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ABSTRACT

This thesis presents an empirical study of the accentual and pitch patterns of poetic
recitation. Its chief aim is to show the prosody of recitation as a substantial
contributor to the overall prosodic effect when a poem is read. It uses a small
annotated corpus of multiple recitations of two poems, stored in a relational database,
a means of investigation which allows prosodic properties of the text and of

performance to be clearly separated.

In Section I previous linguistic models of poetic prosody are reviewed, and it is
concluded that they have either confined themselves to metre and word-stress patterns,
prosodic properties that are inherent in the text, or, if they have investigated
performance, have done so unsystematically. The present investigation of
performance is then introduced, and the prosodic patterns of the text defined as

defaults, which provide starting points that a performance can comply with or depart

from.

Section II investigates the accentual patterns of performance. A model of
accentuation and accentual patterns is set out, and the circumstances in which

accentable syllables can lose their default accents. The accentual patterns of the



recitations are then examined and related to the default patterns, showing the wide
variety of ways available to the reciter to resolve or refrain from resolving any tension

between speech rhythm and metre, or to add further tension.

Section III examines pitch patterns, regarding them as a system of recurring
patterns which cross-cut those of metre and verse form. A new system for classifying
pitch patterns is put forward, founded upon the shapes of whole contours and taking
account of degrees of resemblance between patterns. This system is used to analyse
the pitch patterns of the recitations, in particular the ways in which, within a relatively
narrow set of patterns, resemblances and differences between pitch patterns are used to

flag syntactic connections and semantic parallelisms in the texts.

Section IV attempts to draw together the different prosodic features into a single,

but loosely-structured system; in conclusion some further refinements to the analysis

are suggested.
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Transcription Conventions

Where I cite other people’s analyses, using their annotation systems, these systems are
explained in the text ad hoc. The transcription conventions of my own analyses are as

follows:

As is normal when quoting verse in running text, a slant line / is used to
indicated line divisions. I also use a double slant line // to indicate stanza
divisions. These symbols are used not only in the body of the text but also in

prosodic transcriptions of parts of recitations.

In citations of accentual patterns: accented syllables are CAPITALISED;
syllables which are unaccented but take a rhythmical beat are indicated by a °
placed before the syllable in question; syllables which are accentable but have
lost their accent (whether or not they have a beat) are enclosed in [square

brackets].

Pitch patterns are indicated on a three-line stave, the lines representing the top,

mid and baselines for the speaker in question.

Prosodic grouping boundaries are indicated by a vertical bar thus: | When
accentual patterns are being discussed this symbol indicates a nucleus group

boundary; when pitch patterns are being discussed it represents a tune boundary.
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Section I: Preliminaries



Chapter 1

Introduction

‘if our art has certainly, for the impression it produces, to defer to the rise and fall,
in the critical temperature, of the tell-tale mercury, it still hasn’t to reckon with
the engraved thermometer face.’

Henry James

This thesis is an empirical investigation of the prosody of recited verse. Its purpose is

to increase our knowledge of the prosodic structure of verse.

The thesis had its origin in my dissatisfaction with the linguistic models of verse
prosody which have been developed up to now. Linguistics has given us much
valuable knowledge of English verse prosody but frequently, when reading poetry, I
have come across some tension between the metre or verse form and the rhythm of the
poem’s words and phrases, the frisson from which could not be explained by models
of prosody which confine themselves to conflicts, considered line by line, between
metre and low-level stress patterns. Theories of poetic syntax fared somewhat better,
but I was certain that the frisson was essentially an auditory one. If it did not come
from anything a theory of metre and low-level stress patterns could explain, it
presumably resided not in the text but in what I could hear in my reading. To

investigate the problem thoroughly could only mean investigating oral performance.
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1.1 English and English verse rhythm

Many people have found traditional foot substitution prosody inadequate as a model
for analysing the rhythms of English verse. It has been found that a system devised
for composing and describing quantitative verse in Latin and Greek does not adapt
well to the accent-based rhythms of English verse, and that to regard rhythmic
variation as the substitution of different foot types does not capture the rhythmic
integrity of metrical beats as they group into whole lines. Much effort has therefore
been given to improving upon traditional metrics by applying models of the prosody

of English speech in general to the special case of verse.

Some analysts have treated verse rhythm as a temporal phenomenon in which
stressed and unstressed syllables are arranged into duple and triple metres, like those
of music (e.g. Omond 1903, 1921). Others have assumed that verse rhythm is
essentially no different from all English speech rhythm, that both have a stress-timed
rhythm, and that the difference between verse and ordinary speech is that in verse the
stresses are grouped into lines containing equal numbers of stresses (e.g. Patmore
1857, Abercrombie 1964). Experimental phoneticians have occasionally interested
themselves in verse, and have used laboratory instruments to investigate the acoustic

features of spoken verse (see the survey in Chatman 1965, chapter 4).

All these approaches have attempted to produce a theory of English verse
rhythm which would replace foot prosody. Most linguistic analyses of verse rhythm
now, however, assume that in metrical verse a recurring regular pattern of stressed and

unstressed syllables does exist, as traditional metrics implies, but is varied by the
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normal English speech rhythm of the words and phrases which a poem is composed of
(see chapter 2). It is the tension between metre and speech rhythm as they alternately
coincide and conflict with each other which gives individual poems and lines their

rhythmic style.

1.2 The problem of previous linguistic models

The problem with this is that not all of the variations from strict metre which we can
feel are caused by conflict between the word-stress pattern and the metre. Take this
stanza from William Empson's Autumn on Nan Yueh:
Remembering prose is quite a trouble
But of Mrs Woolf one tatter
Many years have failed to smother.
As a piece of classroom patter
It would not repay me double.
Empire-builder reads the yatter
In one monthly, then another:
"Thank God I left" (this is my smatter)
"That pernicious hubble-bubble
If only to hear baboons chatter
And coolies beat their wives." A brother
I feel and it is me I flatter.
The metre is 1ambic tetrameter (although several of the lines are 'headless', lacking the
usual initial unstressed syllable). Some of the rhythmic variation in this stanza does
derive from the use of stress patterns which cross-cut the metre. For example, in the
line If only to hear baboons chatter the strict alternation of stressed and unstressed
syllables is varied by the juxtaposition of two unstressed syllables, -y to, early in the
line, and of two stressed syllables, -boons chat- towards the end. However we cannot

appeal to variation of the stress pattern to explain the rhythmic irregularity of the next

two lines: the only such variation is the normally unstressed pronoun it in the last line
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of the stanza, where the metre would lead us to expect a stress; and this is probably
the mildest type of deviation from regularity. The enjambment 4 brother/ I feel
contributes far more to the sense that regularity is departed from in these lines.
According to Attridge (1982:205) a line is complex to the extent that 'regular
alternation is... challenged'. Yet regular alternation is strongly challenged in the two
lines which end this stanza even though the regular alternation of stressed and

unstressed syllables in the words is almost wholly maintained in each line.

To account for this we must look beyond simple stress patterns. If these lines
were recited it is likely that the syntactic integrity of the short clause 4 brother/ I feel
would cause it to be placed in a single tone group. If this happens then the onset
(initial accent) of the tone group is most likely to fall on bro- and the nucleus (final
accent and terminal pitch glide) on feel. The intonation pattern would thus give a
sense of prosodic initiation at the beginning of this clause and prosodic completion at
the end: the clause would have a prosodic integrity which cross-cuts the prosodic
integrity of the lines of verse. It is then quite possible that a similar pattern would be
used in the next clause, and it is me I flatter, perhaps with onset on me and nucleus on
flat-. In that case the occurrence of the unstressed if in a metrically strong position
would have an effect over and above the simple mismatch of rhythm and metre, as the
three unstressed syllables and it is would be proclitic to the accented me. The
impression of both clauses would be mainly of an onset closely followed by a
nucleus; the integrity and likeness of the prosodic patterns of the clauses would
challenge, or even cause us momentarily to lose, the metrical integrity constituted by

successive lines containing equal numbers of beats.
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In short there are aspects of rhythmical tension which a model of verse rhythm
that includes only metrical and word-stress patterns cannot account for. The verbal
phrasing of the text gives rise to prosodic groupings, accentual patterns and pitch
patterns. We clearly need to extend the analysis of verse rhythm to these prosodic
patterns. The problem is that no more than metrical and word-stress patterns can be
inferred from the printed text of a poem. Accentual and pitch patterns are properties
not of the text but of performance. In the stanza from Autumn on Nan Yueh for
example, a reciter may well render the prosody of the last two lines as described
above, but this is merely speculation; there are other possibilities. If, therefore, the
study of verse prosody is to be extended to other levels it is essential to study not
merely printed poems but recitations by live readers. Such studies of performance
have been made from time to time, but have tended to be somewhat unsystematic (see
chapters 2 and 13); they have also been rarer than they might have been, as Cauldwell

(1994:1-2) complains.

1.3 The present study

This thesis, then, is an empirical study of accentual and pitch patterns in verse
recitation. It attempts to study performance in a more systematic way than previous
studies have done, using a small corpus of multiple recitations of two poems. It takes
the prosodic properties of the text as a given, using them as a starting point for the
patterns found in performance. It employs the methodological innovation of a
relational database to store the transcriptions of the recitations: this allows the
prosodic properties of text and of performance, and different types of prosodic feature

such as accentual and pitch patterns, to be annotated and stored separately, in a way
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which paper-and-pencil transcriptions do not, then associated as necessary to
investigate the association of the different prosodic features; this in its turn ensures

that properties of the text and of performance are not confused (see 5.1).

1.4 Outline of the thesis

The thesis is divided into four main sections. The rest of this section deals with
preliminaries to the empirical study itself. Chapters 2 and 3 survey previous theories
of verse rhythm which have confined themselves to metrical and word-stress patterns,
and chapter 4 surveys some studies of the phrasing of verse and its contribution to
rhythm. Chapter 5 introduces the relational database as a method of investigation, and
also outlines some of the assumptions with which the work was carried out. Chapter
6 then gives a stylistic analysis of the poems used in the investigation, and some
information on the body of reciters who made the recordings; it also delimits the areas
of investigation, justifying the selection of accentual and pitch patterns by drawing an
analogy between poetic and musical prosody. Chapter 7 first argues that the metre
and word-stress patterns are the prosodic patterns that are used by default, and as such
constitute a foundation for performance which actual performances will take account

of but will at times depart from. These default patterns are then set out.

The other sections are devoted to the empirical study itself. Section II deals
with accentual patterns. Chapters 8 and 9 set out a model of accentuation and
accentual patterns, which in chapters 10-12 is used to analyse the accentual patterns in
the recitations, the ways they comply with or depart from the default patterns. Section

I1I deals with pitch patterns. Chapter 13 surveys some previous studies of the pitch
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patterns of verse recitations. Chapter 14 examines the inadequacies of traditional
intonation theory for capturing and classifying the pitch patterns of verse, and chapter
15 sets out the specially-devised system used in the present work. Chapters 16-18
then give a detailed analysis of the pitch patterns in the recitations, investigating the
different degrees of resemblance between patterns from exact repetition downwards. I
explore the ways resemblances and contrasts between pitch patterns are used to flag
syntactic and semantic relations between the segments of text they map onto. Section
IV attempts to relate accentual and pitch patterns as parts of a single system of the
prosody of recitation. Chapter 19 looks at the hierarchical relations of rhythmic and
pitch-pattern groupings, and at the operation of discontinuity features as a separate
level of prosodic organisation. Chapter 20 suggests refinements to the annotation

systems, and chapter 21 some other possibilities for future work.
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Chapter 2

Metre and speech rhythm

2.1 Wellek and Warren and the multilevelled model

By the end of the first half of the twentieth century a number of attempts had been
made to improve on the traditional foot prosody. Wellek and Warren (1949) survey

some of these attempts, believing that most of them have conceptual shortcomings.

This belief is partly a belief that new models of poetic rhythm had discarded too
much of the old. Wellek and Warren acknowledge that traditional ('graphic') metrics
pays 'no attention to actual sound' (1949:166); they realise that there was a problem to
solve. On the other hand 'Graphic metrics knows that metre is not merely a matter of
sound, that there is a metrical pattern which is thought of as implied or underlying the
actual poem'. Critics of traditional metrics have, they believe, neglected the existence
of this underlying pattern and have tried to found models of poetic thythm on

observable linguistic phenomena alone.

The musical or temporal scansion briefly popular at the beginning of the century
regarded duple and triple metres as the exact equivalents of duple and triple time in

music, their feet as tightly controlled and measurable as bars of music (e.g. Omond

1903). Wellek and Warren believe this to be easily applicable only to "singable
verse, that is verse with a heavy stress metre. This is the metre defined by Attridge

(1995:63) as one in which:
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‘the stress rhythm of the language dominates the syllabic rhythm, allowing
the number of syllables between the beats (and hence the total number of
syllables per line) to vary within certain limits, while the number of beats
remains constant...[its] strong beats and a constantly changing pattern of
syllables producing a song-like quality that never becomes smoothly lyrical.’
This type of verse has something akin to a musical beat and, while the analogy should
not be taken too far, this beat can be spoken of in musical terms. But as Wellek and
Warren go on to say, (p.167) temporal scansion ‘seems highly inadequate in dealing
with colloquial or oratorical types of verse and is usually helpless when it has to deal
with free verse or any verse which is not isochronic.” One advantage they allow for it,
though, is that it could be used to scan metres which traditional metrics could not
‘e.g., some of the complex metres of Swinburne, Meredith, or Browning’ (p. 168).
Temporal metrics did of course flourish more or less contemporaneously with these

poets, whose practice influenced English verse for some decades afterwards (Leech

1986).

Wellek and Warren next turn to the attempts a number of phoneticians had
made, from about the beginning of this century onward, to analyse the oral
performance of poetry using laboratory instruments. They refer to this use of
laboratory instruments as acoustic metrics, apparently seeing it as a well-defined
school of metrical thought, although it seems rather more likely that it was a series of
ad hoc experiments by people who used similar means of investigation but had few
theoretical preconceptions about poetic rhythm. Wellek and Warren acknowledge that
the results of the acoustic metrists’ investigations have been useful in showing
something of the contribution of acoustic features to rhythm, but add that ‘laboratory
metrics obviously ignores, and has to ignore, meaning’ (p. 168). They accuse it of
having discarded such notions as the syllable and the word in favour of a continuum
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of sound waves, although in fact syllables and words on the one hand, and sound
waves on the other, are simply different levels of abstraction. They then assert: 'The
whole assumption that the findings of the oscillograph are directly relevant to the
study of metrics is mistaken... acoustic and musical metrics share one common...
limitation: they rely exclusively on sound, on a single or many performances of
reciters'. Where there is tension between metre and the speech rhythm of a particular
line or verse, they went on, a number of performances may be possible; but 'the
specific performance of a reciter will be irrelevant to the analysis of the prosodic
situation, which consists precisely in the tension, the "counterpoint”, between the
metrical pattern and the prose rhythm' (p. 169). ‘Prose rhythm’ is the basic stress
pattern of the words which are fitted to the metre: it is attention to syntax and

meaning, they argued, which is important in determining what the prose rhythm is.

We leave Wellek and Warren, therefore, with their having presented a workable
model of the structure of verse rhythm: that of an abstract metre against which the
'prose rhythm' of the words used varies; this view has been shared by almost all
subsequent investigators. In putting forward this model they cleared away some of
the confusion caused by earlier experimental work done without the guide of a theory
of verse structure. But they appear to have lacked any sense ('The whole
assumption... is mistaken') that studies of performance might be used to investigate
the application of that model and refine our knowledge of the workings of the tension
between rhythm and metre and of readers' perceptions of it. The acoustic metrists
may in practice have lacked a theory of rhythmic structure, but this does not dispose
of experimental work. Wellek and Warren's own theoretical model can be a

beginning for experimental investigations.
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2.2 Structural metrics

2.2.1 The influence on metrics of the Trager and Smith analysis of stress

When Trager and Smith (1951) published their An outline of English structure it was
seized upon by several literary critics who believed it contained a descriptive model of
English prosody better suited to the analysis of verse rhythm than anything that had
gone before it. Whitehall (1951, reprinted as Whitehall 1956) in a review of Trager
and Smith which is sometimes regarded as having begun modern literary stylistics,
suggested that ‘the interconnections between stress, pitch, and transitions analysed so
carefully in the Outline allow us to envisage for the first time a really objective and
fully descriptive English metrics’ (1956:415). Trager and Smith postulated four
significant degrees of stress in English (distinguished, they believed, by four degrees
of loudness): primary (indicated by /), secondary (A), tertiary (\ ) and weak (=
unstressed: v ) These four levels of stress could be used, for example, distinguish
‘lighthouse keeper’ and ‘light housekeeper’ by means of a variation in stress pattern:
N AU NS A
lighthouse keeper light housekeeper

(after Whitehall 1956:418)

Trager and Smith also postulated four significant levels of pitch, numbered from 1 to
4, with 1 the lowest and 4 the highest, and four degrees of juncture - that is, four
levels of prosodic boundary or discontinuity: ‘bundles of such distinctive features as
prolongation of preceding speech sounds, gradual voice-fade, abrupt voice cut-off,

and pitch-fall, pitch rise, or pitch-level sustention.” (Whitehall 1956:417) This model
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of English prosody, Whitehall suggested, could be used to investigate English verse

rhythm, because:

‘The traditional “ideal” metrical patterns of much English verse - patterns based
on the two-level contrast of stressed versus unstressed syllables - have been
“orchestrated” since Marlowe by a poetic adaptation of the actual four-level
contrast of speech’ (1956:418).

