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Summary
The temporal approach1 to the study of rhythm and verse structure

is used here to compare and analyse twoc poems by e. e. cummings,
"anyone lived in a pretty how town" and "my father moved through
docms of love”.

An initisl claim is made that the intricate rhythmiec structure
in "anyone" has not received sufficient consideration as a result
of being overshadowed by the immediate impact of the grammatiecal
innovations in the poem. A comparison with the other poem in
which grammatical innovations were also employed, but with a less
varied rhythmic structure, confiirms this Jjudgement. This is
highlighted in a separate section ('Selected Modifications') where
oconsideration is given to grammatical innovations in a rhythmic
setting which does not reinforce them.

The comparison and analysis of both poems were carried out
according to the basic aspects of rhythmie structures. Line
patterns were first analysed (section A 'Lines: Arrangement
according to mumber of syllables per foot, Positional Modifications,
Basic Patterns') according to the number of stresses (four here)
and the number of syllables per foot.2

These mmerical patterns were examined further in order to
discover features which relate them. Three basic patterns and a
set of patterns modified from them according to distinect rules were
postulated and features of positional arrangements within the
rélated patterns were discussed here.
1.I  See D, Abercrombie, "A Phonetician's View of Verse Structure”,

| "Syllable Quantity and Enclitios in English", "Steele, WMorboddo

\and Garrick"” in Studies in Phonetics and Linguisties, 0.U.P., 1965.

further reference in M, Sumera, "The Temporal Tradition in the
Study of Verse Structure”, Linguistics, No. 62, 1970,

2. Bee Abercrombie "A Phonetician's View of Verse Structure"”,



This was followed by an examination of the mumerical modifioc-
ations taking place in the transition from one line to the next
(Section 'Rhythmic Movement'). Rules operating here were also
discerned,

The next major component, the Quantity Patterns and their

¥odifications (Section C 'Rhythmic Movement') were discussed in

detail. Here the syllable quantity ru1353

put forward by
Professcr David Abercrombie were used and were further extended to
cover 3-ayllable feet., The two components, at first treated
separately, were subsequently treated together in the Section
entitled 'Rhythmic Movement' where line transitions were discussed
in terms of changes in both.

Separate sections were given to the consideration of other
aspects of verse structure: Rhyme, Line-end Markers " (here, the last
two feet in the line), Foot variety, Line Repetition, Partial
Repetition, and (in "anyone") Rhythmic Patterning in relation to
Intonation Curve,

All the comparisons have confirmed the initial impression of
the varied and well controlled rhythmic structure in "anyone®. The
similarities and differences between the twc poems, summarized in
the Section 'Repetition and Change in Line Transition' show a major
shift in emphasis in the two basic components: while the rhythmic
variety in "anyone" results from changes in the numerical component,
in "my father" it is achieved through subtle variations within the

quantitative compcnent.

3.5e Abercrombie "Syllable Guantity and Fnelities in English"

L4, See Abercrombie "A Phonetician's View of Verse Structure”.



Part II

Three aspects of rhythm were analysed here:

a) the relation of performance to the postulated scansion (six
recordings of the same poem read by different speakers on
differemt occasions)

b) segment duration

¢) foot duration

Ad a) Sm2ll variations were found among the readers, a2ll
predicteble, (See first set of tables).

The data for b) and ¢) were obtained by spectrographic analysis,
Procedures employed and arbitrary decisions taken in the course of the
amalysis are to be found in the section entitled 'Procedures,

Problems and Arbitrary Decisions',

Segment durations were found to show both a tendency to inherent
length and to adjustment to the length of higher rhythmic units
(syllable, word, foot). This can be seen in the first set of tables.

Similarities and differences among the various speskers became
apperent here and these could be grouped esccording to the tendencies
they displayed with regard to segment ratios,

Foot duration was found to vary for each speaker, at least two
tempo ranges being noticable far each type of foot. The range of
durations appeared to diminish when the estimated foot boundaries
had been calculated in cases involving silent stresses. Teect grouped
aecording to type in terms of mumber of syllables per foot (see
second set of tables) also showed variation in their respective
weighted means,

A comparison carried out between the different types of foot as
represented by the means (third set of tables) revealed a tendenocy
for thes different types of feet to assume some degree of proportionality,

the most frequent ratios being 1, 1%, 11, 1} with under- and over-shooting.



The ranges of duration present in each kind of feet tended to
overlap at various points so that isochrony could be seen to re-assert
itself. In the example chosen, recording I measurement A, filled
feet of 3~ and h-syllables corresponded to the upper range of
durations in 2-syllable filled feet. The durations of {1-syllable
feet followed by a silent stress corresponded to two ranges in
2-syllable filled feet in the same recording, while 2-syllable feet
followed by a silent stress showed a greater similarity with 3~
and 4~syllable filled feet, having an upper range of durations as
their starting point here. (For details, see Conclusion, Part II.)

It can be seen (using the irformation provided in the first set
of tables which show feet in their sequential appearance) that
di-pods, corresponding to certain syntactic structures (e.g. phrase,
clause) show a tendency to similar length., In suchmses the
emphatic lengthening of one foot may be compensated by a shortening
of the other.

All these aspects, a regular internalized beat and relations
of proporticnality between dif'ferent types of feet as well as
overlapping in durations across the different types of feet through
which isochrony re-asserts itself, contribute to make rhythm in
English a complex phenomenon. The complexity is further increased
by the addition of the other aspects, syllable quantity and

'segment quantity' to produce a rich texture of inter-relationships.
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INTRODUCTION

This thesis is divided into two main parts: (I) verse
structure and (II) instrumental analysis.
Part I

Here, two poems by the same poet (e.e. cummings) are
analysed and compared. The poems chosen are "anyone lived in a
pretty how town" and "my father moved through dooms of love".

The reason for this choice lies in the -fact that previous
analysis of "anyone lived in a pretty how town" have tended to
concentrate on its striking grammatical characteristics, leaving the
rhythmical component out of consideration. My intention is to
supylement these analyses by showing the intricate rhythmic structure
of the poem without which the gramratical innovations would not have
made s0 great an impact. I also desire to correct any impression
that the stylistic success of the poem lies solely in ite grammatical
innovations; 1 hope to demonstrate the importance of the rhythmic
component in making the poem so effective.

This claim may be supported in two ways: internally, by
examining a few of the striking grammatical innovations in a rhythmic
setting which does not enhance them (section "selected modifications"
in part I), and, externally, by analysing another poem with similar
gramnatical innovations but a less elaborate rhythmical structure.
For that purpose, I have used "my father moved through dooms of love"

Further details concerning the presentation of the analysis of verse
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structure are to be found in the section entitled

"An Analysis of Verse Structure
€.e, cumnings: anyone lived in a pretty how town - A Third Approach"

Part II
This part is based on a spectrographic analysis of one poem
(T.S.Eliot, "The Wsste Land", part 1V) read by several different
speakers. The measurements were made at the level of foot duration
and segment duration.
‘The comparisons have been carried out using Professor
Abercrombie's acansion of the poem as basic reference.
Certain differences among the individual speakers were
expected, most of them predictable:
(a) differences in the rate of delivery and timing
(b) differences in the choice of feet for emphatic lengthening,
dependingx%hat the speakers decided to regard as topic or comment
(c) differences in the stress pattern where the syntactic
construction permitted a choice of grouping the constituents
into one or two feet

(d) emall individual differences at the segment level.

The results of these measurements have been presented in several ways:

(a) A sequential presentation, i.e. according to the serial order of feet.

Tables have been made, each corresponding to a foot in the text as

marked by the scansion, giving the segment durations and foot

1. This was used previously by me for my M.Litt. thesis "Some Aspects
of Rhythm and Verse Structure in English", Edinburgh University,
1966.
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durations for each speaker.

Whenever an optional variant in the division into feet was possible
and was found in at least one of the speakers, this has been marked
by allowing it a place at the top of the column and enclosing it in
brackets. Where it was not possible to obtain a measurement, this
has been indicated by placing a dash in the appropriate box.  Three
types of fool measurements were made and these are explained in the

section entitled "Procedures, problems and arbitrary decisions"(pp./67-/7%)

(b) Presentation according to type of foot (number of syllables per foot)

The feet were then grouped according to types, and their duration
and weighted mean shown for each speaker,
Standard deviation and variance were calculated for each mean.

A general mean for every type has been added.

(c) The relation between the various types of feet as displayed by the

weighted mean.

The weighted means for each speaker were subsequently compared with
respect to the various types of feet. Ratios have been calculated

from the absolute durations.

(d) A_presentation of foot duration in sequence taking into account the

estimation of expected foot boundary

A vertical display is given here of foot duration in sequence for
each speaker (for one type of measurement), with estimates of
expected foot boundary where the actual measurement was not possible.

A graph paper was used for the display.



L.

Further details are again to be found in the gection entitled "Procedures,
problems and arbitrary decisions".

CONCEPTS used in both parts of the thesis.

The Approach and Concepts adopted in this thesis

The approach to the study of verse structure in this thesis is
derived from the temporal tradition.l and David Abercrombie's articles
"A phonetician's view of verse structure" and "Syllable quantity and
enclitics in Engliah“,2 and "Some functions of Silent Streaa“.3
"English verse ... depends on a rhythm which is temporaflly organized -
it depends on the division of time into temporsl units". (abercrumbiil/ 9

p.22).

fhese tesporal units are delimited by stress and are referred to as

"English utterances may be considered as being divided by the isochronous

beat of the stress pulse into feet of (approximately) even length. Each

foot starts with a stress and contains everything that follows that stress

1. M.Sumera "The Temporal ‘lradition in the Study of Verse Structure”,
Linguistics, No. 62, 1970.

2. "A Phonetician's view of Verse Structure” paper given to the Durham
English Society in May 1961, and published in Linguistics No. 6, 1964.
D.Abercrombie "Syllable Wuantity and Enclitics™ paper given at the
meeting of the Linguistic Association (Great Britain) at Hull in May
1961, and published in In Honour of Daniel Jones, London (Longmans),1964.
Both papers included in Studies in Phonetics and Linguistics,0xford (OUP),

1965.

3. D.Abercrombie "Some Functions of Silent Stress", Edinburgh Studies in
English and Scots, Longmans, 1971.
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up to, but not including, the next stress". (Abercrombie, p.28). The
foct, as described above, has cne more property: it is igaépendent of
word boundaries.

The tendency to isochrony was noticed earlier by Joshua
Steele, as Abercrombie points out:4 "The measure of speech, in prose
as well as poetry, is governed, he (Steele) maintained, by a ‘pulsation
of emphatic and remiss', which divides it into cadences or bars. He
claims that in English the cadences are of equal length, that is to say
that the pulsation is periodic, or tends to be; and although doubts about
wvhat we are going to say next, and other things, may throw the regularity
out for a moment, it always reasserts itself".

For our purposes, the foot may be regarded as diéplaying a
tendency to temporal regularity, though changes of tempo must be allowved
for.

The stress which delimits the foot may sometimes fall on silence
- "g gtress pulse can occur without sound accompanying it" (Abercrombie, p.
20). Feet initiated by a silent stress and containing one or more

unstressed syllables shall be referred to as partially-filled feet.

Feet totally occupied by silence will be referred to as silent feet, and
those totally occupied by 'speech' as filled feet. Feet without initial or

final boundary shsll be referred to as unbounded feet.5

4. "Steele, Monboddo and Garrick; Studies in Phonetics and Linguisticg, p.38.

5. Katherine Patch, "Syllable duration in Prose Read Aloud", Diploma
Dissertation, university of Edinburgh, 1962.



Foot variety

In my enalysis of verse structure I paid attention to the
next important factor which had been pointed out by Abercrombie, the
footl variety. “We find in English verse more kinds of feet than in
Latin verse, for example. This variety is of two kinds: it lies
both in the number of syllables, and in the relative length or quantity
of the syllables, which are in the foot. The number of syllables
may vary from none (if it is a completely silent foot) to four or even
occasionally more" (Abercrombie, pp. 23-24).

"ihe relative length of syllables is a further source of
variety, even between feet containing the same number of syllables.
Syllsble-quantity, in other words, is a factor which cannot really be
left out of account (though it usually is) in examining the structure

ol English verse" (Abercrombie, p.24).

Syllable quantity

"The quantity of any syllable is a proportion of the total
length of the foot within which the syllable occurs and it is relative
te the quantity of any other syllable in the foot. We cannot therefore
say anything about the guantity of a syllable until we know its place in
the foot". (Abercrombie, p.28).

"When a foot consists of two syllables, for example, it does
not necessarily follow that these syllables will divide the time of
the foot into two equal halves. They may do so, but they may divide

it into (approximately) one-third and two-thirds respectively, or
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conversely into two-thirds and one-third".(Abercrombie, p.24)

"Three-syllable and four-syllable feet offer even greater
possibilities of variation. It should be remembered that syllable
quantity in English is entirely distinct from stress: the two factors
are quite independent of each other. Syllable quantity must not,
moreover, be confused with vowel quantity; a so called 'short' vowel
often occurs in a long syllable" (Abercrombie, p.24).

Although a number of writersehave indicated syllable lengths,
usually by means of musical notation, most of them made "no attempt to
work out the factors which determine the quantities, or to classiiy the
patterns they form". (Abercrombie, p«27). Daniel Jones's observations

(Qutline of linglish Phonetics, 3rd ed., Cambridge, 1932) provided the

starting point for David Abercrombie'’s investigations which have led him
to postulate three patterns for two-syllable feet in English, depending
on the phonematic structure of the foot or the presence of word boundary.

‘they are as follows:

Iype: Pattern: Phonematic structure:
(units of time)

A 1 2 (1) - {¢) v, oV (c) V, = 'short' vowels
B s 1% (11) (c) vee (¢) v (c) V = any vowel or diphthongs
or a syllabic liquid
(iii) (c) v, (c) v (c) V, = 'long' vovels or
diphthongs
c 2 1l the presence of word
division

6. See Abercrombie, p.27.
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There are exceptions within type C, when the phonematic
structure rather than the presence of a word boundary, determines
the syllable quantities,

Here, I have tried to confine myself to marking the most
frequent enclitics, namely those occurring when a verb is followed
by & pronoun, whether a subject or object, within a foot.

For three-syllable feet, 1 have adopted the scheme suggested
in my M.Litt. thesis to account for the differences in patterns like

the following:

Units of time: Notation:
(approxinate pattern)

| one for the | road . 14 it Vi B L0
| little and | small } 4 1 Wi\
| after the | war 1 IS | WU
| nobody | knows gt a3 MU\
| anything | more 1 Lopd (A

The patterns are similar to those for 2-syllable feet and
word divigion was found to play an important part here as well,
Patterns1f §] (in duple reading 2 4} ), 111, andi 1§ 1 are
schenatized to some extent, due to the constraints of the system of
notation (3 units of time) and a desire to avoid making minute
distinctions.

1 am aware that rhythmic assimilations 7can take place within

7. P.Fraisse, Les Structures Rythmiques, Studia Psychologica (Publicutions
Universitaires de Louvain) 1956.
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these patterns and most of them may remain in free variation, but
in order to preserve a clear picture, I adhered to the archetypal
patterns in my description.

1 have adopted one more concept from David Abercrombie,

the Line-end Marker. In his use the term covers various devicee

which delimit the line as a unit, e.z.

(a) rhyme or assonance

(b) a silent final stress

(c¢) a monosyllabic foot
In my analysis, I have extended the term to refer also to the last
two feet in the line.

I have used the term modification to explain the relationship
betveen the varicus rhythmic patterns as they follow each other in
successive lines. Most of the time, 1 have adopted & sequential
order in my enalysis of rhythmic patterns, though I am aware that a
greater wealth of relationships, and in a different order, is produced
in the listener's mind through rhythmic asgociations. These,

hovever, it is not possible to discuss here.
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An Analysis of verse Siructure.

e.e. cummings: anyone lived in a pretty lLow town - A Third Approach.

The poem I have chosen for analysis has already been
discussed by at least two ac:holam,lJ P.Thorne (65) and i.H.
whitley (6%), each from a different angle and each msking an
esgential contribution to the full appreciation of the poenm.

Both were significant contributions to siylistic analysis and had
vwide response and repercussions among those interested in this
field of study. Such, however, is the richness of the poem that
a great deal of its intricate structure has still to be taken inte
account.

Hre. whitley, in her analysis of the poem, concentrated on
the theme and its formal correlates and acknowledged the innovations
on ithe collocational and grammatical level. Mr. Thorme analysed
what was perhaps the most striking leature of this poem, its unique

EranBar. He argued that an independent grauwar had to be posited

in order to deal with the innovations introduced in the poeum.

1. J.P. Thorne, "Stylistics and Generative Grammar" Journal of Linguistics 1
(1965). Also:s S. Levin, Linguistic Structures in Poetry, Janua
Linguarum Ko. 23, Mouton, 'The Hague, 1962. W.0.Hendricks, "Three
models for the description of poetry", Journal of Linguistics 5,

(1969); J.P. Thorne, ibid. E.M. whitley, "Theme and Form in Stylistic
Analysis". Paper delivered at the meeting of the Linguistic Association
of Great Britain, Kewcastle, 30.3.65.
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Perhaps the main impact of the poem does come from the
immediate realization that it breaks the rules of Standard
English, but its total effect is controlled, and it has to be
if the method is to be effective, by the fact that the kind of
irregularity it exhibits is regular in the context of the poem.
It is this feature of careful control that pervades 2ll the
formal aspects of the poem to which I wish to draw attention in
my analysis. The analysis I am offering here is not an attempt
to follow any of the previous approaches in greater detail nor is
it an attempt to contradict any of the contributions made so far.
Rather it is conceived as a complementary approach to those
existing already and is to be viewed in conjunction with them,
if a complete picture of the structure is ever to emerge. My
aim is to analyse the architectonic design of the poem and to
show its ingenuity, as I believe the poem to be a clever piece
of engineering and that not only on the grammatical level, but on
the level of verse siructure as well.

In contrast to the grammatical innovations, which are
numerous and striking, the verse structure appears naively simple -
deceptively so. In contrast to the sweeping grammatical changes,
the verse structure is also rigid and very traditional - almost
anachronistically so, undoubtedly by design and by a conscious
choice.

Grammatical and stylistic innovations are, however, not

enough to make a poem; in fact they do not guarantee that the piece
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will be received as verse rather than a somewhat chaotic prose.
We need other devices to perform this function, and these are
the traditional onesj rhythm, stress, rhyme, and the stanza
form.

The Stanza Form.

This is extremely simple here: nine stanzas, each consisting of
four lines so that an efiect of regularity is secured, perhaps
even a monotonous regularity. In addition to this

undifferentiated background, we have the siress patiern. It

turns out to be equally regular: four stresses per line, without
exception, There are nine stanzas of four lines each, four
stresses to each line: four stresses repeated %6 times.  However,
too much regularity is a bad thing. In these circumstances an
elezent of variation can only enter into the rhythmsol the poem
and the riythmic innovations are, in this case, confined to the
foot only. They are limited to two faciors:

a) the number of syllables within the foot

b) the quantity patterns within the feet

With respect to the number of syllasbles, it may bLe

agsuned that the poassibilities for varying the number of syllables

1. In the analysis of the verse structure I have employed the
foot theory as put forward by Abercrombie (1961) and used in
the Phonetics Department at Hdinburgh. This involves marking
feet from stress to stress and allotting syllable quantities
according to his scheme for two-syllable feet, and extending
this to cover three-syllable feet.
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within a foot in verse range frou one syllable to five, or
possibly sizx. A brief glance at the poem after it has been
divided into f{eet shows that cummings has limited his selection
to the range from one to three syllables per foot. There is
no occurrence in the poem oi feet with more than three syllables.

As for the further source of variation, syllable quantity

patterns, these increase in proportion to the number of syllables
per foot; there is only one possibility in a monosyllabic foot,
three possible patterns in a two-syllable foot, but there are at
leaat five possibilities within a three-gyllable foot. cunmings
employs all three possibilities of quantity patterning within two-
gyllable feet, and mekes use of four of ihe patierns available
within three-gyllable [eet. It is of course to be remembered
that the selection is to some exteni inherent in the paiterning of
the language and the poet's conscious or intuitive choice is further
limited by the lexical and syntactic siructures affecting and to
some extent predetermining the quantity patterning. I shall
postpene the examination of the quantity patterning within the poem
until 1 have dealt with the more general and broader outlines of its
formal design.
I propose to carry out the present analysis in the following

gections dealing respectively with:
INTERNAL ANALYSIS
A. Lines

i) Number of syllables within foot: their positional modifications,

basic patterns inferred from them
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ii) Patterns with: and without reinforcement
B. Line~end Markers.
i) Patterns and their modifications in terms of number of
syllables and quantity patterns
ii) Structural combinations of these patterns in the course
of the poem
iii) Line-end markers in relation to rhyme; the respective
paetternings and their arrangement vis-a-vis one another.
C. HRhythmic movement.
i) Quantity patterns and their modifications
ii) Rhythmic patterning in relation to intonation curve
BXTERNAL ANALYSIS
A comparison with another poem by the same author: ‘'my father

moved through dooms of love'. Structural similarities.
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K.B, Cummings Selected Poems 1923-1958 (P. 44)

I !anyonellived in a|pretty how| town
with|up so|floating|many bells|down)
| spring| summer | autumn | winter
he|eang hial didn't heldanced hia'did.*
1I Women and|men (both|little and|small)
cared for|anyone|not at|all
they|sowed their|isn't they|reaped their|same
| sun [moon | stars|rain

III Ichildren‘guessed (butlonly alfew
and|down they for|got as|up they|grew
| sutumn | winter|spring| summer)
that|noone|loved him|more by|more

1v |when by|now'and
she|laughed his
bird by|snow and
anyone's|any was

tree by|leaf

Joy shejcried his|grief
stir by|still

all to|her

v someones|married their|every|ones

laughed their|cryings andldid their|dance
(sleep|wake|hope and|then) they
said their|nevers they|slept their|dream

VI lstarslrain|sun|moon
and |only tha‘snow can be|gin to exlplain
how|children are|apt to for|get to re|member
with|up so|floating|many bells|down)

Vil lone daylanyoneldied ilguess
and|noone|stooped to|kiss his|face)
busy folk|buried themlside by|side
little by|little and|was by|was

VIII |all by|all and|deep by|deep

andlmore bylmore theyidream theirlsleep
noone and|anyone|earth by|april

wish by|sepirit and|if by|yes.

X women and|men (both|dong and|ding
summerlautumnluinterlspring

reaped their|sowing and|went their|came
sun |moon | stars|rain
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A. Lines
1
Arrangement according tc the number of syllables per foot.
Stanza: I 33313
22 31
1 2 2 2
2 3 21
Stanga: II 32 31
& 5 2 1
2 3 2 1
1211
Stanzas III 2 2 31
3 2.2 1
2 2 ¥ 2
2 2 2.1
Stanza: IV e 2 &}
e 23
2.2 22
53 21
Stanza: V e 3-2'3
2 3 21
3 &% ®
2 3 21

1. The count starts with the first complete foot in the line,
and ends on the last syllable in the line,
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Stanza: VI 1111
23 3 2
3 33 2
2 2°38 1
Stanga: ViI e %X 2 1
22 2 1
. G - R &
3 7 2 1
Stanza: VIIX 2 2 2 1
S8 8
3’3 2 2
2 3 2 1
Stanza: IX » ¢ 21
e 2 21
2 2 2 3
1111

A casual glance is sufficient to single out sequences

of exact repetition which are fairly evenly distributed over the

poeti. In the second stanza the two medial lines are identical:
Stanza: II, line 2 2 3 2 A
3 2 321

In the fourth stanza, the first three lines are identical:

Stanza: IV, line 1 2 2 21
2 2 &2 X
3 2 2 2 1
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In the fifth stanza, the first two lines are exactly the same;

the pattern is alsc repeated in line 4.

Stanza: V, line 1 2 3 2 1
2 2 3 2 1
4 2 3 2 i

In the seventh stanza, the exact repetition takes place in the
last two lines, the reverse of the preceding occurrence:

Stanza: VI, line 3
4 2 32 1

In the eighth stanga, the last one to contain an exact repetition,
the sequence is shifted to the first two lines.
Stanza: VIII, line 1

2 2
It will have ueen noticed that the exact repetition of lines
proceeds according to a definite plan; it is structured according
to a definite principle and the utmost care seems to have been
taken to provide as much variation within this repetition as
possible. Although the repetition invelves a sequence of lines
(two, or even three in the medial, transitional part of the poem)
its place of occurrence within a stanza is varied continually.,
Starting wigh two middle lines in a stanza (stanza II, lines 2, 3)
the sequence (different now in terms of the number of syllables)
is extended to contain the first line as well; it is built up to
a three line seguence in stanga IV, lines, 1, 2, 3. This three-

line sequence (different again in terms of the number of syllables)
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is then varied so as to confine the two lines ef ithe sequence to

the first two lines of the stanza (stanza V, lines 1, 2) and transfer
the third line of the sequence to the last line of the stanza

(stanza v, line 4). This place, the last line in the stanza, is
subsequently taken up by the next repetition of a new secguence in
stanza VII, lines 3, 4, to be again transferred to its reverse
position in the stanza, that is to the first two lines, but, in
accordance with the principle of variation, in a new pattern from

the point of view of the number of syllables in stanza VIII, lines

Yy 2

Positional Modifications

In the preceding paragraph I have discussed positional
modifications in & very special case: exact repetition. The
positional modiiications there referred to the occurrence of

repetition with respect to its place in the stanza as g unit(ﬁhole

line repetitio@. I now wish to turn to a different aspect of
positional modifications on_the level of the line and with regard to
the number of syllables per foot. In the preceding section where
we were concerned with the exact application of the prineciple of
repetition no accurate account of patterns in terms of their number
of syllables was taken. I merely noted the presence of a different
pattern - or rather of a pattern different from the preceding one:

in fact, patterns were repeated: 2 3 2 1 in stanzas II and V,

and 2 2 2 1 in stanzas IV and VIII.
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In the analysis of positional modiiications within the
line, I propose to group all varying patterns whose highest
nunber of syilables per foot is 3 into one group A, and all
varying patterns whose highest number of syllables per foot is
2 into another group B. For the time being, we shall not
consider either their position in the stanza or their frequency
of occurrence.

Group A

Patterns with a maximum of three syllables per foot:

stanza 1 line 1 3 3 53 1

line 2 2 2 33

line 4 2 3 2 X
stanza II line 1 3 2 %3 4
stanza III line 2 35 2.2 1%
stanza IV line 4 3. 3 @ &
stanza VI line 3 x 3.3 4
stanza VIII line 3 28 42

A brief glance at the list of all types of patterning, with three
syliables as the highest number of syllazbles per foot, reveals the
following features:

i) most lines end in a monosyllable
ii) only two patterns end in a two-syllable foot (VI, 3; VIII, 3)
iii) within a line the three-syllable foot can occur:

a) three times 88 3 35 3 1 stanza I, 1.
3 %5 3 2 VI, 3.
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1
b) twice - the other foot being always a two-syllable foot

¢) once = the other two feet being invariably two-syllable feet
iv) within a line containing one or more three-syllable feet the
two-syllable fool can occur:
a) once
b) twice
1 now propose to divide the patterms into two sub groups: I - lines
with a single cccurrence of two-syllable feet
II - lines with a double occurrence of two-syllable feet
Group A \I
An interesting feature of patterming is to be noticed within these
combinations:
the two three-syllable feeft can occur in a sequence anc then occupy
the first two positions in the line e.g. 3 3 2 1 stanza IV, 4
or be separated to occupy positions one and three in the line, e.g.
> & 3.1 stanza II, 1
or they can occur together in a sequence occupying the second and
third positions in a slightly modified line, 3 3 3 2
Looking at the patiern from another angle, we observe that
the single two-syllable foot in a line containing three-syllable

feet can cccur (in a slightly modified pattern) in the last position

1. Since the final foot ends the line in a monosyllable, except
on two occasions mentioned above, there are only three variable
positions to consider.
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position No. 4, in the third position, in the second position
3 3 3 4 3 3 2 1 32 3 12

and is only miseing (the potential slot in the pattern is not

filled) in the first position: * 35y 3

Group 4 (II): double occurrence of two-syllable feet within a line

containing three syllable feet.

A similar observation can be made about the double occurrences of

two-syllable feet within a line containing three syllable-feet,
This double occurrence may be found in a sequence occupying the
first two positions: 2 2 3 1
or the feet can be separated to occupy positions one and three:
2 3 2 1

or the feet can appear in a sequence occupying positions two and
three: 5352 2 1

Locking at the pattern frcm another angle, we cbserve that
the single three-gyllable foot in a line containing two-syllable feet
can cccur in the first position, second position and third positicn:

5 2 2 X 2 3 2 il & 2 31

and is only missing from the fourth position.l

l. Of course in mathematical terms, the possibilities of permutation
of all the elements contained in the four places are much greater
(81 in a four place sequence containing three numbers), but only
a limited number has been used in the poem.
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It will now have become clear tiat there is an exact parallelism in
the arrangement of patterns within Group I and Group II and that they
differ only with respect to one potential place being unfilled in the
first slot in Group I and in its reverse, last slot, i.e. position

1l
IV in Group A (II).

Group B.

Patierns with a maximum of two syllables per foot.

stanza III, line 4
stanza I, line 3
atanze III, line 3
stanga ¥, line 3

H N o= N
= oo N
N NN
A TSI S I

A brief glance at the list of all types of patterning with a two-

syliable foot as the highest ranking foot reveals the following features:

i) most patterns end in & two-syiiable foot (the opposite of Group A
where most patterns end in.a one-gyllable foot)

ii) only one pattern ends in a one-syllable foot (in Group A only two
patterns were in the minority group, the two-syllable ending)

iii) within a line the two-syllable foot can occur:

a) three times eith 2 2 2 1 stanza 111, 4
stanza I, 3

2 stanza III, 3

b) twice I 1 2 2 stanga ¥V, 3

l. The patiern omitted from consideration here, 3 3 2 2, is a
balanced pattern with an even disiribution of 3's and 2's, and
can be regarded as parallel to pastterm 1l 1 2 2.
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An interesting patterning within these combinations can again be

noticed: the two-ayllable feet can occur in a sequence occupying the
first three positions in the line

€ueie 2 2 2 12

or be separated so as to occupy positionsI, II, and IV

€sis 2 2 1 2

or they can ocecur together occupying the last three positions, positions
II, I1I, and IV

Qels i 2 2 2

Alternatively, we may notice that the monosyllabic foot can occur in

the fourth position, in the third or in the first:

M = N
NN N
=oNn N
NN

1
One place of occurrence, position 1I, remains unfilled. In Group A

position II was filled in both Groups A (I) and A (II), while of the
positions which zre now filled in Group B positions I and IV were
unfilled in Group A (I) and A (II) respectively. there is only one
occurrence of a somewhat modified pattern giving an equal division
1 1 2 2, but the available mathematical possibilities of permutation
(16 in a four place sequence with two numbers) are again greater than
the patterns selected from them.

A parallelism of patterning between the lexical and numerical
(syllable-count) level may be noted in the two refrzins in the poem.

Since their lines do not contain any syntactic structures, merely

ke 2 A, 2 2
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listing of nouns, the posasibilities of reordering them are again open.
the first grouping refers to the rearrangements of the refrain

referring to seasons:

stanga I, 1line 3 spring summer autumn winter A B C D
stanga 1II, line 3 autumn winter spring summer ¢ D A B
stanza IX, line 2 summer autumn winter spring 8 C D A

The second grouping refers to the rearrangement of the 'sun' refrain;

stanza II, line 4 sun moon stars rain A B C D
stanzga VI, line 1 stars rain sun wmocn C D A B
stanza IX, line 4 sun mocn stars rain A B C D

Only a brief glance at the first grouping is sufficient to select

the sequence CL a€ the one which undergoes transpositions from

positiong III and IV in stanza I: A B C D
to positionsg I and II in stanza III ¢ D A B
to occupy the medial position in stanza IX B C D A

This conformity with the patterning discovered in the preceding
sections of the analysis may at first be disclaimed as accidental,
and the result of the particular sequential arrangement of the
seasons since each repetition of the cycle starts at a different
point in the cycle but does not alter its inherent sequence.
However, in the 'sun' refrain there are no such internal constraints
requiring a particular sequential order to be preserved, yet the
pattern is continued with CD ceccupying the last two places in the
line, positions III and IV from which it is then transposed to the

first two places, positions I and II, only the third possibility of
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arrangement being lacking on this occasion. The third ocecurrence
of the pattern is an exact repetition of the first occurrence, and
is largely predetermined by thematic (non-structural) reasons, in

addition to being the closing line of the poem.

