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ABSTRACT

Recitation of poetry has unfortunatelygone out of fashionnowadays. Poetry has
become more andmore a questionof reading,seeingandgraspingmeanings.While
text and speech are undoubtedlyrelated, the actual sound of a poemconstitutes an
experience, for both reciter arid listener, not tobe equalled to that of the silent reader.
Indeed interrelated phenomena like rhythm, sant/hl and intonation give a special fla-
vour to the recitation; in the same way, a seore cannotoffer the reader —with the
possible exception of an expert composer and conductor -~-all the impressions,emo-
tions and meanings that arise in the actualperformanceof a musicalpiece. We have
already treated this subject for Spanish and Persian poetry (Sánchez and Puyá 1996).
Oiw purpose in this paper is to extend now tUs approach to English, with two Sha-
kespeare sonnets, and, bearing in mmd these speech phenomena, to offer a precise
and finer phonetic transcription than in our previous article. A metric recitation
model has heen developed, presented and applied to both sonncts. No attempt to
enter into semantie and syntactic matters has been made, unlcss relevant for the me-
trical structurc.

O. INTRODUCTION

Prosodyis a major aspectof speech,partialty reflectedby punctuationin
writing. Within prosodyitself it is intonation,which reveals,guidesandgives
life to the syntax, to te accents(understoodas phoneticemphasis,mainly
tonal), to the phrasemood (question,order, asseveration),to the pragmatics
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ané the fine nuaneesof meaning. A useful speech model, either human or dic
OflC used hy an automatie system of synthesis, must grasp ané include dic
cornplex rules that govern prosoéy. especially intonation. With yet another
turn of the screw. metries adés a new component. an artistie ene in this case
—also partially unéersteod— which furthcr complicates any vahé prosody
niodel of poetry.

Wc Laveapproachcdthesc preblems within thc so-calleé accentual-syl-
labie metries,of dic type existing in dic meécrn Wcstern languages(English.
Italian, Spanisbaud ethers), in contrastwith dic quantitative.used in sorne
ancient ané venerabletengues (i.e., Sanskrit, Greek,archale Latin) ané olLer
languages sueh as classical ané ané rnoéern Arable ané Persian (Fñrsi) as
may be seen later (1.2). Wc focos new GUI attention en thc stuéy of English,
ter which we Lave tricé te claberatc a model that would niake pessiblc, from
a written tcxt, the production el peche speech, that is, speecli with an artistic
metrical seheme. In it, ah the presodie traits of specch —pitch (height), timbre
(phonetie value), intensity (vol time), quantity (du ration of the pbenetie strei—
ches)— must be considercé lo order te produce an clocution faithful te a
hypothetical ideal peetie spccch, in éelicate balance a¡id cempromise. More-
ever, the rules that control these traits have éifferent temporal seopes (phra-
sal, syntagrnatic, allophenie, etc.). 1his model shoulé Le useful and operative
both for dic human reciter ané ter an automatie speech svnthctizer (Sánchez
anéPúyá 1996).

Generally speaking. ah recitatiens sbeuld take into aecount ané rcflcct
the ijsííal u ngíiistic level s of ah kinds of plain speech, as well as sorne features
which are spccifie te poetie speech. Beginning with semanties ané syntax, dic
Lighest ¡o rank, a recitation musí utier thc phrases included lo the tcxt (that
is. bring tbem into actual spcech, cxtracting ané transperting them from thc
abstract inte thc real-time, actual realization) and highlight their syntactic re-
lationships (cooréinations. suberéinaticos. cpithets, parcnthcscs, anaphera,
catapbora, deicties) ané mecés (sueh as questions, asscrtions, invectives.
cte.) (Sánchez 1996). Morcover, te help create the spccial atmesphere of ihis
production-,-othcrs cnntrihutions-mustbeadéeé;.suchas alí-lliose not fuhly es-
tablished medulations that express attitudes and scntiments: doubt. fear,
desire, anxiety, irony, leve, joy aoci many more —sorne of which, once ter-
malized, even gaye risc te distinct classical poetie genres (elegy. dithyrambus,
epigram, Lymencal...).

Bat wc sLahl [cave for a posterior paper this important question of intona-
tion which will thcn complete tbe recitation. Let us. Iherefere, enter into cur
nietrie recitatien medel.
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1. A PROSODYMODEL FOR ACCENTUAL-SYLLABIC METRICS

1.1. From soundsto syllables

From the acoustic-phonetic peint of view, speech —including verse— can
be coosidered as a variatien in time of perceptive aceustie aspects known as
tra¡ts features that presení a relative indepeodence. since we can change one
of tLem, leaving the otLers unaltered. Tbese traits are: tone er pitch. intensity
er leuéness. timbre or coleur. lf diese traits are kcpt constant for a wbile (i.e.,
a teotL of a seceod), and then al least ene of diem, say piteL, suffers a suéden,
sLarp cLange (i.e., in a fiftieth of a seconé), the result wilI be a sound event
or unit, (j.c., thc time interval betwceo dic begiooing ané tLe suddcn change.
or bctween two ether censecutive sudden eLanges) wLose duration can be
measured (see Figí). TLis duratien, calleé quantity, constitutes an aéditienal
trait. [-¡encewe cao consider tLe temporal continuum of sound as a cLain of
phenic units. which correspeod, approximately, te thc allophenes (¡e., sound
realizations of pLonemes) ané will thcrcfore present ah four traits.

Thc timbrical eppesitiens mainly —but ether traits can be useé as well--
between adjacent allophones produce. in turn, units of a superior category:
tLe syllables, typically cmcrging frem a pair of allophones, tLe first being
shorter, noisier aud lcss voiced tLan the secené: the CV pair (consonaní-
vowel) 2 TLese syllables acquire, frem thcir allophonic compenents, piteL,
intensity ané duratien values. alí thcse focused in ILe vowel, whicL becomes
dic syllabic nucleus. At this level, syllables presení a mutual ané cellective or-
ganization. by being sorne of tLem markcd whereas othcrs remain unmarkeé,
thus giving risc te metres and rhythms, especially in poetic speech. The con-
ccpt of rnarkednessis somcwLat similar te wLicL is called salientin fuoctienal
grammar (Halliéay 1988: 272), ané will be discusseé later in sorne detail. See
also García Calve (1979:301-317) ané García Calvo (1990:316-386).

1.2 Aceentual-syllab¡emetrics ~ versus quantitative ¡netries

A. Accentual-Syllabic Metries

In this type of metries, caeL line presenís usually tLe same number of syí-
lables. ceunting up te tLe last accenteé ene. TLis means tbat ene —even two
in Spanish. as note 4 shows— unaceented syllable can be added te ILe une
witLout speiling Ibe rhytLmical and metrical sense. In ILis brief everview we
sLall consider enly regular unes, discarding freer poems. Accents enpbasize
sorne syllables, usually regularly spaceé, marking tLem as prominent mo-
ments. See LeecL (1991:108-120) ané Domínguez Caparrós (1988) en tbis
subject. Wc sLall separate syllables widi hypLeos ané signal synaloepha witL
lower Lyphens, using lewer case for unaccented syllables, ané marking witL
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capitais the regular/y accenteé (wr¡ting the actual stress over the vowels), in a
simplified EnglisL-like iranseription. Let us see sorne well-knewn examples
taken from poets in different pericés, te compare iLeir essentiauly similar me-
trical beLaviour (note also tLe frequent but not total ceincidence of accents
wítL capitals, a deviation te be explained later):

