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PREFACE.
1. Imtroduction.

The investigation described in the following chapters is
the unexpected outcome of an earlier examination into the music of
poetry, some account.of which will be given in the later sections
of this preface., Confined to a more specialized subject than its
predecessor, it is based on the pleasure derived from the music
of vowels, and aims at analysing the precise nature and effect of
this music. As a glance is sufficient to show, it soon invades the
province of phonetics and at a later stage even ventures across the
borders of the realm of physics. Yet, if it has not the advantage
of the single appeal made by an investigation conducted within only
one department of knowledge, it uses phonetics and physics not as
ends in themselves but as means towards an end that is in the main
iiterary and psychological. And if the excursion into physics is
undertaken by one who is no physicist, it is undertsken with the
hesitation becoming in such an enquirer, and the more strictly
scientific paths along which only a physicist could travel in
security are indicated in the Appendix but not entered upon alone.
The hope is, however, that, tentative as it originally was, the
excursion beyond the usual bounds of the realm of literature brings
back something new, something of both interest and value.

To prosecute an exhaustive analysis of such a subject



as vowel music in poetry is, to some, to cast oneself into the outer
darkness of Philistinism. Only one who is deaf to any call of the
spirit and insusceptible to any appeal of beauty seems to them capable
of its perpetration. Yet, when the subject was approached, there was
no question of "writing down the mistakes of the Spring on a slate%.
The examination proved, in fact, constructive rather than destructive;
for, if analysis succeeded appreciation, it was itself succeeded by a
deeper and fuller appreciation after the new-knowledge‘gained had
sunk below the surface of the mind which, no longer conscious of it,
was yet enriched by it. There was no attempt at reducing art to a
rule of thumbj; and in the end the paradox remained true that, the
more its music was analysed, the more inspired and incomprehensibly
magic did a poem appear.

The content and the form of a work of art are inseparable.
It is difficult to say where the one begins and the other ends; in
painting, indeed, some theorists declare them to be one and the
same. In poetry, however, the first probably givés birth to the
second rather than the second to the first; Dbesides being the more
impelling, content is also the more consciously determined, for most
poets, in choosing the form of a poem, Seem not so much, consciously
and systematically, to select according to a body of laws they have
constructed, as to obey an inner necessity, an instinctive sense of

rightness. Yet, despite this, in poetry as in other branches of

literature, form is as personal as content; %o take an illustration

V]



from fiction, Tolstoi and Jane Austen could no more have poured
their novels into the same mould than they could have written aboutb
the same subjects and the same characters.

The fact that content and form share one being is of
importance here mainly because of the dignity it confers on the study
of the latter: the nature of the one in some>degree determines the
nature of the other, with the result that content cannot be fully
understood until form is fully understobd; and if, despite their
union, the one can be in part dissociated from the other and the
white light of amnalysis thrown on each, the value of the analysis
lies in its revelation of how sensitively and subtly form gives

expression to content.

Before the investigation into the music of vowels can be
proceeded with, some account must be given of the parent investigation
for, although this was comparatively simple, aiming in fact by means
of numerous illustrations at fulfilling the secondary function of
serving as an anthology, yet it led towards certain conclusions which
are accepted as a basis in its successor.

Proceeding from a recognition of the wide-spread influence
of rhythm in art, in nature, in the functions and activities of the

human body and mind, the earlier investigation first examined poetry



on its rhythnic side. Of the two rhythmic elements, stress and
quantity of syllable, the former was decided to be the more funda~-
mental in English poetic raythm; for even if the contention were
justified that syllables can be divided into long and short as
accurately in English as in Greek and Latin, it is yet true that to
the majority of people the quantitative distinction is at most a
secondary one; and if the minority, whose earsbare trained to classical
rhythms, consider it to be the primary distinction and therefore
declare the rhythm of English poetry to be quantitative, yet it
remains true that, traditionally, BEnglish rhythm is based on stress,
and that poetry deliberately written on a quantitatiﬁe metric scheme
is to most ears no more than an interesting literary exercise. The
purely gquantitative method of measuring rhythm was therefore rejected.
The method based on musical notation was also rejected because, alw~
though it combines stress and quantity, it emphasizes the latter
rather than the former, and is forced to represent rising metres as
syncopated and so to suggest that the commonest double and the
commonest triple metre are irregularities, variations from the norme.
The stress systém thus came to be accepted, with its
classification of feet as rising double|x 7|, falling double |/,
rising triple |xx 7|, falling triple |/ *x[ , turned !x sx| | strong
steady J’/f , and weak steady /¥></. The four commonest metres are
based on a succession of one of the first four types of foét, for

the natural accent of words obviously prevents the existence of steady



metre, whether strong or weak, and it is at least doubtful if turned
metre existsfl) Usually the number of feet in a line is four or five
but, whatever it is, it most often remains constant throughout a poem;
except in free verse, which was not examinedfz)if the number varies,
it does so according to a regular pattern. The metric beat is com-
parable to the beat of a metronome and the rhythmic movemeunt of the
words as they flow alongside the metre, now over now under it, now
behind now before the beat, is comparable to the movement of notes

in music as they flow alongside their metric norm, most often but not
always coinciding with it.  The pleasure in both poetic and musical
rhythm is thus derived not from a mechanically regular norm but from
a porm which, if securely established, is yet delicately modified =
in other words, from unity in difference. The éimplest modifications
are substitutions of one type of footfor another; these occur in

the first feet of truncated and in the last'of hypermetrical and
catalectic lines but may occur in any feet in any line, so long as
they are not frequent enough to destroy the norm or render it unstable.
They will be found so frequent and so effective in those poems whose
vowsel music is later analysed that examples of the commonest types
are inserted here:

a) Especially at the beginning of a line, L’xl may be substituted
for !X»/} :

Fame is the spur that the clear spirit doth raise

(1) For "mixed metre™ v. n.136 .
(2) V¥ol., IV, ». 61.



b) The contrary substitution also occurs. Sometimes in poems which,

like L'Allegro and Lines on the Mermaid Tavern, are constructed on a

falling double framework, whole lines are written in rising double
metre.

c) Bspecially effective is the substitution of [xx|77] or |77 xx| for
two rising feet; usually the substituted feet are adjacent to each
other but when, as in the illustration, they are not, their suggestion

of the meaning can be all the more delicate:

.f(.x x| e .
Or sinking as the light wind iLives or dies
d) The rarer substitution of '/ x» | for /x| is most likely to occur
before a céesura or end~pause. The poem from which this line is
taken is written in a catalectic falling double metre:
/s x|
What Elysium have yeo kmown
e) Similarly |x x| may be substituted for|x -/ :
I)( x / 1

Fame is the spur that the clear spirit doth raise
f) On the other hand, J/"‘ may be substituted for !/’<x1 » Before
pauses, especially in catalectic lines, a foot consisting of a

single stressed syllable may be substituted not merely for }/)CI but

even fort/xxlz
| 7 x|

(i) Just for a handful of silver he left us
/|
Just for a riband to stick in his coat
N o | -1
(ii) Piper play! Piper play!

g) In a similar fashion, especially in truncated lines, >/ may be



substituted for IX g :

X /
Among women who chatter and cry,’and chiﬂdren who
mumble a prayer

h) Turned feet, usually substitutions for rising double feet, are
most likely to occur in hypermetrical lines. The second guotation
gives parallel substitutions of Pf¥/3<l for |X “/I :
|x 7 x
(i) And snowy summits old in story
% /‘X‘

{ii) And the spear was a Desert Physician who cured not a few of ambition

)>( > _/_x! .
And drove not a few to perdition with medicine bitter and strong

The most subtle and significant deviations from the norm,
however, are wrought not by such metrical substitutions but by quanti-
tative modifications; for quantity or duration, rejected as the basis
of metre, is accepﬂed not only as the strongest modifying influence
on it, but also as one of the most sensitive means of conveying what
the poet has to say. Its influence on the metric norm, where long
syllableél)fall in stressed positions and short in unstressed, is

effectively illustrated in the following lines. The words, "day",

"moon™, and "roundy falling in unstressed positions, retard the nove-~

(1) The opportunity is taken of acknowledging a debt to Frofessor L.A.
Sonnenschein's “hat is Rhythm?, in which the rules for the syllabifica~
tion of words and also for the messurement of the lengbth of syllables
were found. Professor -Sonnenschein judged'that syllables ending in

a short vowel sound, unaccented syllables ending in a single consonsnt
sound preceded by a short vowel sound, and accented syllables containing
a short vowel sound followed by a "divided"™ consonant sound (e.g. liﬁen)
are relatively short, snd that accented syllables containing 2 short’
vowel sound followed by ome or more consonants, unaccented syllables
containing a short vowel sound followed by two or more consonants, und
syllables containing a long vowel sound are relatively long.




aent and so suggest the length of the day, the slowness of the moon's
climbing, and the long moan of the deep; the effect is increased by
the countrast of the more metrical first line, whose swifter movement
suggests the 1little lights quickly twinkling in and out and whose sole
irregularity (the fact that "from™ owing to its complete lack of sentence
stress is unable to carry ordinary metric stress) has the opposite
effect.

The lights begin to twinkle from the rocks;

Tﬁe long day wanes; the slow moon climbs; the deep

Moans round with many voices.

Other, minor, rhythmic factors were next examined. Differ-
ences of speed and consequently of effect were discovered between the
different metres, between long and short lines, and between end-stopped
and run-on lines. The incidence and the nature of cibsuras and end-
pauses were considered: any stop longer than a comma marks a long
pause (,\) and no stop is needed to mark a short one (.); whether to-
wards the middle or at the end of lines, and whether lomng or short,
pauses vary in duration, those after run~on lines, for instance, being
slighter than those after end«stopped.

The nature of the metre and its modifications, the length of
the lines, the presence or absence of enjambment, the length and fre~
quency of the pauses, and, in addition, the nature of the most frequent

letter-sounds, all combine to create the general tempo of a poem. A quick



tempo suggests quick movement, happiness, gaiety; and a slow suggests
inactivity, seriousness, sadness. Another general effect of a poem,
its force, bears towards the siresses of individual syllables something
of the same relationship as tempo bears towards their lengths. It is
created chiefly by the loudness of stressed syllables, éonsidered both
absolutely and in relation to the loudness of unstressed syllables; but
it is also affected by some of the factors which determine tempo, notably
by the nature of the dominant letter sounds. It may be abrupt of
smooth, and strong or weak; it can suggest, for instance, energy,
excitement, strength, joy; passivity, calm, weakgéss, or dejection.
Tempo and force do not of necessity remain steady throughbout a lyric,
but, except in more elaborately constructéd poems, their modifications
tend to be slight.

The composite effect of stress and duration is now represented,
first by a system of double scansiii)and then by a diagram which, since it

is better able to suggest the fusion of the two elements, is more effective.

(1) This system measures unaccented syllables which are withcut sentence
stress exactly as PFrofessor Sonnenschein measured theni. dJords or
y1llables with sentence stress are not, however, treated zs Sonnenschein
treated them, for it is felt that stress and duration have a mutual in-
influence: thus ®soft™ derives medium stress from its length and the

first syllable of "?g}—cket“ medium length from its stress. Another

difference between the two sy stems concerns common words such as "I,
"at", *my", "whose™, "so", "por™, "upon", "each", "wherewith", words
normally slurred over owing to their lack of sentence stross: according
to the system evolved in the process of the previous investigation and
adopted in the present, more words are included in this clazs than were
included by Somnenschein; 1in unstressed positions, these words are re-
duced more often and more systematically than by him; and although it
was contrary to hig practice to reduce them in stressed positions, they
are so reduced here. -



10.
I cannot see what flowers are at my feet,
Nor what soft incense hangs upon the boughs,
But in embalmed darkness, guess each sweet
(1)
fherewith the seasonable month endows

The grass, the thicket and the fruit-tree wild;

While hawthorn and the pastoral eglantine:

(1) This symbol signifies that the reader, conscious that ™ab™ falls
in a stressed position, may pause for a fraction of a second on it,
but does not actually stress it



(1) Syllables preceding a long pause are protracted by the arbitrai'y
m;asures of 1/4 of their own length, those preceding a short pause by
1/8.

11.



The sense of rhythm is too personal for any rhythmic
system to be universally accepted, It is claimed, however, that
this system, whereby stress and duration sre combined, would win more
general acceptance than any other; and the diagrammatic method of
representing it has the merit of being elastic enough to indicate
just as many or as few shades of difference between the syllables

as ‘any speaker of verse could desire.

3. The Music of Single Sounds.

Yet, fundamental and sensitive as rhythm is, it does
not reveal the whole secret of the music of poetry. An attempt
was therefore made to pursue this music into its shyer retreats.
Clearly it depends in part on repetition, repetifion of lines,
phrases, words, rhyming syllables. Could it not also, it was
argued, depend in some considerable measure on the repetition of
melodious letter-sounds?  Consonants are noisier than vowels
because, in their articulation, various regions of the mouth cavity
obstruct the air after it issues through the vocal cords; nasals,
liquids, and semi~vowels suffer less obstruction than continuants,
and continuants less than stéps. Thus, other factors being equal,
those poems must be amongst the most melodious which contain =
iarge number of long vowels, a low proportion of consonants to

vowels, and a low proportion of the noisier to the less noisy con-
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sonants., It was therefore decided to examine a number of poems

and to estimate the relative strengths of all the sounds in each,

with a view to discovering the nature of the contribution of musical
letter-sounds to the music of poetry. The analysis of rhythm outlined

in the last section was accepted as a basis for the estimation of

these strengths; and the method originally evolved for estimating them
was, except for a few trifling alterations made for the sake of consis-
tency, the method adopted for the purposes of the present investigatiog
and explained in a later chapter. After a few musical poems had been
analysed and the total strengths of the various consonants calculated

for each, it seemed that one, two, or three consonants always stand

out sufficiently from the rest of the consonantal sequence to be re~
garded as forming a theme; but when more poems had been analyéed, it
was discovered that this is not so, and that, on the other hand, some
unmusical, bad "poemsﬁl)contain a consonantal theme. Similarly it

was found that the presence of a vowel theme is not a necessary character=-
istic of a musical poem nor the absence of one a necessary characteristic
of an unmusical. The calculation of relative strengths had not, however,
been fruitless, for a number of impressions, so definite as to become
convictions, emerged from it: firstly, most short lyrics consist of
single, long "units™ throughout which the same dominant sounds prevail,

but poems which are longer or which, like sonnets, contain closely packed

(1) Care was taken that the poems .selected for analysis were such as
would be generally accepted as musical or unmusical,.
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®

thought, may consist of a number of units, whose dominant sounds
chenge with the changing meaning; secondly, the dominance of a unit
by & group of sounds tends to be pleasant when the strongest consonants
are either a small group of related sounds such as the nasals and
ligquids, the labials, or a few voiced and unvoiced consonantal pairs;
thirdly, although alliteration appeals to the eye more strongly when,
as in Swinburne's poetry, the dominant consonants often occur initially
and other consonants are repeated initially within single phrases,
yet it seems to permeate a passage more effectively when, as in
Shekespeare's poetry, a counsiderable number of the dominant consonants
are imbedded in the words; fourtbly, assonance appeals less to the
eye than alliteration, both because vowel sounds are seldom initial
and because they are spelt in a greater variety of ways than consonantal
sounds; fifthly, vowel sequences seem to be dominated by either front
or back sounds, front units being commoner than back because, in Hnglish,
front vowels are both commoner and more frequent; sixthly, there is
more variety in the composition of vowel than of consonantal themes,
for no vowels exceed the others in relative strength so much as I ,

tsy n, s, 1, d, exceed the other consonantsﬁ%)and seventhly,
although the tone of a poem is created more by the vowels than the
consonants, its tone-colour, that is, the emotional effect of its sound,

is created by both vowels and consonants, but by consonants more obviously

than vowels.

(1) V.appendix B,
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4. The Tone-Colour of Consonants and Vowels.

We unconsciously but habitually give physical expression
to our emotions: we approach something loved, repel something hated,
shrink from something feared; when we are elated, we raise the head,
walk buoyantly, and speak in clear, ringing tones, but when we are
de jected, droop the head, drag the feet, and speak in dull tones.
Similarly poets, the better to convey their feelings and thoughts,
express themselves in words whose sound suggests their sense; and this
they do, not so much by translating each concept into an imitative
word, as by making the general effect of the dominant consonants and
vowels within a unit suggest the meaning of the whole unit,

Each sound was therefore examined in s comsiderable number
of short illustrations in which it was so frequent as to make 1tself
evident without any calculation of relastive strengths. Although it
is ¢lear that the one can modify the other, yet, for the sake of
simplifying the issue, the tone-colours of consonants and those of
vowels were examined in separate chapters, it being assumed that in
the passages examined the one emphasized the other. The first con-
sonants to be considered were the stops. Thesé easily suggest noise,
distinet and perhaps angular forms, the separation of object from object,
sharp movement, interruption; in the description of other than physical

phenomena, they suggest a series of actions or the repetition of the
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same action, haste and unexpectedness, intense effort, agony, disliks,
scorn, hatred. Varying somewhat according to the sounds with which
they are associated, especially those with which they are immediately
associated, and also according to whether they themselves ere unvoiced
or voiced, in general they have a sharp effect. All stops can suggest
this sharpnéss, which may be of sound, form, effort, or feeling. Yet
all cannot do so equally well in every connection; and some can describe
effects which are not sharp: P , for instance, in addition to the usual
subjects characteristic of the group, can help to describe upright and
stately forms, and 2l1s0 pride and pomp. The sounds which its voiced
form, D, tends to describe (the sound of blowing, for instance) are
less unpleasant than those described by some of the group; the forms
are bending or bulging rather than jagged; the effort, such as the
bursting of some force beyond its usual confines, may be less painful
but more muscular than that described by P; b appears frequently in
dezcriptions of brightness and beauty rather than of pride and pomp;
and only if it is supported by other stops does it help to suggest hatle
and scorn. The unvoiced stop, £, 1s less associated with sounds

than most stops, but it is often used to suggest separate or jagged
forms; it may describe a series of actions or one continued action

of a clear;cut, definite type, which, if it makes less demand on the
ultimate resources of strength than the effort described by p, 1is
usually more conclusive. Its voiced form, d, is more pleasant; it

frequently suggests downward motion; and it sometimes describes deter-
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mination issuing in action, action which is sustained and may be
irrevocable and which, aiming at conservation and permanence rather
than lestruction, is more often defemsive than offensive. The un-~
voiced stop, Kk , suggests clanking sounds, abruptly angular shapes,
the cleaving of part from part, coldness of colour or temperature,
desolation, and, at its best, in place of the pride and pomp of D
and the brightness and beauty of b , strength and courage. Its
goiced counterpart, g , most often, especially when it immediately
precedes T, helps to describe ugly sounds, forms, or feelings;
yet it has the faculty of intensifying the general effect of any
texture in which it finds itself and frequently helps to describe a
glittering‘or golden glorys.

Poems in which nasals and liquids are dominant were found most
often to express delight and the continuance of it: é;J suggests
continuance rather than delight, but since it is usually associated
with m and n , it is most often used to describe the continuance of
lovely objects and states, It is difficult to distinguish between m
and 1 , both of which suggest fluidity and ease of movement, rich-
ness of sound, colour, emotion; but m tends to describe a lower,
more murmuring, sound than 1.1 , ahd n to suggest a clearer serenity

®)
than m « One liquid, r , can be unpleasant, suggesting roaring

(1) The final sound in sing.

{8 ; Modern phonetic theory does not group J1 and T together as liquids
but places the former in a class by itself as a *laterzsl!' consonant and
£groups the usual S.Eng. T with the friécatives., A semi-rolled or
"flapped™ 1 is, however, used by many speakers of Received English,
especially in certain csitions, and many other speakers always use a
frictionless continuant, which is classed as a semi~vowel. Since both



or rumbling noises, irregular rolling movements, ugly sights and
feelings; but, associated with 1, long vowels, and nasals, it
can be musical and help to describe beautiful subjects. The other
liquid, 1 , always describes a continuity, usually a lovely con~
tinuity, of sound, sight, movement, of emotion.

The continuants or fricatives, as their name indicates,
primarily suggest continuity. Before the examination of the pairs
of voiced and unvoiced sounds which fall within this group, h ,
which is little more than stressed breath, was examined. Often used
to describe upward or downward motion, and often to describe breath=
less action such as climbing hills or raising weights, in connection
with less concrete subjects, it can suggest heaviness of bedy or
mind; the physical effort it helps to describe may be inspired by
hatred and directed against an enemy, but it is the breathlessness
of the exertion which it emphasizes rather than its conclusiveness;
in another context, it can also suggest a peaceful hushing sound or
the sudden hush of horror. The unvoiced continuants differ somewhat
from the voiced: with more power to suggest motion but less to suggest
achievement, beauty, stability, and security, they are on the whole
less pleasant. Yet the voiced and the unvoiced forms closely resemble

each other and are most often found together. Like all sibilants, g

i8.

(footnote contd.)

these variants fit easily into a nasal texture and since both T and 1
frequently unite with the nasals to form the consonantal texture of a
poem, the general term "liquid" was, for the sake of convenience, re=-
tained. When the consonantal texture of a poem is musical, the semi=
rolled or the frictionless sound is preferable; when it is not musical,
and when 1 occurs in such combinations as "tr", "dr", "fr", the frica-
tive variant is preferable.
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and 2 can describe thin but not necessarily hissing sounds, swift
movements, gestures banishing undesired presences, hush and silence,
More mellow effects are suggested by 2z , but S can be associated
with it in the description of mystery and awe and other not unpleasant
subjects; 1in ugly textures both sounds can suggest loathsomeness, g
being more repulsive but no more hateful than S . Despite their

(1)
occurrence in t)f and dﬁﬁ , both /’ and\ﬁ are infrequent in English,
yet, because they can be continued so long and are so noisy, they
soon make themselves felt; 55 is the less unpleasant, but both are
found in the description of unpleasant sounds; the unvoiced form
can suggest the action of wind or wave, a hushing sound, the stillness
and peace such a sound produces, and also the unsubstantiality of a
shadow,  Neither 67 nor é occurs frequently in words which receive
sentence stress but both occur frequently in unimportant words; 3 .
the voiced form, can help to weave a pleasant, if rather neutral, back-
ground out of which more vivid colours rises Examination proved T
to be strongly individuals it often assists in the description of a
flutter, a flicker of light or flame, the gentle motion of air or
water, faint colours, fading forms, frailty, or delicacy; not always
pleasant, it may suggest the fierceness of fury, the shiver of fever,
cold, or fear, or a frailty which is pathetic or blameworthy. Thus
such continuity as it suggests is merely a renewal of a feeble, possibly
fickle, effort, which most certainly results in failure. Its voiced

Torm, V , may support and enrich it; in nasal~liquid textures it can

The symbol J indicates the initiel sound in ship, 3 the initial and ths
final sound in judge,/ the initiasl in thin, and ¥ the initial in thzn.
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be. almost as musical aévthe nasals and liquids themselves. Some
sibilants, notably S, f s 2 ;5 , are frequently associated
with each other in the same passage; the not infrequent combination
of 8 and W is pleasant, suggesting quick, liquid movement; when,
however, as sometimes happens, s 1is repeatedly and immediately
followed by a stop, the effect is unpleasant because untuneful.

Of the two semi-vowels, W has the more definite character
and the higher freguency; closely related to T ; it can suggest an
undulating, horizontal movement reminiscent of the vertical movement
described by it‘; like f , too, it can suggest a wavering, feeble
emotion; in addition, it can help to describe a hushing sound,
width of extent, lomeliness and desolation, weariness and woe. The
other semi~-vowel, J , which is infrequent, is fluid and musical.

The tone~=colour of a poem, however, is derived not from
a single sound but from the interaction of all its sounds, consonants
and vowels, the effect of one being clearly able to modify that of
another. The examination of the tone-colour of vowels, which was
accordingly entered upon next, is included in the account of the
present investigation, the decision to include it in full being made
for more than one reason: the detailed account shows, better than
a summary of it could, the manner in which the vowels suggest the
poet's meaning, a manner different from that of the consonants; more
important, it shows how the path was opened up to the discoveries
of the present book to which its numerous illustrations give valuable

support.
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The table of Contents indicates the line of development
of the investigation. In the present Wolume, after the chapter
illustrating the tone-colour of vowels, there follows an explanation
of the precise nature of the phonetic symbols. Volume II contains
the words and, in the order of their occurrence, the vowels of each
poem examined; Volume III contains firstly, the tabulation from which
the vowel sequences were obtained and, secondly, forveasy reference, a
collection of all the Sequences, Volume IV groups the vowels accord=-
ing to the band or bands of resonance to which each belongs, explains
in a detailed fashion how the vowels of each passage were classified,
gives the line~by-line classifications, and concludes with a statement
of the dominant level énd the initial and finai percentages of each
unit, followed by a description of its content calculated to prove

the tone=colour theories evolved.

o0o
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1. Introduction.