Basic Patierns.

After examining the principles behind the numerical
patterning I wish to put forward a suggestion that three basic
patterns may be inferred from them, They can be regarded as the
"themes"” which underlie all the surface permutations and from which
various "principled" departures are made. these three basic
patterns are as follows:

53 3 3 %
2 2 21
i i X i
In addition to the evidence drawn from purely wathematical (positional)
rearrangements which I have discugsed before, further support for my
conclusion comes from two sources:
(i) examination of the patterns of first lines in the first four
stanzas
(ii) occurrences of the rhythmical "themes" in all stanzas, except one
which can be regarded as a transitional stanza (stanza V)

If we compare the first lines in these stanzas:

I B - N
II 3 ¢ 31
I1I 233
IV 2 221
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we see a progressive nuwericel diminution which leads from pattern
3 3 3 1 topattern 2 2 2 1. The initial pattern 3 3 3 1
is gradually transiorsed into 2 a 2 1, first by a change involving
the subtraction of one element (—1) i.e. 3 2 3 1, then by a change
involving the subtraction of another element (-1), (~1) i,e. 2 2 3 1,
until the second basic or "thematic" pattern is reached as a result of
a further subtraction (-1), (-1), (-1) i.e. 2 2 2 1 from the first
pattern. The third basic pattern is analogical to the second in that
it involves the same subtraction ¢f three elements from the preceding
pattern (-1), (-1}, (-1), 2 2 2 1 4% 2,

These "thematic" patterns are to be found throughout the

whole poem, in stanzas:

I Mot S0 3 line 1
IX I XX A 4
111 e a2l 4
v - S € 1, 2, 3
v R
Vi AR A S 1 » ¥
58 %X
Vil 2.8 8. 2
VIIX A SO § 1, 2
IX 00 I |
o FER N §

fthey occur either in isolation, or are repeated (three times in stanza
IV, twice in stanza VIII), or in combination as in stauza VI and IX.
It may be pointed out in this connection that the combined patterna are

in the firet case: in stanza YII 1 1 1 1 co-oceurring with
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3 3 3 1 andinstansa IX 2 2 2 1 co-ocourring with 1 1 1 1,
thus all three rhythmical themes are brought to bear on one another -
perhaps one wore proof in support of the suggestion that these three
patterns should be regarded as basic.

Looking at the Progress of First lines we can make the

following cbservations:

B |:3__._3E 3x3 2x90
II .. & 53X 3x 2 2x1
I11 e 2 33 3x1 2x2
v M'* 5x0 2x3
v —+2 3 2 1 Ixl 2x2
VI [2=Ea AT = 3x0 2x0
ix3y
Vil SV S S g ¥$x1 2x2
VIl 22 21]- 3x0 2% 3
IX -3 2 2 12 B § 2x2

It can be seen that the lines in the two stanzas following stansa VI
are a sirroyr image of the lines in the two stangzas preceding stanza
VI. Similarly, there secus to be a kind of reversal between
stangas II, Voand VII: 3 2 3 1 versus 2 5 2 1: and stanzas
ITY and 1X: 2 2 3 1 versus 3 2 2 1.

Thematic patterns appear stansza-initially only in stanzas I, IV, VI
and VIiI.

‘The complete patterning of the stengas runs as follows:

I

LV - RN |
W o N
R A Y
N e
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J2 '3
2 3 21

2 3 2 3

II

1.15%-3

22 31

3 221

I1X

2:-2°3 2

2 2 22

2.2 2 %

e 2 2 1

Iv

2.2 /.4
3.5 273

2 2«2 13

2 3:2'3
31 22
.3 2.3

* W 4 R

23.3 2

3303 &

e 2734

2 3.2 1

2 2 2 1

VII

3 321

5 s SR |

2 2 21

VIII

2.2-2 3%

3 3 2 2

3.2 1

y & 2 1

2 2 21

S B Sy

: S S e |
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I have now discussed most of the principles behind the
arrangements and the actual grouping in the stanzas reflects them all,
In addition to repetition, either of the basic patterns or of their
derivations, in gequence or at a distance, there is to be found reversal,
positional or numerical. These suffice to bind together the less
related patterns of the foot pattern.

After a purely mathematical exposition of the numerical
patterning, 1 should like to return to the poem and illustirate with
textual evidence, the points raised by grouping all the patterns round

their respective basic patierns.

Lines exemplifying all the numerical patterns discerned in the poem:

Basic Pattern:

33 52 |anyone| lived in a | pretty how | town I,1

(and |only the| snow can be|gin to ex|plain V1,2
lodificationsg:

5 3 3 2 How lchildren arel apt to for]get to re|member Vi,3

|anyone's| any was | all to | her 1V,4

|busy folk| burkied them |side by| side ViI,3

[1ittle by| little and | was by | was ViI,4

52 %3 |women endjmen (both | litile and|small) 11,1

¥y 2 22 |women and| men (both | dong and |ding IX,1

[dovn they for|got as | up they | grew 11,2

2 2 3 1 with| up so |floating| many bells | down 1,2; VI,4

|children| guessed but | cnly a | few I11,1
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Modifications:

2 3 2 1 he |sang his| didn't he | danced his| did

they|soved their| isn't they |reaped their|same
| cared for | anyone | not at | all
|someones| married their |every|ones
|Laughed their|cryings and|did their|dance
|said their|nevers they| slept their |dream
|one day| anyone | died I | guess
|wish by| spirit and | if by | yes
|reaped their|sowing and| went their|came

3 3 2 2 |ncone and| anyone | earth by | april

Bagic Pattemn:

2 2 2 1  that|noone | loved hin | more by | more
|when by | now and | tree by | leaf
she|laughed bis| joy she | cried his| grief
|bird by | snow and | stir by | still
(and|noone | stooped to | kiss his | face
|all by | all and | deep by | deep
and [more by| more they| dream their | sleep
|summer | sutumn | winter | spring

¥odifications:
3 2 2@ |spring | summer | autumn | winter
2 2 3 2 |autumn | winter | spring | summer

11 2 2 | (sleep | wake | hope and | then) they

1,4
11,3
11,2

v,1

v,2

Vv,4

VII,1
VIII,4
1X,3

Vili,3

111,4
IV,1
IvV,2
Iv,3

ViI,2

VIII,1
VIII,2
1X,2

1,5

I11,3
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Bagic Pattern:
T A | sun | moon | stars | rain 1I,4; IX,4

| stars | rain | sun | moon vI,1

Patterns with and without Reinforcement.

In addition to being similar in terns of number of syllables
per foot, patterns can be further reinforced on the syntactic,
gemantic/lexical, rhyme or quantity pattern levels. Different
selections can be made from these levels in terms of their number

and combinations, which I now propose to illustrate using examples

of pattern 2 3 2 1.

he | sang his | didn't he| danced his | did 1,4
they | sowed their| isn't they| reaped their|same 1II,3
| laughed their| cryings and| did their|dance V,2

| reaped their| sowing and| went their|came IX,3

they | said their|ngvera they| slept their|dream  V,4

All these examples share cne feature : an underlying
syntactic structure, In addition to this, they may display
parallelism and identity with respect to other feastures and it is
on the basis of changing emphasis that I have regrouped them

further,
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I they | sowed their | isn't they| reaped their | same

he | sang his | didn't he | danced his | did

1X they | sowed their | isn't they | reaped their | same

| reaped their | sowing and| went their | came

III | reaped their | sowing and| went their | came

| laughed their | cryings and | did their | dance

Iv | laughed their | cryings and | did their | dance

he | sang his | didn't he | danced his | did

v | said their | nevers they | slept their | dream

they | sowed their | isn't they | reaped their | same

These new groupings exemplify the intricate network of cross-reference
in the five lines originally selected on the basis of their syntactic
similarity. Bach combination emphasises a new correspondence or

a different set of correspondences on the grammatical, phonol@gical
(syllable quantity pattern), phonaesthetic (rhyme) and lexical or

semantic level.

Group I.
Correspondence:

Identity of: a) Grammatical form : isn't (if Tense left out of
. consideration)
(+Parallel?am P
+Identity)

b) Grammatical function of the above; their, his

¢) Quantity pattern



Parallelism:

(+Paralielism
-Identity)

Non-Correspondence:

Group II

Correspondences

Identity:

Parallelism:

Non-Correspondence:

Group III
Correspondence;
Identity:

33

a) Grammatical form : their

a) Lexical form : their

b) Phonaesthetic (rhyme): ¢

a) Lexical form : their
their

b) Phonaesthetic (rhyme); Perfect

¢) Grammatical function: isn't

sowing

-
¥

their

their

a) Semantic cross-correspondence sowed/sowing/reaped

&) Grammatical form : dsn't

sowing

b) Quantity : Imperfect (2nd foot Modified)

a) Grammatical form: soving

cryings)

:

and

and (Number omitted)

b) Crammatical function: of the above

¢) Quantity pattern



Parallelism:

Non-Correspondence:

Group 1V

Correspondence

Identity:

Parallelism:

Non-Correspondernces

Group V

Correspondence:

Identity:

Parallelism

Non~-Correspondence:

Sk

a) Rhyme : ¢

a) Grammatical function : cryings
didn't
a) Grammatical form: their, his

“cryings”
"didn't"

ing ~heg
Neg =ing

their

B
@

a) Quantity : Imperfect (2nd foot Modified)

b) Rhyme : ¢

a) Grammatical function : their

their
b) Grammatical form: their
their
¢) Lexical form: their
their

d) Quentity pattern

a) Semantic: Negative ;
"nevers"
|lim' tl!

a) Grammatical form: nevers

isn't

b) Rhyme

-

nevers

isn't

Juxtaposition Negative/Positive
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Reinforcement can also be seen among patterns in the 2 2 2 1
group, although it is no longer on the level of sentence but only of
phrase with varying degrees of correspondence on the level of form-class

and lexical form:

| when by | now end | tree by | leaf 1,1
| bird by | snow and | stir by | still IV,3
| all by | all and | deep by | deep VIII ,1

Patterns without Reinforcement.

Patterng included in the sasme group on the basis of syllable count
(per foot) but without any further linking devices do not seem to be
readily perceived as related, not to the same degree as the ones
with reinforcement. This can be easily checked by comparison

with the other patterns from group 2% 2 1, and group 2 2 2 1.

2 3% 2 1
| cared for | anyone | not at| ali
| someones | married their | every|ones
| one day | anyone | died I | guess
| wish by | spirit and | if by | yes
2 2 .2 3%

that | noone | loved him | more by | more
and | noone | stooped to | kiss his | face
and | more by | more they | dream their | sleep

| summer | autumn | winter | spring
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There ure, however, cross-correspondences to be traced either
on the level of phrase ( e.y. repetition) or on the level of semantics
(reversal). On the level of phrase there are numerous parallelicms
which fall into two groups:

i) +Identity of Grammatical Form - Identity of Lexical Form
ii) +Identity of Cramsatical Form +Identity of Lexical Form
Examples: (i)  Juxtapositions:
when by now tree by leaf Dbird by snow earth by

stir by still April

(ii) was by was
gide by side
little by little
uore by more
all by all

deep by deep

Cross—-correspondence with Lexical and Grammatical Xdentity
of Phrase can be seen in:
that | noone | loved him | more by | more

and | more by | more they | dream their | sleep

Only the place of occurrence of the phrase is altered from the last
two feet (positions IIX, IV) to the first two feet (positions I, II) -
a pattern already familiar to us from the earlier analysis of the

Refraing : A B ¢ D> €C U A £ now modilied further: A B C D
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It is interesting to note how much of the incantatory effect would
be lost if this permutation did not take place, of:
that | noone | loved him | more by | more
they | dream their | sleep | more by | more
Cross—correspondences on the level of Semantics (as different
from + Identity of Lexical Form) are equally numerous and essential
to the meaning of the poem:
he | sang his | didn't he | danced his | did

(they)| said their | nevers they | slept their | dream

she | laughed his | joy she | cried his | grief

(everyones) | laughed their | cryings and | did their | dance

(they)| said their | nevers they | slept their | dream

and| more by | more they | dream their | sleep

while "anyone" sang his "didn't" they (the "everyones") said their
"nevers". Jt is also interesting to note in this context that,
although both express a negation, "nevers" does not collocate with
"gsang" but with "said" : the idiosyncratic (or deviant from Standard
Grammar) "didn't" is selected to collocate with "anyone's" action.
Wnile "anyone" "danced his did", they (the "everyones") "did their
dance" - again the standard grammar and collocation is reserved for
the ordinary "everyones" and the idiosyncratic collocation,
expressing a reversed attitude and action, is reserved for "anyone"
in the poem.

while she ("noone") "laughed his joy she cried his grief", they
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(the "everyones") "laughed their cryings" - the reversal of
attitude characterizes the other party now; while "noone" shows
sympathy, sensitivity and understanding, the "everyones" lack
these qualities.

While "everyones" "slept their dream","noone" and "anyone" "dream
their sleep"” - perhaps the moat culminating point in the series:
the whole meaning andl atructure of the poem are based on Reversal

and Juxtaposition.
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B. Line-iEnd Markers.

After having dealt with the stanza and the line, I now wish
to concentrate on a smaller unit of verse structure, the line-end
narkers. These usually consist of the last foot and the one
preceding it and play an important part in delimiting the line as
a unit., I shall describe them in terms of their quantity
patterns, using the syllable guantity rules developed in the

1
Phonetics Department at Edinburgh uUniversity.

List of ‘all line-end markers with their quantity patterns:

Stanza Text Quantity Pattern
¢ in a | pretty how | town luOy { oy
| meny bells | down g =

| sutusn | winter | FECEY

he | danced his | did = =

1. %wo-syllable feet according to D. Abercrombie, "Syllable Quantity
and Enclitics in English", paper given at the meeting of the
Linguistic Association (Great Britain) at Hull in May, 1961, and
published in In Honour of paniel Jones, lLondon (Longman), 1964;
alsc in Studies in Phonetics and Linguistics, Oxford (0.U.P), 1965.

Three-syllable feet according to M. Sumera, "Some Aspects of
Rhythm and Verse Structure in English", M.Litt. thesis, Edinburgh
University, 1966.

Pattern |J (M U | is to be regarded as an exaggeration owing
to the constraints of the system adopted, cf. ibid. chapter III,
section ‘'Some Problems of Analysis'.
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Text
both | little and | small
| not at | a1l
they | reaped their | same

| stars | rain |

but | only a | few
as | up they | grew
| spring | summer

| more by | more

and | tree by | leaf
she | cried his | grief
and | stir by | still

was | all to | her

their | every | ones
and | did their | dance
| hope and | then they

they | slept their | dream

| sun | moon
can be- |gin to ex~|plain
to for- |get to re-|member

| many bells | down

Quantity Pattern

b =3 =y

I‘U lw
lunul—u
'“u |_"‘L.)
R
|—u '_\J
by Ty
by oo
l—o 1—U
lnn =
—o &
I"_\__/ L—-u
N m =0
N m Imr\
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Frequenc

M.

Text

| died I | guess
to | kies his | face
| side by | side

and | was by | was

and | deep by | deep
they | dream their | sleep
| earth by | April

and | if by | yes

both | dong and | ding
| winter | epring
and | went their | came

| stars | rain |

ounts

total number of lines: 36

3 syllable
2 syllable

1 syllable

line-end markers: 7

Quantity Pattern

line-end markers: 26 (four ending in a di-syllabic foot)

line-end msrkers: 3

Three-syvllable feet:

Four possible gquantity patterns with word division:

modified

| |—— 4x
| |- once
| |~ once

| |  once



Two-syllable feet:

A great variety of quantity patterns sppear with and without word

division, but | — | is missing in penultimate position.
same pattern | | 20x
modified | | once
i | once
other patterns | | 2x
| | once
| K- once
One-sgyllable feet:
| | 3

Line-end Markers: Basic Patlerns.
After examining all the quantity patterns in the line end-

markers, I should like to suggest that the patterns represented in
the first stanza be taken as the basic patterns from which all

other modifications stem. ‘these main patterns are:

1 Vo B TS
n WE L
111 fade? ol -5
I shall indicate a quantity modification by placing the symbol

M beside the pattern concerned, and a numerical modification by

indicating in brackets the number of syllables added or subtracted.
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Structural combinations of these patterns in the course of the poem:

II 1

III 1

Iv 1

Patiern Mo

I

I

II

ill

IIl

III

11T (-1)

I/
III
Iz (-1) (+1)

III

I1I
111

I1I

ITI

I1II/M or 1T (~1)

I

111 (+1)

IIX

Exact Repetition 2x

Exact Repetition 2x

Exact Repetition 2x

Exact Repetition 4x

Exact Repetition 2x



Stanza Line Pattern No

VI 1 111 (-1)
2 M s

Modified Repetition 2x

3 I/ (+1)
4 1

Vil 1 111 i o]
2 11X
3 111 BExact Repetition 4x
4 I1X

viii 1 111 P

Exact Repetition 3x

2 11X
3 111 (+1)
4 934

X 1 1 T
2 1X (=1) or XXIM Exact Repetition 2x
3 111 i l
4 111 (~1)

d n tion to H
Stanza Line Rhyme Line~end Marker
I 1

Same pattern: I

& W N



3tanza

1I

111

Iv

Vil

Rhyne Line-end Marker

Cross Pattern: 11X

Lo
;

}

\Was Pattern: I1I

e e

___.--"'"-’...-‘-I-.

T

game Pattern: III

Cross Pattern: 111

Same Pattern: 11X
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Stanga Line Rhyme Line-end Marker

ViIX 1l
Same Pattern: III

n

Lo

}>Crosa Pattern: III

Rhyme and exact repetition of quantity pattern within the line-end
markers appear simultaneously four times (marked }); complete Cross
Patterns occur twice (marked —); partial Cross Patterns (marked ~>)
twice also.  One stanza (VI) remains, without a rhyme, outside this

scheme.
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C. Rhythmic movement.

Rhythmic movement results from changes in the number of
syllables per foot, or feet per line, and from changes in the quantity
patterns inside the feet. Modifications affecting syllable or
foot count will be referred to as Numerical, those affecting quantity
patterns as Quantitative. Following the terminology adopted in
my M,Litt thesis, I shall call those modifications which take place
ingide a foot (whether mmerical or quantitative) Internal, and
those which affect a succession of feet (either by Expansion or
Contraction, i.e. addition or subtraction of one or more feet)
External,

The poem under analysis shows no External Modifications: all
lines contain an equal number of feet. The possibility of
modifications being so drastically reduced, a heavier burden is put
on Internal Modifications. It remains to be determined whether
the main emphasis is shifted on to the numericsl or the quantitative

modifications, and what types of modification appear within them.

Kumerical HModifications in easch stanza.

Stanza: Line: Pattern:

I I ¥ 8.3 % - 5 B I
1I 2 22%% 22 32
111 3. 2 2 2 1. 232 2

Iv 2 3 21 e 3 2.%



Lines I - Il:

e 3 ' 3 3 1 3 3 3 1
to 223} (=1) (~1) 0 0
2 2 3 1

Reductio? in number of syllables per foot by (-1) (~1) i.e. two
elementa&are affected simul taneously by the change.

Although the progress of first lines (see pp. ) shows a gradual
diminution by one sub-element (-1) in the Stanza Progression: internal
changes within a stangza are initiated by a change involving two
consecutive elements (~1) (~1). This somewhat sharp change is

balanced by the Exact Repetition of the two Line-end Markers.

Lines II - III:

from 2 2 3 1 2 2 3 1
to) 1 29 (-1) 0 (<1) (+1)
1 2 2 2

Three elements are affected simul taneously but the change is not
homogenous. As in the previous case, two elements are modified in
the same direction, e.i. (~1), (~1), but not in a consecutive order.

Here they are separated by an element whose identity has remained

unchanged:
2 2 2 1
(-1) 0 (<1) (+1)
1l 2 2 2

1. The general term "element" used in this discussion of patterning
corresponds to the foot, and "sub-element" to a syllable.
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The third element affected shows direction change from (=) to (+),

i.e. a sub-element is added to the initial pattern:

1 % 2 2 2% 1
(+1)
1 8 3 2
Lines III -~ IV:
from 1 2 2 2 1 2 2 2
to 2 521 (+1) (+1) 0 (-1)
2 3 2 1

The same type of pattern is observed as in the transition from lines
I - III, i.e. one element retains its identity and position, three
other elements are changed.  ‘The change in the three elements (feet
in the poem) consists of a unidirectional change of two elements and
a change in the opposite direction of the third element.
In lines 1IY - IV although the type of pattern is repeated, variation
is introduced by the movement of the unidirectional elements: from (=)
for the two elements in line III to (+) for the twe unidirectional
elements in line IV. Consequently, in keeping with this pattern,
the polarity is reversed for the third element from (+) in the 3rd line
to (=) in the 4th line. In addition, the identity element undergoes
a Positional Shift from position II in line III to position III in line
IV, and conseguently the two unidirectionsl elements are similarly
affected. (8ee above).

Considering the stanza as a whole, we notice further important
features. The First vertical half of the stanza (i.e. the beginnings

of the lines), shows a tendency to a pronounced, decisive modification by
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two elements from the very start. The firast modification by two
consecutive elements involves a subtraction (-1) (=1).
The second modification by two consecutive elements, in the last two
lines, involves an addition (+1) (+1). (Correspondingly, we can
speak of internal modification of contraction and internal modification
of expansion),

To counteract these progressive changes the remaining vertical
half of the stanza, consisting of the Line-end Markers, shows a
conservative tendency: in the first two lines an exact repetition, in
the third and fourth, a repetition modified by the subtraction of one
sub-element (-1) in the final position. This type of internal
modificetion by (il) reappears later in the poem as does the

modification by two unidirectional elements (tl) (:l).

Stanza II Line: Pattern:

I a 2 32 2.2 3 4
II 2 3 21 2 321
I11 2 3 21 2 3 2 1
Iv - 2 B P 311

Lines I - II1:
from T2 3] 3 2 3 d

to 2 321 (-1) (+1) (-1) 0



.

This is & similar type of pattern to the one in stanega I, lines IT - ITIs
two {~1) one (+1). Hore it resulis in a reversal of the numerical
character of the pattern. The group 2 3 in line II, may perhaps
te regaried as & repetition, viih & positional shift, of twy elements:

2 3 1in line I, but unless a more obvious repeiition of this type

can be iraced in the poem, the sugxestion cannot be insisted upon.

es II = T11:
from 2 3 2 1

to 2 321

Exsct Repetition not only of line-end markers ut of the whole line

as a wdt.

lineg III - IV:

frow 2 3 2 3 2 3 2 1
a

to O W " (=1) (~1){(<1) (=2) o

1 1 1 1

Three elements are changed as before, but this time the direction of
change is uniform for all elements with "consequent" extended change

(=1) (=1) for one of the elements: 3 - 1

Stan I Line: Pattern:

1 2 2 3 1 2 & 3 3 e 2 5 1
II 322 21 %2 2 1 2 2 1
11 2 21} 2 e 2 3 2 2 2 3 2

Iv e 221 2 2@ 3 e 2 2 1
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Idnes I - II:
from 2 2 3 1 2 2 3 1
to 32 21 (+1) 0 (-1) 0

Cnly two elements are changed, but the change is not unidirectional,

and it leads here to a positionsl shift: 2 2 3 1 ~» 3 2 2 1.

The deep structure similarity with the initiel modification in

stanza I lies in the fact that both are changes by two elements;

while the first modification was unidirectional and consecutive, in
the second one the changes are in opposite directions and are
positionally separated.

The last but one element (as before in stanza II, in an extended
version) is used to begin the next line; in addition, the preceding
elenents are repeated, with a positional direction change: from before
the element to after the element.

Lines II - III:

from 3% 2 2 1 3 2 2 1
to 2 2 x 2 (-1) 0 (~1) (+1)
2 2 1 2

The same type of modification ag in stanza I: two unidirectional
changes, one in the opposite direction. Here we are dealing with

a shift of three consecutive elements one position forward, 3 2 2 1~
2 2 1 2, but unlike the preceding shift, it does not produce a

pattern which sounds related.



Lines III ~ IV:
from 2 2 1 2 2 2 1 2
to 2 221 0 0 (+1) (<1)

2 e 2 1

‘the same type of change as in the same stanza in line II: a change

by two elements in opposite directions. (This time it is contiguous).
Repetition as in gtanga I lines I - IXI, but shifted from the last

two congecutive elements (Line-end Marker) to the first two
consecutive elements, affecting a different numerical set (3 1, in
stanza I; 2 2, in stanza III). In addition, there is a positional
reversal of the remaining elements though their numerical character
is kept identical: 12, 21 g 212

2 2 2.1

Stanza IV line: Pattesm:

1 2 2 21 e 2 2 1
II 2 2 21 2 221
II1 2 2 2 1% ' e 2 2 3
Iv 3321 33 21

Lines: I - II
BExact Repetition, reinforcing 2nd Basic Pattern
IT - IIX
Lines: III - IV
from 2 2 2 1 2 2 2 |
to 3 22 («1) (1) 0 ¢

3 3 2 1
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A unidirectional change Ly two elements; the same type of pattemn

as in stanza 1 but with the direction reversed, and consequently the
numerical cheracter reversed ( 3 3 2 2instanzal, 2 2 3 3
in stanza IV).

Identity of the last two consecutive elements (line-end markers),
exact repetition as in stanza I in the corresponding position, but

numerical value different; decreased by (~1), one sub-element, 3 1 wv.

2 1.
Stanza V Line: Pattern:
1 2321 2 321
11 2 321 2321
111 112 2 1122
Iv 2 321 2 321
o8 1 — i3

from 2 3 2 1

to 2 3 21

Exact repetition of the whole line as in the corresponding place in
atanza IV, but one repetition fewer, i.e. two repetitions instead of

three as in gtanza IV.

Ma II - I11:
from 2 3 2 1 2 3 2 1
A
to O O (1) (<a)(-1) o© (+1)
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Practically impossible to hear the relationship: a complicated change
of two unidirectional elements, but one extended (-1) (~1), to
comprise two sub-elements and a third element in opposite direction.
Lines III — IV:

from i 1 @ 2

to 2 3 2 1
The same principle applied in reverse direction, bringing a

repetition of the previous line.

Stanza VI Line: Pattern:

I i 11 3 1111
II 3331 33 3 1
111 3 3 3 2 53 3 2
v 2 231 2231

Lines I - II:
from 1. 1 1 1

to 2 231

The transitions may be better regarded as consisting of the Third

Basic pattern followed by First Basic pattern, rather than:

1 1l 1 1

P i
() GDEY) D o

3 3 3 1
Lines - II1:
from 3 % 3.1 3 3 3 1
to 335 3 2 0 0 0 (+1)
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Modification of extension by one sub-element; the remaining elements

preserve their identity.

Lines 1II ~ IV:
from 3 3 3 2 3 3 3 2
to 2 2 3% 1 (-1) («1) 0 (-1)

2 2 - 1

'the pattern is modified through a unidirectional change of three

elements involving a subtraction; two of the elements are conseGutive.

tanza VII Line: Pattern:

1 2 3 21 2 321
11 2 2 21 2 2 21
111 3321 5321
v 5 3241 % 32 1
Lines I - II:
from 2 3 2 1 2 3 2 1l
to 2 2 213 0 (-1) 0 0
2 2 2 1

The change here is by one sub-element cnly and involves a subtraction,
while the remaining elements preserve their identity and position.

The lines are reminiscent of the pattern combination in stanza I,

lines III - 1V, except that the succession of patterns is presented in
reversed order and that the order within one pattern is reversed as well

(I from first position to last position: 1 2 2 2 -~ 2 2 2 1).
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Lines IT - III:

from 2 2 2 1 2 2 2 1
to 3 321 (+1) 1) 0 0
3 3 2 1

The change from line II - III involves the familiar pattern of
unidirectional change (by addition here) of two elements with
unaltered identity and position of the two remaining elements.
An identical type of modification, with the direction reversed,
involving a subtraction, was employed at the very beginning of the
poem in the transition from line I to line II in stanza I:

I; I-II 2 3 ¥ % VII; II-III 2 2 2.3

& 2 % 2 33 21

The same pattern combination: 2 2 2 1 was used in stanza IV, lines

Iz, 1Iv. 3 3 2 1

Lines III - IV:

from 3 3 2 1

to ¥ 3 & 3
Exact repetition of the whole line, similar to that in stanza V where
a slightly different pattern ( 2 3 2 1 ) is repeated in the first
two lines, whereas the repetition here takes place in the last two

lines.



Stanza VIII Line: Pattern:

I 2 2 21 2 2 2 l

II 2 2 23 2 2 2 1

111 5 5 22 3 3 2 2

Iv 2 3 2 1 2 3 2 1l
lines I - II:

from 2 2 2 1

to e 2 3

Exact repetition as in the previcus cases of 2 3 2 1 and 3 3 2

Lines II -~ IIIl:

from 2 2. 4%k 2 2 2 1
to 332 2 (x1)  (+1) 0 (+1)
3 3 2 2

A unidirectional change involving three elements with a resulting
balanced pattern 3 3 2 2 which is reminiscent of the pattern

l 1 2 2 in stanza V line III.

Lines III - IV:

from 5 % 3 R 3 3 2 2
to 2.3 21 (-1) 0 0 (-1)
2 3 2 1

A unidirectional change by two sub-elements involving a subtraction;

the two middle elements remain unchanged. (The patterns can be

heard as related).

1,



Stanza Line: Pattern:
I 322 1 231
I 2 2 21 2 221
11X 2.3 2 1 2 3212
v : e A I 1-% 3
Lines I ~ II:
from 3 2 2 1 3 2 2 p
to 22 2.3 (=1) 0 0 0

2 2 2 1
A change by one sub-element only (subtraction), the remaining

elements preserving their identity and position.

Lines II -~ III:
fron 28 &7 2 2 2 1
to 2 32 1 0 (+1) 0 0

2 3 2 |
A change by one sub-element only (addition), partial repetition
involving Line-end Marker. As in many previous cases the element
preceding the last one is repeated at the beginning of the next line.

Lines III - IV:

from 2 3% 2 1 2 3 2 1
to T . T (=1) (-1)/(\-1) (-1) 0
1 1 1 1

The transition here should perhaps be viewed as a return to the
Third Basic pattern; though the complicated change is not altogether

unfamiliar, We had an example of this type of change, in fact an
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identical change involving the same numerical elements, in stanza
II lines III - IV, The Third Basic pattern is certainly best
suited to be the ending pattern, giving a sense of completion and

finality.

Modifications: Structural Typology.

I wish to summarigze the numerical modifications affecting
the rhythmic movement by arranging them according to certain structural

principles, and grouping them into different "deep structure" types.

Change by one sub-element (%1):

(+1): stanza VI, line III
from 3 3 3 1  (and|only the|snow can be|gin to ex|plain

to 3 3 3 2 how|children are| apt to for|get to re|member

stenza I1X, line III
from 2 2 2 1 | sumver | autumn | winter | spring

to 2 3 21 |reaped their|sowing and|went their|came

The first example of Modification by one sub-element (expansion) is
reinforced by identicel quantity pattern in both lines; the second
example lacks such reinforcement, The difference is rezdily

perceptible to the ear.
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(-1):  stanza VII, line II

0 (=1) 0 ©
from 2 3 2 1 | one day | anyone | died I | guess
% 221221 (and | noone | stooped to | kiss his|face

gtanza IX, line II
(<1) o o o
from 3 2 2 1 | women and|men (both|dong and | ding)

to 2 2 2 1 | sumser | autumn | winter | spring

As in the preceding case, the first example shows reinforcement by

the quantity pattern, the second example lacks such support.

Chenge in two elements: (T1) (¥1); (+1) (-1) (*(<1) (+1) )

(-1)(=1)s stanza I, line II
(<)1) o 0
from 3 3 3 1 |anyone| lived in a |pretty how | town

to 22 351 (with| up so| floating| many bells| cown

gtanza VIII, line IV
(1) 0 o (1)
from 3 3 2 2 {noone and | anyone| earth by | april

% € 321 |wish by | spirit and | if by | yes

Reversed Polarity:

(+1) (+1):stanza 1V, line IV
(1) (+1) 0 ©
from 2 2 2 1 |vird by | snow and| stir vy | still

to 3 3 2 1 |anyone's | any vas | all to | her



stanza VII, line III

(«1) (1) o0 o

from 2 2 2 1 and| noone |stooped to|kiss his|face
to. 35 21 |busy folk| buried them|side by|side
1
These iwo examples are identical with respect to deep structure pattern,
2

positional arrangement of this pattern  (surface structure) and
numerical realization of the pattern (surface structure), but- differ

with respect to quantity pattern inside some feet.

