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Here the poct has o contracted thae the reader refuses 10 con-
sider the four ‘weef's as a serics of sounds equally stressed (con-
trast the veaders very different trestment of Ring Lear's "Then
kill, kill, kill, kill, kill, kill!"}; instead, the reader shapes the
for "weep's into two iambic groups and pauses between the two
aroups. Bur il the ‘weep's were removed from their context, the
metrical contract would be abrogated, and the reader would give

them equal stress as he does Lear's &', Such is the authorivy of =

the reader's luse for rhythm, once the poct who is in charge has
indicared that it is ime for it to be unleashed and satished.

According o John Crowe Ransom, a pocm is an organism like
a person, and, like a coherent person, the potm approaches to
merit and even to viriee when its head, s heave, and is [eet are
all cooperating cconomically. The emphasis that we are going to
bring to the feet ought not o seduce 08 into an overcmphasia.
It is true that great poems are great metrical achievements. But
- great metrical achievement alone does not make great poerry, A
poct like Robert Bridges is an example of how little mere teche
mical skill in versiheation—and his is a lavge and admirable skill
—will in the long run serve to redeem and make permanent &
poetry without any compelling intellectual or emotional im-
pulse.

ssan

“Ihe ‘:‘ﬁ::h}-;igus of Scansion

Sq:msh}n. which can be delined as any system ol rep-
peseniting more or less conventional poetic rhythms by wiswal
symbols for purposes of metrical analysis and criticiam, docs not
make rhvthm: it reveals and simplifies it by translating it from a
temporal into a spatial dimension, By giving o critic a clear visual
reprosentation of the metrical gsituation in a poem, scansion be-
comnes an elementary tool of criticism. 1€ the tool is wsed clumsily
and unimaginatively, the criticism will he primitive; buot if the
tool is used with devotion and sensitivity, the criticism has a good
chance o coming 1o grips with matters of fundamental poetic
vitlue,

The practice of scansion derives, unfortunately, from the tech-
nigues of scholarship in the classical languages. This derivation
has tended 1o invest the act of scansion with an air of the doc
Winaire, the prescripiive, and the pedantic; for when a clasical
scholar scans some Greek or Latin verse, he hnows what pattern
the poet is [ollowing—or ought to be following—and keeps his eye
Petled for “false quantities” or other Blemishes indicating 1hat
“?'-‘ Poet has neplected his metrical business, Our practics in scan.
fing English poetry must he very dilferent, partly because we
shall e attending largely to an accentual or an accentnal-svilabic
vather thap a rpaaniiative poetry, and partly because English
POty emplovs quite dilforent arcistic principles from those of
tssical verse: i engazes in much bolder and much more expres-
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aive wariations from metrical norms than classical poetry. Indeed,
it is Lo locate and interpret and fnally o value these variations,
rither than to reprehend them, that we sean at all, i

Frosodists use one of three systems of signs fov scanning Enplish
verse: the graphic, the musical, and the acoustic. In graphic scan-
alom, which i3 the kind we shall be using, the reader affixes the S
syinhol = to syllables which, in their context, are unstressed; he
uses the svmbol < to indicite syllables which, in context, are
sireased. A division between poetic feet s indicated by £ AN
caesura, or metrical pause, i indicated by ||. In musical scansion,
on the other hand, eighth notes may be wsed to represent un-
stressed syllables, and quarter or half notes to represent stressed
syllables of varying weights. Caesuras are sometimes indicated by
musical rests of various lengths. Musical scansion does have the
acdvantage of representing maore accurately than graphic cereain’
delicate differences in degree of stress: it is obvious that an Eng-
lish line has more than two prosodic kinds of syllables in i, and
vet graphic scansion, preferving convenience to absolute accuracy,
seems to give the impression that any syllable in a line is either S
clearly stressed or clearly unstressed. Bul musical scansion has
pethaps a greater disadvantage than this kind of oversimplifica:
tion: it is not only complex, but even worse tends to imply that S
poetry follows musical principles closer than it does, an assump: S
tion that can lead to all sores of misapprehensions not only of |
rhythmical patterns but of total poetic meanings. The third -
methed of scansion, the acoustic, translates poetic sounds into the
marks on graph paper produced by such machines as the kvmo-
graph and the cscillograph. Like musical scansion, this system has
the advantage of accuracy, especially in s representations of
many of the empirical phenomena of verse when it is actually
spoken aloud; dts disadvantages are its complexity, its noveley,
and its incapacity to deal with thythms which no speaker may
enunciate hut which every silent reader feels. Musical scansion
may o no harm to these already learned in music and musical’
theory; acoustic scansion may be useful 1o the linguist and the
scientist of language; hut graphic scansion is best for those whe
aspire to hecoms not merely accurace readers Tt also imel]jgeni_
critics of English poetry,

