sen t  i n  a l l  languages 
of t h e  world ... i n  t he  d i s c u s s i o n  of rhythm 
we have added some temporal  dimensions... 
t h e  rhythm is seen as t h e  t iming mechanism 
which should make t h e  o r d e r i n g  phenomenon 
p h y s i c a l l y  poss ible .  The rhythm is t h e  g r i d ,  
s o  t o  speak,  @to  whose s l o t s  e v e n t s  may be 
i n t e r c a l a t e d .  



There is  another  connection between Pa t t e r son  

and Lenneberg. Pa t t e r son  paraphrases Newnann (1894) 

as regarding  rhythm as: 

a mental process by means of which we group 
s e n s a t i o n s  of sound into a system of irnaces 
arranged upon a temporal bas i s .  B u t  bes ides  
t h i s  type of rhythm he descr ibes  a rhythm of 
t h e  thoughts themselves capable of d i s t u r b i n q  
s t r i c t l y  temporal re la t ions .  Phrases may i n  
t h i s  way be considered as  u n i t s  and similar 
groups r e c u r  with a t i s f a c t o r y  e f f e c t  a t  unequal 
i n t e r v a l s  of time. 33 

Lenneberg too is concerned with the  t iming of 

thought and speech. He goes i n t o  the  complicated 

neura l  and muscular ordering t h a t  t akes  place t o  

produce speech and makes t h i s  ( t o  me) s u r p r i s i n g  

s ta tement :  

t h e  t o t a l  time required f o r  t h e  a c t i v a t i o n  
of a l l  mu.scles t h a t  en ter  i n t o  the  production 
of a s i n g l e  speech sound may be w u c h  as 
twice as long as the  sound i t s e l f .  

I n  o t h e r  words, the  s i g n a l  t o  g e t  t h e  speech 

sound going must be given an appreciable  time before 

the  sound is needed. To do t h i s ,  n o t  only must the re  

be rhythmic order ing  t o  s i g n a l  the  sound needed, but  

t h e  speaker  has go t  t o  know what he is  going t o  say. 

The thought (and t h i s  w a s  Neumannls p o i n t )  must have 

a l r e a d y  given shape t o  the phrase. To which Lenneberg 

comments : 

The most i n t e r e s t i n g  impl ica t ion  of t h i s  
d i scuss ion  is  t h a t  formal a spec t s  of pure ly  
physiological  processes seem t o  be similar 
t o  c e r t a i n  formal a spec t s  of grammatical 
processes;  it appears, i n  f a c t ,  as i f  the  



two, physiology and syntax. 'were intimately 
related, one grading.into the other, as it 
were. 25 

V. The probletrr of [he organizing principle: rhythm 107 

Order of higher constituents 

contractions 

FIG. 3.16. Speech and language units have a hierarchic .arrangement; because 
of the interdigitation of thk muscular correlates, the sequential order can be 
programmed only if the order of phonemes is known. The order of phonemes can 
only be detenninrd aRer the order of morphema is determined. The order of 
morphological units is dependent upon the entire structure of phrases, and this, 
in turn, is dependent upon the structure of the sentence. ' 

_ _ _ _ _ _ _ _ L L - - -  

E.H. Lenneberg, Biological 
Foundations of Language. 

I reproduce  enn neb erg's diagram of the ordering 

of the physiology of articulation because it looks 

remarkably like the tree diagram which generative 

grammar uses to demonstrate the deep phrase struoture 

of a sentenoe. 



BREATH PATTERNS IN VERSE 

For verse rhythm based on breath,  the physiological 

rhythms of breathing have t o  be thought of i n  two ways : 

the rhythms of q u i e t  breathing and breath  rhythms 

during speeoh, The following diagram 24 shows the 

1:IG. 3.1. Quict hrcnthing and brcnthing during spccch in a nor~nnl four-year-old ! 

girl. ( I )  Timc m;~rkcr, onc second; (2) ;~irflow through nose; (3) chest volumc; 
(4) i~lrlon~inid cspansions. Noticc thi~t cllcst and abdomcn move synchronously , 

during quict Irrcilthing but arc slightly out of phnsc during spccch. ( A h  G u m  
nwnn rcproduccd in H;rnkc and Lullics, 1953.) 

E,H. Lmneberg., BioloRical 
-. - - - -  . ---- - Foundations- 'of - Lanuua~e . 

r e l a t i v e l y  even ourve of q u i e t  breathing i n  con t ras t  

with the  peaks and slopes produced by speeoh, One 

does not ,  it seems, vo lun ta r i ly  change one's r a t e  

of breathing. To decide de l ibe ra t e ly  t o  breathe 
I 

f a s t e r  can make one giddy o r  light-headed,27 and 

s ingers  and windplayers who have t o  oontrol  t h e i r  



breath  must l ea rn  how by easy stages. The strange 

th ing is t h a t  i f  the  breathing pa t te rn  Is l e f t  t o  

i t s e l f  t o  ad jus t  t o  speech, it does not  matter  

how long you go on ta lk ing ,  the  breath mechanism 

w i l l  no t  g e t  t i r e d ;  you may lose  your voice but  

your breathing w i l l  not  bother  you, I n  thinking 

of verse pat terned on breath,  one has t o  d i f f e r e n t i a t e ,  

then, between the  breath  pa t te rn  observed i n  the  
I 

course of producing speeoh and the  breath pa t te rn  

a t  r e s t .  The f i r s t  would seem t o  be ordered by 

the  same neurologioal teamwork t h a t  produces 

phonation, t r iggered at  the  moment of cognition 

i n  the  same way as the  generation of language 

surface s t ruoture .  That is, you contemplate a 

long sentence o r  a oomplioated statement, and i n  

doing s o  the  order  goes out f o r  an appropriate intake 

of breath. The thought and the  grammar, as we 

s a w  above, a r e  always ahead of the  a r r i v a l  of the  

speech sounds, so  t h a t  it would seem per fec t ly  f ea s ib l e  

f o r  breathing and syntax t o  go i n  s tep ,  One might 

say, then, t h a t  the  rhythm of breathing during speech 

is i n  the  l a m u w e ,  while the  rhythm of breathing 

at  r e s t  is i n  the  individual,  and t h a t  the  pat terning 

of verse rhythm on breathing involves the  regula t ing 

of one type of breathing i n  terms of the  other. 



TO sum up: the  speaial l i n g u i s t i c  r o l e  of the  poet I n  

the  generat ion of verse was considered i n  t h a t ,  con t ra ry  t o  

normal language practioe, he generates according t o  t he  

phonetic end product. Verse was divided accordinq t o  

i t s  movement i n t o  two main groups; metered and unmetered 

and the  language elements composing both types were 

considered. The ro l e  of organic body rhythms including 

breathing were considered i n  the  l i g h t  of t h e i r  poss ib le  

contr ibut ion t o  the  rhythms of unmetered verse and I n  

connection with the  generation of sentences i n  the surfaoe 

sgruoture of t he  language. 



CHAPTER 111 N O T E S  

TIME, RHYTHM, METER AND MOVEMENT 

Roman Jakobson, N. Chomsky, M. H a l l e ,  - e t  * a 1  9 "The 
Morphonemics o f  Eng Lish, 'I Q u a r t e r l y  Progress  Report ,  
No. 58, ( Ju ly  15, L9601, Massachuset ts  I n s t i t u t e  o f  
Techno Logy, Kesearch Laboratory o f  E l e c t r o n i c s ,  p. 275. 

C. J. Fi l lmore ,  "On t h e  Syntax o f  Preverbs ,"  Glossa ,  1:2 
(1967, p. 104. 

A.  Norman J e f f e r s  ed . ,  W. B. Yeats ,  Se l ec t ed  Poe t ry  (Landon, 
1962), p. 159. 

DonaLd Davie, A r t i c u l a t e  Energy (NY., L958), p. 95. 
quo t ing  a L e t t e r  from W e  B. Yeats  t o  H. J .C .  Gr ie rson ,  1912. 

A .  Wade, ed. ,  S e l e c t e d  L e t t e r s  of  W. B. Yeats  ( b n d o n ,  1954), 
p. 845. L e t t e r  o f  February 8, 193/.  

John Thompson, "Permafrost ,"  New York Review o f  ~ o o k s ,  
January 26, 1967. 

I n  quot ing  from t h i s  a r t i c l e  (p. 53. ), I f i n d  t h e  a c c e n t s  
and hyphens no t  p a r t i c u l a r  Ly comprehensibLe o r  even c r e d i b l e .  
However, I have no t  been a b l e ,  t o  d a t e ,  t o  f i n d  any more 
a u t h o r i t a t i v e  sou rce  t han  t h e  New York Review o f  Books 
a r t i c l e  and I do no t  t h i n k  t h e  m a t t e r  i s  very v i t a l .  
I n  t h e s e  c i rcumstances  I have reproduced t h e  a c c e n t s  e t c .  
e x a c t l y  a s  t hey  appear  i n  t h i s  source .  However much 
in format ion  they do o r  do no t  g ive ,  t h e  p o i n t  i s  s t i L L  t h e r e :  
t h a t  t h e  L e t t e r  shows up t h e  doubts  behind t h e  f i r s t  d r a f t  
and t h e  a L t e r a t i o n  i n  s t r u c t u r e  removed t h e  doubts.  

One might,  on t h i s  basis, say  t h a t  a l l  v e r s e  i s  metered 
because it on ly  e x i s t s  a s  v e r s e  because o f  t h e  d i v i s i o n  i n t o  
r e c u r r i n g  Lines. This  b r i n g s  i n  t h e  v i s u a l  element r e f e r r e d  
t o  la ter  i n  t h i s  c h a p t e r  and a l s o  i n  chap te r  V. For t h e  
p r e s e n t  I am speaking only o f  r e c u r r i n g  e lements  i n  t h e  
phone t ic  ou tpu t  o f  t h e  Language. 

Northrop Frye,  Anatomy o f  C r i t i c i s m  ( ~ r i e c e t ~ n ,  1957) 
(Atheneum ed.,  NY., 1 9 6 f ) ,  p. 251: 

... meter  i s  an a s p e c t  o f  r ecu r r ence ,  and t h e  
two words f o r  r ecu r r ence ,  rhythm and p a t t e r n ,  show 
t h a t  r ecu r r ence  i s  a s t r u c t u r a l  p r i n c i p l e  o f  a l l  a r t ,  i 

I 

-whether temporal  o r  s p a t i a L  i n  i t s  primary impact. 
Besides  meter  i t s e l f ,  q u a n t i t y  and accen t  (o r  s t r e s s )  



a r e  e lements  i n  poe t i c  recur rence ,  though 
q u a n t i t y  i s  no t  an  element o f  r e g u l a r  r e c u r r e n c e  
i n  modern Engl ish ,  except  i n  experiments i n  which 
t h e  poet  has  t o  make up h i s  own r u l e s  as he  goes 
a long.  . . I I 

8 David Abercrombie, S t u d i e s  i n  Phonetics and L i n g u i s t i c s ,  
(Oxford UP., 1965), p. 18. 

9 Yao Shen and G i l e s  Pe te rson ,  Isochronism, S t u d i e s  i n  
L i n g u i s t i c s ,  #9, ( ~ u f f a l o ,  19- 

10 Michael A.  K. HaLLiday, ''The Tones of Engl i sh ,  'I Archiyum 
Linguist icurn,  15.4, Fasc. 1, (1963). 

- Hal l iday  uses  Abercrombie's isochronous f o o t  measure a s  
t h e  u n i t  o f  "rhythm i n  Engl ish .  'I 

Harold Whi t eha l l  and A.A.  H i l l ,  "A Report on t h e  Language- 
L i t e r a t u r e  Seminar," H. B. A l l en  ed. ,  Readings i n  Applied 
Eng l i sh  L i n g u i s t i c s ,  (NY. , L964), p. 488. 

- t h i s  r e p o r t  says ,  " the  t h i r d  c h a r a c t e r i s t i c  o f  Engl i sh  
which i s  s t r i k i n g l y  used i n  meter  i s  . . . t h e  f a c t  t h a t  
t h e  amount o f  t ime between two primary s t r e s s e s  t ends  t o  be 
t h e  same, i r r e s p e c t i v e  of t h e  amount o f  m a t e r i a l  between 
them. This  f e a t u r e  i s  c a l l e d  i s o ~ h r o n i s m . ' ~  

11 Rene Wellek and Aus t in  Warren, Theory o f  L i t e r a t u r e ,  
(NY., 1956, 3rd ed. ,  Harvest  paperback),  p. 169. 

12 Abercrombie (no te  8, above),p. 20. 

13 The connec t ion  between t h e  Abercrombie f o o t  and t h e  phonemic 
c l a u s e  i s  b e s t  shown i n  diagram: 

I - ' f o o t '  I ' f o o t '  I\'- Ij -"' 

0.. JP 

where : 

i s 1 s  
X X X X X X  JP 

I 

XXXXXXXXX JP XXX 

phonemic phonemic 
c l a u s e  c l a u s e  

phonemic 
c l a u s e  

> c-1 . -  * 
'XXXXIMX 1 an$ number o f  segments o f  d i s c o u r s e  

J P  = junc ture  p o i n t  
S = primary stress 

phonemic 
c l a u s e  



Abercrombie ( n o t e  8, a b o v e ) ,  p. 17-18. 

Ezra  Pound, "T. S. E l i o t , "  L i t e r a r y  Essa s ( ~ e w  D i r e c t i o n s ,  1954),  
pp. 421-422. R e p r i n t e d  from P o e t r y ,  l h 7 .  

N o r t h r o p  F r y e  ( n o t e  7 ,  above) ,  p. 246 

C h a r l e s  Olson,  " P r o j e c t i v e  Verse ,"  The N e w  American Poe t ry :  
1945-1960 (Grove P r e s s ,  1960),  p. 336 f f .  

Eric H. Lenneberg,  !'The Capac i ty  o f  Language A c q u i s i t i o n ,  It 
J. A .  Fodor and J. J. Ka tz  ed.,  The S t r u c t u r e  o f  Language 
(NJ., 1964) ,  p. 579 f f .  

W i l l i a m  P a t t e r s o n ,  The Rhythm o f  P r o s e  (NY., 1917),  p. 89. 

- p. 65. 

E r i c  H. Lenneberg,  Bio l o ~ i c a l  Foundat ions  o f  Lanpuage, 
(hY., 19671, p. 118. 

P a t t e r s o n  ( n o t e  20, above) ,  p. 17,  q u o t i n g  E. Meumann, 
~ n t e r s u c h u n ~ e n  z.  Psych. u. Aesth.  d. Rhythmus, P h i l .  
Stud. X 1894, p. 272 f f .  

Lenneberg,  B i o l o ~ i c a l  Foundat ions  ( n o t e  22,  above) ,  p. 105. 

.. .. p. 107. 



CHAPTER IV 

THE SYLLABLE AND SYLLABLE LENGTH 

I THE SYLLABLE AS A UNIT OF SPEECH 

So far, this thesis has only considered verse 

structure from the point of view of the suprasegmental 

or configurational features of language. That is to 

say, all that has been discussed is the division of 

discourse into phonemic clauses according to the pitch- 

stress-juncture pattern and the movement of verse 

according to the terms of stress timing. The purpose 

of the present section of this chapter is to consider 

the language segments themselves. 

The syllable--the traditional unit of classical 

verse theory--has become by virtue of the mechanical 

recordings of acoustic phonetics a practical measurable 

unit of speech sound. Spectograms show syllables 

clearly and separately. Spaces of minimal sonority 

are followed, in fold-like patterns, by the dark 



recording produced by the sonorous nucleus (see specto- 

gram, page 35, Chapter 11). These graphs display the 

pitch frequencies of the sound, the harmonic components 

and the amplitudes and, against the horizontal time 

axis, the duration of the syllabic soundseL 

A syllable may be regarded as made up of 

phonemes whose sound properties function acoustically 

in two broad divisions: they are either part of the 

sonority of the syllable or they make the division 

between the syllables. 

In English, a s,yllable can consist of a single 

phoneme, can begin or end with a vowel, and can be 

separated from other syllables by one or more conson- 

ants or by a glide. The peak of sonority, the nucleus, 

in English is usually a vowel or a diphthong, sometimes 

a continuant consonant, but never a glide. Jakobson, 

Halle and Fant in Preliminaries to Speech Analysis 

set up the prosodic feature of syllabicity to describe 

the functioning of a phoneme as nucleus of sonority 

in a particular context. [+ syllabic] is not, of course, 
an inherent feature, but one that is determined by 

the context. For example, the /n/, with the inherent 

features +consonantal 
+continuant 
+nasal 

can be [+ syllabic] in button and [- syllabid in s. 2 



It is e s s e n t i a l  t o  be precise about t h e  dis- 

t i no t ion  drawn by Jakobson, Halle and Fant between 

the  two aooust io notions of inherent and prosodic. 

They say: 

The d i s t i n c t i v e  fea tures  a r e  divided in to  
two olasses :  1. inherent,  and 2. prosodic. 
The l a t t e r  a r e  superposed upon the  former and 
a r e  lumped together  w i t h  them i n t o  phonemes. 
The opposition grave vs acute,  compact vs 
d i f fuse ,  o r  voiced vs unvoiced, and any o the r  
f ea tu re s  appears within a d e f i n i t e  sequenoe 
of phonemes but  is, nevertheless,  definable 
without any reference t o  the  sequenoe. No 
oomparison of two points i n  a time s e r i e s  is 
involved. Prosodio fea tures ,  on the  o ther  
hand, can be d f ined only with referenoe t o  
a time se r ies .  9 

It should be noted, however, t h a t  the  prosodio 

f ea tu re  [+ sy l lab ic ]  is  not phonemlo i n  English. The 

presence o r  absence of a sy l l ab l e  does not  change meaning. 

For example, the sy l l ab l e  dropped from over t o  make 

o ' e r  does not  ohange the  meaning of the  word. I n  - 
o the r  languages ( f o r  instanoe Czech), t h i s  is  not  the  

oase and s y l l a b i c i t y  functions phonemiaally. 3 

One can say then, t ha t  vowels and l i q u i d s  can 

funotion as sy l l ab l e  nuolei and ca r ry  the  prosodio 

fea ture  [+ syllabio]. One oan a l s o  say t h a t  by v i r t ue  

of the  stress-timed rhythm of ~ n g l i s h ,  sy l l ab l e s  

a r e  r ea l i s ed  i n  speeoh i n  variable lengths of duration. 

This is o l ea r ly  shown on the speotogram on page 33 of 

t h i s  thes is .  Time is regis tered on the  hor izonta l  

axis and one oan o l ea r ly  see i n  ' t h e  reoording of the  



words ( i )  i n c i t e  and ( i i)  i n s i g h t  t h a t  the  f i r s t  

s y l l a b l e  i n  both words takes a d i f f e r e n t  time t o  say. 

I n  ( i )  i n c i t e  ; r e g i s t e r s  22 cent iseconds a ~ a i n s t  

c i t e  51 cs.  -* 

I n  ( i i )  i n s i ~ h t ;  & r e g i s t e r s  28 cent iseconds a q a i n s t  

s i g h t ,  54 cs. 

A t  the  same time, "lengthI1 can be thought of 

as a c o n t r a s t i n g  q u a l i t y  i n  vowels. Daniel  Jones,  

f o r  ins tance ,  d i scusses  vowel l eng th  as fo l lows:  

The vowels Nos. 1 , 5 , 7 , 9 , 1 1  ( i : , a : ,  u : , a  : )  
a r e  longer  than the o t h e r  English vowels i n  
similar s i t u a t i o n s ,  .i. e. when surrounded 
by t h e  same sounds and pronounced with the  
same degree of s t r e s s .  Thus the  vowels i n  
heed /hi  :d/, hard /ha-:d/, hoard / h ~ : d /  - 
food /fu:d/, heard /ha:d/ a r e  longer  than the  - 
vowels i n  / head /hed/, gad/paed/. 
rod / n d / ,  b& / b ~ d / ,  hood /bud/.. - 
Jakobson, Hal le  and Fant,  as a l ready  d iscussed ,  

c l a s s  s y l l a b i c i t y  as prosodic (as they  a l s o  do s t r e s s  

and p i t c h  modulation). To these  prosodic f e a t u r e s ,  

they add l e n ~ t h  which they desc r ibe  as fo l lows:  

The prosodic opposi t ion long vs s h o r t  
( d i s t i n g u i s h i n g  e i t h e r  simple from sus ta ined ,  
o r  simple from reduced phonemes) is  based on 
t h e  r e l a t i v e ,  not  abso lu te ,  l eng th  of the  
phonemes i n  the given sequence. The i r  abso u t e  
dura t ion  is a funct ion  of the  speech tempo. 3 

I n  the  supplement added t o  the  1965 e d i t i o n  

of P re l iminar i e s ,  they d iscuss  the  inherent  f e a t u r e  

tense / lax  which they connect with t h e  prosodic f e a t u r e  

lonq/short:' and come t o  the  conclusion t h a t  the  



tense / lax  oppos i t ion  should Ifbe detached from the  

s o n o r i t y  f e a t u r e s  and viewed no t  as inheren t  but as 

a separa te  ' p r o t e n s i t y l  f e a t u r e ,  which among the  

inherent  f e a t u r e s  corresponds t o  the  q u a n t i t y  f e a t u r e s  

i n  the  prosodic f i e l d O u 6  

The d i s c ~ l s s i o n s  of ' l enqth  In P re l iminar i e s ,  

i n  Daniel  Jones 1 o u t l i n e 2  and i n  Abercrombie 1s S tud ies  

i n  Phonetics and ~ i n g u i s t i c s ~  a r e  a l l  concerned w i t h  

r e l a t i n g  what is phys ica l ly  observable t o  a l i n g u i s t i c  

theory.  Daniel  Jones is concerned with v a r i a b l e  vowel 

l eng ths ,  Abercrombie is  making t h e  po in t  t h a t  t he  

v a r i a b l e  l e n g t h  of s y l l a b l e s  depends no t  upon the  

phonematic make-upq but  upon the  p o s i t i o n  of the  

s y l l a b l e  i n  r e l a t i o n  t o  the  s t r e s s - p o i n t ,  Jakobson, 

Hal le  and Fant a r e  c l a s s i f y i n g  the  observed a c o u s t i c  

f e a t u r e s  but i n  two d i s t i n c t  ways: f e a t u r e s  which a r e  

an inherent  p a r t  of the sound and prosodic  f e a t u r e s  

t h a t  "can be defined only with r e fe rence  t o  a time 

s e r i e s . "  The p ro tens i ty  f e a t u r e  of [+ tense]  o f f e r s  

a p o t e n t i a l  l i n k  i n  t h a t  phonemes with t h e  f e a t u r e  

[+  t ense )  can be prolonged i n  time s o  as t o  produce 

t h e  prosodic  f e a t u r e  [* longdm I f ,  t h e r e f o r e ,  the  

Daniel  Jones'  ' long1 vowels l i s t e d  above a r e  regarded 

as [+ tense]  and the ' s h o r t '  vowels a r e  regarded as 

[- tense) ,  much of the confusion between the  length  

of t h e  s y l l a b l e  and the length  of the  vowel is dXspelled, 



When t h i s  vexed ques t ion  of l eng th  comes t o  

be app l i ed  t o  t h e o r i e s  of verse s t r u c t u r e  confusion 

is  worse confounded by a c l a s s i c a l  t r a d i t i o n  of met r ics  

which a p p l i e s  a mistaken not ion of the  func t ion  of 

s y l l a b l e  ' l eng th '  o r  'weight i n  L a t i n ,  i n  a mistaken 

fashion  t o  English. 