Contrastive Polarity:

(+1)(-1): stansza III, line II

(+1) © (=1) ©

from 2 2 3 1 |children|guessed (but| only a| few

to 3 2 2 1 and |down they for|got aa]us they| grew

Same stanzs, line IV

0 0 (&) («1)

from 2 2 1 2 | autumn | winter | spring | summer

& '3 2 21 that | noone |loved him | more by | more
The quantity patterns are neafly identical, bhelping to reinforce the
modifications, yet the second example is less readily perceived as
reinforced than the first. 'This may be due to the positional
arrangement of the modifications, and to the fact that in the second
example the identity of the Line-end Markers is disrupted as a& result of
a numerical as well as a quantity change,
(<1)(+1): This pattern does not appear in the poem.

l. In terms of type of modification involved; here (+1)(+1).
2. Both consecutive, referring to the first two positions in the pattern.
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Change in three elements.
lnjdirectional change for all three elements;
(+1)(+1)(+1): stanza VIII, line III
(+1) (+1) o (+1)
from 2 2 2 1 and|more by|more they|dream their|sleep

to 3 3 2 2 |noone and|anyone|earth by|april

Reverse pattern: (=1)(~1)(~1) is absent from the poenm,

Injdirectional change for two elements,reversed polarity for the third
glement:

(-1)(31)(f1):  stansa I, line III
(1) o (22) (1)
from 2 2 3 1 (with|up so|floating|many bells|down

ts oA E 2 2 | spring | swwer | autumn |winter

stanza II, line II
(1) (1) () o
from 3 2 3 1 women and|men (both|little and| small)

W 2 321 | cared for| anyone |not at | all

stanza III, line IV
(-1) o (1) (+1)
from 3 2 2 1 | autumn | winter | spring| summer

. 22 ) 2 that|noone|loved him|more by| more

The only modification which allows the patterns to be perceived as
related is the one in the middle example, from stanza II. The

remaining examples exhibit the same deep structure pattern and the
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same surface positional pattern (though the surface numerical

patterns are different), but they do not induce the same ready

response. The reason could perhaps be scught in the positional

factor, or the number and combination of quantity patterns, or the

fact of having a 'blurred' line-end marker as a result of modifications

in that area.

‘the remaining possible combinastions do not appear in the poem:

(-1) (-1)
(+1) (-1)
(+1) (+1)
(t1) (<)
(-1) (+1)

(-1)
(-1)
(-1)
(+1)
(+1)

Change by four sub-elements (affecting only three elements)

lnjdirectional change for all elements;

(-1) (-.1/)?-1) (=1)s stanza II, line &%

from 2 3 2
to : R O ©
from 2 3 2

to 3 F- %

1 they| soved their|isn't they|resped their|same
1 | sun | moon | stars | rain
stanza IX, line IV
/\\
(-1) (22)(-) () o
1 |reaped their|sowing and|went their|came

1 | sun | moon | stars | rain
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— e —— —— —— — —

/"\
(-1) (-1)(=1) (+41): stanza V, line III
(\.
(<1) (-1)(<1) o (+1)
from 2 3 2 1 |1aughed their|cryings and|did their|dance
to 1 1 2 2  |(sleep|wake| hope and|then) they

The relation between patterns here eludes perception.

Patterns omitted here.

(41) (-1)(-1) (-1)

(1) (-1)(-1) (&)
-1)(=) (2 (1
(—13(—1) (-1§ (+1§
(-1)(-1) (-2) (-1)
(-1)(-1) (s) (+1)
(a) (-1) (-1)(-1)
(1) (41) (=1)(-1)
(-1) (-1) (-1)(-1)
(a) (1) (-1)(-1)

All the above types of patterns display one feature in common, a
gradual change by one gsub-element: from the simplest change by one

sub-element (whether contraction or expansion) through a change in

two elements (with unidirectional or contrastive polarity) to a change

in three elements, either all unidirectional or partially
unidirectional with the third element displaying reversed polarity,

and finally a complicated change in four elements; either
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unidirectional, or again a variant of the ssme pattern with the number
of unidirectional elements increased by one to comprise three elements,
and one element in the opposite direction.

Perceptually, the patterns differ depending on whether they are
reinforced by identical quantity patterns in the remaining unchanged
sections, and vhether certain positions in the pattern favour the
impression of relatedness to the preceding pattern by not interfering

too much with & sense of repetition and parallelism.

Quantitative Modifications.

After dealing with numerical modifications X wish to examine the
guantity patterns which contribute to the rhythmic movement of the
poem. I shall first present the quantity patterns for the whole

poenm and then discuss their various features.

Stanza I: 1 | A b o | — ‘
2 I | $ g
- ST robid o |
JETR S dCR T Sl W W

1. For clarity of presentation, the final foot is not treated as
line-divided, Anacrusis is adopted to siwmplify the notation.
This does not appear to be aviolation of the actual pattern since
phonetically it tends to be .. M rather than , J° in this
particular position.



Stanza II:

Stanza III:

Stanza IV:

Stanza V:-

Stanza VI:

67.
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Stanza VII:

Stanga VIII:

Stanza IX3

& \u

o ou

F -9
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'Anyone lived...' - Foot Types; variation and repetition.

o ———
1
- - RS

Stanza II

Stanza 1II

Stanza IV

Stanza V

T kinds

4 kinds

6 kinds

4 kinds

5 kinds



Stangza VI

Stanza VII

Stanza VIII

Stanza IX

Frequency:

6 kinds -
5 kinds -
4 kinds =
7 kinds =

Ix
Ix
2x

70.

.
E __FaNRFalul atal
o oo [ R

I—m—m &l
iy .

e e
b= b o |

5 kinds

5 kinds

6 kinds

6 kinds



Line Repetition in 'anyone lived in & pretty how town'

Stanga I:

Stanza 11

Stanza Ill:

Stanza 1V:

Stanza Vi

A M v Av I—u
s A a2
l M s ‘ WY . ¥ I I o,

—

n

o
]
~ B

¢ A S
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swnze v 1 |

A VR I W T 17 S O T
s iR Il iinnd |/
Stanza VII: 1 [/—\/—\ |\_/\_/\J|—'u |_U
T8 W W e I Bt W0 e

SRR TE S W N L TR el O M o %
U T N 3 8 TR W 8 g B0 Y B o

A _

2 _ |
5 lur“sUquul— U |~
e

Stanza IX: 1 | W \,/| — l — U | ,
R B St ¢ I o S e

s | A
ST

Sixteen lines out of the total of 36 are repetitions of an entire
line. ‘Two stanzas do not contain any repeated lines, two
stanzas have three repetitions each, the remaining stanzas two

repetitions each.
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Partial repetition in ‘anyone lived in a pretty how town'

Stanza I:

Stanza 11:

Stanza III:

otanza IV:

Stanza Vi

VoV o (Y —v
e VaNFaVall 7 IV SianV

I/ v —lAaAAlA~

vi— v (S

Iur‘\ \/l— v Ium u'-—-u

0 [#9Y l—

[ *) Tl TS

TR TR T et 48T Ve u | e W
Vi n [
YO PN Ia e og VN Yt
U e VAl N i Y e Ul e > e 4

EaN2LF [‘—'U l—-—u
V Iﬂ\/'i -1__.. e I . :
R NN f-“'-u

v

Py Wi dlasory A=y
| — o | T

g = LAl s O 0 Ll ¥ b




Stanga VI:

Stanza VIIs:

Stanza VIII:

Stanza IXi

g

.p.‘

n

S s o O
s T T

LA A TAAAYTY

T

s

Pl ]

aWay

el

vi 5 | S

oAl | A A
- PRGN
v~ U
ks PPN PR e ¥
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I shall now divide the repetitive quantity patterns (thus
excluding patterns occurring only once like 3 3 2 2, 1 2 2 2,
22 1 2 1 1 2 2) into four main groups and will then
proceed to discuss their characteristic features. The first two
groups consist of the two basic patterns (since the third one, being
monosyllabic, does not enter into consideration here) : First Basic
pattern 3 3 3 1 and Second Basic pattern 2 2 2 1. The
remaining twc groups are nixed, one containing two 3=-syllable

occurrences, and the other two 2-syllable occurrences.

Group I: First Basic pattern 5 3 3 1.

Stanza I; line 1 ACAVAVI N U i B1E N oW ¥ \J

l anyone llivad in alpretty howl town

Stanza VI; 1ine 2 V| \/ MU ™ M | A M |7V

(and | only the|snow can be|gin to ex|plain

Bt 3 3 3 2 Vv M u ]/‘\rn|r\ M| N

Stanza VIjline 3 how !children are|apt to for]get to relmember

Observations:
Only two occurrences of this pattern can be found in the poem.  They
have cnly one quantity pattern in common in their corresponding

second foot: ~ M
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Group II: Second Basic pattern 2 2 2 1.

Stanza III; line 4 g LG N 3 A W (st VR sy

that | noone|loved him|more by| more
Stanza IV; line 1 P W T X TN AT
|vhen by |now and |tree by| leaf
2 A R e 7 Apuci ® 3 ™
she |laughed his|joy she |cried his|grief
3 s % gt W g VG S O
|vird by |snow and|stir by | still

Stanza VII; line 2 T | R € B ol W Erpn Y

(and |noone |stooped to|kiss his| face

Stanza VIIT; line 1 Nt T e SO A

|all by |all and |deep by | deep

2 | #els = i
and [moro bw|more they]dream their| sleep
Stanza IX; line 2 s —| Al AAl=—y

| summer| autumn|winter| spring

Observationa:

(1) several lines contain one type of quantity pattern for all
three 2-syllable feet. This type is the quantity pattern
which occurs with word division: j_“_- -/ | The fact that
this particular pattern is most frequent is ¢ be regarded as
linguistically determined rather than the result of a special

preference over the remaining options.
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(i) all three possible quantity patterns for 2-syllable feet
are never found in one line.
(1ii) two out of three 2-syllable feet contain the same pattern

in one line.

Ad 1) V] — Vv | — V| 7 Y| TV stanza Iv,1,2,3 VIII, 1,2.
Ad iii) VI MO MNMY| T S| T\ stanza 111, 4.

[T ey Oy Mot I, 2.

Uy N —y¢pl = Y] Ystansa v, 2.

Group III, Mixed: two three-syllable feet in the pattern
Stanza II; line 1 IU/"\\_/l_\JIUf\\JI \J

| Women and|men (both|little and| small)

Stanza IV; line 4 | uv\.ai U f'\\_r “*UI s

|anyone's | any was| all to| her
Stanza VII; line 3 J o VP RN NN TG o
| busy folk|buried them|side by | side
i e o e R W

| 1ittle by| little and| was by| was

Observations:

(i) two pairs of lines contain the same pattern, but modified
positionsally

(ii) one of the pairs has two different quantity patterns for the

two three-syllable feet
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Ad 1) NN ™\ o steanm T3, 1.
NNV NV |\ |7V stanza VII, 4.
NSNS WY prause IV, 4,
[UMNAS NANS|TTAS [T\J | Stansa VII; 5.

Ad ii) |UUU WY |7 U |7V stanza v, 4.
NN\ VYV | TV |7V stanza VII, 3

Group IV, Mixed: two two-syllable feet in the pattern.

Stanza I, line 2 ISy ey o o A T
(with |up so |floating |many bells | down
I e i R SR gt V8 R R &
he |sang his| didn't he| danced his| did
Stanza II, line 2 je I . T
|cared for | anyone| not at | all
3 s W, L T o el 7 NN b B
they |sowed their |isn't they|reaped their| same
Stanza I1I,line 1 PIms, imne] ) TNl W
|children |guessed (but | only a| few)
2 b g O B N WS S
and [down they for|got as | up they| grew
Stanza V, line 1 lIaYas el Vi W e S G ™
| someones |married their | everjones
2 ™ ¥ OIS (et g P

|laughed their |cryings and| did their| dance



Stmm V, line 4 I At l'_l .l 3 I il o Y I u_--.v

[said their|nevers they|slept their|dream

Stanza VI,line 4 FEN NG 2N TV N TS

with jup so | floating| many bells| down

Stanza VII,line 1 g B 0 LY R W ] fhpaom W

| one day |anyone| died I | guess

Stanga VIII,line 4 [ bl P o fem b ]

|wish by |spirit and|if by | yes

Stanza IX, line 1 R e o 8 Rl W U el S A e 1

|Homen and i men (bothi dong and! ding)
5 o Lz sl seengip o] e

|reaped their|sowing and| went their| caue

Obgervations:

(1) all line patierns except two have the same quantity pattern
for the two 2e-syliavle feet

(44)  all occurrences of | — \ | quantity pattern have the saue
pattern in the other 2-syllable foot, though with varying
positional arrangement

(iii) several lines have the same quantity pattern throughout

{iv) the iines can have: (a) the same quantity pattern in both 2-

syllable fect (same position) with varying pattern in the
Z-syllable foot

(b) the same quantity pattern for the 3-syllable foot in each
line, but different types in the respective lines for the two

(same quantity pattern) 2-syllable feet
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(¢) the two exceptional cases with different patterns for the
two 2-syllable feet in the line show a degree of relationship:
both have the same quantity pzatterns in their respective
2-gyllable feet, and differ in the patterns for their 3
syllable feet. In addition, the two 2-syllable feet are

modified positionally

Ad (i)

Stanza I, 1line 2, 4

11, 2, 3
111, 2
v, 1, 2, 4
VI, 4
V1II, 4
IX, 1, 3
Exceptions: Stanza III, line 1

ViI, 1

Ad (ii): Same Positional arrangement of the two 2-syllable feet

Positions I and I1I

Stanza I, line 4 |l—v N\ — —

he |sang his|didn't he|danced his| did

Stanza II,line 2 [t S B VLTS o BN e

| cared for| anyone | not at | all

3 fdimt s VIR R TR TR
they Iaowed their|isn't they ]reaped their| same



Stanga V, line 2

Stanza VIII,line 4

Stanza IX, line 3

Positions II and III

Stanza 111, line 2

Stanza 1X, line 1

Ad (i44)

Stanza 1, line 2

ei1.,

S B R N B wed U7 T s
| laughed their|cryings and| did their| dance
SEat TON L T B0 Banle ™ 0 e
|said their |nevers and |slept their| dream
|l S O s [t

| wish by| spirit and| if by | yes

=i E N TN )

| reaped their| sowing and| went their| came

[~ m Py | = aut | 2o d

and |down they for|got as | up they| grew

Wit | T = | T

|Women and | men(both |dong and | ding)

Pals Ve e i oL ™A tws P,

VI, 4 with |up so | floating| many bells| down

iI, 3

e IR i T

he |sang his| didn't he| danced his| did

| =it TG b N e

they |sowed their| isn't they|reaped their| same

v, 4

S e T R S R W B s

|said their|nevers they|slept their| dream



82.

Stanza VIII, line 4 =0 AN =

Iwish by l spirit andl if hyl yes

- e o ew - e o we

Stanza V, line 2 e W, BN RO Ll €0 B o Y
|laughed their|cryings and | did their| dance
Stanza IX, line 3 e, S 6 50 TG il W07 AU B B

|reaped their| sowing and|went their| came

Ad (iv)
(a)
Stanza 1, line 4 =\l U= =
he [sang his| didn't he|danced his| did
Stanza 1I,line 3 el 008 DR KB B 900 4wl Lot S SN (oo €0
they |sowed their| isn't they|reaped their| same
Stanza V, line 4 et 0 A 11| R, Yt ' B g vl WS i U
|seid their|nevers they |slept their| dream
(also VIII; 4) |wish by |spirit and | if by | yes
Stanza V, line 2 | =y 5P S R el O [
|laughed their|cryings and |did their| dance
(also IX; 3) |reaped their |sowing and |went their| came
Stanza II, line 2 et O S 5V I B

| cared for|anyone | not at| all



83,

(b)
Stanza V, line 1 jAM VMY I
|someones | married their|every |ones
4 ==t UM | s fieny
|said their| nevers they|slept their | dream
also I, 4 he |sang his | didn't he danced his| did
11, 3 they | soved their l isn't they' reaped th@iﬂ pame
VIII, 4 | wish by | spirit and | if by | yes
(e)
Stanza III, line 1 W b ad ™ [N, | =
| children | guessed (but| only a | few)
Stanza VII, line 1 | G N IUVVI N e ™

I one day l anyone l died I | guess

i'o sum up, in all four groups repetition of quantity pattern throughout
the whole line never occurs with all three 3-syllable feet, the First
Basic pattern. There are a few examples of complete repetition

with all three two-syllable feet, the Second Basic pattern, but only
when these feet are filled with one particular quantity pattern | A |
(1% 3, .2, % TIIL, 3, 2).

In the mixed group with two 2-gyllable feet, the repetition occurs between

stangas:
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1,23 VI, 4 ulr\f\l_r\r\lur\ul—v
1,4 111, 3 Vo4 VIIL& V| — U luAUI— v | —V
V.2 IX, % | —u lunul—u |l —u



D
[

Rhythmic Movement

Modifications within stanzas: line progression.

Stanza I

This stanza is constructed on the principle of a change by not less

than two numerical elements at a time, with the simultaneous

appearance of iwo feet of identical quantity pattern. I will refer

to this in the future as IQP. Thuas the drastic change by two elements
(which affects one sub-element in each two elements in the pattern) is
balanced by a repetition of quantity pattern in the remaining two feet.
This principle applies to every single line in the stanza: every line
is related to the previous line through these typological changes,
though their surface (Quantity) realizations may (and ought to !) vary.
In addition, a third numerical modification appears in the Line-end

Marker of the remaining lines in the stanza.

lines 1 - 2: Rl Ea U (W R O &

Vel laYtaR EalYAmY,

Repetition is reserved for the Line-end Marker thus emphasising and
delimiting the line as a structural unit,

The tirst two feet undergo a numerical change by two elements (-1) (~1)

to give two 2-syllable feet in the corresponding position. The
abrupt numerical change is highlighted by a repetition of quantity
pattern in both new feet | M N |~ ~ |. This makes the
modification stand out more than would have been the case if one foot
had also undergone a quantity change, in addition to the numerical

change. This can be easily tested by pronouncing one of the feet
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with & different quantity pattern e.g. | — \U | :
VivouuUl N mivnul —u

l— vinnivnul—u
had the numerical change not taken place in the way it did, and if
the firat two feet had kept their 3-syllable numerical scheme while
only cne foot had undergone a numerical change, the auditory effect
would have been less remarkable. To appreciate this, it is enough
to alter the syntactic arrangement in line 2 so as to get Standard
Bnglish syntax: 'with so wany bells floating up and down'. The
rhythmic consequence of such a rearrangement is absolute yuin !

IvoulAm ivnu l—u

Ul wnana by mol= x =

Lines 2 - _ _
Tala® ToG U Ra T8

| o i e ey
Repetition of the two identical feet takes pluace here, but with a

positiona) shift: the two feet |~ ~ |~ ~ | now appearing in the

line-end Marker. Numerical change by 2 elements is non~-contiguous

(«1) eoe (=1)s Additional extension takes place within the final
foot of the Line-end Marker (+1). Alsothe Quantity Pattern is changed
within the numerically unaltered foot.
Lines 3 = 4:

|l—w u— A A |~ —

l—v lvAul—yu I—u
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fumerical change by 2 elements is non-contiguous but the direction

change is reversed (+1) ... (+1). The additional extension in the
final foot of the Line-end Marker is reversed to give a contraction
(=), Again the Juantity Pattern is changed in the numerically
unaltered foot.
fepetition: a wodified repetition of the pattern in the previous
Line-end Harkerx

NV I™V = v i—\wv [—™u
the inserted foot having the same pattern as the other disyliabic

foot in the line, thus constituting an ideniity pair as before.

Stanza 1L

The stanza starts with a numerical reversal of the last line in the

preceding stanza, kKeeping the corresponding quentity patterns intact

a skilful linking device.
depetition: two feet with identical quentity pattern, this time 3-
syllable feet in non-conliguous positions. (One of the feet belongs

to the Line-end Hurker, which is an exact repetition of tre lLine-end

Harker in I: 1, 2 = a further link with the preceding stanza.

lineg 1 - 2:
S hAaw I—u Wy 1—u

l— v luvuul— v | —u

Numerical Heversal appesars here again: 3-syllable feet "become" 2-

syllabie feet; the 2-gvllable foot "becomes” a 3-syllable foot. This
involves the complicated (=1) (+1) (-1) scheme discussed esrlier.

As in the preceding case, the single different foot |— | becomes
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one ol the pair of Identical quantity patterns. The only difference to

be found is in the quantity pattern within the J-ayllable foét: if this
had remained unmodified, the line would have been an exact repetition of

the previous line (line 4, stanza I).

lines 2 = 3
e : I o I LJ\“fk/i e R I =\

I—u lponul—u |—u

Here the repetition mentioned above is finally achieved, but only after

nearly a cycle of changes. In the transition from lines 2 - 3 the

padir of I0P feet is repeated, its positional arrangement is repeated,

and only the quuntity pattern in the S-gyllable foot is altered;
lvoul = luAul

In addivion to these repetitions, the line-end Markers show exact

vepetiticn.

Lines 5 - 4: : | : |
l— v uNnul—u T—y

l— - U —U
An abrupt change into & monosyllabic line involving a complicated

scheme (~1) (-1) (=1) (-1, produces a rather arresting effect, which
is reminiscent of the impact of the first decisive modification

(=1} (1) in Stanza I.

Stanga III

Ldnes 1 = 23

b o b X/ ‘\_J f“\(Jl"\y)
vimnm l—y I—y =y
The initial line is reminiscent of the initial line in the preceding

gtanza. It has been obtained as a result of two changes: gne lumerical (-1)
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and one Jusntitative, but it retains as much of the positional

correspondence as possibie:
TR B W B s T R - i B A e W 1131

PN s =gl BN A U s
Une foot retains both the Numericsl and Quantity patterng
hote, too, that this time all feet in the line are different with

regard to their quantity as they were in the first line of the poen.
This feature will be repeated more than once in the course of the
;)Dem-

lines 1 = 2 return to the change by two elements (+1) (-1) with

simultaneous retention of one gquantity pattern for twe feet. we

are by now faniliar with this type of change.

Lines 2 - 3: |l~Am | — W =
XA HONEN ™ g ==

Iine 3 is a repetition of line 5 in stanza I but with a positional

shift of two identical feet at a time:

" lnA = = 113
It happens to be one of the ilefrain lines with its lexical ccntent
retained. The transition from lines 2 - J is more of a disjunctive
device than & linking one. The complicated (~1) ... (=1)(*+1) scheme
taxes place in the corresponding positions, However, if one allows
for positional shirts, the whole patiern diifers by one syllable

oniy, in the transition from the 3-syllable foot into a Z-syllable

foot. The Familiar type of two _identical quantity feet is repeated

here again.
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Lines 3 - 4: Foad e W e ST W s & R (5 By
Ul vl ey
Alter a rather disjunctive pattern an euphatic repetition takes

place: the two IQP feet retain their quantity and their place in the

pattern. The Line-end Marker reflects the typical change by two

elements (+1) (-1).

Stanza IV

Lines 1 - 2 Dot AL e PR eV e

23 l— =V =y | —O

f‘_‘ A I X et ' TR A I'“—ﬂhj

become the culminating point for repetition. Not merely twoe feet have
an identical quantity pattern, but this identity marker is slaso
extended to the third foot. Further, this repetition is not
limited to the internal structure of the line: it is extended to
three consecutive lines in the stanza. In addition, all the lines
end in a monosyllabic foot, and consequently have exactly the same

rhythmic structure.

Lines 3 - 4: B T R e N Gt O N e £

Ee bl 7 X =

The regular change by two elements returns with the direction change

showing reversed polarity (+1) (+1).
Two different quantity feet appear instead of the usual IQP pair.
This mixed type appeared before in III; I (in a slightly different

manifestation).
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Stanza V
Lines 1 - 2: et RN N )
= Ry TPy e

We return to the peir of identical quantity feet of the non-contiguous

type. The pattern is reminiscent of that in stanza II line 3:

|'— oA =2 = In the transition from

lines 1 = 2 the change by two elements refers to a guantity change

only: one different quantity pattern is substituted for the previous
pattern in the IGP pair of feet. Its position is retained, ensuring
a sense of repetition. The other different quantity pattern is

introduced in the Z-sylliable foot.
Lines 2 = 3 ek 2 AW P

the transition here is one of the sharp disjunctive type, involving

the complicated scheme (—1)(%&1). This results in a pair

of identical feet, both monosyllabic and therefore emphatic in that

position.

Lines 5 - 4: |— -y v —u

el T TP S e FEE . ¥
The same change takes place in (*+)...(-) direction, so as to return
to the previous pattern. (The pattern of Line 2 is repeated, but
with one quantity change in the 3-syliable foot). The usual IGP

pair retains its identity, with a shift in position.
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Stanza VI

Lines 1 - 2: eV SV PR

vty m brvm P
Line I is a lexical repetition of an earlier line (11,4) but with a

positional shift by two elements. This fact is concealed in the

monosyllabic structure and is only revealed on the lexical level,
In the transition from linesl - 2 the change is perhaps the

e E) Y.

culminating one of the disjunctive type: (iijz:i)(
As usual there is the IQP pair to balance it; and since all the
feet are J=-syllable feet, the pair tiis time is a 3-syllable pair.
Une point should be mentioned in connéction with the apparent
disjunction: the two lines represent two different basic patterns

which have been brought together on this occasion, 3 3 3 1 and

Y. 3 i s

Lines 2 = 3s vliu~ulAm IlAm I—u
vivuMmulmAam iAam AN
As in the preceding stangza, after a drastic disjunctive change there

is a return to repetition with only one guantity element changed.

The repetition is extended to all three feet (two of which are IuP),

and the change (*1) to the final foot of the Line-end Marker.

Lines 3 = 4: viu~vlAmiAam Il —u
U s b e oxlraswui =/

Here there is a return to the numerical change by 2 contiguous elements

(-1)(=1). In fact it is & lexical repetition of the first modified

pattern (I32). The third foot does not repeat the quantity pattern
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Stanza VII

R N R R B WO Lol e W
'Jlf#\\u"'"\i—“ \/ i‘_"u '—"'-'\J

The first line is relsted to the last line of the preceding stanza

e ot

the 2-gyliable feet tuking up non=contigucus positions. The
digjunctive type is present in so far s all feet are diffesent,
(Previous parsllel arrvangemenis have exhausted the ihlleiing
possibilities:

Vil Fas Smnbigrmiall i e brny

V4 i——ululf‘\ul*wu J -~

LEE SR St NV RGNS e (O E LG

The transition (rowm a disjuncitive line invelves a sironger reliznce
on repetition, as was the case @u vrevicus pccasions in similar
circunstances. The IQF peir is now introduced through only one (=1)
nueerical change. ihe first Yoot retains its identity. Cwing to
the position of the IQP pair & repetiticn ie aigo secured in the Line-

end Harker.
Lines 2 = 3: G AR ) e

AUV U= =

e see here a return to the numerical change by 2 elements (direction

altered to+) and a repetition of the Linre-end Mairker. The IGP pair
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is missing from the pattern, all feet are different. It is in fact
as closely related to line 1 as possible with a repetition throughout,
except lfor one extended foot.

FaVlaBilVAVeW Bl Vil Eos VAR : 614

| OS2 W\ A2 == L = s

lemagz o | v o W =
U AN | =\ | T/

The 1QP pair returns in line 4 through one quuntity change only, and

there is a repetition of the Line-end Marker.

Stanga VIII
Lines ) - 2 | —vil—vl—vyuvl—v

gl e==ad ] == =Ry
Whole line repetition (cf. previous occurrence of the same quantity
type and the seme line treatment in stanza IV).
Lines 2 - 33 Ul g =g ==y | =

{ WA WIIN] T ] A

A change Ly three elemenis in the "4" direction, comprising two contiguous
elenents. There is no IGQP pair in this transition, all feet are

different with respect to quantity.

Lines 3 - 4 | il v ud — wl A
| —uvlvmnud —ul —u

There is a return to the IQP pair. The numerical change by two elements

is non~-contiguous, and there is one guantity change within the three-

asyllable foot: | \JU\J/ > | ynud



Stanza IX

Lines ) - 23 v~ v =
PRl TN T Vo ana W)

(The first line repeats the numericel character of the last line of

stanza VIII but with a positional shift, the IQP pair now appearing

in contiguous positions).

In the trensition from lines 1 - 2, the IQP pair retains its position,

but its quan altered. There is also & numerical change by
).
ldnes 2 -~ % Ol & B P R e 1Y

PP Y = T
The emergence of a new IQP pair through two guantity changes and one
numerical change (+1).
ddnes 3 ~ 4: |--\J|UK'WU|—--\J | —
I“_\/ ""‘U |—"\_/ l"—\J
3 NS
The complicated change (-1) (<1)(~1) (~1) is exactly the same as in

atanga 113 %~4, only the quantity in the 3-syllable foot is different

here, but the IQP pair repeats the previous (II;3) pattern.
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SHELECTED MODIFICATIONS

After dealing with the overall numerical and quantitative
changes, I should like to select a few kinds of modifications for
special attention. The first series concerns the modifications
invelved in the transition from linesl-2 at the very beginning of
the poem, Auditorily, these lines are very effective. What mzkes
then s07%

Let us consider several possible combinations which can be obtained
by re-ordering the lexical items within these lines and consecuently

the rhythmic patterns:

the original version: |anyone | lived in & |pretty how | town
with ] up 80 I floating | many bells | down
The striking efiect of the poem is usually attributed to its deviant
gramwar and in sll probability these two lines would be used as &
proof. Indeed, if we take the corresponding Standard Fnglish siructure
and add, of necessity, the conjunction 'and', we obtain the line:
with | so many | belis floating | up and | down
This, coupled with the first line of the poem, produces a disastrous
effect:
(1) | anyone | lived in a | pretty how | town
with | so many | bells floating| up and | down

The 'deviant grammar' approach scores an apparent victory here. I
should like to contend however that it is not the deviant grammar which
mnakes these lines so remarkably effective, but particular types of
rhythmic modifications which relate the two lines. To prove this,

let us keep the 'deviant grammar', but re-arrange some of the constituents:
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(2) |mwmm] lived in a | pretty how | town

With | many bells | down | up so | floating

or

(3) | anyone | lived in a | pretty how | town
With | down | many bells | up so | floating

or

(4) |anyone | lived in a | pretty how | town

with | down | up so | floating | many bells
The fact that they sound soc unsatisfactory can only be explained
through an unsuccessful rhythmic grouping. (I shall return to this
point presently and discuss it in greater detail). Yet more
satisfying results can be obtained within the 'deviant grammar' if
we use rhythmic modifications in a nore skilful, principled way.
Let us examine two such examples and the differences between them:
(5) | anyone | lived in a | pretty how | town

#ith | floating | many bells | up so | down
(6) a less satisfactory combination:

| anyone | lived in a | pretty low | town

with | floating | up so | down meny | bells
Lastly, let us return to the original version:

I anyone l lived in a I pretty how I town

With | up so | floating | many bells | down
Referring to variation No. 6, it can be seen that the rhythmic pattern
has been modified so as to interchange the positions of the first two

feet and to replace 'down' with 'bells® in the final foot, in addition
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to a minor re-crdering of quantity pattern within the last but one foot.
tHowever, all these changes did not affect the numerical pattern of the
line since it still shows the same arrangement: 2 2 3 1. The
significant difference lies in the fact that rhyme has been withdrawn
from use as a linking device. Previously, we had 'town' and *down'
delimiting the lines as rhythmic units, now we have the non-rhyming
‘town' and 'bells' with the overall auditory effect visibly impaired.
Variation No. 5 proves to be more satisfactory in that it retains the
rhyme, though it changes the positional arrangement of the two- and
three-syllable feet from a contiguous position for the two-syllable
feet, to a non-contiguous position. whig arrangement, however, is
well within the '‘rhytbmic grammar' % of the poem as many later lines
prove. Comparing variations Nos. 5 and 6. it appears that a quantity
change and the disappearance of rhyme within a numerically identical
Line-end Marker disturb perception more than a numerical change which
leaves the final monosyllabic foot with its rhyme unaltered. This
does not mean that rhyme is always an indispensable prerequisite.

