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ABSTRACT

Recitation of poetry has unfortunately gone out of fashion nowadays. Poetry has
become more and more a question of reading, seeing and grasping meanings. While
text and speech are undoubtedly related, the actual sound of a poem constitutes an
experience, for both reciter and listener, not to be equalled to that of the silent reader.
Indeed interrelated phenomena like rhythm, serdhi and intenation give a special fla-
vour to the recitation; in the same way, a score cannot offer the reader —with the
possible exception of an expert composer and conductor —all the impressions, emo-
tions and meanings that arise in the actual performance of a musical piece, We have
already treated this subject for Spanish and Persian poetry (Sdnchez and Puyi 1996).
Our purposc in this paper is to extend now this approach to English, with two Sha-
kespeare sonnets, and, bearing in mind these speech phenomena, to offer a precise
and finer phonetic transcription than in our previous article, A metric recitation
model has been developed, presented and applied to both sonnets. No attempt to
enter into semantic and syntactic matters has been made, unless relevant for the me-
trical structure.

0. INTRODUCTION

Prosody is a major aspect of speech, partially reflected by punctuation in
writing. Within prosody itself it is intonation, which reveals, guides and gives
life to the syntax, to the accents (understood as phonetic emphasis, mainly
tonal), to the phrase mood (question, order, asseveration), to the pragmatics
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and the finc nuances of meaning. A uscful speech model, either human or the
one used by an automatic system of synthesis, must grasp and include the
complex rules that govern prosedy, especially intonation. With yet another
turn of the screw, metrics adds a new component, an artistic onc in this case
—also partially understood— which further complicates any valid prosody
model of poctry.

We have approached these problems within the so-called accentual-syl-
labic metrics, of the type existing in the modern Western languages (English.,
ltalian, Spanish and others), in contrast with the gquantitative, used in some
ancient and venerable tongues (1.c., Sanskrit, Greek, archaic Latin) and other
languages such as classical and and modern Arabic and Persian (Farsi) as
may be seen later (1.2). Wc focus now our attention on the study of English,
for which we have tried to elaborate a model that would make possible, from
a wrillen text, the production of poetic speech, that is, speech with an artistic
metrical scheme. In it, all the prosodic traits of speech —pitch (height), timbre
{phonetic value), intensity (volume), quantity {(duration of the phonetic stret-
ches)— must be considered in order to produce an elocution faithful to a
hypothetical ideal poetic speech, in delicate balance and compromise. More-
over, the rules that control these traits have different temporal scopes (phra-
sal, syntagmatic, allophonic, etc.). This model should be uscful and operative
both for the human reeiter and for an automatic specch synthetizer (Sdnchez
and Plyi 1996),

Generally speaking, all recitations should take into account and reflect
the usual lingnistic levels of all kinds of plain speech, as well as some teatures
which are specific to poetic specch. Beginning with semantics and syntax, the
highest in rank, a recitation must utter the phrases included in the text {that
is, bring them into actual speech, extracting and transporting them from the
abstract into the real-time, actual realization) and highlight their syntactic re-
lationships (coordinations, subordinations, ¢pithets, parentheses, anaphora,
cataphora, deictics) and moods (such as questions, assertions, invectives,
ete.) (Sanchez 1996). Moreover, to help create the special atmospherc of this
preduction; others contributions must be added: such-as all-those not fully es-
tablished modulations that express attitudes and sentiments: doubt, {ear,
desire, anxiety, irony, love, joy and many more —some of which, once for-
malized, even gave rise to distinct classical poetic genres (elegy. dithyrambus,
epigram, hymeneal...),

But we shall leave for a posterior paper this important question of intona-
tion which will then complete the recitation. Let us, therefore, enter into our
metric recitation model.
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1. A PROSODY MODEL FOR ACCENTUAL-SYLLABIC METRICS

1.1. From sounds to syllables

From the acoustic-phonetic point of view, speech —including verse— can
be considered as a variation in time of perceptive acoustic aspects known as
traits: features that present a relative independence, since we can change one
of them, leaving the others unaltercd. These traits are: tone or pitch, intensity
or loudness, timbre or colour. If these traits are kept constant for a while (ie.,
a tenth of a sccond), and then at least one of them, say pitch, sulfcrs a sudden,
sharp ! change (i.e., in a fifticth of a sccond), the result will be a sound event
or unit, (i.c., the time interval between the beginning and the sudden change,
or between two other consecutive sudden changes) whose duration can be
measured (see Fig.1). This duration, called quantity, constitutes an additional
trait. Hence we can consider the temporal continuum of sound as a chain of
phonic units, which correspond, approximately, to the allophones (i.e., sound
realizations of phonemes) and will therefore present all four traits,

The timbrical oppeositions mainly —but other traits can be used as well—
between adjacent allophones produce, in turn, units of a superior caiegory:
the syllables, typically emerging from a pair of allophones, the first being
shorter, noisier and less voiced than the second: the CV pair (consonant-
vowel) 2. These syllables acquire, from their allophonic components, pitch,
intensity and duration valucs, all these focused in the vowel, which becomes
the syllabic nucleus. At this level, syllables present 4 mutual and collective or-
ganization, by being some of them marked whereas others remain unmarked,
thus giving rise to metres and rhythms, especially in poetic speech. The con-
cept of rrarkedness is somewhat similar 1o which is called safient in functional
grammar (Halliday 1988: 272), and will be discussed later in some detail. See
also Garcia Calvo (197%:301-317) and Garcia Calvo (1990:316-386).