(Corneille: Le Cid: liii. 405-6)

Je Suisjeune, jI es! vra,;
rnais auz ¿¿mes bien nees

La valeur n nt/cnt] pum!
le nombre des années

Spanish, XIX

Del salón en el ángulo oscuro
de su daeno, sa/ vez olvidada

Italian, XIII
Nel mezzo del canunin di nos/ra vi/a
tu, rj/rovaj ¡ter Una selva oveura

English, XVII

jé-suí-JÉN-iL-eh-VRÉh-
mch-oz-Ah-n,c-bián-NÉh

Iah-vah-LÉR~na-ten-PUÁN-
le-Mm-BR F-dcz-an-NÉh

(Becqucr, Runas: VII)

del-sa-LÓN-en- el- ÁN - guk 1oos-KU-roh
de-su-DUE-nioh.-tal-VI=TH-oI-bhi-DI-I-dha

(Dante, Conimedja: 1. 1-2)

neí-MÉD-soh-DEL-kam-MIN-di-NÓS-trah-Vl-¡ah
rnih-RI-troh-VÁI -per-UJh-oah-SÉL-va~os-KUF-I-rah

(Milton. Paradise LoS: 1, 1—2)

Off,rsí Man \ disobedjence, aná /heJtui¡ ot-I~lRSI-mán’s-DIS-o-BÉ-diens-AND-íhc-FRUT
oj/ha¡jbrbjdden tree. Mase mor/al tas/e of-TI-IAT-Ior-Bi-dcn-TR¡IE.-whuz-MOR-tal-TIIIST

13. Quantitative Meirics

As it is well-known, in tLis kind of metries, Ihe syílables belong formally,
absíracíly, te two classes: long ané short (Steingass 1886; Crusius 1950:10-
30: Batmanglij 1988). Longs are uttcrcé longer tLan the sherts in dieir vi-
cínity —wLicL does nol prevent a short in a slow passage being longer than a
long in a quick ene. Leí see sorne examples of tLese metrics, new inéicating
sLorts witL lewer case and lengs witL capitals. Accents do net coincide
necessarily witL longs, buido so ofien.

Latin, 1 (Catulo. Ca/u/li Curmina, XXXV)
Poe/ae (enero, meo sodali
ucí ini Caeciljo, papyre dicas..,

Persian, XIII

BÉN-MA-eb-ROKH-keh-BÁGH-oh-geh-
LES-iÁN-a-MÁ-rch-ZUST
BOG-SHÁ-ch-LÁB-keh-C 1-lAN-de-fa-
RÁ-VAN-a-MÁ-reh-ZÚST

po-I1-TAF-té-ne-ROI I-mé-OH-soh-DÁ-LI
ud-LI M-KAE-ki-I 1-OH -pa-PI-rch-DI-KAS

=,¿LáSéjaL.~

-J Sa 4.5kW UZ‘-5

(Rúmi. I)jwán el-Kebir, 441)

Freneh,XVII
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1.3. Aceentsami metric-rhythmicmarks

Theseiwe eencepts are elosely relateé in ihe se-calledaccentual-syllabie
metrics; but they musí be dissoeiatedin erderte clarify botL cuí meirical
medeu and its praeticalrealizationin recitatien.

TLe Meíric-RLytLmic Mark (Gr MRM), can be detined as an expected
momení wLich recurs periodically. It is then similar te the firsí beat eta musi-
cal measure, wbich need net be stresseé or emphasizeé lii order te be felí and
expected.

Hew tLen is iLis expeetation cicateé? Usually by placing stressed (ac-
cented) syllables ¡o specific lecaiions in the first Une of tbe peem. In general,
any pLenetie preminence at seme regularly spaeed places in time will mark
tLem in the eenscience of the lisiener (i.c., contrasí tliem frem the surround-
ing syllables); Leer she will expeet frem iLen en.

In aecentual-syllabic metries, stress is, tLerefore, tLe creator of the marks;
but immediately afier, tLese creatures begin a lite of tLeir ewn, alíowing
stresseste beLavemere freely in the tollewing lines of tLe peem. This tree-
dom, however, cannel be se greal as te makeene terget ihe previeuslycre-
ated marks; er even werse,te suggesi by a differeni regular pattern, a new
correlativeset of marks.

For instance,in xii. í. (see 2.5.): “W/ien Ido count the clock that telis the
we Lave the simple ¡ambiepattern: oOeOoOeOeO (O, siressed;e,

unstressed), wLicL marks even syllables against edd enes. TLe listener will
finé strcsses in tollewing even syllables, wLieh usually happens until XII.5.
where we read: “.../ When/ofty ¡rees 1 seebarren of leaves/..”. New dic mark
will falí in XII.5.8, [rren] ( as L...bá-RREN-of...],usingcuí previous notation
in 1.2.),an unstresscé syllaLle preceded by tLe stressed ¡bá]. Leí usrepresent
syllabíes as musical quarter notes (afterwards wc will refine this netatien).
According te ocr medel,a common error in recitatien consists in temporally
chisplaeingdic stressedsyllablc te dic temporalplace el dic markedene,a
waiting-time or pause in this case, wLich would sound as:

4 4 4 4 4 4 4
When ~~1 1>’ ti-des 1 sée — hárren of lénves

instead of

4 4 4 4 4 4 4 4 4
trées 1 sée háWhen Ióf ¡y tren of ida ves
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An evenworse error ceulé be te keep time regular but stress iLe marked-
unsíressed syllable:

4 4 4 4 4 4 4 4 ¡
When lóf ¡y Irées 1 sée ha RIlEN of Iéaves

whieh weuld be iniolerably un-English.
Qur propesal for a both metrically ané Ii nguistically cerreet recitation is

describeé in paragraphs 1.4-6. But before, let es see anoiher case where
marks are mere difficult te establisL, as in sennet VIII.

TLe very lirst line alreaéy vielates the iambic markiog, beginning by:
“Musiú te henrY’ , i.e. [mú- SIC- te- HÉARj. But, es tLe naive buí legically
minded reader sheuld say: Why an iambic rnarkiog? Well, in ibis case ihe
¡ambs are suggestcé by ihe follexving lines of the poem. ILe ether more than
ene Lunéred senncts of SLakespeare, ihose included o bis plays, ané many
olLer sonneis Írom olLer authors, from bis time te ihe presení. TLis case
sbows thai en a posterioriané centextual stressing can a ¡se suggcst. establísh
iLe lay cuí of tLe marking paitero of a poem (for a more formal preef of the
senneis’ iambic nature, see 3.3. ané 4.3.).

Buí ibis violation is even censelidated iii seconé line: /Sweeís wuh
sweeís war no!, joy dehg/us in jal’,! . with the shecking metrie situation:
¡swéets- WITH- swéets - WÁR-nót...I. Wc alse fiod, in 5.1-3, [it- TI-lE- trúe[,
cod ebviously unstresseé marked syllable; in 9.1-4, Imárk- HÓW- óne-
STRiNG...I, ah stresscd. and in 10.1-2, [stríkcs- FACH ...j. where the diffi-
culíy lies net so mueh in iLe metric problem of ¡he stressed unmarkeé firsí
syllable. as in tbe phenetic Lardship of Laving ene syllablc beginning with a
weaker consenaní, ¡sj thai tbe fellowi ng [tj. wLich woulé suggest iwo syllables
insícad of ene, es xve explain ¡o Sánchez (1 995b).