La t in ,  it seems, w a s  regarded as a s y l l a b l e  

timed language, and r u l e s  f o r  t h e  composition of L a t i n  

verse  were based on 'weight'  o r  ' q u a n t i t y '  of s y l l a b l e s .  

Engl ish schoolboys learned  L a t i n  and wrote L a t i n  verses  

even up t o  t h e  time of a genera t ion  s t i l l  l i v i n g  i n  

1967.8: The p r e s t i g e  of the  c l a s s i c s  and a c l a s s i c a l  

educat ion b u i l t  an enduring mystique which seemed t o  

say ,  Ithowever English verse may be composed i t  must 

be explained i n  terms of the r u l e s  of L a t i n  quant i ty ."  

That L a t i n  theory could not  be made t o  work w i t h  the  

English language w a s  r e a l i s e d  i n  El izabethan  t imes,  

So t h a t  one f i n d s  Thomas Nashe (1589) saying t h a t  

"your L a t i n  hexamiter" however f i n e  a gentleman, w i l l  

no t  work f o r  English because 

Our speech i s  too craggy f o r  him t o  s e t  h i s  
plough i n ;  he goes twitching and hopping i n  
our language l i k e  a man running upon quagmires; 
up the  h i l l  i n  o$e s y l l a b l e ,  and down the  
d a l e  i n  another.- . -  

And ye t  the  subservience t o  L a t i n  ' quan t i ty '  has  

p e r s i s t e d  i n t o  the twentieth century.  I do no t  mean 

Bridges ' conscious i n t e n t  t o  wr i t e  s y l l a b i c a l l y ,  but  

r a t h e r  the  loose  thinking of the  ' p r o s o d i s t s '  t h a t  



W i l l i a m  Thomson i s  out t o  des t roy  i n  h i s  Rhythm of 

Speech published i n  1923. 10  He a t t a c k s  the  " f i c t i o n s t 1  

( h i s  word) of prosody and when he f i n d s  someone saying 

l1in many words q u a n t i t y  is hardly d i s t ingu i shab le  from 

accen t ,  1111 h i s  sco rn fu l  comment is  t h a t  they m i ~ h t  

j u s t  as well  have s a i d  t h a t  "two hours is hard ly  

d i s t i n g u i s h a b l e  from one o f  clock. l1 And yet--in s p i t e  

of the  f a c t  t h a t  h i s  whole enormous book is  aimed a t  

worsting the c l a s s i c a l  prosodists-he s t i l l  f i n d s  

himself obl iged t o  account f o r  the l eng th  of s y l l a b l e s ,  

and does s o  i n  terms of musical time values.  

The i rony of the  whole s i t u a t i o n  is  t h a t ,  

according t o  present-day l i n g u i s t i c s ,  t he  not ions  of 

s y l l a b l e  q u a n t i t y  i n  L a t i n  verse a r e  no t  i n  f a c t  based 

on the  f a c t s  of the  L a t i n  language as it is thought 

t o  have been spoken. W.S. Allen,  i n  h i s  paper "On 

Q u a n t i t y  and Q u a n t i t a t i v e  Verse," says :  

I n  the  La t in  language the concept of q u a n t i t y  
has only one function--to determine which 
s y l l a b l e  of a word may be s t r e s s e d .  So far 
as the  language is  concerned, the re fo re ,  the  
r u l e s  of q u a n t i t y  a r e  r u l e s  of s t r e s s a b i l i t y .  1 2 

One might say ,  I suppose, t h a t  n e i t h e r  the  c l a s s i c a l  

t eachers  nor  the  c l a s s i c a l  scholars  were th inking  of 

spoken Lat in.  They were thinking of what Robert 

Graves c a l l s  the "parlour game of L a t i n  Verse Con- 

p o s i t i o n , "  and it was the  r u l e s  f o r  t h i s  a r t i f i c i a l  

a c t i v i t y  t h a t  got  passed over,  with such d i s a s t r o u s  

r e s u l t s ,  i n t o  the  teaching of English prosody. 



One cannot, I think, go into an analysis of 

verse structure in language terms (which is the 

purpose of this thesis) without some sort of an attack 

on the myths of metrical quantity, and this has been 

the intention of the foregoing pages. To sum up: 

this chapter concludes that syllable len~th exists 

as an acoustic fact, that it functions in English as 

a prosodic feature in a time series (prosodic in the 

sense of the word as used in Preliminaries to Speech 

Analysis), and is not to be confused with vowel length. 

Whatever function the syllable may be found to have 

in English verse, one must beware of ideas and ter- 

minology about 'quantity1 and 'length' loosely used 

in a way that is not borne out by the linguistic 

facts, and--lastly--that there has been much pedagogical 

confusion in teaching rules of Latin versification, 

and that this has run over into metrical theory about 

verse in English. 

I1 ROLE OF THE SYLLABLE IN THE PRESENT THESIS 

In this thesis, the syllable as a unit functions 

in two ways: 

1) as a sub-division of the phonemic clause 

2) as a basis for investigating the sound 

texture of verse. 

The next chapter will set up the syllable (s) 



as the  u n i t  from which f i r s t  t h e  phonemic c lause  and 

then t h e  verse  l i n e  may be generated.  For t h i s  purpose, 

s y l l a b l e  needs no more d e f i n i t i o n  than t h a t  it conta ins  

a phoneme with t h e  prosodic f e a t u r e  [+ s y l l a b i c j .  

There a r e  var ious reasons which make the  s y l l a b l e  

an appropr ia t e  u n i t  from which t o  work i n  t h e  i n v e s t i -  

g a t i o n  of sound t ex tu re .  I n  t h e  present  approach, 

the  s y l l a b l e  is  considered as b a s i c  t o  the  verse l i n e ,  

and al though a l l  t h e  phonemes c o n t r i b u t e  t o  the  sound 

t e x t u r e ,  t o  work from the  s y l l a b l e  is,  I t h i n k , l i k e l y  

t o  show the  sound pa t t e rn ing  i n  i t s  r e l a t i o n s h i p  both 

t o  t h e  l i n e  of the  verse  and t h e  s t r u c t u r e  of the  

language of the  poem. 

I propose, t h e r e f o r e ,  t o  regard  t h e  s y l l a b l e  

--as wel l  as being the  b a s i c , g e n e r a t i v e  uni t --as  a un i t  

t h a t  can be d iv ided  f o r  i n v e s t i g a t i o n  of sound, i n t o  

the  inherent  a c o u s t i c  f e a t u r e s  of Jakobson, Hal le  and 

Fant 1s Pre l iminar i e s  t o  Speech Analysis. 

The concept of d i s t i n c t i v e  f e a t u r e s  is ,  t o  

quote P re l iminar i e s  t o  Speech Analysis ,  t he  " resolv ing  

of speech i n t o  u l t ima te  u n i t s ,  l t U  but  these  lu l t ima te  

u n i t s '  a r e  grouped i n t o  l a r g e r  ca tegor ies  which have 

t h e i r  own s i g n i f i c a n c e  and which provide a s o r t  of 

h ie ra rchy  of app l i ca t ion .  I n  b r i e f  summary, these  

groupings a r e  : 

1) Fundamental source f e a t u r e s  which d iv ide  



speech components into vowels, consonants, 

glides and liquids. 

2) Secondary source features which establish 

whether consonants are interrupted vs. 

continuant, strident vs mellow, and the 

quality of voice vs. voiceless that applies 

all through. 

3) Resonance and tonality features which apply 

significantly in the followinq order: 14 

compact vs diffuse 

Brave vs acute 

flat - vs plain 

Leaving the consonantal feature f nasal to be applied 

last and the feature tense vs lax which has to be 

thought of and applied separately. 

This particular acoustic breakdown is, of course, 

the product of the precisions of acoustic machines, 

and the resulting distinctions can seem unduly complicated 

and a long way from ordinary perception. However, 

the whole concept of distinctive features is, it seems 

to me, better thought of not in terms of perception 

but in terms of innate language competence. That these 

fine distinctions function in this way is illustrated 

in those languages that require, say, the adjustments 

necessary for vowel harmony as part of the phonological 

component of the grammar. Preliminaries to Speech 



~nalysis'~ quotes languages in which the vowels of 

a word may be all compact or all diffuse, but not 

mixed, and other languages in which grave and acute 

are not allowable in the same word. In these languages, 

applying the distinctive feature appropriately must 

be a matter of native intuition, so that I think it 

not unreasonable to con3ecture that, even in English 

where feature distinotions are not required by the 

grammar, a poet's enhanced language oompetence might 

make him intuitively aware of finer conneotions and 

distinotions than concern ordinary speech, 

I propose, therefore, to make an analysis in 

terms of distinctive features of some of the sound 

texture in an example of English verse. The verse 

chosen (for no particular reason) Is Robert Frost18 

~toppina by woods 

In the oomplete poem, the vowels of the final 

(rhyming) syllables are : 

/o/ - three times 
/e/ - four times 
/I/ - nine times. 

A oomparlson between the pertinent acoustlo features 

of these three vowels would be : 



from which it can be seen t h a t  the  maximum c o n t r a s t  

is  between /o/ and /i/ which share no resonant f e a t u r e s  

thouqh both a r e  tense.  /o/ is the  dominant rhyme 

vowel of the f irst  s t anza  and /I/ is the  only rhyme 

vowel of the  last.  

/I/ 
J 

- 
+ 

- 
* 

- 
+ 

C O ~ P R C ~  

grave 
* 

f l a t  

t ense  

There is an i n t e r e s t i n g  f a c t o r  i n  the  c o n t r a s t  

of compact vs d i f f u s e  ( o r  2 Compact) ( o r  2 d i f f l ~ s e )  

of which I th ink  poe t i c  competence may be aware. Here 

/o / 1 /e / 

t h e  c o n t r a s t  i n  speech sound is comparable t o  the  

c o n t r a s t  i n  timbre of musical instruments.  Hal le  1,7 

-I- 

-I- 

+ 

+ 
I 

makes the  comparison between the a r t i c u l a t o r y  mechanism 

+ 

- 
- 
+ 

requi red  t o  produce a compact versus a d i f f u s e  sound 

as being the  d i f fe rence  between the  soimd produced 

by a wide-mouthed horn and the sound produced by a 

narrow-necked Helmholtz resonator,  o r ,  say,  between 

. t h e  timbre of a trombone and an  oboe. Pre l iminar ies  

t o  Speech Analysis s e t s  out the d i f f e r e n c e  i n  s c i e n t i f i c  

terms ( s e e  note  18). and goes on t o  Say t h a t  l abora to ry  

experiments have shown t h a t :  



\ SOUND TEXTURE ANALYSIS 
I 

t h e s e  ' a r e  , I 1 t h i n k  , I know 1- ,- - -- - A  - - -. - - .  

\ 

I lij- 
\ 
co'~ac .$:, 

,' 

'v 
h 

:I&, 

@P 'Br k t  

- - - - - - - --- 

house i s  I i n  I t h e  

- - - 

2 comp. 3 : - c o m p a c t t -  compact 
+ grave - grave I - grave 
+ a t  
Z 

) - f l a t  
+tense I - tense I- 

w i l l  1 no t  I s e e  me 

I . I-- - /- - 
'compact + compact] - compact 
'grave 1 - grave - grave 
- f l a t  itffz? , - f l a t  - f l a t  

/ + t e n s e  1 + t e n s e  + t e n s e  

watch I h i s  I woods 1 f i l l  

1- - -  
I 

- ~- - ---L .- - -  I-- -- 

+compact - compact/ + compact - ComP* ' Brave - grave + grave  - grave 
f l a t  - f l a t  / + f l a t  - f l a t  ' t ense  - t e n s e  ( - t e n s e  - t e n s e  

I 

'Ode t head  a r e  I t h i h k  I know 1 
" i s  i n  t h e  v i l l a g e ;  though I 

e me s t o p p i g g  h e r e  I ' hi8 woodla fill up ~ t h  anowel 

/I /-  - comp - grave - f l a t  - t e n s e  

/ a i /  . /o/  
+ compact + compact - + grave - f l a t  + f l a t  
+ t ense  + t e n s e  

- comp - grave - f l a t  - t e n s e  

lage though 

- - compact + compact - grave + grave - f l a t  + f l a t  - t e n s e  + t e n s e  

s t o p  

- - 
+ comp 
+ grave - f l a t  
+ t e n s e  

ping h e r e  

- - compact ' - comp. - grave - grave - f l a t  1 - f l a t  - t e n s e  I + t e n s e  
I 

- - - comp. 
+ grave - f l a t  - t e n s e  

1 with  1 snow 
I 

_-I -- 

i Ezf:ECt 
/ + f l a t  

t e n s e  , i + t e n s e  



On the perceptual level a distinct association 
links the consonantal and vocalic opposition 
of compactness and diffuseness ... the ... 
schematio stop was Jud ed by a large majority 
of the sub eots to be f 1 when palred with 

[u j , but to be [k] when paired with 

That is to say, when there was no oontext to 

guide, in an artifioial situation, listeners 'matched' 

a diffuse vowel with a diffuse oonsonant and a compact 

vowel with a oompaot oonsonant. 

This observation has a bearing, I think, on 

the rhyme words of Stop~in~ by Woods. Throughout 

the poem, the /i/ rhyme is followed by a continuant /r/ 

whioh in Frost 8s New England dialect is not much 

more than a retroflex colouring to the vowel. In the 

final stanza--which is conolusive In meaning as well 

as being the last--the /i/ is ended by the voioeless 

stop that is related to the vowel in this feature; the 

diffuse /p/, produoing a finality in sound that 

resembles the resolution of a dominant seventh chord 

into the tonic in the full close of a classic amen. 

An analysis of the syllable nuclei of the 

first stanza of this poem is Set out in the diagram 

facing this page. In this diagram, it is interesting 

to notice the occurrence of the [+ tense] feature. 

On the basis that bnse vowels with their greater 

air pressure, eto., can be made to continue for a 

longer duration than lax vowels, one might say for 

this stanza that any of the tense vowels could be 



made ' lonq '  . 
Whose woods these  a r e  I th ink  I know 
H i s  house is i n  the  v i l l a g e  though 
He w i l l  no t  see  me stoppinq here 
t o  watch h i s  woods f i l l  up with snow 

Although the  s y l l a b l e  count is  p rec i se  a l l  throuqh 

the  poem, t h e  only p a t t e r n  of s y l l a b l e  length  t h a t  

seems t o  emerge is  t h a t  a l l  the  rhyme words have t ense  

vowels; t h a t  t h e  second and the  last  l i n e  have a 

high proport ion of l a x  vowels which might perhaps g ive  

the  oppor tuni ty  t o  speak them qu ick ly  and then prolong 

t h e  f i n a l  thouah and snow. 

Harold ~ h i t e h a l l ~ ' ~  quotes  a f i r s t  d r a f t  of 

l i n e  1, s tanza  2 which w a s  subsequently changed. 

\ The steaming horses t h i n k  it queer  

be came 

My l i t t l e  horse must th ink  i t  queer. 

The s i g n i f i c a n c e  of t h i s  change i s ,  I th ink ,  i n  the  

e l imina t ing  of /i/ from an unimportant mid-line pos i t ion .  

/i/ has a s p e c i a l  funct ion  i n  t h e  last  s t anza  and i f  

t h i s  sound comes too  o f t e n  i n  t h e  body of the  poem, 

it w i l l  l o s e  i t s  impact a t  the  end. I t  only  tu rns  

on a s i n g l e  f e a t u r e ,  but ,  i n  f a c t ,  /I/, t h e  vowel 

of l i t t l e  sha res  a l l  the  f e a t u r e s  of /i/ ( t h e  vowel 

of steaminq) except t h a t  of tenseness ,  and i f  we take 

t h e  d i s t i n c t i v e  f e a t u r e s  In Hal le r s  order  of 

1) compactness 
2)  g r a v i t y  
3) f l a t n e s s  
4) tenseness  



a l l  t h a t  t h e  change has  done is t o  p r e c l u d e  t h e  p o s s i b i l i t y  I 

of t h e  s y l l a b i c  vowel b e i n g  prolonged.  
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CHAPTER V 

THE VERSE LINE 

I THE LINE AS A UNIT OF VERSE 

Although there is, I think, no difficulty in 

accepting the line as a basic unit in the structure 

of verse, it is hard to establish its linguistic identity. 

One has to postulate a connection between what is to 

be seen and what is to be heard; between the two possible 

realizations of the abstraction of the poem--the ~raphic 

substance and the phonic substance. 

About the verse line as it exists in both 

substances, one can say two things. First, that it 

is a special division of language not found in speech 

or in prose, and second, that it is constituted as it 

is in order to present language grouped in a phonologically 

special way. But the connection still has to be made 

between what this phonologically special grouping 



may be and t h e  v e r s e  l i n e  as a g r a p h i c  d i v i s i o n .  

I n  f e e l i n g  f o r  ways t o  do t h i s ,  i t  woiild seem 

t h a t  f o r  X n g l i s h  v e r s e - - f o r  k<nglish v e r s e  i s  e s s e n t i a l l y  

l i t e r a t e  v e r s e  p r e s e r v e d  i n  g r a p h i c  subs tance- -one  i s  

o b l i g e d  t o  t a k e  t h e  g r a p h i c  l i n e  as q i v e n  and e x p l a i n  

t h e  r e l a t i o n s h i p  of  t h e  sound p a t t e r n  t o  it .  Yet t h i s  

way--althouqh i t  may be  t h e  way i n  which t h e  c o n n e c t i o n  

is  f i n a l l y  s t ~ t e d - - m a y  n o t  be t h e  b e s t  way t o  beg in .  

H i s t o r i c a l l y ,  v e r s e  h a s  e x i s t e d  i n  sound b e f o r e  e v e r  

it came t o  be  w r i t t e n  down. I n  c o m p o s i t i o n ,  t h e  

poem e x i s t s  f i r s t  as a n  a b s t r a c t i o n  b e f o r e  it i s  r e a l i s e d  

i n t o  i t s  two s u b s t a n c e s ,  and l i n g u i s t i c  e x p r e s s i o n  of 

t h e  g e n e r a t i o n  of a v e r s e  l i n e  would c o n n e c t  t h e  ab- 

s t r a c t i o n  t o  t h e  phon ic  s u b s t a n c e .  These would seem 

t o  be arguments  i n  f a v o u r  of s t a r t i n g  w i t h  a n  i n v e s t i -  

g a t i o n  of  t h e  phon ic  s u b s t a n c e  of  t h e  v e r s e  l i n e  and 

working towards  t h e  g r a p h i c .  And t h i s  is what h a s  

i n  f a c t  been done i n  t h e  c o u r s e  o f  l i n g u i s t i c  work 

on t h e  o r a l  p o e t r y  s t i l l  found i n  some p a r t s  of  e a s t e r n  

Europe.  Al though t h e  l anguage  h a s  no  c o n n e c t i o n  w i t h  

E n g l i s h ,  i t  i s  wor th  c o n s i d e r i n g  what happens when 

t h i s  v e r s e ,  found o n l y  i n  phon ic  s u b s t a n c e ,  comes t o  

be w r i t t e n  down. 

The s t r u c t u r e  of o r a l  v e r s e  can  o n l y  e x i s t  

i n  t h e  e a r  of a s i n g e r  o r  r e c i t e r  who c a n n o t ,  as he 

d e l i v e r s  h i s  v e r s e  i n  sound,  have a n y  n o t i o n  of v i s u a l  



divisions. Yet structural divisions exist in the phonic 

substance. A large part of the work of A.B. Lord was 

a linguistic analysis of the structure of oral verse, 

and out of this analysis came a unit which consisted, 

in the Jugoslav tradition, of ten syllables with a 

break after the fourth. Roman Jakobson nnalysed a 

Serbian fislk epic'from a phonograph recording and found 

that it consisted of units of "precisely ten syllables 

followed by a syntactic pause.u2 T.A. Sebeok reports 

on a Cheremis song-poem which when transcribed phonetically 

was found to fall into 'lines' of regular length end 

stopped by juncture. 3 On the basis of these junctures, 

Sebeok divided the poem into lines and the correctness 

of the division is strongly supported by the syntactic 

and morphological patterning within the line divisions. 

What exactly has been done? Line-ends have 

been equated with phonological junctures. One cannot 

formulate a law for English on the basis of an example 

or two from a language with an entirely different 

phonology (though it may be that 'syntactic pauses' 

and even some generalized form of juncture could turn 

out to be amon8 the language universals), but the 

transition from phonic to graphic might, all the 

same, be tried out in this way--tentatively--for 

English. Twisting the situation back again, then, 

to suLt the primacy of the graphic line in literate 

verse, a hypothesis worth testing would seem to be: 



I n  Enqlish verse the  end. of a nraphic l i n e  

s i q n a l s  the  presence of juncture. 

This  hypothesis says ,  i n  e f f e c t ,  t h a t  the  l ine-end 

t h a t  can be seen can be heard as juncture. T h i s  is 

a u s e f u l  form of expression i n  t h a t  jmct irre  w a s  a l s o  

the  boundary of the  phonic d i v i s i o n  of speech--the 

phonemic clause--and by expressing the  end of a verse 

l i n e  i n  terms of juncture,  juncture can funct ion  as 

a f a c t o r  common t o  both d i v i s i o n s ;  the  phonemic c lause  

and t h e  verse  l i n e .  