The content of most poems is, fundamentally, emotional
rather than intelléctual, feeling having given birth to idea rather
than idea to feeling. The poet primarily seeks to convey impressions
rather than ideas or objective facts. He therefore selects words
whose connotation is wider than their denotation, in contrast to the
scientist who strives to find words whose connotation and denotation
are as nearly as possible identical. At the same time he uses the
tone~colour of words %o aid him in suggesting those emotional assoc=~
iations which their mere denotation would fail to convey. The
description may be of something which appeals to the senses, colour,
form, heat, sound, or the movement which causes it, or it may be
of something less physical, a mood, a feeling, or an idea; but
whatever it is, the sound of the words helps to describe it.
Something less mechanical than a narrow onomatopbeia is involved;

‘it is not merely that the sense of each word is suggested by its
sound but that the sense of a whole intellectual or emotiomal unit
is suggested by its dominant sounds.
It is true that in some poems, notably in some recent poems,

there seems to be no harmony between meaning and sound. The explanation

may occasionally be that the poet himself is insensitive to tone=colour

or that he is affected differently from other people by the various
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sounds of speech., Another possible explanation is the nature of the
content. If it is fundamentally intellectual, lack of harmony does
not of necessity result; for even in intellectual poems there is
feeling to be communicated and even there tone colour can be used with
such sensitiveness that the listener, although he may be ignorant of
the means by which he is induced to do so, reflects the exact shade of
the poetts feeling more directly, more guickly, and perhaps more truly
than he could have done without its aid. Sometimes, however, in funda~
mentally intellectual poems, the poet's range of words is so limited
that an attempt to choose them for their sound would involve a loss

of expressiveness in one direction as great as the gain in another.
Again, the nature of the emotional content may itself cause an absence
of effective tone-colour: when it is vague or confused or unusually
subtle, the words which most accurately express it are unlikely to

be consistent in colour; and thus the sound of lyrics and of the

more lyrical speeches in poetic drama has often a greater significance
than that of the more M™dramatic" speeches, where the emotion as
well as the thought is apt to develop and change so quickly that

there is no room for any significant tone-colour to establish itself.
Lastly, a number of contemporary poets deliberately reject the
symbolism of sound. They may do this either in reaction against
Swinburne's too facile use of it or in imitation of Browning's prace
tice, deliberate or undeliberate as it ma& have been; or they may

be impelled by a conviction that the old poetic instruments are outworn,
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that, to describe a new world, new instruments must be wrought, or
even by a conviction that, since the new world is turbulent and noisy
and meaningless, it must be described in a medium which is chaotic
and cacophonous,

Clearly, then, in some poems the sound of the words does
not help to convey the meaning. On the other hand, it seldom, if
ever, actually contradicts it; and it would be impossible for it to
do so without creating in the listener a real uneasiness, whether or
not he was able to trace this to its source. At the same time, the
theory that tone~colour helps to communicaté meaning must not be over-
stated, No claim must be made that the rénge of English speech-sounds
and the gamut of human feelings are co~extensive, that the sounds and
the feelings are identical in number and can be paired off in as tidy a
procession as that which entered the Arke. What is claimed here
is, simply, that, although a number of sounds seem to suggest almost
eqﬁally well the same emotion, and although the same sound in different
textures may suggest different emotions, yet, on the whole, every sound
has a more natural affinity with one emotion or one group of emotions
than with any other, and that most poets, whether deliberately or not,
avail themselves of these latent affinities.

Just as the vowels were ignored during the examipation of
the tone-colour of consonants, so the consonants are ignored during the
following examination of the tone-colour of vowels, it being assumed

that, in the poems quoted, the general quality of their colour harmonizes
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with that of the vowels. Obviously, as is shown in the last section
of the chapter, the effect of the one type of sound can considerably
modify the other.

The difference in tone-colour between vowels is at first
sight less easy to explain than that between consonants, for the
positions of the various organs of the mouth cavity differ less in the
articulation of the former sounds than in that of the latter. The
first step in the analysis of their colour was a consideration of
what is perhaps the most obvious distinction between vowel soundsfl)
that between the long and the short group, a distinction comparable
to that between the nasals and the stops, Little observation is
necessary to see that long vowels have the power to suggest length of
space or time, slowness, stlemnity, and deep thought, while short
vowels have the power to suggest shortness of space or time, speed,
gaiety and light~heartedness. Since the stronger the vowels are in
comparison with the consonants the more tuneful the general effect is,

a poem with a high proportion of lomg vowels is more tuneful than one
with a high proportion of short. Yet, useful as the distinction Between
long and short vowels may be as a poetic instrument, it has its limita-
tions: by itself, for instance, it fails to distinguish between mere
triviality and delicate beauty; in addition, its influence belongs more
properly to the sphere of tempo than to that of tone-colour. The

next step, therefore, was to consider the distinction Dbetween open

(1) This term is used throughout as a comprehensive term for vowels
and diphthongs.



and closed vowels. Although, perhaps, the former give a richer,
less tense effect than the latter, it was, however, soon decided that
the distinction between these two types of sound advances the analysis
of tone~colour but little. Indeed, the enquiry along those lines was
not pursued far, because the examination of the vowel sequences of
(1)
poetry had given so clear an indication that the vital distinction
is between front and back sounds. Without further delay,thereforq
this suggestion was explored.
2. The Contrast in Tone-COlour between Back and Front Vowel Sounds.
Front vowels convey, better than back, the impression of
sounds which are high and clear or distant and faint:
When the fiddlers play their tunes, you may sometimes hear,
Very softly chiming in, magically clear,

Magically high and sweet, the tiny crystal notes
Of fairy voices bubbling free from tiny fairy throats.(2)

And all of these were hearkening as to singing
Of far-off voices thin and delicate,

voices too fine for any mortal wind

To blow into the whorls of mortal ears. (3)

The sounds they describe may be sharp, metallic, grinding or rattling:

A shrilling trompett sownded from on hye,

And unto battaill bad them selves addresse:

Their shining shieldes about their wreates they tye,
And burning blades about their heads doe blesse,
The instruments of wrath end heavinesse,

27.

(13 V.Vol, 1V, p. 49.
(2} R. Fylemen, rairy Music.
(3) W.J. Turner, Ecstasy.



with greedy force each other doth assayle
And strike so fiercely, that they do impresse
Deepe dinted furrowes in the battred mayle:
The yron walles to ward their blowes are weake and fraile.(l)

And the fenders grind and heave,
And the derricks clack and grate, as the tackle hooks the crate,
And the fall-rope whines through the sheave.(2)

When back vowels dominate, the sounds described are lower:

Hark, hark!
Bow, bow,

The watch-dogs bark:
Bow, bow.(3)

Or by a cider-press, with patient look,
Thou watchest the last oozings, hours by hours. (4)

The coming musk-rose full of dewy wine,
The murmurous hasunt of flies on summer eves.(s)

While, as the last two illustrations show, back vowels may suggest
mellower tones than front, in a suitable consonantal texture they may

also suggest roaring, thundering hollow noises:

He cryde, as raging seas are wont to rore

When wintry storms his wrathful wreck does threat;
The rolling billowes beat the ragged shore,

As they the earth would shoulder from her seat.(®)

then in the key-hole turns
‘'he intricete wards, and every bolt and bar
Of massy iron or solid rock with ease
Unfastens: on a sudden open fly
With impetuous recoil and jerring sound

(1) E. Spenser, '‘he raerie Queene, 1,5,VI.
(2) R. Kipling, ihe Long irail.

(3) W. Shakespeare, ‘ihe ‘l'empest, I,2,381-384.
(4) J. Keats, Ode to Autumn.

(5) T. Ksats, Ode to a Nightingale.

(6) E. Spenser, The raerie Queene, I1,11,XXI.




The infernal doors, and on their hinges grate
Harsh thunder, that the lowest bottom shook
Of Erebus,.(1)

And & million horrible bellowing echoes broke
From the red-ribb'd hollow behind the wood
And thunder'd up into Heaven.(2)

The front vowels may give the impression of height in space instead

of in piteh, and also of upward motion:

Up the glistening beeches,

Up the creeks we will hie;

Over the banks of bright seaweed
The ebb-tide leaves dry.

We will geze, from the sand-hills,
At the white sleeping town;

At the church on the hill-side -
And then come back down.(3)

His spesr, to equal which the tallest pine,
Hewn on Norwegian hills to be the mast
Of some high ammiral, were but a wend.(4)

rise, O ever rise,
Rise like a cloud of incense from the Earth!
Thou kingly Spirit throwed among the hills,
Thou dread ambassador from Earth to Heaven,
Great hierarch! tell thou the silent sky,
And tell the stars, and tell yon rising sun
Earth, with her thousand voices praises God. 5)

On the other hand, the back vowels give the impression of depth and

downward motion:

A dungeon horrible, on all sides round
As one great furnace flamed.(6)

(1) J. Milton, Paradise Lost, LI, 876-883.

(2) Lord Yennysom, Maud, XXIII.

(3) M. Arnold, The rorsaken lMerman.

(4) J. Milton, Paradise Lost, I, 290-292.

(5) S.T. Coleridge, Hymn before Sun-rise in the Vale of Chemouni.
(6) J. Milton, Paradise Lost, I, 61-62.
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Down, down, down}
Down to the depths of the seat(l)

Then with a slow incline of his broad breast,
Like to a diver in the pearly seas,

Forward he stoop'd over the airy shore,

And plung®d all noiseless into the deep nightfz)

High vowels are used to describe high, exposed, or barren scenes:

No! penury, inertness and grimace
In some strange sort, were the land's portion. "See
"Or shut your eyes," said Nature peevishly,
"It nothing skills: I cannot help my case:
"!'Tis the Last Judgment's fire must cure this place
"Calcine its clods and set my prisoners free." (3)

Not see? Dbecause of night perhaps? why, day
Came back again for that! before it left,
The dying sunset kindled through a cleft:
The hills, like giants at a hunting, lay
Chin upon hand, to see the game at bay,
"Now stab and end the creature = to the hefti® (4)

Low vowels are used to describe the hidden and sheltered objects and states:

Ye valleys low, where the mind whispers use
Of shades, and wanton winds, and gushing brooks,
On whose fresh lap the swart star sparely 1ooks ... (5)

- The delicacy of scent, suggested by the front vowels in the first two
illustrations, is contrasted with the heaviness suggested by the back

vowels in the last two:

The fields breathe sweet, the daisies kiss our feet£6)

(1) M.Arnold, The Forsaken Merman.

{2) J.Keats, Hyperion, I, 354-357.

(3) R.Browning, "Childe Roland to the Dark Tower Came".
(4) Ibid.

(5) T.Milton, Lycidas.

(6) T.Nash, Spring.
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The jessamine that twinkles in the light,
Still watches idly through the window-pane:
While scented stocks do weave their spell each night
In case you come again. (1)

And the smell, cold, oppressive, and dank,
Sent through the pores of the coffin plank; (2)

Veiled with a soft air, drench*d in the roses' musk
Or the dusky, dark carnation's breath of clove. (3)

The front vowels describe cool, pale colours more naturally than the back:

Art thou pale for weariness
Of climbing heaven, and gazing on the earth,
landering companionless
Among the stars that have a different birth -
And ever=changing, like a joyless eye
That finds no object worth its constancy? (4)

'0 what can ail thee, knight-at-arms,
Alone and palely loitering?

The sedge is withered from the lake,
And no birds sing.

*0 what can ail thee, knight-at-arms,
So haggard and so woebegone?
The squirrel's granary is full,
And the harvest's done.

'T see a 1lily on thy brow
With anguish moist and fever dew,

And on thy cheeks a fading rose
' Fast withereth too.' (5)

The back are better able to describe warm, rich colours:
While barréd clouds bloom the soft~dying day

And touch the stubble~plains with rosy hue; (6)

Roses that down the alleys shine afar. (7)

(1) A.MacGregor, The Deserted Garden.
(2) P.B.Shelley, The Sensitive Plant, III.
(3) F,B.Young, Prothalamion.
(4) P.B.Shelley, To the Loon.
) J.Keats, La Belle Dame sans Merci.
(6) J.Keats, Ode to Autumn.
) M.Arnold, The Scholar Gipsy.




The warmth or coolness may be not of colour but of temperature:

A1l in a hot and copper sky

The bloody Sun, at noon,

Right up above the mast did stand,
No bigger than the Moon. (1)

Lifting the cool~hair'd creepers stealthily. (2)
The keen sharpness of cold is best expressed by front vowels:

The night is c¢hill; the forest bare;
Is it the wind that moaneth bleak? (3)

Freeze, freese, thou bitter sky: (4)
Its numbing, dull effects are better expressed by back:

When all aloud the wind doth blow,
And coughing drowns the parson's saw,
And birds sit brooding in the snow,
And Marian's nose looks red and raw; (5)

The owl, for all his feathers, was a-cold;
The hare limp'd trembling through the frozen grass,
And silent was the flock in woolly fold. (6)

- Since most of the front vowels are short, they are ﬁsed to describe
slender, angular shapes, especially clear-cut shapes separated‘

from each other:

_Thou shalt see the field-mouse peep
Meagre from its celled sleep;

And the snake all winter~-thin

Cast on sunny bank his skin; (7)
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(1) S.T.Coleridge, The Ancient Mariner, 111-114.

(2) M.Arnold, The Scholar Gipsy.

(3) S.T.Coleridge, Christabel, 43-44.

(4) W.Shakespeare, As You Like It, II, 7, 184.

(5) W.Shakespeare, Love's Labour Lost, V, 2, 931-954.
(6) T.Keats, The Eve of St. Agnes, I.

(7) J.Keats, The Realm of Fancy.
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or where bitumen lakes,
On bare black pointed islets ever beat
With sluggish surge: (1)

And each particular hair to stand on end,
Like quills upon the fretful porpentine. (2)

Full, rounded, or shapeless forms are described by back:

Conspiring with him how to load and bless

With fruit the vines that round the thatch-eves run;
To bend with apples the moss?'d cottage~trees,

And fill all fruit with ripeness to the core; (3)

Thou watchest the last ocozings hours by hours. (4)
Small, unsubstantial, trivial or petty things are described by front vowels:

Where, peaks above the gentians and the lings,
Undreamed of seeds fly feckless, and the slight
Celestial Poppies rise from shale and slate. (5)

Aveil of purple vapour flowed

and trailed its fringes along the Straits;
The wpper air like sapphire glowed;

And roses filled Heaven's central gates. (8)

ss0o and every bush you see
With scarlet patches tagg'd and shreds of grey. (2)

On the other hand, weight, magnitude, emphasis, importance, significance,

are described by back:

(1) P.B.Shelley, Alastor.

(2) W.Shakespeare, Hamlet, I, 5, 15-20.
(3) J.Keats, To Autumn.

(4) Ivig.

(5) D.Wellesley, 0ld Call.

(6) J.Davidson, In Romney Marsh.

(7) M.Arnold, The Scholar Gipsy.




Before the Heavens, thou wert, and at the voice
Of God, as with a mantle, didst invest

Fhe rising World of waters dark and deep

Won from the void and formless Infinites (1)

Forest on forest hung about his head
Like cloud on cloude. (2)

The broad circumference
Hung on his shoulders like the moon, whose orb
Through optic glass the Tuscan artist views., (3)

Nor is aught from the foaming reef to the snow._
capptd grandest

Peak, that is over the feathery palms, more fair

Than thou, so upright, so stately, and still thou
‘ standest. (4)

Spiritual, delicate beauty, fantasies or suppositions, and the fading

away of light or forms are described by front vowels:

She holds her little thoughts in sight,
‘Though gay they run and leap;

She is so circumspect and right;
She has her soul to keep.

She walks the lady of my delight =
A shepherdess of sheeps (5)

daffodils,
That come béfore the swallow dares, and take
The winds of March with beauty; violets dim,
But sweeter than the lids of June's eyes
Or Cytherea's breath. (6)

(1) J.Milton, Paradise Lost, III, 8~12.

(8) J.Keats, Hyperiom, 1, 6~7.

(3) JeMilton, Paradise Lost, I, 286~288.

(4) Sir Robert Bridges, A Fasser-by.

(5) A.deynell, The Shepherdess.

(6) W.Shekespeare, A.Winter's Tale, IV, 3, 118-122.




The visioned city vanished too,
And fall'n beneath my fingers lay. (1)

In me thou see'st the twilight of such day
As after sunset fadeth in the west,
Which by and by black night doth take away,
Death's second self, and seals up all in rest. (2)

Rich beauty and the physical reality of material things are described by

back:

There grew broad flag-flowers, purple prank'd with white,

Mnd starry river buds among the sedge
And floating water~lilies, broad and bright,
Which 1it the oak that overhung the hedge

With mbonlight beame of their own watery light; (3)

Out in the night there's autumn-smelling gloom
Crowded with whispering trees; across the park

A hollow cry of hounds like lonely bells:

And I know that the clouds are moving across the moon;
The low, red, rising moon. Now herons call

And wrangle by their pool; aund hooting owls

Sail from the wood above pale stooks of oats, (4)

the climbing gourd-plant's leaves
Muffled its walls, and on the stone-strewn roof
Lay the warm golden gourds; golden, within,
Under the eaves, peer'd rows of Indian corn. (5)

The effect of front vowels and that of back remain unaltered

when the subjects described are less physical. Thus the lightness

described may be not of weight but &f quick and tremulous movement:

(1) G.Gould, Fallen Cities.

(2) W.shakespeare, That time of year thou mayst in me behold.
(3) P.B.Shelley, A Dream of the Unknown.

(4) S.Sassoon, Falling Asleep.

(5) M.Arnold, p Dream.




The one red leaf, the last of its clan,

That dances as often as dance it can,

Hanging so light, and hanging so high,

On the topmost twig that looks up at the sky. (1)-

The heaviness may be that of'slow, sleepy movement:

His drowsy flock streams on before him,
Their fleeces charged with gold,
To where the Sun's last beam leans low
On Nod the shepherd's fold. (2)

Radiant light, and regions of dim half-lights, which may inspire a

gentle meditativeness, are described by front vowels:

Child of Light!{ +thy limbs are burning
Through the vest which seems to hide them;
As the radiant lines of morning
Through the clouds ere they divide them. (3)

The day begins to droop, =
Its course is done:

But nothing tells the place
Of the setting sun.

The hazy darkness deepens,
And up the lane

You may hear, but cannot see
The homing wain. (4)

I leant upon a copplce gate
When Frost was spectre-gray,
And Winter's dregs made desolate
The weakening eye of day. (5)

(1) s.T.Coleridge, Christabel, 49-52.

(2) W.de 1la Mare, Nod.

(3) P.B.Shelley, PrometheusUnbound, II, 5 625.
(4) Sir Robert Bridges, Wint®r Nightfall.

(5) T. Hardy, The Darkling Thrush.

36.
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Darkness is suggested by back:

Out in the dark over the snow
The fallow fawns invisible go
With the fallow doe;

And the winds blow

Fast as the stars are slow.

Stealthily the dark haunts round

And, when a lamp goes, without sound
At a swifter bound

Than the swiftest hound

Arrives and all else is drowned. (1)

Aloft on footless levels of the night

A pilot thunders through the desolate stars,

Sees in the misty deep a fainting light

0f far-off cities cast in coal-dark bars

Of shore and soundless sea; and he is lone,
Snatched from the universe like one forbid,

Or like a ghost caught from the clay and thrown
Out on the void, nor God cared what he did. (2)

Perhaps because most of them are unrounded while most of the back are
rounded, front vowels are better able to give the impression of a

flat and even surface, flat monotony, continuity or peace:

The sea was calm and on the level brine
Sleek Panope and all her sisters played. (3)

(1) E. Thomas, Out in the Dark.
(2) F.V. Branford, Night Flying.
(3) J. Milton, Lycidas.
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Day after day, day after day,

e stuck, nor breath nor motion;
As idle as a painted ship

Upon a painted ocean. (1)

careless Quiet lyes
Wrapt in eternall silence farre from enimyes. (2)

Now teach me, maid composed,
To breathe some soften'd strain

Whose numbers, stealing through thy darkening vale,
May not unseemly with its stillness suit;

As, musing slow, I hail

Thy genisl loved return. (3)

Roughness, ruggedness, turmoil, chaos, and war are, on the other hand,

more easily described by back vowels:

We, we have chosen our path =

Path to a clear-purposed goal

Path of advance! but it leads

A long, steep journey, through sunk
Gorges, o'er mountains in snow!
Cheerful, with friends, we set forth;
Then, on the height, comes the storm!
Thunder crashes from rock

To rock, the cataracts reply; (4)

though the yesty waves
Confound and swallow navigation up;
Though bladed corn be lodged, and trees blown down;
Though castles topple on their warder's heads;
Though palaces and pyramids do slope
Their heads to their foundations; though the treasures
Of nature's germens tumble all together,
Bven till destruction sicken; answer me
To what I ask you. {5)

(1) S.T. Coleridge, The Ancient Mariner, 115-118.
(2) E. Spenser, The Faerie Queene, I, XLI.

(3) W. Collins, Ode to Evening.

(4) M. Arnold, Rugby Chapel.

(5) W. Shakespeare, Macbeth, IV, 53-61.




Now move to war her sable Matadores,

In show like leaders of the swarthy Moors,

Spadillio first, unconquerable lord}

Led off two captive trumps, and swept the board. (1)

Serenity of mind is suggested by front vowels:

that serene and blessed mood,
In which the affections gently lead us on. -
Until, the breath of this corporeal frame
And even the motion of our human blood
Almost suspended, we are laid asleep
In body, and become a living soul. (2)

A pent-up, confused, and troubled state of mind is suggested by back:

No, you unnatural hags,
I will have such revenges on you both,
That all the world shell ~ I will do such things, =-
What they are, yet I know not. (3)

Calm, restful sleep is best suggested by front vowels:

Sleep that knits up the ravell'd sleave of cars
The death of each day's life, sore labour's bath,
Balm of hurt minds, great nature's second course,
Chief nourisher in life's feast. (4)

Come Sleep: O Sleep! the certain kmot of peace,

The baiting place of wit, the balm of woe,

The poor man's wealth, the prisoner's release,

Th' indifferent judge between the high and low. (5)

Heavy slumber is best suggested by back:

Fast asleep? It is no matter;
Enjoy the honey~heavy dew of slumber;
Thou hast no figures nor no fantasies,

(1) A. Pope, The Rape of the Lock, III, 47-50.

(2) W. ilordsworth, Tintern Abbey. ,

(3) W. Shapeskeare, King Lear, I, 4, 274-277.

(4) W. Shakespeare, Macbeth, II, 2, 36~39.

(5) Sir Philip Sidney, Astrophel and Stella, XXXIX.
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Which busy care draws in the brains of men;
Therefore thou sleeps't so sound. (1)

And slumbrous waters pool & slumbrous world. (2)

Gentle passivity is described by front vowels:

I laid me down upon the shore
And dreamed a little Space;

I heard the great waves break and roar;
The sun was on my face,

My idle hands and fingers brown
Played with the pebbles grey;

The waves came up, the waves went down,
Most thundering and gay.

The pebbles, they were smooth and round
And warm upon my hands,

Like 1little people I had found
Sitting among the sands. (3)

Far from the madding crowd's ignoble strife

Their sober wishes never learn'd to stray;
Along the cool sequester'd vale of life

They kept the noiseless tenor of their way. (4)

Strenpous activity is described by back:

It is good to be out on the road, and going one knows not where,
Going through meadow and village, one knows not whither nor why;
Through the grey light drift of the dust, in the keen cool rush

of the air,

Under the flying white clouds, and the broad blue 1ift of the sky. (5)

I know not where the white road runs, nor what the blue hills are,

But a man can have the Sun for friend, and for his guide & star;

And there's no end of woyaging when once the voice is heard,

For the river calls and the road calls, and oh! the call of a bird! (6)

Gaiety and care-free happiness are best conveyed by front vowels:

Haste thee, Nymph, and bring with thee
Jest, and youthful hollity,
Quips, and cranks, and wanton wiles,
Nods and becks and wreathed smiles,

(1) w.
(2) v.
(3) F.
(4) T.
(5) 7.
(6) G.

Shakespeare, Julius Caesar, II, 1, 229-233.
Sackville-ilest, Evening.

Cornford, Pre-existence.

Gray, Elegy writfen in a Country Churchyard.
Masefield, Tewkesbury Road.