Knowledge of the latter was therefore an aid to looking at metre.

Chatman (1956a) carried out an empirical study of verse recitation which
acknowledged and accepted Wellek and Warren’s criticisms of ‘graphic’, ‘musical’
and ‘acoustic’ metrics. He accepted their model of verse rhythm, of a tension between
metre and ‘prose rhythm’, but believed that by using Trager and Smith’s model of
prosody the performance of verse could be investigated systematically. ‘Far from

abandoning the older two-valued metrics of alternating stresses’, he wrote, his method

‘tries to account for the phonological complexity of verse by envisaging a
tension between two systems: the abstract metrical pattern, as historical product
of the English verse tradition, and the ordinary stress-pitch-juncture system of
spoken English, determined as it is by the requirements of meaning and
emphasis... [The Trager and Smith system has] the kind of uniformity which
any system of prosody needs for making general statements... [It] demands a
comparison between actual oral performances of poetry and abstract traditional

English meters’ (pp. 422-3).

Chatman took eight recorded performances of Robert Frost’s poem Mowing
(including one by the poet), transcribed them, and annotated them for stress, pitch and
juncture. He then used his annotations to draw inferences about the verse and its

structure. These, however, are sketchy, and treat what seems an almost random

collection of topics. There are some attempts at disambiguation of the poem. For

example in the line:



My long scythe whispered and left the hay to make

Chatman had previously assumed that the accentual pattern of the last five words was

A Ve A

left the hay to make
He assumed that scythe was the subject of make, and hay its object; that left the hay to
make meant ‘left in order to make the hay’. Frost himself, however, read these words
as

N ~ e

left the hay to make
which suggested to Chatman that say is the subject of make and that make has ‘a

special intransitive sense... “dry out™ (p. 431).

There is an account of the links between the prosody of the recitations and the
poem’s punctuation, which is mainly descriptive rather than interpretative. There is
some discussion of the link between the prosody of the recitations and the abstract
metrical pattern: Chatman observes that there is a close correspondence between the
two at the beginning of the poem, which he believes sets up a norm ‘so that a basis for
future tensions can be established’ (p. 436). There are some accentual patterns

suggestive of the tension between speech rhythm and metre. For example the pattern

AN

What was it they wanted
was by some readers eschewed in favour of greater prominence on was since it is was
that carries the metrical ictus. On the other hand the word about in the lines ‘Perhaps

it was something about the heat of the sun,/ Something, perhaps, about the lack of
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sound’ was by no reader given more than tertiary stress even though -bout is ictic.
This, said Chatman, demonstrated ‘The close interplay of sound and meaning’ and
‘the functional, plastic nature of most readings’ (p. 437). But there is little attempt in
Chatman’s article to form a theory of the tension between rhythm and metre; he hopes
only to give examples ‘to illustrate the principle of tension’ (p.438). Nonetheless
there are hints here of the value of recitations to studies of verse rhythm: ‘metrical
tension lies in the poet’s subtle modification and evasion of the expected, plus the
performer’s keenness in interpreting the poet’s intentions’ (pp. 423-4). This does
appear to imply that the performer’s interpretation can be used as a guide to the poet’s

use of metrical tension.

Yet Chatman’s example of empirical work on verse rhythm was not followed,
although the Trager and Smith model of prosody did become absorbed into critical
discussion of the subject. Epstein and Hawkes (1959), for instance, used the Trager
and Smith model simply to list all the possible manifestations of the iambic foot; that
is, all possible combinations of two of the four stress phonemes which could make up
an iamb. Notoriously the number of such combinations they believed to exist was
6236 (see Attridge 1982:33). They made no attempt to discover what accentual
patterns did in fact occur in recitation, no attempt to investigate readers’ experience of

verse prosody. Their approach was purely taxonomic.
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2.2.2 Roman Jakobson's distinctions

Jakobson (1960) cleared much ground by making his distinctions between verse

design, verse instance, delivery design and delivery instance:

‘Far from being an abstract, theoretical scheme, meter - or in more explicit
terms, verse design - underlies the structure of any single line - or, in logical
terminology, any single verse instance. Design and instance are correlative
concepts. The verse design determines the invariant features of the verse
instances and sets up the limits of variations.” (p. 364)

The distinction between verse design and verse instance is the same distinction as that

made by Wellek and Warren, between metre and prose rhythm respectively (see 2.1).

At the same time

‘A variation of verse instances within a given poem must be strictly
distinguished from the variable delivery instances... How the given verse-
instance is implemented in the given delivery instance depends on the delivery
design of the reciter; he may cling to a scanning style or tend towards prose-like
prosody or freely oscillate between these two poles.” (pp. 365-6)
Here we have a distinction between three levels, metre, prose rhythm and
performance: a poet may compose a line in a given metre whose word-stress pattern
varies against the abstract, invariant metrical pattern, but someone reciting the line
may or may not convey this variation in the accentual pattern they use when doing so:
they may prefer to ‘read for the metre’ or to bring out the variation or to do something

in between. Jakobson is clear that we need all three levels of metre, prose rhythm and

performance. For example in this line from Act III of Hamlet:

No, let the candied tongue lick absurd pomp
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the lexical stress pattern of absurd runs against the iambic metre; verse instance
departs from verse design. The tension so caused exists regardless of how an actor
may deliver this line, whether reciting for the metre, for the lexical stress pattern or
making some such obeisance to both as increasing the prominence of ab- without
sacrificing the greater prominence of -surd. ‘The verse shape of a poem remains
completely independent of its variable delivery’ (1960:367). This is true enough; but
we can use the distinctions Jakobson makes to clarify our approach in empirical work:
delivery is separate from the verse shape but the deliveries we encounter are a guide to
readers’ view and experience of that shape; and disagreement between readers as to
the form of a delivery is evidence of where the tension between verse design and verse

instance is at its greatest.

2.2.3 Chatman's later work

Chatman (1965) made some attempt to fuse acoustic and structural metrics. He
surveyed previous laboratory investigations of verse rhythm and concluded, as had
Wellek and Warren before him, that these investigations did not relate the
measurements they made to perceptible linguistic or metrical entities; Chatman then
attempted to do so. He began by setting out a typology of English syllables: any
English syllable could be classified as a fully-stressed monosyllabic word (which may
or may not be reducible); the lexically stressed syllable of a polysyllabic word;
unstressed unreduced or unstressed reduced. Chatman then set out the combinations
of these types which could be used to realise iambic and trochaic feet. He then used

these classifications as the basis of an empirical investigation of recitations.
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Eleven commercial recordings of Shakespeare’s eighteenth sonnet were played
to a panel of listeners, who were asked to identify the stress patterns used in each line
that they heard recited. Their responses were then compared with spectrographic
analyses of the recordings to try to determine how judgements of where the beat falls
were cued, especially where the lack of a clear indication from lexical stress means

that listeners must disambiguate from other cues. His conclusions, summarised, were:

'l) Lexical stress unambiguously marks ictus, regardless of the phonetic
actuality, unless overridden by accent.

2) Pitch change is most effective in marking ictus if lexical stress is not a
definitive criterion. It functions most powerfully if it is accentual, but pitch
obtrusions which are allophonic may also signal ictus in a clear-cut fashion.
Length is less effective, although it does operate where pitch is not sufficiently
obtruded. Loudness seems least effective; it occasionally operates in the
absence of other cues, but most of the time it has little impact. Indeed, if often
actually conflicts with concurrent features without upsetting the perception of
ictus.

3) Foot-reversal may be effected where lexical stress is not definitive, but
ictus then requires a comparatively greater degree of prominence than it does in
the normal foot. The metrical set operates so strongly that a pitch change
usually needs to be accentual to reverse the foot.

4) Vowel reduction generally shows that reducible monosyllabic words are
unstressed and hence non-ictic. In very rare cases, accentual features may
promote a syllable containing a reduced vowel to ictus.

5) The difference between the pyrrhic foot and spondee is largely one of the
relative length of the syllables. The clearest instances of spondee occur where

both syllables are accented in the same way, preferably with an intervening
terminal. (pp. 182-3)

When lexical stress signals the stress pattern of the metre 'one cannot very well alter
them without distorting the language itself’; consequently feet whose pattern is fixed
in this way 'are meter-fixing'. They are used by poets to establish the metre, while 'on
the reader's side, they are the sorts of clues which most help him to ascertain the

metrical intention of a poem.' But where lexical stress does not unambiguously mark
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the metre the lines 'are not so much meter-fixing as meter-fixed. They contain feet in
which the position of ictus is wholly or in part determined by the metrical set

established by preceding sequences.' (p. 133)

2.3 Roger Fowler: rhythm as the phonology of grammar

Roger Fowler published a series of articles on rhythm and syntax in verse. Fowler felt
that it was not necessary to investigate performance of verse, or listeners’ perceptions
of it. In areview article (Fowler 1966b) on Chatman’s book he quotes Chatman’s

conclusions and comments:

‘if the book teaches us only to produce ictic analyses by committee, its ultimate

message is too limited. It does not take structural linguistics to allow us to carry
out that sort of operation... What structural metrics is well-fitted to do is explain
the differences between, say,

Pinn’d, beaten, cold, pinch’d, threatn’d and abus’d
and
Immutable, immortal, infinite
A generalizationto YV — } v=lu=]v=]u= ] is not adequate’ (p.166)
And:
“The prose rhythms of English are in fact the phonology of its grammar, and are
quite open to analysis... they need not be deduced from performance.” (p. 169,
my emphasis.)
To define prose rhythm as phonology implies that it is an invariable core from which
the accentual pattern of performance may vary but which it does not destroy. It also
implies that this core is perceptible to any reader of verse, so that it is not necessary to

investigate performance in order to discover it. As well as this, Fowler writes

elsewhere of ‘the inadequacy of a purely phonetic approach for making critical
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statements about phonetic form’ (Fowler 1966a:83). Syntax and lexis have also their

place in this ‘phonetic form’:

‘[The] metrical skeleton has to be filled out by linguistic elements - grammatical
and lexical units - which have their own expectation of phonological form...
units of grammar have their own stress patterns which... may or may not
correspond with those of the metrical matrix they are made to occupy.’
(1966a:84)
Fowler put forward a scale of the degree of mismatch between syntactic constituents
and the metrical line: broadly speaking the smaller the syntactic unit interrupted by a
line boundary the greater the sense of tension, so that for example when a phrase is
divided by a line boundary there is greater tension than when a clause is. Fowler

regarded this as a level of analysis yielding more critical insight than could the listing

of the accentual patterns of recitations.

In Fowler (1968:155-6) Fowler summarised his view of the predictability of
prose rhythm, setting out four rules for stress patterns: that polysyllabic words have
one main stress; that in connected speech content words are normally more prominent
than function words; that this rule can be overridden when special emphasis is
required; and that intonation contours are usually coterminous with 'the syntactic unit
clause... and with some types of phrase'. Of his rules he claimed: 'Little more than
this is necessary to signal the positions of ictus in a line' and 'my remarks about
"stress", "prominence", etc. have [no] necessary connection with the physical
properties of a delivery instance. If one has an adequate metrical set and
understanding of the language, one will perceive verse instance.' (p. 170) The answer
to the question posed by Fowler's title - "'What is metrical analysis?' - is that metrical

analysis is the analysis of the tension between verse design, and verse instance in
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Fowler's broader definition of 'grammatical and lexical units' and their 'expectation of
phonological form'; it is the nature and degree of this tension which determines the

verse's texture (Fowler 1971).

While it is true that stress and accentual patterns are predictable in the way that
Fowler suggests, the predictive rules that he gives are rules for what happens by
default. The patterns that actually occur may depart from these default patterns:
although content words are normally accentable, for example, they may lose their
accents in connected speech precisely as a result of being incorporated into syntactic
units (see 9.3.1). This accent loss is bound to affect the nature of the tension between
speech rhythm and metre when verse is read, but is not readily predictable simply
from the nature of the words used. Amongst the questions that Fowler believes
metrical analysis should answer is: 'When a practised reader of poetry reads a poem
silently or listens to an oral reading, what is the nature of his experience?' (1968:142)
But silent readings and oral performances are likely to contain accentual patterns
(heard or imagined) which vary from the predictable default patterns, and these will
affect the reader's or listener's experience. Indeed the prosodic patterns a reader uses
are a guide to the nature of the experience. To 'reads a poem silently' and 'listens to an
oral reading' we can add 'makes an oral reading': the correspondence between metre
and syntax and its contribution to poems' style are, as Fowler suggests, more fruitful
areas of study than is ‘producing ictic analyses by committee’, but the empirical
investigation of poetic performance is still a necessary technique if readers' experience

of that style is to be properly documented.
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Chapter 3

Rhythmic variation and metricality

The idea of tension between speech rhythm and metre has had various developments.
This chapter deals with two approaches to the study of verse rhythm which have been
concerned with the limits of metricality; with answering the question, how far may the
rhythm of a particular line differ from the abstract metrical pattern before it ceases to
an instantiation of that pattern? Generative metrics, which I deal with first, has
attempted to devise rules that specify what constitutes a metrical line. Derek
Attridge’s rather different approach does this too, but is also concerned with the
reader’s experience of the tension between regularity and irregularity as rhythmic

variation takes place.

3.1 Generative metrics

Generative metrical theories began to be developed during the second half of the
1960’s, and dominated the study of verse rhythm throughout the 1970’s. Although in
recent years other approaches have broken this dominance, attempts are still being

made to devise improved generative theories (e.g. Hansen 1994).

The purpose of generative theories of metre is to devise a set of rules which
‘define the limits of metricality’ (Attridge 1995:219), whether in general for a
particular metre, or for particular poets’ handling of that metre. The aim is to be able

to specify of a given line whether it is metrical or not; to generate all and only the
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metrical lines. They attempt to identify what constraints on metricality poets work
with, in particular patterns of phrase accents identified with syntactic patterns.
Various models have been devised over the years, and each has been claimed as an

improvement on its predecessors.

3.1.1 Halle and Keyser

Generative metrics began with the theories of Halle and Keyser (Halle and Keyser
1966, 1981) who put forward a theory of the iambic pentameter. They followed
previous approaches in holding that metre is an abstract pattern against which the
stress pattern of actual lines may vary; they devised correspondence rules, which
specify what variations are permitted. In the most refined form of their theory (1981)
the abstract pattern for iambic pentameter consists of a series of alternating weak and

strong metrical positions, thus:

(W)swswswsws(x)(X)

where the bracketed items are optional, and where the x positions may only be
occupied by an unstressed syllable (these are the positions realised by feminine
endings, where used). The first correspondence rule states that each position is
occupied by a single syllable, or more than one in contexts where elision is permitted.

Then comes the crucial correspondence rule, which specifies allowable deviations and

reads as follows:
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‘Definition: When a stressed syllable is located between two unstressed
syllables in the same syntactic constituent within a line of verse, this syllable is
called a stress maximum.

‘stressed syllables occur in s positions and in all s positions;

or
stressed syllables occur only in s positions, but not necessarily in all s positions;

or
stress maxima occur only in s positions, but not necessarily in all s positions.’
(Halle and Keyser 1981:211-212)

Of these alternatives, the first is satisfied by the first line of Gray’s Elegy:

/ / / ;o s
The curfew tolls the knell of parting day
W s W S W S5 W w g

On the other hand, in:

/ / / /
And leaves the world to darkness and to me
w S wW 5§ w5 w 5§ wg

‘the fourth s violates the first but not the second alternative’, while in the opening line

of Donne’s sonnet:

/ /S /
Batter my heart, three-person’d God, for you
 sm——

w S w § w § w s w_s

‘the first s violates the first alternative... but not the second, and the first and third w
violate the second alternative, but are allowed by the third alternative (p. 213).
However, in Keats’s:

/ / /

/
w many bards gild the lagses of time
w s W S

N

W s Ws WS
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‘[the] line is unmetrical since it contains a stress maximum in the fourth w position’
(p- 214). Halle and Keyser go to some length to provide a special explanation as to

why Keats should have used a line which they regard as unmetrical.