The pessible difficulty of the conccpt of metric-rhythmic mark lies in ihe
fact iLcí it does not exisí at alí, save in iLe ceoscience of the listener (Lowever
unconseteus of tLis marking paitern) —ané iLe reciter, of ceurse: both share a
complicity in marking ihe time.

1.4. Reciting accents and mark

Centrary te general beíief. which SU~~OSC5 accent te COflSiSt primar¡Iy in
mercases of intensity, according te the findings of the analytic ear (¡e., dis-
cennecíed from aoy language iníerpretaiien) cod automatic analysis. the
aceustic nature of aceent lies mainly in tone rises cod coneomitantly, al-
tbougL te a smaller degree, in tLe empLasis put en iLe rernaining traiis. in-
tensiiy and quantity; even iocluding timbre, whicL becomes clearer mié more
disi¡nct, thai is, the furiLer away ¡lis from sc/twaes neutral vewel.



Rhythmnicaud phonetie transeriphon of (WC recaed Eng/ish sonnets 97

Since we LaveconsideredChe soundcontinuuma chainof disereteele-
menis, we musí determinethe duratienof caeh: the tetal time spanof the
lecution wiIl be distributedamong the unlis. Beginning with iLe srnallest,
the allophenicstretches, censenanís will genera[ly be given smaller quan-
tities iLan vowcls, in iLe propertiens suggestedby practice ané previeus
analyses. As for syllabic sireiches,in aceeniual-syllabicmetries,we gener-
ally utter theaccented syllableswitL greaterduratien,sincewe know that in
EnglisL, SpanisL and related languages,quantity is a concemitant trait of
iLe aeeent.

Hewever, fer the rhythmically markedtheughnet aceentuatedsyllables,
WC dissociate lene ané quantity, maintaining ihe tone linkeé te iLe accení
and keeping iLe quantity in reserve fer tLe rhythmie mark —tLe enly way te
be simuliaoeeusly loyal boíL te presedyand metries. Reflccting accenis (‘)
aud marks (in capitals),we ebtainihe fellewing:

¡ when-LÓF- ty- TRÉES- i- SÉE- bá-RR[?N- of- léaves1

(Shakespeare.Sen.XII.5)

1 mú-SIC- te- HÉAR-. why- HÉARS’T- thou- MÚ- sic- sAo- í~<

(Shakespeare.SonViII. 1)

1 vér- DE- ru- BÓR-hoy- BÓ- gal

(Aleixandre 1990:153)

1.5. A laboratory measurement of syllable lengtb according to tbe mark.

In order te íest iLe influence of marks en syílable length, we Lave cern-
paredtwe syllables incluéing the same werdané vewelsin twe eppesite ceo-
iexts: as markeéand as unmarked.TLe twe segmentsLave beeniaken frem
Gielgué’s recitatien (Shakespeare1995). In Fig.1 wc seeLew ihe same syl-
lable [aiJ (“1”, preneun), is lengertLan ¡is neighbeurswhcn marked, as in
“When 1 do...” (XII. 1.1-3), in top; buí it is shorter otherwise,as in “u-ces 1
see..” (XLI.5 .4-6), in boítem (1 division=1/10 secenés).

ThereforetLe initial IengtL of a syllable in plain speecL is medified te
cenform with ¡is pesitien in iLe pattern,a jambiepentameterin cur case. We
cencludethai, in metrie peems, as iLe Shakespcarc’ssonneis, speeeh, spe-
cially rhytLm, is governedby the metricalpatternassignedte ihe peem.TLus.
syllablequantitydepenésenthemarkcenditien:marked/unmarked.
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A censervative 3:2 prepertien between marked/uomarked lengtL has
been adepted for cur notation, buí even a 2:1 ceulé be censidered faiihful te
theactual utteranee. In ihis way, iLese examples of iLe so calleé acentual-syl-
Iabic metrics beceme alse, al [casi in iLeir actual productien, quantitative;
and iLe classical signs ter longs ané sherts are iberefore aÑo, in ihis sense,
ustificd.

Fin. 1. Syllable Lail / ‘1, is longer than its ncighbours when markeé (top),
but shorter otherwise (bettom).

1.6. Synchronismofrhythniic marks

In poetierecitatien,we de nol just get cenírasts in emphasis —marks--- be-
tweenneigLbouringsyllables,se creating a paitern —a phenomenenwhieL
falís wiihin iLe cempetence of metries. In clese relation te tLis kind of recua-
lien, tLere also exisí regularities of iLese marks in time —a phenemenon
whicL falís within tLe competence of rhytbm. Net enly metric patíeros
—feel— are uttered,buí furtLermore íheir production is organized in sucL a
way tLat the marks tené te occur periodically.

This rhythmic periodieity leacisus close. very elosemdccci te musical
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rhythm, bringing in numerical prepertiens inte the temporal rendering,
semethingtLat is anesscntialcLaracieristieof Musie.We seenteriLe demain
of iLe rhythmic peried er measure,a time interval wliere events —notes,
heats—eccur. A domainwhere recurrencesare surete takeplace, wLere a
punetual rcturn is certain. Thai is, wLere ene knewsand waits fer tLe begin-
ning of die nexíbar.

ILe metrical sehemes new ful in ihe bars, se tLat their duratiens,when
addedup, give a final result equal te iLe duratien of ihe rhytLmic period.
ILus, a suecession of feet sueh as ihe enefeuné in Shakespeare’ssennets

C represents unmarkedand- marked):

/1~~!~~!~ - 1/

can he organizeé Ly assigning fixed and propertienal duratiens te tLe
marked ané unmarkedsyllables,in sueL a way as te gel regular rLythmic peri-
eds.Fer example,if is - equivalentte 3 beatsandte - 2, andwe beginceuní-
¡ng from ILe secendsyIIabIe, Che firsí marked, ceincidingwiCh cur sense of
firu beat in the measure, weget tLe regularscLeme:

¡/2 1 3 2 3 2 1 3 2 3 2 1 3 (2) * //2 1 3 2

thai admits a periediciiy of 10 beais, a cyclc which transcends the verse
limits: iLe beginningof iLe nexí verse first measurewill eccur on time. TLe
pause at the end of iLe verse(represeníedby *) will then take en the ferm of
a resí that fiuls the veid until tLe nexí bar. We Lave ihus a 10-part measure
thai werks ibreugheul ILe peem, with oscillations in lempo, pauses,ané fer-
mata, like lis musical sister,buí witheut breakingihis numericalceherence
knewnas rhythm. By making eachbeatequalte an eigLth,wc LavetLe quar-
ter for iLe twe-beatsyhlable,ané iLe detied quaríerfor the íhree-beat ene,
and wc can representtLe seheme as:

414. 44. 414. 44.414.(4)t 414.
¡¡firsí line of verse // secené

A sherter measure of 5 bcais eeuld have been chesen: but short identi-
cal groups tend te be paired in greatergroups, of which the tirsí is the
marked pair: we spentaneously builé a two-level marking, with an approxi-
mate hierarchy of 1 3 2 4 for the feur syllables of the greup; this is similar
te wLat Lappens in thc 4:4 musical measure. ILe prepertien 3 ie 2 is Lere
only illustrative, as we saw; ihis is net tLe case in quantitative metries,
where /ongsareactually 2 or 3 timeslongerChan s/zorts(Sánchezand Púyá
1996).
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The seceud syltable is ILe firsí of iLe group because ¡u ibis way 11w Last
becemes firsí of its measure. This fact is suggested by dic parameuní
phenetic and rLythmic impertance cf ibis lasí stresscé syllablc before iLe
end-of-line pause. Note iLe eptional seconé note in ihe tbird measure, which
cerresponcis te ILe aLo eplienal aciditional unstresseci aud unmarked syl-
lable. TLis conforms a feminine ending of the ¡inc.