Gould, wWander-thirst.
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Such as hang on Hebe's cheek,
fnd love to live in dimple sleek;
Sport that wrinkled Care derides,
And Laughter holding both his sides.
Come, and trip it as you go
On the light fantastic toe;
And in thy right hand lead with thee
The mountain nymph, sweet Liberty;
And if I give thee honour due,
Mirth, admit me of thy crew,
To live with her, and live with thee
In unreproved pleasures free; (1)

Come unto these yellow sands,

And then take hands: :
Courttsied when you have, and kiss'd, =

The wild waves whist,
Foot it featly here and there;

And, sweet sprites, the burthen bear. (2)

Greatness, majesty, solemnity, moral or spiritual fervour are best con=
veyed by back:

Ye, vastest breathers of the air,
Shook down with slow and mighty poise
Your coolness on the human care, .
Your wonder on its toys,
Your greenness on the heart's despair,
Your darkness on its voice. (3)

Anon they move
In perfect phalanx to the Dorian mood
Of flutes and soft recorders; such as raised
To highth of noblest temper heroes old
Arming to battle: (4)

Because in thee
Love hath abounded more than glory abounds,
Therefore thy humiliation shall exalt
With thee tbhy manhood also to this throne;
Here shalt thou sit incarnate, here shalt reign
Both God and man, Son both of God and man,
Anointed universal King. (5)

_ Innocence, purity snd the freshness of youth, morning, or spring, are
suggested by front vowels:

Two children did we stray and talk
Wise, idle, childish things.

(1) T.Milton, L'Allegro.
(2) W.Shakespeare, The Tempest, I, 2, 375.
(5) HoTrenChs

(4) J.Milton, Paradise Lost, I, 549-553.
(5) T.Milton, Paradise Lost, III, 311-317,.




She listen'd with big-lipp'd surprise,
Breast-deep 'mid flower and spine:

Her skin was like a grape, whose veins
Ran snow instead of wine.

She knew not those sweet words she spake,
Nor knew her own sweet way;

But there's never a bird so sweet a song
Throng'd in whose throat that day! (1)

When I did weke this morn from sleep,
It seemed I heard birds in a dream;
Then I arose to take the air -
The lovely air that made birds scream;
Just so a green hill launched the ship
Of gold, to take its first clear dip. (2)

Spring goeth all in white,

Crowned with milk-white may}

In fleecy flocks of light

O'er heaven the white clouds stray:

White butterflies in the air;
White daisies prank the ground:
The cherry and the hoary pear
Scatter their snow around. (3)

Oh, I must pass nothing by
Without loving it much,

The raindrops try with my lips,
The grass at my touch;

For how can I be sure
I shall see thee again
The world at the first of May
Shining after the rain? (4)
The fulfilment and dignity of age, of evening, of autumn, are suggested

by back vowels. In the first illustration, the parentheses are

dominated by contrasting, front vowels:

But I have seen
Pointing her shapely shadows from the dawn
An image tumbled on a rose-swept bay
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(1) F. Thompson, Daisy.

(2) W.H. Davies, Barly Morn.
(3) Sir Robert Bridges.

(4) S. Teasdale, May Day.
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A drowsy ship of some yet older day;

And, wonder's breath indrawn,

Thought I - who knows ~ who knows - but in that same
(Fished up beyond Aeaea, patched up new

~ Stem painted brighter blue ~ )

That talkative, bald-headed seaman came

(Twelve patient comrades sweating at the oar)
From Troy's doom -~ crimson shore,

And with great lies about his wooden horse

Set the crew laughing, and forgot his course,

It was so 0ld a ship - who knows ~ who knows?

~ And yet so beautiful, I watched in vain

To see the mast burst open with a rose,

And the whole deck put on its leaves again. (1)

What is it to grow old?

Is it to lose the glory of the form,
The lustre of the eye?

Is it for Beauty to forego her wreath?
Yes; but not this alone. (2)

Rose=bosom'd and rose~limb'd,

With eyes of dazzling bright,

Shakes Venus 'mid the twined boughs of the night;
Rose~limb'd, soft stepping

From low bough to bough,

Shaking the wide~hung starry fruitage - dimmed
Its bloom of snow

By that sole planetary glow. (3)

For we have seen
The glory of the shadow of the
likeness of thine handmaid,

Yea, the glory of the shadow

of thy Beauty hath walked
Upon the shadow of the waters
In this thy Venice,

And before the holiness
0f the shadow of thy handmaid
Have I hidden mine eyes

0 God of waters. (4)

(1) J.E. Fletcher, The 014 Ships.
(2) M. Arnold, Growing Old.
(3) 7. Freeman, The Evening Sky in March.

(4) E. Pound, Night Litany.




O Autumn, laden with fruit, and stained

With the blood of the grape, pass not, but sit
Beneath my shady roof; there thou mayest rest
£nd tune thy jolly voice to my fresh pipe,

4nd all the daughters of the year shall dance!
Sing now the lusty song of fruits and flowers.

Walling and lamenting, pathos, desolation, plaintiveness, loneliness

and weariness are suggested by front vowels:

The hills stand stéep, the dells lie deep,
The fields are green and gold:

The hill~streams sing, and the hill~-sides ring
As ours at home of old.

But hills and flowers are nane of ours,
And ours are oversea:

And the kind strange land whereon we stand,
It wotsna what were we

Or ever we came, wi' scathe and shame,
To try what end might be.

Scathe and shame, and a waefu' name,
And a weary time and strange,

Have they that seeing a weird for dreeing
Can die and cannot change. (2)

Forlorn! +the very word is like a bell
To toll me back from thee to my sole self.
Adieu! the fancy cannot cheat so well
As she is famed to do, deceiving elf.
Adieu! adieu! thy plaintive anthem fades
Past the near meadows, over the still stream,
Up the hill-side; and now 'tis buried deep
In the next valley-glades;
Was it a vision, or a waking dream?
Fled is that music: do I wake or sleep? (3)

(1)
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(1) W. Blake, To Autuwm.
(2) A.C. Swinburne, A4 Jacobite's Exile, 1746.
(3) J. Keats, Ode to a Nightingale.




Yet now despair itself is mild
Even as the winds and waters are;
I could lie down like a tired child,
And weep away the life of care
Which I have borne and yet must bear,
Till death like sleep might steal on me,
And I might feel in the warm air
My cheek grow cold, and hear the sea
Breathe o'er my-dying brain its last monotony.(1)
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A deeper mourning, a sorrow which involves struggle or approaches tragedy,

is more naturally suggested by means of back vowels:
Most musical of mourners, weep anew!(2)

The homely beauty of the good old cause
Is gone; our peace, our fearful innocence,
And pure religion breathing household 1aws.(3)

I would have poured my spirit without stint
But not through wounds; not on the cess of war.
Foreheads of men have bled where no wounds were, (4]

0 dark dark dark amid the blaze of noon
Irrecoverably dark, total eclipse
Without all hope of day!(5)
The last illustration forms a strong contrast to the following lines,
which occur later in the same poem, and which describe the sense of
achisvement and peace up to which we are borne when Samson's struggle
is over and his divine task accomplished. Front vowels predominate:
Nothing is here for tears, nothing to wail
Or knock the breast; no weekness, no contempt,

Dispraise or blame, nothing but well and fair,
And what may quiet us in a death so noble.(6)

(1) P.B. Shelley, Stanzas Written in Dejection near Naples.
(2) P.B. Shelley, Adonais, IV.

(3) W, Wordsworth, fingland, 1802.

(4) W. Owen, Strange leeting.

(5) J. Milton, Samson Agonistes, 80-82.

(6) Ibid., 1721-1724.
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Front vowels dominate in many lyrics which describe the light-heartedness

and security of young love:

It was a lover and his lass

With a hey and a ho, and a hey nonino!
That ofer the green corn-field did pass
In the spring time, the only pretty ring time,
When birds do sing hey ding a ding:

Sweet lovers love the Spring.(1)

Who is Silvia? What is she,

That all our swains commend her?
Holy, fair, and wise is she;

The heaven such grace did lend her,
That she might admired be.(2

When the lover expresses a deeper longing or a richer experience, back

vowels are strongest:

Swiftly walk over the western wave,
Spirit of Night!
Out of the misty eastern cave,

Where all the long and lone daylight,
Thou wovest dreams of joy and fear
Which make thee terrible and dear, -

SWift be thy flight!(3)

John Anderson my jo, John,
When we were first acquent
Your locks were like the raven
Your bonnie brow was brent;
But now your brow is bald, John,
Your locks are like the snow;
But blessings on your frosty pow
John Anderson, my jo.

John Anderson, my jo, John,
#e clamb the hill thegither,
And meny & canty day, John,
We've had wi' ane anither:

(1) W. Shakespeare, As You Like It, V, 3, 18.
(2) w, Shekespeare, ¥TWo Centlemen of Verona, IV, 2, 39.

(3) P.B. shelley, To_the Night.




Now we maun totter down, John,
But hand in hand we'll go,

And sleep thegither at the foot,
John Anderson, my jo. (1)

Biting hatred and scorn are most easily suggested by front vowels:

If I can catch him once upon the hip,
I will feed fat the ancient grudge I bear him. (2)

Within thine eyes sat twenty thousand deaths
In thy hands clutch'd as meny millions, in
Thy lying tongue both numbers, I would say
'Thou liest' unto thee, with a voice as free
As I do pray the gods., (3)

Railing and praising were his usual themes,
And both, to show his judgment, in extremes. (4)

Back vowels predominate over front when the hatred is uglier, when it

becomes a loathing which is almost physical:

mine emulation
Hath not that honour in't had: for where
I thought to crush him in an equal force,
True sword to sword, I'll potch at him some way,
Or wrath, or craft may get him, (5)

So can I give no reason, nor I will not,

More then a lodged hate and a certain loathing
I bear Antonio, that I follow, thus

A losing suit against him. (6)

In the middle of this passage, when, the evil becoming more and more

corrupt, Lear's hatred deepens, the transition from front to back vowels

(1) Rs Burnseyohn indsrson jo, John.

(2) We Shakespeare,_TE_e_Mé?’EE'ngnT]We, I, 3, 42-43,
(3) W. Shakespeare, Coriolanus, I11I, 3, 70=74.

(4) Jo Dryden, Absolom and Achitophel, I, 555=556.

(5) Ivid., I, 10, 12-16.

(6) W. Shakespeare, The Merchant of Venice, IV, 59~61.
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is interesting:

But yet thou art my flesh, my blood, my daughter;
Or rather a disease that's in my flesh,

Which I must needs call mine; thou art a boil,

A plague=sore, an embossed carbumcle,

In my corrupted blood. (1)

Tenderness and patience are described by front vowels:

Most blameless is he, centred in the sphere
Of common duties, decent not to fail

In offices of tenderness, and pay

Meet adoration to my household gods,

When I am gone. (2)

His prayer he saith, this patient; holy man;
Then takes his lamp, and riseth from his knees,
And back returneth, meagre, barefoot, wan,
Along the chapel aisle by slow degrees, (3)

Wrath, punishment, and torment are usually described by back:

The monstrous sight
Struck them with horror backward; but far worse
Urged than behind; headlong themselves they threw
Down from the verge of heaven; eternal wrath
Burn'd after them to the bottomless pit. (4)

Lack of courage, fear, feebleness, frailty, and fickleness are suggested

by front vowels:

Noiseless as fear in a wide wilderness. (5)

(1) W, Shekespeare, King Lear, II, 4, 220-224.
(2) Alfred, Lord Tennyson, Ulysses.

(3) T.Keats, The Eve of St. Agpes, II.

(4) T, Milton, Paradise Lost, VI, 862-886.

(5) J. Keats, The Eve of St. Agnes, XXVIIL.
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I guess, 'twas frightful there to see
A lady so richly clad as she =
Beautiful exceedingly. (1)

This Life, which seems to fair,
So like a bubble, blown up in air,
By sporting children's breath. (2)

Strength and stout courage and also horror, and terror are suggested
by back:

In arms not worss, in foresight much advanced,
We may with more successful hope resolve

To wage by force or guile eternal war,
Irreconcileable to our grand foe,

Who now triumphs., (3)

and tho!
We are not now that strength, which in old days
Moved earth and heaven; that which we sre, we are. (4)

In the drowsy gloom,
The dull of midnight, at her couch's foot
Lorenzo stood, and wept: the forest tomb
Had marr'd his glossy hair which once would shoo},
Lustre into the sun, and put cold doom
Upon his lips, and taken the soft lute
From his lorn voice. (5)

Front vowels express aspiration end exaltation:

O how I long to travel back,

And tread again that ancient track}
That I might once more reach that plain
Where first I left my glorious train;
From whence th'enlighten'd spirit sees
That shady City of palm trees. (6)

(1) S.T.Coleridge, Christabel, 66-~68.

(2) W.Drummond, This Life which seems so void.
(3) JuMilton, Paradise Lost, I, 119-123.

(4) Lord Tennyson, Ulysses.

(5) J.Keats, Isabella, XXXV.

(6) H Vaughan, The Retreat.
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0 World invisible, we view thee,
0 world intangible, we touch thee,

0 world unknowable, we know thee,
Inapprehensible, we clutch thee! (1)

If ever happiness hath lodged with man,
‘Thet day consummate happiness was mine,
Wide~spreading, steady, calm, contemplative, (2)

Back vowels express depression and heaviness of mood:

All day long I have been worklng,
Now I am tired,
I call: ‘Where are you?'
But there is only the oak tree rustling
in the wind.
The house is very quiet,
The sun shines in on your books,
On your scissors and thimble just put down
But you are not there.
! Suddenly I am lonely:
Where are you?
I go about searching. (3)

Supernatural or legendary beings described by front vowels are delicate
end fairy=-like; their world is strange and fanciful rather than fear-

some:

A damsel with a dulcimer

In a vision once I saw;

It was an Abyssinian maid,

And on her dulcimer she play'ad,
Singing of Mount Abora. (4)

1) F.Thompson.

2) W.Wordsworth, The Prelude, IV, 150.

(3) A.Lowell, Madonna of the Evening Flowers.
(4) S.T.Coleridge, Kubla Khan.




When the fiddlers play their tunes, you may sometimes hesar,
Very softly chiming in, magically clear,

Magically high and sweet, the tiny crystal notes

Of fairy voices bubbling free from fairy throats, (1)

When through a thousand eyes
Heaven is gleaming,

Troop there folk wee and wise,
Laden with dreaming;

Packs full of finest gold
Culled from the river,

Where sunbeams manifold
Shimmer and shiver;

Packs full of diamonds they
Gathered at morning,

Down by the meadow=-way,
Grasses adorning;

Packs full of lovesongs more
Sweet than a lover's

Filched from a troubadour
Feathered pelt covers, (2)

Superpnatural beings or forces which excite mystery or awe rather

than make a beautiful picture are described by back vowels:

But only a host of phantom listeners
That dwelt in the lone house then
Stood listening in the guiet of the moonlight
To that voice from the world of men:
Stood thronging the faint moonbeams on the dark stair,
That goes down to the empty hall,
Hearkening in an air stirred and shaken
By the lonely Traveller's calle (3)

(1) R.Fylemen, Fairy Music.
(2) M.Nightingale, A Faery Song.
(3) W.de la Mare, The Listeners.
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Qur Souls have sight of thaet immortal sea
Which brought us hither,
Can in a moment travel thither,
And see the Children sport upon the shore,
And hear the mighty waters rolling evermore. (1)

A motion and a Spirit, that impels
All thinking things, 211 objects of all thought,
And rolls through all things. (2)

their fatal bhands

No second stroke intend, ard such a frown

Bach cast at the other, as when two black clouds,

With heaven's artillery fraught, come rattling on

Over the Caspian; then stand front to front,

Hovering a space, till the winds the signal blow

To join their dark encounter in mid air:

So frown'd the mighty combatants, that hell

Grew darker at their frowns, so match'd they stood;
! For never but once more was either like

To meet sO great a foe. (3)

J. Individual Vowel Sounds.

The members of the two main groups of vowels can, however,
in some degree at least, be distinguished from each other with regard
to tone=colour, for, though most of the feelings associated with either
group can be expressed by any member of it, certain of these are more

characteristically expressed by some members than by others. A more

(1) W.Wordsworth, Qde on Intimations of Immortality.
(2) W.Wordsworth, Tintern Abbey.
(3) J.Miltor, Paredise Lost, II,712.
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precise idea of the tone-colour of individual vbwel sounds was
reached by collecting for every one a number of passages where it

is frequent and afterwards generalizing on the tone~colour of each

in turn. Yet the three vowels which ars formed farthest back in
the mouth, u: ; u , and the u of jtfg) are scarcely distinguishe-
able from each other. ‘This is not only because of the close re-
semblrnce existing between them but also because of the IOW'frequenc&
of U and j11: in the language, which causes them rather to appear

in support of U:; than to be dominant without it. Since all

three are rounded vowels, they suggest rounded objects:

Slowly, silently, now the moon
J Walks the night in ber silver shoon; (2)

It was the lovely moon that lovelike
Hovered over the wandering, tired

Earth, her bosom grey and dovelike,
Hovering beautiful as a 4OVe saeees

The lovely moon: -~ her soft light falling
*Lightly on roof and poplar and pine =

Tree to tree whispering and calling,
Wonderful in the silvery shine
Of the round, lovely, thoughtful moon. (3)

(1) The phonetic symbols used in this chapter are fully explained
in Chapter 777,

(2) Wede la Mare, Silver.

(3) T.Freeman, It was the Lovely Moon.
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They suggest rich loveliness in these lines:

Season of mists and mellow fruitfulness,

Close bosom~friend of the maturing san;
Conspiring with him how to load and bless

With fruit the vines that round the thatch-eaves run;
To bend with applés the moss'd cottage~trees,

And £ill all fruit with ripeness to the core. (1)

Here the poet loves and longs for the rich beauty which he describes:

The same vowels

Death will come when thou art dead,
Soon, 100 soon =
Sleep will come when thou art fled;
Of neither would I ask the boon
I ask of thee, beloved Night =
Swift be thine approaching flight,
Come soon, soonl (2)

help to describe a secluded and sheltered existence:

A noise like of a hidden brook

In the leafy month of June,

That to the sleeping woods all night
Singeth a quiet tune. (3)

Sabrina fair,
Listen when thou art sitting
Under the glassy, cool, translucent wave,

In

twisted braids of lilies knitting

The loose train of thy amber-dropping hair. (4)

Thus they are fit instruments for the feeling to be expressed in

Xeats, Ode to Autumn.

.T.Coleridge, The Ancient Mariner, 369~372.

J.X
P.B.Shelley, To the Night.
ST
J.Milton, Comus, 859-863.



lullabies and in some carols:

From out of a wood did a cuckoo fly,
Cuckoo,
He came to a manger with joyful ecry,
Cuckoo,
-He hopped, he curtsied, round he flew
And loud his jubilation grew,
Cuckoo, cuckoo, cuckoo.

A pigeon flew over to Galilee,
Vrercroo,
He strutted, and cooed and was full of glee,
Vrercroo,
And showed with jewelled wings unfurled,
His joy that Christ was in the world,
Vrercroo, Vrercroo, Vrercroo.

A dove settled down upon Nazareth,
Tsueroo,
And tenderly chanted with all his breath,
Tsucrool
0 you', he cooed ,'so good and true
My beauty do I give to you,’
! Tsueroo, Tsucroo, Tsucroof(l)

The diphthong OUu: is closely related to the last group,
both because it is rounded and because its second element is U .
Thus it, too, is able to suggest shelter and seclusion:
A violet by a mossy stone
Half hidden from the eye!

- Fair as a star, when only one
Is shining in the sky.(2)

Home is the sailor, home from the sea,
And the hunter home from the hill,(3)

The poets sing of love in lines where the same diphthong prevails:

(1) The Birds' Carol (from the Czech).
(2) W. Wordsworth, She dwelt among the untrodden ways.

(3) R.L. Stevenson, Requiem.
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O mistress mine, where are you roaming?
O, stay and hear! your true love's coming,
That can sing both high and low. (1)

My own OEnone,
Beautiful~brow'd OEnone, my own soul. (2)

Here it helps to describe rich beauty:

The rainbeow comes and goes
And lovely is the rose. (3)

Mach have I travelled in the realms of gold
And many goodly states and kingdems seen;
Round many western islands have I been

Which bards in fealty te Apelle held,

Oft of one wide expanse had I been told

That deep-brow'd Homer ruled as his demesne;
© Yet did I never breathe its pure serene
Tiil I heard Chapman speak out loud and bold. (4)
Because of the shape of the lips when it is formed, the diphthong ou:
. can help to describe the act of blowing:

Blow, bugle, blow, set the wild echoes flying,
And answer, echoes, answer, dying, dying, dying. (5)

Blow, blow thou winter wind. (6)

It is because of its association with blowing that, as the first verse
(7)
of The Eve of St. Agnes shows, it has the power of suggesting cold.

Akin to this, is its power of suggesting moaning and sorrow:
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(1) W.Shakespeare, Twelfth Night, II, 3, 42-44.

(2) Lord Temnyson, OEnone.

(3) W.Wordsworth, Ode on Intimations of Immortality.
(4) T.Keats, On first looking into Chapman's Homer.

(5) Lord Tennyson, The splendour falls on castle walls.
(6) W.Shakespeare, As you Like it, II, 7, 174.

(7) V. p.32, where part of thi. £ong is quoted.
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Then can I drowy an eye, unused to flow,

For precious friends hid in death's dateless night,
And weep afresh love's long-since-cancell'd woe,

And moan the expense of maeny a vanish'd gight.

Then can I grieve at grievances foregone,
And heavily from woe to woe tell ofer
The sad account of fore-~-bemosned moan,
Which I new pay as if not paid before. (1)

Not a flower, not a flower sweet,
On my black coffin let there be strown;
Not a friend, not a friend greet
My poor corse, where my bones shall be thrown. (2)

The vowel sounds, O: , Oi:, and O are best considered
together for the two momothongs do not differ much from each other in
tone~colour and the diphthong is so infrequent that it has little effect
except when it supports the monothongs. They are all three used to
suggest low nolses, sometimes associated with turmoil:

for always night and day
I hear lake water lapping with low sounds by the shore. (3)

And 'mid this tumult Kubla heard from far
Ancestral voices prophesying war!i  (4)

Where the mountain riven
Exposed those black depths to the azure sky,
Ere yet the flood's énormous volume fell
Even to the base of Caucasus, with sound
That shook the everlasting rocks, the mass
Filled with one whirlpool all that ample chasm. (5)

The same vowels may also appear in rich textures when glorious beauty is

(1) W.Shekespeere, When to the sessions of sweet silent thought.
(2) w.Shakespeare, Twelfth Night, II, 4, 59-£2.

(3) W.B.Yeats, The EKake Isle of Innisfree.

(4) S,T.Coleridge, Xubla Khan,

(5) P.B.Shelley, Alastor.




described:

The splendour falls on castle walls,
And snowy summits old in story:

The long light shakes across the lakes,
And the wild cataract leaps in glory.(l)

S0 all their praises are but prophecies
Of this our time, all you prefiguring;(2)

Transparent forms, too fine for mortal sight,
Their fluid bodies half dissolved in light.(3)

The heaviness of these lines is in part expressed by O: and 9

Or on a half-reap'd furrow sound asleep,
Drows'd with the fume of poppies, while thy hook

o8

.
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Spares the next swath and all its twinéd flowers.(4)

The same vowels can suggest hollowness, literal or metaphorical:d

Pompey is an arrogant high hollow fateful rider

In noisy triumph to the trumpet's mouth

Doomed to a clown's death, laughing into old age
Never pricked by Brutus in the statue's shade.

But Calgar and Pompey were dead pawns to me

Moving down fields for ever fallow, near bearing,

And I cared not which killed the other

Snatching his mock-life of me;

While Donne and Cargantua, each in his sphere,

Walks without me and has the populace to work upon.(5)

0, follow, follow!

Through the caverns hollow,
As the song floats thou pursue,
By the woodland noontide dew;(6)

(1) Lord Tennyson, The splendour falls on castle walls.
(2) W, Shakespeare, When in the chronicle of wasted time.
(3) A. Pope, The Rape of the Lock, 59-62,

(4) 7. Keats, Ode to Autumn.

(5) S. sitwell, Dr. Donne and Gargentua, III.

(6) P.B. Shelley, Prometheus Unbound, II,l.




But all was false and hollow; though his tongue
Dropp'd manna. (1)

They may express sadness:

And she forgot the stars, the moon, and sun,
And she forgot the blue above the trees,

And she forgot the dells where waters rum,
And she forgot the chilly autumn breeze;

She had no knowledge when the day was done,
And the new morn she saw not: but in peace

Hung over her sweet Basil evermore,

And moisten'd it with tears unto the core.(z)

The diphthong Qu:(a}requently accompanies d{: . Both may

help to describe a low-pitched sound:

Thou watchest the last oozings, hours by hours.(4).

i

The lowness may be of position:

While the sound whirls aroand,
Down, down!
As the fawn draws the hound.(5)

Supported or unsupported by ©O: , these sounds may also suggest

heaviness of form or mood:

But O the heavy change, now thou art gone
Now thou art gone, and never must return.(6

Or on a half-reap'd furrow sound asleep
Drows'd with the fume of poppies.(7)

(1) 7. Milton, Paradise Lost, II,112-115.
(2) J. Keats, Isabella, LII.

(3) cf. p.92, p. 118, andVol. IV, p. 18..
(4) J. Keats, Ode to Autumn.

(5) P.B. Shelley, Prometheus Unbound, II,3.
(6) J. Milton, Lycidas.