The ordering of the alternatives in this correspondence rule is deliberately
designed so that each successive alternative admits of more complex lines than its
predecessor; as Halle and Keyser point out (p. 214), poets differ in the complexity of
the lines they habitually use. Much of generative metrics has attempted to specify
minutely the limits of particular poets’ complexity, and the differences between poets

in this respect.

3.1.2 Kiparsky

Kiparsky (1977) uses a different model and notation. For him, as for Halle and
Keyser, in referring to the abstract metrical pattern ‘We refer to odd positions in
iambic verse as W(eak) and to even positions as S(trong) (1977:191). The linguistic
stress patterns of actual lines are represented by trees ‘where each nonterminal node
immediately dominates an S (for Strong) and W (for Weak)... Each syllable
corresponds to a terminal node and each linguistic constituent corresponds to a node.
Primary stress is then located on the syllable with an S that is dominated only by Ss
all the way up the tree’ (p. 193). A line of iambic pentameter can be represented as
having an abstract tree pattern W S W S W S W S W S. A separate tree diagram
represents the linguistic stress pattern; the two trees can be compared for mismatches

between them. In the following line we have a perfect match:
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ws ws wsws w s stres patern
Of hand, of foot, of lip, of eye, of brow
w s Ws§s wg w S

w s wet rical Pat}—ex/m

(Shakespeare: Sonnet 106)

Kiparsky aims to write rules specifying which mismatches are permissible in a
metrical line, and which are not, and ‘to characterize the complexity of a metrical line
in terms of the mismatches in it’ (p. 194). For example in Shakespeare’s verse an S
terminal node does not occur in a metrical W position if the S is a ‘lexical stress’; by
‘lexical stress’ Kiparsky means the lexically stressed syllable of a polysyllabic word.

Other mismatches, however, are permissible. For example the mismatch

S

S
/ A\
w s W
not appeareth
w s w§
vV

which is used by Wyatt, would not have been used by Shakespeare, because ‘the
lexical S of the penultimate syllable corresponds to a metrical W’ (p. 195), while a

mismatch such as

VAN
S w
dreamt of
w S

NV
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where the stress on dreamt is not lexical in Kiparsky’s definition, could be and indeed
is used by Shakespeare. Mismatches such as these, where a linguistic S occurs in a
metrical W position, or vice versa, Kiparsky calls labelling mismatches. But there are

also bracketing mismatches, for example:

AN N

Wswisw § W
The lion dying thrusteth
W SWs5 W g
AR %

where, although the correspondence of W and S nodes is identical between the two

levels, they are grouped differently by the trees (p. 196).

It is at the level of the bracketing mismatch that Kiparsky demonstrates a
difference in the metrical practice of Shakespeare and Milton. In lines of Milton’s

such as:

Beyond all past example and future
Through the infinite host, nor less for that

And Tiresias and Phineus prophets old

a lexical S occurs in metrical W position - the very licence Shakespeare does not
permit himself - in the stressed syllables of the italicised words. (Although Milton’s
use of this licence may come from the use of stress patterns based on Latin, for
example stressing the second syllable of future.) Kiparsky shows that the use of this

labelling mismatch is constrained by the fact that it never co-occurs with a bracketing

mismatch:
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A AN /A

G w ®Ow w w® w

fut ure in fi nite Ti re sias
w g ws w S W §
NV vV v\

‘the offending lexical S (circled) always corresponds to a lexical W in the same
metrical foot’ (p. 202). Kiparsky goes on to show that several other poets, including
Donne, Wyatt and Hopkins, also allow such labelling mismatches under this
constraint, and argues that most English poets also impose the same constraint on

their use of non-lexical Ss in metrical W position.

3.1.3 Hayes and metrical grids

More recently Hayes (1983) has put forward a metrical model based on metrical grids,
claiming that this gives a more elegant representation of mismatches than do tree
diagrams. The metrical grid is a means of representing rhythmic patterns in speech,
associated particularly with metrical phonology. The grid consists of a series of
columns, of various heights, composed of numbers of marks, usually Xs or dots. The
relative prominence of a syllable in a rhythmic patterns is shown by the number of
marks the column above it contains. At the lowest level every syllable is given a
mark. At the level immediately above that all normally accentable syllables
(essentially monosyllabic content words and the stressed syllables of polysyllabic
words) are given an additional mark. Above that further marks are added as necessary
‘so that the strongest syllable of every strong metrical constituent has more marks

than the strongest syllable of its weak sister’ (Hayes 1983:366). Hayes modifies this
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system to the extent that he abolishes the lowest, syllabic, level then at the next level
up distinguishes unstressed syllables by marking them with a dot rather than an X; all

syllables which have Xs at all are then referred to a grid marked (p. 368).

We can therefore represent the abstract grid for iambic pentameter as:

XX XXX
The grids for actual lines will match this to a greater or lesser degree. Hayes calls the
rules which specify permissible mismatches metrical filters, and notes that ‘The other
central notion in this system will be the assignment of domains to metrical filters: the
filters may only analyze material lying within a specified domain, such as the word or

the phonological phrase’ (p. 376).

With these tools he is able to represent Milton’s constraint on the placing of
stresses in metrically weak positions, which Kiparsky models as an avoidance of
bracketing mismatches in such contexts, as being that for Milton such a stress cannot

be a grid peak occurring finally in a phonological phrase. Thus

X

. . x X
[Resembling strong youth] in his middle age
X X - X X X

could not be metrical for Milton because youth is in a metrically weak position, is a
peak (it has one more X than its neighbour strong) and is the last syllable in the phrase
indicated by the square brackets. (Kiparsky would say that this is unmetrical for

Milton because strong youth is a node in the tree that cuts across the metrical feet.)

On the other hand:
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X

[On a Sunbeam], swift as a shooting Star
. x . X . X . X . X

and

X
- X X
[And his Son Herod] plac’d on Judah’s Throne

X+ X x - X- x
are metrical for Milton because the peaks, Sun- and Son, though in a metrically weak

position, are not phrase-final.

Shakespeare, on the other hand, prohibits phrase-final peaks only if the
preceding syllable is not grid-marked. Thus for Shakespeare the first of the three

examples given above is metrical because strong, which precedes the peak on youth

does have one X (p. 377).

In Hayes (1989) Hayes takes further the idea that metrical filters are the
property of prosodic domains, claiming that ‘metrical rules never refer to syntactic
bracketing, only to prosodic bracketing. In other words, syntax has effects in metrics
only insofar as it determines the phrasings of the Prosodic Hierarchy’ (1989:224).
The prosodic hierarchy is the hierarchy of prosodic grouping used in metrical

phonology (e.g. Nespor and Vogel 1986) which he employs at length in an analysis of
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Hiawatha before claiming finally that the same general principles apply mutatis

mutandis to all English verse.

3.1.4 Problems with generative metrics

There are a number of flaws both in the general approach and in the detail of
generative metrics. In the first place some of the rules are simply wrong, generating
some unmetrical lines and forbidding some metrical ones, as Attridge (1982) points

out at length. For example of the Keats line

How many bards gild the lapses of time

which Halle and Keyser regard as unmetrical, Attridge says that ‘though exhibiting a
high degree of deviation from the metrical norm, [it] is recognisable as an iambic
pentameter - that is to say, it has five clear beats, and the omission of the unstressed
syllable after “bards” is made good in “lapses of”” (p. 42). And when unmetrical lines
are unwittingly admitted by generative models it is, Attridge suggests, because ‘it is
not difficult to devise a rule which will account for every line in a given metre... ; it
only becomes a meaningful rule if it distinguishes between the lines that occur and

those that do not occur’ (p. 50).

As well as this, as Attridge also points out, the metrical models put forward by
the generative metrists may have an abstract elegance about them, but their
elaboration is rather far removed from the reader’s experience of the primitive pulse

of rhythm, which even in highly literary verse is never far away:
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‘One of the unsatisfying features of the generative approach is that... it has lost
touch with the material out of which verse is fashioned: the sounds of the
language moving rhythmically through time...generative theories operate at a
much higher level of abstraction; the criterion by which rules are judged is that
they generate the correct sequence of syllables, in as economical a manner as
possible, but not necessarily that they embody the rhythmic perceptions of the
reader or hearer.” (p. 53)

A consequence of this not noticed by Attridge is that the claims made for the
various generative models are in part disputes about different systems of notation and
their properties, although the authors of the theories do not seem to be fully aware of
this. There is a clear resemblance between the phenomena examined by the various
theories: essentially they are all concerned with the circumstances in which stresses
can be juxtaposed in an iambic line. Yet Hayes (1983), for example spends some
pages arguing that metrical grids are necessary for the modelling of metre (e.g. p.371)

as if this were a matter of the actual basis of prosody. Disputes of this kind seem at

best a diversion from the investigation of verse rhythm itself.

A more fundamental problem is with the very nature of the generative
enterprise. Inadequate metrical rules can be corrected: both Halle and Keyser and
Kiparsky have produced updated versions of their earlier theories, while new theories
have often in part constituted attempts to tighten up other authors’ theories. But
Gilbert Youmans (Youmans 1983, 1986, 1989) has questioned the validity of trying to

define absolutely the boundaries of metricality. He observes that:

‘Any formally rigorous theory of meter is bound to identify a certain residue of
verse lines as exceptions. Consequently, metrists in every camp have been able
to cite numerous counter-examples to rules proposed by their opponents, while
equally numerous violations of their own rules are dismissed as random

exceptions.” (1983:67)
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The solution he suggests to this problem is as follows:

‘the boundary between metrical and unmetrical lines is “fuzzy” rather than
exact. If so, then the goal of metrics should be to formulate a suitable definition
of “degrees of metricality”, rather than an arbitrary distinction between metrical
and unmetrical lines. Metrics need not concern itself overmuch, then, with
peripheral exceptions.” (1983:91)
Youmans observes that ‘Most of the disagreements among metrists disappear once
iambic pentameter is treated as a fuzzy set’ (1986:401), and in an extended analysis of
Milton’s metre (Youmans 1989) argues for the establishment of metrical prototypes,
which ‘need have no exact counterparts in actual verse [but] are the yardsticks by
which metricality is measured’ (p. 346). He shows that degrees of metricality can be
established statistically by measuring the degree of actual lines’ deviation from the
prototype; the same approach can be used to establish lines’ complexity. The
determinants of complexity Youmans, suggests, extend beyond mismatches between
the abstract pattern and the stress pattern of a line, and take into account factors such
as the positioning of caesurae. Metrical rules, he suggests, (p. 345-6) should be
regarded not as categorical but as statistically normative. He believes that 'some lines
(like Gascoigne's) are more clearly iambic than others (like Donne's), and some lines
are clearly not iambic, but the borderline is hard to draw' (1986:400). There is, then a
distinction between metrical and unmetrical lines even if we cannot say exactly where
the set of metrical lines ends and that of unmetrical lines begins. On this view poets
presumably compose metrical lines by keeping within a, to them, acceptable distance

of the prototype; individual differences as to what is an acceptable distance account

for differences between poets' metrical styles.
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A consequence of this for the present work is that, if categorical rules for
metricality are not possible then in a sense metricality can look after itself. We know
the principles on which readers of verse sense a rhythmic pulse in even a complex line
and some of the ways in which they may come to regard a line as unmetrical; but it is
not necessary to define this ability absolutely: the boundaries of metricality may be
the better for being left indeterminate, and ambiguity sometimes admitted. If we do

this we can turn to the study of other aspects of verse rhythm than metre.

Freeman (1968) used the Halle and Keyser theory to define the differences
between the metrical styles of different poets: this is a more fruitful use for generative
theory than defining the precise limits of metricality, probably the best use it can be
put to, although it is not necessary to be a generative metrist to do it (for example
Chatman (1967) does a similar job). Yet generative metrics has dealt with
mismatches between speech rhythm and metre at the most basic level, that of word
stress: in this it did not advance beyond ‘prose rhythm and metre’ analyses. We
should perhaps accept that analysis at this level has gone far enough, and that we
should now move beyond it to investigate how readers map prosodic patterns onto
verse structure as they read; the rhythms they actually use. Standop (1975:75) in his

critique of the Halle and Keyser theory ends by making a similar suggestion:

‘It is right that the realization (the reading or recitation) of verse should be kept
distinct from its metrical description. On the other hand, verse ought at the
same time also to be understood as an auditory entity, since it is composed (at
least most of it) with realization in mind. It is therefore necessary not to lose
sight of possible realizations as the background, so to speak, of metrical
analysis; and wherever it is expedient, appropriate descriptive techniques must
be available which take possible realizations into account. It is not clear how
this could be accomplished within a generative model.’
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3.2 Derek Attridge and rhythmic experience

Derek Attndge's approach to the analysis of verse rhythm (Attridge 1982, 1995)
represents probably the most refined and subtle model of verse rhythm of those which
confine themselves to the rhythmic patterns which are properties of the text, to the
tension between verse design and verse instance (see 2.2.2). Attridge combines the
aims of the structural and generative approaches. He is concerned, that is to say, with
the tension between metrical set and speech rhythm, and the reader’s experience of
that tension, and at the same time aims to formulate a set of rules which will account
for the fact that some conjunctions of metre and speech-rhythm are permissible while
others are not. He asks: what is it in our ability to perceive rhythm which stipulates

what is permissible?

Attridge sees poetic rhythm - like other kinds of rhythm - as a series of
alternating strong and weak pulses: beats and offbeats. Beats are organised into

fundamental rhythmic patterns which underlie all English metrical verse:

‘Rhythmic pulses in verse (and in music) tend to fall into groups, each of which
the mind perceives as a whole, with a beginning and an end; we can call such a
group an underlying rhythm.” (Attridge 1982:80-1)
The two underlying rhythms of English verse consist respectively of four- and five-
beat groups. Attridge’s theory, then, encompasses i) the degrees of tension that exist
between metre and rhythm when the binary pattern of beats and offbeats is realised by

the more variable patterns of stress and accent in the words used by poets; and 1i) the

ways in which the stressed and unstressed syllables of the language can permissibly
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be arranged such that the reader can perceive the pulse of beats and offbeats - what are

the limits of metricality?

The most straightforward way in which stressed and unstressed syllables can
manifest beats and offbeats is for all beats to be realised by stressed syllables and all
offbeats by unstressed syllables. Stressed syllables (by which Attridge means
syllables of the kind that Fowler regards as normally accented - see 2.3) are after all
produced with higher concentrations of acoustic energy compared with unstressed
ones; stressed and unstressed syllables are therefore naturally perceivable as the strong
and weak pulses of a rhythmic pattern. Attridge accounts for this essential fact by

means of two base rules:

Beat rule

A stressed syllable may realise a beat

Offbeat rule

One or two unstressed syllables may realise an offbeat

For example in the iambic line:

Beshrew that heart that makes my heart to groan
(Shakespeare: Sonnet 133)
every beat is realised by a single stressed syllable, and every offbeat is realised by a

single unstressed syllable (single offbeats). In:

Answer the question I’ve put you so oft:
What do you mean by your mountainous fugues?

(Browning: Master Hugues of Saxe-Gotha)
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every beat is realised by a stressed syllable and every offbeat is realised by two
unstressed syllables (double offbeats). Verse in which the offbeats are normally
realised by one unstressed syllable (the traditional iambic and trochaic metres)
Attridge calls duple verse and verse in which the offbeats are normally realised by two

unstressed syllables he calls triple verse.

But the nature of language is such that a straightforward correspondence
between the strong pulses of the underlying rhythm and the prominent syllables of the
language cannot be kept up for long; it is rare to find a strict alternation between
prominent and non-prominent syllables persisting for any length of time in any
speech. Poets in any case value the rhythmic variety which departing from the base
rules brings: it allows them to avoid monotony and to display virtuosity in fitting
complex rhythmic patterns in the language to a simple underlying pattern without

destroying that underlying pattern.