1.7. Metrical model

Leí us summarize our model by a series of steps (an algeritbm) te be fol-
Iewed euLer by the human recitcr or the macLinal ene.

A. METRE

1. A regular syllabic-accentual pattern is supposed for the peern.
2. A prcliminary account of the number of syl]ablcs is done br cach inc.
3. a. lf these numbers are toe dissimilar tLe reguíariíy Lypetbesis is abandoned.

b. It thcse o umbers are not toe d SS ¡‘ni lar, an adjustment of the éiss imi lar
is made by means of syllcepe, dieresis, sinaleopha. hiatus aud e Lisien. in

erder te equal Ibese nunibers of svllables.
4. Lines are erdered by syllables io an (equal) number of cGlumns. Acceots

are writtcn 00 each syílable. ILe number cf accents are sumíned up columo
by columo (see 3.3., 4.3.).

5. If no columo prescnts a cícar predeminance (¡e. thc deuble) over its neigh-
beurs, we reneunce te ihe marking. Ihe columns ¡bat present a clear predo-
minance over its oeigbbeurs, are marked.

6. Marked ceíumns musí be separated by unmarked, GUC Gr twe, thus crcating
the alternance: OcO Gr OceO. II we Lave three,asecondary mark is cre-
ated i o the middle: OoOoO. Any combination cf these subpatterns are
pessible. buí [he regular enes shouíd be preferred, because tbey are simpler.

7. Wc assign a qeantily (Iength) proportion betwecn marked/unmarked svIla—
bIes.

8. Wc consider dic ebtaincd mark paltero as the metre of the pecín.

B. RHYTHM

9. ILe marks are hierarchised: lasr Ls usually the topmesl, firsí comes next.
u o. Pauses areadécd as end-ef-Iine fillings, te get the time interval assigned te

alí lines.
II. Wc try le divide this interval in sínaller equal intervais. [bit is pessible. we

censider as rhem as bars, wbich thc svllables ~iul filí witb their respective dura-
tious, tbus becerning musica] ligures (half. cluarter,..)

12. 11 ~vesucceed in lioding ihe sanie ligures ter each bar, ‘ve bine lenud ihe
rhythm cf tbe poení. II not, Wc Ieok for bigger intervals; ¡1 it Ls stilí net pessibíe,
ILe wheíe inc wiII be ronsidered os [he rhythmicaí partern of the pocín.
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13. Thc pecin Ls recired follewing tuis rliythínical score. Al? the usual parame-
ters constituing the rhythmopoeia niusí be chesen: tempo aod its changes,
aod intensity; alí iLis. of ceurse, respecíing the intonatien. which censtitutes
thc secené part of cur recitation medel.

2. TRANSCRIPTION CRITERIA

Based en tLe previcus eensideraíiens, we will sumniarize new our chesen
t)ptiens.

2.1. Stress-Accent

Asín many lariguages, Englisli sCresses by means ola Cena? emphasis of ILe
stressed syllable nuclear vowel, despiteChe meaning of tLe word stress,which
poinis te intensiiy emphasis; pitcL measurcments ané syntLetic speecL experi-
menis shew Chis tonal siress wiihout any deubí; however cencomiiant cm-
phasis iii intensity, quantity aiid timbre appear toe in stressed syllables.
Phenetic stress Las been applied wiíL a syntaciic appreacL, by grouping
meanrngfu/words witL its own clitics-like werds (Sánchez and Cararnés 1996).
No difference Las been made between primary ané sccondary stresses, despiie
the fact thai tLis difference became clear sometimes, as in «did, do, Lim, thee,
can, musí>, Iess siressed that iLe resí. Of ceurse we consider only grammatica/
(syntaciic, lexical) accents. nol tLe semaniic and pragmatie freus. mere subjeci
te diseussien.

2.2. Phoneties

An effort has beco made te rcflect tLe beuodary inicractive phenomena
(sund/ii) between contiguous werds. The strict syllabification of iLe peems
(10 or II syllables) Las also ferced several pLonetie assimilatiens and ellipses,
witLout wLieh, mere syllables weulé appear(Selkirk 1984:302-305).OtLer
preblems feuné Lave been iLe cLeice of adequate seunés for oíd French
werds ané for iLe rhyme, ané CLis Las impesed cLanges en iLe medern sound
ferm of sorne worés (Morris 1895:xlii-l). Wc wiIl use iwo íranscripiion ente-
ría: the firsí is an almost plain EnglisL writing of tLe poem sLewing iLe sylla-
bIes in celumns tLai break werd beundaries, as described in iLe nexí para-
graph; tLe seconé uses iLe IPA netation (International Phonetie Asseeiatien
1949) —updated in iLe 1989/90 Kiel Conventien—, wiih CLe fenis provided
by (SIL, 1993); iLe bread transcription (Laver 1994; Martínez Celdrán.
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1986) Las been used, including ene level of phenetie sentence stress (the-
streng ene). In normal EnglisL, [p,t,kl are slighily aspirated, as weII as [whI in
«wLere, wlien, why; Chis aspiratien Las neC been reflected, wLereas Che
sironger aspiratien in «whe, whese. Las.

2.3. Intonation

Besidespiteh movemenisdue te stress,a rich set of meledie pbenemena
appear in tLe recitatien accerding CLe syntactic (Sánchez ané Caramés,
1996), sernantie,pragmatic (Bergé y SáncLez 1995) ané phonetic levels of
speecb. No melodic renderingLas accordingly Leen made, iLe possibiliiies
being quite debatable and variable. I-Iowever, syniactie intenation is manda-
tory because wiiLout it the poem becomes unintelligible, as wiih the tcxts of
seme sengs where iheir meledies destrey CLe tenal syotactic segmeniation
ané ceLerence. See again Sánchez ané Caramés (1996) for ihis syntactic in-
tening, and cur iniCial censideratiens ¡o 0.

In any case intonatien ané metries present a surprising independence,
whichallew us Ce treat them separately.

2.4. Quantity

Vewel quantity ceulé eníer ¡o centradietien wiih metrics: Luí Che latter
governs syllable quaniiiy more ihan tLe con/eXÍ /essvowel duration, as we saw
¡n Fig.1. Therefere, the correct vewcl duratien sLould be inserted in Che
broader syllable streich: iLe remaining time can be filled wiih Che censonanis
duraiions or wiih eccasienal pauses wbich, hewever, must neC break iLe
rbythmic perioéicity: see in secticos 1.3 te 1.5 our reasoning jo relation te
syllable length ané periedicity.

2.5 Metrical and rhytbmieal hypotbesis

We assume iLat thcse senneis, as wcl[ of Che remaining ene Lundred and
fifty two, Lave been written in a single metric ñ)rm, Che Iambic Pentameter,
wiib rhytLm marks no longer suggested by quantity buí by stress er accent, as
is usual in medern Western languages. Hewever, siress oiíly propeses iLe
mark sequence, usual[y atibe beginning; afterwards stresses efien contradict
marks, loa negative (mark wiiheui stress) er positive (unmarked siressed syl-
lables) way. ILis is ebvieus since long stressed sequences efien appear. as
well as equally long uosiressed enes. TLe mark is Cherefere an eftspring of
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stress, buí becemes —as cLiléren nermally de!— an independení fact ané,
thus, an independent cencept (see 1.3.).