(7) J. Keats, Ode to Autumn.
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Both aqu: and a: may aid in the description ofblackness and tumult:

the darkness came early
With streakings of flame in the west and then darkness indeed
Moonless and starless a lightning-blencht blackness of tumult,
With seas roaring out from wind roaring, and wind in the shrouds
Shrieking. (1)

In the next illustration not only darkness but also majesty and awe are

described:

On a starred night Prince Iuncifer uprose.

Tired of his dark dominion swung the fiend

Above the rolling ball in cloud part screened,
When sinners hugged their spectre of repose.

Poor prey to his hot fit of pride were those.

And now upon his western wing he leaned,

Now his huge bulk o'er Afric's sands careened,
Now the black planet shadowed Arctic snows.
Soaring through wider zones that pricked his scars

- With memory of the old revolt from Awe,

" He reached a middle height, and at the stars,
Which are the brain of heaven, he looked, and sank.
Around the ancient track marched, rank on rank,
The army of unalterable law.(2)

The same sounds may assist in the description of richness. In the
following verse, the openness of (Q: helps to suggest how strong and
unimpeded is the course of the love which, as has already been shown,

u: can suggest:

Death will come when thou art dead,
Soon, too soon -~
Sleep will come when thou art fled;
Of neither would I ask the boon
I ask of thee, beloved Night -
Swift be thine approaching flight,
Come soon, soont(3)

(1) J. Masefield, The Wanderer.
(2) &. Meredith, Lucifer in Starlight.
(3) P.B. Shelley, To the Night.




i

The colour of @: is, however, more variable than that of most vowels.
Despite the fact that it usually suggests heaviness, when it occurs in
a poem where front vowels are strongly'dominant, it acquires something

of their lightness:

Philomel, with melody,
Sing in our sweet lullaby;
Lulla, lulla, lullaby; }julla, lulla, lullaby.
Never harm,
Nor spell nor. charm,
Come our lovely lady nigh;
So, good night, with lullaby.(1)

The A of "love" occurs frequently in love-songs:

This thou perceiv'st, which makes thy love more strong
To love that well which thou must leave ere long.(2)

I do love thee as each flower
Loves the sun's life-giving power;(3)

Yet this inconstancy is such
As thou too shall adore;

I could not love thee, Dear, so much,
Loved I not Honour more.(4)

It suggests an enveloping power which may offer shelter and safety:
And watch the warm green-muffled Cumner hills.(5)

Sleep and rest, sleep and rest,
Father will come to thee soon;
Rest, rest, on mother's breast,
Father will come to thee soon;
Fether will come to his babe in the nest,
Silver sails all out of the west

(1) w, Shakespeare, A Midsummer Night's Dregm, I1I,3,13-19.

(2) W, Shakespeare, That time of year thou may'st in me behold.
(3) H. Constable, Diaphenia.

(4) R. Lovelace, To Lucasta on going to the Wars.

(5) M. Arnold, The Scholar Gipsy.
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Under the silver moon:
Sleep, my little one, sleep, my pretty one, slesep.(l)

How oft do they their silver bowers leavs
To come to succour us, that succour want:(2)

Like A in the last illustration, the closely-related 9: and © add

more substance end richness to en 1 , 1:, texture:

Strew on her roses, roses,
And never a spray of yew!
In quiet she reposes;
Ahy would that I did too.

Her mirth the world required;
She bathed it in smiles of glee,
But her heart was tired, tired,
And now they let her be.

Her life was turning, turning,
: In mazes of beat snd sound;
But for peace her soul was yearning,
And now peace laps her round.

Her cabin'd, ample spirit,

It flutter'd and feiled for breaths;
To-night it doth inherit

The vasty hall of death.(3)

If 1 is substituted for every °: in the next illustrations, the richer
quality of ©: will at once be appreciateds

World-losers and world-forssaskers
On whom the pale moon gleems:(4)

As the birds do love the spring,
Or the beses their careful king;
Then in requite, sweet virgin, love ms!(5)

(1) Alfred, Lord Tennyson, Sweet and low.

(2) E. Spenser, The Faerie Queene, II, 8, ll.
(3) M. Arnold, Requiescat.

(4) A, W. E., O'Shaughnessy, Ode.

(5) H. Constable, Diaphenia.




Forget not yet when first began

The weary life ye know, since whan
The suit, the service none tell can
Forget not yet!(l)

The weaker & , which is more neutral in character than 8: , may

form a background for other colours:

Beautiful must be the mountains whence ye come,
And bright in the fruitful valleys the streams, wherefrom
Ye learn your song: '
Where are those starry woods? O might I wander there,
Among the flowers, which in that heavenly air
Bloom the year long!(2)

It is natural that the diphthong &8i: , whose second element
is 1 , should combine pleasantly with i amd i:. Often they express

happiness and security which have their source in love.
1

His heart in me keeps him and me in one,
My heart in him his thoughts and senses guides:
He loves my heart, for once it was his own,
I cherish his because in me it bides:
My true-love hath my heart, and I have his.(3)

Till a' the seas gang dry, my dear,
And the rocks melt wi' the sun;
I will luve thee still, my dear,
while the sands o' life shall run.(4)

The same diphthong may be associated with front vowels in the
description of beauty:
Sometimes whoever seeks abroad may find

Thee sitting careless on a granary floor, o
thy hair soft-lifted by the winnowing wind;{5)

Sir thomas Wyatt, Forget not yet the tried intent.

Sir Robert Bridges, Mightingales.

Sir Philip Sidney, liy true-love hath my heart and I have his.
R. Burns, O my Luve's like a red, red rose.

J. Keats, Ode to Autuun.
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By the rushy-fringed bank,
w“here grows the willow and the osier dank,
iy sliding chariot stays,
Thick set with agate and the azurn sheen
Of turkis blue and emerald green
That in the channel strays,
Whilst from off the waters fleet
Thus I set my printless feet
O'er the cowslip's velvet head,
That bends not as I tread,
Gentle swain, at thy request
I am here.(1)

When expression is given to the pathos of unsatisfied longing or
unrealized hope, 8i: 1is often dominant:

I wish I were where Helen lies;

Night and day on me she cries;

0 that I were where Helen lies
On fair Kirconnell lea!(2)

When to the sessionsof sweet silent thought
I summon up remembrance of things past,
I sigh the lack of many a thing I sought,
And with o0ld woes new wail my dear time's waste. (3)

0 mother Ida, many-fountain'd Ida,
Dear mother Ida, harken ere I die.(4)

I am but a voice;
My life is but a life of wind and tides,
No more then winds and tides can I avail.(5)
Appearing, however, in more varied textures than most vowel sounds, ai:

varies in colour more than most. Associated with back vowels, it may

thus help to suggest a richer beauty or a deeper longing:

(1) 7. uilton, Comus, 890-901.

(2) Anon, I wish I were where Helen lies.

(3) W. Shakespeare, When to the sessions of sweet silent thought.
(4) Lord Tennyson, (Enone.

(5) J. Keats, Hyperion, I,340-342.




The rainbow comes and goes,
And lovely is the rose;
The moon doth with delight

Look round her when the heavens are bare;
Waters on a starry night
Are beautiful and fair;

The sunshine is a glorious birth;

But yet I know, where'er I go,

That there hath pass'd away a glory from the earth.(l)

Our song is the voice of desire, that haunts our dreams,
A throe of the heart
Whose pining visions dim, forbidden hopes profound,
No dying cadence nor long sigh can sound,
For all our art.(2)

The vowel & 1is not infrequently associated with unpleasant,

clanging or clattering noises:

Dry clash'd his harness in the icy caves

And berren chasms, and all to left and right

The bare black cliff clang'd round him, as he based
His feet on juts of slippery crag that rang
Sharp-smitten with the dint of armed heels.(3)

There lay the "Wanderer" helpless, sea-beaten, sail-tattered,
All three topgallant masts broken and swinging aloft still
Raining down pennants and blocks as they tore off in rolling,
Her spanker gaff vanisht, her jiggermast bent with the strain. (4)

What passing bells for those who die like cattle?
Only the monstrous anger of the guns.
Only the stuttering rifles' rapid rattle
Can patter out their hasty orisoms.(5)
The clattering noise in the next passage is suggested by the sound of the

words, not by their meaning. The repetition of & harmonizes also with

the desolation and danger:

(1) W, Wordsworth, Ode on the Intimations of Immortality.
(2) Sir Robert Bridges, Nightingales.

(3) Lord Tennyson, liorte d'Arthur.

(4) T. Masefield, The Wanderer.

(5) W. Owen, Anthem for Doomed Youth.




The engineman ran to the lamp-room and lighted the lamps,

And carried them aft, there to hoist them aloft at the peak;
But, as he was hoisting, the flames were blown out in all three,
He had to return to the lamp-room to light them again.(l

Yet, although & 1in itself suggests barrenness, it can be woven into a

rich texture, as in the second verse of John Anderson, my jo, John.(2)

It is, perhaps, at its most sonorous when interwoven with @ :

yet had his temple high
Rear'd in Azotus, dreaded through the coast
Of Palestine, in Gath, and Ascalon,
And Accaron, and Gaza's frontier bounds, (8)

for to bear all naked truths,

And to envisage circumstances, all calm,

That is the top of sovereignty. Mark well!

As Heaven and Earth are fairer, fairer far

Than Chaos and blank Darkness, though once chiefs;
, And as we show beyond that Heaven and Earth

In form and shape compact and beautiful,

In will, in action free, companionship,

And thousand other signs of purer life . . .(4)

The front vowels differ from each other in degree rather than

quality: the farther forward a member of this group is, the less rich
and the colder and clearer its tone-colour is. A substitution of 1i: s
i , Or even. ei: for every € in the next illustrations makes
this evident:

By fairy hands their knell is rung,

By forms unseen their dirge is sung:

There Honour comes, & pilgrim grey,

To bless the turf that wraps their clay;

Apnd Freedom shall awhile repair
To dwell, a Wweeping hermit, there.(5)

) J. Masefield, The Wanderer.
) Cf. p.47.

J. Milton, Paradise Lost, I,463-466.
) T. Keats, Hyperion, II,R03-21l.

) We Collins, Qde written in MDCCXIVI.
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There was no leaf upon the forest bare,
No flower upon the ground,

And little motion in the air,
Except the mill-wheel's sound.(1)

But yet I know, where'er I go
That there hath pass'd away a glory from the earth.(2)

The chief characteristic of € , the next member of the
group, is that it is intermediary between the richer € and the

thinner 1: , 88 1s clearly shown if first € and then 1: is

substituted for it throughout these passages:
Jenny kissed me when we met.(3)

Then to Silvia let us sing,
That Silvia is excelling;
She excels each mortal thing
: Upon the dull earth dwelling;
To her let us garlands bring.(4)

What is love? 'tis not hereafter;

Present mirth hath present laughter;
What's to come is still unsure:

In delay there lies no plenty -

Then come kiss me, sweet-and-twenty,
Youth's a stuff will not endure.(5)

She has virgins many
Fresh and fair.(6)

The diphthong el: has a more characteristic colour of its

own. It may suggest paleness:

(1) P.B. Shelley, A widow bird sate mourning for her love.
(2) W, Wordsworth, Ode on Intimations of Immortality.

(3) L. Hunt, Jenny ¥issed me.

(4) W. Shekespeare, Pwo Gentlemen of Verona, IV,2,49-53.
(5) W. Shakespeare, Twelfth Night, I1I,2,48-53.

(6) R. Herrick, To Violets.




#hy so pale and wan, fond lover?
Prythee, why so pale?

Will, when looking well can't move her,
Looking i1l prevail?
Prythee, why so pale?(1)

An impression of the youth, coolness, and freshness of spring can be

conveyed by it:

The palm and may make country houses gay,

Lambs frisk and play, the shepherds pipe all day,

And we hear aye birds tune this merry lay,
Cuckoo, jug-jug, pu-we, to-witta-woo!(2)

It raised my hair, it fanned my cheek
Like a meadow-gale of spring -

It mingled strangely with my fears
Yet it felt like a welcoming. (3)

In other textures these qualities are intensified into coldness and

greyness, which may be quiet and calm as in the two first passages or

more desolate as in the last two:

Now came still evening on, and twilight grey
Had in her sober livery all things clad;

Silence accompanied; for beast and bird,

They to their grassy couch, these to their nests
Were slunk, all but the wakeful nightingale;(4)

And morning came quietly in upon sandals of peace,

The maiden-eyed morning who wakens the birds in the dew;

#ith greyness in heaven, and silver in streaks on the sea

She came to that harbour of rest where the "Wanderer" lay

And shone on her ruin all scurfing with patches of salt

Till shadows of beauty were tranquilly stirred at her side.(5)

(1) Sir John Suckling, Encouragements to a Lover.
(2) T. Nash, Spring.

(3) S.T. Coleridge, The Ancient liariner, 456-459.
(4) 7. Milton, Paradise Lost, IV,598-602.

(5) T. Vasefield, The Wanderer.




That time of year thou may'st in me behold
When yellow leaves, or none, or few, do hang
Upon those boughs which shake against the cold,
Bare ruin'd choirs, where late the sweet birds sang.

In me thou see'st the twilight of such day
As after sunset fadeth in the west,
Which by and by black night doth take away,
Death's second self, that seals up all in rest.(1)

Rough winds do shake the darling buds of May,
And summer's lease hath all too short a date:(2)

The feeling of gentle desolation nmay be increased to pathos or

lamentation:

Come away, come away, Death,
And in sad cypres let me be laid;
Fly away, fly away, breath;
I am slain by a fair cruel maid.(3)

Fair daffodils, we weep to see
You haste away so soon:
As yet the early rising sun
Has not attain'd his noon.
Stay, stay
Until the hasting day
Has run
But to the even-song;
Apnd, having prayed together, we
Will go with you along.(4)

The transition from the warmer € of the first four happy lines to the

sadder €1l: of the next three is interesting:

Jenny kissed me when we met,
Jumping from the chair she sat in;
Time, you thief, who love to get
Sweets into your list, put that in!
Say I'm weary, say I1'm sad,
Say that health and wealth have missed me,

] W, Shekespeare, That time of year thou may'st in me behold.

(2) W. Shakespeare, Shall I compare thee to a summer's day?
) W. Shekespeare, Twelfth Night, II,4,51-54%.

(4) R, Herrick, To Daffodils.
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Say I'm growing old, but add,
Jenny kiss'd me. (1)

Strangeness and weariness are sometimes suggested byel: :

And straight the Sun was flecked with bars,
(Heaven's Mother send us grace!)

As if through a dungeon-grate he peered
With broad and burning face. (2)

Nothing of him that doth fade
But doth suffer a sea-change
Into something rich and strange. (3)

'The effect of 1 depends partly on its shortness. It often

‘suggests the quick and, perhaps, gay movement of slight forms:

Willows whiten, aspens quiver,
Little breezes dusk and shiver
' Thro' the wave that runs for ever
By the island in the river
Flowing down to Camelot. (4)

When the hounds of spring are on winter's traces,
The mother of months in meadow or plain

¥ills the shadows and windy places
With lisp of leaves and ripple of rain; (5)

Tt may help to express a mood of gaiety although no movement is described:

Heigh ho! sing heigh ho! unto the green holly:
Most friendship is feigning, most loving folly:
Then, heigh ho! the holly! ’
This life is most jolly. (6}

(1) L.Hunt, Jenny kissed me.

(2) S.T.Coleridge, ‘he Ancient Mariner, 177-180.
(3) W.Shakespeare, The Tempest, I,2,397-399.

(4) Alfred, Lord Tennyson, The Lady of Shalott.
(5) A.C.Swinburne, éAtalanta in Calydon, 65-72.
(6) W.Shakespeare, 4s You Like It, II,7,180-183.
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Iy true-love hath my heart, md I have his,
By just exchange one for another given:(l)

'Irip no further, pretty sweeting;
Journeys end in lovers meeting -
Every wise man's son doth know.(2)

Its slightness causes it to be used in descriptions of unsubstantial

forms:

Thin glittering textures of the filmy dew,
Dipt in the richest tincture of the skies.(3)

It is engender'd in the eyes
With gazing fed; and Fancy dies
In the cradle where it lies:
Let us all ring Fancy's knell;
I'1ll begin it - Ding, dong, bell.
- Ding, dong, bell, (4

The\same quality fits it for descriptions of thin,light sounds:

0 hark, O hear! how thin and clear,
And thinner, clearer, farther going!
0 sweet and far from cliff and scar
The horns of Elfland faintly blowing?(5)

There is but sound of sedges dry,
And still they sing.
It is within my breast they sing,
As I pass by.
Within my breast they touch a string
They wake a sigh. '
There is but sound of sedges dry;
In me they sing.(6)

(1) sir Philip Sidney, iy true-love hath my heart and I have his.
(2) W. Shakespeare, Twelfth Night, II,3,45-47.

(3) A. Pope, ''he Rape of the Lock, II,65-66.

(4) W, Shekespeare, The lierchant of Venice, II1I,2,67-72.

(5) Lord Tennyson, The splendour falls on castle walls.

(6) George Meredith, Song in the Songless.




In these lines there is a marked contrast between the sounds describing

the dying and those describing the living echoes:

0 lcve, they die in yon rich sky,

They faint on hill or field or river;
Our echoes roll from soul to soul,

And grow for ever and ever. (1)

72.

‘Similarly it is used, often in association withi:or eij:, to suggest white

light, radiance, or palemness:

Slowly, silently, now the moon

Walks the night in her silver shoon;
This way, and that, she peers, and sees
Silver fruit upon silver trees;

One by one the casements catch

Her beams beneath the silvery thateh; (2)

I saw pale Kings and Princes too,
' FPale warriors, death~pale were they all;
They cried ~ La belle Dame sans Merei
Thee hath in thralll" (3)
The longer vowel 1i: is frequently associated with 1 .

The difference between the tone-colour of the two arises chiefly fram
the difference between their lengths; while the greater duration of
the former mekes it less suited than the latter to the description of
short forms, it also gives it a stronger colour. It has a clear ring
and often describes music:

We are the music-makers

4nd we are the 4rsamers of dreans,

Wandering by lone sea-breakers,
And sitting by desolate streams; -

(i) Alfred, Lord Tennyson, The splendour falls on castle walls.
(2) W. de la Mare, Silver.
(3) T. Keats, La Belle Dame sans Merci.




World-losers and world-forsakers,
On whom the pale moon gleams:
Yet we are the movers and shakers
Of the world far ever, it seems.(l)

Nine bean rows will I have there, a hive for the honey bee,
And live alone in the bee-loud glade.(2)

She roams maternal hills and bright,
Dark valleys safe and deep;

Into that tender breast at night
The chastest stars may peep.

She walks - the lady of my delight -
A shepherdess of sheep.(3)

The same vowel, like €i: , expresses freshness and purity:

When I did wake this morn from sleep,

It seemed I heard birds in a dream;
Then I arose to take the air -

The lovely air that made birds scream;
Just as a green hill launched the shi
Of gold, to take its first clear dip.%4)

As the passages used to illustrate the colour of ei: show, it may also
be associated with this diphthong in the description of coldness; but

here it suggests coldness and barrenness without any support from ei: :

How like a winter hath my absence been
from Thee, the pleasure of the fleeting year!
what freezings have I felt, what dark days seen,
What 0ld December's bareness everywhere!(5)

Perched on my city office-stool
I watched with envy, while a cool
And lucky carter handled ice . . .
And I was wandering in a trice,

A.i.E. O'Shaughnessy, Ode.

W.B., Yeats, ''he Lake Isle of Innisfree.

4, lMeynell, The Shepherdess.

W.H. Davies, Harly lorn.

Wi, Shakespeare, How like a winter hath my absence been.
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Far from the gray and grimy heat

Uf that intolerable street

O'er sapphire berg and emerald floe,
Beneath the still, cold ruby glow

Cf everlasting Polar nisht

Bewildered by the queer half-light,

Until I stumbled, unawares,

Upon a creek where big white bears

Plunged headlong down with flourished heels,
And floundered after shining seals

Through shivering seas of blinding blue. (1)

The coldness it helps to describe may be metaphorical rather than
literal. In the next passages, as in many others, although the other
dominant vowels are almost as frequent as it, they are so few that i:
rings out very clearly. The effect is to be compared to that of a
texture where a few distinguishable colours rise out of a neutral
background rather than to that of a "mixtwe" where a greater number
|
of closely interwoven colours tend to merge into a single general
impression. The coldness of desolation is described in:
Its passions will rock thee
43 the storms rock the ravens on high;
Bright reason will mock thee
Like the sun from a wintry sky.
From thy nest every rafter
Will rot, and thine eagle home

Leave thee naked to laughter
When leaves fall and cold winds come.(2)

And we drop like the fruits of the tree,
Even we
Even so.(3)

(1) w.w. Gibson, Ice-cart.
(2) P.B. Shelley, The Flight of love.
(3) G. Meredith, Dirge in Woods.
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Yet in a different texture 1: can be gay. 1t would seem, indeed,
although its range is not unlimited - it would be powerless, for
instance, to suggest strugzle and turmoil - that it can be the
symbol of a number of contradictory feelings. Hxamined more closely,
however, the contradiction is only apparent, for the fundamental power
of 1: 4is not so much to define a feeling as to suggest 1t is unmixed
and keen. ‘Lhus in these passages it helps to suggest, not the
desolation and sadness it suggested in previous passages, but security
and happiness:

Diaphenia, like the spreading roses,

That in thy sweets all sweets encloses,
Fair sweet, how I do love thee!(l)

So long as men can breathe, or eyes can see,
! So long lives this, and this gives life 1o thee.(2)

It can aid in the description of beauty that is bright, clear, and serene:

And moveless fish in the water gleam,
By silver reeds in a silver stream.(3)

A bow-shot from her bower-eaves,
He rode between the barley-sheaves,
The sun came dazzling thro' the leaves,
And flamed upon the brazen greaves
0f bold Sir Lancelot.
A red cross knight for ever kneel'd
To a lady in his shield,
That sparkled on the yellow field,
Beside remote Shalott.(%)

H. Constable, Diaphenia.

s Shakespeare, Shall I compare thee to a summer's day?
#. de la Mare, Silver. '

Lord Tennyson, The Lady of Shalott.
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The serenity is more spiritual in these lines:

She walks - the lady of my delight -
A shepherdess of sheep;

Her flocks are thoughts, she keeps them white,
She guards them from the steep;

She feeds them on the fragrant height,
And folds them in for sleep. (1)

4, The Introduction of Contrast.

A poem containing only front or only back vowels could not
exist since it would be impossible for its author to express himself
adequately without using words in which contrasting vowels appeared.
Even if not impossible, artistically it would be a mistake, for its
music would be monotonous. Artistry as well as necessity, then,
decrees that in every good poem, as in every good picture, there should
be an element of contrasting colour. Usually this appears, subdued but
persistent, throughout the whole texture, Sometimes, however, the
contrast is so strong and so sustained that it introduces a new "unit"
dominated by the contrasting vowels; if there are more than two units,
their succession may follow such a regular pattern that it helps to
build the structure of the poem. The contrast, for instance, between
the back vowels in the last line of this verse and the previous front
vowels is important, not only because it has the effect of throwing the
birds' chorus into relief, but also because, being repeated in the same
line of every verse, it serves to bind them all more closgly together:

Spring, the sweet Spring, is the year's pleasant king;
Then blooms each thing, then maids dance in a ring,

(1) A.leynell, The Shepherdess.
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Cold doth not sting, the pretty birds do sing,
Cuckoo, jug-jug, pu-we, to-witta-wool (1)
Even when the contrasting unit is not identical in all the verses,
its effect may be comparable to that of rhyme, for its recurrences may
resemble each other more than any other parts of the poem do and ;ﬁey
may be placed at regular intervals end in parallel positions. A
more sensitive use of tone-colour is, however, to he heard when the
meaning undergoes more subtie changes. In the next poem the front
vowels in the first four lines of the first verse and also in the
first two lines of the second help to suggest the thinness and
clearnesas of the horns of Elfland, whereas the back vowels in the
third and fourth lines of the second verse help to suggest the richness
and §olemnity of the echoes of humanity. In the first part of the
fifth and sixth lines of each verse, back vowels describe the full
ﬁotes of the bugle sounding at the poet's side; but in the second
pert of the lines, front vowels describe the faint echo from the other
side of the glen. The alternation is thus structural as well as
expressive of changes in meaning.
O hark, O hear! how thin and c¢lear,
And thinner, clearer, farther goingl
0 sweet and far from cliff and scar,
The horns of Elfland faintly blowing!
Blow, let us hear the purple glens replyingt

Blow, bugle; answer, echoes, dying, dying, dying.