The same delimiting effect can be secured through an exact repetiticn
of the quantity pattern in voth feet of the Line-end Marker, which is
what Eliot did in the first two lines of 'Death by Water' (The Waste

Land, part IV):

1. Similarly, another variation W¥ith| many bells [floating|up so| down

is acceptable on the same grounds
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a | fortnight | dead | R0 R S e = A
and the | deep sea | sweil | %49 R e W R /S
which are contained in: ‘'Phlebas the Fhoenician, a fortnight dead,

Forgot the cry of gulls, and the deep sea swell,

And the profit and loss. '

Variztion No. 4 is unsatisfactory because it contains too many
numericzl modifications in addition to the disappearance of rhyme,
every single foot in the pattern has undergone a modification, some
even a double numerical modification

anyone | lived in a | pretty how | town Tl s et |

with | down | up so | floating | many bells : R
s0 us to give the following formula: EDED (A1) (A1) GT)ED)

Although there is a gradual progression in terms of number of syllables
per foot, from 1 to 3, the progression is in the wrong direction; it
increases the number of syllables in the Line-end Marker up to 3
syllables in the final foot instead of aiming at the usual monosyllabic
marker, or at best a 2-syllable final foot. The last point brings
us to the next series of variations, [o0s.2 and 3. Here we have a

2-syllable final foot, but also rather a large number of cther changes:

(3) | anyone | lived in a | pretty how | town D, Bk

with | down | many bells | up eo | floating 1 3 2 2

with a quantity change within the corresponding three syllable foot:

Waval _%. | M A~ | (I shall refer to it as @), in addition to

the numerical change expressed by the following formula: C:ijz:ij..f{(—l)(+l).
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A slightly less modified pattern, with oniy one (-1) at the
beginning of the line, but with the remaining changes of the same
type, appears in the next, 7rd line, in the same first stanza in the
poem and fails to be perceived as related rhythmically to the
preceding line:

With | up so | floating | many bells | down 2231

| Spring | summer | sutumn | winter e - B

the

-

The Quantity change here is from | ™~ M\ | to |\ — |
numerical change formula: (-1) ..% (-1)(+1).

ixactly the same formula: (-1) 2. 3 (=-1)(+1) applies to another
transition with a di-syllabic final foot, where the two lines are no
longer perceived as related:

Stanza III, 2-3
and | down they for|got as l up they I grew G O R~ N &

| autumn | winter | spring | summer g2 1.2

There is another example which does not sound related because too
many changes have taken place earlier on in the line, in addition
to one numerical change in the line-end Marker:

Stanza V, 2-3
| laughed their | cryings and| did their| dance - % B O |

| (sleep | wake | hope and | then) they O Ul k-

'the numerical change formula involves four changes: (-1) (5i3?:ij eee (*+1)
The only time when a Line-end Marker with a 2-syllable final foot
sounded closely related to the preceding line was when this extension

from a menosyllabic to a di-syllabic foot happened to be the only
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modification in the pattern. Only then was the change readily
accepted by the ear:

Stanza VI, 2-3
(and | only the | snow can be|gin to ex|plain ¥ % % j

how | children ere | apt to for|get to re|member 3 3 3 2

Returning to variations lNos3 and 2, we see that exactly
the same number of changes as in variation No. 3 has taken place in
variation No. 2 though in a slightly different order:

et FEIED) (A1) (51)

As for thie difference bLetween the original version and variation Re.l
there are two non-countiguous changes in variation No.l: a quantity
chenge in the pirgg foot | | |~ m | and a numericzl change
in the first foot of the Line-end lMarker. Since the pattern has
not yet had e sufficient time to establish a particular expectancy
in the mind of the listener, the changes have a disorientating
efiect. This is avoided in the original version where the Line-end
Karker is kept strictly identical, and the two numerical changes are

introduced at the very beginning, but with the same quantity pattern

in both |/-\ﬁ P——
| anyone [ lived in a I pretty how l town 53 3 4
with | up so | floating | many bells | down 2 2 35 1
This change by two elements (involving one sub-element in each of

two feet) is not random or accidental. In fact it is a characteristic

feature of the poem, though very often accompanied by an additional change.
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The pattern 2 2 3 1 introduced in the line "with up so floating
many bells down" is a productive pattern. It undergoes all posgible
modifications within the first three positions, all of which are used

in the poenm:

SR
2 3va -l
Bip@ia g,

Pattern 2 3 2 1 is the highest frequency pattern in this group.

It is related to another pattern 3 2 % 1 through Reversal, a

principle used on other levels in the poem. It involves two (again

two !) changes:

i) the substitution of a 3-syllable for each 2-syllable foot, keeping
an IQP'pair in each case

ii) éhe substitution of a 2-syllable for the 3-syliable foot in the
pattern which is being subjected to Reversal (cf. stanzas I,4:--
5 M & pa - 010 & T U

The technique of Reversal need not imply solely a numerical reversal;

the term is equally applicable to gquantitative changes which are

accompanied by a suitable positional shift as in the following example:

stanza IV, 4 |u \ A In NS I—-— ./ |-—--\_,

Vii, 3 luAvivuul— o l—w

Pattern 3 2 3 1 which wae mentioned above, is related through a

Positional change to pattern 3 3 2 1.

1. This pattern is in turn related to 2 2 3 1 through a numerical
Reversal (!)
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This pattern may appear to constitute an obstacle to our generalisation
about tlie change by two elements since it locks as if it had been
derived from 3 3 3 1 through only one change (-1). I should
like to suggest here that it could be regarded not as derived from

3 3 3 1 in the obvious way by one change, but rather as derived
from a different base (the second basic pattern 2 2 2 1 ) through
the same type of change (by two elements) but in the opposite, upward
direction (+1) (+1). If this is so, then the firat occurrence of
this pattern ( 3 3 2 1 ) should take place in a stanza with a
prevailing number of 2-syllable feet, preferably near a 2 2 2 1
pattern.

Indeed, if we examine the consecutive lines in the poem in
gearch of such an occurrence, we meet it for the first time in stanza
1V, where it is preceded by three consecutive lines containing the second
basic patterm 2 2 2 1. The triple repetition here is a
sufficient announcement of the transition into the new thematic (in the
rhythmic sense) pattern. The patterns that follow should prove to be
a selection of patterns derived from the first basic patterm: 3 3 3 1
> 2 2 %1 > 2 3 2 1 * 3 2 2 1; and of patterns derived
from the second basic pattern: 2 2 2 1 * 3 3 2 1; as well as
an occasional return to each of the three basic patterns. Infact,
this is what happens in the subsequent stanzas in the poem, except
that one of the modifications from 3 3 3 1 is given greater
prominence through frequent repetitions, while modifications from

pattern 2 2 2 1 are resiricted to one typeonly 3 3 2 1 in
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this section (the other type 3 2 3 1 appearing in the earlier
section of the poem through numerical reversal 1,4 - 1II,1 and type
2 3 3 1 missing altogether).

If the typological principle of a change by two elements is
as basic to the verse structure in this poem as I am suggesting, and
if my analysis positing an unexpected "derivational history" for
pattern 3 3 2 1 is correct, then we should expect to find that
this principle operates on the third basic pattern as well.

In stanza V, we come across the pattern 1 1 2 2 which can be
regarded as a patiern derived from the third basic pattern 1 1 1 1
through a chenge by two elements in the upward (+) direction, No
other direction was possible here since the alternative would result
in ¢.

Although the change by two elements appears to be basic to
the poem, it is legitimate to expect also a few changes by one
element only, whether numerical or quantitative; especially after
the 2-gyllable base ( 2 2 2 1 ) has been reached. This is
indeed what happens in the poem in the transition from lines 2 - 3 in
stanza VI: (+1); in stanza VII, lines 1 - 2 (-1); same stanza, lines
3 - 4 (Quantity change); the remaining changes being by at least two
elements. Examples of a single change are:

Stanza VI, 2 - 3 e =l e W e
lunviAm [Am AN
Stanza VII, 1 - 2 | NS NG =) =)

FESNRE I i o S e ey )
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Stanza VII, % - 4 IU!’.‘\UlU\JUl"" \J i_\/
RIS e WA et 51 e 1

There is only one example of this last type of change (one quantity

change only) earlier in the poem: in stanza II, lines 2 - 3
P L g
ot 080 1| g B B O A i 88

Gummings, however, tends to avoid such simple changes and gives greater
preference to changes by iwo elements, whether quantitative or
numerical, as shown below:

(a) gquantitative change by two elements:

stanza V, 1 Vale ) Wais Kraw e oW
vy 2 l— v lunu!l— v |—U

(b) numerical change by two elements:
stanza III, 1 e Ol i TN T
I1I, 2 FEDTT e bl O R et T % | e &
Purther, he ma.nipula&s the two types of change in a skilful way so

as to produce delayed response effects by preceding the closely

relsted pattern with one which has undergone modification twice, e.g:

Stanza V, 1 |/'\ f\|Uf—\\J|f\/-\l_U
2 |l— v lunyl— u |—U
4 gy oy 1 U ) St © A Lo

where lines 1 and 2 are related through two quantity changes while

lines 1 and 4 are related through only one guantity change.
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Equally skilful is his manipulstion of ‘*disjunctive' patterms
80 a8 to produce enough contrasts to balance the repetitive effects,
e.g. the way in which the last line in stanza I1 is Juxtaposed with

the repetitive lines that precede it ir this stanza:

II, 1 P i I A
2 § e P, | FAW. J ' X I /
3 =y d— st —
4 N EEENgS ;|

Paralielism cun be seen in the application of thias type of contrast in
the last two lines ol the laat stanza:

X, 3 ! . gl = .

g SONEE M b

, 1 TERDE sl e K

2 |

’, 7N
There are other examples of the same type, but the above should
by now be sufficient illustration of the more apecific festures of

cumping's technique,
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Rhythmic patterning in relation tc¢ ‘. - intonation curve.

I believe intonation to act on the rhythmic pattern in
a way similar to phrasing in music. 1t is a supra-structure, not
a primary one.

It would be highly arbitrary to discuss the rhythmic
patterns of this poem in relation to its intonation, described in
terms of pitch levels, tones or tunes. This would be an
unwarranted generalization of the pitch patterns of one accent of
English to others where different pitch patterns may obtain in the
corresponding places. The only secure way is to congider the
domain of intonation, as this is not likely to vary from accent to
accent, though, even here, it is sometimes possible to have two
alternatives: either one or two contours per line.

This would be evident in constructions with the conjunction
"and" for example, where the conjunction can be taken in either a
linking or non-linking sense. In this poem, "and" is used to
juxtapose rather than to link two ideas, therefore two contours per
line are more frequent.

Two alternatives are also possible before adjuncts or
modifiers as, for instance, in stangza I, line 1 which can be read
with a continuous contour or with two intonation contours.

‘fwo contours may also be used in order to separate adjuncts
from other constituents as in line 2 in the same stanza, lines 1, 2

in stanza II, and line 2 in stanga VIII.
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Certain collocations may also have the effect of producing
two contours per line which are optional, as in stanza I, 3 or II, 4.

Two contours per line are also possible before major
syntactic breaks e.g. between VP and NP immediately dominated by
the initial symbol S of the entire phrase-marker as in stanza VI, 2
and IV, 4.

This is not the case before a Direct Object, see stanza
V¥, 1, or verbs which take an infinitival verb phrase complement as
in VI, 3.

In all cases of apposition, which are numerous in this
poem, two contours per line appear.

I have marked the domain of intonation( see following
page) by putting a stroke in an appropriate place in the line, and
enclosing it in brackeis whenever two alternatives were possible,
i.e. either one or two contours for the given line. It will be
seen that the resulting breaks appears exactly in the middle of the

lines and correspond to what is known as caesura.
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B.E. Cummings Selected Poems 1923-1958 (P. 44)

I anyone lived (/) in a pretty how town
(with up so floating (/) many bells down)
spring summer (/) autumn winter
he sang his didn't/he danced his did.

11 women and men (/) (both little and small)
cared for anyone (/) not at all
they sowed their isn't/they reaped their same
sun moon (/) stars rain

I1X children guessed/(but only a few
and down they forgot/as up they grew
autumn winter spring summer)
that noone loved him (/) more by more

Iv when by now/and tree by leaf
she laughed his joy/she cried his grief
bird by snow/and stir by still
anyone's any/vas all to her

v gomeones married their everyones
laughed their cryings/hnd did their dance
(sleep wake hope and then) they
said their nevers/they slept their dream

VI stars rain sun moon
(and only the snow (/) can begin to explain
how children are apt to forget to remember
vith up so floating many bells down)

VIiI one day anyone died i guess
(and noone stooped to kiss his face)
busy folk buried them (/) side by side
little by little/and was by was

VIIX all by all/and deep by deep
and more by more/they dream their sleep
noone and anyone/earth by april
wish by 3pirit/hnd if by yes.

IX women and men/(both dong and ding)
summer autumn(/)winter spring
reaped their sowing/and went their came
sun moon (/) stars rain



- EXTERNAL ANALYSIS
A comparison with another poem by e. e. cummings
‘my father moved through dooms of love'
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e. e, cummings

my| father | moved through| dooms of | love
through | sames of | am through | haves of | give
|singing each | morning | out of each | night

my | father | moved through | depths of | height

this | motion|less for|getful | where
| turned at his | glance to | shining | here;
that | if (so| timid | air is | firm)
|under his | eyes would | stir and | squirm

newly |, as from un|buried | which

floats the first | who, his | april I touch
drove | sleeping | selves to | swarm their | fates
woke | dreamers |, to their | ghostly | roots

and | should some | why com|pletely | weep
my | father's | fingers | brought her | sleep:
|vainly no | smallest | voice might | cry
for | he could | feel the | mountains | grow.

|Lifting the | valleys |, of the | sea

my | father | moved through | griefs of | joy;
praising a | forelead | called the | moon
singing de|sire | into be|gin

l Jjoy was his ] song and ' Joy so | pure

a | heart of | star by | him could | steer
and | pure so | now and | now so | yes

the | wrists of | twilight | )would re|joice

|keen as mid|summer's | keen be|yond
con|ceiving | mind of | sun will | stand,
so | strictly (|over | utmost | him
8o | hugely)|stood my | father's | dream

his | flesh was | flesh his | blood was | blood:
no | hungry | man but | wished him | food;

no | cripple | wouldn't | creep one | mile
up|hill to | only | see him | smile

]Scorning the I pomp of [ must and [ shall

my | father | moved through | dooms of | feel;
his | anger |, was as | right as | rain
his | pity | ,was as | green as | grain




114,

sep|tembering | arms of | year ex|tend

less | humbiy | wealth to | foe and | friend
than | he to | foolish |, and to | wise
|offered |, im|measurable | is

proudly JAand (by oc|tobering | flame
beckoned) as | earth will | downward | climb,
so | naked |A for im|mortal | work

his | shoulders | marched a|gainst the | dark

his | sorrow |, was as | true as | bread:

no | liar | looked him | in the | head;

if | every | friend be|came his | foe

he'd | laugh and | build a | world with | snow.

My | father | moved through | theys of | we,
1singing each | new leaf | out of each | tree
and | every | child was|sure that | spring
| danced when she | heard my | father | sing)

then | let men | kill which | cannot | share,
let | blood and | flesh be | mud and | mire,
scheming i|magine, | passion | willed,

freedom a ' drug that's | bought and | sold

|giving to | steal and | cruel | kind,

a I heart to l fear, to I doubt a I mind,
to | differ | a di|sease of | same,
con|form l,\ the I pinnacle of I am

though | dull were | all we | taste as | bright,
bitter all | utterly | things | sweet,

maggoty | minus and | dumb | death

all we in|herit,| all be|queath

and | nothing | quite so | least as | truth

- i | say though [ hate were | why men I breathe -~
bs|cause my | father | lived his ] soul

|1ove is the | whole and | more than | all
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BATERNAL ANALYSIS

A comparison with another poem by the same author.

It is interesting to note that another poem by cummings,
"my father moved through dooms of love", is strongly reminiscent of
"anyone lived in a pretty how town" to such an extent that even
without knowing the authorship, it should not be difficult to guess
the hand. There are certain structural resemblances, features of
technique, that allow us to regard these poems as attempts at
exploring the same kind of devices. This refers not only to the
grammatical innovations which cummings relishes so much, but also to
the rhythms of the two poens. Both are composed in four line
stanzas consisting of four sitresses per line, and in addition to
these they share certain rhythmic patterns. If we look at the
patterns employed in the poem we shall receive a confirmation of

our zuditory impression:

Numerical Patterns

Stanza 1 2 2 2 1

Stanza II 2 .2 2 1%
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Stanza III 2,\3 2 1

Stansa IV 2@k

Stanza V 522

Stanza VI i A A

Stanza VII i il s B



Stanza VIII

Stanza IX

Stanza X

Stanza XI

Stanza XII

414,



Stanza XIII1

Stanza XIV

Stanza XV

Stenza XVI

Stanza XVII

115,
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Ihe range of patierns employed by cummings in this poem emerges
as:
2022 1 o e o [ ¢ Ll e S €

o i L | e A 2°"1

1,1 4 1 - (alternative reading 2 4 1)
2 4 A1

Additional patierns resulting from alternative readings are:
5 4 1A
g 15
4 2 1,

2 4 1,

Only two basic patterns can be discerned: 2.2 w2k and L S
The relationship between them involves a different {ype of derivational
rule from the one which appeared to determine the basic patterns in

"anyone lived in a pretty how town", Here the (#1) sub-element

rule was applied to only one position in the basic pattern (2221) to
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derive the next pattern (3221)} in the other poem the rule (-1) was

applied to all three positions 2 in the pattern, giving a progressive

diminution in the basic patterns: 3 3 3 1 2 2 2 31 O (s &
Of the two basic patterns, "my father moved through dooms of love"
shares 2 2 2 1 with "anyone lived in a pretty how town"; its
second basic pattern 3 2 2 1 appears twice in "anyone lived in a
pretiy how town" (III,1; IX,1) but here it is only a modification of
the first basic pattern by (-1)(-1): 3 3 3 1 —» 3 2 2 1.

We find, besides these similarities, an overlap in the

3

modified patterns: 3 2 3 1 and 2,3 2 1, Pattern

3 2 3 1 occurs twice (I,3; XIII,2), and pattern 2. 3 2 1 once
(111,1). The non-corresponding patterns in "my father" tend to occur
once only, with the exception of 3 35 1 1 which appears in two
consecutive lines (XVI, 2, 3). Despite its greater length (there
are Y stanzas in "anyone" as compared with 17 in "my father", not only
are there fewer basic patterns and fewer modifications in this poemn,
but the number of pattern combinations per stanza is smeller than in
"anyone®,

1. The same type of rule ftl) relates the remaining patterns without
silent stresses:
3231 — 3131 (-1)
3211 = 3311 (+1)
The interpretation of the relationships between these patterns may
be questioned on grounds of their grouping - a different grouping
would involve different rules ! lowever, the order in which they
appear in the poem justifies cur grouping entirely:
32 31 (stanza I,3) 31 31 (stanza V,4)
3211 (stanza Xv,1) 3 3 1 1 (stanza XVI,2)

2. The fourth and last being almost invariably 1.

3. 2 3 2 1 appearing here with the adcition of a metrical pause.

1.
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This reduction in structural complexity or rather the absence of an
elaborated structure can easily be perceived by the ear and can be
confirmed on a detailed examination. Two stanzas (VIII, XII)
contain one rhythmic pattern only: 2 2 2 1 the basic pattern;
eight stangas (I, II, IV, VI, VII, IX, XIV, XVII) contain two
rhythmic patterns only (wbich is sufficient to induce a considerable
monotony); seven stanzas (III, V, X, XI, XIII, XV, XVI) contain three
patterns combined with one or both basic patterns, How does
"anyone" compare with these statistics % It is richer and more
complex. It never has fewer than two patterns per stanza, and
this only on one occasion (stanza IV). The remaining stanzas
share equally the burden of three and four patterns each. One
can, of course, regard this arrangement as the result of a shift
along the complexity scale by one element in the upward direction:
from the range I — III patterns per stanza to II - IV patterns per
stanza. This may in fact be a feature of cumming's technique.
Looking at the stanza construction, we discover further

features of unmodified repetition in "my father”. In addition

to the two stanzas consisting of a single pattern, identical in
both cases (VIII, XII), there are two other stanzas identical in
structure (stanzas VI, VII - consecutive ! ) - and a third one
of the same kind but with metrical pauses (stanza IK). Moreover,
a considerable number of stanzas start with one of the two basic

patterns: fourteen stanzas in all. ‘lo appreciate the difference is

sufficient to
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hear the nine stanzas of "anyone" where the basic patterns are
repeated four times in the stanza initial position: the first basic
pattern 3 3 3 1 once (I), the second basic pattern 2 2 2 1
twice (IV, VIII), and the third basic pattern 1 1 1 1 only once
(vi). The disproportion between the two poems in this respect
is considerable (14 repetitions for 17 stanzas; four repetitions for
9 stanzas). Again this shows “anyone" as a more mature technical
effort. Further, the basic patterns beginning the stanzas are
allowed in “my father" to appear in consecutive stanzas, which heightens
the ‘hammering out' effect: pattern 2 2 2 1 begins stanzas 1
and stanga 11; stangza 1V; stanza VIII; stanzas XII, XIlI, XIV; stanzas
XVI, XVII. The second basic patterm 3 2 2 1 always appears
in successive stanzas when it is stanza initial: in stanzas V, VI, VII;
and in stanzas IX, X.

By contrast, in “anyone" not one single pattern appears in
consecutive stanzas in stanza initial position. Gf the three
basic putterns only one 2 2 2 1 1is repeated in stanga initial
position, but in non-consecutive stanzas: IV and VIII. One
other pattern, a modified pattern 2 3 2 1 is repeated in a
similar way in stanzas V and VII; all the other stanza initizl patterns
differ from one another. Here again "anyone" shows technical
superiority over “my father".

Not only is there repetition in stanza initial position,

but within the stanzas themselves. As far as the internal structure



120,

of stanzas is concerned, all stanzas consisting of two rhythmic
patterns (with the exception of stanza I) contain both basic patterns;
that is, their rhythmic variation consists in repetition of these two
basic patterns. There are sevensuch stangas : II, IV, VI, VII, IX,
Ly XIV, XVII. In stanzas with three different rhythmic patterns,
the two basic patterns 2 2 2 1 and 3 2 2 1 are their two
wain constituents in all cases (1II, V, XI, XIII, XVI) except one,
stanza XV, where only one basic pattern appears, though repeated twice.
Tthe basic pattern 2 2 2 1 is used in all stanzas at least once,
with the exception of two stanzas (I, XV), both basic patterns appear
in each stanza (apart from those two stangzas where their basic pattern
is repeated four times, taking up the whole stanzas: VIII, XII).
Comparing the above features of repetition with "“anyone"
we can see that the occurrence of basic patterns is carefully
controlled. It would not be true to say of "anyone" that all its
stanzas contain at least one basic pattern, for there is one stanza
(V) consisting of modifications without any of the basic patierns being
present. It would not be true either to say that one particular
bagic pattern (as in the case of "my father™ : 2 2 2 1) appeared
in all other stanzas. This feature of unmodified repetition is
also absent from "anyone" . There are basic patterns repeated in
the other stangas, but in a controlled and disciplined manner: only
one basic pattern is repeated in the first three stanzas, but each

time it is a different basic pattern. Similarly, one of these
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patterns is repeated later in stanza VII ( 2 2 2 1 ). A
combination of two basic patterns occurs in three stangas, but each

time the grouping is different: stanza VI 1 1 1 1 with 3 3 3 1;
stanza VIII 2 2 2 1 with itself; stanza IX 2 2 2 1 with
Tk, X Xs There is one occurrence of a triple repetition of

the basic pattern within one stanza 2 2 2 1, in aténza 1V, as
compared with seven such identical cases of repetition in “my father"
(2, IV, ¥I, VII, VIiI, XJI, XViI). Where basic patterns occur

twice in a stanza in “anyone" , two cases are confined to stanzas with

a combination of four rhythms, VI, IX,(it may be recalled here that

the highest combination in "my father" was three rhythms), one
repetition of basic pattern occurs within a stanga with three rhythmic
patterns, (VIII).

Looking at the overall number of repetitions of the most frequent
pattern, which happens to be a basic pattern in both cases with an
identical numerical value, we notice that this pattern 2 2 2 1
occurs eight times in "anyone", and, thirty six times in "my father"

a poem barely twice the length of "anyone" . If we now add to this
number occurrences modified by metrical pauses, the number will be
brought up to forty two. The second basic pattern in "my father"

3 2 2 1 appears seventeen times, including the rare metrical pauses;
the corresponding highest frequency basic pattern in "anyone" 1 1 1 1
oceurs three times. The numerical equivalent of "my father*s" second
basic pattern 3 2 2 1 used as a modification in "anyone" appears

in the latter only twice.
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These comparisons should be sufticient to convince us of
the rhythmic monotony and uninventivliness in "my father" as
‘compared with the dexterous use of repetition and modification in
“"anyone" . It shows how the application of a larger number of
basic patterns and bolder rules for modification (by two elements at
a time, for exsmple) a greater variety of rhythms and a subtler
interplay between them can be achieved through careful control and
clever manoeuvering of the linguistic material. Although "my father"
contains rare occurrences of bolder modifications 3% 2 3 1 and
2 3 2 1 and 3 31 1, 31 3 1, 3 2 1 1) some of which
occur in "anyone" (the former), the poet is apparently too timid to
use them on a larger scale, =nd instead clings to tedious repetitions
and "longueurs" which turn the poem inte a "poeme-fleuve" with an air
of whitmanesque verbosily. However fine the sentiments expressed
in "my father moved through dooms of love", it is a rather technically

limited poem when compared with "anyone lived in a pretty how town",

Lh YIS,

Before examining the quantity patterns in the two poems, one
more feature should be discussed: the poet's use of rhyme. Both
poems are interesting in this respect. There is some overlapping
in technique, in the sense that both poems contain a certain number of
complete rhymes either in two consecutive lines and no more per stanza,
or in two pairs of consecutive lines (only two or three stanzas in each

poem).
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Example of the first kind: "anyone..."

anyone lived in a pretty how town Stenza I
with up so floating many bells down

spring summer autumn winter

he sang his didn't he danced his did.

and should some why completely weep "my father..."
my father's fingers brought her sleep:

vainly no smallest voice might cry Seman 1V

for he could feel the mountains grow.

kxample of the second kinds "anyone,.."
women and men (both little and small) Stanza II
cared for anyone not at all

they sowed their isn't they reaped their same

sun moon stars rain

his flesh was flesh his blood was blood "my father,.."
no hungry man but wished him food

no cripple wouldn't creep one mile Btem: VIXL
uphill to only see him smile

There the similarity ends between the two poenms. Each adoptis

its own way of solving the problem of the remaining two lines in
the stanza. In "my father" the solution is rather ingenious:

the last syllables in the line (they are all stressed monosyllables,
one more regularity and repetition which "anyone" avoids), are
grouped in pairs repeating the same last consonant, or a spelling
rhyme of this type resulting in exact repetition of the second

element of a diphthong.
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There is one pair rhyming the diphthong in an open syllable (foe/snow,
stanza XII), one pair with the initisl consonant cluster "rhyming"

but not the following diphthongs (cry/grow, stanza IV), and one pair
completely unrelated (sea/joy, stanza V). It was this last
"unproductive" type that became operative in "anyone" in the greater
part of the poem (five stanzas: I, III, IV, V, VIII). TWo stanzas
were taken up by two rhymed pairs (II, IX), compared with three (VIII,
XII, XITI) in "my father", and two other stanzas (VI, VII) reflect
the device which dominates the technique in "my rfather", i.e.
consonantal repetition:

Stanza VI; moon/down Stanza VII; guess/face

These devices function on these occasions in place of rhymed
pairs, while in "my father" they appear in conjunction with rhymed
pairs and fulfil the function of the unrelated pairs in "anyone'".
There is, however, an additional type in the rhyming scheme in "my
father" which is not encountered in "anyone%", namely all four lines
ending in a consonantal rhyme in six of ita seventeen stanzas: III,

VI, XI, XIV, XVI, XVII.

The pattern for "my father" is then: The pattern for "anyone" is:
I love I town

give down

night winter

hight © did I
1I where 11 small

here all

firm same
squirm — rain j



‘'he pattern for "my father"

111 which
tougg
fatep
rootg

v weep
sleep —
cxy

. £ETOW

v
joy

moon,
be]gig

V1 pure
steer
yes

re |joigg
VII be]yogg
stand

dream -

VIII blood —
flood

rile ¢
snite —

IX shall
feel

rain *‘T
g,-rai B e

X ex|tend "1
friend —
wige
ig

The pattern for "anyone"

I11

Iv

ViI

VIII

few h—l
grevw. —

sunuer :j
mnore

leaf.
grief —

still
her ::]

every | ones ::1

dance

they
dresam t:]

moon
plain
menber
dovn

ex

face: |

aide
was

deep
sleep -

ad

wid
o

ding
spring ::j

camne
rain

l
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‘The pattern for "my father"

XI

XII

XIII

XIv

XV

AVI

flame
climb
work
dark .
bread -—
head ;_J
foe
8now j

we

tree j
spring -
sing

share
mire
willed
sold .

kind ‘—"J
mind
same

am

—-—

bright -
sweet
death

be lquea@

truth
breathe
sgoul
all
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From the above illustration we see that a certain uniformity is
evident in the arrangement of the couplets with perfect rhyme in
"anyone" :; they are confined to the first two lines of the stanza.
'his is not the case in the monotonous "my father" where the
periect rhymes can appear either in the first two lines or in the
last two lines. In neither poem, however, do they appesr in the

middle lines.
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Quantity Patterns.

A compariscng of the guantity patterns bears out the conclusions
reached so far. The complete scheme for "my father is".
Stanza I PP = T W TR
|U/'\U L N ir"\Uur"’\./
& Tt el i

s & U e e TA VG o e ¥
'/"\ m |““\JI N r___\|-~—_v
R S st e Bl

R Ko © Bt g

Stanze I1I TRtR Y Tl
U|/"\U\./l"_\_}l/\(\|-——\/
I-'/\f-\l_—\__jl_\_/l———\ /

U yia Moy =

Stanza IV VP R A RN
I FaYa FaVWal VaWal e

[ IS

V=™ T ViNnna|—V

stanza V AT a0 TN
U NN A Al s

LA, e WA LT e BT e &



Stanza VI

Stanza VII

Stanza VIII

Stanza IX

3tanza X

stanga XI
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RV PO T e .
VR sk gl el )
Bt Wl O Y s W8 e B
Ui I =W =

Inm U — v |
LNy w2 —w |/
Vi I AN U

INNi—ulnn|—v
15 V8 e f RV s ¥
Vv niyl— inym [T
VIV T VT TV T
N G ¥ U T W W P W ey W

arnu b=y | =y I/
SR W B el W £ o V.
BED Y] xR = 2=
UINATTE A, e U

Ui =ag | ==y
b T [T
Y=g =l M/
I I A V| R ™
| AN A VW AV T
fUrsel — S oy W
I R W BV 1 T e | (e ¥
TR T Ea Bl e e €



Stanza A1L

Stanza XIII

Stunza XIV

Stanza XV

Stanza XVI

Stanza AXVII
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st = =t |= 2 =
B v T I
blAanil—wi—w |—v
Vil —wl—w i
EFaVat met Pl cad T Lo
v AWl —u
e Vet il O baad B} fpe
INml—ulAnni—uv
Ui —d— o —
=<3 | T F==xg | ==
lvnviv —Ilu — I—v
AT 7 N R
LV W Gl WL Lo Wl S ®
U= I Fogdl fer
Vi A mi—ul—v
VIT i, Viwwvi—u

U =g i b =
v AUuuul— | —u
lvuvluAy I—u |—u
by iy B 7= =00 ===/

U by — i =i g

Uty b= | — wul—u

U f==x damms b= il
lAm -l —ul—y



"My father moved ...