In learning to perform graphic scansion of a line or group ef=
lines, the reader first marks stressed and unstressed syllables, mol
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aceording Lo any preconceivea patterm. out gccording o the
degree 2 rietorical emphasis residing dn (ke spllabies, & pood
way to begin is to mark 3 prose sentence, thus: The dnly visefal
E-,;[_-..F-:‘:I:-:‘ll'lﬂll that a réader cin bring 3 & pdém is that it will bé
ip cértdin wiys nnigque, & thing in ftsélf. Having marked a prose
weptence with regard only to the reladve [oree of it various
gyllahles in r_:rl_ljl’“.-:'LinE' its meaning and emphasis, we proceed o a
stanza of poetry (here, from Edward Fitzgerald's Hubaiyat) and
do the same:

1 sdmetimes think thit néver bldws 55 rdd
Thi Rdse s whene stme bidried Chesir bldd;
Thiit -e':'.rve:r__t" I'Ij'.iu:[ml:. th Gardin wiéars

Dropt in hér ip frim sdme dooe dvely hfad,

Motice thal in scanning we mark according to the sound of words,
not according to their appearance on the page: thus in the third
line here, we mark éverf rather than dvdrj, for that, whether cor-
rect of incorrect, i the way we actually say the word, The syllabic
regularity in Fitzgerald's lines—each line has ten syllables—as well
as the more or less regular plagement of streses suggests that the
stanza is written in accentual-syllabic meter, and that hence it is
appropriate to invoke the concept of poetic feet.

A poetic foot is a measurable, patterned, conventional unit of
;:-nmi;- rhythm, Because the idea of the foot has been imported
1L maodern accentual-syllabic scansion from classical quantita-
ive practice, quarrels about it natere and even its existence have
Been Jowd and long since the Renaissance. Most authorities would
Agree that if we are going to use the concept of the foot to de-
scribe the rhythmic norm of poetic lines, then the loot consists of
one stressed syllalle and one or twoe unstressed syllables. The
poetic line in a more or less regular composition, traditionalisis
wonld maintain, consists of a number of feer from one to cight.
By convention, the [eet are conceived of as raughly of the same
#ind, although variations, produced by the “substitution” of
differcne foer, are not only permissille but desirable so long as
these substitutions do not efface for long the repeated pattern of
the prevailing or dominant kind of foot, which establishes a
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“grid”—like the steady rhythmic beat in jazz—against which de-
partures are audible as “syneopation.”
The following are the mast common “Dase” feel in English:

famb (iambus) ; iambic, as in dEstrdy
anipest’ [anapacst) | anapestic intérvene
trocher; trochaic topst
daceyl; dactvlic merrily

And the Iollowing, although obyviowsly not encountered a3 base
fect, are frequently used for substitution:

sponder; spondaic him-drim

pyrrhic the sea/sbn & /mists

lambic and anapestic feet are called—misleadingly—ascending or
rising feet; trochaic and dactylic are known as descending or fall-
ing. A poem written prevailingly in iambic or anapestic feet is
said to be in ascending or vising rhythme: the rhythm is so called
becwuse the reader is presumed to feel, in each foot, an “ascent™
from a relatively unstressed ayllable to a relatively sressed one.
The term is useful only if we keep in mind that it has no meta-
phovic or symbolic value: ascending rhyithm does noy, in isell,
transmit a feeling of aspiration, levity, or cheer, nor does descend-
ing rhythm—generated by prevailing teochees or dactyls—neces-
sirily transmit illusions of falling nor cmaotions of depression or
gloom.