0 love, they die in yon rich sky,
They faint on hill or field or river:

(1) T.Nash, Spring.
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Our echoes roll from soul to soul,
And grow for ever and for ever.
Blow, bugle, blow, set the wild echoes flying,
And answer, echoes, answer, dying, dying, dying. (1)

Within any unit there may be single phrases of vividly contrasting colour.
The back vowels in the last line of the next illustration help to convey

the impression of the sea-beasts sinking down into their hea#y pasture

ground:

Sand-strewn caverns, cool and deep,

Where the winds are all asleep;

Where the spent lights quiver and gleam;
Where the salt weed sways in the stream

Where the sea-beasts rang'd all round

Feed in the ooze of their pasture ground. (2)

In these lines the merman's sorrow and his desire to go down to the
depths of the sea are suggested by back vowels, while the contrasting
phrase contains front vowels which meke the little grey church stand
out, clear and cold:
Come, dear children, come away down!
Call no more!l
One last look at the white wall'd town,
4nd the little grey church on the windy shore,
Then come down.
She will not come though you call all day,
Come away, come away. {3) :
Hollow, back vowels help to deseribe the low passage through which

Porphyro creeps, while clear, front vowels suggest the cold silence

of the room into which he emerges:

(ls Alfred, Lord Temnnyson, The splendour falls om castle walls.
(2} M.Arnold, The Forsaken Lierman.
(8) Ibid.
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He follow'd through e lowly arched way,

Brushing the cobwebs with his lofty plume;

Ard as she mutter'd 'Well=gewmmem well=-a-daytl*

He found him in a little moonlight room

Pale, latticed, chill, and silent as the tomb. (1)

The contrasting phrase may owe its beauty less to its suggestive power
than to its sheer music; for example, if thin, front vowels are sub-

stituted for the resonant, back vowels of "Mount Abora", the magic

fades:

“A damsel with a dulcimer

In a vision once I saw:

It was an Lbyssinian maid,

And on her dulcimer she played,
Singing of Mount Abora. (2)

5, The Combination of Vowel Sounds and Consorants.

An unnatural divorce hes been made between the tone-colour of
consonants and that of vowels but, though a necessary, this must be only
a temporary expedient. Some aspects of the relationship between the two
have, indeed, already been illustrated. It has been shown how a high
proportion of vowels, especially of long vowels, to consonants makes a
poen melodious and suggests ease and fluidity, whereas a high porportion
of consonants to vowels, a low proportion of long to short vowels, and
the presence of a number of consonantal clusters combine to suggest

obstructions and difficuliivs, sgain, the tone~colour of some consonants

(1) J.Keats, The Eve of St. Agnes, XIII.
(2) S.T.Coleridge, Kubla Khan.
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and some vowels was shown to be particularly susceptible to the colour
of the consonants and vowels with which they are associated. Another
obvious relationship is to be seen in such a passage as the following,
where the complement of a vowel sequence which is less rich in toné
than one might have expected is a comsonantal sequence Which is unusually
rich:

Make me a willow cabin at your gate,

And call upon my soul within the house;

Write loyal centons of contemned love

And sing them loud even in the dead of night;

Halloo your name to the reverberate hills,

And make the babbling gossip of the air

Cry out "Qlivia". 1)
The comparative thinness of eil: and 1 , Which form the vowel theme, is
compepsated by the fullness and richness of 1 and N, which form the
consonantal theme.

The strongest tone-colours are composed of dominant vowels
and consonants which arouse the same feelings independently of each other.
Thus liquids, nasals, and back vowels, more naturally than any other
combination, suggest richness of sound, colour, or scent, oppressive
heat, numbing cold, and, more metaphorically, acquiescence and passivity:

And call the vales and bid them hither cast

Their bells and flowerets of a thousand hues,

Ye valleys low, where the mild whispers use

Uf shades, and wanton winds, and gushing brooks,

On whose fresh lap the swart star sparely looks,

Throw hither all your quaint enamell'd eyes

That on the green turf suck the honey'd showers
And purple all the ground with vernal flowers.(2)

(1)W. Shakespeare, Twelfth Night, +,5,289-295.
(24T, Milton, Lycidas.
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The coming musk-rose, full of dewy wine,
The murmurous haunt of flies on summer eves.(l)

As when, upon a trandgd summer-night,
Those green-rob'd senators of mighty woods,
Tall oaks, branch-charmeéd by the earnest stars

Dream . . . . . . (2)
At the other extreme is a texture mainly composed of voiceless
continuants, stops, and front vowels. Instead of passivity or richness,
these suggest fierce activity, clanging noises, or barrenness:

With greedy force each other doth assayle

And strike so fiercely that they do impresse
Deep dinted furrows in the battred mayle.(3)

As for the grass, it grew as scant as hair
In leprosy; thin dry blades pricked the mud
Which underneath looked kneaded up with blood.(4)

Since the back vowels are not only back but, with the exception of a:
round, the first texture is also the natural medium for the description
of rounded, lovely forms and the expression of love itself:

The lovely moon: - her soft light falling

Lightly on roof and poplar and pine -

Tree to tree whispering and calling,

Wonderful in the silvery shine
Of the round, lovely, thoughtful moon. (5)

She whom I love is hard to catch and conquer,
Hard, but O the glory of the winning were she won!(6)

Similarly, since the unrounded vowels, except for the addition of the

J. Keats, Ode to a Nightingale.

J. Keats, Hyperion, I,72-75.

E..Spenser, The Faerie Queene, I,5,VI.

R. Browning, Childe Roland to the Dark Tower Came.
J. Freeman, It was the lLovely Moon.

G. Meredith, Love in a Valley.
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comparatively colourless "mid" group, are the same as the front vowels,
the second texture is the natural medium for the description of

pointed, unlovely forms and for the exmression of hatred and scorn:

And eke the pennes that did his pineons bynd,
Were like mayne-yardes with flying canvas lynd.(l)

Higgledy piggledy, packed we lie,

Rats in a hamper, swine in astye,

Wasps in a bottle, frogs in a sieve,

Worms in a carcase, fleas in a sleeve.
Hist! square shoulders, settle your thumbs
And buzz for the bishop - here he comes.({(2)

A second musical combination is that of long vowels with nasals, liquids,
and voiced continuants, the combination which most easily suggests

greatness, of time or space or spirit:

One moon, with alternations slow, had shed
Her silver seasons four upon the night
And still these two were postured motionless.(3)

Mighty Prophet! Seer blest!

On whom those truths do rest
Which we are toiling all our lives to find,
In darkness lost, the darkness of the grave;
Thou, over whom thy Immortality
Broods like the Day, a liaster o'er a Slave,
A Presence which is not to be put by;(4)

In contrast to this texture, the association of short vowels with voiceless
continuants and stops suggests shortness in space or time, slightness, or

insignificance:

(1) E. Spenser, The Faerie Queene, I,11,X.

(2) R. Browning, Holy-Cross Day.

(3) T. Keats, Hyperion, 1,83-85.

(4) w. Wordsworth, Ode on Intimations of Immortality.
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Time, you old gipsy man,
Will you not stay,

Put up your caravan .
Just for cne day? (1)

Gums and pomatums shall his flight restrain,

While clogged he beats his silken wings in vain;

Or alum styptics with contracting power

Shrink his thin essence like a rivelled flower. (2)

men with scanty beards
And slose~-set skull caps. (3)

The vowel and consonant combinations so far illustrated have
been two varieties of rich textures with the opposite of each. Nothing
richer could exist unless both varieties were combined in one, unless,
that is to say, the dominant wowels of a iiquidanasal texture were not
onlx,back but also long; and owing to the comparative infrequency of
long back vowels in the language, it would be difficult to weave nmore
than a line or two of such @ texture. Many intermediate textures,
all with distinctive tone~colours, exist between the two contrasting
members of each pair of textures. Thusg, when liquids and nasals are
combined not with back but with front vowels, neither richness nor
barrenness is normally described; such a combinstion is a natural vehicle
for the description of fading colours and slight, though not sharp, sounds:

Now fades the glimmering landscape on the sight,
And all the air a solemn stillness holds,

Save where the beetle wheels his droning flight,
4nd drowsy tinklings lull the distant folds. (4)

(1) R.Hodgson, Time, you old gipsy men.

(2) A.Pope, The Repe of the Lock, II, 129~-13Z.

(3) M.Arnold, Sohrab and Rustum, 129-13C.

(4} T.Gray, Flegy written in a Country Church-yard.
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In comparison with textures where the vowels are rounded, this texture
expresses a love which hag less hope of fulfilment; when @l: andei:

are frequent, there is a strong undercurrent of pathos:

Come to me in my dreams, and then

By day I shall be well again.

For then the night will more than pay
The hopeless longing of the day.

Come, as thou cam'st a thousand times
A messenger from the radiant climes,
And smile on thy new world, and be

As kind to others as to me.

Or, as thou never cam'st in sooth,

Come now, and let me dream it truth.

And part my hair, and kiss my brow

And say - My love! why sufferest thou?

Come to me in my dreams, and then

By day I shall be well again.

For then the night will more than pay

The hopeless longing of the day.(l)

On the other hand, when voiceless continuants and -stops are associated

not with front but with back vowels, the effect is, if not richly

melodious, yet not metallic:

‘hou watchest the last oozings hours by hours.(2)

’The same combination tends to describe appearances which, if heavy and

unlovely, have yet a certain richness:

All in a hot and copper sky,

The bloody Sun at noon,

Right up above the mast did stand,
No bigger than the kioon. (3)

(1) I, Arnold, Longing.
(8) J. Keats, 0de to Autumn.
(3) S.T. Coleridge, The incient Mariner, 111-114.




85.

A texture composed mainly of liquids, nasals, and short vowsls, which is
intermediery between the members of the second pair of contrasteng bex tures v ovides

a fitting instrument for the description of small things which are delicate

rather than trivial:

I stood against the window
And looked between the bars,
And there were strings of fairies
Hanging from the stars;
Everywhere and everywhere
In shining, swinging chains;
The air was full of shimmering,
Like Sunlight wben it rains. (1)

The opposite intermediary texture, that woven of stops and iong vowels,

can be at least as beautiful, if it is enriched dy a nasal or liquid

tlread:

1

So delicete, so airy,
The almond on the tree,

Pink stars that some good fairy
Has made for you and me. (2)

When the rhythm is slower, the stops tend to suggest determination and

finality:
¥hen I have Seen by Time's fell hand defaced
The rich proud cost of out=worn buried age;

When sometime lofty towers I see down-razed,
And brass eternal slave to mortal rege. (3)

When the'proportion of consonants to vowels is higher, however, the same

combination of sounds can suggest obstruction and difficulty:

(1) R.Fyleman, I stood against the window.
(2) K.T.Hinkson, Pink Almond. _
(3) W.Shakespeare, Wien I have 3een by Time's fell hand defaced.
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through many a dark and dreary vale
They pass'd, and many a region dolorous.
O'er many a frozen, many a fiery Alp,
Rocks, caves, lakes, fens, bogs, dens and shades of death.\l)

6. Conclusion.

Thus the tone-colour of vowels, like that of consonants,
varies within a wide range and has many shades. Yet, if any exhaustive
attempt to classify its shades would therefore be so futile as Lo be
ridiculous, this does not depreciate the value of tone-colour as a
poetic instrument but rather makes it all the more valuable because all
the more sensitive. 1t was, however, decided not to carry the examination
of consonants any farther. Their contribution to the sound of a poem
and to its effect had been shown to be vital: the degree of tone in a
poem largely depends on what their numerical strength is in comparison
with that of the vowels; and their tone-colour is a potent influence in
the comuunication of the meaning. Nevertheless, this having been admitted,
the problem of their contribution seemed to have been carried as far as
it profitably could, whereas the problem of the vowels teased one into
farther thought. <he old Jewish theologians, commenting on the omission
of vowels from Hebrew script, made a comparison which, applied to the
sound of words, is, if exaggerated, highly suggestive. Yo them the
consonants were the body and the vowels the soul. Regarded also from a
less mystical and more scientific point of view, the vowels are of

greater importance: they are on an average ten times as long as the

(1) 7. wilton, Paradise Lost, LI,618-621.




(1) (2)
consonants and they are much more powerful, facts which more than

counterbalance the numerical preponderance of consonants in words.

The strongest incentive to a closer examination of them, however, lay

in the growing convictio?sthat, less noisy than consonants and approach
ing pure tone more nearly,) they bear towsrds each other a musical re=-
lationship which is nonethe less definite because difficult to analyse.
One seemed to be on the brink of discovery. The elusive secret of the
music of poetry seemed at last to be within grasp.

Two lines of investigation were pursued concurrently but
independently of each other. Firstly, the estimation of the vowel
sequences of poems was steadily continued. The method of estimating
these was re-examined and minor inconsistencies were eliminated, a
detailed account of this being given in the next chapter. Secondly,

:

a search, later described in Volume IV, Chapter 1, was made for in~

formation about the precise nature of vowel sounds.

(1) RoM.Ogden, Hearing, p.281, quotes Marage (Comptes Rendus Academie des
Sciences, CLXXXII, pp.l265-~1267, 1911) to this effect.

(2) D.Jones, English Phonetics, pp.23~-24, and E.A.Sonnenschein, ihat is

thm? p.24. Later, further confirmation was found in Sir Richard
Paget's Human Speech, p«38 and p.124, 1,B.Crandell's The Sounds of
Speech (Bell System Technical Journal, IV, p.616, 1925), C.F.Sacia
and C,J.Beck's The Power of Fundamental Speech Sounds {Bell Systen
Technical Journal, V, p.40l, 1926), and H.Fletcher's Speech and
Hearing, p.74.

{3) R.M.Ogden, Op.cit., p.206, contrasts the noise of consonants with the
resonance of vowels. I.B.Crandall's analyses, which were not
discovered until later, show that consonants are more confused than
vowels because they have a greater number of strong components.
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1117. THE SIGNIFICANCE OF THE PHONETIC SYMBCLS.

UL > e v o 2 o T P . o o g ot

The alphabet adopted is that of the International Phonetic
Association, which is used by Professor Daniel Jones in his books on

phonetics and in bhis English Pronouncing Dictionary. This system of

symbols had, however, to be slightly expanded because the sounds it
was to represent are more carefully enunciated than those of ordinary
conversation, which the E.P.D. symbols represent. The vowels for which

modified signs had to be found were mainly those of unstressed syllables

(1)
whichi as Professor Jones and the editors of the Oxford English

(2)
Dictionary are agreed, retain more of their full quality in careful

speech than in conversation. In an attempt to represent the sounds of
caréful speech, the 0.E.D., besides the long (e.g. i ) and the
"ordinary" (e.g. & ) form it gives for most vowel sounds, also gives an
"obscure"” (e.ge. é;) form for those reduced sounds most of which the
E.P.D. flattens into & . No method of treating these reduced vowels
could have vitally affected the analyses of poems; but for the sake of
consistency and accuracy some method of treating them had to be adopted.
Accordingly it was decided to accept the 0.E.D. "obscure" sounds and to
represent them by ég b,ﬁ. , etc., that is by E.P.D. symbols modified in
such a manner as to make them equivalent to the 0.E.D. "obscure™ symbols.
Even in verse, on occasions when their stronger forms are not among the
dominant group of vowels, such sounds may sink beyond "obscuritf'into ° 3

but, although they may not be longer than the neutral & , low vowels in

a low unit or high in a high should always retain something of their own

quality.

(1) The Pronunciation of English p.47, 1909.
(2) 0.B.D., PpeXXIV.
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If on the one hand verse has the effect of preventing
unstressed sounds from always becoming nondescript in quality, yet on the
other hand, since its metrical stress reinforces accent, it has also the
effect of reducing the comparative strength of those long vowels which
are both unaccented and unstressed. \Thus symbols such as ﬁ.: andé{i:
indicate fully stressed, long vowels in accented syllables, whereas ug:)
and &1f) indicate vowels which, differing from the former both because
they are shorter and unaccented in ordinary speech and also because they
are unstressed in verse, have half their total strength. The E.P.D.
symbols show that the same reduction sometimes takes place in ordinary,
non-metrical speech: the e and g , which are the vowels of éntrance,
become j,[é%) and : in entrince; and the ju: of human is ju as
often as ju: in humanity. The effect of metre is to increase the
reduction and to make what was a tendency become a rule, so that, in
verse, not only is the E.P.D. U or U of frugelity definitely reduced
to the sound represented in this investigation as u(:) and the O ’
0 , or @ of authority definitely reduced to oA:) but the CG& of
barbarity is reduced to a() and the ju® of virtue to jul:)

The E.P.D. system uses : , the symbol for length, only
when, as in U: , it is necessary as a means of preventing confusion
between a long and a short vowel; it therefore only occasionally
-uses it for diphthongs. In this investigation, however, since it offers
a means of distinguishing between strong and reduced forms, the symbol

is used for all diphthongs and long vowels.

(1) Square brackets in the E.F.D. enclose less frequent sounds.



The attribution to long vowels and diphthongs of twice the
length of short vowelél%s accepted here., Admittedly, the commarison is
only approximately true: variations in length exist between members of
both the long and the short group and also between occurrences of the
same sound, whether long or short, in different words. Yet it is
possible that,in verse, the metre has an equalizing influence and the
variations are even slighter then in prose, Whether this is true or not,
it is certain that, in view of the use to which it is put, the general-
ization is accurate enough to warrant its acceptance here, And without

its acceptance such endless complications would have arisen that the

whole of this investigation would have been rendered impossible,

Symbols adopted
Key Words, 0,E.D.Symbols |E,P,D,Symbols fo? the vowels
ln verse,

two @ u: u:
frugelity @ u:,u ul:)
together L o [u] ' al:)

full u u u
beautifyl | u o [y 1'1;?)

few i, '@ jus BT
virtue iw ju: juls)
circular ik ju,je jul:)

pure iu,’a jue jue:
duration iu jue,jo8 jua(:)
verdure i 8 jua(:)

poor u(u?) ud e:

S0 G(0%) ou bu:

(1) Lascelles Abercrombie, Principles of ¥nglish Prosody, p.81,and
E.A. Sonnenschein, What is Rthythm? p.218.

(2) Cf. p.130, footnote (2).




0.E.D.Symbols.

Symbols adopted

b ) bind, b) aye

~ Key Words. 0.E.D E.P.,D.Symbols.| for the vowels
in verse.
hero f} ou ou(:)
violet o @[b] ou(:)
a)got, b) what a)0, b) 0o |o 5
connect éf 9 [0] 5
oil 0i oi Si:
a) thorn, b) author a) é., b) o |o: o:
asuthority 9, Qﬂ) o: [0,9] o(:)
forget 0 o [0] o(:)
core 0(0°) 0: [09] 00
therefore vu, ° o: [09] 09(:)
a) pass, b) alms a) a, b) a |a: a:
barbari ty a a: a(:)
nectar a 9 al:)

, vl_c_)_gd au au au:
foundations au au au(:)
lower aue(au’ ) aue aus
cut D A i
datum © ’ 9 i
a) curl, b) fir a)v, b) BEE é:
surmise D, 0 9: a(:)
lshepherd 9 8 é(:)
ever a o a

a) i, b) ailel ai

(1).

from that given in the dietionary itself.
(2)  of. p. 118 ‘end Vol. IV, p. 18.

The symbol given for the vowel in the list of key words differs
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' Symbols adopted
Key Words. 0.E.D.Symbols.| E,?,D.Symbols. jfor the vowels
in verse.

daylight oi ai 81(:)
fire 91° aie aio:
man ' ES ® @
a) amoeba, b) accept al &, b) & |e 2
there g(e°) € £o:
therein e(e®) €9 €o(:)
bet e e é
moment e 2] é
rein e(e’) el ei:
survey £ el eil:)

7 L
separate 1 e1(:)

» . 3 ) '/
sit 1 1 1
- . - s, '/‘/.
bier 1(1%) ie ié:

= . , ./
thief ¢ 1: 1:
Psych_e— B Z. i: ) i i( . )

v .
regard 4 1 i(:)

Notes.

1). All the unreduced vowel sounds appear in this list.
If a few of the less common reduced forms are omitted (sapphire, for

instance, contains aig(:) end rhomboid 9i(:) ), these can easily be




deduced from the forms which appear. The only vowels which have no
dotted or obscure form in the analyses are © and 1 . Since the virtue
of a dotted form is that it marks a point where something of the vowel's
characteristic quality emerges out of the neutral © , a dotted form for o
would be meaningless; and if it were not so, it would differ in guantity
so little from ordinary o that, as with other dotted forms, it would be
considered possible, without any appreciable inaccuracy, to give the two
sounds the same numerical relative strengthfl) Similarly such sounds as
"ity" are not represented by an 1 form because 1 , unlike the other short
vowels, is never reduced to o in the E.P.D.

(2). The 0.E.D. distinctions betwsen & and G , & and  ,
g and Q, ‘5 and é ,D and © , oi and ai, are neglected because the
2;2;23 neglects them. Pfofessor Jones expressly states that, except in
diphthongSEZ) & does not exist in the type of speech he describes.

(3)s On the other hand, since the vowels of con and for are
and O: respectively, a distinction is made here between the vowels of the

first syllables of connect and forget, the first being represented by ©

and the second by 9(:) Yet it is doubtful if there is actually any

difference between these sounds or between U(:) and U , &:) 2nd o ,

i() and i . Certainly the question is quite immaterial, for in the
last stages of the analyses, when the vowels are classified into the three
(3)

main groups, high, low, and common, no distinction is made between the

different vowels composing each group.

o4

(l) Vl Po 1 f 31y iv2 .
(2) Togl 15h Dhonst 1en 1088, T 85 "R1 3 58 HBdtion of au for qu in his

later books vide. ¥el. IV, p. 18.
(3) V. Vol. IV, Chapter IIIL.
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2o The Relative Strengths of Vowel Sounds.

a). The Influence on Relative Strengths of Sentence Stress

and of Pauses.

Since the "strength™ of a vowel sound, like that of a
syllable, is a composite measure embracing both stress and length,

vowels are measured by a system which closely resembles that used for

(1)
the measurement of syllables. The symbols employed in the two
systems are, however, not identical. The fundamental differences are

two: 1in the measurement of vowels, firstly, the x of unstressed
syllables is omitted entirely; and, éecondly, the symbol : Teplaces

the — of long syllables, its absence after an unreduced vowel

being sufficient to indicate that the sound is by nature shorte. Thus-
it §&: and & are taken as typical unreduced vowels,  their different
strength values (which, owing to the additional factor of.metrical stress,
are more in number than those tabulated in the last section for the

()

vowels of ordinary speech) are, in decreasing order, d: and & , a:
and EE)\S) , af) and & , ) and 2 . The first pair of sounds have
full length but only medium stress; the second pair fall in

metrically stressed positions but, although the mind hovers on them for

a fraction of a second, they cannot actually carry metric stress, for

they have no sentence stress; the third pair have half their full

lengths and no stress; and the fourth pair are still further reduced

in both directions. The sounds 85 and @f:) heve the same strengths, the

former, in comparison with the latter, gaining in stress what it loses

(1) Cf. p.9.
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in length.

Since, therefore, vowels like syllables cannot have full
strength unless they are stressed, strong vowels normally belong, in a
rising metre, to the last syllable of each foot, and in a falling metre, to
the first. The rhythmic modification of the metric norm, however, affects
vowels as much as syllables. Thus not only can a strong or a wesk
vowel, owing to the presence of a substitution, fall in any position in
any foot of any metre, but also the strength of vowels, like that of
syllables, is modified by the operation of varidus rhythmic principles
involving length and sentence stressfl)

The first two of these rhythmic principles apply only when the
words or syllables concerned have sentence stress. The distinction between
words or syllables with and without sentence stress is the result of
the fact that even in prose or ordinary conversation strength is

affected by sentence stress: when the words are spoken in isolationm,

the two members of the pairs at and hat, in and win, are and bar, be

and see, contain identical vowels, but when they are placed in sentences,

the vowel of the first member of each pair is reduced in strength below

that of the second because the latter is reinforced by sentence stress

and the former is not. In poetry, when metrical stress reinforces

sentence stress, the vowels of the second members have full strength

while those of the first have at most half strength (& , 1, o) , 1(:) )e
The first principle is that length confers medium stress.

When they fall in metrically unstressed positions, hat, bar, etc.,

(1) Cf. p.5 and p.9.
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Lave the stren.th inuicated by > , GRG Their vovels have the stroncbis

. N \ .

indicated by & and Q: respectively, symbols which indicate strengths

. . PR 5 2 ’

intermediary between & and (: on the one hand and &£ and q(_-)on the
(1)

other,

The second principle is that stress increases length,

Whereas, however, short syllables in metrically stressed positions

derive medium length, so that the first syllable of dolAar and thﬂcket
7 i

have the strength indicated by <& , the vowels of such syllables, being

as long end therefore as strong as in dolbrums and thiok#ess, have the
values 9 end frrespectivelé?)

The third principle is that lack of sentence stress reduces
strength., Unimportant words or syllables, which have little weight
in the sentence, are reduced whether or not they fall in metrically
stréssed positions, It is the operation of this principle which prevents
long syllables which are unaccented and therefore devoid of sentence
stress from following the first principle and deriving medium stress
from their length; the lest syllable of ificense end that of eglantine
have the strength symbolized by X while their vowels are no stronger

than € and ai(:)respectively. Again, it is the operation of the same

principle which nrevents the penultimate syllable of seasoneble from

(1) When relative strengths are given numerical values (p,100), & is
classed with & , since, although it is not identical with it, it is
neasrer & then ® , This is done for the saske of avoiding the intro-
duction of such a smell distinction as thet between 1 end ¥ snd between
2 and-%, a distinction which would have affected the ultimate stages of
the analysis but little, and would have complicated the calculations
unnecessarily. .