But s o  far, the  hypothesis f o r  the  l ine-end 

says  nothing about what kind of juncture,  whereas the  

boundary of a phonemic clause w a s  s t i p u l a t e d  as being 

some kind of terminal  juncture. Although t h e r e  i s  no 

reason t o  suppose t h a t  a line-end juncture is  no t  the  

same kind of language f e a t u r e  as the  juncture observed 

i n  speech (ve r se  language being, according t o  my 

t h e s i s ,  t h e  main language l~sed  i n  a s p e c i a l  way), it 

would be a mistake t o  assume t h a t  a l ine-end juncture 

must be a terminal  juncture. One would a t  once come 

up a g a i n s t  examples of crun-onc l i n e s  unquestionably 

without te rminal  junctures and perhaps without any 

aud ib le  junctures  a t  a l l .  The hypothesis ,  t he re fo re ,  

is b e t t e r  r e - s t a t ed  as follows: 

I n  English verse ,  the end of a graphic  l i n e  

s i g n a l s  the  presence of a junct~zre which a p p l i e s  

independently of a phonemic c lause  terminal.  



I n  o t h e r  words, the  statement is t h a t  t he  l ine-end 

s i g n a l s  l ine-end juncture which, while it miqht be a 

te rminal  juncture i n  some cases ,  i n  o t h e r s  it might 

be no more than the  i n t e r n a l  /+/ juncture,  which can 

be contained within a phonemic c lause  but  cannot se rve  

as a boundary. 

From t h i s ,  it can be seen t h a t  where the  l i n e -  

end juncture is a terminal  juncture,  t h e  l i n e  w i l l  be 

co-terminal with a phonemic c lause ,  but  t h a t  where the  

l ine-end juncture i s  /+/, then t h e r e  must be a phonemic 

c lause  t h a t  s t r a d d l e s  two l ines .  Terminal junctures  

have a s p e c i a l  connection with s t r e s s  i n  t h a t  a phonemic 

c lause  conta ins  lfone and only oneff primary s t r e s s ,  

but  the  /+/ juncture a l s o  has a connection w i t h  secondary 

s t r e s s ,  i n  t h a t  If there a r e  only as many ins tances  of 

it i n  an u t t e rance  as the re  a r e  ins t ances  of /+/; bu t  

t h e r e  may be more pluses  than secondaries  f o r  plus  

occurs w i t h  t e r t i a r i e s  and veaks.. . u4 That is t o  

say,  where rhythm o r  meter r equ i res  a secondary s t r e s s ,  

i t  must be j u s t i f i e d  by the  presence of a /+/ and t h i s  

is what a line-end, p a r t i c u l a r l y  i n  unmetered verse ,  

i s  very o f t en  seen t o  provide. I a m  i n c l i n e d  t o  th ink  

t h a t  a l ine-end /+/ f a l l i n g  together  with a phrasa l  

/+/ would produce some s o r t  of terminal.  Although 

I have no t  the  ma te r i a l  t o  e s t a b l i s h  o r  prove t h i s  

not ion ,  t h e  following example from the  E.E. Cummings 

l y r i c ,  sweet sprinp; is your, seems t o  suggest  t h a t  t h i s  



is what is happening. The second s t anza  reads as 

fol lows : 

( a l l  the  merry l i t t l e  b i rds  a r e  1 
f l y i n g  i n  t h e  f l o a t i n g  i n  the 2 
very s p i r i t s  s inging  in  3 
a r e  winging i n  the  blossoming 4 

T h i s  is  poem "BU examined i n  Chapter V I  f o r  which the  

voice graph (page 134) shows .2 seconds of quiet--  

enough t o  suggest  the  presence of a te rminal  juncture. 

Without the  verse  l i n e ,  there  could be no more than 

t h e  /+/ necessary  t o  maintain the secondary s t r e s s  

on are. 

Charles  Olson, i n  h i s  essay on "Projec t ive  

Verse" which I have a l ready had occasion t o  quote,  

says of what he c a l l s  the  contemporary poet ,  I t i f  

he suspends a word o r  s y l l a b l e  a t  the end of the  

l i n e  ( t h i s  w a s  most Cummings' addi t ion)  he means t h a t  

time t o  pass t h a t  i t  takes  the eye--that h a i r  of time 

suspended--to pick up the  next l i n e .  ' 5  And t h a t  might 

wel l  be t h e  d e f i n i t i o n  of the l i g h t e s t  l ine-end juncture. 

Before going on t o  a statement of r u l e s  f o r  

the  genera t ion  of the  verse l i n e ,  something must be 

s a i d  about the  connection wi th  breath.  To quote 

'Char le s  Olson ye t  again,  and t h i s  time it i s  as p a r t  

of a s tatement  of poet ic ,  he says, I1Projective verse  

teaches  ... t h a t  t h a t  verse w i l l  only do i n  which a 

poet manages t o  r e g i s t e r  both the a w u i s i t i o n s  of h i s  . 



ear and the pressure of his breath. And again: 

And the line comes (I swear it) from the 
breath, from the breathing of the man who 
writes, at the moment that he writes, and 
thus is, it is here that, the daily work, 
the WORK, gets in, for only he, the man who 
writes, can declare, at every moment, the 
line its metrio and its ending--where its 
breathing, shall oome to, termination, 

It will be recalled that Chapter I11 differ- 

entiated between patterns of breathing at rest and 

during speech, and suggested that the former might 

be considered as characteristic of the individual 

and the latter as representative of his use of the 

language, The dif ference between the two patterns 

is that for speech, breathing is organized in terms 

of work; that is, that to produoe speech, respiration 

has work to do.* 

Here one.should, I think, also bear in mind 

the connection between oognition and phonation, and 

the similarity between the neural mechanisms that 

produce speeoh and the pattern of the deep structure 

that underlies the surface structure of a sentence, 

In the generation of sentenoes, it looks as if the 

moment of aognition triggers both the sentence struoture 

and the physical connections needed to produce phonation 

which include the special breathing needed for speeoh, 

* I find it interesting that both the physiologist 
Lenneberg and the poet Olson both use the word - work 
--the unit of traditional mechanios-to desoribe the 
aotion of breathing to produue speech, 



That is t o  say ,  i n  unprepared speaking (speakinT off  

t h e  t o p  of one's head) ,  the  sequences of r eac t ions  t h a t  

produce the  sound and the  sur face  s t r u c t u r e  seem t o  

go together .  

One might say t h a t  pro jec t ive  poets organize 

t h e i r  l i n e s  i n  r e l a t i o n  t o  the s t r e t c h  of speech a 

b r e a t h  can ca r ry - - the i r  own breath. That the  cogni t ive  

process  and t h e  processes of phonation and r e s p i r a t i o n  

a r e  brought toge the r  t o  produce a verse l i n e .  However, 

al though no t  a l l  contemporary poets make t h i s  use of 

b rea th  t iming a p a r t  of t h e i r  poet ic ,  a l l  have t o  

brea the  and t o  use brea th  t o  read t h e i r  l i n e s .  One 

might debate what the e f f e c t  of brea th  rhythms a r e  

on those poets  who do not  follow a d e l i b e r a t e  b rea th  

pa t t e rn .  

I n  Chapter VII, chest  movements i n  r e s p i r a t i o n  

a r e  recorded concurrent ly with the reading of poems 

by t h e i r  au thors .  The r e s u l t  i s  a tape recording of 

the  reading accompanied by a graph with an o s c i l l a t i o n  

t r a c e  represent ing  the sound of the voice and a curve 

showing b rea th  in take  and exhalation; and both c o r r e l a t e d  

with the  l i n e  s t r u c t u r e  of the poem. Analysis of these  . 

t h r e e  f a c t o r s  seems t o  suggest t h a t  the  connection 

between brea th ing  and the  movement of t h e  poem--lines 

and stanzas--might be shown on f u r t h e r  i n v e s t i g a t i o n  



to reveal some thing of individllal style, 

11 GENERATION OF THS VERSi3 LINE 

In the introductory chapter to this thesis, 

I said (in the context of verse language considered 

as an extension of the main language) that while the 

main language is concerned with the generation of 

sentences, verse language is concerned with the gen- 

eration of lines. 

The grammar of the main language generates a 

surface structure to which the rules of the phonological 

component are applied to produce the phonetic output. 

This includes the intonational features of which one 

is the feature of juncture--which has been set up as 

the limiting feature of a line of verse. This identi- 

fication of a verse line is, however, quite unconnected 

with the sentence and turns, phonetically, upon the 

recognition that the end of a line signalled visually, 

is realised as some kind of a juncture. This can be 

expressed: 

line - -  X + line-end juncture 

where X represents a section of discourse organized 

(by itself or in connection with sections that come 

before or after it) according to the syntactic rules 

of the language, The problem is to fit the line-end 

rule into the rules of the phonological component by 



which the phonetic outpl~t of X is realised. The work 

that will enable this to be done is the set of rules 

set up by R.B. Stockwell (already referred to) that 

combine the expansion of IP (intonation pattern) with 

the Chomsky rules of 1957. 

That there is some justification for this kind 

of formal approach to the verse line comes from Roman 

Jakobson who in the early days (1925). as one of the 

school of Russian formalists, refused the 'imaginary' 

foot as the basic unit of verse rhythm in favour of 

the line as a Irhythmico-Syntactical1 or Yntonational' 

segment. Again in 1960, Jakobson says : 

no linguistic property of the verse desisn 
should be disregarded. Thus, for example, it 
would be an unfortunate mistake to deny the 
constitutive value of intonation in English 
meters. Not even speaking about its funda- 
mental role in the meters .of such a master 
of Lnglish free verse as Whitman, it is 
impossible to ignore the metrical significance 
of pausal intonation (final juncture) whether 
'cadence or 'ant icadence in poems like The 
Rape of the Lock" with its intentional avoid- 
dence of enjambements. The intonational contour 
inherent to a poem, to a poet, to a poetic 
school is one of the most notable topics brought 
to discussion by the Russian formalists.7 

When the Stockwell rules were written (1960). 

T-grammar rules did not generate intonation patterns. 

It would seem that the tforthcoming' Sound Pattern 

of Enqlish will connect all the configurational features 

into the phonetic interpretation of the surface structure 

and that Juncture will be handled as a set of features 



i n  t h e  same t y p e  of  coliimn-row m a t r i x  as i s  proposed 

f o r  phonemic segments .  Pleanwhile, S t o c k w e l l  I s  r i l l e s  

. p r o v i d e  a workable  l i n k  by which t h e  l i n e  u n i t  may he 

worked i n t o  t h e  q e n e r a t i o n  of s e n t e n c e s .  

S t o c k w e l l ' s  f i r s t  r u l e  s e p a r a t e s  t h e  segments  

from t h e  i n t o n a t i o n  p a t t e r n . *  He t h e n  c o n s i d e r s  

t h e  e x p a n s i o n  of  t h e  i n t o n a t i o n  p a t t e r n  ( I P )  which 

he  e x p r e s s e s  as:  

About t h i s  e x p a n s i o n ,  S t o c k w e l l  s a y s :  

I t  i 
and  
can  

.s n e c e s s a r y  t o  d i v i d e  TP i n t o  Contol ir  
J l m c t u r e  Y o i n t  because  whereas t h e  C - 
be r e l o c a t e d  by  a v a r i e t y  of t r a n s -  

f o r m a t i o n s ,  t h e  end p o i n t  of t h e  C r emains  
lmchanqed by such  r e l o c a t i o n s .  This end p o i n t  
i s  marked b y  J P ,  which i s  a n  e n t i t y  s e t  ilp 
t o  l o c a t e  t h e  end of  a morphe e  C which i s  
s p r e a d  t h r o u g h o u t  t h e  s t r i n g .  !! 

F o r  t h e  purpose  of  what t h i s  p a r t  of  t h e  t h e s i s  h a s  

s e t  o u t  t o  do,  one c a n  a l s o  s a y  t h a t  a phonemic c l a u s e  

i s  made up  of a chosen n ~ u n b e r  of s y l l a b l e s  and  a n  

i n t o n a t i o n  p a t t e r n ,  o r :  

phonemic c l a u s e  + s y l l a b l e l  + s y l l a b l e  2... s y l l ,  + I P  

o r  ( f o r  b r e v i t y ) :  

T h a t  is  t o  s a y ,  a P  - m i l s t  ( i n  o r d e r  t o  e x i s t )  c o n s i s t  

of  one s y l l a b l e  and  a n  i n t o n a t i o n  p a t t e r n ,  and 

c o n s i s t  of a s  many o p t i o n a l  a d d i t i o n a l  s y l l a b l e s  as 

one l i k e s  t o  choose.  The i n t o n n t i o n  p a t t e r n  can  t,hen 

*Stockwell says this is Hockett's first IC cut, and Trager- 
Smith in Section 1.73 on page 50 of the Outline separate 
the conoeptual phonemic clause and phonemio word by a 
Process of removing the suprasegmentals. 



be expanded aooording to Stookwellts rule quoted above: 

Rule A 

IP > C + JP 

Stookwell~s next step is to divide according to "the 

two basic functions of intonation contours"--Discon- - 
tinuity and Continuity, about which he says: 

the grammar offers a choioe at this point 
between a pattern which disjoins a segmental 
sequence of elements from any following 
sequenoe or it joins it to such a ~e~uenoe.8 

If the Diso choioe is made, the next rule applies: 

Rule C 

~ i s o  -a O O ~ &  - 
Stockwell explains the symbols he uses here by saying 

that "001\L is a specification of all possible English 

intonation morphemes which end in pitoh /1/ and ter- 

minal fade. #l8 The digits represent the theoretical 

levels of relative stress and should be thought of 

as distributed over all the segments as, for example, in 

2 4 1 0 0 1 
I 've finished or I've finished & 

where 2 represents any pitoh level at all. - 0 signifies 
that In the position where it appears, the aotual pitoh 

level is immaterial. 

If the Cant ohoioe is made, there is a variety 

of possibilities : 



Rule D 

And that, for present purposes is as far as one 

needs to go in the Stockwell intonation rules, It 

should be noted, however, that it was intended that 

these rules should offer na well-motivated definition" 

for "that 'normal' intonation ,,, which provides 

a zero-line for opposition with various contrastive 

patterns, n9 Question contours and emphatic contours 

are produced by optional transforms, The two Trager- 

Smith terminals, terminal rise and terminal fade 

are incorporated into this grammar and terminal sustain 

is ntreated as an allophone bf fading Juncture, 

environmentally predictable, w 8  Stress is assigned 

by morphonemio rule, 10 

Stockwell says about the operation of his rules: 

the inclusion of IP among the constituent 
structure rules has interesting consequences 
for transformations, This is especially true 
among the two-string transformations, where 
more and more intonationally marked phrase 
breaks are introduced as the sentence becomes * 

more and more complex in its derivation from 
more and more source strings, each with its 
own IPP 

Thetintonationally marked phrase breaks' that he 

speaks of here crop up all the time in verse, In 

addition to the regular transformations of speeoh 

syntax, there are the added transforms of verse language, 



Word o rde r  a b e r r a t i o n s ,  unilsnal de le t ions ,  e t c .  ':;here 

a phrase has come from s y n t a c t i c a l l y  g ives  the  c lue  

t o  the  presence o r  absence of terminal juncture,  and 

s o  the  presence o r  absence of a  phonemic c lause  with 

i t s  primary s t r e s s .  An i n t e r e s t i n g  s u b j e c t  f o r  i n v e s t i -  

s a t i o n  might be whether o r  not transforms, even 

the  minor and usual  a d j e c t i v e  transforms, d e l e t i o n  

, and word o rde r  transforms, do not  ca r ry  a juncture 

i n t o  t h e  s u r f a c t  s t r u c t u r e  of the  matr ix  sentence-- 

c e r t a i n l y  a l l  embeddings do. 

To r e t u r n  t o  t h e  verse l ine .  I t  is  now poss ib le  

t o  combine what  has been s a i d  about the  verse  l i n e  with 

Stockwell ' s  r u l e s  f o r  the  expansion of IP. 

Rule 1 

l i n e  0-3 X + l ine-end juncture 

Where X r ep resen t s  a s e c t i o n  of discourse ( s e e  page95 ). 

T h i s  s e c t i o n  may be composed i n  one of two ways: e i t h e r  

it c o n s i s t s  of a s e r i e s  of phonemic c lauses ,  the  last  

of which is co-terminal with the l i n e ,  o r  it c o n s i s t s  

of a s e r i e s  of phonemic clauses  p l u s  segments t h a t  do 

no t  compose a phonemic clause." Each phonemic c lause  

c a r r i e s  i t s  own in tonat ion  pa t t e rn  so  t h a t  the segmental '  

s e c t i o n  of the  l i n e  (X i n  Rule 1). could then be 

expressed: 

* This could happen a t  the  beginning of a l i n e  too,  brlt one 
need no t  be concerned with t h i s  p o s s i b i l i t y  a t  the  moment. 



Rule 2 

X ---> P + IP, (P + 1P)...(P + IP) + (Y)+ line-end Junoture 
1 2 n 

Where P represents the segmental section of the phonemio 

alause and brackets, ( ) ,  mean 'optional choice' and 

(Y) represents the optional segmental section that 

does not aomprise a phonemic olause. The segmental 

sections oan then be expanded to syllables by: 

Rule 3 

Rule 4 

The line-end can next be inoorporated by the rule 

disaussed on page oombined with the Stoakwell 

rules to give: 

Rule 5 

line-end juncture --- 
+/ IY 

From that point, the IP can be expanded according 

to the Stoakwell Rules A.B.C.D. ,  above, which become 

rules 6, 7, 8, 9 for the generation of a verse line. 

Refusing the optional Y+line-end juncture (Rule 

2) produces lines with final terminal Junatures. 

Choosing Y produoes a /+/ juncture which has the 

effeot, Impressionistically, of leaving the line 

In the air, and, lingulstioally, of giving the 



opportunity for an optional seoondary stress. (See 

quotation from Trager-Smith on pagepz above.) 

The consolidated rules for the generation of 

a verse line read as follows : 

line --->X + line-end junoture 

X "3 P + IP (P + IP) . a .  (P + IP) + (Y) 
1 2 n 

line-end junoture ---> ($ /IP 1 
(+ rY -) 

Cont *-7 

Rules 1 - 4 provide for a verse line being 

composed of syllables organized hnto phonemic olauses, 

plus an optional group of unorganized syllables. 

Rule 5 removes the line-end juncture where the line 

1s oo-terminal with a phrase and inserts a /+/ where 

it is not. The applioation to the Cummings poem 



O$I1IP9 ) shows that this framework can provide for 

varying performanoes. 

Sometimes it is hard to explain why verse lines 

end where they do, but highly rhythmic pieces like 

E,E, Cwnmings buy me an ounce and 1'11 sell sou a 

pound (50 Poems, #27) seem to oonfirm this linguistic 

explanation. For instanoe, in stanza 2, 

early to better is wiser for worse 
Give 
112 

( take : 
t ommy ) we 
order a steak and they send us a pie (it88 
try, 
boys 
mine I s  yours 

A derivation of the first line aocording to 

the rules for the generation of the verse line would 

give the phrase pattern: 

1 

2 

3 

7 

' P + I P  

s S S + S P  

X 

P + I P  

S S S + I P  

8 1s S S Cont I S S S Cont 
S S S Cont 

S S S Cont 

s s s  

'P +IP 

S S S + I P  

4 

5 

6 

' S S S + I P  

S S S C + J P S S S C + J P S C + J P  

I I I 

S S S Cont 

. 
' b6tter is early to wiser for # 

worse 

S S S  

' P  + S P  

S + I P  

- - - - - f a i l s - - - - -  

line-end Junct, 

line-end junct, 

line-end junot, . 

S + I P  S S S + I P  

S S S c + . J P  

S S S Cont 

S S S  

$ 

i 
I 

S S S + I P  

S Disc 

S 



Nothing is chosen for X so the line-end juncture 
is eliminated by Rule 5, and the line ends with 

the Disc junoture that bounds the fourth phrase. 

The composition of the line is four phonemio olauses, 

eaoh with a primary stress, 

Lines 2, 3 and 4 are eaoh monosyllabic phonemio 

clauses, each with a primary stress, but line 5 must 

be derived as follows : 

1 

2 

3 

X 

P  + IP 

4 

5 

6 

7 

In this line, Is chosen which calls for a 

/+/ Juncture after as internal to the phonemio 

S S + I P  

8 . 

9 

clause that ends after steak, In line 6, is 

Y 

S S + I P  

S S + I P  

S S  C+JP 

S  S Disc 

chosen again giving /+/ after itts as internal to 

line-end juncture 

line-end juncture 

Y 

001 1 
tommy) 

the phonemio clause it's t r ~ ,  These two one-syllable 

line-end juncture 

S 

S  

S  /+/ 

S /+/ 

s /+/ 
we 

words are odd-man out in the lines where they are 

line-end juncture 

/+/ 

plaued, but if, for instance, =.was not severed by 

- - - fails - - - 
i 



line-end junoture from the verb to whioh it would 

normally be attached, line 6 would become a two 

phrase line instead of the four phrases and the four 

beats that have been set up by the expectation of 

the verse movement established in line 1. 

At this point, I should like to take an example 

of obviously metered verse and see what light the 

generative consideration of a verse line just completed 

might throw on the analysis of the verse movement, 

The yearts at the spring 
And the day's at the morn 
Morning's at seven 
The hillside 8s dew pearl'd 
The larkts on the wing 
The snail's on the thorn 
God's in his heaven 
8111s right with the world, 

One can observe that: 

1) each line is a sentence (and therefore ends 

with IP), 

2) eaoh sentence takes the form: 

NP - is predicate 

In all lines except 4 and 8, the predicate position 

Is filled with a preposition phrase. In line 4, the 

predicate is an adjective phrase transformed from 

dew has pearl'd (the hillside) and in line 8, the 

predicate is right with the following prepositlon 

phrase funotloning as an adverbial of manner, 

3) there has been an ellipsis transform In eaoh 

line : 



4) underlying structure would produce phrase 

junctures in lines 1-7 after 3 and in line 

8 after right. 

i.e., juncture would separate the preposition phrases 

from NP + is + predicate (and pred. ===a j8 before 

the preposition phrases in lines 1, 2, 3, 5 ,  6, 7.) 

The regularity of the poem is evidenced by an enormous 

amount of repeated patterning: 

- five syllables per line 
- terminal Juncture at each line-end (Cont 

except for line #8 which ends Disc) 

- one mid-line Cont Junoture in every line 
- - 1s in every line 

- preposition phrase in every line except 4 
- two phonemio olauses in every line 
- two primary stress in every line. 