In addition to classifying feet as ascending or descending, we
can classify them as duple or triple; twosyllable feet like iambs
and trochees are duple feet; threesyllable, like anapests and
dactyls. triple, To exemplify poetic feet by single words, as above,
is of course to distore their natore; foor divisions do not neces-
sarily correspond to word divisions. Actually, the foot is rather
like a musical har in that both foot and bar are arbitrary abstract
mnita of measure which do not necessarily coincide with the
phirasal units an which they are superimpossd. The difference be-
tween foot and bar is that the bar always hegins with a stress.
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Recause the concept of the foot is an abstmction, we will never
encounter a pure example of any of the standard feet, “For that
jEter,” s Hugh Kenner says, “you will pover encounter a ronl
face, though the term is helpful; and if the idea of a circle had
pever boon defined for you, you might not be clearly aware of
how a reund face differs from a long one, even though the exist-
ence of some sort of difference is evident to the eye. The term
«ambic foot” has the same sort of status a3 the term ‘Tound face.' ™
Altheugh we will probably never meet a really pure spondee o

verhic, in which the two syllables are of exactly the same weight,
there would seem o be no need for such overscrupulous formu-
lations as the terms “pseudo-spondes” or “lalse spondee,” which
suggest that our work as scansionists and critics ought 1o he more
objective and accurate than of course it ever can be. The goal of
what we are doing is enjoyment: an excessive refimement of terms
and categories may impress others but it will probably not help
us very much Lo appreciate English poetic thythms.

The terminology of the poetic feet derives from classical
quantitative prosody, and this too has been a source of mis
understanding and even hostility among readers of English, for
in ancient peetry rhythmical usages are generally much more regu-
lar and predictable than in English poetry, where “substitutions”
are governed by instinet, whim, or taste rather than by rule, Al-
though it is not often necessary Lo invoke any maore than the six
feet indicated above in describing the rhythm of an English line,
it docs no harm to be acquainted with the following feer, all of
which are 1o be found in Greek or Latin poetry (where, of course,
duration of syllables rather than stress determines the pattern)

o

amphibrach
ANLispast bR
bacchig b0
choriaml g
CEEtic e
-

Cpiteite
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(ealledd fivst, second, third, or fourth epiLriee :umr-;ling to the '

position of the short syllahle)
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pacon

fealled first, second, thivd, or fourth pason according to the

position of the long syllable)

L

mollossns

T

tribrach

Returning now to our Rebafpat stans alier ascertaining E
whether the rhythm in general is ascending or descending, we

mark the feet, making certain that the end of each line cor-
responds with the end of a foor;
T stmnes cimes chink s gui nevs Br bldwsd s réd)
Theé Koeesdis whered some Tabr/ dod Caed sir bld;
Thit évyserk g Scinth/ chif Gir/ din wéara/
Dirdpt toshée Lapd frdm sdme/ danee Iove/ B héad./

Although only the first line consists wholly of iambic feet, it is not
hard to see that the prevailing or dominant fool of the stanen is
inmbic, and that the lines are based on a recurrent pateern of Gve
fect. We thus designate the meter as iambic pemtameter, Termi :

[ other line lengths are;

one Loor IO GTCLEY
Lo feag dimeier
three fect irimeter
fonr fegl tELmeter
sin feor hexamerer
saven foet fepramerer
cight loet aclameier