(2) Since medium length is judged not to increase stress just as medium
stress is judged not to increase length, if both syllables of Egﬂgggi
fell in unstressed rositions (as they might well do in & triple metre]
the strength of the first syllable would be symbolized by S . Tts
vowel, however, would be 1

. i . s
1t would be 17 .,

just es in e metricelly stressed position

b




9&

\

veing slronger ﬁ}ﬁﬂ»(:ﬁ end its vovel fro o shrovs ey tiau(aﬂ
4 more usual application of the third principle is to be found,
however, not in the prevention of stress and length frow mutually
influencing each other, but in a more direct reduction of strength in
woras and syllables which, having no weight of meening, are habitually
slurred over. These worids can be classified and a satisfactorily rigid
line drawn between them and other words, Lven when they occur in
metrically stressed nositicus, their‘vowels rarely rise above the
(2)
strengths indicated by £ ,d: , etc; not infrequently they are reduced
toé) ,&2:) , in stressed positions and to & ,q(:) , in unstressed,
For the sske of consistency in the treatment of them, the degree of
reduction the vowels suffer in different circumstances is considered
in detail in the third section of this chapter.
1

The fourth principle, which is unimportant since it affects
very few lines, is that exceptionally strong sentence stress increases
the strength of a vowel in an unsitressed position, Thus in the line

And with old woes new well my dear time's waste

the opposition between old and new raises their vowels from ou: and

,

ju(:) to Ou: and j : 3imilarly words which are normally reduced

may retain full strength: the vowel of my in the first line, although
it is an unstressed position, isai: , that of thy in the second is
éi: , and that of not in the second and third lines, although it is

-

. . 4 N Y
in en unstressed position, is O

(1) cf, p. lo.
(2) In these reduced words such symbols are more accurately regerded as
representing not composite measures in which the length element is, stronger

then the stress, but total relative strengths lying between QI , , anc
a(:) >, @& ; in fact, both length ard stress are reduced,



With lucky words fevour my destined urn.

2)

But thy eternal summer shall not fade.
Think not of them-thou hast thy nusic too.(s)

The fifth principle, which is alsc of minor imrortance,
concerns the protraction which precedes pauses, Pauses, whether
short or long, protract the vowels of words which have sentence
stress, so that they are increzsed from, for example, 2 or(i:, to

. 4
& or : .( ) Slurred words or syllables need not be affected

~
by this principle: the vowel of EQ‘A ney be 1:even when 1t receives
metrical stress; and the tabulations of words with more than one

syllable, given in the third section of this chapter, show that

pauses scarcely affect their reduced vowels,

b). Relative Strengths Expressed Numerically.

The relative strengths of all typical vowels are expressed

numerically in the tabulation which follows; those of other vowels
can be seen by analogy. The total strength of each sound is given
and also the strength of each element of those diphthongs amnd

triphthongs which, in the analyses, had to be broken up.

(1) V. Vol. II Yo. L 2.

(2) V. Vol. II, No. C71.

(3) V. Vol. II, No. B 62.

(4) Cf. p. 11 , where syllables preceding a long peuse are judged

to be protracted by a quarter of thelr own length and those
preceding a short pause by an eighth,
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Notes.

1) All the diphthongs except OU: are divided into their
component parts because it becomes necessary in the analyses to range
each part with the other members of the main group to which it belongs.

2) When two or three symbols appear together in the same
column, the strongest is placed first though there is little, if any,
appreciable difference between them.

3) Some forms of the %ﬁiaﬁ) ,gfuC) s g? , type occur very
seldom, if ever; bubt others are common., All such forms represent sounds
which are so reduced in ordinary speech that even the incidence of met-
rical stress cannot make them gig: , du:, & El)

4) Diphthongs often do not reach the full 1 or u position
of their second element, However, when the second element is not
exaétly 1 , i¥ is yet a front vowel; and when it is not U , it is yet
a back vowel. Therefore, in view of the manner in which the sounds are
ultimately classifieé?)it is happily safe to disregard any slight dis=

crepancy between symbol and sound.

3. The Reduction of Vowel SoundsS.

'

a) Unimportant Words.

To facilitate the process of estimating the degree of reduc~
tion effected in different cases, only vowels in the commonest, that is,

in double, metres were at first examined; almost without exception, there~
fore, the examples are taken from poems in which triple feet do not occur

even occassionally.

(1) Cf.pp.93-4,the examples from p.lO6onwards, and the tabulations from

p.12lonwards.
(2) cf. p.94. footnote (3).
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The vowel sounds in these, unimportant, words iffer from those

examined in the sections on dissylables and trisyl¢ableél)because they
are not reduced so automatically as the sounds of unaccented syllables are.
Thus, as examples IB.ld.i, IIB.l.i, and IIB.l.ii show for my and thy and I,
it is possible for them, probably but not necescarily owing to the incidence
of sentence stress, to have the values which the vowels of other words
would have in the same circumstances., Yet normally they are reduced, so
that the speaker who attempts to give them full strength absurdly mis~
represents the poet's meaning.

If there are no absolutely hard and fast rules by which
the degree of reduction can be determined, yet the following detailed
examination of the manner in which such sounds usually behave in typical
circumstances will show that something more than the whim of the moment
determined the degrees of reduction to which they were subjected in the
analyses of poems. For the rest, the degyee in which they are reduced
actually affects the final result of the analyses but little.

The sounds are divided into two main classes each of which
is subdivided into A) short vowels, and B) long vowels, The list of
words belonging to each subdivision was drawn up after Lycidss and most

of the poems in the original Good and Bad groups had been analysed. The

two main classes are:

I. Those which the E.P.D. shows are either weakened into @

or omitted entirely in ordinary conversation, Almost all of these are pre-
positions, conjunctions, pronouns, possessive adjectives, and auxiliary

verbs.

II. Those which have not weak forms in conversation but

(1) Some of the words included in the present gection are dissyllables, and

consequently their unaccented vowels suffer reduction as those of other dis~
Syllagles dg; but in this section it is their accented vowels whose reduction

is examined.
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which are Teduced in poetry, where their weakness is increased by lack
of metrical stress. These include the commonest adverbs in addition
to less common examples of words of the same types as those in Class I.
The degree of reduction, especially ip IIB.1, tends to be rather less
than in I,

The slurred word often occurs immediately after the
cdésure, so that it seems by its shortness to compensate for it and
thus to restore the metrical time of the line. E.g. IBe2b.iii,
IB.2beiv, IB,2ceii, ITA.2b.ii.

To facilitate the ezplan;tion of the different degrees
of reduction which the vowel sounds of these words may suffer, the
symbol % and its attendant weaker forms are used as generic signs
for short vowels, and the symbol %: and its weaker forms as parallel
signs for long vowels. Such sounds are reduced more in some circuun.
stances than in others:

1. They tend to be less reduced

a) when they occur before a pause. E.g. IIB.l.viii. In

this line were, which is sometimes reduced to £9(: ),
has full strength whereas I is reduced from gi: to #i(: ).

b) when the majority of the stressed syllables in the line

contain long vowel sounds. E.g. IB.2b.ii, ITA.2D.1.

‘e) when they are low sounds and occur in a low unit, or

when they are high sounds and ocecur in a high.

E.g. TA.2a.1i, IIA.8b.1, ITA.2a.i=iii.



d) when the same sound occurs in other words in “he same
line. E.z. IBe2v.1ii, IB,2d.i1, IIA.2a.ii.

e) when the geusral movement of the line is slow, it may
be because a solemn, weighty, or eaphatic statement
is made., E.g. IB.la.i. Contrast the movement of
IB.le.,i with that of IB,le.iii and IB.le.iv, lines
which are taken from the same poem.

f) when in some other less definable way it makesythe
rhythm of the line more onomatop6éic. E.g. IB.lc.ii,
where he, which might have been reduced to i(:)
before ¥, remains as i(: ) to suggest stability.

2. They tend to be more reduced

a) when the majority of the stressed syllables in the .
line contain short vowel sounds. X.g. IBe22.1, TB.Za.ii,
IB.2c.iii, ITA.2a.iv.

b) when, although the general movement may notvbe slow,
the reduction is compensated for by the presence, in
e metrically unstressed position, either of i or x(:)
in a line most of whose stressed vowels are i, or
else of R in a line most of whose stressed vowels
are x:. E.g. IB.2b.iii, IB.2¢.iv, ITA.2b.11. The
reduced vowel need not be adjacent to the heavy foot.

Not infrequently it occurs in a line where, owilng to

the substitution of a rising for a falling double

104
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foot or vice versa, oune unstressed syllable succeeds
another E/XXX/!] . The (e‘)j(;) of IIB.l.vii, for
example, is compensated for by the fact that the
unstressed syllables of the_first two feet are as
strong as x(:} .

¢) when, in a line whose geﬁeral movement is not slow,
the reduction is compensated for by the presence of
an extra syllable in one of the feet. E.g. IA.2b.iv,
IB.1b.iv.

d) when the unstressed word is repeated. E.g. IB.ld.iv.
If the repetition occurs in the same line, the first
fowel may be x:) or x snd the second.i&)or(g, E.g.
IB.la.,iii, IB.1d.ii, IB.1d.ivs

e) when swift movement or the eruption of an abrupt force
is described. E.g. IB.la.iv, IB.lc.iii, IBw.ic.iv.

f) when, in some other less definable way, it makes the
rhythm more onomatopdeic. E.g. IB.lb.iii;

g) when it is desired to suggest intensity of feeling by
increasing the comparative strength of another word in
the line and thus emphasizing it. E.g. longed in

~ IB.la.iii, and watches in LA.2d.ii.

Class I.
'A) The words which were found to belong to this class are:~

‘a, am, an, and, as, at, but, could, dost, doth, from, had, has, hast,
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(1)

have, is, such, of, shall, should, some, than, that, upon, was, would.

1. Unstressed:~ x, X.

The vowel sounds of such momnosyllables are freqﬁently
reduced to x ; but to decide when they are so much reduced seems to
involve personal opinion more than to decide about the reduction in
some other classes of monosyllables. Consequently,'since the
difference between X and x is in any case s0 slight that the two sounds
are given the same numerical relative strengths, no attempt is made in

words belonging to this class to distinguish between thems

2. Stressed:- X, %)

Lines are quoted which contain some of the words most
often slurred. These illustrate how in different contexts the
vowels may suffer different degrees of reduction. The tempo of the
neighbouring lines sometimes affects that of the line under
examination; but the quotations are so well=known that they will

immediately evoke their context.

a) ofi= X
i. In show like leaders of the swarthy Moors

i bu: .aif) i:ead & H: i e:

ii. The pilot of the Galilean lake
o 48 S 8 &ilm éi:

(1) But for this exception all the words in Class I. are monosyllables.
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(J)
X

iii. Or with the tengles of 1Heaera's hair
\ . .. _f (\) . .I *
q: 1 8 & A 9 1) 18: &8

m~
[¢5]
.

iv. Sleep'st by the fable of Bellerus old

K4 N /. {\, M a ’
1: el 9 el:A 9] e e o ou:

b) andi- x

i. 4And grow for ever and for ever

& Ou: o) e s, # o e

ii. The air was calm and on the 1level brine

o fo: o 4,8 o e ée A&i:

()

b4
iii. Looks towards Namancos eand 3Bayona's hold

’ . 3 (\) . r * ¢
u o8(:) @x0, & elf)o=x ou:

ive 0 fountain Arethuse, and thou honour'd flood

out) a1 &1 jue), B qun e - &

¢) asi~ X |
‘ i, As idle as & ©painted ship
£ o \ ® . £ . 0 0/
& al:, & el) el: 1 1
)
X
ii. I do love thee as each flower

(\\‘ . ’ . . ’
a1ty ue) A i(:) & i(:) oqu9:
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i. And wipe +he tears “orever from his ayes

N . s

’ . \ * rd
2 al: s} lo:, oble @ s 1 ail:

X
ii. He wetches from his wmountain walls
. (\) . ’

i) o i, 9 i o i o
B) The words which were found to belong to this class are;-
do, to; or, for, nor; be, he, me, she, thee, we, ye; her; by, my;
are, art; their, there(is, are), were; you, your; who, whom; no, so,
though; may, they. With the exception of the first word, the words

at the beginning of the list are reduced oftener than those at the end.

1. Unstressed:»‘i:, x(:), iL;l-

a) to:- x(:)
i Thou, thou and all thy mates to keep
’ /

au: éu:A £ b5 &) éi:  ue) 1i:

ii, She has her soul to keep
N ’ R4
- i: = o) ou: ,u:) 1:

x(:)
iji. Here he 1lies where he longed +to b%’

5. i¢) A& L £al) it) 5 ﬁ(:) i:

ive And thigk to burst out into sudden blaze
> 2 4 z LA 4 ’ s
® 1" u) e:  ax , 1ut) A é1i
b) or, for, nor:= x{:)
i, Silence accompan{ed for ba§st and bird
4i: e = A 2 1 A o) 1 ® 9:




ii.

5&(:)

iii.

iv.
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For, so to interpose a 1little ease

“ . R4 ’ ., B .
o) ou:r ul) 1 o ou: ei@r) 1 1

Or sinking as the light wind lives or dies
s . ‘. ‘. R ‘ ‘-
a“) 1 1 & o ail: ai: 1 o¢) -ai:

But for peace her soul was yearning

° / ’ ’ .
A o(z) 1: , &) ou:r o o: 1

¢) he, she, etc.:-xX3)

i.

ii.

%(:)

iii.

The weary life ye know since when

s . /. . ’, \- I
& 11 a1l: 1) A 1 ®

Ring'd with the azure world, he stands

’

i i 8 c‘a]ua()a e

And like a thunderbolt he falls
# ait) eit) £ o due) iy b

Swift be thine approaching flight
-/ - ° ri . £ .
1, 1) ai: & du: i al:

With lucky words favour my destined urn
i £i & A éi: o di: é i 5.

And as he passes turn

And bid fair peaee be to my sable shroud
.7 N N 7o ’
& 1 £d:) i’ \ 1- u) ar e1: au:

A



ii. It reised my  hair it faon'd my cheek
4
4

. ’, . ., . , . ‘. .
iooelr eley o, 1 2 ai¢) i

iii. One Dby one the casements catch

{oai) £, o éir e S
x(z)
iv. By scaly Tritonv¥s winding shell....
ait) éi: 1 &ai: o, Al i é

By Leucothea's lovely hands....

hd /

ait)j o ite, 4 1 =
By Thetis' tinsel-slipper'd feet
.. .’ . . .’ . o/ . N4
aw:) 1:1, 1e 1 a() 1:
e) her:— x(3) :
i. And now peace Jlaps her round

’ \o ’ ’
& a:, 1: = 8:) au:

ii. Had in her sober 1livery all things clad

’ . ’ o . N 4 4
2 1 9o:)o0owe 1901, o 1 =
x(:)
iii. But her heart was tired, tired
A 3()  a: o 4aie:, aie:

ive Her cabin'd ample spirit

. ’ . , .
q:) & 1 o3 1 1
(\)

2. Stressed:~ x:, x{:)

A

o) toi- 1)
i. She took me to her elfin grot

»

) u i), g.i)(:) o) €1 5




il. 45 killing as the canker

of .
2 I 1 ,8& o &

A}
b) or,for,nori- x:

to the rose

3 ug) 9 ou:

i« Or in +the heart or in the head

A . ’ \

o i e &, o

ii. Or as the mpearls of
5 = @ 5: , o

4

i 9 e

morning dew

o: i ju:

1ii. Listen, for dear honour's sake

(A

i, di®) 5 e

ive I made a garland for
ait) éi: ein) & = . 3k)

.
¢) he,she,etci- x:
i. She 1is so circumsvect
\,

i 1 dw & 4 €,
ii. She has her soul %o

\. ¢
1: & o) ow, u

iii. To  pe beloved of God,

ut:) (i(}j) i(:) A o 5

iv. The pallor of girls!

o 2 3 o 9:

A

d) by,my:~ x:

i. By the 1island éan the

8i: 1 4 =& 1 8

ei:
her head
&) é
and right
® ai:
keep

o
1:

I have not 1lost

, &) P 2 5:

brows shall Gfe~ their
1)

du: , & 39

river
4

i o

pall



e
)
o

wy  the ,1m101’1 wind

ii. Thy  hair soft - 1ifte
N\ / . \X Ka 7 .
1,81 9 i out) 1 &ai:

ai)

e
[eb]
O

H

Class II.
A) The words which wsre founi to beleng to this class =zye:~
across, among, beyond, every, hath, hither, in, into, it, let, much, nS%i
on, oé§3 since, then, till, under, until, unfo, up, what, when, whence,
which, with, within, yonder. Resides the vowels of their accentéed syllables,
which are being considered in this section, those of some of their
3

unaccented syllables are also reduced.

l. Unstressed:- x,&

“As with the words of IA, no attempt is made to distinguish
between x and ; values in monosyllables, since to do so would serve no
burpose.. The accented‘elements of dissyllables are normally stressed
and are therefore treated as the words in ITA.2.

V)

2. Stressed.- X, X.

a) in:=~ x
i. But she is in her grave, and oh
) Ne <. N, , e Vi
A 1: 1 1 &) el & ou:

A

ii. That sing, end singing in their glory move

2 17, = 1”1 ,1 eet) 61 u:
e
iii. To sport with “maryllls }3 the shade
u:) o i s2ai i, o éi:

iv. And gstherins swallows twitter 'F the gkies

-~

7’ . 4 v/ 3 4.
G- A o o), 19 1 @ al:

,(2) These words are less apt to be reduced than most of +the others.
Cf.pp. 117- 135,

(1)
(3)
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«

i. UWaters on a starry night

D: a9 eil) A4: i 4i:

ii., Though castles topple on their warders' heads
out:) G 5 4 ¥ eel) b o é

B) The words which were found to belong to this class are:-
about, after, against, all, although, around, away, behind, below, beneath,
beside, dowx(li each, either, ere, even, far, forth, half, here, how, I,(at)
least, like, )might moxre, most, oft, oh, only, our, out, over, own, round,
-these, those, thou, towards, through, thy, too, twof2)where, while, whilst,
whose, why, without. Here again, it is accented syllables which are under
consideration.

It is perhaps no longer necessary to treat all the words in

,the group separately.

1. Unstressed:= 2:

i. Think not of them, thou hast hX musie  too

i 3 o éa bfu: = ai: jusi  u:

'

ii. And there I dreamed =~ Ahl woe betide!
&  fo: di: it A d: a Ou 16 ai:

iii. But that {two =~ handed engine at +the door
A & d: & 1 éi & e e

iv. That to the sleeping woods all night

£aoul) e i i G S Ai:
x(2)
v. This thou perceiv'st, which makes thy love more
i aul) e it A i é€i: ai(y) £ ost)
' strong
I4

o

(2) These words are less apt to be reduced than most of the others.



il. I Eze . 111y on  thy  brow
./ o)
ar:) 1:ei:) 11, 9 ai(:) du
vii. Thou art more lovely and :wre te.perate
’ N ’ - ’ ’ ( )
av: af) oe¢) 4 1 & de: & o &1(:)

viii. I wish I were where rHelen lies
L]

. o . Z . .
ait:) 1 ai¢) €e:, €on:) & e &i:

ix. Look round her when +the heavens are bare

’ .

4 oau(:) o), € o &  G() ‘Ee:

2¢ Stressedis i:
i. leanwhile the rural ditties were not mute

\ ;. . . RN 1 e
1: al: & uere i 1A(L’)G(:)() ° "

ii. V¥hilst from off the waters flest

N ’ ’, .,
ai: (9] [*H 2 0: 8 1:

|~

1ii. Oter the cows

gst) o du

in's velvet head

e 1 é

[

iv. All losses are restored and sorrows end

o) S: i (d)(:) i) e - S5 ou:) é

v. VWhat candles may be held to speed them all

(\)- :

0 % ey i) é . ue) i/: e O

vie And‘l_ will come again, my ILuve,
%& . , .« . ,
® all) 1 A ®oelk ,ai) A
The reduction of the vowel sounds in unimportant words may

therefore, be summarized thus:-

- - o . . Ay )
(1) This form, for e wurmur Jiphthous, is parallel to x: for a long
vowel sound.
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Class of wWord 1. Unstressed. S¢ Stressed.
N
; A X 3;, (x)
I
\ s - N ﬁ)
B x: (exceptionally), x:, %(1)
), x(:)
()
A b4 E, b4
Iz '
\ v
B , x:, %(3) x:, x(1)

b). Prefixes and Suffixes.

Both the 0.E.D. and theIELE#Q. values are given for the
more reduced forms occurring in the commonest rrefixes and suffixes,
the 0.E.D. symbols as usual being translated into their equivalents in
the alphabet adopted. Except for the group of suffixes headed by-age,
it is the 0.E.D. sound.which, being less flattened inta © , is adopted.

Prefizxes.

Prefixes in
which vowel 0.E.D. Symbols. ! E.P.D. Symbols. Symbols adopted.
sounds occur.

a, &b, ac, ad, |®(sometimes &) 9, & v &
af, ag, al,
am, an, ap, ar,

as, at.

ef, el, em, e, 1(:) i [e] e (e.g. endure).
er, es, ex orik)ge.g. eternal).
be, de, pre, i(:) 1 1(:)

re, se.




[ S . e

Prefixes in
which vowel
sounds occur.

0.E.D. Symbols.

E.P,D. Symbols.

Symbols adopted.

col, com, con,
cor, ob, oc,
op(p), or.
pro, po.
for.

per.

3

o, oul:)

-

o fo,o}

o [o,u]
o [o]

o

Suffizxes.

Suffixes in
which vowel
sounds oeccur.

0,E.D, Symbols.

E.P.D.Symbols.

Symbols adopted.

-a, -able, Jian,
‘~(1i)ald, -ance,
-ancy, -ant,
-ary, =and
(usually), -ard
{usually).

-el, -en(s),
-ence, -ent.

-ed, ~es(s),
-est, ~et, -eth,

-eon, -(1i)on,
~(i)ot, -(1i)od,
~(1i)or, -ock,
-0l, -om, -ond,
~0Tyy ~Our,
~{o)us.

-age, -ain,
~EZe .

-acg, ~ate.

= [a]

e, eil:)

fa=13

[

i
1 (e.g.climate ).
or

el(:) (esg.desolate)




f._l
[
~3

e i
which vowel Y.E.D. Symbols. |{K.2,D. Symbols. {Zvuhols adopted. |
scunds occur., !
~ine, -ile, i, ai i, ai ai(:) f
—ar, 5, ®, & ) [joccasionally a: al:)
~ward, 8, o(:) 9 ol:)
~er + consanant ] 2] ) é(:)
. ® . ®
-sure, =ture, ju(:) 9, fe CJue(:)
. U .
-une, 1u»,fe 5 . juls:)
|
Notes.

>l) Although the tabulation indicates the usual behaviour
of the vowel sounds, each word had to be considered separately; it was
!

found, for instance, that,contrary to the values given in the

tabulation, the second vowel in open and altar, is © and that the

second in poet and palace is é-

2) The prefix un frequently receives stress in ordinary

’ / ’
speech e.g. ﬁnqu{ét, unéﬁviable, untrgdden. Such words appear in the

c.i) subdivision of all types of dissyllables, trisyllables, und

polysyllables.

¢). Dissyllables.

Both the J.E.D. and the E.P.D. were consulted for almost
every word. The ailm was, on the one hand,to avold flattening a reduced

vowel into o if either dictionary warrented atirituting to it something



of its own quality, and yet, on the otuer hand, to discover the degree
of reduction suffered by long vowvels in syllables which are neither
stressed nor accenteg? The 3.F.D. more often then the E.P.D.
furnished the unflatténeﬁ velues adonted for those vowel sounds which,
whether long or short, are considerably reduced. So far as less
reduced long vowel sounds are concerned, the degree of strength
ascribed to them by the 0,.E.D. was adopted except in two classes of
sylleble, those which fall und;r class c.ii) in the foliowing notes
and are dealt with there, and those which contaiﬁ an accented and stressed
au , ai , or 0l. For these three diphthongs and only for these

the 0.FEsD¢ has "ordinary" and'obscure" but no "long" forms, with the
result that the dU of loud and that of foundation are represented by
the same symbole Here, however, the former diphthongz is represented
by Au: to distinguish it from the letter, which, lacking both accent
and stress, is represented by au(: ).b

Types of Dissyllables:=~

/
'I) 1 1 and 1 1

I
IT) 4 2 and 2 ¢

'—-‘
20

s
o~

IIT) 13 15 end

w) & 1 ama 1 £
/
i

/
v) ¥ 2 and 2
a /1
VI) 131 and 1 13
/s
viz) 1 1y end 151
/ 9 1 /
VIIT) 2 1y and 13 2
. /8

1x) 132 anda 2 13

(1) Cf. p.90 for the effect of accent on entrance. o
(2) 4 triphtluong, whose relative strength 1s 23, may be substituted

anywhere from I vo I% for a lons vowel or diphthong.