Stanza 1

Stanga 11

Stanza 111

Stanga IV

Stanza V

i3,

VAN R -
I T YTy -
[ RESESIENEY
AN |ETIEED -
DTSt~ IREWANE
Falullon = [Favall |
(Bhent® RECa Thu¥ § |
A A o |
Vv A A
s f"t“l—'-

v i

vl ok o Al ~ m_
.~ O
U=~ ~ .
T | -
I~ A T
' .-,
Vo g R v D

- foot typee: varistion and repetition,

4 kinds

6 kinds

5 kinds

4 kinds

5 kinds



stanza VI

Stanga VII

Stanza VIII

Stanza IX

Stanga X

Stanza XI
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U

U |2 f\ﬁln m R

ulm' O A .

3 f'\%- 'W”@ ko
= v Ut
T T g
~NA T UM

A wo s R
oy SN ~ - "l

LA SR U

4 kinds

4 Rinds

4 kinds

5 kinde

6 kinds

5 kinds



Stanza XII

Stanza XIII

otanza XIV

Stanza XV

Stanza XV1

Stanza XVII
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Vv i v Vil
Vi A [E=oniEOY
A A e VA Rl |
NI I
[ IPPNIPNTY
ARaYaSh v L W
Vi Uil — 1
VIl T v T v

L RVl
§ - e CEEgWE

S g
Vil o — O
T
vl . @ vou R
TV vl -
N - - . =
|gu\3_‘-
A | S ey -
v E
Vil U .
M Ravallavill |
| = -

4 kinds

5 kinds

5 kinds

4 kinds

T kinds

4 kinds
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1f we congider the amount of repetition that extends to whole lines,
yet another picture emerges. pifferent colours represent different
types of lines from the rhythmical point of view.

seanen 1 T T e )

0 ool kel 3 dpm & % lagee.

HIASRAF X I U

Stanga 11
Stanga 111
Ee Y bt B8 ot W0 ¥ Mhone

B R PP et W B e
U - w | ~ ﬂ1r-—q g

Stanza V I ™™




Stanga VI

Stanza VII

Stanza VIII

Stanza IX

Stanza X

Stanza X1
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Fa i = e o L S E
U | AR T R T
U | @SRSE TRl | T
| AT Tl
Ty N = ol OF IS e
U ANV [Tt s |
A B BT S o0 W o R e 85
AU AR
v [T ek Tl
IR TRAT
18 S ol T il Wt W BN e W
i Dl W (8 B, 0 Y T et
e et el e "o |
e R Ve Rl
VST T TN
5= it mmer 5 Smppl S 4 G,
SRR R R & 0 e 7 B ¥
AT Ty
GEE AT NG T TS
RS R e B
W% PO T T B R
| ] T ) AN et
AN A O~ A=

VIO U
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Stanza X1I 0 i Reowsl W A il W S i, W

VISR CEon e =

Jtanza XIII

1 T A R W S B Y O R O

N ol S R W |

[, R e e W

Stanza X1V 0= | = U — | =
U | Bt = A TP A =)

Il ARG ™ b T e

S T Rt A W S,

Stanza XV BT e S N e WO B
v| ESREE ey

Vb STy R A

1 e W RS ORI T i, AW s O

b bamanul == femey
luuviuArl ==y | ==
IR bl il

Stanza XVII play == yl=— 1y l=—=y

viges sl = sk aat | we g
SRR R

BR0T o e e
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Not only is there a similarity of technique in the frequent line

repetitions, but also between the quantity patterns used throughout the

lines, regardless of whether they happen to function as repetitions or

not within the given poem. A line in one poem may echo another line in

the other poem:

"anyone lived ..." "my father ..."
e ;: v m N [/
2 T o o O P S U W P L (o 7
3 et N SR N O e X
4 W ) s 53 )
Stanza 1I1:
: et |7 2 Jo =t
2 [ i =
3 W U8 [V 00l et W s O
4 | e A [
Stanza III:
1 brsey 1Tt U P
2 VAT . X, 4.
3 Foa o 60 ¥ AY o O N v e
4
o oo iv‘ mz; VI,2,%; VIII,1; XII,43
V,2; XV,2; XVI,1; XVII,2;
- 5 fconct 17 8 Sepueerk 0 Vgl ™ ey )
3 o Preseier | St o)
4 NPT [Tt O | e ¥ 1 ey &



"anyone lived ..

Stanza Vi
3

4

Stanza VII:
1

2

3
4

Stanza VIII:
Al

4

"
.

L)
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§ i g ]

"my father ..."

=

viuntlAamlAam l—
sluntlAam lAam I/
i A v A e

by Ve | NN T

| — v UV |— V|
| —y |— |—ul— v
| == o b= | =

N A et Ll ey
RN
Lo AaVIvuul — vl = et xva,2
SRR TN N B L0 iy &

RS - oo 1
—ul— ul—ul—u
luntluuul—u N
Biguar VI8 |, U | T, 1 % A

1T B € bt O B i S VY I e ™

I, 1,45 I1X,3; V,23Vi1;2;
IX,2;X,23X1,4;X11, 5;X111,1

Lot =l 2t o] =) et w4
B0 L B N B W 1 B O

[y

Kol

o] e

It is interesting to note that four lines with their exact quantity

pattern are repeated in "my father", achieving a total of 20
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repetitions. These patterns form the typological core in "my
father” and are based on modifications which are productive
throughout the poen, The principles on which they operate

are discussed in the next section,



140,

Idne-end Markers.

As in the survey of "anyone lived in g pretty how town" I shall now

list all the line-end markers with their respective text and then

compare the variety of feet that can occur in that position.

"my father ..."

Stanza

I

II

111

IV

Text
through | dooms of | love
through | haves of | give
] out of each ] night

through | depthis of | height

for- |getful | where
to | shining | here
| air is | firm

would I stir and I squirm

un-|buried | which
hisl april I touch
to | swarm their | fates

to their | ghostly i roots

con-| pletely | weep
| brought her | sleep
| voice might | cry

the , mountains | Erow

Quantity Pattern

Voles Al
4 RS i A
[OOSR

BRI T

W an e e 7
VN AN
g 2 Ero,
i e in | v )

3 S il Son S
U e .01 e
Ui Ly
NN TS

7B g, 9" g o g %
FZSesl T
| el | el
NS B B e N



Stanza

VI

VII

VIII

IX

141 .
Text
| of the | sea
through | griefs of | joy
| called the | moon

{ into be—}gin

and | joy so | pure
by I him could { steer
and | nov so | yes

I would re-|joice

| keen be~|yond
| sun will | stand
{ utmost l him

my ] father's | dream

his | blood was | blood
but | wished him I food
I creep one | mile

| see him | smile

of | must and | shall
through | dooms of | feel
as | right as | rain

as | green as | grain

Quantity Pattern

Lk e
Vil 1 Ly 2
|— U |
RO Va1 s &

< S 8 en Y
Uil L7 e/
oy e

|——iap )

l— L
|— < =
R ey [t )
R P T e L O

8 bl P By <,
TRV 8 Lo &
fromesn "y [
Pl o s,

TB: gty O 2 a7
B e B e )
vl=— \ l—u
(AR )



Stanga

XI

XII

XIII

LIV
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Text

of | year ex-|tend
to | foe end | friend
l and to | wise

im—jmeasurable I is

oc-|tobering | flame
will | downward | climb
im-|mortal I work

a—igainat the | dark

as | true as l bread
| in the | head
be-lcame his I foe

a | world with | snow

through I days of | we
| out of each | tree
was l sure that | spring

my | father | sing

which | cannot | share
be | mud end | mire
| passion | willed

that's | bought and | sold

Guantity Pattern

Vil [
s R D ) s O
L Lo 7
o BN i s

Vi |V
[N O )
e s
U'f ot Kot 1> N

U] o A f i f
i Lol ol
£ L S v
/ol Bt 8 b

WL ALt | M
Haall ™ oW
Uerm X | =
Vo

Wi ey
Ul— v l—
D sl homns U

) e RO e
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Stanza Text

XV and | cruel | kind

to | doubt a | mind

di-|sease of | same

| pinnacle of | am

XVI we | taste as | bright

| things | sweet

| dumb | death

| a1l ve|queath

XVII 80 | least as | truth

were l why men | breathe

| 1ived his | soul

end | more than | all

JOm tiv
total number of lines
3 syllable line-end markers:

2 syllable line-end markers:

1l syllable line-end marker:

4 syllable line-end markers:

Quantity Pattern

3 B g R ®
g U H o S
) B g o g
RUAYAY) BV
o A s
o GaRETC
P B [
i Al
6 i g S B W
V2 W < by g -+ 4
e L TR

P21 Rl B ¢ S O

"my father" “"anyone"
68 36
4 T
57 25
2 with
initial pause
3 4
2 0
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"my father"
Three-syllable feet Patterns employed 4
PaNil x 2x
K aY'E 1x 1x
lv AU 9
YaYiv] i e

Two-syllable feet: all possible patterns in both poems
| = | 40x 42x

I/‘\/‘\l 1% -12x
[ g o | X 4x

"anyone"

2x
a1

4x

2x

3x
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The examination of repetition can now be extended to cover lLine-end

Markers.

Stanza 1

Stanza II Ulf\ ~ | — oW | .
L oy | 'f“‘\/‘\l""\J"
U]"“'u | ' :

U v TN

EET A S M T R A Bl e

vl Ay | R

|~ R

o T U SR B NP v O

AW We 0 i e W
|~y

Stanza V |\Jf\Ul\JﬂlA ' 5 WM s

A -
U A | R

L e bz | =



Stanga V1

Stanza VII

Stanza VIII

Stanza IX

Stanza X

Stanza XI

|~ ml‘”’ulmﬂlw;

vl — v | R
Ul B0 AR =2
Vv —

IVANRE
TavelW  ~

TP QP Pl el o o s s
R R B o e Y e

A IA- vl 4— (S

A A
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S
Ui
N 7

oy
s U] A |

| v\ SRR

WaVay, ]

FRNLURL .

Stanza XIV T N R e i e

V= U Ry

S a0 P Sl B TF Bocn il Lo

Stanza XV L VO [l BT S Gy % S i

U N SS  BE S R R W

sz | — U |

([P R MRS AT LT e Y R fo o 9
WG AN U el

PN Nt R
stansa xiz ¢ [ | S
vI— v
R —
I~ M|
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PATIERNS and MODIFICATIONS.

TYPOLOGY

Having shown graphically the extent to which repetition is allowed
to take place in this poem, I should now like to look at the
productive patterns and their modifications in the course of the
poem, I shall combine the repetitive aspect with an analysis
of modifications in the order in which they appear; whenever a
particular modification is of a repetitive kind, I shall enumerate

its later occurrences before proceeding to the next type of modification.

Two-syllable feet

Basic Pattern: | ~ ~\|— U |— U |—U
Stanza: I,1 Text: my | father | moved through|dooms of | love
1,4 my | father | moved through|depths of| hight
11,3 drove | sleeping| selves to| swarm their | fates
V,2 my | father | moved through| griefs of | joy
VII,2 con |ceiving| mind of | sun will | stand
1X,2 my | father |moved through | dooms of | feel
X,2 less | humbly | wealth to | foe and | friend
XI,4 his | shoulders | marched a|gainst the | dark
XII,3 if | every | friend be|came his | foe
X111,1 - my | father | moved through | theys of | we

XIII,3 and | every | child was | sure that | spring
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Modified into the following types:

lst Modification: | — v | |— v | —u
Stanza: I,2 Text: through|sames of | am through|haves of | give
V1,2 a| heart of | star by| him could | steer
VI,3 and| pure so | now and | now so | yes
VIII,1 his|flesh was| flesh his|blood was | blood
XII,4 he'd| laugh and | build a| world with | snow
XIV,2 let | blood and | flesh be| mud and | mire
XV,2 a | heart to | fear,to | doubt a | mind
XVI,1 though| dull were | all we | taste as | bright
XVII,2 | say though| hate were | why men| breathe
2nd Modification: /"‘\/'\l"""\./lf\/“\ l"_"\_/
Stanza: II,1 so| hugely | stood my | father's| dream
Vil,4 this| motion|less for|getful | where
VIII,2 no| hungry | man but| wished him | food
3rd Modification: | — ==z | —u
Stanza: II,3 that| if (so | timid | air is | fim

Transitional pause-modifications: L

a) g ™ 8 T et I el T
Stanza: X,3 than| he to |foolish |Aand to | wise

1. The order of presentation was not followed here; the patterns
were grouped according to similarity.
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b) PR J o WA TN
Stanza: IX,4 his | pity |swas as | green as | grain

XV,3 to | differ |\a di|sease of | same

. &) Ixs = A 1V | L‘_r—u

Stanza: X,4 ] offered ],\ imleasurable l is

d) Fa¥a s P 7 L Sl baan W

Stanza: III, 1 | newly | A as from un|buried | which

I P Wia o e e T T i

Stanza: III,4 woke | dreamers | A to their | ghostly | roots
XI,3 8o | naked | for im|mortal | work

f) FPatay e 8’ S i &

Stanza: IX,3 his | anger |, vas as | right as | rain

4th Modification: | == [ s 2N

Stanza: 1IV,1 and | should some I why comlpletely I weep
IV,4 for | he could | feel the | mountains | grow

5th Modification: Vol e oWl PN e W

Stanza: 1IV,2 my | father's | fingers | brought her | sleep

VII,3 so | strictly | over | utmost | him



6th Modification:

Stanza: VI,4

XVIiI,3

Tth Modification:

Stanza: VIII,3

8th Modification:

Stanga: VIII, 4

9th Modification:

Stanza: XII,1

XVII,1l

10th Modification:

Stanza: XII,2

1lth Fodification:

Stanga: XIV,1

151'

I—uvlinAl—ul—0y
the | wrists of | twilight | ‘wouXd /re|joice

be|cause my | father | lived his | soul

B O b e W e O
no | cripple | vouldn't | creep one | mile

l

W Lyl o5 =
up | hill to | only | see him | smile

P el et O e VN fs
his | sorrow |‘was-as | true as | bread

and I nothing | quite so0 | least as , truth

S . |/‘\/"\ |—'_'\_j |-—-\__/
no | liar | looked him | in the|lLead

ol SR Wt e
the | let men | kill which | cannot | share

The shaded areas indicate places where a silent stress would occur

in a less emphatic rendering.
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Typology

Iwo-syllable patterns.

This list of modifications shows a great quantitative
variety within the two-syllable patterns. It remains now to
classify the different types of modification and to indicate the
principles on which they are based as well as the relations between
the various types.

Looking at the basic type I/‘\ ;"\[‘““"‘\J |"_ X/ I”"\_} y Ve
notice that it has a corresponding "reversed"” version in the 4th
HModification, and a further variation with a positional shift by one

element, in the 6th Modification:

Type I: | AN\ |— «w |— \|—\U 1st Basic pattern
Type I1: ' S \_/l Fnd | NN |——\_/ 4th Modification
Type I11I1: | — | ~ |\ |—\ 6th Modification

| ~ ~~| in position: I,II,III.

Of the three quantity patterns possible within two-syllable feet,
| ==y | ana:| ~ /\| are employed here.

The second group of patterns uses |\ ,/\| in the way in
which | —— \ /| was used in the above group. The underlying
types are preserved with a quantity reversal by two feet, from

| —w =l to | ~ |l ~\|s giving the corresponding

patterns:
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ypela |/ |\ |~ [T 8th Hodification
if "her" in stanza IV,2
Trpe s | NN I NS [ hd is interpreted as non-enclitic

fype Illa |~ ™\ |/ | AN\ |7\ 2nd Modification

| —\_/ | in position: I, II, (III).

Both the above kinds of quantity can each fill the whole pattern as
in:

Type IV |—_) |— | —U | 1st Modification
Type IVa: |~ N\ | A/ | /AN |7y  5th Modification
The third possible quantity pattern |\_s = | has a limited
application here: there is no corresponding type IVb. However,
all three possible types within the typological scheme suggested

above are realized with this quantity pattern:

Type Ib: |\ — |=— | /|7 9th Modification

fype IIb: | ——\_, | — 1\ |\ — | == 11th Modification

Type IIIb: |~y |\ f = | ==/ | =) 3rd Modification
|\ — | in position: I,II,III.

Type IIb Reversed or llc:

™ I\ — | =\ |=U Tth Modification

fhe remaining combinations are missing: two from type II, three

from type I and III.
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It is now easy to infer the basic principle behind the construction
of these patterns: either one type of quantity is repeated throughout
all 2-syllable feet within a line (there are restrictions here: only
two of the possible patterns can appear |—\_s| or | ~A\|»
excluding [\_/ = |) or two patterns can be combined. Positional
shif'ts within the elements concerned permit & greater variety of types
( see preceding page) but not all quantity combinations are employed
within then.

A few patterns with pauses remain to be discussed. Certain
limited but illuminating correspondences can be traced within them as

well. Taking the two patterns:

l—"ul\_/‘"_lA ml"““U Modification 3a
l\/_IA ml_UI U Modification 3b

we notice that the relationship between them is one that involves
three positional shifts. This fact may be held responsible for
the difficulty in hearing these patterns as related. However, if
we look at these patterns as related to Type IIIb and Type Ib

respectively, then the correspondence becomes clear:

Type IIIb = g | x| g |
Mod. 3a e W i K sl ORI ¢ .} R ™
Type Ib LR il T L BT e S

Mod. 3b W7 congt WPV 1 8 e 0 i
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In both these cases only one modification, pause (silent stress)
modification, takes place; the remaining elements are preserved
and consequently there is no difficulty in hearing the patterns
as related, unlike the preceding combination of the two patiterns

with pauses,.

There are three more patterns with pauses:

1) s sl wlsar—l— Modification 3d
) s b VDA LR ST 3e
3) AT R e s 3

They are all alike in the first foot, very similar in the second,
pause-foot (i.e. a foot beginning with a silent stress)and differ
only in the third foot where all three possible quantity patterns

are employed.

Pattern 1) (Mod. 3d) is somewhat reminiscent of Modification 3a:
l—ulu—Il, ml—~ Md 2
PN N |l W S e ed. 34

There is one Quantity change, in the first foot, and one positional

shift with a slightly augmented pause. It seems that this shift

feels auditorily less remote than the previous one involving three

positional shifts.

Pattern 2) (Mod. 3%e) is strongly reminiscent of Type IIla; on
examination it can be discovered that one modification has taken

place: the substitution of a pause-initiated foot for a filled foot.
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Pattern 3) (Mod. 3f) like the preceding pattern, can be regarded as
related to either Type I.

There is one more modification on our list, namely Modification 10.
This repeats in the initial foot the monosyllabic foot already
employed in the line-end marker. The modification is not

productive and appears only once.

Three-syllable feet.

The next step will be to compare in & similar way all lines containing

3=-syllable feet, listing them first in order of appearance.

Pattern: 1 [y \\U/ A~ ATV

Stanza I,3 Text: | singing each | morning| out of each| night

Battern: 2 b = A LNy TN

Stanza II,2 | turned at his | glance to| shining | here
XIII,4 | danced when she | heard my lfather | sing)

Battern: 3 - Pl glc LA T W

Stanza II,4 | under nis | eyes would | stir and | squim
1X,1 | Scorning the | pomp of | must and | shall

X1V,4 | freedom a | drug that's | bought and | sold



Pattern: 4

Stanza I1II,2

Pattern: 5
Stanga IV,3
Pattern: 6
Stanza V,1
Pattern: 7
Stanza V,3
Pattern: 8
Stanza V,4

Pattern: 9

Stanza VI,1
XV1I,4

Pattern: 10

Stanza VII,1
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Fat W L S WAL LSOt e &

Text: | floats the first | who, his | april|touch

A oyl = Sl
| vainly no | smallest | voice might | cry

g g — |/\ M I'_-WH/
| Lifting the | valleys |  of the | sea

EO T S S G R e
] praising a l forehead | called the I moon
lp s b= Iy 1Pt

| ginging de|sire | into betsin
B0 el W e S e G0
| Joy was his | song and | joy so | pure
| love is the | whole and | more than | all

b i rmidse e s

kXeen as nid|summer's | keen be|yond
I I l |

XV1,4 | all we in|herit | all be|queath
Pattern: 11 U'ﬁ’u}\Jl*\/Im\J I—-—u
Stanza X,1 sep| tembering | arms of | year ex|tend
Pattern: 12 | ~ | , wvwl AUl

Stanza XI,1l
Pattern: 13

Stanza XI,2

| proudiy IA and by oc|tobering | flame

bl e s sl
] beckoned) as l earth will| downward | climb
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Pattern: 14 I\j(‘\u]\_/—- [v-—-—- I———u

Stanza XIV,3 Text: | scheming i|magine, | passion | willed,

Patterni 15 | [y = ) s R

Stanza XV,1 | giving to | steal and | cruel | kind

Pattern: 16 | v AU'UUUI_\_} |""""\_j

Stanza XVI,2 | pitter all | utterly | things | sweet

Pattern: 17 |\l l—y |/

Stanza XVI,3 | maggoty | minus and | dumb | death

In this long list of patterns only very few are repeated. I shall
group related patterns together in the same way as was done with 2-

syllable feet.

Typology

Patierns with one 3-syllable foot.

Correspondences between patterns with one 3-syllable foot and

patterns with 2-syllable feet:

with | 25 06
bl m =g =g |=xy | (Pattern 9) cf Type I
o S G S0 I Y l--—-\_/ | (Pattern 2) cf Type 1Ila

I mlw — |— U |=—_ |  (pattern 10) of Type IIIb
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Iﬁ.U\J FoL W/ | i J |.....\J, | (Pattern 11) cf Type I
I/"\U\_/ [ o l/"'\ ~ I_V | (Pattern 4) cf Type IIla

with I\//\\)l

oy l— v |— = | (pattern 3) cf Type I
vy hv — W — == | (pattern 14) cf Type e B
Ay — |I— U l—u | (ratterm7) of Type 111>
lu~v!iA A l— ) b= | (pattem5) of Type IIIa
oy h — |A M |—_ |  (attern 6) of Mod. 3

The remaining patterns, MNos, 13 and 15, are related to each other
through a change involving one sub-element (-1). Pattern 13 is

also related to Type 1Ila.

Patterns with two 3-syllable feet.

Patterns with two 3-syllable feet show two different quantity patterns

in the 3-syllable feet as in pattern 1 and 8:

hAulan lavu l—u |

b ==y Ay |
In addition to this characteristic, they may share a monosyllabic

foot in the corresponding position as in pattern 16 and 17:

v~ v o by '—-u |
’uuulu.fw|—-u —_ !

there are no further variations to be found in this group as the number

of patterns is limited to the examples given above.

1. R - reversed quantity pattern.
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In conclusion, 1 should like to summarize the main features
of repetition and change already treated in detail, by grouping them

under the following headings:

Numerical change - to indicate whether a change in the number of

syllables per foot has taken place

Quantity change - to show whether the quantity pattern has been

altered within feet of the same number of syllables

IQP pair - to note whether two feet of identical quantity pattern

(therefore of the same number of syllables per foot) appear

Positional repetition - to indicate which feet, in order of their

appearance in the line are repeated. This lists the '‘deep structure!
features of repetition. The actual rhythmic patterns filling
these positiona are bound to vary; the common factors are the

positions which they occupy in the line.

++es indicates non contiguous positions.

Repetition and Change in lLine Transition:

Quantity IQP Pogitional
Stanza: Lines; Numerical Change: Change Pair: Repetition:
I 1-2 n 1 all three II, III’ 1v
2-3  (+1) ... (+1) 1 - Iv
(114

a4 (51) wew (=2) 1 1) v
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v

1. Foot beginning with a silent stress.

Lines:
1 -2
2-3
3 -4
1 -2
2=173
3-4
1-2
2-3
3=-4
1-2
2-3
3 -4
1-2
2-3
3 -4

161,

Numerical Change:

(+1)

(-1)
(+1)

(+1)

(-1)
(s)

(+1)
(-1)

(-1)
(+1)
(=1)(+1)

(-1)

Quantity
_Change:

I,one shift

1,(s filled)l

(reversal)

1
(reverssl)

1,(s filled)
1

1

IQp Positional
Pair: Repetition:
- 11, III, IV
(IIx
1 I) Iv
(Iy
1 TI): 113, ¥
- III,)IV
(111,
.| 1) 11, IV
1 1 IV
all three 111, IV
- 1T, IV
(rrz, (11
1 1I) 111) 1V
1 Iv
- I11,IV
- Iv
all three I1I, III,IV
all three I, II, Iv
1 1, IIIIV
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Stanza:  Lines:  Numerical Change:
VII T 2 K=3)
2-3 -
3-4 =
VIII 1~ 2 &
2-3 =
3-4 (+1)
X 1-2 (-1)
2-3 (&)
3-4 =
X 1-2 (-1)
2-73 (s)
N
3-4 (), (+1)(41)
X1 1-2 (+1) oo (=1)
2-3 'L"l)i (3)
3 -4 -
XII 1-2 (-1)
2-3 (+1)
3~ 4 -
XIII 1 -2 (+1) e (92)
2-3 (=1) ee. (=1)
3 -4 (+1)

Quantity IQP Positional

Change: Pair: Repetition:
1 : 1 TII,
1 all three I,
2| 1 I, I1I,
1 % II,
3 1
2 1
- 1 11, 11T,
- - I| III'
1 - ITy T11,
_— 1 1I' III'
1 -

1l,(s filled) - 11,
(s filled) -
el 1 III,

1,(s filled) 1 p
1 I11;

(115,
1 1 T 111,
1 all three 11,111,
(1
1 (shift) - Y1)
(11
1 1 1)
1 - 11,

Iv

Iv

Iv

Iv

Iv

v

IV

Iv

Iv

Iv

Iv

IV

Iv

IV

IV

Iv

IV

Iv

IV

Iv

Iv
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Stanza: Lines: Numerical Change:
XIv 1 =2 =
2-3 (+1)
3-4 -
XV 1 =2 (=1)...(+1)
2-3 (s)
2N
3-4  (-1)...(+1)(41) (s)
XVI 1-2 (+1)(+1)(-1)
2-3 -
3-4  (-1)(+1)
XVII 1-2 -
2-3 -
3-4 (1)

Quantity IQP Positional

Change: Pair: Repetition:
1 all three I 11 IV
1 extended 1 Iv
1 extended 1 I Iv
- all three 11 IV
1 ~ IXI IV
- - IV
- 1 IV

(II&
1 shift,l ¥ I) I11,1V
1 - IV
1 all three I, IIi,IV
1 1 I, III,IV
(2 -

1 1 Y1) 111,V
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A valid comparison can be made with "anyone" at this point by

tabulating essential features of change and repetition in the way

in which this was done for "my father".

It will reveal how

much more complex the changes are in "anyone" and show which

positional combinations that were used in "my father" are also

present in "anyone".

Stanga: Lines:

I 1-2
2-3

34

II 1-2

34

I 1-2

34

2-3

>4

Numerical Change:

(=1)(-1)
(-1)...(-1)()
(1)(-1)...(-2)

(=1)(r1)(-1)

(-1) (5132;1) (-1)

(11),e0a(=1)
(=1)eeeo(=1)(32)
(R)(-1)

(r1)(r1)

Quantity  IGP Pogitional

Change: Pair: Repetition:
- 1 IIT IV
- 1
1 1
i 1 IV
1 1 I IIT IV
- whole line Iv
- 2 II IV
1 1
- X I1II

whole line I II

whole line I II

I1I
ir1

III
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Quantity IQP Positional

Stanza: Lines: Numerical Change: Change: Pair: Repetition:
v 1-2 - 2 1 v
A

2-3  (-1)(-1)(=1)...( 1) - 3 I1I
34  (+1) (+ﬁ(\:1)...t-1) - 1 111

VI 1-2 (Lij?él) (ki}EFlj (FI;Ekl) - 1 v
2-3 (1) - 1 o ol O 4
34  (-1)(-1) 1 1

VII 1-2 (-1) B 1 I IIT IV
2-3  (+1)( ) - IIL IV
34 - 1 1 I IIT IV

VIII 1-2 - - whole line I II III IV
23 (+1)(f1)...(+1) - - III
34 (=1)ee..(=1) : 1 198

IX 12 (-1) i 1 v
-3 (n) 2 1 v

whole line IV

TN
3-4  (-1) (-1)(-1) (-1)

It can be seen from the above that the complexity is transferred into

the mmerical component in 'anyone ...' through a number of

complicated modifications, while in 'my father ...' complexity
is to be found in the quantitative component with its numerous
modifications (substitutions and positional shifts) involving

2-gyllable feet.



PART 11
An instrumental analysis of one poem read by several speakers
T, S. Eliot *The Waste Land" part IV



‘Rhytim is the soul of music’ (Paderewski)

‘Rubato is the soul of rhythm’ (u-_md roore)



166.

An instrumental analysis of one poem read by several speakers

T.5.8liot "The Waste Land" part IV

In this part of the thesis I have attempted to relate several
readings of the poem to the scansion of it suggested by Professor
Abercrombie.

It is often claimed that a variety of readings is possible for
one and the sawe poeml and, by implication, scansion appears to be either
undecidable or, at best, highly debatable.

It seems to me that the extent of variuation is not so great or
80 unpredictable. Some stresses may be suppressed in certain syntactic
constructions, and the preceding rhythmic patterns may influence the
decision to suppress them, if the reader is more sensitive to rhythm than
to lexical stress. Some syntactic constructions permit alternative readings
with two feet2 rather tian one and a choice usually is poseible in the number
and placing of silent streszes, but, on the whole, a fair amount of
agreement might be expected in stress placing.

My specific interest here is in relating the readings to the
scangion, exaemining the foot durations, and the relations between different
types of feet in terms of the number of syllables per foot, and giving

information on segment duration.

1. c¢f. Seymour Chatman, A Theory of Meter, ‘the Hague, 1965.

2. see introduction, fhe Approach and Concepts used in the thesis.
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PROCEDURKSS, PROBLEMS AND ARBITRARY DECISIONS

Materials and Procedure:

Recordings were obtained of readings by several different
readers (speech 7} recording I: 37 ).
Choice of readers:

Recordings I and II were made by the same reader, Professor
David Abercrombie. They were made one year apart so as to eliminate
any memory of the previous reading or the scansion.

Recording III is a reading by the poet himself taken from a
record (Caedmon Literary Series TC 0994)

Recording IV represents an 'artistic'! reading by David
Lloyd-James, formerly a B.B.C. poetry reader.

Recordings V and VI were made by two B.B.C. newscasters, Alvar
Lidell and Robin Holmes, who were asked to read in a fairly measured
way without paying too much attention to 'expression!'.

(It is understood that all these recordings are for private
resesrch only).

All the recordings were subsequently analysed on spectrograms.
Spectrograms were chosen rather than mingograph tracings because of
the possibility of using the information obtained in this way for speech
synthesis and experiments on perception in the future.
Spectrograms

Kay Sona-Graph was used for recording I; for the remaining
recordings, Kay Sona-Graph T029A 5-16000 Hz Spectrum anslyzer worked

in conjunction with scale magnifier 6076C.
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Wide band, 4000 cps. spectrograms were made for each
speaker. For recording I, 8000 cps. wide band spectrograms were
also used. Overlapping spectirograms were obtained most of the time.
In a few cases, the length of the pauses made by some readers did not
permit to overlap the spectrograms.

Segmentation and measurement

Measurement was first made of segment durations. These
were then added together to produce appropriate foot measurements.
The sum of segments was thought to be a better means of ensuring
regularity in foot measurement than isolated ad hoc measurements for
each foot. Segments rather than their aggregates in feet were
chogen for initial measurements with a view to obtaining more information
about the similarities and differences between speakers. This
information, when further extended, may prove of service in the I
investigation o1 segment quantity, syllable quantity and the effects
of tempo changes on them.

The segmentsl material obtained here is not regarded as
sufficiently large or varied (phonetic frames !) to provide a basis for
conclusive judgements.

I am aware of the problems that the concept of segmentation

3

involves “and of the technical difficulties which arise in segmenting

3. cf. G.E.Petersen's discussion of the difficulties oif segmentation
in Language, 31. 414-427 (1955); also G.E. Peterson and I. Lehiste,
in The Journal of Acoustical Society of America, vol. 32, Ho. 6,
69370, June, 1960.
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spectrograuns, I have attached below a list of arbitrary decisions

which I made in segmenting the spectroygrams of the six recordings.

The segmentation of spectrograms - arbitrary decisions.

I have made the following arbitrary decisions in segmenting

the spectrograms:

1.

2.

b

The duration of vowels in post-pausal positions was measured from

the onset of voicing.

Pre-pausal releases of plosives were included in the duration of

the pause.