One might derive line 1 as an example: 

Rule 1 

Rule 2 

Rule 3 

Rule 4 

Rule 5 

Rule 6 

X + line-end junoture 
+ line-end juncture 

S S + I P  S S S + I P  + line-end Juncture 
1 2  1 2 3  

- - fails - - 
S S + I P  S S S + I P  removes line-end junoture 
1 2  1 2 3  



PIPPA' S SONG. 

+ a Disc juncture 



Rule 7 S S Cont 
1 2- 

S S S  
1 2 3  

Cont - 
Rule 8 - - - fails - - 

0 0 "'1 s 
0 

Rule 9 s s s s 
the e a r s  at - - - the spring 

The lines can then be assembled on a diagrammati 

grid which gives a vivid visual representation of 

the verse's regularity. Of course, this was obvious 

without the elaborate generative process I have Just 

gone through, but the object was to test out the method 

not to make revelations about this particular example 

of verse. 

There is very little latitude in the way-this 

poem can be read. It is completely metered verse, 

highly rhythmical and yet it is using the rhythms 
C 

of speech. "Speech rhythm, and therefore the rhythm 

of verse," says Abercrombie, "is the speaker ... 
it is a musoular rhythm, a rhythm of bodily movement, 

rather than a rhythm of' sound. This is why verse 

can be immediately reoognised and felt as verse In 

silent reading, which otherwise would not be easy 
* 

to explain. n12 The rhythm may be bodily but it 

originates in the thought that forms the sentence 

and the grammar that holds the language of the 

thought together, and the grammar of the language 

is the grammar of the lines. 



Perhaps one oould have a r r ived  a t  t h i s  kind 

of verse ana lys i s  without going through the  hoops 

of generat ive grammar, Out of a somewhat involved 

a t t a c k  comes a simple diagram based on the  sy l l ab l e s  

i n  a verse l i n e  and t h e i r  d iv i s ion  by juncture i n t o  

phrases. I n  the  diagram I have marked the  primary 

s t r e s s e s  because i n  t h i s  t e s t  case, they follow the  

l e x i c a l  s t r e s s e s  of the  words; the re  Is no a l t e rna t ive .  

But it should be notioed t h a t  i n  t h i s  breakdown, there  

is  no ob l iga t ion  t o  place the primary stress; it 

w i l l  be on one of the  sy l lab les  i n  the  phonemio 

olause, but  which, can, i f  need be, be a matter  of 

r h e t o r i c a l  plaoing, Also pi tch:  the  p i t ch  I have 

assigned is q u i t e  a rb i t r a ry ;  I have chosen l e v e l s  

t o  j u s t i fy  the  types of juncture; the  l i n e s  might 

be said i n  o ther  ways. 

I n  the  next two chapters, I use t h i s  type of 

diagram based on a l ine-syl lable  g r id ,  but  r a t h e r  

than analyse the  possible phonetic r e a l i s a t i o n  

theo re t i ca l ly  according t o  the underlying s t ruc tu re s ,  

I have l i s t e n e d  t o  the  poet 's reading and have graphed 

the  sound of h i s  voioe, From t h i s  graph, as w i l l  

be seen, I have been able t o  recognise the  major 

junotures as in t e rva l s  of voice q u i e t  though the  

presence of o ther  s t ruc tu ra l  Junctures is  a l s o  evident 

from the  line-ends of the  verse and from the  under- 

lying syntax. From t h i s  , so r t  of analys is ,  I have 



been able to  make statements abo 

109 

but the verse structure 

of unusual w e t e r e d  verse which I oould not, I think, 

have arrived at i n  any other way. 
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segmental  format ive  r e c e i v e s  t h e  a c u t e  accen t  
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(word primary).  
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CHAPTER V I  

E.E. CUMMINGS : "AN AUTHOR OF PICTUFLr?, 

A DRAUGHTSMAN OF POEMS. " 

I DRAUGHTSIM OF POEMS 

This chapter begins the second section of the 

thesis in which the linguistic tools developed in the 

foregoing chapters will be applied to the verse structure 

of specific poems. 

IVerse structure' is often taken to mean only 

the rhythm of a poem, what I prefer to call the movement. 

Those who deal in terms of metrics often seem to put 

'versification1 or 'prosody1 into a separate compartment, 

a.nd to consider 'meter1 apart from, let us say, syntax. 

If, however, one deals (as I do) strictly in language 

terms, 'verse structure1 cannot be so neatly compart- 

mentalised. The configuration language features, as 



t he  previous chapters  have considered them, may account 

f o r  the  movement of the  verse ,  bu t  they  themselves 

must be accounted f o r  by the  underlyine phrase s t r u c t i ~ r e ,  

But poets  use language i n  a s p e c i a l  way. Not only as 

the  s p e c i a l  verse  language which I cons ider  an extension 

of t h e  common language, but  a l s o  a s ' v e r s e  language 

p e c u l i a r  t o  the  ind iv idua l  poet. So t h a t ,  i f  one is  

t o  account f o r  the  funct ioning  of juncture-p i tch-s t ress  

i n  verse movement, one has got  a l s o  t o  account f o r  

the  underlying '  syntax i n  terms of the  language i t s e l f ,  

i n  terms of verse extensions of the  syntax and i n  terms 

of the  poet I s  i d i o s y n c r a t i c  use of both. T h i s  is  what 

I have c a l l e d  the  poet ' s  extended language competence 

( c h a p t e r  I ,  page 8 ). T h a t  t h i s  competence should 

be unseverably p a r t  of the  main language is an idea  

t h a t  i s  bas ic  t o  t h i s  thes i s .  

To g e t  a t  the  s t r u c t u r e  of E.d. Cumminast 

verse ,  one must cons ider  how it is  made, and what  it 

is  made o f ,  as well  as how it moves. I t  is made up 

of l i n e s  generated from s y l l a b l e s ;  it moves according 

t o  t h e  cross  pa t t e rn ing  of line-ends and phonemic 

c lauses  (connected by t h e i r  common f a c t o r  of junc tu re ) ;  

and it  is  s t r u c t u r e d  according t o  the syntax of the  

C u ~ i n ~ s ~  grammar of English. T h i s  is  sometimes a 

h ighly  id iosyncra t i c  grammar t h a t  has an important 

semantic function--to ginger  new l i f e  i n t o  o ld  words-- 

but i t  is  a l s o  the  design of the language s t r u c t u r e ,  



and as such w i l l  come i n  f o r  a n a l y s i s  as p a r t  of 

t h e  o t h e r  lansuage c o n s t i t u e n t s  of t h e  poem. 

E.E. Cummings is notor ious  f o r  the  i r r e p l l a r i t y  
1 

of h i s  l i n e s .  The Cummin,gst l i n e  v a r i e s  i n  l enq th ,  

is p r i n t e d  t o  v a r i a b l e  margins, ends i n  the  middle 

of a word and sometimes does not  c o n s i s t  of a word 

o r  a s y l l a b l e  o r  even a phonetic segment--as when a 

punctuation mark is  a l l  t h e r e  is t o  a l i n e .  

The unwary look on t h i s  decora t ive  play w i t h  

t he  l i n e  on the  page as a s o r t  of showing-off. I1Messing 

up the  typography through a f f e c t a t i o n  and excess of 

ambition, I t  s a i d  one c r i t i c .  But t h e  way the  words 

l i e ,  t h e  way t h e  l i n e s  begin and end and how they a r e  

s tacked o r  spread,  the  c a p i t a l  l e t t e r s  o r  the  l a c k  

of them, and the  punctuation (which is devised s o  t h a t  

it s h a l l  punctuate)  a r e  a l l  p a r t  of a Cummings audio- 

v i s u a l  poe t i c ,  a h ighly  organized and f i n e l y  worked 

technique of verse  s t r u c t u r e .  "There is  a d e f i n i t e  

reason f o r  everything he does with s p e c i a l  values on 

t h e  pages. ..." s a i d  the  p r i n t e r ,  S.A. Jacobs,  who 

l i k e d  t o  g ive  himself the  t i t l e  of llTypographer t o  

E.E. Cummings." I1There is  a concomitant r e s u l t  i n  

t h a t  remote underlying f i e l d  of a e s t h e t i c  phenomena-- 

t h e  k i n a e s t h e t i c .  I n  s h o r t ,  t h e r e  a r e  elements of 

empathy, of e i n f u h l i r q ,  i n  the  typography of Cummings 

t h a t  cannot be a r r i v e d  a t  by a haphazard use o r  misuse 



of those s p a c i a l  elements. " 2 

Cummin3s gave himself h i s  own paradoxical 

t i t l e ,  I1author of p i c t u r e s ,  draughtsman of poems, 

in  the  foreword t o  the  pub l i ca t ion  i n  book form of 

reproduct ions  of h i s  pa in t ings .  I n  t h e  same book, 

he worked t h e  paradox a b i t  f u r t h e r .  He t a l k s  about 

c h i l d r e n ' s  drawings i n  terms of p a r t s  of speech, and 

c a l l s  h i s  own l ea rn ing  t o  wr i t e  a process of I1por- 

While a p a i n f u l l y  hand achieved l ikenesses  
of even po lysy l l ab ic  s i t t e r s ,  t he  gradual ly  
f i n g e r s  overcame perspect ive ,  h i s  c lumsily 
wrist cont r ived  verses. .  . . 3 

There a r e  poems by Cummings which a r e  s o  much 

a mat t e r  of drawing with type t h a t  they  cannot v i r t u a l l y  

be vocal ised.  You read  them from t h e  page as you would 

a l i n e  drawing and t h e i r  b i t s  of words f l a s h  b i t s  of 

s i g n a l s  of t h e i r  r e f e r e n t s .  There is a k i n a e s t h e t i c  

e f f e c t  you can f e e l  and even an a u d i l e  image you can 

hea r  (wi th  your mind's e a r ) ,  but  what express ib le  sound 

could t h e r e  be, f o r  ins t ance ,  f o r  t h e  f l u t t e r y  hands 

of Jimmy Savo, sketched i n  punctuat ion marks? 



And i n  the  fo l lowin8 poem; although you can hear the  

b e l l s ,  you . c a n ' t  say them. 

( be 
l l s b e  

11s) 
b 

( be 
l l s b e l )  

e l l s  
( s b e l l s )  

These a r e  examples of t h e  draughting of one 

kind of poem, but  t h e r e  a r e  o thers .  There a r e  poems 

t h a t  s i n g  ( ' s i n g '  i s  a word Cummings o f t e n  uses  about 

poems) ,7 and poems t h a t  move ( "1 'rn abnormally fond of 

t h a t  p rec i s ion  which c r e a t e s  movement, he says )  . 8 

I n  the  draughting of movement, the  l i n e  is  h i s  

musical s t a f f  out of which he can draw not  only the  

r o l l i c k i n g  square dance s o r t  of movement t h a t  t h e r e  

is i n  the  poem quoted i n  Chapter V (page I@), but  

a l s o  two d i f f e r e n t  kinds of syncopation; 

Jimmie's g o t  a g o i l  
g o i l  

g o i l  
Jimmie 

8s go t  a g o i l  and 
she c o i t n l y  can shimmie 

when you see  h e r  shake 
shake 

shake 
when 

you s e e  h e r  shake a 
shlmmie how you wish t h a t  you was ~ i m m i e 9  



and : 

t he  the  

t h e  pink 

T a r t s k i d s  with 
thecas-tane ts 
in5/4 ; Time 

chick. chick1' 

I n  c o n t r a s t  t o  t h e  unsayable poems of which 

I gave J i m m y  Savo and (be  as examples, dance 
l l s b e  

11s) 

poems l i k e  t h e  las t  two quoted a r e  wonderful t o  read 

aloud,  and t h e  way they a r e  drawn is  the  drawing of 

the  b e a t s  of sound. I t  is q u i t e  wrong, I th ink ,  t o  

regard Cummings as a s o l e l y  v i s u a l  poet and t o  put 

him, as Harvey Gross v i r t u a l l y  does,  ou t s ide  the  scope 

of prosody. l1 Cummings himself s a i d  h i s  poems were 

" e s s e n t i a l l y  p i c t u r e s ,  "12 but  a l l  the  same, t h e r e  

were some of them t h a t  he l i k e d  t o  read  aloud. Cwnmings 

w a s  well-known as a reader ,  and the  recordings t h a t  

he made during h i s  l i f e t i m e  and which a r e  s t i l l  a v a i l a b l e ,  

a r e  musical performances f u l l  of rhythmic bravura. 

The f a c t  t h a t  the  recordings have a publ ic  

and s o  do h i s  books, puts  Cummings i n t o  the  c l a s s  of 

twen t i e th  century poets who have two s o r t s  of audience;  

r eader s  and l i s t e n e r s ,  and i t  means t h a t  an a n a l y s i s  

of the  s t r u c t u r e  of the verse can be worked out  from 

two d i f f e r e n t  (and equa l ly  au then t i c )  po in t s  of view. 



The p r in ted  t e x t  can be considered from t h e  point  of 

view of s i l e n t  reading,  with underlying s t r i ~ c t l ~ r e ,  

v i s u a l  s i g n a l s ,  punctuat ion,  e t c . ,  and a t h e o r e t i c a l  

a n a l y s i s  i n t o  phonemic c lauses  with in tona t ion  p a t t e r n s  

and juncture poin ts  can be a r r i v e d  at. Then the  p o e t ' s  

reading can be l i s t e n e d  t o ,  and observable f e a t u r e s  

of juncture,  e tc . ,  can be c o r r e l a t e d  with the  a n a l y s i s  

on paper. 

I1 THE CUMMINGS1 GRAMMAR OF ENGLISH 

I s a i d  i n  my in t roduc t ion  (Chapter I ,  page 9 )  

t h a t  I had been a f f e c t e d  by the  a t t i t u d e  of T-grammar 

towards the  i n t u i t i o n  and innate  competence of the  

n a t i v e  speaker,  and I suggested t h a t  the  poet 1s languaye 

powers as a poet might be thought of as a s o r t  of extended 

language competence t h a t  enables him t o  p e r f o m  i n  a 

p o e t i c  way. I f i n d  the  opportuni ty of hearing a poe t ' s  

own reading puts him, as it were, i n  t h e  pos i t ion  of 

n a t i v e  informant f o r  the  poem i n  quest ion.  The way 

he reads  the  poem throws l i g h t  on t h e  way he is using 

t h e  language; the pauses he leaves  and the  s y l l a b l e s  

he s t r e s s e s  c l a r i f y  h i s  syntax. Everybody, I th ink ,  

has had the  experience of the Poem t h a t  seemed obscure 

on t h e  page coming t o  l i f e  when t h e  poet reads it. 

A l l  t he  same, there  a r e  dangers i n  using the  poe t ' s  

reading  as a way of analysing the  . s t ruc ture .  One 



cannot rely--as  p a r t  of an a n a l y t i c a l  process--on 

what one hears  ( s e e  Chapter 11, page %,and note  21 ,  , 

pa5e47 and note  31). Everything t h e r e  is t o  be s a i d  

about juncture-p i tch-s t ress  must be combined w i t h  t h e  

syntax and the  ' l r ecoverab i l i ty  of t h e  Deep Phrase 

Marker. "'3 

Sentences produced by t h e  C m i n g s  grammar 

a r e  o f t e n  a long way from what normal grammar would 

produce. For ins tance:  

t h e  of an it ignobles t  he14 

o r  

and s w i m  s o  now mi l l ion  many worlds i n  each 15 

These l i n e s  can hardly be c a l l e d  orthodox, bu t ,  a t  

t h e  same time, they  a r e  b e t t e r  n o t  c a l l e d  'deviant '  

u n t i l  t h e  whole s y n t a c t i c a l  s t r u c t u r e  has been d i s -  

entangled. The concept of lungrammaticalness does 

no t  seem t o  me t o  be appropr ia t e  t o  the  p o e t i c  use of 

language. On the  cont rary ,  i t  is  t h e  c lose  s c r u t i n y  

of t h e  s t r u c t u r e  underlying the  abnormal su r face  and 

t h e  s tudy  of the  grammatical connections with ( r a t h e r  

than dev ia t ions  from) t h e  grammar of the  main language 

t h a t  could open up ways t o  cons ider  t h e  ( c r e a t i v e (  

use of language and the  language strata of personal  

s t y l e s .  This  chapter  w i l l  t he re fo re  cons ider  the  

Cumings grammar of English under grammatical headings, 

and then  aqain  i n  the  context  of the  t h r e e  poems 

a n a l  ysed. 



There a r e  t h r e e  grammatical f i e l d s  i n  which 

Cirmrnings goes h i s  own way; these  a r e  i n  the  formation 

of nega t ives ,  i n  the l e x i c a l  choices  he makes a t  the  

c a t e g o r i a l  l e v e l ,  and a l s o  i n  h i s  l e x i c a l  choices a t  

t h e  sub-ca tegor ia l  and s e l e c t i o n a l  l e v e l .  

Cummings has h i s  own ideas  about negat ive and 

p o s i t i v e ,  and has c h a r a c t e r i s t i c  l i n g u i s t i c  ways of 

expressing them. H e  i s  very fond of t h e  negat ive 

p r e f i x e s ;  he uses  E- c o n s t a n t l y  and i n  circumstances 

where no one e l s e  would, and he makes m- func t ion  

i n  the  same way: ~ ~ n w o r l d ,  undead, l7 u n d a ~ ,  l8 unreason 1 9  

and, of course,  nonlectures .  But Cummings is  not  the  

f i r s t  nor t h e  only w r i t e r  t o  do t h i s  s o r t  of thing.  

~ e s ~ e r s e n ~ '  quotes  Kipl ing and Maurice Hewlett as 

g iv ing  unfr iends t o  c o n t r a s t  with f r i e n d s  and Car ly le  

as s e t t i n g  unthinkers  a g a i n s t  th inkers .  And f o r  t h e  

o t h e r  s o r t  of 2- pre f ix ,  t h e  so-ca l led  p r i v a t i v e  

p r e f i x ,  t h e r e  is t r a d i t i o n  i n  poet ry  behind Cummings' 

s o r t  of usage. Shakespeare has 

she t r e a d s  the  path t h a t  she untreads againe1 

and Cummings : 

most innocent ly undecaying f r i e n d  22 

(g iven  the  s c a l p e l ,  they d i s s e c t  a k i s s ;  
o r ,  s o l d  the  reason, they  undream a dream23 

It is  the  seeminsly unprecedented choices a t  

the  c a t e g o r i a l  l e v e l  of the  phrase marker t h a t  a r e  

most eager ly  pounced on as being deviant ,  ye t  even 



' these--perhaps p a r t i c u l a r l y  these-will  bear  lookin? 

at.  

The ca tegor ies  of a language a r e  p a r t  of i t s  

b a s i c  a r c h i t e c t u r e ,  and, by and l a r g e ,  where a cons t ruc t ion  

c a l l s  f o r  a c e r t a i n  category,  t o  choose something from 

a d i f f e r e n t  category is  l i k e l y  t o  jeopardise the  s t r u c t u r e  

of t h e  sentence and br ing  it tumbling down i n t o  nonsense.24 

N Aux V 

Where A is  dominated by N ,  as diagrammed above, some 

kind of a noun i s  c a l l e d  f o r .  Yet l i n e  3 of the  Cummings 

sonnet ,  l i f e  is  more t r u e  than reason w i l l  deceive 

(Poem A of t h e  th ree  poems analysed kter I n  t h i s  chapter.)  

reads  : 

deeper is l i f e  than 1ose:higher  than have3l 

That is  t o  say,  ins t ead  of a noun o r  a noun phrase 

fol lowing - than  as i t  normally would, Cummings has 

chosen t o  use the  unmarked form of a verb. Normal 

usage might generate  nominal izat ions i n  var ious ways 

t o  f i l l  the  second noun phrase. Poss ib le  choices  

might be : 
you might th ink  

l i f e  is deeper than the  s e a  
t h e  deepness ( sadness)  you 

f e e l  when you l o s e  
some t h  inq 



E you (might) th ink  
( l i f e  i s )  h igher  than t h e  sky 

Lthe hizhness you f e e l  
when y o u  have 
somethin3 

The s t r u c t u r e  of t h i s  l i n e  

deeper  is l i f e  than l o s e ;  h igher  than have 

d e r i v e s ,  I th ink ,  from two underlying sentences w i t h  

similar phrase s t r u c t u r e s :  

i) l i f e  is deeper than l o s e  

ii) l i f e  is h igher  than  have. 

The P-marker f o r  e i t h e r  sentence would be of t h i s  

o rde r  : 

Delet ion and word order  transforms would then apply 

t o  produce the  l i n e  as wr i t ten .  

I t  is  poss ib le  t h a t  Cwnmingst l i n e  is  the  

r e s u l t  of d e l e t i o n  transforms opera t ing  on the  last  

of the  th ree  nominalization choices  s u g ~ e s t e d  above, 

bu t  I th ink  the  abe r ran t  c a t e g o r i a l  choice i s  more 

i n  charac ter .  He has chosen t h e  unmarked, un-nominalized 

form of the  verb where r e g u l a r  language would c a l l  f o r  



some thin^ from the  nonn category.  He does t h i s ,  I 

th ink ,  because of what he c a l l s  h i s  l l ine luc tab le  

preoccupation with the  verb. 1125 He is  more than 

i n e l u c t a b l y  preoccupied; he i s  pass iona te ly  involved 

and he w i l l  use a verb o r  something taken from the  

verb phrase wherever he can. I n  the  book t h a t  repro- 

duced h i s  pa in t ings ,  i n  speaking about c h i l d  ar t ,  

he says  : 

houses, t r e e s ,  smoke, people e t c  a r e  
depic ted  not  as nouns bu t  as verbs...conse- 
quent ly  t o  apprec ia te  c h i l d  a r t  we a r e  compelled 
t o  undress one by one the  soggy nouns whose 
agglomeration c o n s t i t u t e s  the  mechanism of 
Normality, and f i n a l l y  l i b e r a s 8  the  a c t u a l  
c r i s p  organic  squirm--the IS. 