1.2 Accentual-syllabic metrics * versus quantitative metrics
A.  Accentual-Syllabic Metrics

In this typc of metrics, cach line presents usually the same number of syl-
lables, counting up to the last accented one. This means that one —even two
in Spanish, as note 4 shows— unaccented syllable can be added to the line
without spoiling the rhythmical and metrical sense. In this brief overview we
shall consider only regufar lines, discarding freer poems. Accents enphasize
some syllables, usually regularly spaced, marking them as prominent mo-
ments. See Leech (1991:108-120) and Dominguez Caparrds (1988) on this
subject. We shall separate syllables with hyphens and signal synaloepha with
lower hyphens, using lower case for unaccented syllabtes, and marking with
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capitals the reguiarly accented (writing the actual stress over the vowels), in a
simplified English-like transcription. Let us see some well-known cxamples
taken from poets in different periods, to compare their essentially similar me-
trical behaviour (note also the frequent but not total coincidence of accents
with capitals, a deviation to be explained later):

French, XVII (Corneille: Le Cid: lin. 405-6)

jé-sui-JEN-il-eh-VREh-
meh-0z-Ah-me-biin-NEh

lah-vah-LER-na-ten-PUAN-
le-néom-BRE-dez-an-NEh

Je suis jeune, if est vrai;
mats aux dmey bien nées

La valeur n'artend point
le nombre des années

Spanish, XIX (Becquer, Rimas: VII)

del-sa-LON-en - ¢l- AN - guh- lo_o0s-KU-roh
de-su-DUE-nioh,-tal-VIETH-0l-bhi-DH-dha

Del salin en el dngulo oscuro
de su duerio, el vez olvidada

Italian, XII1 (Dante, Commedia: 1. 1-2)

ne]-MED—S()h-DEL—kam-MIN-di—NOS—lrah—Vf-iuh
mih-RI-troh-V Al-per-Uh-nah-SEL-va__os-KUH-rah

Nel mezzo del cammin di nostra vita
mii ritrovai per una selva oscura

English, XVII (Milton, Paradise Losr. 1, 1-2)

Of first Man's disobedience, and the fruit | 0(‘-]71Rs'I‘-m;in’s-DlSAo—BE-diens-AND%hchRUT
of that forbidden tree, whose mortal taste | of-THAT-lfor-Bl-den-TREE.-whuz-MOR-tal-TEIST

B. Quantitative Metrics

As it is well-known, in this kind of metrics, the syllables belong formally,
abstractly, to two classes: long and short (Steingass 1886; Crusius 1950:10-
30; Batmanglij 1988). Longs are uttercd longer than the shorts in their vi-
cinity —which does not prevent a short in a slow passage being longer than a
fong in a quick one. Let see some examples of these metrics, now indicating
shorts with lower case and longs with capitals. Accents do not coincide
necessarily with longs, but do so often.

Latin, I (Catule, Catulli Carmina, XXXV)
Poetae renero, meo sodalt 4 po-E-TAE-té-ne-ROH-mé-OH-soh-DA-LI
uelim Caecilio, papyre dicas... ué-LIM-KALE-ki-li-OH-pa-Pl-rch-DI-KAS
Persian, XIII (Rami, Diwdr el-Kebir, 441)
BEN-MA-ch-ROKH-keh-BAGH-oh-goh- Tyl AT,
LES-TAN-2-MA-reh-ZUST o Tilind (5
BOG-SHA-ch-LAB-keh-GHAN-de-fu- 5 s A LD

RA-VAN-u-MA-reh-ZUST oy Tailyl, (3)
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1.3.  Accents and metric-rhythmic marks

These two concepts are closely related in the so-called accentual-syllabic
metrics; but they must be dissociated in order to clarify both our metrical
model and its practical realization in recitation.

The Metric-Rhythmic Mark (or MRM), can be defined as an expected
moment which recurs periodically. It is then similar to the first beat of a musi-
cal measure, which need not be stressed or emphasized in order to be felt and
expected.

How then is this cxpectation created? Usually by placing stressed (ac-
cented) syllables in specific locations in the first line of the poem. In general,
any phonetic prominence at some regularly spaced places in time will mark
them in the conscience of the listener (i.c., contrast them from the surround-
ing syllables); he or she will expect from then on.

In accentual-syllabic metrics, stress is, therefore, the creator of the marks;
but immediately after, these creatures begin a life of their own, allowing
stresses to behave more freely in the following lines of the poem. This free-
dom. however, cannot be so great as to make one forget the previously cre-
ated marks; or even worse, to suggest by a differcnt regular pattern, a new
correlative set of marks.

For instance, in XIL 1. (see 2.5.): “ When I do count the clock that tells the
time/..”, we have the simple iambic pattern; 0Q00000000 (O, stressed; o,
unstressed), which marks even syllables against odd ones. The listener will
find stresses in following even syllables, which usually happens until XIL5.
where we read: “../ When lofty trees I see barren of leaves/..”. Now the mark
will fall in XIL5.8, [rren] ( as |..ba-RREN-of...], using our previous notation
in 1.2.), an unstressed syllable preceded by the stressed [bd]. Let us represent
syllables as musical quarter notes (afterwards we will refine this notation).
According to our model, a common error in recitation consists in temporally
displacing the siressed syllable to the temporal place of the marked one, a
waiting-time or pause in this case, which would sound as:

J J d J J J ’ do J J
When lof ty rées I sée —  bhdrren  of  léaves

instead of

J ) J J J J J J J J

When of v trées 1 sée  ba rren of leaves
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An even worse error could be to keep time regular but stress the marked-
unstressed syllable:

J J J J . J J J J .
When  Iof 1y trées I sée  ba  RREN of léaves

which would be intolerably un-English.

Our proposal for a both metrically and linguistically correct recitation is
described in paragraphs 1.4-6. But before, let us scc another case where
marks are more difficult to establish, as in sonnet VIIL

The very first line already violates the iambic marking, beginning by:
“Music to hear..” . i.e. [ma- SIC- to- HEAR]. Bu, as the naive but logically
minded rcader should say: Why an iambic marking? Well, in this case the
1ambs are suggested by the following lines of the pocm. the other more than
one hundred sonnets of Shakespeare, those included in his plays, and many
other sonncts from other authors, from his time to the present. This case
shows that an a posteriori and contextual stressing can also suggest, establish
the lay out of the marking pattcrn of a poem (for a more formal proof of the
sonnets’ tambic nature, see 3.3, und 4.3.).