Individusl segments:

/%/

/x/

Most of the time this was unsegmented from the following
vowel. On ocgasions measurement was made, including the
steady state and the following transition in the length of
Ju/. This was done when there was a clear onset of all
formants above Fi in the following vowvel.

After voiceless fricatives, the period of voiceless /#/ was

given a separate measurement, and was included in the total

length of the segment.

Measurement was made of the voiceless variant, the voiced
one was not seguented from the following vowel.

The tap between vowels was 'segmented' on the basis of the
discontinuity of sll formants and a characteristic *dip"
following this before the emergence of a new formant pattern
for the next vowel.

wWhere evidence was not sufficiently clear, no segmentation

was attempted.
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/3/
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Arresting dark /1/ , where possible, was segmented from the
preceding vowel according to a change in Fi and F2 and a

discontinuity in the formants above Fz.

when preceded by a voiceless fricative, measurement was made

from the onget of voicing.
was left unsegmented except in one case.

Stops preceded by pause: only aspiration was measurable

(similarly, some affricates in this position could only be measured

fron the affrication.)

4., Sound combinations:

/xt/

/td/

/tn/

/ts/

/nd/

/nt/

/ng/

was left unsegmented most of the time. It was segmented
only when the sgpectrograms showed evidence of a release of
7%/

Most of the time these were impossible to segment from each
other; otherwise the length of the release of /d/ was
measured or the onset of voicing for ,/d/

/n/ was measured from the characteristicspike on the

on the spectrogranm.

Assimilation of voicelescness; measurement was made from
the presence of voicing in /y/.

Segmentation was carried out following the disappearance of
formant structure.

see above, also the onset of voicelessness.

Measurement was made from the disappearance of formant

structure.
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/ndd/ Listeners perceived evidence of /d/ in this combination -
in most cases this could not be segmented from the
surroundings.

/ndl/ Segmentation was carried out according to the appearance

of formant structure in the /1/ preceding a vowel, or

according to the evidence of the release of /d/

Very often it was not possible to segment /3 / from the following / o/

5. In some speakers whispered vowels were noticed before a following
voiceless fricative. The duration of the vowel was then given
in two figures connected by a plus sign which correspond to the

period of voicing and whisper.

Accuracy of measurement

Measurements were made to the nearest centisecond. If a
given segment was less than half a centisecond longer, measurement was
made to the nearest centisecond below. If a given segment was more
than half a centisecond longer, then measurement was rounded up to

the nearest centisecond.
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Feet. Types of measurement

According to the approach adopted, feet are measured from stress to
the next stress, but not including it. This immediately raises
several problems:

(i) of general nature:
a) the identification of stress
b) the domain of stress placement
(ii) the difficulty of obtaining a reliable measurement:

a) when a stress falls on silence3

b) when the expected silent stress is not realized as

silenceh

With reference to (i)a), the most up-to-date account to my knowledge

is provided in chapter IV "Stress” in I, Lehiste, Suprasegmentals,

M.I.T. Press, 1970,

In the identification of stress I have used the factors discussed

by Lehiste (especially p. 119) and was further helped by the points
of reference provided by the scansion I was using.

Ad (i)b) Again, I wish to refer to Lehiste (p. 147): "From what is
known of the activity of imtercostal musculature, it appears probable
that the smallest unit that may carry stress must be approximately

the size of a syllable," Further, "The muscular gesture that underlies

3. see D, Abercrombie, "A phonetician's view of verse strutture”,
Studies in Phonetics and Linguistics, 0.U.P., 1965.
also D, Abercrombie, "Some Functions of Silent Stress", in
Edinburgh Studies in English and Scots, Longman, 1971.

L, "Silent stress may sometimes take a form which is not, strictly
speaking, silent: <the final sound of the preceding syllable may be
prolonged over the space they occupy. This prolongation appears
to be in free variation with silence, though it is more common with
some people than others. It is, however, curious that emphatic
and rhetorical silent stresses seem always to be really silent,"
(Abercrombie, "Some Function of Silent Stress”, op.cit., p. 155.)
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stress production requires a certain time for its realization, and
there are time delays in the system that make it extremely unlikely
that stress can be 'turned on' to coinecide with the duration of a
single segmental sound".

The questiogégthat concerns us here is: from what point to measure
foot duration? At what point to assume the incidénce of stress?
From the above it would appear, by inference, that initial consonants
of stressed syllables ought to be included in the foot measurement,

I have measured foot duration in this way in the first type of

measurement (measurement A).

Writers on rhythm such as William Thomson5 maintained, however,

that the rhythmic beat comes on the syllabic, not the consonantal
elements, He has named this rhythmically significant part a syllict.
Some phoneticians chose to ignore the initial consonants and measure
from the stressed vowels or to compare both ways of measurement?
with the result that this method of measurement did not produce much
dif'ference.

I have included this type of measurement as well (measurement B).
George Alleng has found that the release of the consonant immediately

preceding the stressed vowel played a part in the perception of

rhythm.

5. William Thomson, The Rhythm of Speech, Glasgow, 1923, p. 185.

6. K. Patch, "Syllable Duration in Prose Read Aloud" Phonetics
Diploma Dissertation, Sdinburgh University, 1962,

7« J. D. O'Connor, "The Perception of Time Invervals", in Progress
Report September, 1965, Phonetics Leboratory, University College
London, pp. 11=13.

8. G. D. Allen, "On Testing for Certain Stress-Timing Effects”, in
Working Papers in Phonetics 10, UCLA, Los Angeles, 1968, pp.47-59.

G. D. Allen, "Two behavioural experiments on the location of the
syllable beat in spoken American English", H, Lane and E. Zale
(eds.) Studies in Language and Language Behaviour, Ann Arbour,
Michigan, 1967, pp. 2-179.
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Since in my data the release of plosives was found to occupy a very
small amount of time, no separate measurement was made.

However, another factor which might possibly influence the perception
of duration (though no experimental check was carried out) was taken
into consideration the presence of voicing in the initial consonants
of the stressed syllable.

In the third type of measurement (measurement C), voiced consonants

preceding the stressed vowel (and belonging to the same syllable)

were included in the measurement while voiceless consonants in this
position were excluded from the measurement. This principle was
applied in measuring from one stressed syllable to the next.

Ad ii) Certain complications arose when silent stressed appeared

in the scansion.

In accordance with the tbeorj?écansion used here, one expects the silent
stress to coincide with the beginning of a metrical silent interval.
This happens frequently, but not always. Some readers, or even the
same reader, may occasionally shorten the duration of the 'speech'
content in the foot which is followed by a silent stress, The silent
stress in this manner of reading no longer falls on the beginning of
silence, but somewhere later, The only way to solve the problem of
measureﬁent here is to calculate the estimated foot boundary by add-
ing up the duration of the filled foot followed by a partially filled
foot and divide the sum by two. This procedure has been suggested
by Professor Abercrombie, The same procedure applies in cases where
the silent stress is not realized as silence and instead the
preceding sound is prolonged over its space.

I have produced measurements to cover all these cases.



Presentation of Resulta

First set of tables

Segment/Foot duration in sequence

Second set of tables

Types of foot; durations

third set of tables

Types of feet; ratios

Fourth set of tables

Foot duration in sequence,
including estimated foot

boundaries (one example)
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Pirst get of tables. The text of the foot was given below the weasurementis.

The corresponding text was transcribed (the symbols of the Edinburgh
transcription were used here) at the top of the tables, Silent
stresses, or metrical pauses, were given a separate space, DBrackets
appear in this row of symbols when a given recording revealed a
difference in scansion at a given point. Occasionally, a blank
space has been left in the top row of symbols although the actual
measurement has been supplieds This has been done when a short
pause appeared on the spectrogram which could be associated with a
glottal onset to the following vowel, or be regarded as a means to
induce a break, or a pause, or a discontinuity inside the foot,

The row of symbols corresponds to the information required for all
three types of measurement A,B,C,

The remaining three columns were used for presenting foot duration
according to the three types of measurement mentioned earlier.

When silent stresses appeared in the scansion, the duration of
'speech' was enclosed in sjuare brackets and presented at the top
of the box,

A horizontal line has been drawn across the box to give the expected
foot duration after the estimated foot boundary had been caliculated
according to the procedure described earlier. A separate table

was then added for comparison. This was to repeat the foot
initiated by a silent stress, measuring from the beginning of the
pause,

In all the measurements involving silent stresses, the '"speech'
content of the foot was presented in square brackets,

I now give the scansion which was used in producing the first set

of tables, I have underlined the places where a pause might be

suppressed or introduced in the performance,
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Scansion

| Phlebaa_lfx the Phoe|nician, [/~ a |fortnight | dead, | A
For|got the |cry of | gulls, | A and the | deep sea r_;w311J:>
And the | profit and |loss. |A |
A | current under |sea (A |

|Picked his | bones in | whispers. |A As he | rose and | fell
He |passed the | stages of his | age and [youth | A |

| Entering the |whirlpool. | A|

| Gentile or |Jew | _

| O |you who | turn the | wheel and |look to | windward, |A

Con [sider | Phlebas, | A who was | once | handsome and | tall as | you. |

Second set of tables

The next set of tables was made according to a different principle.
While the first set of tables gives the foot durations as they
appear in sequence, the second set of tables shows the durations of
feet grouped according to type. The division into types of foot
was made according to the number of syllables per foot == no further
distinguishing flactors were taken into account.

The following types were distinguished:

Filled feet (1-,2-,3~,4=syllables in length) appearing between other

filled feet. (Heading on tables: 'filled feet'.)

Filled feet (1~, 2-syllables) followed by a metrical pause i.e. silent

stress (Heading on tables: unbounded feet).

Here the duration was given of the 'speech' content of the foot
followed by a silent stress since it was found in a number of cases
that the estimated foot boundary either gave the same results or

differed by a few centi-seconds.
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Feet initiated by a silent atress, i.e. partially filled feet

(Heading on tables: partially-filled-feet)

Measurement was given of the 'speech' content by itself and together
with the duration of the pause., Since no subtraction was made from
the length of the pause, these measurements cannot be regarded as

truly representing the actual duration of the feet in all cases.

There are certain drawbacks in comparing the different types of

feet because the mumber of their occurrences varies. The least
reliable information concerns {1=-syllable filled feet since only one
occurrence was found of this, The best represented are 2-syllable
feet.

Sometimes measurement was not available for a corresponding foot in
another recording, and this was indicated by putting a dash in the
appropriate places,

Only those feet were chosen for comparison where no differentechad
been found with regard to scansion., Any renderings susceptible of
a different interpretation (including the calculation of the expected
foot boundary) have been omitted here.

Weighted means were subsequently calculated for each type of foot,
for each recording, These calculations were made to two decimal
places without rounding off, on an electronic calculator (Friden).
Finally, a general mean was calculated by adding up all the durations
in a given type of foot for all speakers and dividing it by the
number of occurrences.

Additional information on variance and standard deviation has also
been supplied,

The tables were made for each of the three types of measurement.
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Third set of tables

The third set of tables shows an attempt to abstract away from the
absolute duration,
Foot types were compared here in terms of their ratios as represented
by the mean,
Filled feet (here: those in the neighbourhood of other filled feet)
were compared in the followingwways:
{1-syll. with 2=-syll.,
2-8yll, with 3-syll.,
3=syll, with L4-syll, feet as well as the remaining combinations:
1=-8yll, with 3-syll.,
1=-syll, with L-syll.,
2=-syll, with L-syll,
This was done for each recording and for the general mean.

Here the same caution applies: the information about 1-syllable
filled feet is based on a single occurrence in each recording.

Feet before a metrical pause (i.e., silent stress) were next
compared with the corresponding filled feet,.
Similarly, feet before a pause were compared with "feet" measured
from the onset of pause (the ratio might be expected to reveal here
whether the pause had been extended into the preceding foot).
"Feet " measured from the onset of the pause were compared with the
corresponding filled feet. A comparison was also made inside these
"feet" between the "speech" content and the length of pause. This
method, too, might be expected to reveal whether the pause was
extended into the preceding foot, All three types of measurement

(A,B,C) have been given consideration,
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Fourth set of tables

The last few tables show a vertical display of foot duration
in sequence in one recording (No.I). Alternative measurements were
given where the expected foot boundary had been calculated, This
was done for feet followed by a silent stress, and also feet where
the silent stress was not manifested by silence, i.e. where the
preceding sound had been extended over its space.

I now include a list of abbreviations used in the tables.

Legend
Red - recording

I = David Abercrombie

IT = David Abercrombie recorded one year later
IT1 - T, S, Eliot

Iv = David Lloyd=James

v = Alvar Lidell

VI - Robin Holmes

(It is understood that all these recordings are for private research
only.)
() - optional variant
| - foot boundary
l/\ - silent stress
Foot Measurement (from stressed syllable to the next stressed syllable,

but not including it.)

A = including syllable initial consonants
B = excluding ® * *
C - including syllable initial voiced consonants, but excluding

voiceless segments,

o/e - over-estimated.
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Filled Peet = on tables, abbreviated for filled fleet between other
filled feet.

Unbounded Feet - here, the 'speech' content of a foot followed by
a partially filled foot, i.e. a silent stress marks
the boundary between the two feet,

Partially-filled Feet = feet whose initial boundary is delimited by
a silent stress; here, measured from the onset of a
pause,.

The last three were further abbreviated in the third set of tables:

ese/P - unbounded foot

VA = partially filled foot

eee(p)/ =~ partially filled foot ; duration of 'speech' excluded.

The figures accompanying these ebbreviations stand for the number of

syllables inside the foot.



TABLES: FIRST SET

Feet in sequence



181,

mcw_o_c‘mo;n_ mEv< wmpm_;n; 10044

UoIjeInp 1007

NOILLYHNd _1INJADIS

1£-0 [6S-0 |98 0
e I
5y-9lzv-0/[0s 0]/ 20-0|v0-0|80-0 |¥0-0|20-0|S0-0| ¢i-0|91-0|50-0| 60-0|€0-0|G0-0
Lp-0| Ly O|LV-0

il ¥ polal : ; L A
95-0]/[0S - 0]|[e9 - 0]| S0-0| 90-0| 60°0| ' LO 0 §0-0| GL-0[8L-0|G0-0| 210 80.0| 2L -0
96+ 0/8G-0[19-0

Al
[69-0]|[€9-d)|(82-0]| 60-0|SG+0| 210|500/ 60-0| €1-0|82-0| 61-0|90-0 | LL-0|80-0) 60 -0
0v-0| 270 (2P0 6070 N
—'|1« -T
Lo-0)0s-0]/{85-0] 80-0| 90-0|60-0 g0l0! |60-0]81-0 80-0| 800 | £1-0|£0-0 §0-0
Vv

9€-0 | LE-0 | 6€-0
. P ] Il
[£5-6] 650l (6-0]| 90-0| €0-0 L0-0 solo! |%0-0|0z-0/LL-0|%0-0)|60-0|€0-0|90-0
£¥+0| £6-0| 00
[69-0)|[v9-0l| [28-0]| L0-0|€0-0| 0L-0{€0-0|20-0| O |6L-0|€C-0|LO-0| G0 |G0-0€L.0 |
D1 a V]| ul e s | e 4
Juswiainseaw : | ° ° ’ _ ! * | poy




162,

?m_u_.cho;n_ ayl V|: 1004
0€-0 | €20 i
ge-0|| [B1-g| - | 100 | ¥0-0| 80:0| ¥0-0| T0-6| §0-C
2ee | L2-0 | | \
[L2-0]| [22-9) 50-0| 90-¢| 60-0| zor0' | g0.0|
€50 | PO |
Al
[0v-0]| [1e-] 60-0 | §0-0| ZL10| S00| 60-0| €i-0
Ge-0 | L2-0 "
[ i
62:0|| [12-9] | 80-0| 900 600| '90}0! | 90-0
520 6L-0. e i
(120} [s1-g) 90-0| £6-0| 200| |00 | $0-0
|
| i ﬂ
620 | 810 L0-0 | €0-¢| 010 | £0-0 | 20-0
g Y u e 3 e Q v|
Juswa.inseaul g i} . POy
UOHEBINP 1004 NOILYENA ININDIS




183,

UOTI8INp JOOJ

NOILLVHNA LININOIS

, mEmEtou_ m,gv uelolu mocn_u + 1004
95-0| 25-0| 070
— 0 IN
[ev-0]| [se-0l [27-0] 910 | 90-0| 2£0| LL-0 21:0[90-0| L0-0
p9-0| 19-0 | §G-0
: _ 0 __ A
[v6-0]| [95-0|| [19-0] 61:0 | 60-0| 6E0| ZE-0 P10 01-0| 500
LL-0| 990 | 29-0
K 0 Al
€60 | ¥1-0 | €50 81:0| L0-0| 90| 020 pL+0 | 0L-0| 60-0
$9-0| 09-0 | L0
, 1
[s50) [Lv0]| [s&-0) p10| 00| 150 | £1-0| 80-0|02-0| 90-0| 80-0
v
2h-0| 680 90 .
- _ I
[15-0) [sv-0]| [15-0] 20| ¥0-0 | LL0| be0 €1:0| 11+0| 90-0
pS-0| 160| Lp-0
0 |
80| (10}l [8L-0] 10| S0:0| 20| 0¥-0 61-0| z1-0| 0.0 !
O m < 4 e <_. u (e) ._. | u
jusweinsesu . PoYd




hzm_ctoui e V| 1004

y5-0| ¥SC | 8E-0.

)| o0 [p0: or0 [90-¢ (280 |
19-0! L8-C | 8%-0

[82-0) [82-0] [60-9] 61-0 [60-0 [68-0|
68-0 | 68:0 | LL-O

[s2-0)| [52-0) [z0-0] 81°0 | L0-0 | ¥9-0 Al
p9-0 | ¥90! 090
[e20]) [£20]| [s0-9] pLG | 60-0)ig0| O
mm.ommn.c 12-0

010} [94-0] [0-0] 20| vo-0| o)
1€-0 | 1E:0 | LD

[61-0] [61-0[ [s0-¢] V0| 50-0| 2| |
o gV A
lJuswiamsesw pod

NOILVHNG INJND3IS




185,

(peep) | wbiupioy| 3004
) £0-0
-+
0 , 10-0 IN
9v-0 | 96-0| 29-C 01-0 20-0!c1-0 | vo-0| 01-0| 1L-0| 9L-0
c_.‘_“o mo.v.o
0-0 100 A
¢9-0| 8L-0| 280 G1-0| 90-0/(20-0/| 91-0/90-0| 910| 2L-0| 6L-0
€00
-+
; 50-0 Al
60| 69-0| €40 10 600 SL-0|L0-0 | ¥1-6| 0L.0| 8L.0
[ [22«0] | "
68+ 0 0 9L-0|70-0 | 81-0| SL-0| ¥L-0
—- | — [ Joz-o] ] | I
LL-0 €l-0|€0-0| CL-G| LL-O| 2ZL-0
0 1
69-0| €L-0| £8-0 ¥0-0 61°0 | 61-0| £0-0| 210 | 91L-0| ¥1.0
Q | 8 A P ) } e u } c 3
jusulainsesw UON_

UOTeInp 10O}

NOLLYHNA ININDIS




Com Loh.<u peap * 1004
29-0]19-0] 290
LT hoa O = ¥ _>
[ve-0] [ve-0| [re-0] L0-0| 60-0| 20°0 | ¥8-0| LO-0| L}-0| 0i-0
28-0 | 6L-0 | 28-0 s
- | §0-0 | A
[05-6]|[5£-0]| [05-0] 010/ §0:0| S00 | VO-i| 9L-0| 6.0} S1-0
66-0 | ¥60| 560 "
gv-0)| [62-0| [E-0] 10| 00| €10 0E-k| 210 | LL-0| pL-O]
y5-0| 8%-0
— — Hi
s v-0)| [L6-0 11-0 | 90-0 | 20-0| b¥-0 | €2:0 | 22-0
09-0| 86-0 "
[ve-ol| [ve-0] 90-0 | v0-0| £0-0 | pL:0 | 01-0| 20| '
9%-0 | 050 | 9%-0
{ov-0]|[z7-0] [9¥-0) 60-0| v0-0| 10| 180| ¥1-0 | 82-0] v0.0| |
9 d \"4 b ; v
juowainseauw ) g | i i i poY
uoljelnp joo} NOLLYHNA _1ININDIS




100

H_omfo*.«_ . 1004

16-0! 86-0| L6-0

- Loiieanp 100!

[Lo-0); [pr-0]) [20-9] 100 50-0 | 206 v8-0| '/
plb | v2b| vl

[o1-0]| [oz-0}| [01-8) ot-0 | 50-0 50-0 | po-t| 7
8¥-1 | 6511 8h1

[8v-0l| [62-0]; [8 0] 110 |.§0-0 | £1-0 | 0E-1 Al
250 | €L-0 | 25-0 |

[g0-0} [62-0]; 80 9| o 90-0| 200 vwa|
18:0| L8| 180

[Lo-q]; [g1-0]|20-7 900 | v0-0| 00| vL.0|
9%-0 | §5€ | 9v-0 ,
(si-o]| [vz-0]| [s1-9) 60-0|v0-0| w.c| 1ga| |
Oil = Y ] B e } Vi
Juswis iiseoW . POy

NOLLYHNA INJWS3S




188,

(K10) _ oy} Mom‘mcot © 1004

N 0 0 IN

¥6-0|29-0| 6¥-0 80-0| zt-0| golol 22+0| SL-0| LO-0
0 A

09-0| 85-0| 8%-0 80-0| Z1°0| 90°0 L0-0 G0-0| 80-0| 2L-0| 0L-0
Cons bn Al

28:0|6LG| OLO 80-0| 210 'vo|O 0L-0 | ¥L-0 | Si-0| 91-0] LL-0
B 0 0 H

19-0| 0G0 | 25-0 60-0| £0-0| 20°0 12-0| Si-0| LL -0
0 0 : i

6€-0| 8€+0| 8£-0 G0-0[€0-0|¥0-0| 200 ZL-0| 210/ 90 -0
0 |

25-01 6¥-0| 9%-0 90-0/90-6vo-0 | 0L-0|600| ¥L-0| 60.0

8 d Y 4 | e Q } a 9]

JUusuisinsesid DOE

LO11eINP JOOJ |

y
NOLLYHNA INJADIS




189,

mw___:wu 160 AJD 1004

, IA

180 | 60| 670 ovo| soo| [vzlol | go-0| zi0
A

290 | 290| €U0 100 60-0| svo| 820 00| 110
Al

170 | 870 | 650 60-0| 00| zelo! | 00| zro
W f e | H

[oilol | 7 Teso | | | 60-0
[zzl-0] 1

6£-0 | v£-0| pe0 g0-0| v0-0| °*'%" | go-0| go-0
|

Ge-0| LE-0| ¥7-0 60-0| €0-0| 20-0| £2-0| 90-0| 90-0
o d W 6 A e 1e J % _
lusulainsesud ﬁom

UoT1einp 100]

NOLLVYHNA INJWDIS




EmmE_mE pue¥|‘s|nB| : j004

LE-0 | LEO [LE-O
- . I\
09-0}[0s-0} [09-0] 60-0 [50-0{120:0|90-0 [20-0| 0 |60-0|pz:0|LL0 |0L-0
— P
£9°0 [0L-0(L9-0
8. | 0L0|2y-0 L0 A
89-0}((19-0|[g9-0 - | 210|v0-0(¥0-0|L0-0|0L0[TY-0|6L-0|LE0|LL0 [LO-0
[89-] [19-0fes 0] ¥0:010-0| 0402
9L-0|8L09L0
5 = . Al
6L-0]/[0£-0|5L-0] 24-0| £00| 0-0(80-0/90-0 960 LL-0 | 1¥-0(82-0 |60-0
870
[p9-0] 600| S0-0| 20°0|60-0(80-0| O [80-0[18:0(52-0 | (n
P+ ®
9v:0 | §9-0| 9%
| Hl
4 wo & . oN. -Q -Q N.Qo FO- . . N..c -
[22-0)|[v9 OzL 0] 90-0( £0:0|10-0 | 800 (L0+0[40-0/22+0| ¥L-0|82:0 | 800
2v-0| y9-0 | 2v-0
. - _
L9-0)(z9-0|(28-9] 60-0[0-0| | sol-ol |v0-0| 0 [0Z-0{2zz-0|02-0 500
A d \d p e Q u e | V| z | v 6
Juswiainseauwl poY
uotielnp 004 NOLLYHNA INJNDFS




191,

mammui ay} pue <_

. 1004
S0 | ¥2-0 | S1'G | o | IA
s1-0)| [ve-of [s1-0] 60-0 | £0-0{ ¥0-0| 90-0| 20-0
| L9°0| 6L:0 | £9:0 >
cz-0| [Le-0l; [se- 210 | ¥0-0] v0-0| LO-0| OL-C| 2V -0
[s2-0)) [ze-0l [s2-g '
GL:0 | L80 | GL-0
¥ Ai
[60-0); [ve-0l| [61-0] 210 | €0-0| 10-0 | 60-0 | 90-0| 95 -
20| €80 | v2-o "
m s - L] - g Q

| ww.@h__ mm.@mmw.@ 600 G0-2| C0-0| 60-0 wm. e
020 | 920 | 020 '
610 [cz-0]| [61-0] 90-0| £0-0| 100 | 80-0| L0-C | 10°0
LL0 | 920 LI-O

- | 0
[20-9]| (o0} [L1-0) 600 50-0| (800l | vo-0 |
|b!_ﬁ..lmr|1m d~ p e @ u e c___
JuswiaNseaul poY

uoiieinp 100}

NOLIVHNG INJWDIS




192,

: 3004

T_mawv‘ eos desp |
- | In
OL-O| == | €50 €0 90| 210| L0-0| 60-0| 60-C
— A
28-0| == | 0L0 8L-0| 6L-C| LL-O] OL-Of CL-C| CL-©
—
+ Al
| e | -t 860 90-0 | 60| L2-0| €2-0| 22-0| ¥L-€| 2L-O
T |_
+ i
1880 — | 890 €6-0 | LI0| 02:0| 91-0| €1-6] 0L-0| 60-G
__ ]
+ il
€90 LGS0 S¥0 €0-0 | GL'0| 0iC| 210 80-0| 60-C| 90-0
90-0
Y _
10l 10! 950 €0-0 | L¥O| SI0| PI-0| 90-0| 2L-0| 60.0
Q1. 9 1 ¥ " s | s d ! p
| _juswe nsesil , pod
[ UOHEINP 300] NOIIVENG __INJADIS




193.

(yj01d a1 pueY) :maL

. 1004

69-0 LL-O
et B oi . . IA
: ol c0-0] ot : 0/ oL .0|T¥2-0(1v0-0 | €1 -
€€ 0] [s-0lf c0-0| ovo| | sio| | | 0| sro|60-0|lv20[v0-0|¢l-0
£8-0 260
Geal 5ol _, N | “etl-o! A
[£v-0] [ve-o) Lo-o| ore| ' SO0 gi0! | 10| 960| SZ0| el-0' | 810
= B
780 98-0

o 1Al
[s-) o-090-0| 800 ' vjoo! | [eolo! |vo-0| sit|ci-0|Tvz0[le0-0] 61-0
LV-0 6v-0

e ErmiRmn ° T i
[ps-0l [pL-0) €0-0| 210 ' ¥ 00 b-0! | 0L ¢z-0 | MNejoleo-0| L1-0

. ~

vv-0 69-0

_ » I
[iv-0| [65-0l[.20-0| 90-0| €0-0| z0-0| [ 8fo-01 |2zo-0|gz0| vi-0| TLTolo-0| s1-0
9v-0 | €v-0| 6%-0 BELE 900 |
(6v-C]|(€¥-0] [89-0]| ¥0-0 | 60-0 | G0-0 0 90:0| 2L0| ¥€-0[60-0| £0-0| ¥1.0
3 d Y J d e Q p u e Vi | 3 M s
Juswiainseau POy

uolienp j00; NOILYHNA INJWOIS




194,

(wj01d) _ ay) pue v

. 1004
gi-1 | 8L | S0t _ _ A
: ; .0 €0-0| 6Lo| ' |8K0 -0 9L-0
[ev-0|[zv-0]) l62-d :
oL | el | vel &
: o . L0-0 | 00 S0-0 | ¥0-0| 80-0| iL-0 | 96-0
EgIERIE: .
Syl | brb| e N
o¢-0) [0e-0| [o1 ¢ 000 | 80-0| Ivolo! | 800 v0-C | S} i
07-0 | 00| Ge+0 - 5 |
. 0| [s2- 200 21:0| [w0}0] | w0 0bg
[ov4) v 523 :
890 | 89-0 | 0p-0, '
[e2-0] [ez-0f| [s1-0]) 20:0 | 90-0 | £0-0 | 20-0 | 80-0 | 20-0| §2-0
-0 | ¥7-0| LE-0.
(2e-0]f [2e-0)) [61-0] 70-0 | 60-0 | 50-0 "solo! |s00| zo| !
9 =) Y J d e Q u e Vi
| Juswainseaw N COYH
Loijelnp 1004 NOLLVHNA INJIWNOIS




(ssoy) “.Ucm_ Hyoud |

* 1004
0 IA
€%:0|56-0|95-0 £0+0| €0-0|L0-6/£0+0 ¥0-0/€0°0| 80-0 L0-0| 80-¢| €0-0| 0%+0
25-0(19:0{69-0 60-0|50-0(60-0(50-0 50-0| 0.0 70-0/g0-0|80-0| 800 | 20-6| or-0| "
$9-0| ¥9-0 | 890
st . a *
ee-0) e 0l|[Ly-0) Lo-0| [zi]ol §0-0|69-0/£0-0/80-0| 800 80:0{60:0/90:0{80-0 Al
0 |
690! 29:0!62:0 L8-0| ¥0-0| 010 L0-0 10:0| 0L-0|90°0 2ol ovolcoofzig] M
0 1
Zv0|Ly-0(050 0+0| 1L0-0/80:0| €00 20:0{500{ 900 L0-0| 010 |20-0{90-0
0 l
$6-0/£9-0 | L8-0 60-0|£0-0| [oL]0l 90-0{90-0| 90-0 0L-0| €46 ¥0-0 | 60-0
01 81|V | p u e | (vp } 1 } a d d
VERTEIIS Y 4 4 PoY
uolleinp OO} NOILYHNA  IN3JWNSDIS




o

o

v | sso| | 1 1004

p0-0
+ IA
29-0| g€:0| 2¥-0 10-4| 810/ €1-0{ £0-0
AN
05-0| 190 060 v9-L| 82-0| §1-0 60-0
0L 0
. . + Al
6v-0| 270 | 670 6z0| £0-0| L0-0
90-9
* i
950 | 640 | 960 gi-1| 920| L1-0| L0-0
50| 8p-0| £6-0 ¢c-0| 0g-0| si-0/go-0| !
01-0
T _
Lp-0| €€:0| Lp0 86-0| 10| 21-0| 80+0
O m < _,____— m Q. —
jusuwiainsesl _UOW_

UOITednp 100]

NOLLYVENd _INJWOIS




197.