Two varisties of word are ineludsd im sreh

-

eycor the

o

tGegree of the reduction is unaffected b7 the position of the vowel.

The stressed figures indicate that sounds of that value sie present =2t

full strengtn.

The unstressed figures indicate what the full value

of the sounds would be if they were not in unaccented and unstressed

positicns.

As the examination of dissyllables progressed, it was

found that each of the nine types may be subdivided according to the

strength of the reduced vowel. The vowel sounds may

.

Ce

1)
ii)

iii)

ii)

/
be reduced to 8. Z.g. beckon (1 1).
. /
be reduced to 1. ZE.g. cottage (1 2).
. . /
be reduced to ®&,0U(:), etc. IZ.g. signal (1 1).

retain more of their own quality yet be unable to carry

’
stress. E.g. pilgrim (1 1), servile (5 2).

belong to syllables which have some degree of accent in
¢ s /7

the 0.E.D. or the E.?.D. .E.g. Uneouth (1 1),

N sooN 7 s N (1) aN
meanwhile (2 2). Dewfall (13 2) belongs here because
it would have had a secondary accent if it had appeared
in either dictionary.
belong to syllables which have no secondary accent in
the 0.E.D. and the E.P.D., but are treated here as if

they had because, originally independent words, they

still retain something of their proper wmesninss.

(l) _C_:Eo 'Nol. II, ?‘IO. g 1190



/N SN /N /A
subreast (1 1y, enwodd (& 1lj). =8 o few

H

of the ezemples tabulated unier ITb and Yb show, it
would occasionally be 4ifficult to decide whether =
word belcnss to the b) or the c.ii) subdivision, if it
were not for the rhythmical context.
In the tabulation which follows no attempt has been made
to give exemples of every subdivision of dissyllables. The object
simply was, for the sake of achieving consistency in the treatment of
them, to tabulate typical words which were actually met in the analyses.
Pauses, whether short (A).or long (A), are credited with
affecting reduced vowels less than ordinary vowels. Metrical stress,
which is strong enough to affect them more, very seldom félls upon
them; and the brackets round the stressed vowels of the a) subdivisions
are intended to indicate that these forms never occur. Stress might
exceptionally fall on the reiucéd vowels of b) words in types II, 7V,
and VII, and, less exceptionally, but not often, on those of c) words
in any type, for instance, ﬁhen, as the result of a substitution, two

unstressed syllables are followed by two stressed.
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Notes.

e e s e e e o e e o e

1) In all the nine types into which dissyllables are
classified, t e vowels of the a) subdivisions are treatsd in exactly
the same menner; and the same is true for the c¢) sﬁbdivisions. In lhe
b) subdivisions of types II and IX the treatment is identical; in type
IV parellel treatment is ziven to short vowels, and in ty@es III and
VII to vowel sounds whose maximum strength is -%. The value given to
the stressed form of the reduced vowels in Vb is, however, weaker than
that given to the same vowels in other types; this is because no
influence §an strengthen a reduced vowel to such a degree that it
becomes stronger than the méin, accented vowel, which in this caSe has

a relative strength of only 1.

|

2) Hyphened words as a rule demand no special consideration,
since they are treated exactly as if they were two separate words.
However, although self-ssme is so treated in Lycidas, in Keats' Ode to

a Nightingale, where the same seems less eble to bear full weight, it

is, despite its hyphen, treated as the single word which both the 0.E.D.

and the E.P.D. represent it to be. Similarly the second vowel of

musk-rose is du: in Lycides but A1: in the Ode to a Nightingale.

No other compound words were found to depart from the rule.
3) Very occasionally the vowel of a IIb syllable has more
strength than normally belongs to sounds of this type. Thus in To the

Night the second diphthong of daylipght, although it is not stressed, is

yet represented as 3 1: becsuse it belongs to a rhyming syllable and

126
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2lewe Inm o anoonlide io the seowe noem it
-

is because it 1s stressed that the second diphthong is ~iwen *m2 same
strength.

oy

5y Y + b R} 0
%) The only other exce.tional vowel sounds are those in

words like herself, that is in dissyllables one of whose elements hes
(1)
already been examined; the sounds of the dissyllables are reduced in

exactly the same manner as those of the monosyllables.

@), Trisyllebles and Polysyllables.

The list of words tabulated, like that in the previous
gsection, is not exhaustive, including as it does only typical examples
which occur in the original Cood and Bad Groups of poems and in
pLycidas. The reduction of sounds in the subdivisions which are
neglected can, however, easily be deduced from that of those in the
subdivisioms which are included.

The types and subdivisions of the last section reappear,
the only difference being tﬁat the two syllsebles which determine the
classification are in the 1onge; words accompanied by one or more
unaccented syllables containiné either short vowels like the e of
gggﬁgﬁglate and the # of ignorance or much reduced long vowels like
the 1(:) of consecrated and the o(:)  or fortuitous.

Longer words were sepsrated from dissyllebles because the
presence of a secondary accent is comparatively freguent in the formner.

4 second main accent (which is indicated above the word,in the warging

(1) ¥.0s 110 (c.g. herself) end p. 113 (e.z. thyself).
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alsv oceurs oftener in the forner than in the latter, Rhythmically,
in g line where two uastressed syllables are followed by two stressed,
it would be possible for the two stresses of any word to fall on two
adjacent syllables; but in sractice, the distribution of accents
prevents this unless the word is wrenched in a manner to be found oniy
in nonsense verse. Thus words with two accents are stressed in verse,

as in ordinary speech, a@ccording to one of these patterms:« N\ X/

/XN, IXNX, N XX X/XN XN X
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Notes.

1) after considerable hesitation it was decided that, when
the last syllable of words like merrily is in a stressed position and
there is no unusually strong foot near it to compensate for its
weakness, its vowel rises to the strength indicated by i , that is,
it is nearer i than i. Parallel to this, the last vowel in a
word belonging to the b) subdivision of type II rises, when it is
stressed, to i:, as in nightingale. Consequently the first vowel sound
of ARthiopia, and even of overlook in type V, members of c) subdivisions,
rise wheﬁ stressed to X:.

2) The reduced vowels of a) subdivisions are not
bracketed for, although they are unaccented, it is, in double metres,

|
more possible for them to fall in metrically stressed positions
than it is for the similarly reduced vowels of dissyllables.

(1)

Examples actually met are jessamine snd viperine.

3)In Vb, s in the Vb subdivision of dissyllables, the
reduced vowel sound can, however, in no circumstances rise above an
';Q:) level for otherwise, as in the last syllable of Palestine and
Apollo, it would exceed the strength of the uareduced, stressed vowel,
Similarly the last vowel sound of thunderbolt in Ve {(unlike the first of
overlook) never rises above &%l&) , and the second last of amphitheatre

\ .
in VIIc never rises ab0ve(£ek) . On the other hand, in IXb the &(:)

of universe can, when stressed, become 5: without exceeding the strength

of ju:.

(1) V.vel, II, ¥o. & 37 =nd No. L 9.



4. The Effect of Metres other than Double Metres
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on the Reduction of Vowel Sounds.
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The reduction of vowel sounds in four other typés of
metre was next examined, in triple metres, in the "mixed" metre so
frequently used by Kipling and Masefield, in double metres which are
rhythmically modified by the introduction of triple feet, and, lastly,
in triple metres which are rhythmically modified by the introduction
of double feet,

The first two measures can be quickly dismissed for they
present nothing new: in triple metres, in comperison with double, since
the proportion of unstressed to stressed syllables is greater, the
general tempo is quicker; but, as this does not affect the relative
speed of unstressed and stressed syllables, vowel sounds are reduced
in the same degree as in double metres. It was found that the refrain
of some of Shakespeare's songs is in triple metre although the main
part is in double. The line, "With a hey and a ho and a hey nonino"

(1)
in It was a lover and his lass 1is one example of this, and the end of
(2)
each verse of Blow, blow thou winter wind is another; perhaps the "Come
(3)

hither™ line of Under the greenwood tree 1s a third, although the extra

syllasble in this line is, partly at least, explained by the cdesura after
"eert, The vowel sounds in these refrains are reduced exactly as those

in poems built on a triple metre throughout; and here, as there, feet

~

(l) _Y-VOJ.. II, IJO. A ‘70
(2) V.vol. II, ¥o. B 6l.
(3) V.vol. II, Nos. 4 4 and A 5.
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of the [x x. x| or even the |x ~ 7 x| type appear at the end of
lines, being parallel to the ! x/ x| type in hypermetrical double
metres.

In the second type of metre, "mixed"™ metre, which is
composed of rising double and risiné trible feet in almost equal pro-
portions, and whose tempo is therefore midway between that of double
and that of triple metres, such unstressed vowels as are not reduced
below X or x: occur oftener in double than in triple feet, for, if
their retarding effect made itself felt in the latter, a too evident
disproportion between the lengths of the two types of foot would result.
In the verse from Atalanta in Calydon beginning "When the hounds of

(1)

. > s 3 . 03 ; M
spring', no x appears in an unstressed position and the single x:,

occurring as it does in the double foot | bright night! , is used for

the purpose of focusing attention on the subject of the last four lines

of the verse. Hardy's Afterwardé?)as verses three and five clearly

show, is writter in the same metre; in double feet x oceurs six times

in unstressed positions and x: fivé?) but in triple feet, while x oceurs
only five times, ﬁ: occurs not at all. In the verse from O'Shaughnessy's
Ode beginning "We are the music makersg?)there is no % in any unstressed
position and i:, which occurs only thrice, does so twice in a double-

foot and twice in a foot immediately before a pause. No other poem

in "mixed" metre had been analysed when the subject of the reduction of

vowels was first considered; but it was soon clear that this measure

presents no problem of its own: most of the vowels about whose degree

(1) v, Vol. II, Ho.4 30.

(2) V. Vol. II, Nos. @ 118-122, . , . .
(5)'5wing +o0 the influence of a pause, one X becomes x and one X: becomes X;
(4:) ;V;, Vol. II’ Ko. A 31,
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of reduction there could be any hesitation occur in double feet and
should therefore be treated as if they were in a double metre; the
few which occur in triple feet should be treated as they would in the
exceptional triple feet of a double metre, that is, in the kind of
foot examined in the next paragraph.

In the third type of measure, the extra syllable oftén
occurs before either a cdesura or an end-pause: for examplé, the second,
fourth, fifth,and sixth lines of each verse in The spléndour falls on

(1)

castle walls. are hypermetricals An extra syllable may, however, occur

in any foot in a line: there is one in the second line of every verse
o

and also in other lines of Reguiescé;g a number occur in the passage

from Fra Lippo Lioéiz and also at the beginning of the passage from The

Pied Pigei?)where they suggest speed; and the first line of each verse

of DiaEheniQS)contains st least three. Whether placed before a pause

or not, such syllables generally are weak, and their vowels are reduced

to the lowest values possible for them in the words concerned. Reduced

sounds rise above %‘in five of the fourteen triple feet of The Lake Isle

(6)
of Innisfree; but although, in other contexts, all these could have a

relative strength of 2, only one rises here to l%. Similarly the vowels

of "while™ and "though" are reduced to 1 in My Luve's like a red, red

(7) (8)

rose. In the foot, [Gigh,ﬁér['of Violets the last vowel is reduced
to é(:) : and in Reguiescat, also, the vowel of the same word is
ai) in a triple foot (just as that of "for" in Iﬁﬁt for pééce[ is
5(:) ) whereas that of "her" in double feet is 9(:J unless there

is special reason for its being further reduced. In Hardy's Afterwards

E- VOl. II, No. AlO.
V.Vol.1I, No. BE60.
.Vod. II, No. Al8,
Vol. I, Jo. AlZ.

(1) V.Vol.II ,Nos.B63,B64, andC87. (5
(2) V.Vol. II, N6.B67. (&
(3) V.Vol. II, ilo. #115. (7
(4) V.vol. II,No. :ll6. (8
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the vowel of "such™ is A not only in the dcuble foot, [sﬁch thfﬁg%f s

) . . ~ ~ sl x ()
but also in the first foot of |for such mys i~-teries); in the triple

.

foot, however, it might well have been A or A if the weakness of
o

the 1 in the last foot had not called for compensation. Yet triple

feet in a double metre occasionally have £ or i: in an unstressed

position, for they occasionally contain more than one word with some

: e
degree of sentence stress; examples are IZ§ ring tfﬁe! in It was a lover
. s X . (1) [~ O
and his lass, !love's cdﬁlng, in O mistress mine, and | came tumbling in
(2)

The Pied Piper; similarly, in the lines from A Grammarian's Funeral,

s - ! s . e ;
beginning |His huqdréﬁ's soon Eitf the last vowel is \l ~because "hit" !

has too much sentence stress to be slurred, whereas the vowel of "him"

and "it", which occur in the same position in other lines, is only 1 .
Iﬁ is, however, uncharacteristic for a triple foot in this metre to con~ i
tain more than one syllable with an appreciable degree of sentence
stress.

In the triple feet of the fourth type of metre, vowels are
reduced exactly as in ordinary triple measures. In the exéeptional
double feet, the vowels could not individually be longer than they some~-

times are in ordinary double measures, but without creating a greater

sense of obstruction than exists there, their average length could be

longer; yet in the poems analysed they were not found to be so. In
(3)

Dirge, the syllables in the unstressed position of the double feet are

with one exception weak, in the last two lines so weak that they dis-

appear entirely from the second feet and have no vowel in the first; apart

(1) ¥.vol. 1I, Mo. cé9.
(2) V.Vol. II, No. 429,
(5) y‘a Vol. IX, :.300 088.
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from the one exception none of their vowels rises above'%. On

the other hand, as many as five of the triple feet contain X or x:
thus being retarded more than they would be in "mixed" metre. A
comparison of the different passages from The Wanderer illustrates

the onomatopBeic effect of substituting double for triple feet in

this metre and also of varying the relative strength of the vowels

in unstressed positions in both types of feet. Except in the initial
feet of its truncated lines, the description of the daw;l)contains no
double feet; the unstressed syllable of one double foot has a relative
strength of 1; in the triple feet f; occurs only twice and ¥ not at
all. Hence the calm scene is described in a smooth, calm rhythm. The
passage describing the engineman lighting the lampég)has also only the
inijial double feet; but the rhythm in the last two lines, where his
‘difficulty increases, is jerkier and suggests obstruction more, because

(3)
x , f:, and x{: all appear in triple feet, In the description of the

tumult at nighéé)the rhythm is less regular: two of the initial feet,
which are again double, are of the falling type; there are two other
double feet; and the sense of obstruction is increased because £ occurs
four times and x: three in unstressed positions of triple feetzs) In
the description of the ship beaten and battered by the tempest, the
subject and sound are alike more chaotic. Three of the initial double

feet are of the falling type; two of them have unstressed syllables as

strong as 1; there are five other double feet with unstressed syllables

of different strengths; the triple feet also convey an impression of

(l) _Y‘ VO].. II, NO. 0920 (4) _Y,'Vol. II’ NOO Elﬁz.
(2) Y. vol. II, No. Elol. (5) Ywvol. II, No. 3163,
(3) CFf.p.l37footnote (3).
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irregularity and cbstruction because they contain both } and X:
at least half a dozen times.

The treatment of vowels in triple feet has thus been
shown to be the same as in double except that in "mixed" metre, znd
still more in double rhythms containing a strong triple element,
vowels ére reduced to their lowest values oftener than they areé in

the double feet of comparatively metrical double rhythms.
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1. Tell me wilere is Fancy bred,
2. Or in the heart or in the head?
S How begot, how nourishéd?
4, Reply, reply.
5. It is engsnder'd in the syes,
6. With gazing fed; and Fancy dies
” 7 In the cradle where it lies.
8. Let us all ring Fancy's knell;
9 I'll begin . it, - Ding, dong, bell.

10. Ding, dong, bell.

Song by W. Shakespeare,
("The Merchant of Venice" III.2.63).

1. & i(:), &a: i & i 8,
S A. ' il LY » ’
2, of i ° a:, o i 9 e,
: . : ’ ’ ° ( )
3. au: i(:) 9, auls) a i ‘A
4, i(:) ai: i(:) ai:
N A ~
5. i i e e 8, i 8 ais,
(3 2.2 4 . ’ [ 4 * I».
6. 1 er: 1 T 2 1 ais,
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7. 1 8 ei:, Ee: i ai:,
* LY / , ,"
8. @ A o8 1 & i e,
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ai i(:) 1 i, i o e,
A '~- .
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1. Who is Silvia? What is she?

2 That all our swains commendé her?
e Holy, fair, and wise is she;
4, The heaven such grace did lemnd her,

5e That she might admirdd be.

6. Is she kind as she is fair?

7. Por beauty lives with kindness:
Be Love doth to her eyes repsair, : )
e To help him of his blindness;

10. And, being help'd, inhabits there.

11. Then to Silvia let us sing,

12.  ~Phat Silvia is excelling;
13. She excels each mortal thing
14. TUpon the dull earth dwelling:

15, To her let us garlands bring.

.Song by W. Shakespeare.
Two Gentlemen of Verona®iV,2, 39),
/

[+ X]
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1.
Re
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4.

5.
6
7.
8.
9.
10.
1l.

12.
15‘
14.
15.

16,

-17.
18.
19.
20.
2l.
22.

A 3a

You spotted snakes with doudble tongue,
-Thorny hedgehogs, be not seen;
Newts and blind-worms, do no wrong;
Come not near our fairy queen.

Philomel, with melody,
Sing in our sweet lullaby;
Imlla, lulla, lullaby; lulla,lulls,lullabyil
Never harm,
Nor spell nor charm,
Come our lovely lady nigh;
So, good night, with lullaby.

Weaving spiders, come not here;

Hence, you long-legg'd spinners, hencel
Beetles black, approach not near;

Worm nor snail, do no offence.

Philomel, with melody,
Sing in our sweet lullaby;
Imlla, lulla, lullaby; lulla, lulla,lullaby!
Never harm, :
Nor spell nor charm,
Come our lovely lady nigh;
So, good night, with lullaby.

*) Midsummer Night's Dream" (II.3.9.)
Song by W. Shakespeare.
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Under the greenwood tree

Who loves to lie with me,

And turn his merry note

Unto the sweet bird's throat -
Come hither, come hither, come hither.

Hera shall he see
No enemy

.

But winter and rough weather.
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“Under the Greenwood Tree" (v.1.)
by W. Shakespeare.
("Twelfth Night™ II.5.1. )
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1. Who doth ambition shun

2. And loves to live i' the sun,

Se Seeking the food he eats

4. And pleased with what he gets -
5. Come hither, come hither, come hither!
6. Here shall he see

7. No eneny.

8. But winter and rough weather.
"Under the Greenwood Tree" (v.2.)
by W. Shakespeare
("As You Like It™ II.5.38.)

4 ’
1. uals) 2 2 i ® 4,
’ [4 ,; . L4
2. 2 A ul:) 1 i ) A,
,- (3 ‘ ' . /I .
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1. daffodils
2. That come before the swallow dares, and take
3. The winds of March with beauty; violets dim,
4. But sweeter than the lids of Juno's egyes
5. Or Cytherea's breath.
"A Winter's Tale" (IV.3.118)
by W. Shakespeare.
’
& ou:) i,
® y\ i(s) %e: o 5 oul:) €as, = eis,
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1. It was a lover and his lass

2. With a hey and a ho, and a hey-nonino!

3. That o'er the green cornfield did pass

4. In the spring time, the only pretty ring time,
5., When birds do sing hey ding a ding ding:

6. Sweet lovers love the Spring.

7. Between the acres of the rye
8. These pretty country folks would lie:

9., TPhis carol they began that hour,
10. How that a life was but & flower:

1l. And therefore take the present time

12. With & hey and & ho, and & hey-nonino!
13. For love is crowned with the prime

14. In spring time, the only pretty ring time,
15. When birds do sing hey ding & ding ding:
16. Sweet lovers love the Spring.

Song by W. Shakespeare,
("As You Like It", V.3.18).
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That time oi year thou may'st in me bshold
Yhen yellow leaveé, or nons, or few, 40 hang
Uoon those boughs which shake against the cold,
Bare ruin'd choirs, where lale the sweet birds sang.

In me thou see'st the twilight of such day
As after sunset fadeth in the west,

Which by and oy black nignht doth take away,
Death's second seli, that seals up all in rest.

In me thou see'st the glowing of such fire,
That on the ashes of his youth doth lie

As the death-bed whereon it must expire
Consumed with that which it was nourish'd by:

This thou perceiv'st, which makes thy love more strong,
To love that well which thou must leave ere long.

W. Shakespeare.

ai: o ie:h qu(:) eis 1 f: it ous,
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Take, O take those lips away,
That so sweetly were forsworn;
And those eyes, the break of day,
Lights that do mislead the morn!
But nmy kisses bring sgain,
Bring again;
Seals of love, but seal'd in vain,
Seal'd in vainl!

Song by W. Shakespeare
("Weasure for Measure" IV.l.l.)
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1. Diaphenia like the daffadowndilly,
2e White as the sun, fair as the lily,
3e Heigh ho, how I do love thee!
4o I do love thee as ry lambs
Se Are beloved of their dams;
6o How blest were I if thou would'st prove me.
7. Diaphenia like the spreading roses,
8e That in thy sweets all sweets encloses,
9 TFair sweet, how I do love theel
10. I do love thee as each flower
1l. Loves the sun's life-ziving power;
12. For dead, thy breath to life might move nme.
13 Diaphenia like to all things blesséd
14. When all thy praises are expresséd,
15. Dear joy, how I do love thee!
16. Ag the birds do love the spring,
17. Or the bees their careful king:
‘18. Then in requite, sweet virgin, love mel
"Diaphenia"
by H. Congtable.
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1. Forget not yet when first began
2. The weary life ye know, since when-

3. The suit, the service none tell can;

4.
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Porget not yet!
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from "Forget not yet"
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1. Welcome, maidsof honour!
Re You do bring

Je In the spring,

4. And wailt upon her.

5. ©She has virgins nany,
6. Fresh and fair:

7e Yet you are

8 lbre sweet than any.

9. You're the maiden pogies,
10.. And so graced
1l. To Dbe placed
12. tFore damesk rosese.

13. Yet, though thus respected,

14. By-and-by
15. Ye do lie,

16« Poor girls, neglected.

"po Violets"
by Re Herrick.
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Drink to me only with thine eyes,
And I will nledge with mineyg
Or lsave a kiss but in the cup
And I*11 not look for wine.
The thirst that from the soul doth rise
Doth ask a drink divine,
But might I of Jove's nectar sup,
I would not change for thine.

I sent thee late a rosy wreath,
Not so much honouring thee
As giving it a hope tnat there
It could not wither'd be;
But thou thereon didst only breathe
And send'st it back to me;
Since when it grows, and smells, I swear,
Kot of itself but theel

"Po Celia™
by B. Jonsone.
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Why so pale and wan, fond lover?
Prythee, vwhy so pals®
Will, when looking well can't move her,
Looking ill prevail?
Prythee, why so pale?
Why so dull and mute, young sinner?
Prythee, why so mute?
Will, when speaking well can't win her,
Saying nothing do't? '
Prythee, why so mute?
Guit, quit, for shame! this will not move,
This cannot take her;
If of herself she will noi love,
Nothing can make her:
The devil take her!
"ihy .80 .pale and wan,..fond ‘lover?"
by Sir John Suckling.
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1. By the rushy-fring®d bank,

1

2+« Where grow the willow and the osier dank,
e My sliding chariot stays,

4. Thick set with agate, and the azurn sheen
5. Of turkis blue, and emerald green,

6« - Thet in the channel strays;

7. Whilst from off the waters fleet

8¢ Thus I set my printless feet

Qo Oter the cowslip's velvet head,

10. That bends not as I tread.
11. Gentle swain, at thy request

12. I am herel
"Comus* (890-901)
by Je Milton.
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Sabrina fair
Listen where thou art sitting
Under the glassy, cool, translucent wave,
In twisted braids of lilies knitting
The loose train of thy amber-dropping hair;
Listen for dear honour's sseke,
Goddess of the silver lake,
Listen and savel .

Listen and appear to us,

In name of great Oceanus,

By the earth-shaking Neptune's mace,

And Tethys'! grave majestic pace,

By hoary Nereus' wrinkled look,

And the Carpathian wizard's hook,

By scaly Triton's winding shell,

And old soothe~saying Glaucus® spell,

By Leucothea's lovely hands,

And her son that rules the strands,

By Thetis' tinsel-slippered feet,

And the songs of Sirens sweet,

By dead Parthenope's dear tomb,

And fair Ligea's golden comb,

Wherewith she sits on diamond rocks

Sleeking her soft alluring locks,

By all the Nymphs that nightly dance

Upon thy streams with wily glance,

Rise, rise, and heave thy rosy head

From thy coral-paven bed,

And bridle in thy headlong wave,

Till thou our summons answered have,
' Listen and savet

»Comus"™ (8H9~889 )
by Je Milton.
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Revenge, revenge, Timotheus cries,
See the Furies arise!
~ See the snakes that they rear
How they hiss in their hair,
And the sparkles that flash from their eyes!