But this violation is even consolidated in second line: “../Sweets with
sweets war not, joy delights in joy/..". with the shocking metric situation:
[swéets- WITH- swéets - WAR-not...|. We also find, in 5.1-3, [if- THE- trig|,
and obviously unstresscd marked syllable; in 9.1-4, jmark- HOW- dne-
STRING..}, all stressed. and in 10.1-2, [strikes- EACH ..|. where the diffi-
culty lies not so much in the metric problem of the stressed unmarked first
syllable. as in the phonetic hardship of having one syllable beginning with a
weaker consonant, [s] that the following |t], which would suggest two syllables
instcad of one, as we explain in Sanchez (1995hb).

The possible difficulty of the concept of metric-rhythmic mark lies in the
fact that it does not exist at all, save in the conscience of the listener (however
unconscious of this marking pattern) —and the reciter, of course: both share a
complicity in marking the time.

.

1.4. Reciting accents and marks

Contrary to general belicf, which supposes accent to consist primarily in
increases of intensity, according to the findings of the analytic ear (i.e., dis-
connected from any language interpretation) and automatic analysis, the
acoustic nature of accent lies mainly in tone rises and concomitantly, al-
though to a smaller degree, in the emphasis put on the remaining traits, in-
tensity and quantity; even including timbre, which becomes clearer and more
distinct, that is, the further away it 1s from scAwa or neutral vowel,
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Since we have considered the sound continuum a chain of discrete ele-
ments, we must determine the duration of each: the total time span of the
locution will be distributed among the units. Beginning with the smallest,
the allophonic stretches, consonants will generally be given smaller quan-
tities than vowels, in the proportions suggested by practice and previous
analyses. As for syllabic stretches, in accentual-syllabic metrics, we gener-
ally utter the accented syllables with greater duration, since we know that in
English, Spanish and related languages, quantity is a concomitant trait of
the accent.

However, for the rhythmically marked though not accentuated syllables,
we dissociate tone and quantity, maintaining the tone linked to the accent
and keeping the quantity in reserve for the rhythmic mark —the only way to
be simultaneously loyal both to prosody and metrics. Reflecting accents ()
and marks (in capitals), we obtain the following:

Iwhen- LOF- ty- TREFS- i- SEE- ba- RREN- of- léaves !
(Shakespeare. Son.XIL5)

Imu- SIC- to- HEAR-, why- HEARST- thou- MU- sic- SAD- Iy? |
(Shakespeare. Son.VIIL.1)

Ivér- DE- ru- BOR- hoy- BO-gal
(Aleixandre 1990:153)

1.5. Alaboratery measurement of syllable length according to the mark.

In order to test the influence of marks on syllable length, we have com-
pared two syllables including the same word and vowels in two opposite con-
texts: as marked and as unmarked. The two segments have been taken from
Gielgud’s recitation {Shakespeare 1995). In Fig.1 we see how the same syl-
lable [ai] (“I”, pronoun), is longer than its neighbours when marked, as in
“When [ do..” (X11.1.1-3), in top; but it is shorter otherwise,as in “..trees [
see.” (X11.5.4-6), in bottom (1 division=1/10 seconds).

Therefore the initial length of a syllable in plain speech is modified to
conform with its position in the pattern, a iambic pentameter in our case. We
conclude that, in metric poems, as the Shakespeare’s sonnets, speech, spe-
cially rhythm, is governed by the metrical pattern assigned to the poem. Thus.
syllable quantity depends on the mark condition: marked /unmarked.
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A conservative 3:2 proportion between marked/unmarked length has
been adopted for our notation, but even a 2:1 could be considered faithful to
the actual utterance. In this way, these examples of the so called acentual-syi-
labic metrics becomc also, at least in their actual production, quantitative;
and the classical signs for longs and shorts arc therefore also, in this sense,
justified.

[l:le [n[a' i [du [kr

Fig. 1. Syllable [ai] /T, is longer than its neighbours when marked (top),
but shorter otherwise (bottom).

1.6. Synchronism of rhythmic marks

In poetic recitation, we do not just get contrasts in emphasis —marks— be-
tween neighbouring syllables, so creating a pattern —a phenomenon which
falls within the competence of metrics. In close relation to this kind of recita-
tion, there also exist regularities of these marks in time —a phenomenon
which falls within the competence of rhythm. Not only metric patterns
—ieet— are uttered, but furthermore their production is organized in such a
way that the marks tend to occur periodically.

This rhythmic periodicity leads us close, very close indeed to musical
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rhythm, bringing in numerical proportions into the temporal rendering,
something that is an essential characteristic of Music. We so enter the domain
of the rhythmic period or measure, a time interval where events —notes,
beats— occur. A domain where recurrences are sure to take place, where a
punctual return is certain. That is, where one knows and waits for the begin-
ning of the next bar.

The metrical schemes now fill in the bars, so that their durations, when
added up, give a final result equal to the duration of the rhythmic period.
Thus, a succession of feet such as the one found in Shakespeare’s sonnets
(" represents unmarked and ~ marked):

AN Y AR R A/

can be organized by assigning fixed and proportional durations to the
marked and unmarked syllables, in such a way as to get regular rhythmic peri-
ods. For cxample, if is ~ equivalent to 3 beats and to ™ 2, and we begin count-
ing from the second syllable, the first marked, coinciding with our sense of
first beatin the measure, we get the regular scheme:

//2132321323213(2)*//2132..

that admits a pericdicity of 10 beats, a cycle which transcends the verse
limits: the beginning of the next verse first measure will occur on time. The
pause at the end of the verse (represented by *) will then take on the form of
a rest that fills the void until the next bar. We have thus a 10-part measure
that works throughout the poem, with oscillations in tempo, pauses, and fer-
mafa, like its musical sister, but without breaking this numerical coherence
known as rhythm. By making each beat equal to an eighth, we have the quar-
ter for the two-beat syllable, and the dotted quarter for the three-beat one,
and we can represent the scheme as:

S I N N A 2 T T R R A B Y (R A T R A

JAirstline of verse. ... o // second

A shorter measure of 5 beats could have been chosen: but short identi-
cal groups tend to be paired in greater groups, of which the first is the
marked pair: we spontaneously build a two-level marking, with an approxi-
mate hierarchy of 1 3 2 4 for the four syllables of the group; this is similar
to what happens in the 4:4 musical measure. The proportion 3 to 2 is here
only illustrative, as we saw; this is not the case in quantitative metrics,
where longs are actually 2 or 3 times longer than shorts (Sanchez and Plya
1996).
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The second syllable is the tirst of the group because in this way the last
becomes first of its measure. This fact is suggested by the paramount
phonetic and rhythmic importance of this last stressed syllable before the
end-of-ling pause. Note the optional second note in the third measure, which
corresponds to the also optional additional unstressed and unmarked syl-
lable, This conforms a feminine ending of the line.