(Bes)|4opun  jueuno| (v) : 1004
A
$9-0/69-0{89:0| ¥1-0{S0-0| £ 00 |0-0/600 80°6| L00 80-0|¥0-0| £1-0[G0-0
€g-0)

L0, {91-0|80-0| S0-¢ [80-0001-0cL0 L10| §6-0 010 v0-0| 10|90-0]

0s-0)

1004 |2z-0!800| [ zrolsoooro 0! 60-0 80-0/90-0| ¥1-0/50-0 Al
28-0/28-0128-0] 9L-0| 00| S0-C |800/L1-0 0! |80-0 80-0|v0-0| zr-o|8o.0| I
19-0| 190|560 ¥1-6/506°0] L0-CS00[L00 80-0|80-0 80-0£6-0|50-0/50-6] |
2L:0!2L-0/99-0| 81-0|S0-0| 20:0.90-060:0 €0-0| 60-0 60-0/50-0|20-0| p0-0| |
) s \ s e plulv | u e v % (e)
ustwainseail d POy
uoleinp 100J NOLLYHNA  1INZND




198",

?wxo_ai Vv (eos _ © 1004

. 0 IA
29-0| 29-0| 9%-0 20-0| 820 2€-0| ¥1-0
0 A
¢%-0! ¢6-0| 6¥-0 €00 ¥L°O €e-0| 91-0
0 Al
86-0| 85-0|£6 -0 20-0| 6z:0 1€-0| 22-0
0 0 i
¢y-0| €-0| €v-0 91-0 L2-0| oL-0
0 I
vE-0| pe-0| 8€-0 10-0| 60-0 ¥2:0| ¥4-0
0 |
6€-0| 6£0| 2v-0 $0-0| L1-0 y2-0| 81-0
) d \"4 d _c_ | s
MENEIRSZEN ! pPoY

UOIIBeINp 100}

NOIIVENG INJADIS




T~

19

?mconi siy  peyold

UoI{eINp 1007 |

NOLLVHNA _INIJNWOIS

© 1004

. 0 (1} IA

Gg+0| v¥-0| G9-0 600 | ¥0-0 | 80+0 €0-0| L0-0C 60:0| ¥0°0|{C0-0[82-0
. 0 0 A

19-0| 2L-0| 08-0 10| L-0| 90| 80-0 0L-0 I-0| S0-0[S0.0[ ¥L-0
0 Al

09-0 | €L-0 | L8C €10/ OL-0| S0-0| LL-G 60-0( 96-0|9L:0 [ £0-0|20-0| G2-0
| 0 | SZH0 | 0 I

16-0| 19-0 | £L9+0 0L-6| G0-0| LL-0 €0-0 0 L0-0 9.0
0 0 | I

v€-0| Lv-0| ¥¥-0 LO-0| S0-0] 90-0 G0+0 | 90-0 90-0 | 90:0| LO:0| 60-0
0 1

8y-0| 86-0| £€9-0 01-0] G0-0| 60-0| LO-G|S0-0| OL-0 80-0| ¥0-0 | #0-0| 11L.0

) = \d q z 1 4 4 3 b 1 d
juswiainsesw ki - POY




fa AL

(stedsiym) | ur seuoq| : 1004
P — 0 ; IA
0L _ _Elre 86-0 | 96-0| 60-0 | 8i-0| 02-0| 60-0
- ey 0 . A
65-0 L Eeld _ 80-0| 80-0! 9L-0| ¥2-0| 82-0| LL-C
iL-0 , G210 0 90:0| 90-0 | 920 02¢-0| €I-0
- A
0 : Hi
©1-0! ¥8-0 €L-0 10 20-0 | 800 80-0| SL0| ¥2-¢| 01-0
i et 0 I
€60 €60 LO[O . 0L-0(€0-0|L0-0| 0i-0| 9L-0| LO-O
-y
99-0| 09-0! 6S-0 ¥0-0 | L0-0 { 900 | 90-0| LO-0 | OL0 | 0Z-0| Ol-0 !
r.!..U.I;rIImm A M y u 1 z u 00 q
- Juswainseeul pPOd
uGliiedinp 1004 NOIIVENG  INJADIS




201

m@wok__ oy sy V)

"sladsiym : j0c4
|
wc.mm
sl = gl —— 010 11 0 IA
£0-0)  |29-0) | |£0-0{50-0/60:0| cv-L| £1-0| ¥1-0| 0 |60:0| ¥1-0]5L-0
= X
— | - T | o A
120 Do) | |Lo0j60-0f0r0| ziL|er0f0z0| 0 |60:0|9k0[c20
01,0
— — §0-0 =5 | g | Al
ced) [Ee-o] | ' |s0-0/90-0|20-0| €1t 6r0[6L0| 0 [600|g1-0|52-0
L s
LAY
-l — S o |
L9-0|95-0][L9-0] | |z10]01-0] 11-0|¥8-0| €1-0|02°0| 0 |60:0|L0-0(L0-0] L1-0
b -l el A
- — 1 0 I
vs-o]  |[ps-0] Tvil-01 |50-0|¥00|¥0-0| 2¥-L| ¥1-0|94-0| O |60-0|80-0]L0-0
28-0(28-0 | 1L-0
e 0 _
69-0][zo-0)[e-0] v0-0| Lb-0 11-0{90-0| 9%-0| 81-0{02-0| 20-0| 01-0| 80-0|#0-0| ¥0-0 | LC-0
29991 V 4 1 y z e vi z e q d s X M y
juswsinseaul POY
uolleinp 1004 NOILLVHN INIWOHIS




202

ay 119} _

\
mvmmwmay 1004
(8z-0]|[82-0)| [v¥-0l 20-0| wo|900| — |ovo|60-0| 60| or0| N
[Lv-0)|[27-0}|[s9-0 £0-0| 11-0 | 800 | v0-0 | 860 | 0z-0| Lz-0| 80|
8¢-0]|[8¢-0)| [65-0) s0-0| yieo| Tmpol |se0| vwo|vzo| szl N
0 0 11
GL0|SLO | SL-O G1-0| 600| 600 81:0 | ¥2-0| S1-0
050 |05-0 | 05-0 %mu
(ve-0)|[be o} [ev-0] z0-0| L00| s00| | es-0| sro| 80| 6o.0|
650 | 65:0| 19-0 g0-0 800| 80-0{ 900| © | 10| Li-0| ghe0| |
o1 d 1V q d 1 4l | 3 §
luswainsea W POy
uohienp 100} NOILYHNd _ INJWOIS




»

203

(11e4) ~ pue mmohv * 1004

— | — ] — ) . 0 —t— IA
9L-0 60-0/£0-0 y0-0| OV |0
\\Y
el Sl I 0 0 —
. 810 80-0| 96-0 90-0 19-0 A
-
120! ¥0-0/60-0|0L-0|zz-0 | 8L-0| ‘SL|-0
~L . ¥
— | - i 0 — i
S1-0| 90-0|L0-0| OL-0 L0 €90 .
il 1 .
100
280 J
— —— v 0 0 _ |
6v-0 600 90-0 | €0-0 L0:G| ¥2:0| ¥L-0
o 4
29-0| 85-0| 6%-0 £L-0 60-0 | ¥0-0 L0O| §2-0| ¥0.0
&) S X ¥ p u e v z (vlo) d
Jusuwiainseaul pPOY

UOTeinp 1007

NOILYHNA INJNS3IS




Amwo\_v oy seY |: 1004

] | 0.0 G0-0 mm.o Gyl
— | g | ] A
1 |ro-0|60-0 0L-0| 21}
—t | ] R Al
1 [80-0|90-0|80.0] €L-1
e
i | e ] g PR i
1] |z1-0| ot-0| 1L-0| ¥8-0
. e
[g1lo 1 |go-0|po-0| vo-0| zv-1
0L-0| ¥L°0|0L-0
(ve-9)| [8e-0)(ve-q) vo-0| Lho|l 0 | wo| 90-0| ov.0|
O m < 4 ] y z e Vi
JuswiaInsSesw poY

Uo118INp 100}

NOLLYHNA LNIADIS




205

?:3034 pue abe * 1004

8¥-0 2v-0
— —_— IA
[89-0] [89-0] 80-0 61-0 | 60-0 | 07-0
| A
260 260 €0-0| 0L-0| 80-0 20-9| 60-0/02-0
§L-0 SL0
Nl
[£9-0) e9-0} £6:0| 010 ¥0-0 W-o | 0|20
. i
SL-0 GL-0 L0-0 | 60-0 | 800 66-0 | 90-0| 9€-0
_ 0 : il
yy-0 y-0 0L-0 | S0-0 €0-0 [ 50-0| 120
_ 0 |
L0 Ly-0 80+0| L0-0 £10-0 | S0-0 | 61-0
Q1 8 A p u e ¢lp 19
juswainseaw POy
Usijeanp oo} NOILVENG __INJAND3S




206

hwmmmwwu oy} pessed| : 1004
. EA
' 8G-0| 86-0(26-0 20-0 | 90-0! L1-0| ¥0.0|10-0| L0-0|60-¢| 6}-0|{20-0] L0
. A
2L-0| CL-0[89°0 00| G0-0| €L-Q | ¥0:0| C0-0| 60-0| €L-0| V20| €0.0} L1 -0
_ Ay
LL-G|LL0|SL0 20°0|S0-0 ¥1-0|50-0| €0-0( Zi0|8L-0 | 810|500 ¥L-C
v0-0
" il
£9-¢|L9-9| S9-0 20-0| G0+0| 0L-0| 20-0|20:0| 0bG| GLO|LL-O| O | GL-O
_ i
26-0/25-0| 690 20-0| 20-0| 80-0! ¥0-0 | L0-0| LO-0O | OL-G | 8L-CG| 20:C| LO-0
'25:0|26°0| 690 €0°0| 00| 90-0| ¥0-0| 100 Felrol |zv-0] co-elg0.9 !
o g Y } s e ) ) s 0 d
juswisinsesw ! | 4 poY
uoljednp jooj NOLLVYHNA INJADIS




207

Ammmu_w_c, jo sebers

: 1004

0 - IN
£5-0/€5-0|pL:0 70-0|60-0 p0-0| €0-0( 90-0| L0-0| £0-0| 50-0| v1-0|20:0| 90-0| Lb-0

¢ A
820|88-0/80-1 90-0/ 01-0| ¥0-0) 200| ¥1-0| L0-0| 0Z0| £0-0/ 90-0| 91-0| 200| 50-0| €10
Legze-dj@ed) z10|800| 01-0| ¥0-0[50:0|50-0| 01-0| £1:0 £0-0|90-0| g1-0] z0-0| s00| ¥r-0|

0 I Il
82-0 | 88-0 |S0-1 G0-0| 010 80-0| 0L-0( L0-0| 81-0|90-0| ¥0-0| 02-0| 20-0| S0:0| 010

’ e l
LS50 |LS-0(69-0 50-0('90-0 60-0{€0-¢|60-0|L0-0| G0-0| ¥0-0| €1-0| 20-0|Z0-0| 800

0 _
69-0|59-0{6L-0 80-0|90-0| 50-0| €0-0|£0-0| 01-0|90-0| G0-0| ¥0-0| S1-0| £0-0/50-0| 90-0
0181V ¢
NENERSEENY £ N e R d P Pl ul Y1 ° |poy
uoneinp 100 NOILLYHNd ININDIS




208

u< yinoA . 1004

— LA
AL AR z9-0/0z-0| Tzzlo!

e Y AN
16-0 LS+0 65-0! 91-0| | 1pl-0

— Al
2v-0 240 6L°L| v1-0

s i
1S-0 150 810 | 610 |/ S0-0+L20|

— —— |
9¢- 0 9¢-0 91-0| Li0! | 6110
0€.0 0¢€-0 | Ly-0| LO-0| 6L-C! $0.0 _
9 = v [vy 6 n [
jusuwsinseal pPoY

UuoijeInp 100§

NOLLYENG INIJNDIS




209

(1ooduym)leuy Buusiua| : 3004
_ . IA
c9-0 690 90-0| 90-0| 0z-0 | | zt}o | |zo-0]v0-0| £0.0| 90-0| 900
99-0 99-0 900 | 20-0| 910 | | 02 c0-0 | ¥0.0 | L0-0| 90-0
€9-0 €0:0| 6i-0 I 60-0| L0-0| 90-0| 90-0 | 90-9
_ . i
LL0 eL-0 y0-0 ([ 80-01 | vi-0| | 1 jeo0| 2ol vo-e| weo
_ | 1
160 15-0 $0-0| £0-0 | 80-0 | | lgo-0| v0-0 | S0c| 80-0
_
£L-0 L9-0 60-0| $0-0| 21-0| 500 £0-0| 60-0 | ¥0-0| ¥0-0| 010
%) v e Q G 1 e 1 u 3
EN cu i PoY
10i1B4TiP 1004 NOIIVHNG  INJWHHS




210

v joodiiym 1 1004
GL-0 GL-0 GL-L 8¢ 0 Go-0 80-2! LL-0 €0
28-0| LL-O| 280 ve 0l 90-0| 60-0! 2L-0 | OLO| L0
16-0 | eetol | zo-0l ov-6| wo!{ Fico %m
— [ _ i
28-0 26-0 26:0! L0 02-0| €0-0| L G| €L-0 12 -0 v0-0
AR cL-C 060 | OLQ| 2¢0 ¥0-0| 80-C| LO-0 _ (YAQ|) _
€9-0| LG0! 69-0 09-0| €0-0| 60-0| 90-0| OL.g| S0-0| 6L-0| 90-0| 90-C |
1 d A\ N | n d I z M y
Juswia.iiseaul 4 ¢ Doy
uolieinp 1004 NOIIYHOO 1INIWH3S




2141

(mar) | 10

m_:cmmvi : 1004

0 : e IA
29-0 | §8-0| L9-0| 0| €40 TL-0 ¥0-0 | 12-0| ¥0-0| 90-0 | 90-0| 60-0 50-0
|[06-0)| [08-0l| [06-d]| 01-0| 80-0| 610| 00| 120 | 62-0| £0-0|90-0| G1-0| 90-0 [ 010
. _ Al
[e6-0] [o8-a] [86-]| 21-0| 21-0| 02-0| 80-0| 22-0| 1€-0| L0-0| 90-0 | L0-0 | L0-0 | 80-0| 0L -
. .. 0 e Il
26+0| 90-1| 86-0| 60-0| 80-0| 61-0 0L-0 | €60 | 20-0 | 80-0/80-0 | LL-0|60-0
| i | I
SL-0| 2L-0| SL-0|¥0-0| 80-C| ¥1-0 G0-0| LI-0 | ¥0-0|90-0 | S0-0 | 60-0| S0°0| 01-0
" .
£6-0 | L6-0| €60 50-0| L0-0 | 9L-0 L0-0| L2-0| 90-0 | 90-0| 80-0| 60-0 | L0-0| L0.0 _
3, g Y ¢ c | 10 } u 3 ¢lp
NENEIRECENE ; . POY
uotielnp 1004 | NOILVHNG 1ININOIS




212

(O)| Mmarf . 1004
- _ IA
2€-0| 960 v1-0 | 260 | 20| ¥20
= lov-0|geo v2-0 |vS0|0p-0| 810D A
= _— Nl
060 |pL:0 1 oco| Pelo |
- N—..O ___
GE-0 [26-0 02-0 |20 | 9€0
GH0 | LGS0 2€.0 | LLO| S¥-0 rA RN I
" l9p-0 850 z¢0| Lvo| ovo| 8L-0 ]
J d v @ (v n ¢lp
juowainseauw SRR A Doy
{  uoijeinp 00} 1IN3INDIS

NOLLYVHNG




,; joodiiym _ * 1004

99-0 990
IA
[ri-ol [p1-0] pL0 | 250
8L 8.0
A
y2-0 [p2-0) ¥2:0 | ¥5-0
R i Al
26-0 260 |
; il
loz-0 [0z-0] 02-0| 2L O
280 28-0 ze-0| weo|
_
2€-0 2€-0 2€-0| LYy-0
0 1 4 v o | (vp)
luduiainsesul poYy

UoITenp 100}

NOILVHNA INIFWOLS




214

(uiny) Tc? nok |: 1004
850 [ 85-0| 9%-0 voo| 80-0( g0-0| o0 | selo| | W
0| pL-0| 09-0 60-0 | 60-0 | 00| £0-0| | €¥[-0 |
— |- - | | N
10-0 | 2i-0 | 10| o0k0| | 1S5[0 |
- | il
6v-0| 6v-0| 180 20-0| 010 | 01-0 | £0-0| | 0z]-0
| H
670 6v-0| Lp-0 £0-0 | 50-0 | 80-6 | v6-0| | 62]-0
| | _
150 | 16-0| 620 90-0 | 90-0 | 80-0 | L0-0 | | ¥z |0
Q d A4 _ ) ¥ V) y n f
JUSUISINSES W POy

UOTeInp OO}

NCLLY

HNad __INJIWNDIS




215

ﬂ_mmc\si oy} uun) _

» 1004
— . AN
€60 /| -0 | S¥-0 2L+0 |- lel-0] | sie!lei-0!po.c| 80.0
|
A
50| 590 | 89-0 iL.0| ™ 190-0( €0-0| 810 |L2-0| S0-0| 60-0|
e —— - >—
85-0 _ | 610 _ 81-0| L¢-0 L0-C| ¢i-0
_— _ il
050 60 1] | 800 90o| |cwo0lczol20-8] o010
- i
£€2-0 | S€-0 | 1£-0 210 1 20-0| €00 90.0 | 21-0| £0-C| S0-0
980! Lv-0| b0 1i-0 | £0-0 | 50-0 | 10-0] 80-0| €1-0| 90-0] go.0| |
IriQ _ !m .Q M y e Q u < ]l
”—C@,E:m{mﬁ@mwmg i y poY
udileinp 1004 NOILYEHNA INSADES




216

(Mool ) 7 pue [eaym| : 1004
e 6 —_— IA
vp-0| 180 ¥¥-0 G0-0 90-0| gC-0 80-0| 21°0| 21-0
LP-0
0L-0 oo_ 90-0| 80-0| 810 €2:0| S¥O| LL-0 .l A
[67-0 | (6€ -0) [6¥-0) ¢ 0
m— | — — 1 =" M
go-0| ' 2L-0 L0-0| 8€0| 920 | 610 | 6L-0
B _
—_ — 0 — | il
040 L0-0| 90-0| 80-0| 80-0 90-0 | [zv|o0l
L
0 : — il
GG-0| 8¥.0| S0 600 | £0-0| 900 S0-0 0| 80| 240
0 1
1€0| €0 v¥-0 LC-0 €0-0| G0-0 90-0| 20| M-C| £0.0
D 1 8 1V R o | e fop | o | " 4
lusuiainsesul pPoY
uoijeinp 1004 OILVYHNA  INSINDIS




217

AEEBUE.}O 0} xoo__ * 1004

GOTIelnp 100}

NOLLVHNd INJWOIS

_ .1 @ IA
280 280 1 1g0.0] 0.0/ 50-0 10-0| 80-0| S0-0
6S.0 65-0 v1-6| €0+0| 04-0| £0-0| 80-0| L0.0| O1-0
) e | s | Al
| | v0-0]60-0| 900 |2L-0| ¥0.0| 80-0
_ s 0 1
690 69-0 ~ 1 | 90-0/20-0| 10 GL-0 | 80-0| L0-0
_ Il
20| 6£0/| ££0 wol Teolo! |g0-0| © |so0-0! s0-0] g0-0
— [ | oro .__
2v-0 290 1 | 90-0/ 99-0 0 G0-0| L0.0
O m < i e } b v |
JUSWSINSESW Y y POy




% _ Em?oc_.i 1004

218

— . - — __}
60 650 a0-0| Terla! |co0|600| zifol
19-0 19-0 0z-6| L0-6| o1-0| 20| 00| L]0 A
- | - | — Al
99-0 | g0-0| letlol | Tzlol g1l-0 e
69-0 69-0 | _ a0l Tvzlo! |vo-0lcio| otho i
INIEE :
650 | 660 | 0G0 | | ¥1-0 20-0| 00| 200 ol
09-0 090 o1-0| 210 | 80-0| 60-6| S0-0| loL]-0] ,
O m \v/ _ M
jusuisinseaw \ i ° " i - ,_ pPoY
uolielnp 1004 NOLLVIVHNA IN3INSDIS




219

( ._mu_m:coo v

1004

Y60 | ¥6-0 | 6L:0 | "
[1e-0)! [ve-0]| [o1-0) §1-0 | 01-0|20-0 | 700 £9-0
ov-L! ov-l| Gzl
[ve-0]! [ve-0] [61-0] Gl0 | 01-0/90.0 | £0-0 s0.1]
60-C | 60-2 | p6-1 | "
eed), [ee-) [L1-9] s1-0 20041101 | po-0 T
£0-1 | £0-1 | 680

i
[oe-0}! [0£-0]| [91-0] pi0 | LO-G| 90-0 | £0-0 §L-0
96-0| 96:0 | 980 | ’
[02-0) [02-0]| [ot-g] 0L-0 | ¥0-¢| €0:0 | €00 00|
06-0| 06:0] VL0
@.@“Em.@“ [v1-0] 01:0 | 90-0| ¥0-0 | ¥0-0 09.0| |
5 18] V¥ N I m
juswa.insesaul 4 PoY

UCI1BINp 1007

NOLIVHNd INJWDIS




220

Awmpm_;&_ Lmv_.w_?.o& © 1004

ov6| 0v-0| 6E-G 9}-0 | €10 | 90-0 | S0-¢ | Gb-C 1A
090! 09:0 15-0 v2-0 | sz-0| vo-0| L0-0| sro0| 7
¢e-0f 2¢e-0f LE-O 040 v1°0|.¥0-0| ¥0-6| SL-0 Al
6€0; 6€0| 6€-0 71-01 20| LO-04 9C-O | VIO i
20! 2¢0| 0€.0 20| weo| 00 s0-0| orea|
w
_ |
Ly-0| Lv-0, 99.0 ! Ll+0 | 91-0| 90-0| 80-0| 9L-G L
2.1 9 Y } e p 1 s
Juswisiniseow - poyY
Uoieanp 1004 NCILVHNA  INJNDIS




221

(sem o;>><v sege|ud| ¢ 1004
080 | = |88:0
| — . IA
5-0)| [Lv-o]|[ze-8] Lo-0| Teviol | 800 28:0| Si-0| 81-0 | 80°0| 90-0| ¥0-0| 94-0
G6-0| — | 201 0L
02-0 A
[ze-0) [82-0]| (2e-0] zo-0| 00| [0z}o 1 | co-0| 1L-0| £2-0| 080 80-0| 10| 90-0] ¥2-0
292
500
@..w o N—...v +
bl = G0 Al
[z1-0}|[99-0]| [28-0]| 80-0| ¥00 | nlo | |co.0] z1-t|62-0|02-0|80-0 | 60-0 90-0| 01-0
92:0| = | £8-0 200
[@50)[2s0]|[0L0] 60-0| | 320 | |£0:0| 950 (£2-0| -0]60-0 | 60:0| 0-0| 1.0
6S-0| = | 190 ;
[€2-0)|[89-0)| [£8-0}f 50-0 | ¥0-0 | etfol | = | si0|6z-0|120]|L0-0| L-0|S0:0| 2L-0
GL-0 | 8L-0] 780
(L0 (ZL-0)| (w60 20| ¥0-0|60-0| ¥0-0|20-0| p€-0|L2-0| 82-0|80-0|60-0| S0-0| L1.0 |
Q d Y z e M o Y Vi S - q ! | 3
lusuainseaoul . | poYy
UoHEITD JO0] NOILVHNA INJNDIS




222

(@ou0) Tma oym _” 1004

0Lt 0L-1 ¥
[82-0) 82-0] 1 | 00| Tesfol [soo| ° |zs0|
60-1| 02-1 | 60-1 a3 A
[8¢-0) 6v-0[8g-1] w-o| Lo-0| 90-0| [ ozfo | | so-0| 1o |
gv-L| __ | evel 5 Al
[1e-9] [1e-0| 1 | s00|vo0| [ w0l |s00| zu
96-0 96-0 | i
[0v-0] [o¥-0) 1 | s00| | szfo | |co0|9s0|
Le-0 LEO 3 :
s - H
.Wm.@ Wm.@ | |00 vo0-0 _ eLlo | Gi+0
yL-0 |58-0 | L0 ,
[0v-0]| [15+0 [0v-0] 0| 12-0| ¥0-0|60-0 | v0-0| 200 | ¥€-0| POY
] d N M z e M o y Vi
| Juswainseaw
uorieinp 100} NOILYHNG INIJNODIS




223

hmEomUcmiToco .+ 1004
w
|
! s 0 A
| 660 6.0 810 810 | ob-0| [€i[olyoo
L_
| A
cg-0! 0! 650 90:0 | 020! 620 10| 80-C! LG
Ly-0 Ge-0 210 20| Loo| [wi-0lz00
00
iy
6201 = | 090 61-0 620, €b0; [LL-0lS00
| 5¢-0 0€-0 50-0 80-0 L0-0| | SL}-0
0 |
0S-0| 9%-0| 0%-0 0L-0 81-0| 600 60-0; ¥0.0
!!Q.I d { y S u v M
juswainseaw Pod

UOIieInD 3001

NOLLVENG  INJWDLS




o

(ne1) | pue owospuey | : j0od
£€9:0 /€90 09-0
" = ; IA
(ts-0]l(is-0 (690 £0-0| Li-0 | S0-¢| S0-0| 2v-0| ¥i+0|S0-0| G1-0| 80-0| 60-0| 81-0
29'0|29-0| ¥9-0 (¢0;0 09-0
_ —|i0e0 01-0) + A
N {190}/ {290 G00| 91-0| 21-0| 210 | 81-0| 026 |G0-0| ¥1°0| 2L-0| 0L.0(0T -0
(61+1) [(61-1)l (s1-1)
— Al
050} 050} (29-0) 60-0| ¥1-0|60-0| ¥0-0| 2G| 84°0|€0-0|SL0 | L0 | G0-0| 210
030
0 L0-0) I
001 | 06°L | L6EO €0-0| 6L-0| ¥0-0| 110 8i+0| 80-0| ¥4-0 | 21-0| L-0| 6L-0
) [v0:0
) | 50-0) '
89:0| 89-0| 65-0 90-0 | 80-0 | 90-0 | ¥0+0 60-0|90-0 | 11-0 [ 60+0| 60°0| S0-0
' £6-0| €60 S8-0 010 80-0| 60-0| S0-0| ° | 610 |60-0| v1-0| 010 | 6C-0| 0L.0 !
8] = | v/ 4 } u e 1 (VD W e s u e y
jusulainseasl pPoY

uoijelnp jooJ

NOILLYHNA INIWDIS




225

(nok) | se ey © 1004
o A
19-0| 19-0| 680 600 | 60-0 11°0 | 92-0|20-0| LL-0
Gv0 99-0
: ] A
6S.0| S6-0|(92-0) 10| sie0| 00| [ sglol | 0-0] at-0
~Z
6% 0 2L 0
Al
[ieof| [1s-0l| [v2-0) 1L-0| 90-0| S0 | ¥2-0 | L2-0 | 60-0| ¥L-0
0 . 1
1L-0| 120 | €60 80-0 | L1-0 1°0 | 2€0| £0-0| 6L-0
0 2 il
150 | 16-0| §9-0 60-0 | €00 ["6c/-01 | 20-0| 80-0
0 |
Ly-0| Ly-0| 59-C 600 | LO-0 60-0 | G2-0 | 0L-0| 80.0
%) g \4 z e i) | c b}
JUSWoa.NSesW ; poY
uoileldnp 100} NOILYHNA INJWDIS




226

noA | * 1004
1e-0| = | 180 . mr LA
Ly-0 - Ly-0 Ly |0l A
gz.0| | 82z0 lgz|0] Al
18:0 | | LE0 Migfol I
pe-0| | v&0 | vejol I
Zv-0| ™ | 2p0 [2v|o] |
) d \'J | | n [
Juswiainseaw . POoY
UoITeInp 100] | NOILYHNd INJWODIS




TABLES: SECOND SET

Types of feet; durations



227

v

D luguwisinses|A

18-0=21 | 86-0=/47 |01-0=/L| be-0=/1| 9L-0=92L| pp-0=2(L| 0L-0="L| 18-0=5L| 2G.G=21] 00
£6.0 SL-1 02-0 €9-0 9S-¥ L9-2 212 §y-2 G8-L
G9-0
9%-0
290
by-0
Ly-0
6€-0
Ly-0
69-0 _
19-0
60 290 65-0
09-0| - 080 €9-0
69-0 rAZ 95-0
0%-0 pL0 ¢ L0 Ly L9-0 8.0 vy-0
-0 0L-0 G40 9%-0 810 99.0 6L-0 €6-0 8%-0! 0¥-0
610 1€-0 0-0 L1-0 28-0 99-0 99-0 L9-0 £8-0
/(d) /d /() /d d/ d/
11ASZ I1AS ] 1ASZ [IAS] [IAS ¥ l1As € IIASs Z |lIAsL| P2y
palil4  Ajjeiled papunoquq 1894 poljid




228

v

- JUBWAINSEaA

LL0=/921 | 62:0=/42L |50-0=/O'L[16-6=/4"1 | 19-0=9%L| op-0=Y41| 86 0="1L] 18-0=EL| gp-0-21] 0g-0
LL-0 9Ll L0 20:1 L2-€ 92-¢ Ll 781 1£-9
G9-0
080
€e-0
G50
1€-0
L -0
-0
670 1
8-0 pe.0
9¢.0 €G-0
220 LS-0 06-0 8¢-0 vv-o
ZL0 €50 G0
Gi-0 0.0 S0 650 150 650 vE0
61-0 020 L0-0 13-0 ) ZL-0 69-0 GL0 95-0| 0£-0
10 610 ¥0-0 120 65-0 10 50 06-0 1L-0
NAST IAST IAS T WASL | 1IAS¥ | 1iAs¢ IIAsZ [liAsT] poy




v O luswalnses|p|

02:0=2L | 19-0=/4z2L | 80-0 =D | 95-0=/411{80-0=Y2L| ¢p-0=9L] 98.0="1] 06-0=5L] y9.0 =) ] 08-0
19-0 €21 LL-0 rAR) AR 922 09-2 0L 90 -6
€6-0
6S-0
67-0
0L0
S0
LE-0
GL-O
G9-0 il
GL-0
L€-0 -
0L0 1G-0 €L
690| - £¥0 L9-0
0% 0 960 ¢690 950 89-0
- = L20 eLo L6-0 =
- - 80 0 2SO GG 0 501 86-0 26:0| 09-0
iz o L2 0 600 09 0 86 0 GY-0 280 GL0 680
HAS T lIASL 1AS Z lIAS| lIAS I1As € IASZ [llAsL|PoY




230

-

Vv JuswBaunsealy

£20=92L 186:0=/2L [21-0=DL |60t ~A1L| pL0=Y71] 080=1L €L-0=2]| 620
160 £6°¢ G20 6l-¢ 86-¢ 9G-¢ ot AR
L£0
YA Al
820 =
280 AR -
. - . €60 | L8:0
LE-0 el - 6¥-0 86-0
910 LE-1 G8-0 290 65-0
61-0 SL-0 gL0| 8Pl €S-0 6L-0 0L:0| S€-0
LE-6 V-0 L0-0 LLO 8L-0 £Y-0 L8-0
1ASZ HAST NASZ l1AS 1AS ¥ lAs € iAs T [1AsL]| POy




23t

A

- JUDLUBINSEAN

82-0=)21 | 180=/42 | 60-0=0L| 18 0=/ | 120=Y2L|vSs0=Y"1] 1g.0="L 99-0= 31| 650
A% 12-€ 610 29} 6%-¥ 28°'¢ pLob 00-8
1G-0
6G-0
890
09-0
250 A
990
LY-0 -
90-1 LSO 66-0
L9 6v-0 08-0
80 601 280 050 oL-0
82-0 ) 18:0 19-0 €L-0
G2-0 19-0 01-0 vi-l 19-0 89-0 99-0 8v-0| 650
220 L2-0 60-0 8v-0 890 050 20-1 28-0
[IASZ [1AS] lIAS T [IAS] [IAS lIAS € IASZ |ilAsl] POy




232

\v4 : Hcmc.mm._smmm_)_
6z-0=0zL|6L-0=/42 90-0=/1I" [p0-0=/31 [ 16.0=3%1 | 0p-0=%11| 69.0="L| 1L9°0=%L| gc-g=21| S¥-0
GL-0 8¢-2 €40 62+ 9%-¢ GY-2 L0-2 €21 169
$8-0
6£-0
2¢-0
vye0
Gv-90
9%+0
¢S50 I
1€-0 -
L9:0 rAA] 0L-0
690 9y-0 G9-0
GLO A £6-0
820 oLl €60 060 69-0 - 690
62-0 G0l L0°0 16-0 v0 - vL-0 L9:0 690 G¥-0
810 €20 900 8¢-0 05-0 €0 89-0 960 290
HAS Z liAS| 1AS Z l1As | lIAS 17 IAS € IASZ |liAsL| POy




235

62:0=(d)2X

89-0=/42X

80-0=""'x

69-0=/4'X

69-0=9/2X

L0 =9/X

€L0="X

.VN._O "mX

LS-0 =X

Sy0-'X

adA )

HAs ¢

lIAS |

lIAs ¢

[HAS |

HAS ¥

lIAS €

lIAs T

fIAS]

SEETIY

usg




23k

g  IUBWINSEBIA

107-0=2L | 19-0=/2 | 12 0=1L] £7-0=/4 ] 00.0=%L| 880=91] gL0="L] ¥8-0=CL] zg.0= 21| 9%0

Lei €0-C €v-0 $8-0 €el 801 6i-¢ €8¢ 0¥ L
L0
LY-9

€¢-0
9%-0
1G-C

¢S-0
650
850

- | 09-0
160 ¢80 . 86-0

8¢-0 L0 veo 660 - €¢-0 L0
¢e0 vv-0 - 610 LE-0 <90 €€-0 ¢80 €6:0 LE-D
- = 0 . 0 LL-0 = $9-0 L5-0 6v-0|9¥v-0
- - 0 0 = ¢ 70 ¢l-0 €9:0 €L-0

11AS'Z lIAS] lIASZ [IAS] [IAS ¥ lIAS € HIASZ |IIAsL]| POy




w
Y

g

© JusLUainsea

£2-0=(2

£80=/42

pL.0 =1

09-¢=/41.