The strephic ferm, the English classical sonnel, consists ef three qua-
trains ané a final ceuplel, wbat gives us iLe complete rLyming structure:
ABAR CDCD EFEFGG. The rhymeis perfecí or consonant(see 4.3.), which
pLonetically means thai iLe last siressed vowel and alí iLe seunés following it
are equal (or almost) fez rhyming Unes.

The syllabificaiien will be shewn in celumns as iLe hest way te suggest
ILe adequate phenie greups (Sánchez 1995a) (Sánchez and Puyá 1996) —net
auways an easy matier for SLakespeare sennets. Syllables always begin with a
censenant, witL the exceptien of non diphthengal vewel clusters and line be-
ginnings wiíh initial vewel (SáncLez 1995b): a glotial stop has been included
is these cases. te ací as a dummy censonaní. Classical metrical symbols for
short ané long syllables (1 - ¡ ) are used, despiie iLe different meaning that
mark takcs ¡o accentual-syllabic metries, as described befere. Syllables will be
referred te by a iriad of numbers, seooet-line-syllable (i.e., SSS.ll.ss), emitting
iLe firsí wLen unnecessary. Standard musical symbeus are used te clarify
rhyihmic ané musical ceocepis and ie shew iLe regularities ef syllable pro-
duchen.

2.6. Recitation tecbnique

Wc think thai iLe metricallyerderedlines of versemustbe utteredandfelt
as verse;otherwise iLe line structure weuld be useless, ané presesiyle eould
be adopted.The way te shew this une end —a new mark— will be a pause,
realized witheui breakingthe natural inienalion curve; or, when iLe senience
centinuesen the next line (enjambment),filling in ihis pause by slightly pro-
lenging iLe final syllable éuring iLe time pause. Thereferewe de net seeas
correctiLe completeomissien of tLe uneenéingpauseer its aliernativesyl-
laMe prolongatien,linking Unes tegeiherer, evenwerse,intening enéings in
a scheel-likefashien (see our reaseningand preposals in 1.4-6).Punctuatien
dees neí influence metries nor pheneties,it governs intonation alene —spe-
ciafly its syoíacíic cempenent.In normal speech,ILe sound chain rs cenCinu-
eus, unless breken by deubíseunés ané fillers (i.e huh, ¡¡mm but...) and
by empbatic er syntactic pauses(cemmas,fulí sieps, celens...). 1-lere these
can be also includedas veluntaryeffects, but, as we shewed,while net break-
¡ng the markpatiern.

The musical netatien useé alse applies te ILe silence filling the gap be-
tween lines,which must alse cenferm witL tLe ehesen meter as we saw. Of
ceurse iLis musical reference musí be fluently interpreteé, with tempe
changes which fellew iLe syntactic,expressive,even dramatieevents (decres-
cendo,accelerando,fermatapause).
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2.7. Sonrees

The version used fer Che senneis Las been iLe ene prevideé by Internet
(SLakespearel994a) te be cempared with tbe weIl-knewn EnglisL eéiiions of
Boeth (Shakespeare 1977); Kerrigan (Shakespeare 1986); Wells and Taylor
(Shakespeare 1988); Blakemerc (Shakespeare 1996); ané tLe bilingual Eng-
lish-Spanish editions ané metrical traoslatiens of García Calvo (Shakespeare

1 994b) ané Mujica Láinez (Shakespeare 1991). Wc Lave alse made use of
íwo recorded verslens by Pasce (Shakespeare 1984) and Gielgud (SLakes-
peare 1995).

We will begin with sonnet XII, since we finé its rhythníic comprelíen-
sien casier than VIII, wLicL begios ¡o a raiLer éisturbing manner, as wc saw
in 1.3.

3. SONNET XII

3.1. Text

WLen Ido count iLe cleck thai telis the time,
Aod see iLe brave éay sunk in hiéceus nigLí:
WLeo 1 beLeId the vielcí pastprime,
Aud sable curís alí silver’é e’er with wLite;
When lofty Crees 1 see barren of leaves
WhicL crst from heaí did eaoopy the Leré,
Ané summer’s greco alí girded up in sheaves
Borneen iLe bier with whiie ané brisily beard,
Thert cf ihy beauty de Iquestion make,
Thattbou ameng the wastes of time must go,
Since sweets and beanties do tLemselves forsake
Aud die as fastas ibey see otLers grow

Ané nething ‘gainst Time’s scythe can make defence
Save breed, te brave Lirn xvLen Le takes tbee Lence.

3.2. Rbytbniicaland phonetie transeription

We job Lere eiir two metrical noíaíions, musical and traditional,
tegeiLer witb a numbering of syllables, sLown ¡o cerresponding columns.
Traditional Long signs are used fer marked syllables, and sitoris fer un-
markeé. The musical notes are greuped in bars, of which iLe f¡rst note coin-
cides witb ihe mest prominent syllablcs, establishing tbus a new LierarcLy
between marked syllables.
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4 ¡ 4. 4 4. 4 ¡ 4. 4 4. 4 4.

1~ - /~ - 1~- - - 1~ - < ~1

1 2 34 5 6 78 9 10 1112

When ¡ do connh ¡he etock thai tetis ¡he dme (endingpause)
Wc ‘03L ‘da ‘kaunt fa ‘kIok óaa ‘teíz fa ‘tairr,
ibid see ¡he bco ve dar sun k-in hi deous night;
‘aend ‘si: fa breív ‘de st~ kín ‘hí dios rut
Whe n-I be hoid ¡he vi o leí post prime,
we ‘nar bi: ‘híaid fo ‘va a Ict ‘p~t ‘praioi
4nd so ble cari s-all sil ver’ d-o’er with whi¡e; 4
9~nd ‘sel bol ‘ks:I Yo:I ‘sí¡ va ‘douo wmo wart

When ¡of ¡y tree s-¡ see ha cre n-of ieove~
wen ‘¡of ti ‘tri: zaí ‘si: bu re nav ‘Ii:vz
Whi ch-en! from heot did ea no py ihe herd,
w ‘tlh:st fram ‘hi:t ‘díd ‘k~ no pi 00 ‘ha:d
4nd non ,ner’s gree n-oil gir de d-u p-in sheo ves
~ ‘SA maz ‘gril ‘rro:¡ ga: di dA pi] ‘¡Vvz
flor ne-on ¡he bier with vhf te-ami ¡iris tly beard, 8
ho non 0o ‘ha sriO ‘wai taud tris t¡ ‘bís:d

¡he ¿¡-of ¡hy kan ¡y do 1 ques tion make,
‘Oc rius’ fa’ ‘bju ti ‘du ‘~aí ‘kwes tfian ‘meík
Thai ¡han a tnong ihe wosie s-c’f time mus! go,
f~t fao “a moq fo ‘wcrst sof ‘taim ‘msst ‘gou
,S’incessvee/ s-and ¡iran ties do ihem selves for sake
sin ‘swi:t sund ‘bju ti, ‘da 0cm ‘seívz fo: íseík
And die as fas /-as ¡hey see o thers grow; 12
ten ‘da hz ‘fas taz ‘fei ‘si: ‘‘o faz ‘grao

.4nd no íhing ‘gainsí Time’s sevihe con moke de len ce
“mnd ‘no Oíi~ genst ‘raim ‘sajO kan ‘meik da ‘fens

Nove breed /0 bco ve him when he iakes ihee hence.
seis’ íhri:d uy ‘breis’ ‘him wen ‘Iii ‘teíks ‘01: ‘hens

3.3. Commentson sonnetXII transeription

Referringback te iLe commentsmade in 1.1, syllables begin with a con-
sonant, taking it frem iLe previeus closed syllable when necessary ané
pessiblc (XII. 1.2, 2.7, 3.2, ...). In 3.7, ihe midéle syllable of tLe trisyllable «vi-
oleto begins wiiL iLe semi-vewel rn er nL whicL acts as a consonant in tLe

105
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more vecalie centexí of La3 aud (~j (Sánchez 1995b). Initial ands haveLeen
provided with a gloital stop [?j (like Arabie hainza). as well as 9.7, 10.3 ané
12.8; but 12.3 did not need it, as it berrewed the scmivewel [i] from tbc pre-
vious syllable (10.3 ceulé alternatively alse Lave used iLe semivewel [uJ er
[w] as initial censenaní). Final ‘1’ in 10.7 rernain ¡fj because it is fellowed by
unveiccé ‘t’; but becemes voiced, [vj, in 5.9 ané 9.2.