The quote from the  same book t h a t  I have s iven  on 

page 1150f t h i s  chapter  shows h i s  verb passion extendinp 

t o  a preference f o r  adverbs i n  p laces  t h a t  would norrnally 

c a l l  f o r  a d j e c t i v e s  : a p a i n f u l l y  hand, the  ~ . r a d i ~ a l l y  

f i n x e r s ,  h i s  c lumsily w r i s t ,  I n  a wonderful way, t h i s  

r e a l l y  abe r ran t  cons t ruc t ion  does succeed i n  pushing 

the  i n e r t  nouns i n t o  some kind of movement where the  

more orthodox a d j e c t i v e s  would have l e f t  them j u s t  

t h e  way they  were. The adverbs i n  t h i s  paragraph have 

obvious p laces  a t t ached  t o  verbs ( t h e y  a r e  a l l  adverbs 

of manner t h a t  form p a r t  of the  expanded verb phrase ) ,  . 

but  Cummings p r i e s  them out and s t i c k s  them onto 

nouns t o  g e t  the e f f e c t  he wants. 

Unusual choices a t  the  sub-ca tegor ia l  and 

s e l e c t i o n a l  l e v e l s  do no t ,  I th ink ,  seem s o  a b e r r a n t ,  



yet  they a r e  one of the  devices  t h a t  pu t  l i f e  i n t o  

the  language and a r e  i n t e r e s t i n g  t o  cons ider  i n  lanquage 

terms. 

The sub-ca tegor ia l  l e v e l  i n  the  mapping of 

a grammar is  the  poin t  a t  which the  choices  move out  

of the  p l a i n  s e l e c t i o n  of category--i .e. ,  o r  ~ 0 1 1 n  

o r  - verb--into a choice of what kind of  noun o r  verb. 

There a.re verbs ,  f o r  ins tance ,  t h a t  r equ i re  ob jec t s  

and t h e r e  a r e  nouns t h a t  r equ i re  a determiner;  these  

g ive  the  sub-category of t r a n s i t i v e  1 verb o r  'common' 

noun. 27 But these  c l a s s e s  can be f u r t h e r  subdivided 

by s e l e c t i o n a l  r u l e s  i n t o ,  say ,  nouns which a r e  animate 

o r  inanimate,  human o r  nonhuman, e  t c .  , o r  verbs t h a t  

r e q u i r e ,  say,  animate s u b j e c t s  o r  ob jec t s .  28 To 

exerc i se  s e l e c t i o n a l  r u l e s  i n  an i d i o s y n c r a t i c  way 

i s  a common f e a t u r e  of verse language; f o r  example, 

the  time-honoured f i g u r e  of the  t r a n s f e r r e d  e p i t h e t .  

For example, the  a d j e c t i v e  s l e e p l e s s  would be s e l e c t e d  

f o r  a k animate] - noun, but  i s  ' t r a n s f e r r e d '  t o  the  

[- animate] p i l low t o  g ive ,  the  s tock  example : 

he tossed  a l l  n igh t  on a s l e e p l e s s  p i l low 

A comparable process can be seen i n  Dylan Thomas' 

a g r i e f  ago 

which s e l e c t s  a noun with no time f e a t u r e  i n  a p o s i t i o n  

where a time f e a t u r e  i s  c a l l e d  f o r  by the adverb ia l  

of time t h a t  follows. 



I t  i s  q u i t e  common i n  somewhat extended speech 

t o  f i n d  l i b e r t i e s  taken with the  s e l e c t i o n a l  r u l e s ;  

i n  f a c t ,  I th ink  t h i s  i s  the  process by which metaphor- 

i c a l  ex tens ions  of meaninq a r e  taken i n t o  normal langua3e 

use,  Perhaps i t  w a s  t he  i n t u i t i v e  f e e l i n g  t h a t  s e l e c t i o n a l  

r u l e s  can be manipulated t h a t  gave r i s e  t o  the  outcry  

t h a t  went up when t h e  famous sentence 

co lour le s s  green ideas  s l e e p  f u r i o u s l y  

w a s  c i t e d  as an example of ungrammaticality. Cummings 

uses  t h i s  type of s p e c i a l  verse grammar r a t h e r  l e s s  

than I ,  f o r  one, would have expected. Leafing through 

Poems 1923-1954, I found only a few examples: 

s o  i n  darkness ourse lves  go,mind i n  mind29 

I a m  s o  glad and very30 

and 

we a r e  so both and oneful  31 

though I f i n d  it hard t o  th ink  of any type of a d j e c t i v e  

t h a t  could be replaced by oneful ,  which s o  exac t ly  

f i l l s  t h e  b i l l  and ye t  is hardly an orthodox language 

choice,  

Cummings makes s t a r t l i n g  a s s a u l t s ,  too,  on 

accepted word order ,  and al though the  r e s u l t s  a r e  

p r e t t y  b i z a r r e ,  the changes have n o t  destroyed the  

meaning : 

over you r e e l s  and m e  a 1noon3~ 

and 

( f o r  love a r e  i n  we a m  i n  i a r e  i n  you) 



i n  a poem which ends 

For love a r e  i n  you a m  i n  i a r e  i n  we33 

One of the  ( t o  me) s u r p r i s i n g  r e s u l t s  of m y  

determinat ion t o  keep E.E. Cummings wi th in  the  grammatical 

f o l d  and t o  regard h i s  language as no t  e s s e n t i a l l y  

d i f f e r e n t  from my own has been t o  f i n d  h i s  verse s t r u c t u r e  

a t t ached  t o  t r a d i t i o n  i n  more ins tances  and i n  more 

ways than one might think. 

There w a s  no p a r t i c u l a r  reason f o r  choosing 

the  t h r e e  poems t o  be analysed except ,  perhaps, t h a t  

they  con t ras t ed  well  with each other .  They a r e  a 

sonnet ,  a song-lyr ic  and a poem t h a t ,  al though it 

looks as i f  i t  might be one of h i s  pure ly  v i s u a l  poems, 

has  never the less  been chosen by the  poet t o  be recorded 

i n  sound. 

The poe t ' s  voice has been dubbed from the  

record onto tape ( s e e  Appendix Z) ,  but  perhaps the  

more convenient way of br inging t h e  sound element i n t o  

the  a n a l y s i s  is  by way of t h e  graph which records the  . 
4" 

voice on paper. I t  must be emphasised t h a t  i n  t h i s  

* Graphs of t h e  Cummings poems can be found i n  the  
s e c t i o n s  where the  poems a r e  d iscussed  indiv idual ly .  



graph, the osoillations of the needle recording the 

voloe represent nothing more than voioe noise, One 

is tempted to read stress points into the peaks of 

the graph, but all the aooustio faotors of frequenoy, 

resonanoe, eto., oontWbute to the swing of the needle 

along with the foroe of amplitude (3ust as consonantal 

stops can produoe a short stretch of inaotivity in 

the needle), and it is a mistake to try and separate 

one from the rest, Quite apart from these iappropriate 

Interpretations, what can be seen as an obJeotive 

observable faot Is the oontrast between aotivity and 

lnaativity; between noise and guiet, The first step 

In the analysis, therefore, is to divide the poem up 

aooordlng to the observable intervals of' quiet on the 

graph, assume that these represent some sort of ter- 

minal Junotures and set up a phrase diagram, This has 

been the prooess applied to eaoh of the three poems 

and from the result the structure of the poem has been 

POEM 

life is more true than reason will deceive 
(more secret or than madness did reveal) 
deeper is life than 1ose:higher than have 
-but beauty is more each than llving~s all 

multiplied with infinity sans If 
the mightiest meditations of mankind 
oanoelled are by one merely opening leaf 
(beyond whose nearness there Is no beyond) 



VOICE G R A P H :  P O E M  "A" 

E.E.Cummings reading;  
"Life is m o r e  t rue  t h a n  

reason wi l l  deceive" 

hfe 1s more true than reason wlll dece~ve 

(more secret or than madness dld reveal) - 
thdn lose 

- 

but beauty 1s more each than I ~ v ~ n g ' s  all 

the m ~ g h t ~ e s t  med~ ta t~ons  of m a n k ~ n d  

cancelled a re merely 

beyond whose nearness there 1s no beyond 

or does some l~ t t le r  b ~ r d  than eyes can learn 

and completely - 
are obsolete pasts are, unborn 

(here less than noth~ng 's  more than eve ry th~ng  

as men call hlm. what they call 

now than dy~ng 's  



or does some littler bird than eyes oan learn 9 
look up to silenoe and oompletely sing? 10 
futures are obso1ete;pasts are unborn 11 
(here less than nothing's more than everything)l2 

death,as men call him,ends what they oall men 13 - but beauty is more now than dying88 when34 14 

1) Analysis from print 

The' poem is laid out as three quatrains and 

a oouplet whioh suggests Disoontinuous Junotures at 

ends of lines 4, 8, 12 and 14. The punotuation marks 

would also suggest junctures both at line ends and 

within the lines, The punotuation used in this poem 

. L l : =  : - ? : A  . & A &  

There are ten syllables in every line, and punotuation 

marks operate to stop twelve lines out of the fourteen, 

although the punotuation sometimes operates from the 

beginning of the next line rather than from the end 

of the one that is being stopped, Lines 5 ,  6 and 9 

are not stopped by punotuation. 

2) Analysis from sound 

The most striking thing about the voioe graph 

of this poem is the duration of the periods of quiet 

at the ends of the lines: over two seoonds of quiet 

at the ends of eaoh quatrain and very definite pauses 

between the other lines, even between those without 

punotuation, Bather more than half a seoond between 
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l i n e s  6 & 7 and 9 & 10, and a 1,6 break between l i n e s  

5 & 6 e a  

From the  voioe graph, then, one oan say t h a t  

a l l  the  line-ends oarry  terminal  Junotures and t h a t  

therefore  a l l  l i n e s  a r e  oo-terminal with the  phonemio 

olauses whioh they oontain, Pauses within the  l i n e s  

a r e  represented on the  at tached phrase diagram and the  

number of phrases per  l i n e  va r i e s  from l i n e  6 whioh 

is spoken as one phrase t o  l i n e  13 which is broken I 

by observable pauses i n t o  f i v e  phrases. Cummings reads 

slowly and there  may be more /d/ junotures, with the  

oonsequent p o s s i b i l i t y  of seoondary s t r e s s e s  whioh the  

graph d i d  no t  reoord, 

The movement Is not rhythmio, the  olause and 

s t r e s s  pat terning is not regular  and the  progress of 

the  reading is  de l ibera te  and refleotive,more o r  l e s s  

aooording t o  the  d iv i s ions  of normal speeoh, 

The abnormal syntax and l e x i o a l  ohoioes have 

p a r a l l e l s  i n  ordinary usage: 

Llne 1 - pa ra l l e l s ,  say, more t rue  

than .people think and reads 

aooordingl ye 

Line 2 pa ra l l e l s  a oonstruotion t h a t  

might be, say, more s e c r e t  o r  

more pr ivate  than madness d id  

reveal  with the  seoond more + ad i  



deleted by a Cummings grammar 

transform. 

Line 4 more each is paralleled by 

the regular use of, say, more 

true and reads acoordingly. - 
 he poem has a rhyae soheme of identical final 

10 & 12, with full rhymes for the final oouplet. The 

rhyme oonsonants are all oontinumts, and eleven of 

them share the features : 

+ consonants 1 
+ voice 
+ diffuse 
+ oontinuant 

The exoeptions are : 

/d/ which is [- oontinuant], but the completeness 

of the interruption is mitigated by the preoeding nasal 

/y/ is generally oonsidered [+ oompaot J. 

E,E, Cummings' speaking voioe is very olose 

to British RP, He has no 2 sounds in words like lea-, 

He reads more slowly than normal speeoh and sometimes 

draws out stressed syllables where the vowel is tense. 

There 1s a marked rise and fall in pitch. In spite 

of the regular number of syllables per line, the time 

taken to enunoiate eaoh line varies oonsiderably, 

There are many examples in this poem of the 

Cummings idiosynoratio use of language and of his 



extensions of the rules of normal grammar, Some of 

these are worth oonsidering in detail, 

Line 3 was disoussed above (page 122 ) 

pine 4 

-but beauty is more each than llvlng~s all 

This is an idiosynoratlo sub-categorial choioe, 

more funotions as a oomparative and calls for a lexioal - 
ohoioe of + adj That is to say of the olass of [+ .OrJ. 

adjeotive that oan be used with more, Cummings chooses 

:::J That is to say, he ohooses an adJeative, but 

not of the olass that oan be used with more, 

There is ambiguity in the 3 (which is no 

doubt intentional) as to whether it means llvin~ Is all 

or the all of llvinq. In either oase, is functioning 

as no&l-a function which is well-founded In the 

main language, as in that Is all, or as In the use 

of glJ as a synonym for eversthing, In oontrastlng 

eaoh- and In this line, Cummings is, I think, using - 
eaoh to oonvey 'minute partioulars 1 and to oonvey - 
the generality, but to disouss the implioations here 

is beyond the soope of this paper, 

Lines 5 and 6 connectln~ to line 7 

multiplied with infinity sans if the mightiest 
meditations of mankind oanoelled are ... 

The syntax here is oomplex. As 1,read It, the two 



full lines plus the first two words in line 7 derive, 

after transforms of deletion and word order, from: 

sans If 
PP 
1 

the mightiest meditations of mankind 
NP (a) 

2 

are multiplied with infinity 
aux - PP 
3 -e- 5 

the mightiest meditations of mankind are cancelled 
NP (b) 

6 

1 2  3 4 5 6 7 8 -==> 1 4  5 6 7 8, to give 

sans if multi~lied with infinity 
1 4 5 

the mi~htiest meditations of mankind 
6 

are cancelled 
7 8 

That is to say, NP(a) is deleted because it is identioal 

to NP(~), are is also deleted for the same reason. 
Word order transforms (verse inversions) would then 

apply to give 

145==+456 sans if multi lied with Infinltx 
1 --7iE- 5 

-==> multi lied with lnf Inity sans If + 5 1 

and 
7 8 ====3 8 7 

are cancelled 
7- 

The effect of these transforms is to ensure a JP after 

if (sans If has been moved as a phrase), and so prevents - -- 
the possibility of reading sans if the mi~htiest. In 



the same way, the fact that piqhtlest meditations of 

mankindehas been moved as a phrase, ensures a JP at 

the end of line 6 ,  The verse word order transform 

that ohanges are oancelled to oancelled are inserts 

a Junoture after are, 

In line 7, an adJeotive and a passive transform have 

operated earlier to give: 

one leaf is merely openlng =a=+ 

one leaf oanoels something ==I* 

one merely openinq 
leaf - 

something is 
cancelled by one 
leaf 

something = the mi~htiest meditations of mankind 

Line 12 Is syntaotioally very complex. men is a sort 
of syntactical pun used first in the impersonal way 

(like Frenoh on or German mann), That is to say, the 

line could read: 

death as they oall him 

but It does not, because Cummings wants the impersonal 

thes to function in its living form, whioh it does 

by lntroduoing it into the line after men so that it 
appears that the usual pronoun transform has substituted 

they for men. In its final use, =--by itself a single 

stressed monosyllable in a phonemic olause--functions 

well emphasised, in the living meaning of the word. 

Line 14--the choice of now and when in this line is 
another example of Cummings' "ineluotable preocoupation 

with the verb." Both words have the feature C+ adverbial] 



and normally funotion i n  the  predicate  as adverbs of 

time. Cummings has switched them over i n t o  an ad jec t ive  

s l o t  aooording t o  the same s o r t  of personal grammar 

organizat ion t h a t  w a s  operat ing when he wrote the  clumsily 

\ w r i s t  quoted on page123 above. 

T h i s  is a highly worked, compacted poem. The 

poe t t s  reading might be used t o  throw l i g h t  on d i f f i c u l t  

syntax (although I th ink most of i t  can be explained 

by mapping the  underlying s t r u c t u r e ) , b u t  the  main 

contr ibut ion of the  voice is  t o  underl ine the  existenoe 

of terminal  junotures a t  line-ends. There is not  much 

t o  be shown about the  movement of t h i s  poem, bu t  i n  

the  next two poems, t h i s  w i l l  be the  main oonsideration. 

s tanza  1 "sweet spr ing is  your 
time is  my time is our 
time f o r  springtime is  lovetime 
and viva sweet loveu 

s tanza  2 ( a l l  the  merry l i t t l e  b i rd s  are 
f l y i n g  i n  the  f l o a t i n g  i n  the  
very s p i r i t s  s inging i n  
a r e  winging i n  the  blossoming) 

s tanza  3 l ove r s  go and lovers  come 
awande r ing  awondering 
but  any two a r e  pe r f ec t ly  
alone t h e r e t s  nobody e l s e  a l i v e  

s tanza  4 (such a sky and such a sun 
I never knew and n e i t h e r  d id  you 
and everybody never breathed 
q u i t e  so  many kinds of yes) 

s tanza  5 not  a t r e e  can oount h i s  leaves 
a ~ c h  herse l f  by opening 
t,u I; shining who by thousands mean 
only one amazing th ing 



s tanza  6 ( s e c r e t l y  adoring s h y l y  
t i n y  winging dar t ing  f l o a t i n g  
merry i n  the  blossoming 
always joyful se lves  a r e  s inging) 

s tanza  7 "sweet spr ing is your 
time is  my time is our 
time f o r  springtime is lovetlme 
and viva sweet lovet1 

This l i t t l e  song poem is an e f f e c t i v e  piece 

of evidenoe t h a t  Cummings i s  not  purely a v i sua l  poet,  

t h a t  t he re  i s  something f o r  the  e a r  i n  h i s  "drawingu 

of poems, The four  l i n e  s tanza  pa t t e rn  is there  f o r  

the  eye and so  is  the  f a c t  t h a t  the f i r s t  and last 

s tanzas  a r e  i n  quotat ions,  These quotat ions give the  
\ 

c lue  t h a t  the  poem is i n  the  manner of homage a and 

is a Cummings version of the  Shakespeare song, "It 

was a Lover and h i s  Lassen from A s  You Like It. Cummings 

pays h i s  homage i n  nonlecture 2% at  the  end of whioh 

he reads what he c a l l s  " f ive  spr ing  time oelebra t ions  

whioh I love even more than i f  they were my own,n and 

the  A s  You Like It song is among them, 

I n  t h i s  poem, he not  only makes the  Shakes- 

pearean points ,  'Sweet l ove r s  love the  sp r ing , '  the  

Lover and h i s  l a s s e  'o 'e r  the  green come f i e l d  d id  

passe, '  ' therefore  take the  present  time1 and ' the 

Birds do s i n g , '  but  he captures the  song rhythm and 

i n  h i s  reading approaches the  p i t ch  pa t te rns  and i n t e r v a l s  

of the  well-known oontemporary s e t t i n g  by D r .  Thomas 

Arne.  Line 5 i n  the  C u m m i n g s  a l l  the  merry l i t t l e  b i r d s  



is  almost e x a c t l y  the  rhythm of t h e  Shakespeare-Arne, 

hey  din^-a d i n p a  d ing  and t h e  melody of t h e  phrase 

s p r i n ~  time and r i n a  time-a descending i n t e r v a l  with 

t h e  high p i t o h  on s p r i n g  and r i n g  comes out  very o l e a r l y  

i n  C u m m l n g s '  reading of our  time, your  t ime, m y  time 

and, of oourse, s p r i n g  time. 



I sweetspr~ng IS your  t ~ m e  IS my  t ~ m e  I S  our  tlrne for Sp'lng t lme  I S  love tlrne and vlva sweet . love 

E.E. ~ u m m i n g k  reading 

"sweet spring is your" 

al l  t he  merry M e  b ~ r d s  are f ly lng In the f l o j t l ng  In the very s p ~ r ~ t s  slnglng i n  are wlnglng i n  t he  b l o s s o m ~ n g  

a w o n d e r ~ n g  a wonde r~ng  b u t  any two are perfectly alone there's nobody else a l ~ v e  lovers go and lovers come 

such a sky and such 1 sun I  never knew and n e ~ t h e r  d ld  you and everybody never breathed q u ~ t e  so many  k ~ n d s  o f  Yes 

not  a tree can count  h ~ s  leaves each herself by openlng b u t  s h ~ n ~ n g  who by thousands mean only one arnazlng t h ~ n g  

secretly adoring t iny wlnglng d a r t ~ n g  f loat ing merry i n  the blossonl ing always ~ o y f u l  selves are slnglng 

IS your t ~ r n e  IS my t ~ m e  I S  our  t ~ m e  for spr lng tlrne I S  love ttrne and vlva sweet love sweet sprlng 

&- 



Analysis from sound 

The sound graph of t h i s  poem shows the stanzas 

t o  be of remarkably similar length, Except f o r  stanza 2 

(spoken i n  9 seconds on, I suspect, one breath) ,  the 

stanza time var ies  between 13  and 16 seconds with 17 

seoonds f o r  the ritardando f ina le  repeat  of stanza 1 

i n  stanza 7, There is nothing t o  suggest tha t  the 

breath-group as a un i t  has anything t o  do with the 

organization of t h i s  poem, 

The d is t r ibut ion  of the long periods of voioe 

quie t  on the graph ooincide with the b r e a h  between 

the stanzas, There seem t o  be terminal junctures a t  

the line-ends of stanzas 3, 4, 5 and 6--there a re  

observable Intervals  of voice quiet--but the problem 

Is t o  aocount f o r  the l i n e  patterns of the other three 

stanzas , 

The repeat of stanza 1 at  the end has the 

same kind of reading, but with addit ional  breaks intro- 

duoed in to  l i n e s  27 and 28, The intervals  of quie t  

i n  the f i r s t  three l i n e s  of both stanzas break the 

three l i n e s  up in to  s i x  phrases t h a t  straddle the end 

of l i n e s  l &  2, 25 & 26 wi th  the phrases comlng together 

with the l i n e s  t o  end l i n e s  3 and 27, I n  stanza 2, 

there a r e  phrases straddling the ends of l i n e s  6 & 7. 

The l i n e  arrangement i n  t h i s  poem is, I think, a good 

i l l u s t r a t i o n  of the operation of the line-end Junoture, 



POEM E.E. CUi\lMINGS :: sweet  s p r i n g  i s  your  I 
l i n e  

f 

2 

4 
~ e r t  spkg i s  your  

3 ) +  
2 + 4 

s s VL s S . - -  A -  
I 

i s  my t ime 
I i s  o u r  
2  + 6 

s S s 
- . -- - 

 me i s  Love t i m e  
2 4 

s S ' 1  1 7 
s 
. . -- 

v6  ;j 
~ n d  v i  va swea  love- 

4 
s 2.2 

c 
S 6 

I 

S s - 
$11 t h e  mer r y  litt l e  b i r d s  a r e  I 

2 4 
8 s s s s s S  s 
. - - -- - 1 
i l y  in< i n  t h e  ' f l o a  t i n g  i n  t h e  

4 
S s S 8 .2  T 4 5  s s 8 t 

r e  r y  s p i r  i t s  s i n g  i n g  i n  
4 

S 8 s s 
+ 

s s 

:e wing i n g  t h e  b l o s  sorn 
4 

s s s s S s 
I 

~v ers go and Lov e r s  -7 . 
1 

I s S s s s S 

1 wan d e r  i n g  a won d e r  
4 2 +  4 L 

; s S S 01 S s 6 
- - .- - - - -- -- - -- - - - - - - - - - - - , L l m l  - - -- 
i t  an  y  two a r e  p e r  f e c t  l y - -  -A i 

3 4 2 I i 

- 
1 lone- bod - y a Live 

2 
S 

i 
i S S s s s 0 1  s 

~ c h  a sky and such a sun  
e s S . l S  s I 

------ -- -.- 
S 

-- 
I ne v e r  knew and n e i  t h e r  d i d  you 

4 4 i 
s s s s s s S s S . 