Ly-0=%

gy-0=911

650="1

¢9'0="%L

SY-0=2L

698-0

66-0

6¢-0

0¢-1

56-0

9v-L

8+l

L84

659

€e-a
YAV
12-0

gv-0
9¢0
G¢-0

L8O
€e-0

S¥-0
050

87-0
vg-0
v€-0

LSG-0
19-0

290
L0
Ly-0

15-0
¢t-0
6€-0
8v-0
GE-0
6v-0

¢S50
ve-0
6v-0

Lv-0
LG-0
ve0
2¢-0

IAS T

lHAS|

:>m¢

lIAs €

lIAs €

[IAsL

poy




236

d

©juslainsea|y

92:0 =1 |g0-0=/411| 160=92 1p-0=911| gg-0="L] 16-0=5L| 10-0=2L
62-0 Gg-0 260 L1 £5-1 ¥6-9 0L eL-2 89-G
LL-0
6£-0
0G-0
6%-0
L9-0 HT
GL0
- ¥8°0 |
_ _ 19-0
= " 620 eL0 69-C -
- - £2-0 ¥9-0 960 - - 00-1 -
- - 0 0 Ly-0 - 88-0 90-1 05-0
62-0 G¢.Q 0 0 05-0 G¥-0 280 L9.0 -
lIAS Z 1IAS lIAS T HIAS| HAS ¢ lIAS € NIASZ |IlIAsL| POy




237

g T juswiainsesiy
¢ 0=h2L 66-0=92 | L2-0=W | yz-i=/d1 | £6-06=Y2L| Lp-0=Y1] 29:0=21
10-1 $8+2 yG-0 8v-2 LO-} bbb 9g-p
2€-0
8G-0
- €L0
6¢-0 6G-1 rA s
0 0 Gh-l G2-0 68-0 = - 8v-0
1£-0 L8-0 0 yv-0 0L-0 6L-0
ov- 0 €6-0 0 £9-0 620 69-0

HAS T lAS ] IAsZ l1As| lIAS ¥ l1As € IIASZ |liAsL | P2y




238

el juswainsesy
£6:0=12] |£6-0=/4% | p2-0=\9|56-0=/d11| €6-0=Y21 | cp-0=%1| Z8-0="L 190 =2
85-1 cL g 890 161 90-L X G9+) 19+0 iy
09:0
690
yL-0
oL A
67 0 e rAR)
= 021 iv-0 -
Sy-0 L1 & - 29-0
LE-0 6L-0 02-0 ye-l 950 £9-0 LL-O 86-0| -
L2-9 2€-0 82:0 19-0 050 Ge 0 80 19°0 8L-0
1AsZ lIAS] lIASZ lIAs| 1AS ¥ l1As € IIAsZ [lIAsLl] Poy




239

g : 1uawalinsea
€€-0=zL | pL-0=/321 | e1-0=W [8L.0=1 ige-0=F71| 986=31] 65-0="1] 66-0=°L| z25-0=1,
L9 89-1 9¢-0 251 Li-0 60-1 81l 0g-1 T
G8-9
0%-0
LSO
cy.0
8G-0
= A
85-0
- _ - by-0
- - Ge-0 -
290 g1l - - - - 6£-0
- - p1-0 86-0 Ge-0 05-0 £6-0 GL-0 290 -
G20 0£-0 22-0 bS-0 rAQ) v2-0 9.0 660 9G-0
lIAS Z [{AS] lIAS T lIAS| I1AS ¥ lIAS € HASZ |llIAsL] POy




24,0

ye-0=¥X

LL-0=/A2X

wN.oHQ:K

LL-0=/A1X

1S-0=9%X

ey-0=9 X

LL-0=NX

GL-0 =€X

86-0=1X

odA L

IIAS T

lIAS |

HAS T

lIAS |

lHAS ¥

lIAS €

IAS T

[IASL

uBap
uan




(8]

D JUBWRINSEAA

G80=/97) |200 =7 | L10=/9"1 {880 =/9) |190= Y2 | i9:0=¥)| 0L-0="*| 680= EL| 46-0= 2| | 050
901 881 €0 LL-0 L0-v 69-) 042 092 €28
Lv-0
Ly-0
A%
LE-0
9¢-0
160
: L0
260 _
650
290
L0 99:0
0v-0 pL-0 090 i
€0 oLC £9:0 0¢-0 10
2€0 990 990 L0 ¢ L0 €60 g0
- - G0 6 ¥-0 810 610 690 £6-0 260| 050
" . 61-0 1€-0 69-0 390 210 50 69-0
1AS Z lIASL lIAS 2 lIAS] lIAS ¥ [1AS € HASZ |lIAsL| POy




242

D luwainsespn

65:0=D2L | pe-0=/42 | 0=/ | 16-0=/4 |8¢-0=V21] 060=91L| 6c6="1] 19-6=CSL] gp-0=2]] 680
6L-0 ve-l €c0 AR £5-¢ 26-2 69°1 G8-1 L3-S
15-0
280
€20
660
€20
60
P70
A ¥
10 9¢.0 €60
220 L£-0 050 - €0
- s 2L0 €60 €9-0
£2-0 g¥-0 ¥60 LY-0 15-0 890 60
610 - 020 L0-0 18-0 160 AR LGS0 GL0 6£0| €0
G1-0 610 910 €0 €50 - 19-0 290 -
l1AS Z lAS | HAsZ 1As| liAS ¢ l1As € IASZ llAsl] PoYy




243

T 1 1UBWSINSEIA]

D20=/D2 | 18-0 =/ [sko=/1D1 |86-0=/1| 966=9%| €60 =YL zg.0="L| 92-0=EL| 2g.g=21] 620
190 AL 180 91} 96-¢ G-} LYT 8G-2 gyl
LL-0
60
610
05-0
670
. L0
L9-G Il
L0
960 16-0 eL0
0%-0 96-0 69-0 - 150
- = 88-0 950 88-0
- = £90 -0 LL-O 00-1 -
= - 800 260 G50 ~ 88+0 860 19:0| 6L-0
120 L2-0 £2-0 9-0 19-0 - 280 09-0 -
IASZ IJAS] IAST WASL | 1IAS¥ | liks ¢ IASZ [1IAST]| Poy




b

9 1 luswalnsesy

22:0=/921 | po-p=/A2L | 12-0=O1| gp=/4169-0=921|06-0= 89:0=2]| Lv-0
Licl L0y e¥-0 1S-2 612 062 9Ly
20
LLG Al
2L0 -0 -
LE-0 evl - s 090
= - - 67-0 £2:1
0g-0 Gp-} 680 180 L0
610 GL-0 810 8y.3 £G-0 6L-0 280| Lb-0
169 y -0 $2-0 68-0 69-0 £Y0 660
HASZ AST IAS T HAST | [IAst l1As € IASZ [1ASL| POy




2L5

0 S IUSWRINSESIN

28-0=021 |68:6=/d21 | gL-0=DU| 06-6=/01|2.0=9%1  260=1] 2L:0="1 1l 19.0=2
0-1 vy€ 8¢-0 18-5 627 892 5.1 219
09-0
6S+0
5-0
yL:0
250
L0 A
280 LS50 -
8¢c-0 60-1 L3-0 = 19-0
. » 280 050 -
5y-0 Lyl 180 €90 0 290
$2-0 £9:0 010 yi-b 199 89-0 99-0 09-0
22-0 L20 82-0 £9-0 9¢c-0 060 88-0 260 £9-0
lHASZ lIAS] lIAs T lHAs| [IAS ¥ lIAs € HASZ |[lIAsL| P2y




246

3 : JUBWIBINSRAA

62:0=L | £80=/H2L (p30=/91 | g0=/311| pS0=Y2L| 2p0=¢1| 19-0=%L] 2G-0=CL| Lp-0= 21| 650
880 16-2 62+0 Sy-1 §2-¢ 132 £8-1 G0-1 84-G
19 0
00
2€0
vy 0
£¢-0
8G-0
860 IA
1G-0 Zv-0 -
270 oLl §v-0 s ce-0
- -~ GL 0 Zv-0 0L 0
2v-0 31 £9:0 £€-0 €60 LE-0
= - L0-0 16-0 210 09-0 §9-0 290 ¥S-0| 65-0
81-0 €2-0 22:0 S0 Gy-0 pbe-o G9-0 eP-0 9% -6
l1ASZ lIAS 1 1AS Z lIAS| lIASy | liAs g IASZ [lIAsL]| POy




247

82-0 = (dhzx

110 =/A2x

gi-0 =rx

21-0=/41X

¥9-0 = 92X

050 = ¥x

89-0 = "X

6L 0 = <X

¥G-0 =X [G0="%

adA |

iiAs ¢

IIAsS |

lIAsT

lIAS |

HAs ¥

lIAS €

lIAS Z

l1AS]

uea|n
uan




TABLES: THIRD SET

Types of feet; ratios



(v) otiey 3004 abeieay

18

2
<

oL 51 ) &1 £-1 e
L0 L SP-0 | yL0 L S0 | £L0 Y VLO (VL0 L 160 |50 L syo [od
G vl bl z° 2l oliey
690 © Sv0 | 190 . S¥-0 | 690 : 190 | 190 ° €S0 | €50 - Sp-0 | |A
) — — bl oliey
L80 . 650 N e 990 . 650 | A
— - — « — 12 oney
— — — €10 0 SE-0 | Al
) Gl ) ) bl oliey
920 - 090 | 06:0 - 090 | 98-0 . 060 | 060 . $90 | P90 . 090 | |il
6l - z F vl G-1 oley
860 : 080 | 190 . 00 | 850 - 190 | 100 - Sp0 | S¥-0 : 0E0 | |f
) Z 60 9-1 £ oney
0L0 © OF0 | 180 - O0V-0 | 0L0 - 180 (180 " 2GS0 | 2GS0 - 0v-0 | |
v L l.e T 1| v e e . 2| g : 1 [poH
A W >




YLin

(V) oney 1004 8abeioAy

L 7-0 21 0 ! A} ) ' omww
8900690 520890 [800:L6-0 (8001 590 S9-01S50 (690 LG0 (5905150 140 GH0 | Lat
21 £-0 G-l ) ) ) vl 6-0  [oney
6L-0 180 |52:0 16L0 6L0:€5-0 900 ¥9-0 ¥90:G%-0 |50 LS-0:0%-0 [0F-0:5V-0 | [A
] £-0 i 0 | b z-1 poi 60  loney
18:0:180 820 :18-0 |18:0 ;990 600 : 18-0 180 650 |LL:0:98-0 |LL:0:VG0 |9G0:650 | A
6-0 ¢-0 e-l L0 ~£ o G-l p-i oley
26-0 .60°L [yZ-0:86-0 |36:0:€L-0 |ZL0:60-L 60-L°GE0 |[vL-0:€L0 [Pl 0G0 |050:SE0 | Al
L-l ¢-0 l -0 6-C bl G- 8-0 Olley
190 650 |050:19-0 |90 :79-0 |00 850 [950 : 090 [39.0: p9-0 1890:550 |Sv0- 090 | II]
9-0 9-0 9-0 1-0 L} p-l el 54 oney
62-0: 150 |£3-0°62-0 |6Z0:SP0 |00 S0 [150:0£0 [19:0:Gp0 [L90:9V-0 (6v0:0E0 | ||
6 60 bl €9 g-0 -1 L ) oney
8507160 [LE-08G0 (8601 TS0 (010 LED [1E:0-0p-0 [9L:0° 250 [9L:0% ¥¥-C |vp-0: 0%-0 | |
/de * /dy | Ad)e /de |de 1 2 jAd)L /dL| AL a\,m dfe - d/V 1 1 |PdY

100} J1ad [IAS 10
sasned YIAA co:mc_nEoo




250

(g) otiey 1004 oBeiany
¢l - S 60 g+l %mww
L0 1 860 s ——  |4L0 D GL0 | SL0 . 860 — r_m_mw%‘_.
b-i e T 60 €-l = olley
650 . 2S5O0 S —— 1850 . 680 | 590 . 250 —_ | IA
2 ———e —_ g-1 §-0 ———  ohey
280 ° L9-0 - ——  |280 . 190 | 190 - L9-0 A
s | e = “ | — —— ,o 1iey
—= — — - - —— | Al
- — — 6-0 g1 ——  |oitey
5§90 ° 19-0 —_— ———  |s80 . 16-0| 160 : 190 —— "
peL rrrmemre — ' poi — oney
650 ° £v-0 — : 6S-0 " 29-0 | 290 . £p-0 e "o
) 9-3 81 6-0 9-1 oney
€L6 1 TS0 | €L0 L 9v-0 |¥80 [ 9p0 | €LC . $9:0 (780 : 2S0 | 250 T 9v0 | |
v .2 v} 5 - 0 v . € s . 2z Z | | PoY
< < Howww u_\_mm mﬁmm JOON S




§—

o

(g) otley 1004 8aBeleAy

6-0 g9 21 g0 S 6-0 A - %@,,Vm
bL-0: LL-O |PE-0LL-O |LL-0:85-0 1Z-0" LL-0 150860 1S-0:¢p0 | —— TN
L p0 2 Z-0 — L0 i1 —  |oleY
pL-0°8L-0 [€S-0° VL0 |vL0°2G-0 |81-028L0 | ——  |82-0: 250 |8€-0:9€-0 A
) y-0 peL g0 — 8.0 21 —— loey
€60 :S6-0 [6€0 €60 [26:0 ~L9-0 920 “G6-0 | —— |60 :L6-0 |50 SP-0 A
2-0 £-0 G-t 20 S 66 Lol oney
66-0° 721 (€0 1G6-0 |S6-0:29-0 |L2:0: ¥T-L 601290 [€5:0:LP0 | —— | Al
S 0 2-0 9-0 y-0 S 30 ) oney
6£-0:89:0 [62-0 “GE-0 |[GE-0.19-0 [92:0:89:0 | —— [16:0:19:0 |50 Lp-0 AT
9-0 L-0 8-0 2-0 by L s lopyegl
€2-0-00-0 |£2-0:8E-0 |SE-0: €90 | 710090 LV-0.ev0 |Lb0:8%0 | —_ | |
9-1 9-0 £ G-0 6-0 g3 g1 g-0  |oney
19:0 - €¥-0 [0%-0:29-0 |L9:0 12G-0 [12-0 1 €¥-0 |S¥-0 60 [69-072S-0 [98:0: €0 [9€-0:9%0 | |
/de L /dy | A)e e | de o2 (Ady/ /AL A L id/2 2 |[dfe v | dA L |[Pod

1003} Jad {]As 1O
sasSnNed YIIAA  uonelnquiocy

oN




o

(D) oliey 1004 obeiany

1994 Polild

£ g1 ¢l : gl b S
890 . ¥50 | 890 1 ¥S0 | 040 L 950 [ 890 L 0L0 |00 | 930 | §50 . 960 |1l
gL i 6-¢ ) bl Y oney
190 LU0 | 190 . 650 | 250 . 650 | 190 . 260|250 - Lv0 | LD . 650 | IA
g1 g+ 60 ohey
ILO . 180 | @ —— —_— LL'O T TS0 260 o 190 A
p- otiey
T o S £9:0 Ly | Al
g1 L Ly ) v g0 oney
28-0 . 790 | 280 - 6L0 | 930 . 6L-0 |28-0 . 92:0 | 980 . 290C | 290 . 610 | Iil
£ 9 il 60 2 21 oiey
966 . €70 | 850 . SEO0 | 190 @ S£-0 [ 950 . 190 | 190 @ €90 | £¢-0 : SEC | ||
pel 2 9- 60 9-1 1 onieyl
0L0 © 150 | OL0 . 0S50 | 080 - 050 | 0LC . 086 | 08-0 - S0 | 160 . 050 | |
¥ . T oLl € 1 ¥ = 8 € + 2 & =« b |[R2d
< 100} J1ad HAS 10 gN S




Ny
1

(D) oney 1004 obeloAy

) y-0 g1 20 £-i X1 g1 6
L2-0:2ZL0 [82-014L-0 |LL-0:pS56 |91-0:TL-0 |220° S0 $9-01$G-0 |99-07 050 [06-0:4G-0

2l £.0 g-1 2-0 ) " g1 1-0
€3-0:2L-0 [62-0:€8-0 (€807 £9-0 |Vi-0:2L0 (Z2L0:650 (95020 |¥S-0:29-0 |27-0:65 0

! v-0 ¥l ¢ 0 | 6:0 c-b | oﬂrm
§8-0 : 060 [260;980 [98-07 190 [61-C ° 06-0 §5-0:19:0 |96.0 290| ——— | A

6-0 £-0 g1 2.0 ¢z L vl b joney
101 SLL|LZ L0 [10L 890 1120 SLL (8LL Zv0 (660 89 0 6907 0G0 |060: Lv-0 | Al

by G-0 L £-0 L0 1b A 10 |oney
18-0: 850 |0S0 > 190 [L90 2290 |SL 0 -850 [850: 640 (990:29-0 (990 €50 |£50:6L0 | 1]

G0 9-0 £-0 20 94 g1 -l p-l oney
1S0° LGS0 610 LE-0 [LE0-EV0 110260 |L50.GE0 |85 EV-0 (860 : 060 |050:680 | ||

9-1 9-0 2l v-0 8- 0 g1 9-1 8-0 oi1ey
290 . 850 [6€0:29-0 {290:150 |LL-0:8S0 |880-0G0 |LS07150 {£90 % 1¥0 |L¥-0:060 | |
Jd2 L /AL e fde e s 2 | Ady AV AL Ly Tdfe 2 [dfe dA | 4/ L | Pod

1004 1ad [j£S JO
S9sSNe4  UIIAA UOIIRUIQUIO)

oN




TABLES: FOURTH SET

Foot duration in sequence,including
estimated foot boundaries.

(one example)
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Conclusion
Part I
My initial hypothesis concerning the intricate texture of
rhythms in "anyone lived in a pretty how town" has been confirmed
by the analyses.

Range of mmerical patterns

An examination of lines in terms of the mumber of syllables per
foot' had revealed a large range of patterns. This range, however,
is not a haphazard collection of different patterns, It appears
to have been constructed on certain definite principles which apply
to all subgroups, each time with slight variations. The exceptions
to this (2) were so few as to be negligible, The same principle
was also found to operate on the lexical permutation in the refrains.

Two main groups were distinguished among the patterns:

a) those with three syllables as the highest mumber of syllables

per foot

b) those with two syllables as the highest mumber of syllables

per foot.
Given the four stress (consequently, four foot) structure of the line,
the arithmetical possibilities of permutation in the first group
(three as the highest mimber in a four place sequence) are 81, in
the second group (two as the highest number in a four place sequence)
are 16. From all these possibilities only a limited range was used.

The variation in the mumerical patterns employed in the poem

could be explained by postulating three basic patterns:

3 ¥ 3
2 2.8
1 1 9

1. Foot is measured from one stress to the next, but not including it,



257

Each basic pattern is derived from the preceding basic pattern by

one and the same rule: (=1)(=1)(=1), that is one subelement is
subtracted from each element in the pattern. In this context, sub-
element stands for "syllable”, and element for "foot". The basic
patterns are introduced in that order of derivation in stanza initial
position, i.e. in the line beginning a stanza,

All the remaining patterns are variations on these through either
subtraction or addition of one or two sub-elements at a time. This
principle, of course, applies in varying degrees to the above patterns
(eege only an upward direction was possible for modifications made
from pattern1 1 1 1 ).

A certain regularity has been traced in the positional combinations
among the derived patterns, Since in all cases save two, the line
ended in a stressed monosyllable, permutations were possible only
within the first three positions (feet here) in the line. These
were fully exploited with patterns containing one 3«syllable foot in
the neighbourhood of two 2-syllable feet; and conversely, by patterns
containing on 2=syllable foot next to two 3=syllable feet,

The fact that the principle underlying these permutations was the
same for variations on patterns where the highest mumber of syllables
per foot was three in both sub-classes has greatly contributed to an
impression of cohesion among the patterns, This impression is further
strengthened by the patterns where two is the highest mmber of
syllables per foot. A similar tendency, with some variation, was
found among them,

Numerical modifications in line transition

These were found to be based on several types of underlying rules,

The most characteristic of these were modifications involving a change
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in two elements (i.e. feet) by one sub-element (i.e. a syllable) at

a time, That is to say, one syllable was either subtracted or added
to each of two feet. The rule here was: (+1)(#1); also one with
reversed polarity (+1)(=1).

A simpler rule involving one sub-element only (+1) was also used
(two occurrences each), but was found to be of less importance in the
rhythmic structure of the poem.

Another complex rule involved three elements. This rule (-1)
(#1)(#¥1) affected three feet and was used in a very skilful way to
derive mumerically reversed patterns in the group containing three as
the highest mumber of syllables per foot, e.g.

32519—»2321 or 3324 2231
The unidirectional modification (+1)(+1)(+1) appears once; its
opposite (=1)(=1)(~1) does not appear.

Two rules of greater complexity also emerged, but the patterns to
which they apply are no longer perceived as related. These rules
produce disjunctive patterns.

One rule involved four sub-elements in three elements:
(-{5(;13?:1)(31), i.e, three feet are affected; two syllables are
subtracted from one foot and one syllable from each of the remaining
two feet.

The other 'rule' involves six sub-elements in three elements:

2N N
(=1)(=1)(=1)(«1)(=1)(=1), i.e. two syllables are subtracted from
three feet in the pattern. This modification was used on one
occasion only in order to juxtapose two basic patterns 3 3 3 1 and
;s I Mk 2

Rules of greater complexity have been held to be responsible for
the failure of the regrouped versions of the first two lines in the
poen in which the attractive deviant grammar was preserved, but the

order of constituents was =S1lightly changed (see section 'Selected

Modifications').,
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Quantity patterns
These were found to be extremely varied, the mumber of different

types of feet ranging from four to seven per stanza,

However, after a more complex rule for numerical modifications had
been discerned, an adjustment took place among the resultant quantity
patterns so as to produce two feet of identical quantity pattern
(IgP). This was found in Pourteen cases out of the total of
seventeen complex modifications. In this way, a move towards
grea.tir variety and complexity was balanced by a tendency to

repetition and parallelism.

External Analysis

By comparison, the other poem, "my father moved through dooms of
love", seems to be rather simple. There is frequent use of repetition,
and it is technically less skilful as a result of the meagre mumber of
patterns and types of modifications which appear in it.

In this poem which is nearly twice as long, only two basic
patterns have been discovered : 2 2 21 and 32 2 1. Unlike
"anyone", they are related by a rather simple rule: (+%). The
same rule appeared in a mumber of derived patterns.

This simple rule (+1) was also found to operate twenty times in
the line transition in this poem, compared with four times in
"anyone ",

The next rule in degree of complexity was the same as in "anyone"
(#1)(21), with the possibilities of reversed polarity (+1)(¥) fully
exploited.

This rule of change in two elements was found eight times. It
is this underlying principle of modification that creates the

impression of the two poems being related and having a certain degree
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of rhythmical resemblance (in addition to the grammatical
innovations in both),

Of other complex modifications (+1)(+1)(=~1) for three elements
was used only once, Similarly, (-1 )(+1/;E-1) for two elements appeared
once only.

On one occasion the rule (+1) for one element was found to have
a complex fequivalent' in rule (+1)(+1), also for one element.

In addition to the limited mumerical modifications, identical
quantity pattern (IQP) appeared thirty one times in this poem,
including occasions when the repetition was extended to all three
positions,

To compensate for this mare limited range of mumerical modific-
ations, an element of variation had to enter into the arrangement of
quantity patterns of otherwise (numerically) identical feet. These,
indeed, show a great deal of variety, The variations among them are
reducible f£o a few typological schemes which I have discussed in
detaid in the section entitled 'Patterns and Modifications,
Typology'.

The sbove comparisons reveal that the essential dif'ference
between the two poems lies in the shift in rhythmic emphasis. 1In
"anyone", rhythmic interest is sustained by the complex and varied
modifications in the numerical component; in "my father", through

subtle and varied modifications in the quantitative component.
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Part 11

The relation of performance to scansion

Variation was found in all the places predicted, that is
metrical pauses were occasionally introduced by one or more speakers
into a given syntactic structure, or the postulated silent stresses
were not realized as silence (or the period of the expected silence
was diminished) with a consequent lengthening of the preceding sound.
This has been shown on the first set of tables. The length of the
metrical pauses corresponded to the degree of cohesion of the
syntactic structures in which they appeared, or to the speaker's
interpretation of the degrees of cohesiveness where alternative
interpretations were possible.

In this way, the length of pauses seemed to indicate that
'Phlebas/the Phoenician' was felt to be more closely related than
'Phlebas the Phoenician/a fortnight dead, and this main NP was in
turn separated by a longer metrical pause from the main VP 'Forgot
the ory of gulls',

The introduction of pauses is also possible in constructions
with the conjunction 'and', before adjuncts and between the NP and
VP immediately dominated by the topmost symbol S,

On one occasion no silence was found to correspond to the silent
foot postulated between such an NP and VP, but an examination of the
segment duration in the adjoining feet revealed their considerable
lengthening which might be interpreted as indicating that the
syntactic break had influenced the speaker. This happened with
'Ahmuﬁuﬁwlma‘Al
lPicked his | bones in lwhiSpers.'

The longest closure for the /p/ here was found to be 0.28 sec.

followed by aspiration 0,02; the preceding /i/ was lengthened
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here to 0.32, The longest syllable, /si/ was found to measure
0.53 in this example.

On the whole, the number of performances involving variations
from the scansion was rather limited. After indiecating these on the
first set of tables, I confined myself to using as information for
my hext two sets of tables only occasions where speakers did not
differ from the postulated scansion.

Segments

From this material, it is not possible to generalize about
segment quantity, though certain cbservations may be made.

A tendency for segments to show inherent length, observed by others,
was also noticed here, yet it was clear that the segment durations
became adjusted to the length of higher rhythmic units (syllable,
word, foot). Speakers could be grouped according to the
tendencies they displayed in the ratios between segments. For
example, in the first foot / £ 1 i b a s /, the ratio between /1/
and /i/ was 1:3 for three recordings (the actualdrations being
0.05: 0.15, 0.03: 0,09 twice), 1:2 for two speakers (0.05: 0.11,
0.063 0.12) and 1:4 for the poet (0.03: 0.13). The following
segnent /b/ remained in spproximately 1:2 ratio in relation to the
preceding vowel /i/ (actual durations: 0.,07: 0.15, 0.04k: 0.09,
0.06: 0.11, 0.05: 0.12, 0.05: 0,09). This differed a little more
for the poet, 0.08: 0.13 who was, of course, American.

A great deal of similarity was observed both in the segment
ratios and the actual segment durations between two speakers who
spoke at 2 similar rate. These were David Abercrombie in recording
IT and Robin Holmes, recording VI. This was noticed even in the

segments of the first foot /£ 14ibas /i
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Abercrombie: 6,06 0,03 0,09 0.04 0,17 0,20

Holmes: 0.05 0.03 0.09 0.05 0.16 0.12
Holmes shows a tendency to shorten the final sounds by comparison with
Abercrombie (this remark is based on an examination of more than one
foot). By contrast, it was revealed on other tables that Abercrombie's
initial sounds tend to be shorter than Holmes's. In other places
where the durations deviated slightly, often the sum total of either
adjoining segments or of the whole syllable remained constant for
both these speakers.

Other speakers showed close similarity at a few points only:
recordings III, V and IV, all of which were marked by a slower rate
of delivery. (Bxampless |Phlebas! (Phoe)/nician , |fortnight],

l deep seal, | Profit and !, | passed the!, |stages of hisi,
{ whirlpool|, | con|sider!, !Phlebas!, !handsome and | .)
Foot duration

This was found to vary considerably for each speaker., Certain
ranges in foot durations became apparent for each speaker. These
were probably due both to increases and decreases in tempo within the
readings and to under-and over-shooting a target, and would seem to
point to some degree of awareness in the speakers of certain tempi
towards which frequent returns were made, The range of durations
appeared to diminieh when the duration of feet where the expected
foot boundary had been estimated has been taken into consideration.

Two interpretations are possible here: either the length of
feet differs according to type considered in terms of number of
syllables per foot, in which case it would be hard to claim
isochrony, or an overlap might exist among the duration ranges for
different foot types through which an underlying tendency towards

isochrony might manifest itself.
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This was tested on the remaining two sets of tables, fIn the
first, feet were grouped according to type and their chronélpgiaal
appearance within the given kind. (It has to be remembered that the
evidence for feet marked "urbounded" and "partially-filled feet" |
was not based on the calculations of expected foot boundaries,:buﬁ
on measurements taken from the beginning of pause. ) The w@igﬁte&:
means caloulated for each kind again show a range of duratio;n. -

Ratios were next compared tetween these means on ancther set
of tables (accurate to one decimal point). Those varied naturally
according to type of measurement (4,B,C). They revealed that the
different types of feet tended towards certain ratios, with under-and
over-shooting, the most frequent being: 1, 1%, 1%, 1% in addition to
other ratios being present. They varied from speaker to speaker,
Where one speaker might show a tendency to 1 with overshooting (1:1)
another might show a tendency to 1% with over-shooting (ef C, I, VI,
in column 2:3 syllables per foot),

The ratios would appear to indicate that feet as types show a
certain regularity, being not necessarily of identical length, but
rather in proportion to one another.

Where does this leave isochrony?

Despite negative appearances here, it reasserts itself in these
very types of feet, but in a more subtle way, It ocan be traced
across the ranges of duration in the different kinds of feet. I have
found this on examination of the tables showing the durations of the
different types of foot, The data presented there seem to confirm
the assumption about under-and over-shooting a target which has been
somehow formulated internally by the speaker, After regrouping the
feet according to similar durations the different ranges of duration

become clear. (It should perhaps be mentioned here that the
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differences recorded instrumentally within these ranges, may be
scarcely, if at all, perceptible auditorily.) A comparison between
types of feet can then be carried out and I shall examplify this here

using recording I, measurement A: Filled feet, 2-syllables:

0.39 & 1.4 > 0,56 < 1.5 —> 0.83
0,41 0.59

0.42 0.61

0.l 0.63 v

0.46 0,65 o> 1,3

0.47 7

049 “— 1.3 r
Ratios between end points in the ranges: 1.3, 1.4, 1.5.

Of 3-syllable feet (only three occurrences here, two of which
are spoken at a slow tempo corresponding to a double measure), two
could easily be accommodated within the range for 2-syllable feet:
0,67 and 0,85. The third on 0.93 corresponds to a double foot in
the first range of durations in the 2-syllable feet. The durations
shown for the 4-syllable feet 0,66, 0,67, 0.79 eould also be
accommodated within the range found for 2-syllable feet.

All occurrences except one (0.30) in l-syllable feet followed
by a silent stress correspond to two ranges in 2-syllable feet
(0et1, 0,42, 0.46) and (0.66, 0,67). 2-syllable feet followed by
a silent stress show a greater similarity with 3= and 4-syllable
feet, bhaving their starting point at an upper range of durations.
They also correspond to 2-syllable partially filled feet, At end
points (0.60 and 0.82) they overlap with 2-syllable filled feet.

One ocourrence (out of a total of two) of partially filled
feet containing one syllable only (0.46) corresponded to the lower
range of durations in 2-syllable filled feet.

It is possible that variations in the length of feet may show

themselves to be of less consequence when they are considered as
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part of di-pods fumctioning within certain syntactic structures.

It is probable that speakers, having internalized a beat, will tend
to impart a similar length to phrases and clauses in such structures
andi I have noticed this tendency when I tried to add up the feet in
structures of this kind for several speakers, This would
introduce a higher level regularity into the rhythms.

The last two aspects, a tendency to proportional length
distinction between different types of foot and at the same time to
isochrony within the duration ranges in the feet might account for
the conflicting impressions that English is both synccpated in

rhythm and yet isochroncus.
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