Attridge therefore employs a number of deviation rules which specify what
deviations from the base rules are possible. The first of these deviations Attridge calls
promotion. This occurs when an unstressed syllable realises a beat, which it may do

when it occurs between two other unstressed syllables, for example of in:

Than, issuing forth, the rival of his beams

(Pope: The rape of the lock, 11, line 3)
Because our mind-set for the iambic metre leads us to expect alternation between beat
and offbeat, the middle one of the three successive unstressed syllables here can

realise a beat even if it is wholly unprominent since in the context it is the best
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available syllable to realise the beat we expect. Promotion can also take place when
an unstressed syllable occurs at the beginning or end of a line if the set predicts a beat

there, as in the final syllable of this iambic line:

But take our greatness with our violence

(Yeats: Meditations in time of civil war: Ancestral houses)

Just as an unstressed syllable can realise a beat, a stressed syllable can realise an
offbeat if the metrical set requires an offbeat in context. This phenomenon Attridge
calls demotion. And just as the context for promotion is that an unstressed syllable
occur between two other unstressed syllables, so the context for demotion is that a

stressed syllable occur between two other stressed syllables:

The cheek grown thin, the brown hair sprent with grey

(Matthew Arnold: Thyrsis)
hair realises an offbeat because it occurs between two other stressed syllables which
realise beats, and our expectation of iambic metre is that beats and offbeats alternate.
Demotion can also occur where a stressed syllable occurs at the beginning of a line
and next to another stressed syllable that realises a beat, if the metre normally has an

offbeat at the beginning of the line, as iambic metre does:

Old clothes upon old sticks to scare a bird
(Yeats: Among school children)

(According to Attridge (1982:169) demotion, unlike promotion, cannot occur at line-

ends.)
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The effect of both promotion and demotion is momentarily to speed up or slow down,
respectively, the thythm. This frustrates our expectation that the rhythm will be
regular, and so causes some tension between the language used and the underlying

rhythm.

Even with the help of the promotion and demotion rules it is difficult to
maintain for very long a progression of syllables which alternately realise beat and
oftbeat. Attridge therefore allows for an offbeat to be implied between two
juxtaposed stressed syllables realising beats, as for example between the underlined

syllables in:

Thou knowest the walls, altar and hour of night

(Gerard Manley Hopkins: The wreck of the Deutschland)

As well as the metrical rules, Attridge includes in his theory the concept of
conditions. These are constraints on the circumstances in which rules may operate,
and are usually imposed in accentual-syllabic verse in order to maintain the correct
number of syllables in each line, where the unrestrained operation of some rules
would allow syllables to be added indiscriminately. For example using a double
offbeat (as the second base rule allows) adds a syllable to the line as compared with
using a single offbeat; if, therefore, the second base rule were freely applied to all
verse types it would for example allow lines of iambic pentameter to have their
syllable counts unacceptably increased to 15, and the metrical set of iambic verse as a
form of duple verse destroyed. On the other hand, using an implied offbeat rather

than a single offbeat subtracts a syllable from a line.
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But if a double offbeat and an implied offbeat are both employed in the same
line of duple verse their combined effect on the line’s syllable count is zero: the
double offbeat adds .a syllable and the implied offbeat subtracts one; they cancel out.
Hence Attridge imposes a condition on the occurrence of double offbeats and implied
offbeats in duple accentual-syllabic verse, namely that an implied offbeat can only
occur if a double offbeat also occurs in the same line. In most cases the reverse is also
true. These are as it were two halves of one condition, which Attridge calls the
pairing condition. When the pairing condition is being observed the double offbeat

and implied offbeat can occur in either order. For example, with double offbeat first:

Nor need I tallies thy dear love to score

(Shakespeare: Sonnet 122)

And with the implied offbeat first:

In setting up my brass plate as a critic

(W. H. Auden: Letter to Lord Byron)
Pairing challenges directly the principle that beat and offbeat alternate, since the
pattern of linguistic prominences used - two juxtaposed unstressed syllables and two
juxtaposed stressed syllables - runs counter to the rhythmic principle of alternation
between strong and weak pulses; the linguistic surface is more than usually far
removed from the underlying rhythm. This, then, is the deviation that causes the most
tension. But although the linguistic prominences are out of the usual order for the

metre, lines such as these - because they contain five stressed syllables - still satisfy
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‘the reader’s demand for five rhythmic peaks’ (Attridge 1982:54) which is the essence

of all verse having a five-beat underlying rhythm.

There 1s one other condition in iambic verse besides the pairing condition under
which a double offbeat can occur: this is in the context which Attridge calls initial
inversion, and 1s familiarly known in traditional metrics as a reversed first foot. What
happens in such a case is that the usual beginning of an iambic line, offbeat, beat is

replaced by the reverse, beat, offbeat as in the first two syllables of:

Slattern the tenements on sombre hills,

(W. H. Auden: Letter to Lord Byron)
When this happens, because the first unstressed syllable is immediately next to
another the first offbeat is inevitably double; but since all that has happened is that the
normal ordering of the first two syllables has been reversed the line’s syllable count is
not affected by this deviation, and the double offbeat does not need an associated
implied offbeat; the pairing condition does not apply when the initial inversion

condition does.

The more deviation rules that are used in a given piece or passage of verse the
more complex we can say that its rhythm is; and, depending on the general metrical
set for the rhythm of a particular poem or that of the verse of a particular poet, the
greater the tension that is manifested in it. This, however, depends on our
expectations: other things being equal complex verse has a greater tension than simple
verse. But if a poet usually writes complex verse, freely using many deviation rules,

then we become habituated to the complexity - it is part of our metrical set for that
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poet - and see it as a freedom from constraint; whereas it is the sense of constraint
imposed by the underlying rhythm despite complexity which in such a case gives rise
to a sense of tension. In the verse of poets who are habitually complex it may be an

unwonted simplicity which gives rise to tension by its unexpectedness.

Attridge, as we have seen, gives specific rules for the contexts in which the
phenomena he identifies occur; these rules state the limits of metricality, not only
where the phenomena do occur but where they may: ‘A poet writing in regular verse
organises the syllables of the language in such a way as to bring them within reach of
one of the underlying rhythms that readers are predisposed to perceive’ (1982:147).
The rules specify how close to the underlying rhythm the arrangement of syllables
needs to be, or conversely how far away they can legitimately stray. On the other
hand ‘An abstract system of rules that predicts what collocations of syllables will be
regarded as metrical without relating these patterns to the rhythms that readers
perceive has very little meaning’ (p. 151); and Attridge argues early in the book that
generative metrical theories, with their search for minutely specific rules, have made

this mistake.

Attridge says that ‘The metrical set of a poem can of course be momentarily
challenged by an exceptional line’ (p.154). He does not, in other words, believe that
metricality has strict boundaries. In discussing examples he will sometimes recognise
that a rule has been momentarily relaxed, or that the metrical status of a syllable is not

only unclear but is better left so.
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Attridge’s work will be referred to again in this thesis because its analysis and
terminology provides an exceptionally useful shorthand for referring to the various
kinds of interaction between metre and speech rhythm. I use it, however, as a
foundation for investigating how these are negotiated in recitation, how the varieties
of tension Attridge identifies are brought out in speech, or resolved in favour of one

pole or the other.
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Chapter 4

Rhythmic phrasing

Besides the analysts who have studied the relationship between prose rhythm and
metre there is another, less abundant, tradition in the study of verse prosody which has
concentrated on what may generally be called pArasing that is, the ways in which
syntactic and other constituents fit into the matrix of metre and verse form, and
counterpoint them. Some work on verse intonation and syntax is in this tradition,
(e.g. Mitchell 1970, Muka‘r'ovsk}// 1933), as is Fowler’s (1966a:84) examination of
grammatical units and ‘the metrical matrix they are made to occupy’ (see 2.3). This
chapter looks in particular, however, at the work of John Sinclair on arrest-release and

extension structures, and the more recent and exhaustive work of Richard Cureton.

4.1 John Sinclair: arrest-release and extension structures

John Sinclair (Sinclair 1966, 1972) identified two kinds of construction, the arrest-
release structure and the extension structure, which are particularly associated with
enjambment in poetry. A line is run on when a line boundary does not coincide with
the end of a major syntactic constituent, so that the syntactic constituent is cut in two
by the line boundary and carries on into the following line. As Leech (1969:123)
observes, 'congruity is treated as the normal. and enjambment as the marked, or
abnormal, state of affairs. Enjambment is therefore like metrical variation in setting
up a tension between the expected pattern and the pattern actually occurring.' The

difference between arrest-release and extension structures is a difference in the way
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that that tension is manifested; the difference lies in the answer to the question: when
we reach the line boundary have we a construction which appears syntactically

complete?

In an arrest-release structure we have not: the line ends at a point where we still
clearly need more material to complete the syntactic constituent. The line boundary is
therefore said to arrest the construction, and the arrival of the completive material in

the following line to release it. For example in

In the failing light, the old grandmother
sits in the kitchen with the child

(Elizabeth Bishop: Sestina)
by the end of the first line the clause is clearly not complete: the line ends with a noun
phrase, the old grandmother, which appears to be the subject of the clause, and we
therefore await the predicate; release comes when the predicate duly follows in the
next line. It is this sense of expectation - that the line is complete but the syntactic
constituent clearly is not - that causes tension in an arrest-release structure: we

demand completion; the delay of the line boundary seems out of place.

In an extension structure the construction does appear complete at the line
boundary: the material we have when we get to the boundary could stand alone as a

complete construction. But more material follows in the next line: we learn that what

appeared complete was not. For example in
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As he left, the upstairs apartment entered

With some slices of chocolate angel food cake

To make herself acquainted.

(Josephine Miles: Moving in)
by the end of the second line we appear to have a complete clause. It is only when we
reach the third line that we find that there was more postmodification to come, and
that we have a case of enjambment. In an extension structure the tension is caused by

the surprise which comes after the line boundary at finding that syntax and the line

were not congruent after all.

Complex effects can be produced when two or more such structures, whether of

the same or different types, are embedded:

I envy not only their talents

And fertile lack of balance

But the appearance of choice

In their sad and fatal voice.

(Roy Fuller: War poet)
At the end of the first line there is an arrest, because not only sets up an expectation of
a But... component to follow. Yet it does not follow immediately: their talents is
supplemented by a second object of envy, And fertile lack of balance. The second line

therefore surprises us with an extension, and release of the arrest does not take place

until the third line.

Sinclair himself observes (1972:260) that arrest-release and extension structures
occur throughout language; they are not confined to literary texts, let alone to poetic
line boundaries. The significance of this for the present study is that in speech a

prosodic boundary constitutes a momentary halt when an arrest can take place, or a
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constituent seem complete but be extended following the boundary. Hence when
verse 1s recited an arrest-release or extension structure is perceptible every time a
prosodic boundary takes place, whether or not it does so at a line boundary. A reciter
may indeed make a prosodic boundary deliberately in order to foreground an arrest-
release or extension. The notions of arrest-release and extension will therefore be
referred to during the discussion of the prosody of our corpus of recitations, and in

particular in the discussion of the relations between pitch patterns in chapters 16-18.

4.2 Richard Cureton

4.2.1 Cureton's model of verse rhythm

Richard Cureton (e.g. Cureton 1985, 1986, 1992, 1993, 1994), has devised a theory of
poetic rhythm which draws on the work in music theory of Cooper and Meyer (1960)
and Lerdahl and Jackendoff (1983). Cureton claims to have advanced from all
previous work on verse rhythm, and to have created a thoroughgoing system for its
analysis: ‘A rigorously hierarchical theory of thythm’ (Cureton 1994:119). His
purpose is to show that we perceive rhythm at all levels of structure in verse: not
merely in stress and accent patterns but in intonation, syntax and rhetorical schemes.
In his system there are three components of rhythmic organisation, metre, grouping
and prolongation. Metre is the invariant rhythmical pulse underlying the verse.
Grouping is a more variable segmentation of the text, which cuts across metre; this is
where stress and accent patterns, intonation, syntax and rhetorical and semantic
organisation are incorporated into rhythm. Prolongation focuses on similar structures

to grouping, but from the point of view of the ways we anticipate as we read, of how
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our expectations are satisfied or frustrated, and of our sense that at any time a
structure is being further elaborated - as it were a tensing movement - or is moving

towards completion - a relaxing movement.

Much of this was examined before Cureton, for example grouping was looked at
by those scholars cited above who treated syntax and intonation, while Sinclair's work
essentially concerned prolongation, as did the work - acknowledgedly drawn on by
Cureton - of Smith (1968) on poetic closure. Yet Attridge (1995:xiii) could describe
rhythmic phrasing as a 'little-explored realm' and ‘this young branch of prosodic
study’ and Kuper (1996:1) could say that the relationship between metre and phrasing
was ‘relatively unexplored’. That claims like this are made implies that Cureton’s
work is a substantial advance. One probable reason for its apparent novelty is the
longstanding predominance in the study of verse rhythm of generative metrics, with
its concentration on the limits of metricality; older work which looked at other aspects
of the subject is likely to have been somewhat eclipsed by this. But another reason for
the impression Cureton has made is undoubtedly the extent of his analysis: his
exhaustive organisation of rhythmic structures into hierarchies, his use of a unified
notation and his examination of levels of organisation such as rhetorical structure
which have not previously been thought of as rhythmic - besides this, earlier

examinations of the role of phrasing in verse structure seem tentative and partial.

The basic idea of the rhythmic hierarchy is that the verse text is partitioned into
rhythmic phrases of various sizes and descriptions, each type of constituent being
assigned to a level in the hierarchy. Constituents at a given level are composed of one

or more constituents at the next level down. At the highest level the entire text
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constitutes a group. Apart from its hierarchical structure the other main aspect of
grouping is what Cureton calls relative prominence. In any group which has two or
more constituents, one (and only one) of those constituents will by definition be
perceived as strong, as compared with the others. For example an accented syllable is
strong compared to an unaccented one; the nucleus of a tone group is strong compared
with the rest of the tone group (see 8.1); a clause containing new information will be
stronger - richer in information - than one containing given information. This notion
allows Cureton to claim that the diverse aspects of linguistic structure he includes in
his model of grouping do, as it were, the same kind of thing in creating in readers’
minds effects of alternating strong and weak constituents at the various levels of
organisation, and Cureton labels every constituent of the grouping hierarchy as either
strong or weak. For Cureton rhythm as such is not linguistic: the linguistic structures

of a text give rise in the reader to cognitive rhythmic ones.

Prolongation uses the same hierarchy and constituents as does grouping, but has
its own system of annotation. In the prolongational hierarchy there are three types of
constituent: anticipations, arrivals and extensions. An anticipation is a constituent
which sets up an expectation of some constituent to follow; for example an initial
adverbial clause leads us to expect that a matrix clause (defined by Quirk, et al.
(1985:991) as 'the superordinate clause minus its subordinate clause') will follow. An
arrival is a constituent that completes a larger constituent already begun; for example
in a Petrarchan sonnet the sestet completes the poem which the octave begins. An
extension is a constituent which moves away from an arrival and further elaborates it,

for example a relative clause following a head noun.
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It is, according to Cureton, the fact that it possesses grouping and prolongation
that accounts for the fact that free verse has a rhythm even though it has no metre.
And it is grouping and prolongation which in metrical verse counterpoint the invariant
pulse of the metre. The stress and accentual patterns of speech are incorporated into
grouping at the lowest levels of the hierarchy; but there is much more than this to the
counterpointing of metre. Further up the hierarchy the constituents of grouping
structure are intonation groups; further up still they are syntactic constituents; further
up again they are ‘chunks’ of information. All these types of constituent together
provide an organisation of the text; they all counterpoint the metre, setting up in the
reader’s mind systems of alternation and recurrence different from those of the metre,
and varying from it. For example in the first line of Robert Frost's Nothing gold can
stay Cureton postulates a grouping structure at the lowest levels of the hierarchy thus:

Va \ (ntonaton umits

w = ‘cal phras
w s w0 phmolag:ca phrases

W\ M\ clitie phrages
Nature's first green is gold sylfalﬂ/es

(/ \and v indicate three levels of stress in descending order; s = strong component, w

= weak component) and a prolongational structure as follows:

/ @ P A\
fa @ V\/ A\
/ \/ N\

/v 7 7/ N7/
Nature's first green is gold

(a = anticipation, r = arrival).

Both these structures exist alongside the metre and give rise to tension within and

between themselves and with the metre (adapted from Cureton 1993).
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4.2.2 Problems with Cureton's analysis

In some respects this model is an advance on previous work. It recognises that the
rhythmic organisation of verse at levels other than the metrical is a more complex and
less vaguely defined thing than previous investigators have recognised: up to now
only ‘prose rhythm’ has been investigated in detail, while work on syntax and
intonation has been suggestive but unfocused. Nonetheless Cureton’s work is heavily

flawed.