-- - 
nnd e v  r y  bod--y - - ne - v e r  b rea - thed  

4 4 4 E 
s s s s s 6 s S 

-- ---- - - 
i t e  s o  m a  ny kinds--0-f y e s  

3 4 
S .4 8 S 8 s S 2.0 7 

lot: a t r e e  can court h i s  i e a v e s  
Ir - 

I j 
I e ;It- 

a d  I 
sch-her- s e l f  --by--ope n i n g  

6 
S S S s S s 

-- - - -- - -- 
Id, -. 

b u t s h i - n i n g  who + by thou sends mean I I 

+ 3 7- 

0 1  s 02 S S s 
8 

s S S 

Dn l y  one a maz i n g  ' t h i n g  . 
4 1 

K ,? 

;ec r e t  l y  a  do r  i n g  6% fy 
4 8 

: i - - -ny- -w 
- -- - . -  , . 

d a r t  i n g  
4 3 

S 03 ' P 4 s  8 s S S S s 
- - -  ---- - -  - -  

ner r y  i n  t h e  b l o s  som i n g  
i 4 
s s s s S s s ' . 6 7  

a1 ways joy f u l  se lves -  I are s ing '  i n g  . 

2 3 1 I 
deer: s p r ~ n  IS your f 

4 
S S 41.41 ; +  I . 

! , - - 

time i s  my t ime i s  o u r  

time -5 f o r  4 s p r i n g  i t i m e  !+,+I j;s 
2 4 2 
s 1.0 s .1 S s 3 , s 

--- -- - - - - - - 
k - - , - -  

'2 1 
and v i  va  sweet 

4 4 4 
8 S 8 07 s 



Lines 1 & 2, 25 & 26, 6 & 7 a re  a l l  generated a f t e r  

the  p i t e r n  of Rule 2 (see  Chapter V, page 102 ) and 

c a l l  f o r  a line-end [-!/ juncture, No pause shows on 

the  voice graph, but i f  the line-end d id  not  s igna l  

" tha t  h a i r  of time suspendedn t h a t  Olson said the  end 

of a Cummings l i n e  meant, the words of the  phrase would 

run together ,  the  s t r e s s  would f a l l  on time and the  

rhythm pa t t e rn  t h a t  Cwnmings has borrowed from Shakespeare 

would be l o s t ,  I n  s tanza 2, the breaks of voioe q u i e t  

and the  line-end junotures operate t o  throw the  s t r e s s  

onto the  roo t  of the -In& words with the  p i t ch  of the  

voioe producing the swooping e f f eo t  of the  in ten t ion  

of the  stanza,  

Stanza 3 is an amalgam of Cummings and Shakes- 

peare with the  line-end Junoture of l i n e  3 v i s i b l e  on 

the  graph, Stanza 6 repeats  the pa t t e rn  of -in& words 

t h a t  the re  w a s  i n  s tanza 2 ,  but here the  Junctures 

coincide with the line-ends, and 3unotures ins ide  the  

l i n e s  make t i n y  wiwlng, dart ing,  f loa t inq ,  merry In 

the  b l o s s o m l ~  i n t o  separated phrases, 

The predominating aooust ic  q u a l i t y  of the s y l l a b l e s  

Is the  -inn sound /I /, and the  cornblnation of the  L 

diphthong /ai/ with a nasal. I n  reading t h i s  poem, 

Cummdngs prolongs these sy l lab les  with oonsiderable 

va r i a t i on  i n  pi toh level .  

Intakes of breath  oould be heard on the  reoorCting 



at the plaoes shorn on the phrase dlsgram, but this 

does not, I think, have any prtioular significance, 

nor do the breaths heard represent the overall breath 

pattern. There must* for instance. have been a much 

larger breath at the end of stanza 1. but it is not 

heard beoause the speaker has time to take it at 

leisure--2.2 seoonds. 

POEM nCn 

dying is fine)but Death 

?o 
baby 
i 

wouldn t t 1 ike 
Death if Death 
were 
good:for 

when(1nstead of stopping to th1nlr)you 

begin to feel of 1t.dying 
ts miraculous 
why ?be 

oause dying is 

perfectly naturalipedeotl~ 
putting 
it mildly lively(but 

Death 

is strictly 
soientific 
& artifloial & 

we thank thee 
god 
almighty for dying 

(forgive useo lifelthe sin of ~ e a t h 3 ~  



VOICE GRAPH: POEM "C" 

E.E. Cummings reading "dying i s  fine) bu t  Deathrr 

- 

bu t  death 

CI b a b l  I wou ldn ' t  l ~ k e  d e a t h  ~f dea th  were good;  

dy l ng  IS m ~ r a c u l o u s  because dy l ng  I S  perfect ly p u t t ~ n g  ~t rn l ld ly  l ~ v e l y  I 

b u t  Death  

a n d  e v ~ l  and legal) 

t he  sln o f Death 

I I I 1 I I A I I I I 1 I 

10 9 8 7 6 5 4 3 2 1 2 1 SECONDS 0 



Cummings as the ndraughtsman of poemsN has 

drawn t h i s  poem on the page a f t e r  h i s  de l ibera te  fashion. 

But he has a l s o  ohosen t o  read it aloud and the ohallenge 

is, I think, t o  bring the voice and the pic ture  together 

as a clue t o  the signifioanoe of the l i n e  arrangement 

f o r  o ther  readers. 

1) Punatuation marks 

The voioe graph shows breaks i n  voioe sound 

r e l a t ed  t o  punctuation marks as follows: 

l i n e  1 followed by 1.2 seconds of qu ie t  
l i n e  2 preoeded by 1.3 seconds of qu ie t  
l i n e  8 followed by 1.6 seconds of quie t  
l i n e  9 preoeded by .4 seconds of qu ie t  

followed by 1.2 seconds of qu ie t  
l ine10fo l lowed by 1.6 seconds of qu ie t  
l i n e  12followed by .6 seconds of qu ie t  
l ine14fol lowed by .2 seoonds of qu ie t  
l i n e  16 followed by 1.3 seoonds of qu ie t  
l ine20fol lowed by 4.2 seoonds of qu ie t  
l ine25fol lowed by .7 seconds of qu ie t  
l i n e 2 ~ f o l l o w e d  by 1.2 seconds of qu ie t  

From whioh one oan say t h a t  punctuation here is the 

pr inciple  guide f o r  reading, 

2) Pauses a t  l i n e  ends 

l i n e  J 1.3 seconds 
2 



POLM "C" : E. E. CUMMINGS : dying i s  f i n e  b u t  Death 
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One can say, therefore ,  t h a t  the re  a r e  s i zab l e  

s t r e t ches  of qu i e t  a t  l i n e s  1, 21 and 24, and minor 

breaks a t  line-ends 3.6, 11, 13 and 17. Meanwhile, 

there  a r e ,  within the l i n e s ,  breaks a t  punotuation 

marks i n  l i n e s  1, 8, 9, 10, 14, 16, 22, 24 and 25. 

I n  s p i t e  of the d i f f i c u l t y  of put t ing a f i n g e r  on it, 

there  is, I think, a sub t l e  rhythm t o  t h i s  poem. It 

is brought about--partly a t  any rate--by the  line-end 

s igna l s  working against  the  straight-forward, almost 

prose pat tern  of the olauses. 

I have divided the  voioe graph up according 

t o  what seemed t o  me t o  be the  most s ign i f i can t  pauses, 

The phrase diagram, on the  o the r  hand, is laid out 

according t o  the  verse l i n e s ,  It i s  easy t o  see  t h a t  

there a r e  many well-defined clauses and i n  many places 

there  does not seem t o  be much quest ion as t o  where 

the primary s t r e s s  f a l l s .  However, the re  a r e  15 l i ne -  

ends with no observable pause at  all .  For these,  I 

must postulate the  line-end /+/ junature and consider 

the  effeot.  Prinoipal ly,  I th ink it is t o  make seoondary 



stress possible on the word beginning the next line, 

suoh as: 

line 5 

line 10 

but also the line-end is working to signal that nhair 

of time suspendedu that will break up the otherwise 

possibly prosaio effect, 

What Cummlngst perhaps over-subtle ear is, I 

think, after is the synoopation pattern heard in m u s h  

where two oontrary rhythm patterns--perhaps two beats 

against three--go along against eaoh other. There is 

always the feeling that the oontrary beats will oome 

together eventually and when they do, it is with a feeling 

of a resolution. In this poem, the lines and the phrases 

pull against one another until miraoulous in line 11 

where there is a Disc Junoture with a short pause 

whioh together produce a moment of resolution. Then 

the contrary rhythms are off again and the real resolution 

and climax oomes at legal at the end of line 21. After 

this climax, the remaining four lines operate as a 

sort of ooda whioh ends tidily with a full olose on 

Death, 
7 
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CHAPTER V I I  

POEMS BY SIMON FRASER UNIVERSITL POETS 

This f i n a l  chapter  considers th ree  examples 

of verse by poets at Simon Fraser  University. The 

approach 1s bas i ca l ly  as it w a s  f o r  the  t h ree  Cummings 

poems, The poet 's  own reading is taken t o  be the  authent io  

evidenoe of the  way the  poem is intended t o  sound. The 

poets read i n t o  a miorophone and the  reading was recorded 

on tape and on graph, The tape reoording acoompanies 

and forms pa r t  of t h i s  t h e s i s ,  and t h e  graph reoordlng 

is inoluded i n  the  t ex t ,  

I n  two ways, however, the  approaoh t o  the  l i ~ l n g  

poets d i f f e r s  'from the  approaoh t o  Cummings : 

1) resp i r a t i on  during reading was recorded 

by means of a graph of ohest  movements, 

2) a first ana lys i s  of the  poems was made 

purely from the  sound of the  voice and 



the two graphs, w i th  no record of how the 

poems were t o  appear i n  pr int ,  

Graph Reoordinm 

Voice: The osoi l la t ions  of the upper l i n e  on the graph - 
r e f l eo t ,  as they did f o r  Cummings, the noise disturbanoe 

caused by the voice, The patterning is of r e l a t ive  

noise against  r e l a t ive  quie t  and it would be a mistake 

t o  look f o r  f i n e r  divisions,  I n  the 'quiet1 seotions, 

the needle shows a good deal  of movement which repre- 

sents  the noise of the air-uonditloner i n  the room 

where the reoordings were made, 

It  w a s  possible a l so  t o  mark a maximum height 

of breath intake and a minimum low point whioh gives 

something i n  the nature of the breath potent ia l  f o r  

eaoh reading,* 

Difference between breath 
maximum and breath minimum 

D.H, Sullivan 1 13 squares 

R, Blaser I 9 squares 

L. Kearns 1 12 squares 

Analysis by Sound: Comparison of Graphs 

Breath groups 

I n  comparing the three graphs, it is very 

evident tha t  the breathing patterns of the three poets 
- -- 

* a l l  measurements a re  approximate t o  the nearest  
square of the oal ibrat ion of the paper, 



a r e  q u i t e  d i f fe ren t ,  The points  at whioh s i zab le  breaths 

were taken show o lear ly  on a l l  graphs, ooincide with 

periods of voioe quie t  and o f f e r  good points  of d iv i s ion  

on which t o  base a preliminary ana lys i s  whioh oould 

l a t e r  be oompared with the  phrase diagram, These 

preliminary breath group analyses are t o  be found 

l a t e r  i n  the  disoussion of the  individual  poems and 

a r e  brought together f o r  the  sake of oomparison i n  

the  followf ng table. 



I COMPARISON OF POMS BY BREATH GROUP DIVISIONS 

D o  H e  Sullivan 

"apology t o  a 
dead god" 

R e  Blaser 

section from 
"The Moth Poem" 

L. Kearns 

"Ambergris" 

Breath group 
no. 

Duration Duration 
of voice of quiet I 

0 

2 .5  sec 
2 . 4  
2.6 
1 .3  
2.6 
2 .2  
.7 
1 .3  
2.7 
2 .4  

Breath intake 
amount x t i m e  



A l l  th ree  readers,  obviously, took breath 

before they began, D,H, Sul l ivan took a l a rge  breath  

(10 x 18) immediately a f t e r  f in i sh ing ,  L, Kearnsl 

graph showed oontinued expi ra t ion  f o r  the  2-3 seconds 

a f t e r  the  reading had ended, R, Blaser r s  breath  curve 

resumed an even f luotuat ion,  whioh I take t o  be h i s  

nonnal pa t t e rn  of breathing a t  r e s t ,  i n  one seoond 

a f t e r  the  voioe had stopped, The maximum durat ion 

f o r  voioe w a s  2,6 seoonds f o r  D,H, Sul l ivan,  4.4 

seoonds f o r  Be Blaser ,  but  L, Kearns w a s  ab le  t o  

oarry  9.2 seoonds of speaking on a 9 x 9 breath and 

9 , l  seoonds on the  next 12 x 9 breath,  Af te r  the  8 

seoonds of voioe durat ion whioh ended the  poem, Kearns 

s t i l l  d i d  not  need t o  take breath  during the  2 o r  3 

seoonds f o r  which the  reoording oontinued a f t e r  the  

end of the  reading, 

Phrases within the  breath Rroup 

I n  a l l  th ree  poems, the  voioe graph shows 

i n t e r v a l s  of q u i e t  within the  breath  group, (Obviously, 

the re  a r e  a l s o  s t r e t ches  of q u i e t  t h a t  ooinoide with 

the  intakes of breath  t h a t  form the  breath  groups,) 

A l l  the  q u i e t  s t r e t ches  were taken t o  represent  junotures 

of one s o r t  o r  another,  and used t o  mark off  the phrase 

groups i n  making the  phrase diagram f o r  eaoh poem, 

This is the  same type of diagram as t h a t  t h a t  w a s  

developed f o r  Pitma's Song in Chapter V, page 106, 



that was used in the analysis of the Cummings poems 

In Chapter VI, and that represents the end product 

of the poet's supposed generation of the poem from 

syllables, through phrases to the line. 



D B e  SULLIVAN : a p o l o ~ y  t o  a dead ~ o d  

Breath 
Broup 

mountains watch your every move and mine 1 
what you can w a i t  t o  say--I shout ,  2 

t h e  way of high-speed s t a i n l e s s  3 
and chrome, s t r a i g h t  4 

t o  hard wood, 5 
my soream 6 

is  love  7 
good s t e e l  8 

burning b lack  9 
on a p i t c h  f o r  tongue 1 0  

and groove, a l l  hemlock and a s h  11 
an  uns ta ined  motion f o r  s i l e n t  space 12  

through t h e s e  new t e e t h  f o r  a ooff in- tender  13 

ANALYSIS ACCORDING TO BREATH GROUP 

Time of 1 Time of j Breath 
voice q u i e t  

1 mountains watch your every 1 8 x 1 1  
move and mine 2 x 3  

2 what you can w a i t  t o  say 2.4 
/--/ I shout  

- 
3 t he  way of high speed /-/ 2.6 

s t a i n l e s s  /-/and ohrome 

a ?  

- 
4 s t r a i g h t  t o  hard wood 

1 x 7  

.8 

6 x 6 

+ 

5 my soream is love  /-/ 2.6 
good s t e e l  /--/ - burn  in^ b l a c  

6 on a p i t c h  f o r  to:gue 2.2 

7 x 6 

\ 

7 and groove .? 

.4 

a 5  

- 
9 a n  uns ta ined  motion f o r  2.7 

s i l e n t  space 

3 x 3 

4 x 3 .  

.4 

through t h e s e  new t e e t h  /---/ 2.4 
f o r  a o o f f i n  t e n d e r  

5 x 3 

9 5 x 4  

- 10  x 1 8  



mountains watch your every move and mine what you can wait to say I shout the way of high speed stainless and chrome straight to hard wood 

I 

good burning 
my scream is love black on a pitch for tongue and groove all hemlock and ash an unstained motion for silent space 

steel 

I 
through these new teeth for a coffin tender 

VOICE GRAPH 

Dale H. Sullivan reading "Apology t o  a dead god" 

I I I I I 

1 0 SECONDS 1 2 3 4 5 6 7 8 9 10 11 



D,B. Sul l ivan:  a ~ o l o ~ y  t o  a dead god 

#1 on tape 

I Verse Line i n  Relat ion t o  Breath 

From a oomparison of the  ana lys i s  of t h i s  poem 

by breath  group with the  l i n e  arrangement of the  poem 

as typed, it seems t h a t  breath is no t  pa r t  of the 

s t ruc tu re  of the  poem, For instance,  the re  is a pause 

of ,8 seconds during which the voioe is  qu ie t  and during 

which a breath  of 7 x 6 is taken, i n  the  middle of 

l i n e  4. There is  a l s o  a similar pause of ,7 seconds 

with a 5 x 4 breath  i n  l i n e  11, However, breaths and 

line-ends f a l l  together  f o r  l i n e s  1, 2, 5, 9, 11 and 12, 

I1 Verse Line i n  Relation t o  Juncture 

My reconst ruct ion of the  poem from hearing 

w a s  as follows : 

mountains watch your every move and mine 1 

what you can ' t  w a i t  t o  say I shout 2 

the  way of highspeed s t a i n l e s s  & chrome 3 

s t r a i g h t  t o  hard wood 4 

my soream is love good s t e e l  burning black 5 

6 ' on a p i tch  f o r  tongue 

and groove 7 

a l l  hemlock and ash 8 

and unstained motion f o r  s i l ence  space 9 

through these  new t e e t h  f o r  a oof f in  tender 10 



- - - - 
:> h L r c : B : >  
2..G = pitch c o n t o u r  



The l i n e  arrangement d i f f e r s  a good dea l  from the  authent io  

typesoript  submitted l a t e r  by the  poet. 

My v i sua l  i n t e rp re t a t i on  has 10 l i n e s  aga ins t  

the poet 's 13, and agrees completely only i n  l i n e s  

1 and 2, 12 and 13 (my 9 and 10).  I n  a l l  the  intervening 

l i n e s  ( 3  t o  11, my 3 t o  8) .  I was mistaken i n  the  way 

I heard the  phrase pat terning,  For instance:  

the  way of high-speed s t a i n l e s s  and chrome ( l i n e s  3 & '4) 

and 

s t r a i g h t  t o  hard wood ( l i n e s  4 & 5) 

I took t o  be unbroken, whereas t he re  a r e  line-ends a f t e r  

s t a i n l e s s  and s t r a i g h t ,  There is very l i t t l e  i n  the way 

of reduced a c t i v i t y  t o  be seen anywhere on the voice 

graph between the  was and chrome, but  the re  is both 

q u i e t  and a 7 x 6 breath  a f t e r  chrome, There is the 

same d i f f i o u l t y  f o r  the  line-end a f t e r  s t r a i ~ h t ,  though 

there  is a 6 x 6 breath  and a Disc. Juncture a f t e r  hard 

wood It is even harder t o  f i n d  any s o r t  of a qu ie t  -* 

a rea  t o  e s t a b l i s h  the  line-end a f t e r  soream, although 

here the  line-end funotion is more evident. My v i sua l  

version which runs 

my scream is  love 

together  (which I t h o w h t  I heard) is obviously wrong, 

A s  a un i f ied  phrase, the  primary s t r e s s  would be assigned 

t o  - love ( see  Chapter 11, note 29 t o  page f o r  oyc l ic  

s t r e s s  assignment r u l e s ) ,  while saream would g e t  secondary 

s t r e s s .  By s e t t i n g  the  l i n e s  on the  page i n  the  way 



he has, the  poet uses the  line-ends t o  s i g n a l  a juncture 

so  t h a t  a reader v i sua l ly  pioks up the  pa t te rn  

good 
2 

scream 
s 4 

love 
s 4 

s t e e l  
s 4 

with ascending pa t te rns  of pi toh f o r  each l i n e ,  

This observation puts line-end juncture In 

something of a new l i g h t  and w i l l  be re fe r red  t o  i n  

the  ooncluding seot ion of t h i s  paper, It a l s o  helps 

t o  explain the  set-up of l i n e s  3, 6 ,  and 5, though 

the  long pause and the  breath  i n  the  middle of l i n e  

4 is s t i l l  hard t o  acoommodate, There is a similar 

break-though not  s o  big-in l i n e  11, 

I n  l i n e  12, I misheard the  word s i l e n t  which 

gave me a mistaken idea of the  syntax s o  t h a t  I took 

the  apparently qu ie t  sec t ion  on the  voioe graph towards 

the  end of t h i s  l i n e  t o  be a juncture, ( Ideas  of 

underlying phrase s t r u c t u r e  influencing perceptionl)  

I heard s i l ence ,  so  the  l i n e  had t o  be divided i n t o  

two phrases,* Sul l ivan 's  ideoleot  has the  oha rac t e r i s t i o  

t h a t  he does not re lease  /t/ i n  f i n a l  posi t ion so  t h a t  

* f o r  s i l ence  i n  t h i s  l i n e ,  the  underlying s t ruo ture  
would have t o  be : 

is an unstained moment f o r  s i l ence  
is  an unstained moment f o r  s p c e  4 '  ==& is an  unstained moment f or4s i lence  space. 



s i l e n t  space was r ea l i s ed  /sailen+spes/, But i n  forming 

h i s  /t/, the a i r  is stopped so  t h a t  there  a period 

of qu i e t ,  and t h i s ,  I think,  is what shows on the 

graph and is what I mistook f o r  a Juncture between the  

two phrases t h a t  I supposed t o  be there ,  The same 

th ing happens i n  a d i f f e r en t  way i n  the  break between 

l i n e s  4 and 5 ,  though here the  f i n a l  /t/ of s t r a i g h t  

is  re leased so as t o  permit the  production of the  i n i t i a l  

/t/ of to. This phonetio a o t i v i t y  produces the required 

juncture (whioh I f a i l e d  t o  hear  on acoount, probably, 

of having jumped t o  syn tac t io  oonolusions), and gives  

a small but  reoognisable q u i e t  spot  on the  voice graph. 