A Doller description of the Rabaipes stansy would indicate the
rhyme scheme; ¢ @ b oo, A handy way to notace bath the vhyme

scheme and the length of the Ting in fesl is; @ o & o,
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The stamea from the fubsivas prescn a very uncomplicated
metrigal sitwatien. Some complexity beging to enter when we en-

counter lines like these, from Pope's ""The Rape of the Lock™:

Favdurs/ ud none, || i dllshé smiles/ Exrénds; s
O b vEjdcts, || b nevs B dooes Blénds./

Flere we come upon a strong, vthetorically meaningful caesura, or
extrametrical pawse, within the lines, The cacsura here, posi-
gioned afver che fourth svilable, near the middle of the line, is
galled a medial cagsura. IF it should occur near the beginning of
the Line, 1L is called an initial cacsura; i near the end of the lineg,
terminal, Caesuras, which are often marked by punctuation, can
Be vl o covrespond wo breath pavses becween musical phrases;
in verse, their slight interroption of the propulsive metrical pat-
tern can provide & kind ol expressive counterpoaint or oppasition
as well a5 enforcing the rhetorical sense, as, in the Pope example,
the cacsura provides a metrical fulerum for the rhetorical anei-
theses. Some lines have more than one caesura; some have none.
Unless che slight unpunctuated pavse after Il in the Tast line of
the Fwlaiyed stanga be consideraed a cacsura, those four lines have
o,

To beeome sensitive to the presence of cacsuras in English
poems is to move toward both a heightened awareness of lerary
history and @ new receptiveness to the art of texture in all the
pooms one encounters. In elasical, Romance, and Old English
verse the caesura is used in a fairly predictable way, It is only
with the development in English of the staple inmbic pentameter
fme—that ubiguitous and apparently permanent vehicle—that
varied and expressive caesura placement [as in Chaneer) hegins
W Become a subtle prosodic device. While in Ol English verse
'I']”' invariable medial coesura had been used to separate each line
e twn half-lines and thos to asert the regularity of the stroc
Hare, in Maodern English the cacsura is more often used as a device
O varicty which helps mitigate metrical rigors as it shifts from
F*““:'-_il"ll o position nswocessive lines, Tn formal verse, whether
tlassical, Romance, or Old English, the medial position of the
Caessry ja penctally predictable; in verse aspiving Lo a greater
HF:‘[I"IL“'F amid informality, we cnnot anticipate the position of
Y18 pauses, and here they serve quite a different function.
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The predictable medial caesura orcurs with great regularity in

the accentual, alliterative poetry of O0d English:

Hige seeal pe heardra, || bheorte pe cenre,
Mad sceal he mare, || be ure macgen ytlal.
["'I'l:l-:‘: Iattle af Ma[linn"]

L s alse extremely regular in the staple line of French epic am:l
dramatic verse, the svllabic alexandrine:

Trots fnis cingquante jours || 1o géndral mouofrage
Difgasea P'univers; || et ko d'un tel mevapge
I Bartas, “La Premidre Semaine™)

It appears as o formalizing device in English hlank verse of the 1

eirly Renaissance as the verse seems to strain to break away from

mernaries of its Ol English ancestey:

O knights, (0 squires, || O gentle blouda yharne,
You were not borne, || al encly for vour selves:
(Gascnigne, “The Steel Glass™)

Likewise much English Augustan poetry exploits the m::d:i:ll"_

caesura, but for quite special effects of antithetical wic and irony:

Seo Bl in State, || majestically drunk;

Prowd as a Peeress, || prouder as a Punk;

Chaste 1o her Husband, || frank b all heside,

A teeming Mistress, || but a barren Bride.
(Mope, "Moral Essay 117

In seventeenth-rentury blank verse, on the other hand, and
cepecially in Milton's, the placement of the ciesura is often ex- i
tremely fiexible and surprising:

Thuws with the ¥Year
Eﬂi"’“"ﬁ- returm, bt not 0o me BeruTng
Day, || o the sweet approach of Ev'n or Morn,

& =

And Bush with frial’d hair implicic: || last
Rose 3z in dance the stately Trees, ., .
(Paradize Lost)
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It is also .:]c]_-.'l.;y.-cd with flexibility in muoch modern iamlic penta-

e s

A ;-||'_-;|:|:I man is hat 5 p:_”r:ll rh'i1:||.;.