In 6.10 ané 8.10. «Lerdo aud «beardo rLyme when tLe seceod in stresseé
en tLe second vewel, as [b13:dl.The other lines preseot clear rbyrnes (a
measure of phenetie distance between rhymed enés ceníd be defiocé. espe-
cially for iniperfect rhyme —see 4.3.).

By erdering the feurteen lines míe separate syl[ables we finé a set of col-
umns, ene fer eaeh syllable. Let us make a sLort staiistics en tbc number of
aceented syllables in eacL column (auxiliary «de ané «dido Lave been ac-
centeé, as well as verbs, oouos, aéjectives, pronouns ané adverbs); ané ex-
press ihese numbers in percentage of iLe total number of lines (14); we ¡cm
tLen tLe céd ané eveo columns and finé also dic percentages of sircssed syl-
lables:

Type:

Syllable:

1

1

2

2 3

4

4 5

6

6 7

8

8 9

-/

10

Accenis: 2 12 1 ¡2 7 13 5 II 3 14

Percents: 15 85 7 85 50 93 35 79 20 1 00

Odé/Even Percent: 26 % 89 Y Ouetient: 3.42

TLis simple calculatien leaés io sorne interesting results:

1. TLe suppesed ¡ambie síructure is justified by iLe overalí disiribution
of siresses: the iambic rnark¡ng is realized by means of a statistical predeníin-
ance of accenteé even syllablcs, 3.42 times iLe number of acceííted odd.

2. Accepting ihis ¡ambie pattern, we finé syllables 6 ané 1<) as the níest
predeminant (93 ané 100%). This fact, together witL iLe perceiveé emphasis
of syllable 2, iLe first siressed in iLe inc. cenferm ihe shown rLythmic-musi-
cal eréering of iLe peern, inte 3measures of 4 svllables each. CLe first anacrusíic
(wiih a note befere the bar). TLe jlexib/e number 12, total of syllables plus
empty places fer iLe enéing pause, allews us differeni ceinbinatiojís, as 6-’-6 or
2±8.which weuld Lave beco suggcsieé by a differcnt sct of strcsscd celuniuís.
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These musical arrays are neC ar¡thrnetic exercises enly: en Che conCrary,
tLey are ways te effer different rhytbmic versiens fer iLe poem, practical
rhyíhmicscoresthatmusíbe perfermed, salé, Learé and felt, as we said aLeve.

4. SONNET VIII

4.1. lera

Music te Lear,wby Lear’st tLeu musicsadly?
Sweets witL sweetswar net,jey deligLts in jey.
WLy levesttbeutLai which tLeu receivestnol gladly,
Or elsereceivestwith pleasurethine anney?
II iLe írue concord of weIl-tunedseunés,
By uniens married,do eflené thine can
TLey debut sweetlyeLide ihee,wLe cenfounds
In singlenessiLe partsthat theu sLeuldst bear.
Mark hewene string,sweet Lusbanéte anetLer,
SirikeseacLin eacL by mutual erdering,
Resernbling sireandcbilé andhappymetber
WLe alí in ene, ene pleasing note do sing:

WbesespeecLlcssseng, being many,seemingene,
Sings ibis te ihee: ‘tbou single wilt prevenene’.

4.2. Rbythmicaland pbonetictranseription

The samemetrical layeut devisedfer sonnetXII is alse used here see
sorne aliernativesin 4.3.

1 2 34 5 6 78 9 10 1112

Mn sic /0 hear, why heor’st ihon tau sic sod 1v?
injo z:k ta ‘hía ‘waí ihiars ‘fao imju zík ‘s~
Sweets ,vi¡h sweetswar no4 joy de 11ghz s-in ¡ay.
‘swi:ts sriO ‘sw¡:ts ‘WC: inot ‘d

3oí di ‘Iaít sin id~oi
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4 ¡ 4. 4 4. 4 1 4.

1~ - 1~

1 2 34 56

Ihon Iha! which ilion
‘fao ‘fact wítf ‘fao
re ce¡ves! viti, pien
rí ‘si:s’st sriO ‘pie

¡rite con cor
tru: ‘koq ka: doy
mons ¿¿¡a rried, do
njans ‘mac ríd ‘du:
fin! ,i-weet lv dude
bAt ss~’i :t Ji ‘tibíd
gle nc~s ¡he parir
gal ries fa ‘pc:ts

one s¡ring, sívect h,ts

‘WAflS ‘tríi] ‘SWi:t ‘hAZ
ch—i ti—cocí, br ‘uit

‘ni:t[ bai ‘tajo
¡¡¿ng si rc-ond chul
1,1 1) ‘sai racrid’tlaií

tV/jo a il-in one, one pien
‘hu: ‘“o: ¡ in ‘wAn ‘wsn ‘ph:
IVhose .ipeech less song, heing nín

‘b u:zs ‘pi :tf es ‘son ‘1W: i ij ‘rile
Sings this ¡o dice: Ilion si,,
‘511)7 ‘fís tu ‘fi: ‘fa,, ‘síg

7 8 9 10 II 12

re ceives! ¿¡o! giad u;
rí ‘s¡:vsí ‘nat ‘glaed
sine ¡hí ne—an no,?
~a: óai nan rial

,veil tn ti-ej sonnds,
‘we¡ ‘tia n íd ‘sannds
of fend thi ¿¡e-can
o ‘fen da, ‘rica
dice, icho con fonnós
‘fi: bLí: kan ‘faorids

thai ilion shonkist ¡icor.
fact ‘fa,, ‘ld,l ‘bco

bond tú a
bou lo y
ti,,, 1-or ile
tiGo ‘¡o: da
d—and lío ppy
dacrid ‘bac pl

no
no
ring,
rl íj

‘rl’,

mo

.uit¡g ¡¡o/e do sing:
Zil] ‘riooí ‘du: sííj
¡ji’, set ,ning ont~,
ni ‘si: mii~ WAri
gte mu ¡OrOi’e ¿¡nne.
gal ‘xvílt ‘

10ru:s’ ‘ri..síi

4.3. Comments

Wc Lave already mentioned iLe disturbing metrical bcginning of ihis seo-
nel in 1.3. l3ut we fincí many others preblems in this seoncí: sorne of tbem in
relation witL iLe rLyme, for insíaoce in lines 6 ané 8, wLere iLe werds caro
and «bear» appear te rbyme. te eppos¡tion te modern pronunciatien. i~3
¡be~¡. Seme compremise must be íLeo feurid te bring closer ihese iwo
seunds, j.c. equailingtLe previeus te tite así vowel in botL.