1.7. Metrical model

Let us summarize our model by a series of steps (an algorithm) to be fol-
lowed either by the human reciter or the machinal onc.

A. METRE
1. A regular sylabic-accentual patiern is supposed for the pocm.
2. A preliminary account of the number of syllables ts done for each line,
3. a. Ifthese numbers are too dissimilar the regularity hypothesis is abandoned.

b. I these numbers are not too dissimilar, an adjustment of the dissimilar
is made by means of syncope, dieresis, sinaleopha, hiatus and clision, in
order 10 equal these numbecrs of syllables.

4. Lines are ordered by syllables in an {equal) number of columns. Accents
are written on each syllable. The number of accents are summed up column
by column (see 3.3., 4.3.).

5. If no column presents a clear predominance (i.e. the double) over its neigh-
bours, we renounce to the marking, The columns that present a clear predo-
minance over its neighbours, are marked.

6. Marked columns must be separated by unmarked, one or two. thus creating
the alternance: OoQ or Coo0. If we have three. a secondary mark is cre-
ated in the middle: 0000, Any combination of these subpatterns are
possible, but the regular ones should be preferred, becausc they are simpler.

7. We assign a quantity {length) proportion between marked/unmarked syhla-
bles.

8.  Woe consider the obtained mark pattern as the metre of the pocm.

B. RHYTHM

9. The marks are hierarchised: last is usually the topmost, first comes next.

10. Pauses are added as end-of-line fillings, to get the time interval assigned to
all lines,

11. We try to divide this interval in smaller equal intervals. Il it is possible, we
consider as them as bars, which the syllables will fill with their respective dura-
tions, thus becoming musical figures (half, quarter....}

12, 1f we succeed in finding the same figures for each bar, we have found the

rhythm of the poem. i not, we look for bigger intervals: it it is still not possible,
the whole line will be considered as the rhythmical pattern of the poem.
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13. The poem is recited following this rhythmical score. All the usual parame-
ters constituing the rhyrhimopoeia must be chosen: tempo and its changes,
and intensity; all this, of course, respecting the intonation, which constitutes
the second part of our recitation model,

2. TRANSCRIPTION CRITERIA

Based on the previous considerations, we will summarize now our chosen
options.

2.1.  Stress-Accent

As in many languages, English stresses by means of a tonal emphasis of the
stressed syllable nuclear vowel, despite the meaning of the word stress, which
points to intensity emphasis; pitch measurements and synthetic speech experi-
ments show this tonal stress without any doubt; however concomitant em-
phasis in intensity, quantity and timbrc appear too in stressed syllables.
Phonetic stress has been applied with a syntactic approach, by grouping
meaningful words with its own clitics-like words (Sanchez and Caramés 1996).
No difference has been made between primary and secondary stresses, despite
the fact that this difference became clear sometimes, as in «did, do, him, thee,
can, must», less stressed that the rest. Of course we consider only grammatical
(syntactic, lexical) accents, not the semantic and pragmatic focus, more subject
to discussion.

2.2. Phonetics

An cffort has been made to reflect the boundary interactive phenomena
{(sundhi) between contiguous words. The strict syllabification of the poems
(10 or 11 syllables) has also forced several phonetic assimilations and ellipses,
without which, more syllables would appear (Selkirk 1984:302-305). Other
problems found have been the choice of adequate sounds for old French
words and for the rhyme, and this has imposed changes on the modern sound
form of some words (Morris 1895:xlii-1). We will use two transeription crite-
ria: the first is an almost plain English writing of the poem showing the sylla-
bles in columns that break word boundaries, as described in the next para-
graph; the second uses the IPA notation (International Phonetic Association
1949y —updated in the 1989/90 Kiel Convention—, with the fonts provided
by (SIL, 1993); the broad transcription (Laver 1994; Martinez Celdran,
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1986} has been used, including one level of phonetic sentence stress (the-
strong one). In normal English, [p,t,k] are slightly aspirated, as well as [wh| in
«where, when, whys; this aspiration has not been reflected, whereas the
stronger aspiration in «who, whose», has.

2.3. Intonation

Besides pitch movements due to stress, a rich set of melodic phenomena
appear in the recitation according the syntactic (Sanchcz and Caramés,
1996), semantic, pragmatic (Bergé v Sanchez 1995) and phonetic levels of
speech. No melodic rendering has accordingly been made, the possibilities
being quite debatable and variable. However, syntactic intonation is manda-
tory becausce without it the pocm becomes unintelligible, as with the texts of
some songs where their melodies destroy the tonal syntactic segmentation
and coherence. See again Sanchez and Caramés (1996) for this syntactic in-
toning, and our tnitial considerations in 0.

In any case intonation and metries present a surprising independence,
which allow us to treat them separately.

2.4. Quantity

Vowel quantity could enter in contradiction with metrics: but the latter
governs syllable quantity more than the context less vowel duration, as we saw
in Fig.1. Thercfore, the correct vowel duration should be inserted in the
broader syllable stretch: the remaining time can be filled with the consonants’
durations or with occasional pauses which, however, must not break the
rhythmic periodicity: see in sections 1.3 to 1.5 our reasoning in relation to
syllable length and periodicity.