Atartered coal upor astick, || unless

Soul clap its bands and sing, and Jouder sing

For every tater in its moreal dress, . .
(Yeats, "Sailing to Berantivm™)

From these examples it i clear that the ciesura can be used i
wwo quite antithetical ways: (1) as a device lor emphasizing the
formality ol the poetic construction and for insisting on i dis-
tanee from colloguial utteranee; and (2} as a devioe for investing
[airly strict meters with something of the informal movement—
the unpredictable pauses and hesitations—of ordinary speech. If
the caesura occurs regularly in the medial position, we are dealing
with a different kind of verse [rom that in which cacsura place-
ment i varied and unprediciable: which is to say that the whale
metrical contract eiween poet and reader becomes a dillerent
one. Conalder, for cxample, Frost's “Out, Cut—"; here the
cassuras are prevailingly medial and astonishingly nnvaricd:

Mo one believed, || They listened af his heart,
Litcle—less—nothing! || —aed that ended i

Wo mere o bild on there, | And they, since they
Wiere et the ane dead, | oeened s daeir aflairs.

What Frost suggests by this reminiscence of formal caesua prac.
tice 1= that a domestic reral disaser ia being raised o che ele-
vation of exiremely formal art. We can contrast, on the other
hand, the practice of T, 5 Eliot in “Journey of the Magi." Here
the cagsuras are unexpectedly varied:

There were times we Tegreited
The summer palaces on dopes, || the terraces

E & B

All this was 2 long time apo, | T remember,
And I would de it again, || but sel down
This set down

Thist [T were we Led all that way foc

Birth or Death? . . .
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Another example: unless we are in the army, we generally pro- o
nounce the word defeil with the accent on the second syllable =
That, at least, is the pronunciation preseribed in most diction.
aries. Now if poetic vhythm were always supplied entirely by the |
rhetorica]l emphasis of the actual words in their prose sense, ands
never by the silent, continuing metrical background, the word S
dergil in the opening lines of Frost's “Drireerive” would invite its

nermal prose pronunciation, But we find that it dees not: '

Tinck aul ol all this now oo much for s,
Back in a time made simple by the loss
OF detail, burned, dissolved, and broken off . . .

Here it is the meter itsclf that, regardless of the way we normally
pronounce the word, forces us on this accasicon Lo pronounce itas
the poem demands we should.
At least two kinds of temptation toward mis-scansion offer
themselves when we permit a scansion to register the metrical as
well as the actual thythm: there is first the general difficulty of
knowing what the dominant meter of a line is and the temptation
to simplify matters by mechanically reading some presumed -
meter into the words before us; and secondly there is the dificlty
of mastering historical pronunciation and thus recovering the
shythm actually implicit in the line regarded as a historical artis
fact. It is safe to say that enly very infrequently will a metricals
pattern predominate so powerlully over the actual rhythm of the
language ina line that it will foree the pronunciatien to hend 108
its will. If we must give a preference (o either the metrical or the
actual, it is probably safest to err in scansion on behalf of thes
actual vhythm. Procesding a priori is as dangerous in prosody a8
elaewhere. ]
What, finally, is scansion for? To scan only to conclude that a
poem i “written in ianmbic pentameter” is 1o do nothing signifi-
cant, It is only as a basis for critical perception and ultimately fior |
critical judgment that scansion can justily itself, The sort of pers
ception that scansion makes possible by wanslating sound in 3
visual terms can be illostrated in the Rubaival stanza with whichs
wie Tegan, Consider what happens in the last two lines of that
atane; !
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That |_"-L'_-'|:.-1'? T-'l:f-_-"inTr.uL'h."l:h-E CeirsSclin wéarss
Dedpr ins be Bps [vdm sdme/ doce Loves 13 héad. s