(Comntinuación)

1~

4 4.

1- -

¡ 4.

1~ 1~ -1

Why iorest
svai ¡A5’5

Or cisc
o: ‘‘cis

If ¡he
it fa
ny u
heí ‘jo
They do
‘Ocí ‘du:
Iii sin
iii sil)

4

8

Mark ho~’
mo:k ‘bao
Strike s-ea
‘straík ‘si:

Re senz
ro Len

tiler,

fo

¡her
fa

¡2
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Lines 1 ané 3 ¡o 1 st ané 3rd quatrains (¡¡oes 1, 3, 9, 11) arefrminine, en-
ding with adéitienal unmarkedsyllables. whose duratiens are included in iLe
empiy peried reserved fer iLe end-ef-linepause as we said. TLis enly makes
Chese pauses shorter,buí maintains regular iLe three bars pLrasc in wLicL we
haveplacedcaeL line.

Lo lines lO ané 12 we finé «...ordering/» rLymed wiíh «note do sin g/>#.
wLich is rather risky since rLyme can be defined as exací (consonant) or ap-
prox¡mate (assenant) coincidence el phoneiic chains frem iLe lasí accenteé
vowel in iLe une; tLis ferces tLe rendering of iLe ené of line 12 as accented
only ¡o «neteo, the piteL falling afterwards, as in iLe ene but lasí strcssed
word «orderingí, in 10.8-10. In tLis way it is preneunced by cur twe reciters,
Gielgud (1995) and Pasee (1984), tLerefere lesing tLe last iambic feet. It is a
curicus fact tLai while Spanish verse behaves similarly te EnglisL for ihesefe-
mmmc endings in adéitienal syllables. it differs liewever in ihe lasí case
queted, l0.8-l0,«erderingo: in SpanisL No additienal syllables ~ weulé be
used in iLis une, instead ef fitiing them in iLe usual 10. On the ene hané we
seeíLaí fact asan addiíiooal ané indirecí proof ef tite greater relevance ef ac-
cení ¡o ihis language iLan ¡o EnglisL. But iLe probable explanation rnay be
feuné o iLe oíd prenenciation ef «ordering»as «orderingeo: since we learn in
fvlerris (1895:xl) thai CLaucer useé boíL participle ferms; ané it is nel un-
likely tLai tLe modern form was accenteé, as iLe oíd, en tite last syllable even
in SLakespeare’s time. In this way it Las been transeribeé Lere. Indeed, we
finé in Iines32S-326 of TI-me Prologue (Chaucer 1895:12) tLe similar rhyme
lmake a thing/... his wryting¡’ anéin many etLer places ~. TLus two alierna-
tives are effered te realize the rLyme of lines 10 ané 12, but we believe tLe
secend te be iLe cerrect ene.

TLe choseo metrie pailero ferces seme werds te be syllabified in an un-
usual manner:wbile we Lad te make «vi-e-leí» in iLree syllables (XII.3.6-8),
as xvc saw. «mu-iualo(VIII.í0.6-7) falís in two insteadof titree; ané «iu-néd»
(VIII.5.8-9) alse in two, instead of ene. Sorne cases are also extremelycern-
pressed as “re-ceivesto(VIII.3.7-8), in íwe. In 4.9 iLe geminateé ‘n’ has been
usedfor «an-noyo.

lite bcginni ng of line 9 is cemplex, due te tite contigucus censonanis
[r,k,Lj. Wc also finé titere six centiguous accented syllables. Line lO ¡o-
creases tite diffieulty because of ILe Istí ceuple, which must be said in ene
single uoniarked phonie blew, follewed by iLe markeé¡eacLj joineé by iLe
lasí ¡si of iLe previeus syllable (í0.1-l0.2). Syllable 12.2 presents anetLer
interesting caseof glottal siep whicL is needed in erderte begin a detacLed
clear syllable, ¡“al]. In line 13, 13.1 and 13.2 present twe centigucus simi-
lar seunés, [z,s] which prebably musí be assimilated mio a new sound er
mb ene of them. the strengest¡sj (Sánchez 1 995b) , a cemmen case in
Englisit.

New ictus repeal eur statistical researeh for iitis sennet, as we did fer XII:
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Type:

Syllable:

1

1

2

23

4

45

~/‘-

67

8

89

-/

10

Accenis: 9 II 4 137 13 3 II 4 13

Percenis: 64 79 29 93 50 93 2 1 79 29 9 3

Odé/Even Percent: 39 % 87 Queticnt: 2.23

TLe accentualempLasis of celumns 4, 6 ané lO, gives form te a new bar
palienof 2+4+6,with 3 anacrustiesyllables,wL¡eL woulé appearas:

4 4. <4.4 4. 44. 4 ¡Ji

1- - < -/- ~1~~ 1-
2 3 4 5 6 7 8 9 lO 1112

In tLis eptienal paitero and in iLe percentage figures that appear fer tLis
sennei we finé a measure of eur already perceived difficult ané imprecise
scansion. Even and odé syllables show far lcss difference ihan in XII, oníy a
2.23 facter of even/edé againsí a 3.42 for XII, ané ne markeé celumo sLows
Che 100% unanimuiy sLown for Che fermer (except. of ceurse, if we consider
«ordering»acceníed en the lasí syllable). Perhaps Che epposiiien between CLe
grave ané solemo character of XII, ané iLe ambigucus ané equivecal citaracte-
rof VIII have Leen emphasized ané rheterically represeoted ¡o Che very poetie
ferm. Ferm ané eontent are Lere blended as in other kinés el artistie subsirata.

5. FINAL CONSIDERATIONS ON POETRY AND MUSIC

PerLaps tLe reader will finé cur appreacL toe musically erienteé, toe
daring in borrewing musical terms aod seores te explain poetie recitation. Let
us state, in Cbese final commcots, thai we believe boíL expressions neC the
same, despite titeir evident similarities.

Recited, spokeo classieal peetry has sorne features neC presení in plain,
prose speech. TLey have te do primar¡ly with time: stroog regularities take
place, making the uttering of Che syllables tau al specifie momenis syn-
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cLronized witL a prearrangedscLeme,iLe metrical patiern er meterof the
poem. TLis fact makes reciíing peetryakin te singing, sLewing, Cegeiher wiCL
musie, a temporal order similar te measuredrLythms. Indeed anciení texí
beeks en music placed RLytLmics clese te Meirics, sharing even iLe termi-
nolegy —as dactyls,spendees ané so en. Pectry, tLen, requiresa temporal
erder. Buí CLis order,necessary te eonveychar’n, te enchaní tbe listener inte
Che particular atmesphere of iLe poem, dees nol prevent, Lowever, many de-
greesoJjteedom—asscieniists ierm it. Qn iLe ene Lané, freedom in rLytLm it-
selt wLich, as in musie,can be slewly madeio evelve in many ways: musical
terms Lave cedified CLese changes ané effects. Qn CLe otherLané, freedom in
intenation: wLile tene is Lighly orderedin musie by CLe ehoice, eut of the in-
finite possible piteLes, of enly a few in simple frequeoeyraties6, it ~5 less se
due lo ¡is different behavicur in poetry: intonatien is mainly speechintena-
Cien, carrying CLe usual non free syntacticalbut mueh freer non grammatical
mnfermation te conveymeanings,impressiens and expressiens.