First, as Attridge (1996a) points out, it is not self-evident that the different
aspects of linguistic and rhetorical structure which are linked together in Cureton’s
hierarchies ought to be so. It is not, for example, obvious that the ‘strength’ of an
accented syllable is the same as the ‘strength’ of a relatively rich delivery of
information. As to the latter, Attridge wonders whether Cureton is really dealing with
rhythm at all, suspecting that he has in fact identified a new study of ‘phrasal
relations’ or ‘informational structuring’ ‘in spite of his wish to be read within the
tradition of prosody’ (Attridge 1996:21-2). Cureton’s reply to Attridge (Cureton
1996:33) is that rhythm is a cognitive response to the language, one which is the same

at all linguistic levels. This may be correct but is as far as I can see untested.

Another problem with Cureton’s use of rigid hierarchies is that it obscures the
foundation of the notion of informational richness: giving a constituent a simple label
of strong or weak does not explain how this judgement was arrived at; a study of

‘informational structuring’, separate from prosody as such, might. A consequence of
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this flaw is that, although readers of his verse analyses might disagree with the detail
of Cureton’s segmentation of texts into grouping and prolongational constituents, they
might well have a problem in constructing their own; because it is not clear in detail
how Cureton does this it is not clear in principle how such hierarchies should be

worked out.

But at the lower levels of the hierarchy there is a much more serious flaw. At
these levels Cureton’s groupings do purport to be prosodic. They are based on the
groupings of the prosodic hierarchy of metrical phonology (e.g. Nespor and Vogel
1986, Selkirk 1984). The main idea of this is that there is a hierarchy of prosodic
domains or groups: rules for prosodic phenomena (for example phrase accent or
vowel lengthening) apply to syntactic constituents of a given size; this is thought to
demonstrate the existence of prosodic domains co-extensive with the syntactic ones
but existing as entities in their own right. This is in itself a dubious proposition: why
should the application of a rule call into existence another entity in this way? But the
metrical phonologists also believe that speech can be exhaustively partitioned into
these prosodic domains even where the rules which are supposed to motivate their

existence do not apply. Their analysis is cluttered with unnecessary entities.

Cureton has adopted the metrical phonologists’ prosodic hierarchy for the lower
levels of his grouping hierarchy, using some of the same labels (e.g. clitic phrase,
phonological phrase). This implies that at this level in his grouping hierarchy
Cureton is dealing with prosodic domains, the groupings of speech. Yet Cureton’s
postulation of grouping structure at these levels is not based on speech. The lowest

level of grouping in Cureton's hierarchy is the clitic phrase. This consists of one
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normally accentable syllable together with those normally unaccented syllables which
immediately precede or follow it and are associated by belonging to the same word or
by being proclitic or enclitic to it. The clitic phrase, then, is what Knowles
(1987:103) refers to as the accent group; its structure can be inferred from a printed
text (see 7.2). In speech it is accent groups which combine to form tone groups; each
tone group contains one or more accent groups (Knowles 1987:122). But Cureton
assumes for verse (as do the metrical phonologists for speech) the existence of the
phonological phrase, a prosodic domain intermediate in size between the clitic phrase
and the tone group, but one for which there seems no motivation. The motivation for
assuming its existence must either be based on the text - say on syntax or rhetorical
structure - or on speech. In the former case we surely do not need the phonological
phrase as well as the constituents of syntax or blocks of information themselves: to
have both is wasteful. In the latter case it is not possible to argue for the existence of
a prosodic domain without some actual speech being examined, which Cureton does

not do. The phonological phrase is in short an unnecessary layer of the hierarchy.

The tone group is a well-recognised prosodic component of speech, although it
1s known by various names (see Cruttenden 1986:35). Being a component of speech
it is defined in auditory terms and can only be investigated by means of analysing
actual speech; but Cureton does not use this auditory base - he segments poetic texts
into assumed tone groups on the evidence of the printed text alone, an operation
which it is not logically possible to carry out, and whose results are therefore bound to
be meaningless. This sometimes leads him to postulate tone group boundaries and the
placement of nuclear accent in unlikely places, for example he assumes that the

following, from The Windhover, is a single tone group:
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Of the rolling level underneath him steady air

(Cureton 1992:353)
and asserts baldly of the same poem that 'The tone units in the centre of the text are
very short' without the authority of a spoken performance of the poem that would
allow him to make such a statement; throughout, whether his assumptions are

plausible or not, he is proceeding by guesswork.

Lerdahl and Jackendoff (1983), from whom Cureton derives many of his ideas,
analyse melodic motifs in music - essentially tone-group equivalents - from printed
texts, but this is legitimate. A musical score shows these motifs; musical notation is a
means of recording auditory pattemns in print. For Cureton to write with authority on
intonation patterns in verse he would have to have listened to some. It is the
advantage of an empirical approach such as the present one that it can allow
authoritative statements to be made about the prosody of verse at all levels, because it
employs recitations in the service of investigating this. Moreover, analysing
recitations allows us to investigate not only the extent of prosodic domains but the
shape of pitch patterns - the spoken counterpart of melody in music. An empirical

investigation of performance can use more directly the insights of music theory.

Such an investigation also has another advantage. Attridge (1996) finds
Cureton somewhat rigid in his use of strictly organised hierarchies, intolerant of
fuzziness and ambiguity. Now Cureton's model includes a set of preference rules for
grouping structure. Preference rules are intended to account for the forms that

grouping structure takes, but are not obligatory. They account for typical grouping
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structures and, by suggesting the limits of these, help us to see where, how and to
what extent less typical structures go beyond the limits. For example one grouping
preference rule is 'Prefer a group whose span coincides with a metrical projection’
(1992:265). This captures the way that we feel it normal for syntactic constituents to
be coterminous with lines of verse. Enjambment, however, is allowed, and happens
often enough; the rule captures the fact that, however frequent it is, we feel it to be the

marked case.

Now since preference rules are allowed to be broken they imply a multitude of
possible textual cues to grouping structure which may operate in practice in varying
proportions in each part of a text: the rules are observed to varying degrees, and
alternative grouping structures may be possible. The use of preference rules is an
acknowledgement of fuzziness. But in practice, Attridge claims, Cureton's attitude to
grouping segmentation 'borders on the mechanical' (Attridge 1996:26). While
Cureton reasonably replies to this that his rules and hierarchies model our primary
cognitive representation of grouping structure, and that blurred or ambiguous structure
can only be understood as blurred or ambiguous by reference to this model, he gives
little attention to ambiguity. In an empirical investigation of prosodic domains in
verse recitation we can use multiple readings of the same poem to investigate
precisely where readers disagree about groupings, and show where the text gives rise

to ambiguities of prosodic structure in readers' minds.

Cureton is over-rigid in his treatment of metre, which he regards as an
implacable duple or triple pulse regardless of the linguistic surface. It is possible for

verse to mix duple and triple metres, and as Attridge (1982: 197) has observed, 'There
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is no point at which the inclusion of one more double offbeat will switch the rhythm
from duple to triple... there is a spectrum of rhythmic types between the two
extremes'. Yet Cureton believes that Little Bo-Peep, which mixes single and double
offbeats from its very first line:

/S x x /o ox /[ ox [/
Little Bo-Peep has lost her sheep

has to be read as either purely triple or purely duple metre. As Attridge observes
Attridge (1996b:53), if Cureton allowed mixed metres this would avoid the waste of

having to provide - as he does - entire alternative scansions.

Cureton also postulates a hierarchy of 'strength' in metrical beating, based
apparently on the length of the metrical projection that a beat initiates: a beat at the
beginning of a line, for example, is marked as stronger than the other beats in that
line, and those at the beginnings of couplets or quatrains or stanzas as stronger still
(this hierarchy is plotted by means of a metrical grid). This is not a traditional
component of metrical analysis - this additional ‘strength’ does not seem to be
intuitively part of the metrical pulse we perceive - but Cureton offers no evidence for
it. He may have borrowed too much from Lerdahl and Jackendoff, who postulate a
metrical hierarchy for music. But in music it is intuitively present. For example the
first beat in any bar is acknowledged to be the strong beat, while in compound time
the time signature may indicate one level of beating (for example 6/8 indicates a
quaver beat) but a conductor beat another (6/8 is, except in very slow tempos,
normally beaten as a duple, dotted crotchet pulse). In any case Lerdahl and

Jackendoff recognise that even in music high-level beating is 'a relatively local
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phenomenon' (1983:27) that is, distinctions of beating strength cannot be made above
a few levels, perhaps three or four, organised over stretches of a couple of bars at a
time. Yet Cureton postulates seven levels of beating operating throughout a sonnet

(see Cureton 1994).

The present work is in great part, like Cureton's, an investigation of prosodic
grouping. This is a fertile area for investigation: most analysts of verse rhythm have
not gone beyond word-stress patterns in looking for the prosodic features that
counterpoint metre. But it is a task that demands empirical investigation of spoken

verse - this I provide.
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Chapter 5
Investigative method,

and presuppositions of the analysis

[ now turn to the principles on which the experimental work reported in subsequent
sections was carried out. In this chapter I first discuss the use of a relational database
in this work. I then turn to three matters which have informed and shaped the
investigation: first, the influence of prototype theory on my approach to
categorisation; second, my belief that, in adopting a new approach to the classification
of prosodic groupings, I am not so much producing a ‘truer’ model as a set of working
assumptions better suited to the prosody of verse recitation than previous ones have
been; and third, that this, being the initial use of a new approach, is more of a
qualitative than a quantitative investigation, done to establish the patterns that exist

before more sophisticated work on their occurrence can be done.

5.1 The use of a relational database in the investigation of verse prosody

The form this research has taken has been heavily influenced by the use of a relational
database to store and investigate the data. Here I outline the nature of a relational
database, and the advantages it gives over previous methods of investigation. More
information on the theory of data structure, data analysis and database design can be
found in handbooks such as Bull (1990) and Howe (1989). The detailed construction

of the database used is shown in the appendix.

69



5.1.1 The relational database

A computer database is simply a means of storing data and retrieving it in a
convenient form. The data are stored in tables; each entity to be stored is given a
record, and each record 1is organised into a number of fields, each field containing one
attribute of the entity. For example in a library catalogue a record is given for each
book, periodical etc.; each record has fields for author, title, publisher, publication
date, classification mark and so on (Rowley 1987:84). In a relational database there
are a number of different tables, each one storing a particular kind of data. For
example in the database used in the present work one table stores the poetic texts
used, and any prosodic attributes, such as lexical stress patterns and metre, which are
inherent in the text itself; another table stores accentual patterns and pitch movements
made by each reader in recitation; another stores the prosodic discontinuity features,
such as pauses and pitch resets, made by each reader; another stores the pitch patterns
into which the readers' individual pitch movements form themselves, and so on. Joins
can be made between tables, so that data which are of different kinds, and which
consequently are stored in different tables, but which are nonetheless related in some
way, can be linked, and if necessary retrieved from the system together. It is the use
of joins - which define relations between the tables - which gives rise to the term
relational database. For example a syllable (a feature of the text of a poem) is recited
by a reader with a given pitch movement, and on or immediately after that syllable
thére may be some discontinuity features. Hence the separate tables storing these
three kinds of data must be joined if - as is likely - we want to be able to answer such

questions as what kind of pitch movement or combination of discontinuity features a
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reader uses on a given syllable, or whether a given pitch movement represents the end
of a contour and is followed by the reset of pitch at the beginning of a new contour.
One common method of making the necessary joins is to have a common serial
number for a given syllable and for each pitch movement and bundle of discontinuity
features associated with it, but any common attribute of different varieties of data can

be used if it constitutes a unique link.

Where joins are made there are several kinds of relationship that a join can
represent. A one-to one (1:1) relationship exists when single records in one table are
associated with single records in another. For example each syllable in the Text table
is given a record, as is each co-occurring bundle of discontinuity features in the
Discontinuities table; and since each bundle of discontinuity features is associated
with a single syllable the relationship between these two tables is a 1:1 relationship.
A one-to-many (1:many) relationship exists when each record in one table may be
associated with more than one record in another. For example although an individual
syllable in the Text table is often associated with only one pitch movement in the
Pitch table, it may be associated with more than one when the syllable carries a glide,
so that as well as there being a movement ¢o the pitch level the syllable is pronounced
with there is also a movement on the syllable itself. In such cases there is a 1:many
relationship between the syllable and its pitch movements. A many-to-one (many:1)
relationship is the reverse of this: more than record in one table is associated with a
single record in another. For example concatenations of pitch movements, each of
which has its own record in the Pitch table, together form entire pitch contours each of
which is a single gestalt. So the individual records of several pitch movements will

be associated with one record for a single contour in the Tunes table, where records of
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pitch patterns are stored. In principle many-to-many (many:many) relationships may

also exist, though there are none in the present database.

Queries are used to retrieve data. A query can specify the kind of data that is to
be retrieved and the form in which is should be presented. It can specify for example
which tables, and which fields in those tables, are to be searched, and what kinds of
records are to be searched for, for example records with a particular attribute in a
given field (say syllables with a rising or falling pitch movement or those having a
pause but no pitch reset) or records with a specified serial number or range of serial
numbers (so that the records belonging to a particular line of verse can be retrieved).
The retrieved data can then be presented with related fields side by side for
comparison. They can also be presented with the records sorted in a particular order:
this allows us, for example, to sort records by reader so that each person’s recitation of
a given line is shown in turn, or by syllable so that features associated with one

syllable can be rapidly compared between readers.

The attributes stored in fields can be of a number of different data types; each
field is created to store information of a given data type. The present database uses
the following data types available in Microsoft Access, the relational database

software used:

Text stores words and symbols, also numbers if they are to be treated simply as
strings of characters. This is the data type used to store the texts of the poems,
and attributes such as pitch movements and patterns, which are annotated by

symbols.
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Number stores numbers not only as characters but as numerical values which

can be used in calculations.

Yes/no is used for data which is clearly binary; that is, for attributes which have
only the values true and false. In our data this means in practice a prosodic
feature which, at any rate for our purposes, is either possessed or is not; it
cannot be possessed in one form rather than another. Fields of this data type are

sometimes referred to as Boolean fields or logical variables.

Counter has the strictly limited purpose of automatically assigning serial
numbers to records. It is necessary if no other attribute or combination of

attributes uniquely identifies each record in a table.

5.1.2 The advantages of the relational database in the investigation of prosody

The advantages of the relational database over conventional paper-and-pencil
transcription for the analysis of prosodic data are many, but there are three main ones,
from which others flow. The first main advantage is that which theory of prosodic
structure we use is no longer dependent on the way we store data: our theory of

prosodic structure is dependent only on what we think the facts of that structure are.

For example in the traditional analysis of intonation as a series of tone groups, a
single symbol is used to indicate both the accentuation of a syllable and the shape of

the pitch movement associated with it (see 14.1); and the abstraction ‘tone group
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boundary’ could indicate any of several different combinations of discontinuity
features which could cue perception of a tone group boundary (see 8.2.1). This means
of annotation was, however, easy to read: someone familiar with tone group theory
could easily follow a prosodic transcription; it was not cluttered with symbols. This
mattered when the annotation had to be made on paper, since on paper the data is
inevitably both stored and presented in the same format. For legibility's sake (which
1s a consideration of presentation but not of storage) this format had to be linear, a
format in which multiple levels of annotation are next to impossible to read
simultaneously. The transcription had to be stored and presented as if it was a passage
from a novel. With a relational database storage and presentation are separate: the
data can be stored in whatever form seems logical for the purpose. For the purpose of
storage legibility and neatness do not matter; they are matters of presentation, and in a
relational database the format of presentation is specified only at the moment of
retrieval, when any desired selection from the stored data can be made. It is selection
- the abstraction of a few levels of annotation from the store - and judicious formatting
which ensure legibility. As Knowles (1995:211) observes, the use of a relational

database

'enforces a more rigorous definition of the data, and separates the problems of
data organization and data presentation... it is necessary to identify precisely the
kind of data to be associated with any record, and which record any piece of
data belongs to. This is a matter of data organization. Once that data is
properly organized, it is a trivial matter to present it in any desired format.'
Suppose, to take an analogy, that we have an LP record of Brahms's first
symphony and the Academic Festival Overture, in that order. That is the order in

which the data is stored, but it also constrains the way we can retrieve it. We can

listen to the two pieces in the order in which they are stored; that is not a problem.
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But to do anything else presents difficulties. If we want to listen only to the
symphony (which is probably the piece we bought the record for) we must rapidly
remove the needle at the end of the symphony in the few seconds available to us
before the overture starts. And if we want to listen to the overture and then the
symphony (which would be the more usual order of presenting these two items on a
concert programme) we must lower the needle in the middle of a side (difficult to do
accurately) then after ten minutes or so change the record over and play it from the
beginning of the first side (and still have the inconvenience of stopping the overture
from playing a second time). Now suppose we have a CD of the same two pieces in
the same order. A CD player can be programmed: we can play any or all of the tracks
in any order, without interruption; none of the difficulties above arises. This is

because data storage and data retrieval have now been separated.