By giving us a clear visual representation of the metrical satus
of the words, the scansion of these two lings makes apparent. the
mhﬁmminn of a troches fov the expected iamb at the beginning
of the last line, This variation, which reinforces the shocking
suddennEess and rapidicy of the [Ell of the drops of blood, con-
ctitntes o moment of high, although perhaps not the highes,
pechnical accomplishment, It i5 to learn to apprain: such accom-
plishments accurately that we scan at all,



s

Metrical Varations

Mcu:r probably began as a mere mnemonic device,

a way of helping bards and scholars memorize their epics and S
anmals and gencalogies, their medical prescriptions, legal codes,
and recipes, before the days of printed books. When meter 53
used mnemeonically it is essential that it be as regular as possible
The principle of expressive variation from a metrical norm is
thus a relatively late metrical development. Tt is certainly the
primary source of metrical pleasure for the modern critical
reader. As Robert Frost puts it, “We enjoy the straight crooke
ness of a good walking stick.” _
We can discriminate three degrees of metrical competence ins
poets, In the lowest degree, exemplified by the cllusions which
appear in rural newspapers, we feel a metrical imperative cither
not at all or enly very rarely: ;

I KISSED PA TWICE AFTER HIS DEATIIL
B:.l Makpie f. Peferion

I kissed dear Pa ac the grave,
Then soom he was buried away;
Wreaths were put on his tomb,
Whse banuly soon decay-

iy

Metrical Farlalions i

[ Jay down and slept alier doe burial;—
1 fad srareed oo schand, ©drenmed,
But had lell my baoks ar home,
PPa brought eleom it seemed,

I saw him comndng sieppiog high,
Which was of his walk the way;

I hael stopped at a house near hy—
His face was pale as clay,

When he lay under & white sheer
O che morning afeer his decease,
T kissed s sad and sunken chesk,
And hoped hisspirie bad found peace.

When he was having convulsions
He feared he wonlod burt moe;

Therefore told me @ pe away,
He had dug artichokes for me.

FPa dug artichokes on that day,
e never will dig anymore:
He has only paid dee debo we owe.
We should wry to reach the shining shore.

Here so much effore is going into finding rhymes that little
energy is left over for the meter.

In the mididle range of metrical competence we find poems
which establish in the first line a rigorously regular metric and
then adbere religiously wic with little or no variation. Sackville
amd Morwon's Gorboduwc (13651, composed in an excessively
repular blank verse, 15 such a work, Swinburne said of i "Verse
wsstredly i is not: there can be no verse, where there is no mod-
ulation.” The works of foolk-pocts like Edgar Cruest and Heory
Van Diyke helong 1o this second category. Their metrical reg-
ularity makes them remarkably casy to memorize and recite, wnd
perhaps public recitation is what they ave designed for:

I Kierwr thir Eu_.'.:.p{\-'a 1.,'{:.1-|r|¢-:r_|'u!| ¥l ml{:l:h'i:ll.g waprns bo lack:

The Past is oo much witl ey, and the people looking back.

Bur the glory of the Presene is toomake the Fuoore free—

We love gur Lo for what she is and whae she s 1o be.
{(Henry Van Dyke, "America for Me')
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The very regularity of the meter, indeed, 15 conceived to con.
stitute a large parc of the meric of such compesitions, '

I poems of the third and mest sophisticated metrical king,
the entire function of meter is very different from what it is i
pocms of the second sort. Emerson's remark helps suggest the al)-
important difference; "It is not meters, but 3 meter-making argy
ment that makes a pocm.” O as Pound puts it, “[Meter] can't he
merely a careless dash off, with no grip and no real hold 10 the
words and sense” In this kind of poem the poet establisheg

scheme ells him e, e because something in the mateer he 5
embodying impels him toward a momentary regularity. It is only
with pocms of this third mewdcal Tevel that we shall be co
cerned; here we shall see merer used less as 2 mere ordering
clement than as an expressive one,