I11 Syl lables  

The number of sy l l ab l e s  per  l i n e  follows the  

v i s u a l  pa t te rn  and the re  is no apparent oorrespondenoe 

between sy l l ab l e  oount and breath  group. 

I V  S t r e s s  

The poem, as heard, has no notable s t r e s s  o r  

p i toh pat tern ,  With the  alignment before one, however, 

the  phrase pa t te rn  is o l ea r  and from the  phrase diagram. 

( see  page153) ,  one oan see  t h a t  the  s t r e s s  fa l l s  on 

the  last s y l l a b l e  of the  phrase everywhere except i n  

s t a i n l e s s  of l i n e  3. I have marked sy l l ab l e s  as 

s t r e s s e d  (S on the  diagram) with a c e r t a i n  amount of 



def ini teness  whioh oomes l e s s  from the  f a o t  t h a t  I 

could perceive whioh was the  s t r e s sed  syllable--which 

I oould not-than from the  f a c t  t h a t  once the  phrase 

d iv i s ion  is made, which of the  s y l l a b l e s  is l i k e l y  

t o  be the  s t r e s s e d  sy l l ab l e  of the  phonemic olause 

is  not too hard t o  determine. P i tch  Is sometimes an 

indioat ion,  and I f  the re  is r e a l  doubt, the  s t r e s s  

assignment oan be worked out  from the  oyolio ru les .  

The only places in t h i s  poem where I had doubts about 

the  s t r e s s  were In l i n e  12 where t he re  might have 

been two phrases 

4 3 2 4 
an unstained mdtion \1 f 6 r  s i l e n t  spioe 

o r  
4 

an unstained motion f o r  s i l e n t  sp ice  

and i n  the  l i n e  3, which I r e fe r r ed  t o  above. 

V Syntax and Lanuuwe 

Although the  reading of t h i s  poem is unmistakwbly 

broken by junotureb, the  underlying phrase s t ruo ture  

has been s o  much transformed t h a t  the  phrase organizat ion 

from a syn tac t ioa l  point  of view is  hard t o  oome by, 

and the following ana lys i s  oan only be oonjeotural :  

Lines 2, 3 and 4 oome, I suggest,  from the  

underlying sentences: 

you oan w a i t  t o  say . . . something 

I shout . . . something 



shout - 
(the way of high speed 

somethinq ---9 (stainless and chrome 
(straight to hardwood 

In lines 5, 6, 7, 8 and 9, each phrase is some 

form of the predioate of with the first phrase of 

the last line acting as a locative adverbial. 

In the entire poem, only four verbs funotion 

in S --) NP + VP patterns : 

watch - line 1 

can wait line 2 

shout - line 2 

i s - line 5 

Structure : aural and visual 

It is difficult to oonnect this poem as heard 

with the poem on the page. It is almost as if there 

were two separate entities. This is an instanoe of 

the visual presentation being essential to the poetio. . 
That is to say, the full impact of the poem depends 

on its being seen. This poem is also an example of 

the poetts reading not being the final word on the 

verse structure beoause it is struotured for any number 



of personal readings. The voioe, for instanoe, adds 

nothing to the double play of the words that are familiar 

in British Columbia as part of the language of the 

woods and of building. If the ambiguities had been 

syntactioal, the poet 8s reading would have 1nf luenoed 

the interpretation, but as It is more a matter of 

lexioal ambiguity, what the reader sees or hears is 

as muoh to the point as what the poet sees or hears. 



ROBIN BLASER : Sec t ion  from 

The Moth Poem 

a white shadow t h e r e  on the  g l a s s  
the  white T-sh i r t  t u r n s  t h a t  

a r e  no longer  an end 
l e s s  meaning l e a n s  forward t o  the  

shaping, t o  f i n d  it, a f l u t t e r  of t h e  
darkness ,  bu t  it ducks back 

from t h e  open s l i t  of t h e  window, 
a cinnamon moth e n t e r s  
and amorous, the  lamp t akes  
it came from t h e  back 

garden p lanted  with pa le  f lowers  
t h a t  might show i n  t h e  dark it 
mocked, t r i p p e d ,  then  t o t e d  i ts  
image, having no p a s t ,  unprepared 

t h e  moth-kiss has two languages,  
t h e  one everyday, dus ty ,  h a b i t u a l ,  
and p a r t  d e l i g h t ,  t h e  o t h e r  
an unexpended myth washes a g a i n s t  

t h e  glass, t o  be a b s t r a o t ,  u n t i e d  
by t h e  f r i e n d s h i p ,  t h e  moment caught 



R O B I N  BLASdR : : Sec t  ion 
#2 on tape.  

from The Moth Poem 

I 

J G U t t e r  of the  darkness/--but i t  ducks back 2.3 .8 / 5 x 6  

I t - ANALYSIS ACCORDING TO BRBATH GROUP I ~ o l c e  

1 t z S / - t h a t  a r e  no longer  an end less  meaning/------ 
'*s forward t o  t h e  shaping 

f ind  it 

~ u l e t  

.6 

. 7 

-it/---it/---it 

< w h ~ t e  shadow on t h e  glass/----the white T S h i r t  

i3reath 
5 x 5  
3 x 3  

3 x 4  

2.2 

3.0 

4.3 

1 %  t he  open s l i t / - / o f  t h e  window/-/ a 
' e m o n  moth e n t e r s  

orous/--the lamp t akes  it  

came fromthe back garden 

' I 
every day/-/dusty/-/habitual 2.4 .4  3 x 4  

i 

I I 

+ t  I d e l i g h t  1.0 .6 3 x 5  
I +.I 

.4 

3.1 
2.4 

1.5 

4 x 4 

06 - 5  

with pa le  f lowers  t h a t  might show i n  
the dark/------ /it mocked/---/tripped 

4 x 5  

3 

9 

- 4  

k*toted i t s  image 

I we 
, Other an  unexpended myth/-/ washes a g a i n s t  

&ass/---/to be/ -hbs t rac t / - /ur i t ied  

3 x 3  
2 x 6  

4 x 4  

4.4 

r iendship/- / the moment caught 

1.2 

2.7 

2.6 

.6 

1.8 

3 x 5  

5 

5 

.4 

3 x 4  

4 x 4  

3 x 3  

1 J 

- - 



a flutter In the darkness but ~t ducks back 
J 

r a m p  f rom the bdrk garden 

vv 

~t ~t a w h ~ t e  shadow on on  the glass a w h ~ t e  T s h ~ r t  - -  
VOICE GRAPH 

Robin Blaser reading 
a section f rom 

the  "MOTH POEM" 

turns that are no  are no  onger and endless meanlng leans forward to the s h a p ~ n g  to f ~ n d  ~t 

planted wlth pale flowers that mlght show In the dark ~t mocked t r ~ p t  and toted ~ t s  Image 

he moth kiss ')as two language5 the one everyday dusty hab~ tua l  and part  d e l ~ g h t  

the glass to bL <lbstract u n t ~ e d  by the f r ~ e n d s h ~ p  the moment  cdught 

SECONDS 



R,  Blaser:  Seotion from The Moth Poem 

I Verse Line i n  Relation t o  Breath 

The breath  pa t te rn  w a s  one of the  most Immediately 

s t r i k i n g  th ings  about the  graph of t h i s  reading, A t  

first s igh t ,  the  whole pa t te rn  seemed more regu la r  

than the  others :  there  w a s  a smaller  span between 

maximum and minimum, the  s i z e  of the  intake varied 

only between 2 and 5 squares, with the  most breaths 

a t  about ;f: 3 squares. That is t o  say, i n  9 out  of 

the  17 breaths  reoorded during the  reading of the  poem, 

the ourve f o r  resp i ra t ion  rose 3 squares on the  graph, 

The average number of squares f o r  breath  intake w a s  

3-5/17. One oould see  a t  onoe t h a t  t h i s  w a s  a d i f f e r e n t  

breath  pa t t e rn  from Kearns8 few b ig  breaths  and S u l l l v a n ~ s  

var iab le  intakes,  Blaser took most of h i s  breaths  

toward the  oentre of the span, only reaohing maximum 

i n  breath-groups 13 and 14, and minimum at the  end 

of breath-group 3 (4.3 seconds) whioh has a long 

i n t e r n a l  pause, although f o r  breath-group 9 which has  

the  longest  durat ion (4.4) and has two i n t e r n a l  pauses, 

the  breath  is held i n  the middle of the  span, There 

is an ove ra l l  impression of oontrol ,  o r  na tura l  conneation 

between the  breath  and the speeoh, This is the  only 

graph t h a t  g ives  any indiaat ion of the  chest  movement 

while speeoh is not  going on. Before the  reading of 

the  poems, t he  apparatus w a s  t e s t e d  aga ins t  reading 



other matter, and on eaoh graph, there is an in te rva l  

of several  seoonds when the voice w a s  a t  r e s t  both 

before and a f t e r  the reading of the poem, Sullivan 

asks a question just  before he draws breath t o  begin 

and immediately a f t e r  the last word, he again draws 

breath whioh he exhales during the next 3 o r  4 seconds, 

so f o r  him, there 1s nothing t o  represent respirat ion 

at  res t .  Kearns, f o r  whom a l o t  of experimental reading 

is reoorded, does show something a l i t t l e  l i k e  a ourve 

just  before he takes the breath t o  start the poem and 

again a t  the end, there is a suggestion of a ourve 

shaping up before the apparatus was out of f ,  For Blaser, 

on the other hand, as soon as the poem is finished, 

the respirat ion graph shows the beginnings of a regular 

sine-type ourve with a span of three squares between 

low point and high point. Interest ingly,  there is  a 

oomparable pat tern i n  the seconds before breath is  

taken t o  begin the reading. Breath is held a t  the 

maximum point f o r  the r e s t  ourve, then, b r i e f l y  res- 

p i ra t ion  takes up, f o r  a couple of seoonds, a reduoed 

version of the f i n a l  r e s t  curve a f t e r  whioh breath 

is taken and the poem begins, 

I1 Verse Line i n  Relation t o  Junoture 

The breath pat tern s e t s  up the ends of l i n e s  

1, 7, 9, 15, 16, 17, 19, 20 as having de f in i t e  junotures 

of whioh three a r e  disoontlnuous. There a r e  5 Diso 
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junctures  wi th in  graphic  l i n e s .  The Disc juncture i n  

l i n e  5 involves a q u i e t  per iod of .6 seconds during 

which t h e r e  is  only  a s m a l l  sneaked brea th .  There a r e  

o t h e r  mid-breath junotures ,  but  they a r e  Continuous 

and, exoept f o r  l i n e  14, do not  involve s o  long a 

pause . 
The first l i n e  of t h e  poem is  a s e r i e s  of mono- 

s y l l a b i o  phrases  with t h e  same i n t e r v a l  of time between 

eaoh of them, Here t h e  p i t c h  l e v e l  is  t h e  same f o r  

eaoh phrase s o  one can assume t h a t  t h e  morphophonemio 

r u l e  producing a t e rmina l  s u s t a i n  has  been app l i ed ,  

Junotures  wi th in  t h e  l i n e s  and t h e  b rea th  

groups r e p r e s e n t  t h e  phrase p a t t e r n i n g  determined by 

t h e  underlying s t r u c t u r e ,  That is  t o  say ,  f o r  e a c h '  

phrase marked o f f ,  both  by per iods  of q u i e t  and by 

i n t o n a t i o n  p a t t e r n ,  t h e  underlying phrase s t r u a t u r e  

is  reaoverable.  

Line 9 

A t ransformat ion  t o  g ive  Invers ion  l eaves  

junotures  wi th in  t h e  l i n e :  l e e , ,  one might suppose 

t h a t  : 

a ofnnamon moth e n t e r s  from the  open s l i t  
of t h e  window 

,,,+ 
from t h e  open s l i t  of t h e  window--+ a oinnamon moth e n t e r s  

Line 1 0  

The Junotures  i n  t h i s  l i n e  a r e  s e t  up by 



embedding and deletion transforms: 

the lamp Is =-u) (1) and the amorous lamp 
and the lamp takes it takes it 

(2) and amorous -3 the 
lamp takes it 

Line 17 

Here there i8 a series of adjeotive transforms: 

the one (is) everyday 
(is) dusty ==-) the one everyday --)dusty~, 
(is) habitual habitual .'i 

Line 12 

An adpotive transform: 

The other is an unexpended myth ==-3 the other 0-3 an 
unexpended myth ri 

ti 

Lines 20 and 21 

Embedding and deletion transforms have operated 

here : 

to be abstract 
to be untied by the friendship ====*to be abstract 
to be untied by the moment oaught untied by the 

friendship the 
moment caught, 

The intonation oontours of the phrases bounded 

by Juncture are interesting, though It is hard to make 

any preoise linguist10 statement about them, Perception 

is, I think, unreliable in noting detail here, In 

general terms, It might be said that the poet is very 

muoh aware (intuitively or oonsoiously) of the role 

of Junoture in breaking up the flow of speech. He 

makes his major breaks follow the syntax, But within 



the linguistic demands of the juncture division (which 

he knows as part of his language oompetence), he 

exercises all the ohoices available to him in the seleotion 

of pitch oontours within the phrase.* My pitch numbers 

on the phrase diagram are therefore impressionistic 

in that I have oocasionally no theoretical support for 

my perceptual ohoices. The movement is often carried, 

it seems, by a rise in pitoh at the end of the phrase 

followed by a Cont Juncture, and high pitoh often appears 

to be located on syllables not bearing primary stress. 

I11 Syllables 

The number of syllables per line has, it seems, 

no signifioant oonnection with the movement of the 

poem, although the graphio lines do not vary greatly 

in length. Acoustio properties of the syllables feature7 

in that all the breath-groups that end with a Disc 

junoture are preoeded by syllables olosed with stops. 

/t/ - four times 

/d/ - once 

/k/ - once 

* Stockwell, it will be remembered, divided his IP into 
C and JP. IP ---) C + JP. In this connection, he says: 
"It is necessary to divide IP into Contour and Juncture 
Point because whereas the C can be relocated by a variety 
of transformations, the end point of the C remains un- 
changed by such relocations. This end point is marked by 
JP, whioh is an entity set up to locate the end of a 
morpheme C whioh is spread through the preceding stringen 



IV Stress 

Except for the repeated stress in line 1, there 

is no metronymic function of stress in this poem. The 

primaries are determined by the Junctures, and in most 

cases, there is not much doubt where they fall. Most 

breath-groups have 2 stresses, and of the graphic lines, 

nine have 2 stresses and nine have 1. 

A more interesting stress pattern is found in 

a type of NP that I find is often realised in a ohar- 

acterlstio way by contemporary poets. The examples 

here are: 

These tend to be realised as if they were all aompounds 

(as T-shirt is) to which the first of the two cyclic 

rules for stress assignment had been applied to give 

primary stress to the first syllable and secondary 

stress to the second (see page3.j. Chapter 11). In 

normal speech and in the middle of a phrase, the stress 

on the second syllable of friendshie, darkness and 

shaping might easily be reduced to tertiary or even 

unstressed, but in this poem, these words are all plaoed 

Immediately before a Junoture, the pitch is held up 

and the stress is held up too: to the secondary for 

whioh the /+/ provides. 



V Syntax and Language 

I n  t h i s  poem--with t h e  except ion,  perhaps, of 

t h e  first l ine- the language use is very much as it  

might be i n  normal speech. Ambiguities a r e  b u i l t  

around the  dummy it i n  l i n e s  6, 11 and 13 s o  t h a t  syn- 

t a c t i o  r e l a t i o n  is  i n  doubt. One does n o t  know t o  

what it r e l a t e s ,  b u t  only t h a t  t h e r e  is something t h e r e  

f o r  i t  t o  r e l a t e  t o  among t h e  s e v e r a l  NP a v a i l a b l e .  

Syntax plays,  I th ink ,  a cons iderable  p a r t  i n  the  movement 

and s t r u c t u r e  of t h i s  poem. One might even s e t  up some 

kind of underlying phrase s t r u c t u r e  t r e e  with breath-  

groups as u n i t s  of s u r f a c e  s t r u o t u r e .  The last  6 

graphic  l i n e s ,  f o r  ins t ance  ( a f t e r  t h e  Disc juncture 

a t  t h e  end of l i n e  15). might be shown a8 going back 

t o  one a n o e s t r a l  S --) NP + VP, something a f t e r  

t h i s  fashion:  

V I  S t r u o t u r e  : Aural  and Visual  

The a u r a l  s t r u o t u r e  and t h e  v i s u a l  s t r u c t u r e  

NP --9 moth k i s s  
1 

VP---) V + N P  
2 

V ---+ has 

E language 
NP ---9 two languages 1- 

2 
language 

2- 

:(is) l i n e  17 + 1.18 to: 
d e l w -  - 

:(is) balance 1.18 + 
- 
- 

1.19 + 1.20 t o  - 
: ( i s )  balanee of 1 .20 ,  1 

t o  end - 
L. A 



of this poem have, I think, two separate existences. 

The poem exists, It seems to me, principally in its 

audile shape, and so perhaps represents the contemporary 

situation that I mentioned In Chapter 111, of the 

poet writing for a listening audienoe. Bowever, in 

reading the poem from the page, the syntax and the 

funation of the junature breaks is, I think, olear 

enough to signal an appropriate reading. The fact 

that lines end In mid-phrase, as do lines 3, 4, 5, 

10, 11, 12, 13 and 14, represents, I think, Internal 

$.matures of the most minimal sort 



LIONEL KEARNS : Amber~ris : A Statement on Source 

Over sp i re  
I and f lag-pole 
I 

Past Aerial 
I 

and chimney-pot 
I 

shrouded 
1 

i n  &on 
I 

O r  naked 

i n  the wind 
I 

with  clbuded eye 
I 

and scar of autopay--- 

Ghostly 
I 

f d a t e r s  
I 

on the t ide  
I 

of morning 
I 

These olot ted forms 
I 
I 

i n  the ectoplasmic 
I 

dawn 

To shed sleeve 
I 

o r  thigh-bone 
I 

wrist 
I 

o r  meaty ca l f  
I 

To l i t t e r  pyements 
I 

and oorrupt the a i r  

Rotting noblemen 
I 

and bearers 
I 

of wisdom 
I 
1 

Leprous members 
I 

of a gfarbled 



L, Kearns : Ambergris : A Statement on Source 

#3 on tape 

ANALYSIS ACCORDING TO BREATH GROUP 

Voioe 

1, over/---/spire/--/and f lagpole  5.6 
/-/past a e r i a l  and chimney-pot 

2, shrouded i n  nylon/-/or/-/naked 7.3 
i n  the  wind/--------/with olouded 
eye/----/and s c a r  of /-/ 
autopsy 

Quie t  

0 9  

3. ghost ly  f l o a t e r s  on the  t i d e  of 9.2 
morning/--/these c l o t t e d  forms 
/-/in the  ectoplasmic dawn 

5*  r o t t i n g  noblemen and bearers  of 8 ,O  
wisdom/----/leprous/--/members 
of a garbled/---/vision 

Breath 

6 x 7  

*9 

be - t o  shed/--/sleeve/-/or thighbone g e l  
/ - / w r i s  t/--/or meaty c a l f  /------ / 
t o  l i t t e r  pavements/-/and corrupt  
/-/the air 

9 x 9  

1,2 12 x 9 

07 6 x 8  



a r 

VOICE GRAPH 
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L. Kearns: Ambergris: A Statement on Source 

I Verse Line i n  Relation t o  Breath 

From the analysis by breath group, one can 

see t h a t  there is a oonnection between breath and stanza. 

Breaths a re  taken a t  the ends of the l i n e s  t h a t  terminate 
C 

the stanzas as s e t  out on the page, I n  addition, there 

is a 6 x 7 breath a f t e r  l i n e  4, and a 3 x 5 breath 

a f t e r  l i n e  6. Within l i n e s  3, 13, 14, 15 and 16, there 

a r e  s m a l l  upturns of the resp i ra t ion  curve which seem 

t o  represent snatched breaths. This reader takes the 

deepest breaths of the three poets and produces the 

longest breath group of speeoh, The Impression is 

t h a t  he breathes f o r  reading i n  the manner of a s inger ;  

builds up suf f io ien t  pressure t o  carry the s t r e t c h  

of speeoh he sees coming. The small breaths do not 

appear t o  connect with the l ines ,  but a r e  taken, I 

think, t o  keep the air  pressure up f o r  the purpose 

In hand. 