2.5 Metrical and rhythmical hypothesis

We assume that these sonnets, as well of the remaining one hundred and
fifty two, have been written in a single metric form, the lambic Pentameter,
with rhythm marks no longer suggested by quantity but by stress or accent, as
is usual in modern Western languages. However, stress only proposes the
mark sequence, usually at the beginning; afterwards stresses often contradict
marks, in 4 negative {(mark without stress) or positive (unmarked stressed syl-
lables) way. This is obvious since long stressed sequences often appear. as
well as equally long unstressed ones. The mark is therefore an offspring of
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stress, but becomes —as children normally do!— an independent fact and,
thus, an independent concept (see 1.3.).

The strophic form, the English classical sonnet, consists of three qua-
trains and a final couplet, what gives us the complete rhyming structure:
ABAB CDCD EFEF GG. The rhyme is perfect or consonant (see 4.3.), which
phonetically means that the last stressed vowel and all the sounds following it
are equal (or almost) for rhyming lines.

The syllabification will be shown in columns as the best way to suggest
the adequate phonic groups (Sanchez 1995a) (Sanchez and Puya 1996) —not
always an easy matter for Shakespeare sonnets. Syllables always begin with a
consonant, with the exception of non diphthongal vowel clusters and line be-
ginnings with initial vowel (Sanchez 1995b): a glottal stop has been included
is these cases, to act as a dummy consonant. Classical metrical symbols for
short and long syllables ( /7 7/ ) are used, despite the different meaning that
rmark takes in accentual-syllabic metrics, as described before. Syllables will be
referred to by a triad of numbers, sonnet-line-syllable (i.e., $5S.1L.ss), omitting
the first when unneccssary. Standard musical symbols are used to clarify
rhythmic and musical concepts and to show the regularities of syllable pro-
duction.

2.6. Recitation technique

We think that the metrically ordered lines of verse must be uttered and felt
as verse; otherwise the line structure would be useless, and prose style could
be adopted. The way to show this line end —a new mark— will be a pause,
realized without breaking the natural intonation curve; or, when the sentence
continues on the next line (enjambment), filling in this pause by slightly pro-
longing the final syllable during the time pause. Therefore we do not see as
correct the complete omission of the line ending pause or its alternative syl-
lable prolongation, linking lines together or, even worse, intoning endings in
a school-like fashion (see our reasoning and proposals in 1.4-6). Punctuation
does not influence metrics nor phonetics, it governs intonation alone —spe-
cially its syntactic component. In normal speech, the sound chain Is continu-
ous, unless broken by doubt sounds and fillers (i.e.,..fuh, . hmm., . but..) and
by emphatic or syntactic pauses (commas, full stops, colons..). Here these
can be also included as voluntary effects, but, as we showed, while not break-
ing the mark pattern,

The musical notation used also applices to the silence filling the gap be-
tween lines,which must also conform with the chosen meter as we saw. Of
course this musical reference must be fluently interpreted, with tempo
changes which follow the syntactic, expressive, even dramatic events (decres-
cendo, accelerando, fermata pause).
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2.7. Sources

The version used for the sonnets has been the one provided by Internet
(Shakespeare 1 994a) to be compared with the well-known English editions of
Booth (Shakespeare 1977); Kerrigan (Shakespeare 1936); Wells and Taylor
(Shakespeare 1988): Blakemore (Shakespearce 1996); and the bilingual Eng-
lish-Spanish editions and metrical translations of Garcia Calvo (Shakespeare
1994b) and Mujica Lainez (Shakespeare 1991). We have also made use of
two recorded versions by Pasco (Shakespeare 1984) and Gielgud (Shakes-
peare 1993).

We will begin with sonnet XII, since we find its rhythmic comprchen-
sion easier than VIII, which begins in a rather disturbing manner, as we saw
in 1.3.

3. SONNET XII
3.1. Text

When [ do count the clock that telis the time,

And see the brave day sunk in hideous night;

When I behold the violet past prime,

And sable curls all silver’d o’er with white;

When lofty trees 1 see barren of leaves

Which erst from heat did canopy the herd,

And summer’s green all girded up in sheaves

Borne on the bier with white and bristly beard,

Then of thy beauty do [ question make,

That thou among the wastes of time must go,

Since sweets and beauties do themselves forsake

And die as fast as they sec others grow;
And nothing "gainst Time’s scythe can make defence
Save breed, to brave him when he takes thee hence.

3.2. Rhythmical and phonetic transcription

We join herc our two metrical notations, musical and traditional,
together with a numbering of syllables, shown in corresponding columns.
Traditional long signs are used for marked syllables, and shores for un-
marked. The musical notes are grouped in bars, of which the first note coin-
cides with the most prominent syllables, establishing thus a new hierarchy
between marked syllables.
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JI S JbL J S ¢
/- A /AN A /A A
1 2 34 5 6 7 8 9 10 1112
When I do count  the clock that  rells  the time (ending pause)
we nai 'dus kaunt 02 %lok  daet telz da 'taim
And  see the brave day sun  k-in hi deous  night;
%aend  sic do breiv  'der 'sAT) kin thi djas  'nant
Whe  n-I be hold  the vi 0 let past  prime,
we 'nai bi: hauld de 'va ia let past  'praim
And sa ble curl s-all  sil ver’ d-o'er with  white; 4
Taend sl bal ksl fzol 'sil va 'dova  wio walt
When  lof ty free s-1 see ba rre n-of  leaves
wen Iaf 11 'triz zal '8 ba e nav Tizvz
Whi ch-erst from heat did  ca no Py the herd,
w1 st fram  ‘'hiit 'did kae na p1 22 haxd
And  sum mer'’s gree  n-all  gir de d-u p-in sheaves
Tacnd  'sa moaz  'gric 'nal g3 di 'da pin firvz
Bor ne-on the bier  with whi  te-and bris  dy beard, 8
'ha nan 03 'bia w10 wai tand  'bris th 'bra:d
The n-of  thy beau 1ty do I ques  tion  make,
'Oe nav dai 'bju t 'du a1 kwes tfion  'meik
That  thou a mong  the waste s-of {ime  must  go,
daet 'dav 2 mor) 02 'weist  saf taim  'mast  'geu
Since  sweet  s-and  beau  ties do them  selves for sake
sin lswit sand  'bju uz 'du dem 'selvz  far se1k
And  die as Jas rras  they  see 17 thers  grow; 12
2aen 'da 192 'fas taz 'Del 5i; "p Oaz 'grau
And no thing ’vainst Time’s scvthe can make de Jence
2nd  'np € genst  'taim 'sai® ‘kan 'meik da fens
Save breed, to brave him when he takes thee  hence.
se1v thrid o brerv. 'him  wen 'hi 'tetks  'di: 'hens
3.3. Comments on sonnet XII transcription