“Most arts,” writes Pound, “attain their effect by using a fixe
element and a variable” The fixed element in poetry is t
received or contrived grid or framework of metrical regulariey;
the variable is the action of the rhythm of the language as it
departs from this framework, This opposition between the
“silent” or abstract metrical pattern and the actual lang
rhythm has been described by many terms which mean roughly
the same thing: counterpoint. modulation, tension, syncopation
interplay, variation. It is probably true, a5 W. K. Wimsatt a
Monroe Beardsley suggest, that “there is no line so regular (500
evendy alternating weak and strong) that it does noc show so
tension. It is practically impossible to write an English line
will mot in some way buck against the meter, Insofar as the Ii
does approximate the condition of complete submission, it
mast likely o ame ling, o weak line” Tameness and weakness,
all the fraudulent pretence of vigor and manliness, ave the metri-
cal curse, ultimately, of lines like Van Dyke's, lines that are tod
regular or are regular for only extrinsic or mechanical reasons.

Tt almeost goes without saying that the most expressve metrica ]
varlitions arc possible only in verse conceived in a wadition oF

kind of poetry—namely, accentualsyllabic verse {or accen
verse with a high degree of syllabic regularity) wrirten since
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_1.:ahj|irat1'-:ln ol FvqulPu-n Frglish carly in |.Ih-f=. R_e'nil_i-ss:c:!ng_'t_ If Eng-
lish TI]-\.;:.“'_:-c]_:{ history has one great tradition, this §s where we
must go to find it i ?

If we ave more or less I'.|':||'||I!|.|'|-|'|.'|.]_ graphic scansionists, we
il J_'.]l_}hﬂhi'!.' use the term substitution as the readicst way o
describe metrical variations. Once & metrical patern has been
implied i @ poen, we cin sy that variations in the chythm
oreLr through the introduction of substitute [cer which here and
there replace cortain of the base feet. Such a way of talking is
pot likely o lead us astray so long as we remember that we are
sP'ﬁnking in metaphors, In Yeats's lines chat follow, for example,
we can say that cach contains a substitution for onc of che
expected iambic feet:

Am g Ed oedns I8 DAL A palf af thing. s

A v refed chard pands suick, A Tinldss/

Sdul clipsies hands And singAnd lud/ dr sings
Fiir dows wrf titd o InS s mor/ a8 dedesf . . _

Line 1 has a pyrrhic in the third position; line 2 a pyerhic in
the third; lineg 3 a spondaic {or perhaps trochaic) substitution in
the first position; and line 4 a pyrrhic in the third. Here the sub-
stitutions serve hoth o relieve the metrical monotony of the
long-continued, unvaried iambic pentameter and to allow che
rhythmical structure o “give'” and shape itsell according 1o the
thetorical pressures of the statement. And the rhythmical shap-
ing is noticeable only becavse it takes place against the back-
Ereund of the “silent” metrical continuum,

In the Iollowing lings from Arnold’s “Dover Beach™ we find
substitutions used very specifically on behalf of the physical and
emotiong] reinforcement of the sense:

Lispnt viu héars the prds cing vdary

OF pébysbles which/ it shves dedw bick. s ind fing./
Av thitir/ rivirn,/0p thE high sorind,/