Conversely, the items in a library need to be catalogued by author, title and
subject for retrieval purposes, but in card catalogues the needs of retrieval have
constrained the storage format, so that there have had to be three separate catalogues
of the same stock, or at best, in the so-called 'dictionary catalogue', a single
alphabetical sequence of author, title and subject entries, which still necessitates each
single item being stored several times. In a computerised catalogue each item need be
stored only once. It, or items in its general area, can be searched for in the author, title
or subject fields, or a user-designed combination of those; the entry has no need of an

author, title or subject heading, nor need items be stored in a given order.

Similarly in storing the prosodic features of recited verse or any other speech

such features as accentuation, individual pitch movements, whole pitch patterns and
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separate discontinuity features can be stored separately in any convenient format for
storage, and only brought together and ordered when they need to be retrieved
together in a query. We therefore no longer need to assume, as the traditional
annotation of tone groups effectively does by classifying pitch contours according to
shape of nuclear accent, that the shape of a pitch contour is a property of an accented
syllable, or that there is a single entity called a tone group boundary which either

exists or does not; the multifaceted nature of these things can be acknowledged.

As well as this we can easily try out different theories of prosodic structure to
find out which one best accounts for our raw data. With pencil-and-paper
transcription, to compare theories by using more than one side by side would have
meant carrying out two (or more) separate full transcriptions, the sheer labour of
which would daunt most investigators. With a relational database we store our
narrowly transcribed data only once, and can add any separately stored broad
annotation we like for more abstract interpretative models of the data: additional
forms of broad annotation can be added rapidly. Queries can then be used to map the
various broad annotations onto the raw data to see which fits best. Bond (1994:36), in

her study of Mongolian syntax, observes that

'In addition to testing and reformulating hypotheses about Mongolian language
structure for future investigation, the process of establishing the database is
viewed as an opportunity to explore and measure the strengths and weaknesses
of different methods of preparing and analysing data.’

This would scarcely be possible using pencil-and-paper transcription. Relational

databases, then, can be seen as 'machines for producing justified interpretations' (Stutt

1990:77).
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Another advantage of the database has the same foundation. Different levels at
which the same data is annotated can be more easily integrated when this is necessary.
A narrow prosodic transcription is analytic, recording the minutiae of prosodic detail,
every separate pitch movement and syllable. A broad transcription is synthetic,
abstracting patterns from the totality of features, patterns for example of whole
contours. In the past we have tended to use one kind of annotation or the other. For
example prosodists have differed in their transcription practice on whether to annotate
a set of prosodic features which combine to form pitch contours, or whether to
annotate whole ‘tunes’ - complete melodic shapes of entire contours (see chapter 14).

With a database we can do both and map one onto the other when we need to.

The second main advantage of the database is the sheer speed with which it
retrieves data. Abercrombie (1965) identified two kinds of what he called pseudo-
procedures in research in linguistics. Pseudo-procedures are experimental procedures
which linguists claim to have carried out and to have drawn conclusions from but
which would in fact be impossible to carry out in the precise way claimed. One kind
is procedures which are simply impossible in principle to carry out. The other kind is
procedures which could in theory be carried out but which in fact would require such
an impossibly large amount of labour that no one ever would carry them out. The
spread of computer-based analysis since Abercrombie wrote has meant that some
pseudo-procedures of the second type can no longer be regarded as such: they would
no longer take an impossibly long time to carry out because the computer can carry

them out rapidly, sometimes in seconds.
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Another advantage flows from this one. As Bond observes (1994:232) 'The
strength of the database as a research tool is the opportunity it provides to observe
patterns 1n a large quantity of data.' The speed with which data can be retrieved from
the database, and the way the results of queries can be rapidly scrolled through again
and again, means that trends and patterns in the data can make a sharp impression,
without which we might not see them at all: laboriously sifting through many paper
transcriptions is not conducive to appreciating a pattern made by the whole of a large
body of data. Alternative interpretative abstractions can be mapped onto the same
basic data, the different interpretations being rapidly tried over to find the best fit; as
each successive possibility is tried previous ones can still be held in the mind because

the speed of operation means that the memory of them has not faded.

The third main advantage of the relational database for the study of prosody,
and of verse prosody in particular, is that the separate annotation of different levels of
analysis ensures that properties of the text and of recitation are clearly distinguished.
There has in the past been much confusion of these two levels, which we can now
clear. We have seen, for example, that Wellek and Warren decried the investigations
of poetic rhythm by experimental phoneticians on the ground that they ignored the
syllabic structure (2.1), when the phoneticians were simply concentrating on the
properties of performance; that Fowler believed that investigating performance is
unnecessary because it tells us nothing about verse structure that we could not have
discovered from the text (2.3); and that Cureton believes that tone groups - a property
only of performance - can be inferred from the text (4.2). More generally, it appears
that many investigators have simply been unwilling to move beyond the text. Using a

database we can look on the poetic text as having a defined set of properties such as
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syllables, metre, basic stress patterns and syntax which provide a foundation for
recitation. The prosodic properties of recitation, such as accentual and pitch patterns,
are separate - and separately annotated. They can conform to or depart from the
foundation provided by the text; we can look at both sets of properties without the

danger of confusing them.

5.2 Presuppositions of the analysis

5.2.1 Prototypes

My analytical approach owes much to prototype theory. As set out by Taylor (1989)
prototype theory is an approach to categorisation which contrasts with the approach of
the classical (Aristotelian) approach. Taylor (pp. 23-4) summarises the classical

approach to categorisation as follows:

‘To say that an X'is a ¥, is to assign X to the category Y. We do this by checking
off the properties of X against the features which define the essence of the
category Y; our knowledge of this set of features characterizes our knowledge of
the meaning of the word Y... if any of the defining features is no exhibited by the
entity, then the entity is not a member of the category... the basic assumption of
the classical approach, then, is as follows:

(1) Categories are defined in terms of a conjunction of necessary and
sufficient features’

Furthermore, there is a rigidity about categories and their defining features. The other

essential principles of the classical approach are:

“(2) Features are binary

‘Features are a matter of all or nothing. A feature is either involved in the
definition of a category, or it is not; an entity either possesses this feature, or it
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does not. In any given instance a feature is either present or absent, and it can
take on only one of two values, either [+] or [-]. (3) and (4) follow from (2):

‘(3) Categories have clear boundaries
‘A category, once established, divides the universe into two sets of entities -
those that are members of the category, and those that are not. There are no
ambiguous cases, no entities which “in a way” or “to some extent” belong to the
category, but which in another way do not.
‘(4) All members of a category have equal status
‘Any entity which exhibits all the defining features of a category is a full
member of that category; any entity which does not exhibit all the defining
features is not a member. There are no degrees of membership in a category,
1.e. there are no entities which are better members of the category than others.’
Taylor remarks that there is now 'an increasing body of empirical evidence which
seriously challenged the foundations of the classical, Aristotelian theory of
categorization' (p. 38); he reviews some of this, including Labov's work on the
categorisation of household receptacles. Labov demonstrated, by asking informants to
name depicted objects, that there are no clear boundaries between the categories of
different types of receptacles, no necessary and sufficient attributes that
unambiguously define an object as, say a cup rather than a bowl. Rather, there are
typical attributes which are most commonly associated with typical examples of a
category; but not all objects having those features belong to the category, and some

objects which do belong to the category do not have the typical features. Taylor

comments:

"What is it, then, that makes a cup a cup, and not a bowl or a vase? What, in
Aristotelian terms, is the "essence of cup"? this question is tantalizingly
difficult to answer, at least in Aristotelian terms. At the same time, we have no
difficulty visualizing, or recognizing, a typical cup. Even though cur might
merge with categories like BowL and vask, there are certain receptacles that are
unanimously and uncontroversially described as cups... household receptacles
appear to be categorized around good, clear exemplars of cup, BowL, etc. these
"prototypes" serve as reference points for the categorization of not-so-clear

instances.' (p. 42)
80



The purpose of Taylor's book is to apply prototype theory to the categories used in
linguistic analysis: structural and generative linguists have tended to use the classical
theory in their work so that, for example, a sentence is categorically either
grammatical or ungrammatical, and a consonant is either voiced or voiceless. Taylor
shows that in fact the categories of linguistics are better regarded as prototype
categories. For example he refers (p. 230-1) to work by Jaeger and Ohala
demonstrating that the distinctive features of phonology are not all-or-none; sounds
may possess more or less of a feature. Regarding the feature [+ voice], for instance,

for Jaeger and Ohala's informants

'Of the sounds tested, /r,m,n/ were the best examples of voicing, while /p,t,k/
were the best examples of voicelessness. the so-called voiced stops /b,d,g/
turned out to occupy an intermediate position between voicing and
voicelessness... Features are not so much binary classificatory devices, but
merely embody dimensions of perceived similarity between different speech
sounds' (Taylor 1989:231).
A model of this kind fits well with the problems of classification in prosody, and in
particular the problems of classifying the prosodic data in the present study. As we
shall see, the different pitch patterns are not categorically distinct but bear greater or
lesser resemblances to each other, and those resemblances are found in some of the
patterns' features but not others (15.2); moreover, within the category of one type of
pitch pattern some examples will be prototypical and some more marginal members of
the category (15.3). Again, the boundaries between prosodic domains are not clearly
defined - the category of ‘tone group boundary’ is not at all a clear one - but depends
on an abstract judgment of clusters of features which may or may not give a clear

indication of discontinuity. The differences between varieties of the same essential

physical phenomenon are likewise not absolute: pitch obtrusion, for example, may
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signal a pitch accent or it may be of sufficient degree to signal only a prosodic
prominence that falls some way short of accent; but there is no clear boundary

between these possibilities.

A model informed by prototype theory is therefore a better foundation for the
analysis of prosody in verse recitation than a rigid hierarchy of perfectly defined and
delimited prosodic domains - the 'rigorously hierarchical theory of rhythm' advocated
by Cureton (1994:119). Taylor compares grammar and prosody in the following

terms:

'But whereas it is a relatively straightforward matter to identify the formal
elements of a tense system, to attempt to state the formal elements of intonation
presents us with a different order of difficulty. Any sentence can be spoken
with a virtually limitless range of pitch levels and pitch sequences. The first
step in any analysis must be to digitalize the phonetic data, i.e. to abstract from
the limitless possibilities a small, finite set of meaning-bearing elements.
(1989:158-9)

The existence of a ‘virtually limitless range of pitch levels and pitch seqﬁences’

means that there are bound to be ambiguities in prosodic categorisation; and, in the

analysis of verse recitation, some relationships between prosodic features and the

printed text will remain unclear, perhaps insolubly so.

5.2.2 Fictions

The system of classifying prosodic categories used in this study replaces, but is not
intended generally to supersede, the established system of tone groups of the British
tradition, classified by the pitch pattern of their nuclear accent. Most phonological

categorisations employ fictions in the sense defined by Vaihinger (1935) (as indeed
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Abercrombie 1991:30 has pointed out in relation to the segmentation of the stream of
speech into individual sounds). Our system is what Vaihinger calls a system of

artificial classification: it

‘provisionally substitutes for the correct [but as yet unknown] constructs others
which do not directly correspond to reality. It then operates with those fictional
classes as if they were real ones... artificial and fictive classification always
selects from a whole group of characters some one that is particularly
prominent, and bases its division upon this without paying any attention to the
way in which these characters are naturally determined by one another. These
provisional classificatory aids... serve the practical purpose of permitting objects
to be arranged and brought under definite rubrics'. (p. 17)

Vaihinger also observes that fictions ‘at some time in the future are to make room for

better and more natural systems’ (p. 19) and that 'the object of the world of ideas as a

whole is not the portrayal of reality - this would be an utterly impossible task - but

rather to provide us with an instrument for finding our way about more easily in this

world' (p. 15).

Fictions in this sense may lead to useful conclusions and correct results even
though they themselves are technically false. If we discard the tone group in favour of
separate annotations for rhythmic, accentual and pitch patterns this does not mean that
we have 'refuted' the tone group, but that for our purposes we need a better guide to
some observable phenomena that are not illuminated or acknowledged by the tone
group as traditionally constituted. According to Vaihinger 'The principle of the rules
of hypothetical method is the probability of the conceptual constructs, that of fictional
method is their expediency' (p. 89). The scheme of prosodic annotation and
classification I use in this study (see chapter 15) is one I believe to be expedient for
the purpose of exploring the prosodic characteristics of verse recitation; the traditional

tone group system is not - yet it might retain its utility for other analytical purposes.
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My use, then, of a newly devised set of prosodic annotations is a matter of
convenience. The new system annotates the recitations according to qualities and
phenomena which are audible and which appear to be characteristic of verse
recitation, but which the annotation system for traditional tone group analysis does not
capture. Conversely it is possible that our system may be less useful for the analysis
of conversation. Our system 1s simply a convenient system of labelling; it does not
attempt to go as far as it might have done in internal coherence and logical perfection:

In chapter 20 I attempt to point the way to a further improved set of fictions.

5.2.3 Qualitative analysis

The analysis of the data is mainly qualitative: it examines the totality of accentual and
pitch patterns to give a preliminary account of what prosodic patterns occur in recited
verse. This account provides a new analytical model of verse prosody for use in
further investigations. McEnery and Wilson (1996:62) observe that 'in qualitative
research the data are use only as a basis for identifying and describing aspects of
usage in the language and to provide "real-life" examples of particular phenomena.'
This is contrasted with quantitative research in which statistics are established for the

frequency of occurrence of particular phenomena.

'In qualitative analyses, rare phenomena receive... the same attention as more
frequent phenomena, and, because the aim is complete detailed description
rather than quantification, delicate variation of the data is foregrounded:
qualitative analysis enables very fine distinctions o be drawn since it is not
necessary to shoehorn the data into a finite number of classifications.'
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There is some statistical tabulation of the frequency of the various accentual and pitch
patterns, but the essence of the analysis is the minute description of the nature and use
of each pattern. For example, the vast majority of pitch patterns conform to a single
basic shape; but the minority that does not is given an equally detailed description.
The present qualitative work may well prepare the ground for later quantitative
research: once we know in some detail what are the patterns we are looking for then
we can concentrate on counting and classifying them in larger corpora. The other
advantage of a qualitative analysis for the present work is that qualitative analysis
lends itself better than does quantitative analysis to the use of fuzzy categories, as
McEnery and Wilson point out (p. 63), because the data do not have to be rigidly
categorised for computational purposes. As was observed in 5.2.2 the use of fuzzy

categories is important to the model of prosodic structure expounded in the present

work.
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Chapter 6

The investigation

In this chapter I introduce the poems used in the investigation, giving a stylistic and
metrical analysis of each, to which the findings on prosody in subsequent sections can
be related. I give brief background information on the body of readers who recited
each poem. Finally I refer to the structure of music to justify the focus of the research,
showing a close fit between the rhythmic and melodic structure of music and the
accentual and pitch patterns of speech, the aspects of prosody investigated in the rest

of the thesis.

6.1 The poems

The data used for this investigation consists of multiple recitations of two short
poems, Keats's sonnet Read me a lesson, Muse, and speak it loud and Louis
MacNeice's Perspectives. These poems were chosen partly because of their syntactic
structure: both poems employ clear patterns of co-ordination and subordination which
they use to create syntactic and semantic parallelisms throughout the text, and both
vary within themselves the degree of congruence between syntactic structures, and the
metre and lineation. They were also chosen for the metrical contrast between them.
The Keats, like almost all sonnets, is written in iambic pentameter and has a definite
rhyme scheme; the MacNeice, though having a metre of sorts (see 6.1.2.1 below), is
not metrical in the prototypical sense of having a regular pulse running through it, and

is unrhymed.
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All this takes place in clear ways: neither poem, for all the elaboration of their
patterning, is especially complex or profound. The poems were chosen precisely
because of this clarity: if the textual patterns are straightforward it is likely that the
process of mapping prosodic patterns onto textual patterns will also be. If this is so
we are not distracted by complexities of prosody-to-text associations when analysing
the complexity of the prosodic patterns as such. If we can establish this latter
analysis, and an account of the prosody-to-text associations in simple texts, we then
have a set of givens armed with which we can investigate the prosodic patterns of
more complex texts. Widdowson (1975:85), discussing the use of literary texts in

language teaching, writes:

"Notice that if one looks at literary studies in this light, it is not necessary (and
indeed may be undesirable) to select works on the grounds of aesthetic
excellence or because they are representative of different schools and periods:
the criteria for selection are pedagogic rather than aesthetic or historical and
have to do with whether the works can be used to develop sensitivity to
language in the most effective way.'