Referring back to the comments made in 1.1, syllables begin with a con-
sonant, taking it from the previous closed syllable when necessary and
possible (XIL1.2, 2.7, 3.2, ). In 3.7, the middle syllable of the trisyllable «vi-
olet» begins with the semi-vowel [i] or [j], which acts as a consonant in the
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maore vocalic context of |a] and {a] (Sanchez 1995b). Initial and’ have been
provided with a glottal stop |?] (like Arabic hamza), as well as 9.7, 10.3 and
12.8; but 12.3 did not nced it, as it borrowed the semivowel [1] from the pre-
vious syllable (10.3 could alternatively also have used the semivowel [u] or
fw] as initial consonant). Final " in 10.7 remain [{] because it is followed by
unvoiced ‘t; but becomes voiced, [v], in 5.9 and 9.2.

In 6.10 and 8.10, «<herd» and «beard» rhyme when the second in stressed
on the second vowel, as [bisid]. The other lines present clear rhymes (a
measure of phonetic distance between rhymed ends could be defined, espe-
cially for imperfect rhyme —see 4.3.).

By ordering the fourteen lines into separate syllables we find a set of col-
umns, one for each syllable. Let us make a short statistics on the number of
accented syllables in cach column (auxiliary «do» and «did» have been ac-
cented, as well as verbs, nouns, adjectives, pronouns and adverbs); and ex-
press these numbers in percentage of the total number of lines (14); we join
then the odd and even columns and find also the percentages of stressed syl-
lables:

Type: A A
Syllable: | 23 43 6 7 89 10
Accents: 2 12 1 127 13 5 11 3 14
Percents: 15 857 85 5093 3579 20 {00
Odd/Even Percent: 26 % 89 % Quotient:  3.42

This simple calculation leads to some interesting results:

1. The supposed iambic structure is justilied by the overall distribution
of stresses: the iambic marking is realized by means of a statistical predomin-
ance of accented even syllables, 3.42 times the number of accented odd.

2. Accepting this iambic pattern, we find syllables 6 and 10 as the most
predominant (93 and 100%). This fact, together with the perceived cmphasis
of syllable 2, the first stressed in the line, corform the shown rhythmic-musi-
cal ordering of the poem, into 3 measures of 4 syllables each, the first anacrustic
(with a note before the bar). The flexible number 12, total of syllables plus
cmpty places for the ending pausc, allows us different combinations, as 6+6 or
2+8, which would have been suggested by a different set of stresscd columns.
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These musical arrays are not arithmetic exercises only: on the contrary,
they are ways to offer different rhythmic versions for the poem, practical
rhythmic scores that must be performed, said, heard and felt, as we said above.

4, SONNET Vvl

4.1.

4,2,

Text

Music to hear, why hear’st thou music sadly?

Sweets with sweets war not, joy delights in joy.

Why lovest thou that which thou receivest not gladly,

Or else receivest with pleasure thine annoy?

If the true concord of well-tuned sounds,

By unions married, do offend thine ear,

They do but sweetly chide thee, who confounds

In singleness the parts that thou shouldst bear.

Mark how one string, sweet husband to another,

Strikes each in each by mutual ordering,

Resembling sire and child and happy mother

Who all in one, one pleasing note do sing:
Whose speechless song, being many, seeming one,
Sings this to thee: ‘thou single wilt prove none’.

Rhythmical and phonetic transcription

The same metrical layout devised for sonnet XII is also used here; see
some alternatives in 4.3.

J J. J dbl J dod
/" /0 /o T A
1 2 34 5 6 7 8 9 10 1112
Mu sic fo hear, why  hear’st thou mu sic sad Iy?
‘mju 7tk ta his 'wal hiars 'dav 'mjup zik 'sad It
Sweets  with Sweets war  not,  joy de fight s-in Joy.
'swiits  wib 'switts 'wa 'nat 'dzo1 dr Tait 8in 'd3a1
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Jl J J. I Jodeor
/- A /T T A
1 2 34 5 6 7 8 9 10 112
Why lovesr  thou  that which thou  re cefvest not glad fy,
wal lavs 'Gay  'Daet  watf 'dau r 'sitvst  'nat 'glaed N
Or else re ceivest with  plea  sure  thi ne-an noy! 4
2 “els r 'sicvst wiQ 'ple k5N dai nan o1
if the frue  con cor d-of  well 1ty n-ed sounds,
it da ru: kan ka: dav ‘wel 'tju nid 'sasnds
By u niony  ma rried, do of fend  ihi ne-ear,
bar jur njans  'mae rid 'du: 3 fen da nea
They  do but sweet [y chide thee, who  con Jounds
'Der ‘du: bat swit 11 ard 00 hu: kan favnds
In sin gle ness  the parts  that thou  showuldst bear. 8
n 'sin) gal nes aa 'paits daet 'Ga fdst 'bea
Mark  how one string, sweet  hus band 1o a 7o ther,
‘matk  'hao 'wans 'trin swiit  'haz ban 1 B 1o 0o
Swrike  s-ea ch-i  n-each by my fua For  de ring,
'stratk  si tfi niztf bau 'mjir tiuo 1a: da ri
Re sem bling  si re-and chil d-and  ha oy mo ther
ra zem bl sal raend  'tlan dagnd  ‘hae o) ‘mo o
Whe a li-in  one, one plea  sing note  do sing: 12
'hu: a Iin 'wan  'wan  'pli: ZiN maut  du: 511
Whose specch less  song,  heing ma ny, see ming one,
huzs  'pitf les 'san bing - 'me n 'si; mif 'wan
Sings  this o thee:  thou  sin gle wilt  prove  none.
'Sz ‘a5 1 'Oh 'Wau s gal 'wilt  'prurzy 'nan
4.3. Comments