El}:.;:il:l..-'hl'u:l cdase L And thénS h_g.ain_."h?gl’n_-". I irEnd

:1‘1'_5“1““ the established iambic background which precedes, the
MUl trochaic substitution in line 1 constitutes an unexpecisd
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reversal of rhyvthmical movement which ernpzhazizes  the nm.'l
intensification in the speaker’s adidress to his lisener, To f‘-‘Piili'&.
the rachee Listen! with an iamb like 88 herl! 35 to appreciate
the power of the reversed initial foot o grab the reader. In line
2 the spondaic substitution in the founth position implics and
enacls the slowness of the scawave as it withdraws back upon
itsell, gathering lorce by accumulation like a coil spring to shoof
gl up the beach. The pyrrhic substisution in the fivsc position
in line 3 is the rhvthmical w__lu[l'a]_-:_mt of the speed with which
the wave flings itself up the sloping sands. And in line 4 the
return te the rogularity of unvaried iambic meee after chese
sugpeitive viriations emphasizes thychmically in this context the
infinite, monotonows conLingance of the waves' old Einetic pio-
£CAS. ]

In duple measures the substitotion of a trisvllabic foor Tor a dissyl-
labic: one is 3 bolder practice than any we have swen so far, for ic
tnereises the syllabic length of the line and chus cifaces one of the
worms of predicialility. Consider Years's variations here; -

Once du/of nddeire T shall néfvity rike)

My by dily faomy Indm 47 nF fay Locil I:El:l'1:||5..-' i
[“Hailing v Byeaotion'™y

In the secornl and fifth positions of line 2 we find anapests ré-
placing iambs, and the two trisyllabic substitutions swell the
line 1o twelve instead of ten syllables, a weighty equivalent of the
climactic revelation the line embalies. Even more venturesome
is Frost's metrical practice at the heginning of his lyric “Come
In,” wheve, alier estitblishing an initial rhythm very like ::napcstiﬂ":
trimeler in @ poem which will prove ta be prevailingly fambic, ©
Frost reverses completely to a daceylic movement, and then Pre-_:‘
;ﬂn'ﬁ- & raesuri and & monoayllalile as the equivalent of a complets
oot :

As Todmesud the edgesaf thi wiads,/

Thrish misic || —haek!s

Mervicnl Farialiony 25

As WE Citll deduce from these examples, the P]-j[l,:jplﬁ of expres.
i|;:|-|| througih metrical variation are the following:
o |

A suceession of stressed syllables withouwt the expected inver-
*vening unstresel syllables can reintoree effects of slovness,
weight, ar difficulty:
e A succession of unstressed syllables without the expected in-
pervening siressed ayllables can reinforce effects of rapidicy,
]-ig-j;.:_m-s-.. 0T 2A%E;
3, An pnanticipated reversal in the rhyihm (s in line 1 ol the
Arnold passage, o ling 2 of the Frost) implics a sudden maove
ment, often of discovery or ilumination; or @ new direction of
thought, a new tone af voice, or a change or intensification of
poctic address.

Before we consider some trivmphant moments in: English
pactry of each ol these principles, v might be well to make
cautionary point. We should understand clearly thar although
metrice] variations can be displayed by scansion and analvzed dis.
passiomarely, when the post performe them they are largely
instinctual, & technique of his ary s unconsciously mastered chat
he seldom pauses formally to debate 2 metrical &lternative, In-
deed, many poets whose work can be analyeed metrically ac
cording 1o the traditional foot system would undouluedly be
astontished to hear that they have indulged in anvching like
“substitntion.” The poet often composes according e the rhythms
which hiz wtterance supplics, and although these thyvthms fre-
quently turn oul o consist of “hase” and “sabstitute” feet, they
th ot necessirily bogin that way.

At the same time, we may suspect that Alexander Pope, a
1113:]1:?' sell-comecionus metrist, is one poet wha is guite deliberately
weighing and measuring [eet in his famous passage from “An
Essay om Crivicism™ designed 1o illustrate the first of our pring-
Plﬂ.‘ the reinforcement of effects of weight or dificuley by the
device of sponclaic substication;

WhiEn &/ jix strivesd stme Tack's/ vas weigles 1 theéw,/
Thet Liney v Lif hiurs, dnd? thit wirds/ méve sléw/

Although 5 Lirge part of the reinforcement i rhythmical here—

“Y result of the spondaic substitution in the fourth position aof