6. CONCLUSIONS

In CLis article two Shakespeare sennets Lave Leen analyzed frem the
peint of view of CLeir actual sound when recited. Recitation of peetry is
spcccL, but a particular, rhythmic, almesí musical k¡nd of speech. Qur aim
Las been Co shew ibis partieulariiy, going frem tbe sound Ce tLe syllable,
frem tbe syllable Co iLe meter, frem tLe meterCo CLe rhyCLm; we leavefer a
posterior paper tLe importaní question of intenatien—strengly related Co
syniax, semanties ané pragmaties— whicL would ihen complete ihe recita-
tion model.

Wc Lave developedan algoritLmical model of the metrie aspecis of iLe
recitatien, in whicL we introduce a síatistical acceuní of accentedsyllables
celumn by celumn, wLieL effers a formal proof of CLe until Chen suppesed
metrie pattern of CLe peenis, iLe ¡ambie pentameter:what iLe poetie feeling
alreadyperceived,th¡s (simple) arithmet¡csrevalidates,offering in titis way a
mcthod for formal analysis of meiries ané rLythms.

TLis medel is useful primarily for ILe human reciter; buí its conclusions
are alse valid ané eperativeferm tLe macLine, in auiomatic speecLsynthesis
ané recegnitien systems.

An informal revicw of EnglisL poetry shews a strong predominanee of
(accentual)iambic feei, ané among Chem. a predeminance of pentameiers,
from Cbaucer te Kipling, including SLakespeare wiib Che overwelming ma-
jority of his poetic works aod titeusanés of lines in his plays (semetimes dia-
logued) in ihis meter; and Milton wiíh Lis vasí Paradise There are etLer me-
tres, of cotirse, buí ene cannot avoid having a streng fccliog: ILe ¡amb tUs
perfectly tLe idiesyncrasy ef English. Prebably CLe great percentage of short
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stressed-syllables in Chis language. demanés peems wiCL many stressed,
marked,syllables, ané dxc iamb (witL Lis less frequení twio brether, the tre-
chee)offers Che best propertionte this ené

Titerefere,fixing ibis foot arad meter in Che consc¡ence. feeling them, beth
in recitationané listening, gives access Co an enormeus weahh of benn/y (te
express bolély our belief); and Ce lack iLis rytLmic ané metric feeling leads te
Che loss ef an impettantpan of tLe verse’s cLarm, reéucing it te si/cntseman-
tic and symbo/ic beautv, considerable, it is true, buí incemplete. TLat Chis
danger is not imaginary can be preveden listening te goed acters and cern-
petení schelars read a peem emitting ihe unéerlyiog rliyihm by Che use of
rnodern plain speech prenuociation. If Chis modest contribution Lelps te tite
consecutien of tLat metrie feeliog, we will consider eurselves very fortttoate.

Mereover, afier acquiriog ibis metrie sense, mere complex versification
can be accessed, grasping better Che rLytLm uoderlying Che appearance of
non metrical texí ané speecL. Furihermere. according te dic essential simi-
larity of syllabic-acceníual metries in éiffcreot languages, sbosx’n iii 1.2., maoy
other peems can be enjoyed as well, like Dante’s (.ommnedia (in iamhic pera-
tameter!), Che Spanish SigLo de Oro [Leatre, Che French aLexandrine. lntermedi-
ate ferms of cxpressieo —oratory, recitative. even pubíicity— wilI also Leceme
better uoéersteeé.

Wc hopete Lave sLewo in ibis paper hew peetry artistically regulates tite
phenetic features of ILe speech sound te give ILe poem a lite ¡o Time —as
sennet XII expresses se well, telling by cowztingstrekes—, a life necessary Lo
realize CLe peem. wbich js dermaní en its bier until Chis memení. As Music.
poems musí be per/brmed, Pectry is Sound; only ibis gives Verse Ihe cLarm,
Che beauty ané. paradoxically, iLe meaning. mueh richer ¡o speech thao u
purictuated writien t.ext.

NOTES

1 low suddeo2 Su•ddeií enough to tic percersed as thai: it 1W ihe pereeptual mechanism that
.1 udges. Piobabíy the degree of .sudde,uíe.ev ceo Id ex¡ulai u 1 he di fleicoce hetsveen coiacatcnat ion
of ts<e so” eN md u a/d ip hlhengs.

Ilcíace thc ss.ll itile. is using níetrical tevnííneíogy, 1 Sorí of tuubr>foot. iii the seiise tiieit sí
syl ¡ ible prescnis í ivnhric cluster wielí no epposítíon boisreen twi lisisie liir¡bvcs: cirisonuntal
(noíM tuis oitcd ti insitory) versus sOcliJie (colítinoecis, s’e¡ced. nacisiecil). wilh ii,tervnediate
¡‘<ir nl s 1 bis clnster is 4 ommalis’ simiJar <o ib e ucdJijona1 vn es 15e tel si SN JI ahí e elusicí Xx- <5 Ii 5 líe
long/sboi t oppesition (Sánchez ¡995 ls).

Wc le sc ííot ¡he /yurv iccen 1 uní metrie. i n svhich equielistsíot si rcsscs smc fi ¡lcd lis s’s risible
n umber ot sy JI bIes rieí hei ng veícs’¡i ni lev en y ni nl i u 1 h 1W psípcr. Tbis tvpc of mclmies np¡ícnmed
¡job i ri i emoLe (caí I~ mcd es-iI) sirid conten povsívv ti riles.

lo Spsín ish sse ti od- lev ¡ nsinnce: sIn—so— ullsi—Iisi<í—sils—o—¡oS—u—nn—I A—gil—inc ¡ yuí—mi—Ja—
Líiou—nsu—fra—se—dc—pev—I>ÓN/» u ri,vía XXX el Rccv¡iíem (1 Ofí)). jo which sse base sí ¡ i)—ss’Ilcilílc
¡inc psiimcd xvitb a 12, both acceuted en ilie ¡ iith. Wc ‘sere uíínlílc te md s:níil:ív escimples iri

Itngíísh er Fmcocb.
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Ooly in ¡he Prologue (Chaucer 1895:1) we find tbe pairs: jo 137-1 38, «wayn¡emítinge/
bren¿íingef: 203-2t)4. «plevinge! niorweninge/í; 757-758, «briuge/ beddinge/; 1103-11<14,
«smc/fin ge/ flhkeringe/» and so en. Maísy otber interestjwg rhymed pairs may also be toarid here
tlíat would pvobably enligbteu us about tbe Shakespcavean vhyme.

Indeed, speeeb aud mesie uses sjn,jlnv tvaits (pitch, timbre. intensity. qunntity). Rut musi-
cal pitebes ve’main steady br a while —<be se catíed no/es— sshile speecb pitch varíes continu-
eusly. Musical pitebes sbow simple frequency vatios betwccn tbe degrees of tbciv seales: tíje oc-
tase beisreen do nod its octave presents <be 2:1 vatio; de—sol.3:2; de—fa, 4:3: natural de—mi, 5:4;
do—re. 9:8, a nd so en. Musical rbvthnís use sjmjlar proporticos: a sslíelc sud a hall present <he
oc/ave 2:1: a dotted bali and a balt 3:2, arid se en. Plain speeeb does not use tbese simple vatios
ter pitcb and quantitv: but poetie speecb appmoacbes tbem, not jo piteb. buí in quantity. as we
base seco, <bes becomi¡íg a genreof speeeb akin te musie (Sánchez 1995a).

Because no ceotigucus marked ss’llables ave pessible, since [bemark is an enspbnsis en a
syllnble witb mespect te its nejghlyours. Henee, simple al[ernaoee is tbe best solution [e np-
preach marked syllables as mueb as possible.
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