We have already mentioned the disturbing metrical beginning of this son-
net in 1.3. But we find many others problems in this sonnet: some of them in
relation with the rhyme, for instance in lines 6 and 8, where the words «car»
and «bear» appear to rhvme, in opposition o modern pronunciation, |1a]
|bea]. Some compromise must be then found to bring closer these two

sounds, i.c. cqualling the previous (o the last vowel in both.
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Lines 1 and 3 in 1st and 3rd quatrains (lines 1, 3, 9, 11) are ferninine, en-
ding with additional unmarked syllables, whose durations are included in the
empty period reserved for the end-of-line pause as we said. This only makes
these pauses shorter, but maintains regular the three bars phrase in which we
have placed each line.

In lines 10 and 12 we find «.ordering/» rhymed with «.nofe do sing/»,
which is rather risky since thyme can be defined as exact (consonant) or ap-
proximate (assonant) coincidence of phonetic chains from the last accented
vowel in the line; this forces the rendering of the end of line 12 as accented
only in «note», the pitch falling afterwards, as in the one but last stressed
word «orderings, in 10.8-10. In this way it is pronounced by our two reciters,
Gielgud (1995) and Pasco {1984), therefore losing the last iambic foot. [t is a
curious fact that while Spanish verse behaves similarly to English for these fe-
minine endings in additional syllables. it differs however in the last case
quoted, 10.8-10«ordering»: in Spanish twe additional syllables + would be
uscd in this line, instead of fitting them in the usual 10. On the one hand we
see that fact as an additional and indirect proof of the greater relevance of ac-
cent in this language than in English. But the probable explanation may be
found in the old prononciation of «ordering» as «orderinge»: since we learn in
Morris {(1895:x1) that Chaucer used both participle forms; and it is not un-
likely that the modern form was accented, as the old. on the last syllable even
in Shakespeare’s time. In this way it has been transcribed here. Indeed, we
find in lines 325-326 of The Profogue (Chaucer 1895:12) the similar rhyme
".make a thing/... his wryfing/” and in many other places 5, Thus two alterna-
tives are offered to realize the rhyme of lines 10 and 12, but we belicve the
second to be the correct one.

The chosen metric pattern forces some words to be syllabitied in an un-
usual manner: while we had to make «wvi-o-let» in three syllables (XI1.3.6-8),
as we saw, «mu-tual»(V1I11.10.6-7) falls in two instead of three; and «tu-néd»
(VIIL5.8-9) also in two, instead of one, Some cases are also extremely com-
pressed as «rc-ceivests (VIIL3.7-8), in two. In 4.9 the geminated ‘n’ has been
used for «an-noy».

The beginning of line 9 is complex, due to the contiguous consonants
[r.kh]. We also find there six contiguous accented syllables. Line 10 in-
creases the difficulty because of the {st] couple, which must be said in one
single unmarked phonic blow, followed by the marked |cach] joined by the
last [s] of the previous syllable (10.1-10.2). Syllable 12.2 presents another
interesting case of glottal stop which is needed in order to begin a detached
clear syllable, |?al]. In line 13, 13.1 and 13.2 present two contiguous simi-
lar sounds, [z5] which probably must be assimilated into a new sound or
into one ol them, the strongest |s| (Sanchez 1995b) , a common case in
English.

Now let us repeat our statistical research for this sonnet, as we did for XII:
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Type: N A A A
Syllable: 1 23 4 5 6 7 829 16
Accents: 9 1P 4 137 13 3 11 4 13
Percents: 64 79 29 93 53093 21 79 29 9 3
Odd/Even Percent: 399% 87 % Quotient: 2,23

The accentual emphasis of columns 4, 6 and 10, gives form to a new bar
pattern of 2+4+6, with 3 anacrustic syllables, which would appear as:

In this optional pattern and in the percentage figures that appear for this
sonnet we find a measure of our already perceived difficult and imprecisc
scansion. Even and odd syllables show far less difference than in XII, only a
2.23 factor of even/odd against a 3.42 for XII, and no marked column shows
the F00% unanimity shown for the former (except. of course, if we consider
«ordering» accented on the last syllable). Perhaps the opposition between the
grave and solemn character of XTI, and the ambiguous and equivocal characte-
rof VI have been emphasized and rhetorically represented in the very poetic
form, Form and content are here blended as in other kinds of artistic substrata.

5. FINAL CONSIDERATIONS ON POETRY AND MUSIC

Perhaps the reader will find our approach too musically oriented, too
daring in borrowing musical terms and scorcs to explain poetic recitation. Let
us state, in these final comments, that we believe both expressions not the
same, despite their evident similarities.

Recited, spoken classical poetry has some features not present in plain,
prose speech. They have to do primarily with time: strong regularities take
place, making the uttering of the syllables fall at specific moments syn-
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chronized with a prearranged scheme, the metrical pattern or meter of the
poem. This fact makes reciting poetry akin to singing, showing, together with
music, 4 temporal order similar to measured thythms, Indeed ancient text
books on music placed Rhythmics close to Metrics, sharing even the termi-
nology —as dactyls, spondees and so on. Poetry, then, requires a temporal
order. But this order, necessary to convey charm, to enchant the listener into
the particular atmosphere of the poem, does not prevent, however, many de-
grees of freedom —as scientists term it. On the one hand, freedom in thythm it-
sclf, which, as in music, can be slowly made to evolve in many ways: musical
terms have codified these changes and effects. On the other hand, freedom in
intonation: while tone is highly ordered in music by the choice, out of the in-
finite possible pitches, of only a few in simple frequency ratios *, it is less so
due to its different behaviour in poetry: intonation is mainly speech intona-
tion, carrying the usual non free syntactical but much freer non grammatical
information to convey meanings, impressions and expressions.