Likewise, texts selected for use in the empirical investigation of verse prosody are not
selected primarily for their literary merit - and neither poem used here represents its

author's best work - but for their suitability for the investigative task to be undertaken.
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6.1.1 Keats: Read me a lesson, Muse, and speak it loud

Read me a lesson, Muse, and speak it loud

Upon the top of Nevis, blind in mist!

I look into the chasms, and a shroud

Vaporous doth hide them; just so much I wist

Mankind do know of Hell. I look o'erhead, 5

And there is sullen mist; even so much

Mankind can tell of Heaven. Mist is spread

Before the earth, beneath me - even such,

Even so vague is man's sight of himself.

Here are the craggy stones beneath my feet - 10

Thus much I know, that, a poor witless elf,

I tread on them, that all my eye doth meet

Is mist and crag, not only on this height,

But in the world of thought and mental might.

In this sonnet - which was reputedly written spontaneously when Keats had just
completed an ascent of Ben Nevis - the poet observes the difficulty, on account of
mist, of seeing the landscape clearly, and reflects that this is symbolic of the state of
our philosophical knowledge of ourselves and the universe, and of the very possibility

of our increasing that knowledge significantly.

The poem opens with two co-ordinated imperative clauses: Read me a lesson,
Muse, and speak it loud/ Upon the top of Nevis, blind in mist! The second of these
clauses extends beyond the boundary of the first line to take up the whole of the
second line, but in fact speak it loud could constitute a whole clause; the protracted
extension of the clause by the addition of adverbials after the line boundary therefore
comes as a surprise, as does the fact that there is more than one adverbial: the
prepositional phrase Upon the top of Nevis is one; it is not quite clear whether blind
and in mist constitute two more or combine into a single one. Hence from the start of

the poem complex syntax is delivered in a measured way.
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Lines 3-9 consist of three sentences, which all have a similar semantic structure:
there is a clear parallelism between them. They all contain observations of a part of
the landscape: the chasms, o'erhead, the earth; they note that these places are
obscured by mist; and they reflect that this is symbolic of our lack of knowledge of
something: Hell, Heaven, man... himself. There are clear parallels between the
concrete and the abstract here: Hell is compared with the chasms, Heaven with
o'erhead, the earth with man... himself. As well as this the first two sentences begin
with the words 7 look; the third merely implies that the poet looks by giving the results
of his observation. There are also the parallelisms of just so much I wist, even so
much and even such/ Even so vague, all referring to the paucity of knowledge. The
first two sentences are similar syntactically, both consisting of a clause beginning /
look... co-ordinated by and to a second main clause referring to the observation of
mist. The just so much.../ even so much... clause is in apposition to this, and these
latter clauses have as their objects the noun clauses Mankind do know of Hell and
Mankind can tell of Heaven respectively; there is, then, sufficient complexity to the
syntax to encourage a division into several prosodic groupings in a recitation; the
somewhat luxuriant syntax challenges the primacy of the metre in the poem's prosodic

structure.

The congruence of syntax and lineation here varies, so that parallel syntactic
constituents are not necessarily in equivalent positions in the line. Thus / ook into the
chasms begins a line while I look o'erhead ends one. On the other hand both just so
much I wist and even so much end a line, so that both the noun clauses beginning

Mankind... occur at the beginnings of lines. The two halves of even such,/ Even so
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vague, however, are divided across a line boundary, and is man's sight of himself, the
semantic (if not the syntactic) equivalent of the Mankind... clauses, occurs in the
second half of its line. Of the references to mist, a shroud/ Vaporous is divided by a
line boundary; this boundary, dividing a head noun from a postmodifying adjective, is
the strongest enjambment in the poem. And there is sullen mist begins line 6. Mist in
line 7 occurs towards the end of the line, and the clause it is part of is fairly strongly
run on, since it begins near the end of the line and is part of an arrest-release structure:
Mist is spread alone could not constitute a complete structure, so that there is forward

impetus across the line boundary to complete it.

Line 10, Here are the craggy stones beneath my feet, is the one example of a
line which is as it were self-contained: it is a single sentence which fits the line
exactly. Syntax and verse-form momentarily come together before another spun-out
structure fills the remaining lines. In line 11 Thus much I know introduces two
parallel noun clauses (that... that...) which are the objects of know. Thus much also
contains echoes of just so much and even so much, while I know contains an echo of /
wist. The first of the two noun clauses delays the complement of the first that by
interposing an adverbial in the form of a noun phrase: a poor witless elf. The second
noun clause is also divided into several distinct constituents: its subject is a complex
noun phrase whose head is the pronoun a//; this is then modified by a relative clause
my eye doth meet. This subject is divided from the verb and complement Is mist and
crag by a line boundary, emphasising the division between subject and predicate. At
crag the clause could be complete, but there is then a series of extensions as an
adverbial is added: the rest of the line is filled with not only on this height. not only...

sets up an expectation that a bur... will follow; it duly does (after the intervention of a
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line boundary) in the form of But in the world of thought; but this is then itself
extended, though at a lower level of the syntactic hierarchy, when a second
complement of the preposition of is added - and mental might; this ends the poem.
This section as a whole sums up the poem's theme by explicitly giving the same

words - mist and crag- both literal and metaphorical senses.

6.1.2 Louis MacNeice: Perspectives

Perspectives

The further-off people are the smaller. Grandparents,
Homeric heroes and suffering Bantu

Are nothing in size to the tax-collector

Or the dentist breathing fire on one's uvula.

So the stunted commissionaire bulks larger 5

Than the massive magnate at the turn of the stairs

While the coffin entering by the west door

Screens the chancel and dwarfs the altar.

Yet sometimes for all these rules of perspective

The weak eye zooms, the distant midget 10

Expands to meet it, far up stage

The kings go towering into the flies;

And down at the end of a queue some infant

Of the year Two Thousand straddles the world

To match the child that was once yourself. 15

The further-off people are sometimes the larger.

This poem has a chiastic structure. It begins with a statement of a principle, like a
scientific law: The further-off people are the smaller. This principle is then illustrated
with examples, at some length. Then, at the beginning of the third stanza, precisely

half way through the poem, the principle is contradicted by the one word Yet, which

marks a turning-point. There follow several counter-examples to the initial principle
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until finally a modified principle is stated: The further-off people are sometimes the

larger.

Both the original and the modified principle are illustrated elaborately as one
example after another is given. In the first case a list of things is said to be nothing in
size to the tax-collector; this is then refined by saying that this is also true when they
are compared to the dentist etc. Then we are told that the stunted commissionaire is
larger than the massive magnate, and then that the coffin entering by the west door can
obscure the smaller-seeming, but in reality larger, objects at the other end of the
church. The examples are linked together by the conjunctions Or, So, While. In the
second case we are given a list of examples: the weak eye, the distant midget, The
kings, some infant. In both cases each successive example adds, as it were, another
turn of the screw; it extends the discussion of the subject-matter; the careful
articulation of the syntax within the form continues as successive but related

constituents are delivered, adding to the complexity.

But as well as the complexity of the text taken as a whole, the syntax of the
individual parts of it is itself complex. The first example of the initially stated
principle has as its subject a closed list of three items: Grandparents,/ Homeric heroes
and suffering Bantu. These are nothing in size, and there in theory the clause could
be complete; but then the extension fo the tax-collector is added. Yet this too is not
end of the sentence - a further comparison is made, to the dentist. At this stage too we
have what could be a complete construction, but the dentist is postmodified by a
participial clause: breathing fire alone could complete this, but there follows the

adverbial on one's uvula.
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Then we are told that the stunted commissionaire bulks larger/ Than the massive
magnate; this 1s then extended as magnate is postmodified by the prepositional phrase
at the turn of the stairs. In the next main clause the subject, the coffin is postmodified
by the participial clause entering by the west door, and the main clause has two co-

ordinated predicates: Screens the chancel and and dwarfs the altar.

Line 9 consists of the adverbial Yet sometimes immediately followed by another,
for all these rules of perspective. The listed clauses that follow this within the third
stanza gradually increase in length and complexity: The weak eye zooms has only a
simple subject and verb; the distant midget/ Expands to meet it also includes a short
adverbial, while far up stage/ The kings go towering into the flies has initial and final
adverbials and a phrasal verb, spreading over one and a half lines. The clause relating
to some infant (And down... yourself) is technically part of the list, although it is
separated from the other items by a semicolon and a stanza boundary: the And at the
beginning of the fourth stanza links it in. And this is the most syntactically elaborate
item of all, spreading across three lines. It opens with an adverbial, And down at the
end of the queue, consisting of a prepositional phrase, with a second embedded in it
and a third embedded in that. The subject is divided by a line boundary; some infant,
which occurs before the line boundary, cold easily constitute the subject of the clause
on its own, but the next line brings an extension in the form of a postmodifying
prepositional phrase, Of the year Two Thousand. The rest of this line is taken up with
the verb and object straddles the world. Line 15 then brings a final adverbial which
takes up the whole line. It consists of an infinitive clause containing a verb, To match

and its object; in the latter the article and head noun the child could complete the
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clause, but there is a further extension in the form of a relative clause that was once

yourself.

In the first half of the poem the syntax and lineation show greater congruence
than they do in the second half. In the first half of the poem major syntactic
constituents are usually begun at the beginnings of lines and completed at the ends of
lines, although not necessarily the same lines. But if a major constituent is divided by
a line boundary it is usually the case that this division comes at the least disruptive
point. Thus in the first stanza the boundary of lines 2 and 3, Bantu/Are, is the divide
between the subject and predicate of the clause, and that of lines 3 and 4, tax-
collector/Or, is a point at which a complex noun phrase extension is added. In the
second stanza, at the boundary between lines 5 and 6, larger/Than, comes at the point
where a comparative clause is about to begin, and that between lines 7 and 8
door/Screens, is a divide between subject and predicate. (The boundary between lines
6 and 7, stairs/While, comes between two main clauses.) All of these are natural
enough places for some kind of prosodic boundary. The exception to this general rule
of congruence is the boundary between lines 1 and 2, Grandparents/Homeric. The
first and last lines of the poem contain as we have seen partially contradictory
statements of a principle. But the first line also includes the first word of the next
sentence, Grandparents. This provides an asymmetry between the first and last lines
which goes beyond the semantic contrast between the two statements of principle.
The first such statement appears universally true but is not; the second modifies it to
make it nearer watertight. And the first has to share its line with an additional word
which belongs to another sentence, a somewhat disruptive effect, while the second,

more accurate, version has the last line to itself.
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However in the second half of the poem the fit between syntax and lineation is
less good. What happens is that the boundaries of major constituents move from the
boundaries to the middles of lines; the line boundaries then, because this new pattern
is set up, seem less natural places for prosodic discontinuity, whatever syntactic
boundaries coincide with them. While the boundary between lines 9 and 10,
perspective/The is a boundary between the initial adverbials and the first of the three
clauses they modify - an entirely predictable place for a boundary - the first of the
three clauses that follow, The weak eye zooms, ends, and the second one, the distant
midget/ Expands to meet it, consequently begins, in the middle of line 10. The result
is that there is a greater sense of run-on at the line boundary, midget/Expands even
though it is the boundary between subject and predicate which otherwise would be an
unremarkable prosodic boundary point. A similar thing happens at the next line
boundary, stage/The which is a boundary between an initial adverbial and the rest of
its clause. The final stanza too is affected by this phenomenon, although in slightly
different circumstances. The boundary between lines 13 and 14, infant/Of cuts a noun
phrase in two; this would be a very strong run-on in any case, but it happens very
shortly after the stronger syntactic boundary between adverbial and subject at queue,
strengthening it further. The complex noun phrase subject ends in the middle of line
14 after Thousand, the relatively short segment between there and the line-end
increases the strength of the run-on at the line boundary, world/To, which divides the
object of the clause from an adverbial. The sentence boundary between lines 15 and
16, yourself./ The, restores equilibrium before the statement of principle in the last

line.
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6.1.2.1 Strong-stress metre

6.1.2.1.1 Stresses

The poem has a strong stress metre, derived from that of Old English verse. There are
in general four stresses to each line, but there is no pulse or beat. As Attridge
(1995:88) observes, strong stress metre is based only on a count of word-stresses, and
not of metrical beats. Consequently there is no tension between speech rhythm and
metre because the metre has no independent movement; it is purely arithmetical.

Some lines have four clear stresses, for example line 2:

Homeric heroes and suffering Bantu

Four stresses can also easily be identified for lines 4, 6, 7, 8,9, 11, 13 and 15. In

others there is apparently some variation of the principles by which stresses are

assigned. For example the off of further-off apparently does not count as a stress for

metrical purposes, so that the four stresses are in line 1:

The further-off people are the smaller. Grandparents,

and in line 16:

The further-off people are sometimes the larger.
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whereas collector in line 3 does appear to take a stress on its stressed syllable,

although, like off, it is the weak element of a compound:

Are nothing in size to the tax-collector

In lines 10 and 14 there are more than four stresses; both lines, however, contain three
Jjuxtaposed stresses (weak eye zooms and year Two Thou-) of which the middle one in
each case appears to be discounted for metrical purposes (cf. 9.3.1 on the loss of

intermediate accents):

The weak eye zooms, the distant midget

Of the year Two Thousand straddles the world

The two remaining lines have some ambiguity about the assignment of their stresses.
Line 5 may discount bulks on the same principle of discounting the middle of three

juxtaposed stresses, giving:

So the stunted commissionaire bulks larger

or it may discount the secondarily stressed syllable of commissionaire, giving:

So the stunted commissionaire bulks larger

Line 12 likewise may discount go as being the middle of three juxtaposed stresses (it

is eminently deaccentable in speech, functioning here virtually as an auxiliary verb):
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The kings go towering into the flies

Or 1t may discount in- since into is a function word:

The kings go towering into the flies

6.1.2.1.2 Caesurae

In Old English verse a further aspect of the strong stress metre is that it specifies a
caesura between the second and third stresses in each line. (The two stresses of each
pair thus formed are bound together by alliteration.) There is some evidence from the
syntax that a similar metrically specified caesura is being employed here. It is clearest
in lines 2 and 8, where the co-ordination of, respectively, noun phrases and predicates

creates a natural caesura between the co-ordinated elements:

Homeric heroes | and suffering Bantu

Screens the chancel | and dwarfs the altar.

There is also a clear caesura between the two phrases in line 3:

Are nothing in size | to the tax-collector

and between a head noun and postmodification in lines 6 (after magnate), 7 (after

coffin) and 15 (after child); between two clauses in lines 10 (after zooms) and 11 (after
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meet it); and between subject and predicate in lines 14 (after Thousand) and 16 (after
people). In all these cases a suitable syntactic boundary comes more or less in the

middle of the line and between the second and third metrically countable stresses.

Rather less neat are those lines where the most suitable place syntactically for a
caesura is somewhat off centre. In line 5 this is between subject and predicate, after
commissionaire; and if we assume that it is the stress on -miss- and not that on bulks
that is discounted for metrical purposes then a caesura here would lie between the
second and third stresses. However in lines 1, 9 and 13 the most syntactically suitable
places for caesurae are, respectively, at the sentence boundary after smaller, between
the two adverbials after sometimes and between adverbial and subject after queue.
These are less perfectly balanced in that they have unequal numbers of stresses on

each side.

Most problematic are the lines where from the syntactic point of view there is
more than one good candidate for the caesura. Thus line 4 could have it between
subject and predicate after dentist or between object and adverbial after fire, and line
12 could have it in either of two similar contexts, after kings or after towering. In
practice both possibilities in each case are about equally favoured for prosodic

boundaries by readers, some making boundaries on both (see 10.1.2.1.3).

6.2 The readers

Each poem was recited by many readers. There are nine Keats readers, seven male

and two female (Readers 1-9). They are variously staff and postgraduate students in
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linguistics, and staff and postgraduate students in English literature, at the University
of Lancaster. Of the former group, all are linguists with a research interest in
stylistics. There are ten MacNeice readers (the disparity in numbers simply reflects
the number of willing readers who could be found in the time), five male and five
female (Readers 10-19). The MacNeice readers were all participants in the 1994
conference of the Poetics and Linguistics Association at Sheffield Hallam University,
and again are variously university teachers and postgraduate students of linguistics or
English. All readers of both poems are therefore habitual readers of literature and
well-versed in its conventions; all are native speakers of English. They were allowed
to study the text in advance to get a feel for its structure, so there was probably some

small sense of performance to the recitation that they recorded.