I1 Verse Line i n  Relation t o  Juncture 

Lionel Kearns, i n  t h i s  poem, is using the 

visual  teohnique whioh he has ca l led  "stacked verse" 

in whioh each l i n e  represents a phonemio clause and 

the s t ressed sy l lab le  of eaoh l i n e  is  printed i n  

suoh a posit ion tha t  It oomes immediately below the 
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stressed syllable of the previous line and is connected 

to it by a vertical- line, This poem, therefore, 

gives a special kind of opportunity to observe the 

conneotion between the printed line-end and juncture, 

From the voice graph, one can see periods of 

reduced activity--periods of quiet--at the ends of 

most lines of the poem, There are some places, however, 

where there is nothing on the voioe graph to indicate 

that a line has ended, There are three points to 

be oonsidered here: 

1) that Kearns in his def inition of 'stacked verse 8 

set the line up to be a phonemic clause so 
C\ 

that a Junoture at the end is implied, 

2) that the voice graph is no more than a crude 

representation of noise: the most one can 

pick up from it are the pauses that are suf- 

ficiently prolonged to be recognizable in the 

recording, 

3) that only Disc junctures are necessarily followed 

by a pause in sound. That is to say, Disc 

in Stookwell terminology represents terminal 

fade (into silence) in Trager-Smith terminology - 
and that their terminal rise and terminal 

sustain are contained in Stockwell's Cont 

Junctures, In speeoh, Cont junctures are 

often reinforoed by pauses, it is true, but 

they need not be, Trager-Smith Insist that 



there must be "positive segmentation points 

of sustention, lt2 but these would not show 

up on the type of graphio record we have 

here. Without a pause, the IP morpheme would 

depend on the pitch oontour of the phrase 

and the relative pitoh conneotion between 

the end of one phrase and the beginning of 

the next, 

In listening for these in Kearns reading, one should, 

I think, bear In mind the passage quoted on page27of 

Chapter XI above In which Chomsky speaks of the oomblnation 

of physical signals by which one 'hears' the phonological 

grammar of a language. My interpretation of the line 

pattern was as follows : 

over spire and flagpole 
past aerial and ohimney-pot 

shrouded in nylon 
or naked In the wind 

with clouded eye 
and soar of autopsy 

ghostly floaters on the tide of morning 
these olotted forms in the eotoplasmio dawn 

to shed sleeve 
orthighbone 
wrist 

or meaty calf 
to litter pavements 

corrupt the air 

rotting noblemen and bearers of wisdom 
leprous 
members of a garbled 
vis Ion, 



With only sound and the graph to go on, I 

*heardt lines 5 and 6 as one line, also lines 7 and 

8, 24 and 25, 27 and 28, That is to say, in these 

four cases, I did not pick up the presence of a juncture 

either from physioal evidence or from the phrase struo- 

ture, but Kearns* prinoiple of stacked verse says 

Junctures are there, To consider these cases lndivi- 

dually : 

Lines 5 and 6 : There is no underlying phrase structure 

to separate these lines, there is no pause, If the 

Juncture is indicated at all, it Is by pitch contour, 

Lines 7 and 8: The same applies here with the added 

possibility of the preposition phrase in the wind 

carrying a Juncture before it, 

Lines 24 and 25: Here there is a   recover able( under- 

lying PS which would indicate a Junoture although the 

graph shows nothing, 

rotting noblemen line 24 

(who are) bearers of wisdom line 25 

Lines 27 and 28: Nothing to indicate a Juncture here, 

Lionel Kearns comments that the layout of 

stacked verse "represents the score of the poem as 

it should be performed," Performances, obviously, 

will vary and the choice is always with the performer 

to what extent he will (within the requirements of the 

underlying struoture) break up or assemble phonemio 

clauses. This poem might be read very rhythmioally 



in short olauses (as the layout suggests) or assembled 

into the longer units that I thought I heard. Even 

in the short lines as typed, there is the further 

possibility in reading of breaking some of them up 

still further, For example, line 10 might be readt 

soh& of a ~ t 6 ~ s &  

or line 15 : 

these ol6ttedd fbrms& 

111 Syllables 

There is some indioation of pattern between 

the vowels of the stressed syllables, In Stanza I, 

these oonsist, broadly, of front vowels and diphthongs, 

Stanza I1 oarries baok vowels in all but line 13 /ai/ 

and line 16 / ee/, Stanza I11 has 3 front vowels, 1 

diphthong and 1 lax back, Stanza IV is oomposed of 

all front vowels exoept /a/ of rottiq. 

IV Stress 

If the line pattern signals repeat phonemio 

olauses, there is only one l ine where the stress is 

in doubt; line 16 which is a matter of lexioal stress . 

whioh is read 6ctoplasmic, not with the stress on plasm 

as the line pattern suggests, 



1 ; ,-<>i --- q -7 c q PL 3 v .? 7 % Y . 
T h c x  is LO sunte:?oz of thc. p o t t e r n  of S ---> 52  -r V? 

anylt:here i n  thz poes,  A; l  t h e  l i n e s  c o x l d ,  I t n i n k ,  be r ega rded  

u s  f : :nct io .~Ing u s  a d v e r b l a l s  o r  p r e d i c a t e s  of  s e n t e n c e s  f r o n  which 

r L 1  ali6 V ~ V L '  'kc:? dele2ee2, t k a t  i s  3s r e : c a i r , i n ~  e l e m e c t s  of t h e  

verb p k m s e .  One n i s h t  Suasa  a t  t h e  u n d e r l y i n g  s y n t a x  as b e i n g  

somethin3 cf t e r  t h i s  n a t u r e  : 

1) S ---LAP + V? 3)  NP ---3 they 
/ 

s o  that t h e  f o r n  of t h e  poea as a whole comes o u t  o f  t h e  g e n e r a t i v e  

c h o i c c s  i n  t h e  expans ion  of t h e  v e r b  ph ra se  t o  g i v s  l i n e s  t h a t  are 

r e a l l z u t i o n s  e i t h e r  of t h e  a d v e r b i a l  o r  t h e  p r e d i c a t e  w i thou t  t h e  

v e r b  o r  t h e  noun p h r a s e :  

l o c  - 

l i n e s  3-4 

purpose  
\ 

( f o r )  - t o  l i t t e r  . . 
l i n e  22 

( f o r )  t o  corn1 
l i n e  

Only i n  l i n e s  18 - 23 w a s  i t  

t h e y  are - 

p o s s i b l e  t o  r e c o n s t r u c t  

t k .  v i s u a l  f o m  of t h e  poem from t h e  a u r a l ,  a l t h o u g h  t h e  s t a n z a  

pat ;  ;rn w a s  e v i d e n t  from t h e  b r e a t h  g roups ,  
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CHAPTER VIII 

CONCLUSION 

I WHAT WAS INTENDED 

This paper s e t  out t o  f ind  ways of discussing 

verse struCtWe S t r i c t l y  i n  terms of language. The 

concept of verse s t ruoture  i n  t h i s  paper included 

the movement of verse, and the par t icu lar  language 

i n  which verse is  written. but did not extend beyond 

the mechanics of language. 

Appropriate l i n g u i s t i c  theories  were t o  be 

brought together wherever possible t o  desoribe verse 

s t ructure  and the poss ib i l i ty  of applying T-grammar 

theory i n  t h i s  oonnsctlon was t o  be explored. 



I1 WHAT WAS INVOLVED 

Onoe the  conoept of the  ex t r a - l i ngu i s t i c  abstrao- 

t i o n  of meter is disallowed, the  main issues  i n  disoussing 

the  s t r u c t u r e  of verse language tu rn  out  t o  be: 

A, what language f ea tu re s  cons t i t u t e  the  

movement of verse? 

B. what oonneotion is there  between the  grammar 

of verse language and the  grammar of the  

main language? 

The problem of language terms f o r  the  movement 

of verse  showed i t s e l f  t o  be l a r g e l y  one of r e l a t i n g  

un i t s ,  On the  one hand, the re  w a s  the  sound pa t te rn  

of s t r e s s  t h a t  oons t i tu tes  the  rhythm of English verse, 

and on the  other ,  the re  w a s  the  graphic u n i t  of the  

l ine .  A simple way of bridging the  gap seemed t o  be 

t o  'observet the sound fea tures  of the  poet 's reading, 

t o  note the s t r e s s  and t o  r e l a t e  what w a s  heard t o  

what w a s  wr i t ten* I n  e f f ec t ,  t h i s  is  what w a s  done, 

but before it was done e f fec t ive ly ,  some way of observing 

the sound had t o  be evolved so  as t o  avoid the  dece i t s  

of perception and s o  as t o  g ive  a u n i t  t h a t  could be 

r e l a t ed  t o  the verse l i n e *  The u n i t  t h a t  emerged was 

the  phonemi0 olause with Juncture as a f ea tu re  common 

t o  both* 



VERSE MOVEMENT 

a) The phonemic clause as a unit of sound 

Juncture is the most perceptible of all con- 

figurational features, Though not all junctures can 

be heard, the grosser ones can-as the voice graphs 

made for this paper show quite clearly, Therefore, 

at least some phonemic clauses can be set up by observing 

junctures, and with the phonemio clause, the existenoe 

of a primary stress is established and, although it 

is not placed preoisely, its position is determined 

within a certain number of syllables. 

Amplitude and frequenoy might have been reliably 

observed on a speotogram, and if a sound spectograph 

had been available, the problem of the thesis would 

have been a different one, Juncture, however, could 

be recorded by the equipment available as a sort of 

negative reflex of the voice, Where there was voice 

sound, there was a recording from the osoillation of 

the needle, where there was no voice sound, the needle 

did not osoillate, or osoillated to a reduced degree, 

(b) The phonemic clause as a unit of the ~raphic line 

To choose the phonemio clause as a unit of 

printed verse ( L e e ,  as a unit of the graphio line) 

has its advantages too. This unit oan be set up 



theoretically either on the basis of the word group 

(as John Nist does)' or according to phrase groups 

in the T-grammar manner, but however it is done, it 

is flexible (within the demands of lexical stress and 

the underlying phrase structure) in the way it can 

be realised; even to the extent of it being possible, 

for a chosen kind of reading, to sub-divide into smaller 

phonemic clauses, That is to say, the phonemic clause 

unit allows for variations of performance, for rhetorioal 

stress and of pitch, whereas units based on the stress 

itself have to be re-stated for varying readings, 

The assignment of stress by cyolic rules 

applying to phrase braoketed sections of speech, shows 

the relation of stress to ohanging phrases and it is 

for this reason that I have brought what I know of the 

Chomsky stress rules into this paper. * For analysis, 

however, the operative connection lies, in my opinion, 

between the presenoe of juncture and the presence of 

stress, The Trager-Smith observation that a primary 

stress is found in the presence of terminal junotures 

and that seoondary stress requires the presenoe of 

/+/3 seems to me to be fundamental to the analysis 

of verse movement, The Epstein and Hawkes foot division 

which contrasts continguous degrees of stress4 is 

based on the Trager-Smith Outline, although the Abercrombie 

foot, which is the physiologioal Istress-pulse depends, 

in graphio analysis, on identifying the stressed 



sy l lab lee5  My contention is t h a t  the phonemic clause 

could, i f  need be, work f o r  e i t h e r  system (both of 

which a re  l imited t o  metered verse and the graphic 

l i n e ) ,  and a l s o  provides a un i t  t h a t  can be extended 

t o  the analysis of the 'frees l ine ,  

c )  The ~ r a p h i c  l i n e  

Where the l i n e r s  sound shape is re l a t ive ly  

c l ea r  from the expectation of metrical  repe t i t ion  o r  

rhyme o r  other t r ad i t iona l  line-markers-in what I 

have a r b i t r a r i l y  ca l led  metered verse-the connection 

between the sound substance and the graphic substance 

i s  not d i f f i c u l t  t o  make, However, i n  my other a rb i t r a ry  

divis ion of unmetered verse, where the l i n e  does not 

have c l ea r  sound markers, the gap between the graphic 

l i n e  and how it sounds is  a good deal  harder t o  bridge, 

The hypothesis of a 'line-end juncturec is a s t e p  i n  

a helpful  direct ion and works up t o  a point, but one 

has t o  acknowledge tha t  there a r e  instances where a 

poem has visual  q u a l i t i e s  t h a t  do not neoessarily have 

an audi le  equivalent-even when the poet does h i s  own 

reading and In s p i t e  of the s ign  language of the 

poets of the wProjectiveu school of verse t h a t  has 

developed since the typewriter, 

(d) A ~ h g s i ~ i o ~ i c a l  un i t  

The ro le  of body rhythms seemed worth looking 



i n t o  f o r  a possible funct ion i n  verse movement, Tha t  

is t o  say, might there  be a connection between the  

physiology of speech production and the graphic verse 

l i n e ,  O r ,  once verse is f r e e  of the  a r t i f i c i a l  oons t ra in t s  

of 'closed'  form, might not  the  poet shape h i s  l i n e  and 

the  movement of h i s  verse aocording t o  what he f e l t  t o  

be the  'na tura l '  rhythms of speaking? From the  physio- 

l o g i c a l  point  of view, a l o t  of s i d e  issues  came up 

whiah aannot, I think,  be disregarded, but a t  the same 

time, it is hard t o  know how, properly, they can be 

regarded. The f a c t ,  f o r  instanoe, t h a t  the  normal 

rhythms of producing speeoh a r e  below the  l e v e l  of 

de l ibe ra t e  oonsoiousness, whereas the  poet i n  composing 

verse is ac t ing  de l ibera te ly ,  and where i n  t h i s  s i t u a t i o n  

does the  r o l e  of the  reader--even the  poet reading h i s  

own verse-f i t?  The reader  is not  generating language, 

he is  Jus t  reproduolng the  form of the  language the  

poet has generated, Do the  physiological  rhythms of 

speech generation, of which breathing is one, apply? 

Are these the  rhythms t h a t  a poet wishes h i s  verse 

t o  represent?  With the  apparatus ava i lab le  t o  me, it 

w a s  possible t o  record chest  movements of the  readers  

and so g e t  a curve which represented t h e i r  breathing,  

though perhaps i n  an approximate way, The r e s u l t s  

a r e  i n t e r e s t i ng  beoause of the  g r e a t  d i f ferences  they 

show between individuals.  How much oonneotion the re  

is between the  u n i t  of breath  and the  graphlo l i n e  



in contemporary verse, even in projective verse which 

claims the line as determined by the breath, it is 

hard to say. From a tentative and crude beginning 

like this one, limited to three poems and three poets, 

all one is justified in saying is, I think, that the 

role of breath in the struoture of verse is a matter 

of individual style. 

VERSE LANGUAGE 

(a) Verse language as it affects verse movement 

One need not argue the point that verse language 

differs from the main language in many ways; it obviously 

does. It moves in a different way and it is structured, 

seemingly, acoording to syntax that is different from 

the syntax of the main language, However, it should 

be noted that without recourse to extralinguistic ab- 

stractions in a discussion of the movement of verse, 

the terms developed (as I have developed terms for the 

movement of verse in this thesis) can only be terms 

borrowed from the main language. All the suprasegmentals 

and the phonemic clause division come from speech, not 

from verse, And the functioning of the rhythmic  feature,^ 

of language--stress, juncture and so on--depend ultimately 

on how the language is struotured underneath the surface 

on which they operate. And yet it oan happen-in verse 

of any kind, but with many examples in the poems 



examined in this thesis-that a particular poem will 

have instances of grammatical construction that cannot 

be accounted for in terms of the syntax of the main 

language, To be able to analyse such a poem in terms 

of movement or meaning or anything else, or to be able 

to read it in any comprehensible way, the syntactic 

structure has got to be understood. One has got to be 

able to Nrecover the P. markar,lt6 How is this to 

be done? Is one to write a 'grammar' for eaoh separate 

poem, or a 'grammart to aocount for each poet's char- 

acteristic stylistic deviations? I contend that for 

verse language this is not so. That the problem is 

not to account for each sample of syntax In each separate 

poem but to make the connection between the 'deviant' 

grammar and the main grammar, There has to be, I think, 

a 'grammar' of the movement of each poem, In metered 

verse, this oan, for those who like to do so, be typed 

according to a certain pattern, but in metered verse, 

the movement 'grammar, 1 the prosody, the versif icatlon, 

has to be discovered for each poem In terms of the 

poem's language. But the poem's language can only be 

stated in terms of the main language or the poet would 

have to be thought of as composing in a language code . 
known only to himself. I believe a viable conneotion can be made 

between the language of any poem and the main language, and 

I would wish to keep notions of 'deviation' and tungram- 

matioalness' as completely out of an analysis of verse 



language as I wish to keep the metrical abstractions 

out of an analysis of verse movement. 

It is my conclusion, as a result of the analyses 

carried out in this paper, that In the operation of the 

language (theoreticians apart), there are extensions 

of whioh verse language and oommon parlance are both 

examples (and no doubt there are others) which make 

use of what one might call a 'domain of choice,' The 

poet is not ooncerned with 'well-formedness' in the 

theoret&oal sense and neither is slang or language 

extended for any other use, and people who deal in 

language theory would do well to reoognise the funotion 

that this kind of extension plays in the living language 

and in language change. 

The Cummings grammar was discussed in detail 

against speoifio examples of idiosyncratio usage, but 

always as an extension of the main grammar, not as a 

deviation from it. It is not hard to find instances 

in common language use in whioh language rules are 

tstretohedr within the domain of choice in ordinary 

usage and eventually find their way into respectable 

grammaticalness, The ohange of category of the use 

of haves and have nots as [+ noun], is a oase in point 

and the ohange in sub-oategory in metaphorioal uses 

such as u, whioh goes from [+ animate) to [- animateJ 

in the of a table, or soope whioh goes from [- abstraot] 



to [+ abstract J as it moves from meaning the length 

of anchor chain to the range of possibility.7 

I11 WHAT WAS ACHIEVED 

Linguistioally this paper has, I think, shown 

that the feature of Juncture is important in the analysis 

of verse movement, The Stockwell use of Juncture in 

the expansion of intonation pattern has been a useful 

tool, but does not provide for the presenoe of all 

possible junctures or all the possible breakdowns into 

phrases bounded by juncture, The statement of the 

generation of phrase Junctures which seems to be promised 

as part of the 'forthcoming' Sound Pattern of Enalish 

will, I think, open up new and probably more elegant 

ways of applying junoture to an analysis of verse. 

In spite of a rigid restriction to the mechanios 

of language, the type of analysis which this paper 

has aocomplished has, I think, wider implications, To 

start from the ob3eotive basis of language analysis 

can lead to insights into the structure and form of 

the meaning and intentions of the poem, To set the 

poem out within the grid system of lines against 

syllables organized into hypothetical phrases from 

which the sound pattern of the poem may have been 

generated, has pedagogioal advantages, It is obJective 



and tentative and based on the language which the poem 

shares with the reader, It is a detailed and laborious 

method, granted, but it at least avoids the affront 

to native intuition that comes from artificial metrical 

scansion. 

Muoh more, obviously, can be done in the way 

of empirical observation. Spectograms would fill out 

many of the gaps about pitch and stress in a particular 

reading (though account would have to be taken of the 

possible absence of physical signals predicted by the 

structure) and data collected from a larger sample of 

readings correlated with breath patterns would enable 

one to say muoh more about the role of breathing in 

verse struoture. 

My conclusions are that there are already 

linguistlo tools with which the verse structure of 

contemporary, m e t e r e d  verse may be analysed, That 

developments in linguistic science will probably bring 

more. That the approaoh developed in this paper applies 

very well to traditional metered verse and that as 

verse is the phonetic output of the poet's competence 

in both the main language and in verse language, there . 
1s no need to resort to metrioal abstraction for the 

analysis of verse movement or to rules of deviation 

to aooount for his language. 
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AP?ZD?DIS 2; 

The accompanying t ape  record ing  cons t2 tu tez  t h e  

Appendix Z of t h i s  t h e s i s .  The recording  c o n s i s t s  o f :  

1) Poem A, d, and C of Chapter V I ,  recorded from t h e  

d.L. Curnmings reading on Caedmon record  {TC 1017 

2 )  The t h r e e  poems d i scussed  i n  Chapter V I I .  

The recorded voice f o r  t h e  Cumings poecs w a s  

picked up via  an e l e c t r o n i c  connect ion by a Type 1551-C Sound 

Level  Xeter  (General  Radio Co. , )  and graphed on an  E. & M. 

Physiograph. Paper speed w a s  5 cen t ime te r s  p e r  second. 

Time i n t e r v a l s  of one second a r e  recorded a t  t h e  f o o t  of t h e  

graph and can be heard on t h e  tape.  The poems as recorded 

can be followed on t h e  voice graphs.  These graphs - 
which as o r i g i n a l l y  recorded showed i n  one extended l i n e  

( t h e  longes t  around 20 ' )  - have had t o  be c u t  up, r ea l igned  

and reduced f o r  purposes of reproduct ion.  I n  o rde r  t o  g i v e  

some v i s u a l  impression of t h e  p a t t e r n  of voice and q u i e t ,  

the  c u t t i n g  and a l i g m e n t  had t o  be worked ou t  t o  s u i t  each 

poem ind iv idua l ly ,  but  i n  every case  t h e  end of t h e  f i r s t  

l i n e  of graphed osc i l le . t ion  can be connected with t h e  

besinning of t h e  second, and s o  on. 

The voice graph (p.  128)  is l a i d  ou t  according 

t o  t h e  graphic l i n e s  of t h e  poem and i s  l i n e d  up on an a x i s  

s o  as t o  show t h e  s e c t i o n s  of q u i e t  between t h e  l i n e s .  



POEM B 

The voioe graph (p. 137) is laid out aooording to 

stanzas with stanza ends lined up on an axis. 

POEM C 

The voice graph (p. 140) is laid out aooording to the 

periods of longest voice quiet without any oonneotion with 

the graphic line. 

Voioe graphs oan-!be read in conjunction with the 

tape and synohronlzed by means of the reoorded one seoond 

oalibrations at the foot of each graph. 

The extent of quiet periods cannot be Judged 

preolsely but have been taken to be those stretches of the 

graph where the needle has not oscillated 2 one calibrated 

square of the paper on whloh the original recording was 

made. (Reproductions as bound into the text were reduced 

by ) 

Words have been written onto the graph (the positions 

ohecked by stop-watch) so as to lie within the stretohes of 

speech graphed as voioe activity (noise). The words oannot 

be related preoisely to the oscillations shown on the graph; 

lee, peaks of asoillation merely represent moments of 

inoreased noise and cannot be taken as showing presence of 

stress, pitoh or particular phoneme sounds. 

The second group of three poems was reoorded from 

readings by the individual poets at Simon Fraser University 

in July 1967. For these poems, beoause the readings were 

made into a miorophone (not pioked up eleotronloally as 



as f o r  the  E, E, Cummings poems), the  o so i l l a t i ons  of the  

voice graph never show periods of oomplete qu i e t ,  merely 

of reduoed ao t iv i ty .  There is a l s o  a good dea l  of noise 

pioked up from the  ol ioking of the  needle of the  E, & M, 

Physiograph, 

Graphs f o r  these th ree  poems show a ourve f o r  the  

breathing of the  reader,  This was graphed v i a  an expandible 

devioe around the  ohest oonneoted t o  the  E, & M ,  Physiograph, 

This ourve represents  the  expansion of the  ohest  during 

reading, 

POEM #1 

Dale Sul l ivan 's  reading of h i s  'apology t o  a dead god. 

The voioe graph (p,  152) is reproduoed i n  a pa t te rn  i n  whioh 

breath  groups a r e  al igned on an a x i s  a r b i t r a r i l y  atrosen f o r  

the  sake of the  v i sua l  pat tern ,  There is no oonneotion 

with the  graph10 l i n e s  of the  poem. 

POEM #2 

Robin B la se rc s  reading of a seo t ion  from h i s  "Moth P ~ e r n . ~  

The voioe graph (p. 161) is arranged muoh as the  voioe graph 

f o r  poem #lo 

POEM #3 

Lionel Kearns' reading of h i s  poem nAMBEBGBIS,n 

The voioe graph (p. 171) of t h i s  poem is reproduoed aooording 

t o  the  major breath  groups whioh oorrespond t o  a l a rge  ex ten t  

t o  the  s tanza  pa t te rn  of the  poem, 

TAPE TIME: 11 minutes 49 seoonds. 