6. CONCLUSIONS

In this article two Shakespeare sonnets have been analyzed from the
point of view of their actual sound when recited. Recitation of poetry is
speech, but a particular, rhythmic, almost musical kind of speech. Qur aim
has been to show this particularity, going from the sound to the syllable,
from the syllable to the meter, from the meter to the rhythm; we leave for a
posterior paper the important question of intonation —strongly related to
syntax, semantics and pragmatics— which would then complete the recita-
tion model.

We have developed an algorithmical model of the metric aspects of the
recitation, in which we introduce a statistical account ot accented syllables
column by column, which offers a formal proof of the until then supposed
metric pattern of the pocms, the iambic pentameter: what the poetic fecling
already perccived, this (simplc) arithmetics revalidates, offering in this way a
method for formal analysis of metrics and rhythms.

This model is useful primarily for the human reciter; but its conclusions
are also valid and operative form the machine, in automatic speech synthesis
and recognition systems.

An informal revicw of English poetry shows a strong predominance of
(accentual)iambic feet, and among them, a predominance of pentameters,
from Chaucer to Kipling, including Shakespearc with the overwelming ma-
jority of his poetic works and thousands of lines in his plays (somctimes dia-
logued) in this meter; and Milton with his vast Paradise. There are other me-
tres, of course, but one cannot avoid having a strong feeling: the famb fits
perfectly the idiosyncrasy of English. Probably the great percentage of short
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stressed-syllables in this language, demands poems with many stressed,
marked, syllables, and the iamb (with his less frequent twin brother, the tro-
chee) offers the best proportion to this end 7.

Therefore, fixing this foot and meter in the conscience. feeling them, both
in recitation and listening, gives access to an enormous wealth of beauty (10
express boldly our belief); and to lack this rythmic and metric feeling leads to
the loss of an important part of the verse’s charm, reducing it to silent seran-
tic and symbolic beauty, considerable, it is true, but incomplete. That this
danger is not imaginary can be proved on listening to good actors and com-
petent scholars read a poem omitting the underlying rhythm by the use of
modern plain speech pronunciation. It this modest contribution helps to the
consecution of that metric fecling, we will consider ourselves very fortunate.

Moreover, after acquiring this metric sesse, more complex versification
can be accessed. grasping better the rhythm underlying the appearance of
non metrical text and speech. Furthermore, according to the essential simi-
larity of syllabic-accentual metrics in different languages, shown in 1.2., many
other poems can be enjoyed as well. like Dante’s Corunedia (in iambic peo-
tameter!), the Spanish Siglo de Oro theatre, the French afexandrine, Intermedi-
ate forms of expression —oratory, recitative, cven publicity— will also become
better understood.

We hope to have shown in this paper how poetry artistically regulates the
phenetic features of the speech sound to give the poem a life in Time —as
sonnet X1l expresses sa well, refling by cownting strokes—, a life necessary to
realize the poem. which is dormant on its hier until this moment. As Music,
poems must be performed, Poetry is Sound; only this gives Verse the charm,
the beauty and, paradoxically, the mcaning, much richer in speech than in
punctuated written text.

NOTES

! How sudden? Sudden enough to be perceived as thatz it is the perceptual mechanism that
judges. Probably the degree of suddennesy could explain the difterence between concatenation
of two vowels and real diphthongs.

2 Henee, the syllable is, using metrical terminology, a sort of rmbricfool, in the sense that a
syllable presents a timbric cluster with an opposition between two basic timbres: consonantal
(noisy, unvoiced, transitory) versus vocalic (continuous, voiced. musical), with intermediate
forms; this cluster is formally simitar 1o the traditionad metnie foor, o syblabie cluster with the
long/short opposition (Sancher 1993b).

3 We leave out the prre accenlual metric, in which equidistant stresses are filled by variable
number of syllables, not being relevant for our aim in this paper. This type of metrics appeared
hoth in remote (carly medicval) and contemporary times.

boIn Spanish we find. for instance: «/a-so-mu-ba_g-sus-o-jos-u-na-LA-gri-ma / y_a-mi-la-
bio_u-na-fra-se-de-per-1XON/s in rime XXX of Beequer (1969), in which we have a 10-syllable
Hne paired with a 12, both accented on the T0th, We were unable to find similar examples in
Linglish or French.
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S Only m The Prologue (Chaucer 1895:1) we find the pairs: lin 137-138, «waymentinge/
brenninge/n. 203-204, «plevinge/ morweninge/, 757-758, «bringe/ beddingef»; 1103-1104,
wsmellinge/ flikeringe/s and s0 on. Many other interesting rhymed pairs may also be found here
that would probably enlighten us about the Shakespearean rhyme.

* Indeed, speech and music uses similar traits (pitch, timbre, intensity, quantity). But musi-
cal pitches remain steady for a while —the so called notes— while specch pitch varies continu-
ously. Musical pitches show simple frequency ratios between the degrees of their scales: the oe-
tave between do and its octave presents the 2:1 ratio; do-sol, 3:2: do-fa, 4:3; ratural do-mi, 5:4:
do-re, 9:8, und so on. Musical rhythms use simitar proportions: a whole and a half present the
octave 2:1; a dotted half and a half, 3:2, and so on. Plain speech does not use these simple ratios
for pitch and guantity: but poetic speech approaches them, not in pitch, but in quantity, as we
have seen, thus becoming a genre of speech akin to music (Sanchez 1995a).

7 Because no contiguous marked syllables are possible, since the mark is an emphasis on a
syllable with respect to its neighbours. Hence, simple alternance is the best solution o ap-
proach marked syllables as much as possible.

* Lab. Lingliistica y Musicologia. Cent. Tecn. Fisicas. C.S.1.C.
Serrano, 144, 28006-Madrid. Tel. (91)561.88.06 ext.446,/439.
Fax: (91)411.76.51. E-Mail;javicr@iec.csic.es

C/ Fuentespina, 20. B* A. 28031-Madrid

** Departamento de Filologia Inglesa, Facultad de Filologia L1.C.M.
Ciudad Universitaria.s.n. 28040-Madrid. Tel. (91)394.54.41.
E-Mail: jill@icc.csic.es.
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