6.3 The prosodic features to be investigated

This thesis investigates those prosodic features - rhythmic and pitch patterns - which
in verse recitation counterpoint metre and verse form. They are auditory features; the

thesis is an empirical investigation of those auditory features.

Cureton (1992) draws heavily on the music theory of Lerdahl and Jackendoff
(1983), comparing the themes and motifs of music to rhetorical phenomena in poetry
such as syntax, the relative informational richness of a constituent, rhetorical schemes,
the forms of 'poetic closure' (Smith 1968) and so on (see chapter 4). The themes and
motifs of music and the rhetorical organisation of poetry, Cureton claims, are alike in

that from both we infer a structure of rhythmic phrasing.
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Now since the present work treats phenomena - pitch and accentuation in speech
- which are more directly analogous to the raw material of music, there is a closer
correspondence between the subject matter of this work and the rhythmic groupings
identified in music by Lerdahl and Jackendoff. Their grouping hierarchy in music has
constituents of various lengths which move in and out of phase with metre. Metre in
music is what is popularly understood as the 'beat'; it is a regular pulse, which
includes the pulse formally laid down by the time signature. The more variable
components of musical structure, grouping, time-span reduction and prolongation,
consist of constituents formed of 'the raw sequences of pitches, attack points,

durations, dynamics, and timbres in a heard piece' (Lerdahl and Jackendoff 1983:13).

'[W]e may say that grouping structure expresses a hierarchical segmentation of
the piece into motives, phrases, and sections. Metrical structure expresses the
intuition that the events of the piece are related to a regular alternation of strong
and weak beats at a number of hierarchical levels. Time-span reduction assigns
to the pitches of the piece a hierarchy of "structural importance" with respect to
their position in grouping and metrical structure. Prolongational reduction
assigns to the pitches a hierarchy that expresses harmonic and melodic tension
and relaxation, continuity and progression.' (pp. 8-9)
These raw materials act as cues to the structure: a listener forms them into groups, and
the groups into a hierarchy. At the low levels of the hierarchy the groups are short
rhythmic and melodic motifs; these will contain some notes which are accented, by
loudness, length or pitch obtrusion, relative to the other notes in the group. The points
where these accents occur may or may not correspond to the strong beats laid down by
the metre. At higher levels notes and motifs are grouped into recognisable musical
themes of various lengths; the metre continues to give an underlying pulse. At higher

levels still, whole sections of a piece of music are made up of the large-scale

statements and developments of themes.
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The analogy with the prosody of verse is clear. As Couper-Kuhlen (1993:112)
observes, comparing the prosody of music, verse and ordinary speech, 'Not only are
the principles of organization surprisingly similar for all three faculties, but they also
allow for the same play-off between abstract construct and actual realization.' In
metrical verse the metre gives an underlying pulse; counterpointing this are at low
levels the patterns of word stress inherent in the words used in the text; at higher
levels the patterns of prominence and rhythmic grouping formed by the disposition of
accented and unaccented syllables in connected speech, and at higher levels still the
patterns formed by the use of recognisable pitch contours of different shapes. If the
Lerdahl and Jackendoff model accounts for the tension in music between metre and
the other structural levels then, given the correspondence between the raw materials of
music and those of speech, especially recited verse, then it is reasonable to assume
that the accentual and pitch patterns of recited verse play a large part in the reader's or
listener's total experience of verse prosody. This thesis aims to make some

contribution to our understanding of that experience.

The rest of the thesis, then, reflects this prosodic organisation. Chapter 7 deals
with the low-level stress patterns; chapters 8-12 deal with accentual patterns; and
chapters 13-18 deal with pitch patterns. The final chapters (19-21) make some

attempt to synthesise these prosodic levels.
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Chapter 7

The default prosodic patterns of verse

We noted in previous chapters that many writers on verse rhythm have not taken their
analyses beyond the prosodic patterns which can be inferred from the printed text. It
is, however, these patterns which are the foundation for what happens in recitation:
reciters either use them or modify them. In this chapter, therefore, I give an account
of these default patterns of accentuation and of prosodic grouping, to provide a

starting point for the empirical investigation.

7.1 The default patterns of prosodic prominence

When Fowler (1966b:169) writes that the accentual patterns of prose rhythm are
‘quite open to analysis [and] need not be deduced from performance’ he is presenting
an argument against the need for empirical investigation of these accentual patterns.
At the level he is dealing with he is surely right. ‘Prose rhythm’ is the pattern of
accentuation which occurs by default, and as such it is highly predictable. Fowler’s
own rules, given previously, Fowler (1968:155-6) (see 2.3) set out the structure of this

default pattern. Chatman (1965:133) also outlines it:

‘English discourse contains regular, predictable dispositions of accent. Minor
words, like prepositions, articles, conjunctions, and pronouns are usually
unaccented...’

Knowles (1974:128), not writing specifically about verse rhythm, says: ‘Grammatical

clitics fall into fairly well defined categories: articles, prepositions, conjunctions,
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pronouns and auxiliary verbs.” Attridge (1982) devises a set of metrical rules which
specify the ways in which beats and offbeats may be realised by ‘stressed’ and
‘unstressed’ syllables. For Attridge the rhythms of English verse are realised by ‘a
pattern made up only of two kinds of syllable, relatively strong and relatively weak, or
stressed and unstressed’ (p. 160). This pattern of strong and weak which realises the
underlying rhythm is essentially, as Attridge later makes clear, Fowler’s ‘prose

rhythm’:

‘Most nouns, independent verbs, adjectives and adverbs... have one main
stress... Conversely, many monosyllabic words whose function is in some sense
auxiliary... are clearly to be regarded as [unstressed] and to these we can add
most of the syllables in polysyllabic words which do not take the main stress.’
(Attridge 1982:216)

The accentual pattern predicted by these rules is also that of the verse instance
of Jakobson (1960). Rather than seeing verse instance as ‘a sum or common
denominator of all meaningful delivery instances’ (Chatman 1965:96) it is more
helpful to see it as a starting point: verse instance has a highly predictable accentual

pattern, but performance - all delivery instances - may diverge from it. This is the

reverse of Chatman’s view that delivery instances come together in verse instance.

Similarly metre is, in Wimsatt and Beardsley’s (1959) phrase, 'an exercise in
abstraction': it too is a predictable pattern, laid down in a specified scheme - the verse
design. Wimsatt and Beardsley were arguing against what they saw as the intrusion
of linguistics into metrical studies, but in fact to see metre as an abstraction does not
demonstrate that linguistic models of prosody have no place in metrics. Metre too is a
starting point, a pattern which a reader may take account of or not. It is what readers

do with metre that is a proper concern of linguistics.
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7.1.1 A definition of the default patterns of prominence
7.1.1.1 The speech-rhythm default

At the lowest level of analysis accentual patterns are determined by lexical stress and
the citation forms of words. Lexical stress is an inherent property of words; it is the
stress pattern given by the dictionary, and is reflected by the accentual pattern used
when a word is pronounced 1n its citation form. At this level all monosyllabic words,
whatever their grammatical status, have a stress by definition, for example
/ / .
book and (pronounced Berhot in its weak form/far])
Polysyllabic words have one main stress, again regardless of grammatical status:
A [/
before history reflection opposite
some polysyllabic words also have secondary stress:
e
respectability
Words when pronounced in isolation are usually given a tone group to themselves;
where a word has only one stress that stress takes the nucleus; if there is a secondary
stress then the primary stress will take the nucleus, while a preceding secondary stress

will usually have an accent, though a secondary stress that follows the primary stress

is not usually accented.

The default accentual pattern of connected speech (and therefore of ‘prose
rhythm’ and verse instance) reflects the immediate effect on lexical stress of
concatenating words: at this level of organisation polysyllabic words retain the

accentual pattern that reflects their lexical stress pattern, and monosyllabic content

105



words (nouns, verbs, adjectives, adverbs) also retain an accent, but monosyllabic
function words (articles, prepositions, conjunctions, pronouns, auxiliary verbs) have

their accent suppressed, and in many cases are reduced to weak forms.

Chatman (1965:123-4) divides English syllables into four types:

a Full-vowel monosyllabic words. This category is subdivided into
reducible and unreducible, which as we have seen closely corresponds to
the grammatical distinction between function and content words,

respectively. The reducible subcategory Chatman calls a'.

b Stressed syllables of polysyllabic words.

c Unstressed full-vowel syllables of polysyllabic words.

d Unstressed reduced syllables of polysyllabic words.

At the level of verse instance we can regard types a - excluding a' - and b as accented
by default, and types a', ¢ and d as unaccented by default. To refer to these default
manifestations I shall use the words strong and weak respectively. All syllables in the

poems used in this investigation are annotated as strong or weak on this basis.

One problem with the assignment of default accentual status is that there are
untypical examples of some syllable types. For example in words such as nineteen

and sometimes (somehow, someone, somewhere etc.) it is perfectly possible when
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pronouncing these words in their citation forms to accent both syllables; and indeed
Collins English Dictionary assigns secondary stress to the syllables nine- and times.
In connected speech, however, one syllable in such words usually loses its accent:
most typically this is the syllable with secondary stress. But it may be the one with
primary stress: for example in a context such as nineteen ninety eight where there is a
desire to preserve a rthythmic alternation between strong and weak, the primarily
stressed -feen may lose its accent and the preceding secondarily stressed nine- have an
accent. As we shall see in section II, metre can affect accentual patterns, and the
metrical position of words such as these may affect which of the two syllables retains
its accent. For example:
x / x / x /x/ x [/
Sometime too hot the eye of heaven shines

(Shakespeare: Sonnet 18)

xx / x [/ x /
But it soon wears off somehow

(Philip Larkin: Take one home for the kiddies)

where it is the second, secondarily stressed, syllables of Sometime and somehow
which are in the ictic (metrically strong) position and therefore more likely than the
first, primarily stressed, syllables to retain the accent (and in the latter case, since
somehow is at the end of the line, end-focus adds pressure to accent -Aow rather than
some). In such cases I treat both syllables as by default strong: although there is
metrical pressure to use a particular accentual pattern, a performer need not succumb
to this pressure; the question of which syllable is deaccented is one of whether the
performer ‘reads for the metre’ or not; the point is whether the theoretical

accentability of either syllable is departed from; whether, that is, accentability and
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accentuation conflict or not in the case of each syllable. Indeed this principle applies
to any secondarily stressed syllable, regardless of whether it is an untypical example
of one or not: ‘for the purpose of metrics we can ignore [secondary stress] and be
content to regard trepidation and counterfeiter as rhythmically alike’ (Leech
1969:107). For the same reason I annotate as strong all the syllables of compounds
which can be so annotated when the elements of compounds occur as separate words,
even though there is a normative accentual pattern for compounds to suppress the

accent on all syllables except for that of the first accentable syllable.

7.1.1.2 The metrical default

In metrical verse the metre provides a separate default pattern for accentuation. Metre
is the invariant abstract 'metrical set', defined by Leech (1986:113) as a ‘pattern of
mathematical regularity’ which underlies each line of verse written in a given metre:
this is Jakobson’s verse design. By default metre can be instantiated in performance
by accenting all the ictic (strong pulse) syllables and deaccenting all the remiss (weak
pulse) syllables, regardless of their normal accentability in speech. In some lines of
metrical verse the metre will match the speech rhythm default pattern - verse design
and verse instance are then one. But when a metrical set is established in the reader’s
mind, the metre will have some movement of its own even where verse instance
departs from it. The following listing construction consists entirely of monosyllabic
accentable words:

One, two, three, four, five.

If, however, we begin to read a poem in a strong triple metre:
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Hist, but a word, fair and soft!
Forth and be judged, Master Hugues!
Answer the question I’ve put you so oft:
What do you mean by your mountainous fugues?
See, we’re alone in the loft, -
(Browning: Master Hugues of Saxe-Gotha)
and having established this metre in our minds we reach, in the eighteenth stanza, the
line
/ x X / x x/x x /x
One, Two, Three, Four, Five, contribute their quota;
then regardless of how we might perform the line we have a sense of prominence on
One and Four which does not exist on Two, Three and Five because One and Four are
ictic and the other three are not. But in the twenty-third stanza we come upon the line:
/X x / x X [/ xX/x
Bid One, Two, Three, Four, Five, clear the arena!
Of these five syllables only Three is in ictic position and has this kind of felt
prominence. Nonetheless the accentability of all of One, Two, Three, Four and Five

remains in both stanzas; it is not clear whether the speech-rhythm or the metrical

default would be brought out more in performance.

Recited metrical versé is, then, a special case as far as prosodic structure is
concerned. There are two default patterns; the metre can subvert the speech-rhythm
default and vice versa. Insofar as each default pattern sets up an expectation of what
an actual accentual pattern will be, each default can defeat the expectation set up by

the other.
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What precisely is the relationship between the two defaults? While there is
general agreement, as we have seen, that the essence of verse rhythm is a tension
between the two default patterns, there has been some disagreement about what this
means in practice. Fowler (1968:147) appears to believe that both verse design and

verse instance are clearly perceptible in our response to any one line:

‘We can have an instance /-u/u-/u-/u-/u-/ which is at the same time the design
/u-/u-/u-/u-/u-/... The verse design in its perceptual reflex “metrical set” is /u-/u-
/u-/u-/u-/, and this serves as a frame for variant actualizations (instances). We
see instance through the grid of metrical set’.

Attridge (1982:172), on the other hand, argues that rhythmic tension

‘is not so much a tension between the metrical pattern and the actual syllables...
but the result of a regular rhythmic movement being slowed down and speeded
up... The alternative view, that the underlying regular metre ticks away
independently of the actual line, and that the tension we experience arises from
the distance between the two... is unconvincing as a psychological model.
Though it remains true that the easiest way to talk about rhythmic tension is in
terms of the relationship between an underlying metre and a verbal realisation,
one should be fully aware that this does not imply two independent
psychological levels, but a single complex experience.’
As we read, what we have is certainly ‘a single complex experience’; we have a sense,
as Attridge writes elsewhere, of ‘an onward movement which at times approaches a
marked regularity and at times departs from it, constantly arousing and thwarting
rhythmic expectations’ (1982:16-17). This does not mean, however, that having two
independent patterns, operating simultaneously, is not a useful model for an empirical

study. Performance may be influenced by either default pattern; when we investigate

performance we need to have both default patterns to hand to investigate where each

exerts its influence.
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Attridge’s beat and offbeat are in fact conflations of the metrical strong and
weak pulses of ictus and remiss, and the strong and weak syllables of the speech-
rhythm default; the perception of beats and offbeats can be seen as cued by both
defaults when the defaults are congruent, and one or the other when they are not

congruent.

7.1.2 The cueing of accentual patterns by the default patterns

In this section all examples are taken from King Lear Act IV, Scene 1. When the
metrical and speech-rhythm defaults do not clash, all ictic positions are filled by
strong syllables and all remiss positions by weak ones. Both default patterns cue

accents and nonaccents in the same places (these are the circumstances covered by

Attridge’s base rules):

The worst returns to laughter. Welcome then

By default there is a clear alternation between accented and unaccented syllables in

lines such as this.

When a weak syllable occupies an ictic position (Attridge’s promotion) the

metre cues accentuation but the speech rhythm default does not:

Than still contemned and flattered. To be worst
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Would the infinitive o in this line be accented in performance or not? According to
Attridge, although we feel a beat in such a context, it is nonetheless an unstressed
syllable; to say that such a syllable realises a beat is therefore to say that perception of
a beat is here cued entirely by the metrical set. If we interpret ‘unstressed’ in this
context as meaning ‘deaccented by default’ this is true as far as the printed text is
concerned. But in performance it is not impossible that some prominence would be
given to To. The default patterns pull in opposite directions; how a reciter would
resolve this tension, wholly in favour of one default or the other, or with some kind of

compromise (e.g. prominence that falls short of accent) we cannot know in advance.

Similarly, when a strong syllable occupies a remiss position (Attridge’s
demotion) the speech-rhythm default cues an accent while the metrical default cues a

nonaccent:

My father, parti-eyed! World, world, O world!

Attridge believes that a demoted syllable is still a stressed one; perception of an
offbeat here is entirely a matter of metrical set. But again the defaults pull in opposite
directions: would the demoted syllable in this line, the first World lose its accent

because of its metrical position? Or retain it because it is a content word and so

normally accentable?

In cases of reversal (the contexts covered by Attridge’s notion of pairing - see

3.2) there are two adjacent mismatches between metrical and speech rhythm defaults:

112



a strong syllable in remiss position is immediately followed by a weak syllable in ictic

position:

Away! Get thee away! Good friend be gone

or vice versa:

"Tis the times plague when madmen lead the blind

Attridge treats this phenomenon as two juxtaposed beats followed by a do