"Alexander's Feast" (106-110)
by J. Dryden.
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0 my Luve's like a red, red rose
That's newly sprung in June:

0 my Inve's like the melodie
That's sweetly play'd in tune.

As feir art thou, my bonnie lass,
So. deep in luve am I: -
And I will luve thee still, ny dear,
Till a' the seas gang dry: ‘

Till &' the seas gang dry, nmy dear,
And the rocks melt wi' the sun;

I will luve thee still, my dear,
While the sands o' life shall run.

And fare thee weel, my only Iuvel
And fare thee weel awhilel

And I will come again, my Iuve,
Tho' it were ten thousand mile.

R. Burns.
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I wish I were where Helen lies;
* Night and day on me she cries;
0 that I were where Helen lies
On fair Xirconnell lea!l
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How sleep the Brave who sink to rest
By all their Country*s wishes blest!
When Spring, with dewy fingers cold,
Returns to deck their hallow'd mould,
She there shall dress & sweeter sod
Than Fancy's feet have ever trod.

4 20

"Ode written in MDCCXLVIY (v.l)

by W. Collins.
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By fairy hands their knell is rung,
By forms unseen their dirge is sung:
There Honour comes, a pilgrim grey,

To Dbless the turf that wraps their clay;
And Freedom shall awhile repair

To dwell, a weeping hermit, there!
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The rainbow comes and goes,
And lovely is the rose;
The moon doth with delight
Look round her when the heavens are bare;
Waters on a starry night
Are beautiful aid fair;
The sunshine is a glorious birth;
But yet I know, where'er I go,
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- That there has pass'd away a glory from the earth.

From "0de on Intimations of Immortality”
ty Wordsworth,
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1. Art thou pale for weariness
2. 0f Climbing heaven, and gazing on the earth,
S Waendering companionless

4. Among the stars that have a different birth, -
5.And ever-changing, like a Jjoyless eye
6.That finds no object worth its constancy?

"o The Moon"
by P.B. Shelley.
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Death will come when thou art dead,
Soon, too soon -
Sleep will come when thou art fled;
Of neither would I ask the boon
I ask of thee, beloved Night -
Swift be thine approaching flight,
Come soon, soonl
"Po the Night™ (v. 5)
by P.Be Shelley.
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l. Jemny kissed me when we met,

Re

4.

5¢ Say I'm weary, say I'm sad,

Ge

7. Say I'm growing old,,but add,

8.
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Jenny kiss'd me.
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Junmping from the chair she sat in:
S Time, you thief, who love to get
Sweets into your list, put that in!?
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Say that health and wealth have mlssed me,
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And every tongue, through utter drought,
Was withered at the root;

We could not speak, no more than if

We had been choked with soot.

From "The Rime of the Ancient lariner"
by S. T. Coleridge, (135-138).
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And straight the sum was flecked with bars,

(Heaven's Mother send us gracel)
As if through a dungeon-grate he peered
With broad and burning face.
From "The Rime of the Ancient Hariner"
by S. T. Coleridge. (177-180)
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It raised my hair, it fam'd my cheek

S @ @
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Like a meadow-gale of spring -
It mingled strangely with ny fears,
Yet it felt like a welcoming.

A 28

"The Rime of the Ancient Mariner'(456-459)

by S. T. Coleridge.
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That low man seeks & little thing to do,
Sees it and does it:

Phis high man, with a great thing to pursue,
Dies ere he knows it.

That low man goes on adding one to one,

, His mndred's soon hit:

This high man, aiming at a million,
Misses an unit.

‘That, has the world here - should he need the next,

. Let the world mind him!
This, throws himself on God, and iunperplexed
Seeking shall find him,

A 29

"A Grammariant's Funeral" (115-124)

by R. Browning.
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1. When the hounds of spring are on winter's traces,

2 The mother of months in meadow or plain
3. Fills the shadows and windy places
4o With lisp of leaves and ripple of rain;

5. And the brown bright nightingale amorous

6. Is half assuaged for Itylus,

7. For the Thracian ships and the foreign faces.
8e The tongueless vigil, and all the pain.

"Atalanta in Calydon" {65-72)
by A.C. Swinburne. = _ o
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We are the music-makers,
- And we are the dreamers of dreams,
Wandering by lone sea-breakers,
And sifting by desolate streams;-
World-losers and world-forsakers,
On whom the pale moon gleams:
Yet we are the movers and shakers
Of the world for ever, it seems.
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" Prom Ode
by AW.E. O' Shaﬂglmes,sy.
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She walks - the lady of ny delight =

& shepherdess of sheep;

Her flocks are thoughts, she keeps them white,
She guards them from the steep;

She feeds them on the fragrant height,
And folds them in for sleep.
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"Phe Shepherdess" (v.l)
by . A< Meynell.
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l. She roams maternal hills and bright,
e Dark valleys safe and deep;

3. Into that tender breast at night

4, The chagtest stars may peep.

5. She walks - the lady of my delight -
Ge A shepherdess of sheep.

“Phe Shepherdess™ {v.2)
by A . Meynell..
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1. She holds her little thoughts in sight,

2. 7 Though gay they run and leap;

3. She is so circumspect and right;
4. She has her soul to keep.
B. She walks - the lady of my delight -
6+ A shepherdess of sheep.
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"The Shepherdess" (v.3)
by A. Meynell.
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1. They have no song, the sedges dry,

2 And still they sing.

Se It is within my breast they sing,

4 As I pass Dy.

5, Within my breast they touch a string.
B Phey wake a sighs-

74 There is but sound of sedges dry;

8. In me they sing.

"Song in the Songless"
by G. Meredith.
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Under the wide and starry sky,

Dig the grave and let me lie

Glad did I live and gladly die
And I laid me down with a will,

This be the verse you grave for me:

Here . he lies where he longed to be:

Home is the sailor, home from sea,
And the hunter home from the hill,

*Requiem"
by ReLs Stevenson.
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And seals, that scrape along the ice and shine
In their eleek coats, and wolves with yellow eyne
And white-pelt bears, with small heads viperine.

From " The Wanderer " (p.92)

. by J. Masefield.
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l. - And more to lulle him in his slumber soft,

2¢ A trickling streame from high rock tumbling downe,
de And ever-drizling raine upon the loft,

4. Mixt with a murmiring winde, much like the sowne
5. Of swarming Bees, did cast him in a swowne.

6. No other noyse, nor peoples troublous cryes,

7. As still are wont t'amnoy the walled towne,

8 Might there be heard; but careless Quiet lyes

9. Wrapt in eternall silence farre from enimyes.

*Phe Faerie Queene"™ (I.l.41)
by B. Spenser.
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My true-love hath my heart, and I have his,
By just exchange one for another given:
I hold his dear, and mine he cannot miss,
There never was a better bargain driven:
My true-love hath my heart, and I have his.
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Come unto these yellow sands,
And then take hands:
Court'sied when you have, and kiss'd, -
The wild waves whist, -
Foot it featly here and there;
And, sweet sprites, the burthen bear.
Wark, hark!
Bow, wow,
The watch-dogs Dbark:
" Bow, wow.
Hark, hark! I hear
The strain of strutting chanticleer
Cry, Cock-a-diddle~dow!

"The ‘I‘em&e st (I.2.375)
Song by W. Shakespeare.
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1e Jhen to the sessions of sweet silent thought

2 e I summon up remembrance of things past,

2« I sigh the lack of many a thing I sought,

4, 4nd with 0ld woes new wail my dear time's waste;

5. Then can I drown an eye, unused to flow,

B e For precious friends hid in death's dateless night,
7. And weep afresh love's long-since-cancell'd woe,
2, And moan the expense of many a vanish'd sight.

9. Then can I grieve at grievances foregone,

10. And heavily from woe to woe,tell o'er
11. The sad account of fore-bemoaned moan,
12, Which I new pay as if not psid before:

1%, = But if the while I think on thee, dear friend,
14. 4ll losses are restored, and sorrows end.

W, Shakespeare.
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Come away, come away, death,
And in sad cypresslet me be laid;
Fly away, fly away, breath;
I am slain by a fair cruel maide
My shroud of white, stuck all with yew,
0 prenare it!
My part of death, no one so true
Did share it.

Not a flower, not a flower sweet,
On my ovlack coffin let there be strown;
Not a friend, not a friend greet
My poor corse, where my bones shall be thrown:
4 thousand thousand sighs to save, .
Lay me, 0, where
Sad true lover never find my grave
To weep there!

Song by W. Shakespeare.
) . o . ("Pwelfth Night" 1I.4.51.)
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Make me a willow cabin at your gate,
And call upon my soul within the house;
Write loyal cantons of contemmed love
And sing them loud even in the dead of night'
Halloo your neme to the reverberate hills
And meke the babbling gossip of the air
Cry out 'Olivial’

"Pwelfth Night" (I.5.289)
Wy W. Shakespeare.
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1. Where the bee sucks, there suck I:
N In a cowslip's bell I lie;
Se There I couch when owls do cry.
4, On the bat's back I do fly
54 After summer merrily:
6 Merrily, merrily, shall I live now,
7 Under the blossom that hangs on the bough.

Song by W. Shakespears.
(""he Tempest" V.1l.88.)
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1. She should have died hereafter;
2. There would have been a time for such a word.
2. To-morrow, and to-morrow, and to-morrow,
4, Creeps in this petty pace from day to -day,
5. To the last syllable of recorded time;
6. And all our yesterdays have lighted fools
7. The way to dusty death. Out, out, brief candletl
8. Life's but a walking shadow, a poor player
9. That struts and frets his hour upon the stage,
10. And then is heard no more: it is a tale
11. Told by an idiot, full of sound and fury,
12. Signifying nothing.
"Macbeth” (Ve5.15.)
by W. Shakespeare,
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The sky, it seems, would pour down stinking pitch,
But that the sea, mounting to the welkin's cheek,
Dashes the fire out. 0, I have suffer'd

With those that I saw suffer! a brave vessel,

Who had, no doubt, some noble creatures in her,
Dash'd all to pieces. 0, the cry did knock
Against my very heart! Poor souls! they perish'd.
Had I been any god of power I would

Have sunk the sea within the earth, or eter

It should the good ship so have swallow'd, and
Phe fraughting souls within her.

"The Tempest" (10203)
by W. Shakespeare.
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1. T have liv'd long enough: my way of life

2. Is fall'n into the sear, the yellow leaf;

Je And that which should accompany old age,

4. As honour, love, obedience, troops of friends,

5. I must not look to have; but, in their stead

6. Ourses, not loud, but deep, mouth-honour, breath,
7. Which the poor heart would fain deny, and dare not.

"Macbeth" (V.3.22)
by W. Shakespesaree.
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1. Next came one

2. VWho mourn'd in earnest, when the captive ark
3. Maim'd his brute image, head and hands lopt off
4. In his own temple, on the grunsel edge,

5. VWhere he fell flat, and shamed his worshippers:
6e Dagon his name; sea-monster, upward msn

7. And downward fish: yet had his temple high

8. QRear'd in Azotus, dreaded through the coast

9. Of Palestine, in Gath, and Ascalon,

10.  And Accaron and Gaza's frontier bounds.

1l. Him follow'd Rimmon, whose delightful seat

12. VWas fair Damescus, on the fertile banks

13. Of Abbana and Pharphar, lucid streams.
14. He also 'gainst the house of God was bold:

15. A leper once he lost, and gain'd a king,

16 Ahaz his sottish conquerer, whom he drew

17. God's altar to disparage and displace
18. For one of Syrian . mode, whereon to burn

19. His odious offerings, and adore the gods

20. VWhom he had vanquish'd.

YParadise Lost" (I.457-476)
by J. Milton.
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And a2ll who since, baptized or infidel,
Jousted in Aspramont or Montalban,
Damasco, or Maracco, or Trebisond,

Or whom Biserta sent from Afric shore,
When Charlemain with all his peersge fell
By Fontarabia.

"Paradise Lost"™ (582-587)
by J. Milton.
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Some to the sun their insect-wings unfold,

Vaft on the breeze, or sink in clouds of gold;

Transparent formes, too fine for mortal sight,

Their fluid bodies half dissolved in light.

Loose to the wind their airy germents flew,

Thin glitttring textures of the filmy dew,

Dipped in the richest tincture of the skies, .
Where light disports in ever-mingling dyes;

While ev'ry beam new transient colours flings,

Colours that change whene'er they wave their wings.

“The Rape of the Lock" {II.59-69)
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Ahd parti-coloured troops, a shining train,

Draw forth to combat on the velvet plain.

Phe skilful nymph reviews her force with care:

Let spades be trumps! she said, and trumps they were.
Now move to war her sable Matadores,

In show like leaders of the swarthy lMoors.

Spadillio first, unconquerable lord!

Led off two captive trumps, and swept the board.
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From "™Phe Rape of the Lock"” (II¥.
by A. Pope. 45-521
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¥y heart leaps up when I behold

" A rainbow in the sky:

So was it when my life began,

So is it now I am a man,

So be it when I shall grow old,

Or let me die!

Phe Child is father of the Man:

And I could wish my days to be
Bound each to each by natural piety-.

'W. Wordsworth.
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Seagon of mists and mellow fruitfulness,

Close bosom=friend of the maturing sun;

Congpiring with him how to load and bless

And still more, later flowers for the bees,
Until they think warm dasys will never ceases;
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"Ode to Autumm" (v.l.)

by J. Keats.
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For Summer has o'erbrimm'd their clamyy cells.

B 53

With fruit the vines that round the thatch-eves run;
To bend with apples the moss'd cottage~trees,

And £i1l all fruit with ripeness to the core;
To swell the gourd, and plump the hazel shells
With a sweet kernel; to set budding more,
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Who hath not seen thee oft amid thy store?
Sometimes whoever seeks abroad may find
Thee sitting careless on & granary floor,
Thy hair soft-lifted by the winnowing wind;
Or on a half-reap'd furrow sound asleep,
Drows'd with the fume of poppies, while thy hook
Spares the next swath ahnd all its twined flowers
And sometimes like a gleaner thou dost keep
Steady thy laden head across a brook;
Or by a cider-press, with patient look

1. Phou watchest the last oozings, hours by hours.
"0de to Autwmn" (v.2)
by I. Keats.
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1. ° As when, upon a tranced surmer-night,

2. Those green~rob'd senators of mighty woods,

3. Tall oaks, branch-charméd by the earnest stars,
4. Dream, and so dream all night without a stir
5. Save from one gradual solitary gust

6« Which comes upon the silence, and dies off,

7. As if the ebbing air had bul one wave;

8. So came these words and went.

“Hyperion" {[.72-79)
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by J. Keats.
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On either side the river lie

Long fields of barley and of rye,

That clothe the wold and meet the sky;
And thro' the field the road runs by

, To many towertd Camelot;
And up and down the people go,

Gasing where the lilies blow

Round an island there below,

The 1sland of Shalott.
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"Phe Lady of Shalott" (v.l )

by Lord Tennyson.
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l. Willows whiten, aspens quiver,
2. Little breezes dusk and shiver
3. Thro' the wave that runs for ever
4. By the island in the river
5. Flowing down to Camelot.
6. Four gray walls, and four gray towers,
7. Overlook a space of flowers,
8. And the silent isle imbowers
S. Phe Lady of Shalott.
"Phe Lady of Shalott" (v. 2)
by Lord Tennyson.
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Alone, aloud in the raptured ear of men
We pour our dark nocturnal secret; and then,
As night is withdrawn
From these sweet-springing meads and bursting boughs of iky,
Dream, while the innumerable choir of day
Welcome the dawn.

"Nightingales" (v.3)
by Sir Bobert Bridges.
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What passing-~bells for these who die as cattle?
Only the monstrous anger of the guns,

Only the stuttering rifles' rapid rattls

Can patter out their hasty orisons.

No mockeriss for them; no prayers nor bells,
Nor any voice of mourning save the choirs, -
The shrill, demented choirs of wailing shells;
And bugles calling for them from sad shires,

What candles may be held to speed them all?®
Not in the hands of boys, but in their eyes
Shall shine the holy glimmers of good-byes.
The pallor of girls' brows shall be their pall;
Their flowers the tendernsss of patient minds,
And ecach slow dusk a drawing-down of blinds.

"Anthem for Doomed Youth'"
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by W. Owen.
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1. I will arise and go now, and go to Innisfree,

B 60a

2 And a smwall cabin build there, of clay and wattles made;

Se Nine bean rows will I have there, a hive for the honey bhee,

4. And live alone in the hee-loud glade.

5. And I shall have some peace there, for peace comes dropping slow,

6. Dropping from the veils of the morning to where the cricket sings;
7. There midnight's all a glimmer, and noon & purple glow,

8. And evening full of the linnet's wings.

9. I will arise and go now, for always night and day

10.

11.

12.
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I hear lake water lapping with low sounds by the shore;
While I stand on the roadway, or on the pavements gray,
I hear it in the deep heart's core.

"*Phe Lake Isle of Innisfree"
by We B. Yeats.
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1. Blow; blow, thou winter wind,
2 Phou are not so unkind
Sa As man's ingratitude;
4, Thy tooth is not so keen,
5e Because thou art not seen,
6o Although thy breath be rude.
‘T Heigh ho! sing, heigh ho! unto the green holly:
8 Most friendship is feigning, most loving mere folly: .
9 Then heigh ho! the holly!
10. This 1life is most Jjolly.
11. Freeze, freeze, thou bitter sky,
1R, Thou dost not bite so nigh
13. As benefits forgot:
14. Though thou the waters warp,
15. Thy sting is not so sharp
1l6. As friend remember'd not.
17. Heigh ho! sing, heigh ho! unto the green holly.
18. Most friendship is feigning, most loving mere folly:
19, Phen heigh ho, the hollyl
20. This life is most jolly.
Song by W.Shakespeare.
("As You Like It" II.7.174)
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VWhere are the songs of Spring? Aye, where are they?

Think not of them, - thou hast thy music too,
While barréd clodds bloom the soft-dying day

And touch the stubble-plains with rosy hme;
Then in & wailful choir the small gnats mourn

Among the river sallows, borne aloft

Or sinking as the light wind lives or dies;

And full=-grown lambs loud bleat from hilly-bourn;

Hedge-crickets sing, and now with treble soft’

The redbreast whistles from a garden-croft,

. And gathering swallows twitter in the skies.
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"0de to Auturm" (v. 3)

by J. Keats.
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0 hark, O hear!

how thin and clear,

And thinner, clearer, farther going!

0 sweet and far from cliff and scar

The horns of Wlfland faintly blowing!
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Blow, let us hear the purple glems replying:
Blow, bugle; answer, echoes, dying, dying, dying.

B 63

for
bu: i,
a,

ous i,
i(:) 4is
i, &i:

e e jte

>

"The sgléndour falls on-castle walls" (v.2)
Tennyson.
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1. 0 love, they die in yon rich sky,

2. They faint on hill or field or river:
Se Qur echoes roll from soul to soul,

4, And grow for ever and for ever.

5. ° . Blow,bugle, blow, set the wild echoes flying,
G And answer, echoes, answer, dying, dying, dying.
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"The gplendour falls on-castle walls" (v.3)
by Lord Teanyson.

i °

. 4

ols) 1:

0 ou:
LY

9, ®
\.

] al:

oul:),a:

e,

o(2)
ul 2)

ol 3)

Q\

e Oy O
> He >

ol
»

*e
e
[
( X ] .

[« LS
| aadd
(1



l'
Ze
5.
4,

D

Be
7

D~
e
>~
L 1]

- 3

eol:

8 o-

®

A widow bird sate mourning for her love
Upon a wintry bough; ‘
The frozen wind crept on above,
PThe freezing stream below.

There was no leaf upon the forest bare,
No flower upon the ground,

And little motion in the air
Bxcept the mill-wheel's sound.

P.B. 'Shelley.
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l. Tell me not, Sweet, I am unkind

Ze That from the nunnery
3« Of thy chaste breast and quiet mind
4, To war and arms I fly. '

5e True, & new mistress now I chase,

6. The first foe in the field;
7 And with a stronger faith embrace
8e A sword, a horse, a shield.

9, Yet this incomstancy is such

10. As you too shall adore;
11. I could not love thee, Dear, so much
12. Loved I not Honour more.

From "To'Lgcasta, on going to the Wars"
by R. Lovelace.
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3trew on her roses, roses,

And never a spray of yew!
In quiet she reposes;
Ah! would that I did too.

Her mirth the world recuirsd;
She bathed it in smiles of glee.
But her heart was tired, tired,

And now they let her be.

Her life was turning, turning,
In mazes of heat and sound;
But for peace her soul was ysarning,

And now peace laps her round.

Her cabin'd, ample spirit,

It flutter'd and fail'd for breath;

To-night it dotl inherit
The vasty hall of death.

. > . @
J: 8' o O
(1)

.o
~
o\
[ 1)

>

e
w‘
far
e

Qe
o~
ee

—

\]

=]
L L]
>

[

~—

o™

| d

[
>

*e
3] ~ . \ m\
g- P 8 ﬁ Ses. pde
e L 1] e [ 1)
> —~—

&

8

ey '-..\ e
*e

[

|

e

(

4m~

He O O K De O
. e oo e o

(3]

e [+] ' A 8\ o)) e - O
o~ ..

O
(1)
>

——

S

| g
>

o e
e

Hee (D
.o
— >

S e Qe % O e e
eoe - e e o
> (Y ()] (Y oo
—~ [ 3 —
>

o\
£

e gl
L 1]
A

o
e
(X

=de

o

"Requiescat"
by M. Arnold.
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l. His heart in me keeps him and me in one,

2. ¥y heart in him his thoughts and senses guides:
S He loves my heart, for once it was his own,

4. I cherish his bBecause in me it bides:

5. My true-love hath my heart, and I have his.

"My true love hath my heart, and I have his"(v.2)
By Sir Philip Sidney.
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0 Mistress mine, where are you roaming?
0 stay and hear! your true love's coming,
That can sing both high and low:
Trip no further, pretty sweeting;
Journeys end in lovers meeting,
"~ Every wise man's son doth know.
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"0 migtress mine, where are you roaming?" (v.l.)
Song by Shakespeare
("Dwelfth Night® I1I.3.42)
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What is love? ‘*tis not hereafter;

Present mirth hath present laughter;
What's to come is still unsures.

In delay there lies no plenty;

Then come kiss me, sweet-and-twenty!
Youth's a stuff will not endure.

"0 mistress mine, where are you roaming?" (v.2.)
Song by W. Shakespeare .
("Pwelfth Night" II.3.50.)
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Shall I comoare thee to a summer's day?

Thou art more lovely and more temperate:
Rough winds do shake the darling buds of lMay,
And summer's lease hath all too short a date:

Sometime too hot the eye of heaven shines,

And often is his gold complexion dimm'd:

And every fair from fair sometime declines,

By chance, or nature's changing course, untrimm'd.

But thy eternal summer shall not fade

Nor lose possession of that fair thou owest;
Nor shall death brag thou wanderest in his shade,
When in eternal linss to time thou growest:

S0 long as men can breathe, or eyes can see,
So long lives this, and this gives life to thee.

W. Shakespeare.

& ailz) o ge: i, ul:) éil:)a o @i
au: afl:) oe(:) 4 i, = be: & ° éi
b ai: ul:) ei:, o a: i \ o éi:
2 A o is, = 5 4 b éil:) Bi:
A ai(s) uls) o, i ai: o e ai:,

2 3% o, 1 i bu: 9 e 8 /A
2 & i  &e: 5  ke:, 4  &i: i(:) ai:
ail:) &, o(:) ei: jhel:)ei: 1  bes a i,
o &i: () 8 a4 8 & 3 éis,

ol:) @ ulz)é& e, 3 2  ke: aul:) bu
§h o2 & & aund e i 1 1,
& i i(:) s &  ai:, ulz) ai:  aul:) bu:
oul:} 5 e 6 2 i/:A ol:) &ai: = ?'L:A
owl)s 1 %, = i 1 air ouwo g,

SN @0

> [ 1]

>

>




L B ~

o
=
.

P\

(1]

ol e\ ey b

>

[~
» (2
>

c 72

l. Full fathom five thy father lies;

2. Of his bones are coral made;

3+ TMhose are pearls that were his eyes:
4, Nothing of him that doth fade,

Be But doth suffer a sea-change

6o Into something rich and strange.

7. Sea~nymphs hourly ring his knell:

8. Ding-dong.
9. Hark! now I hear them -
10. _ Ding-dong bell!

Song by W. Shakespeare
(*The Tempest" I.2.%94)
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When in the chronicle of wasted time

I sée descriptions of the fairest wights,
And beauty making beautiful old rhyme

In praise of ladies dead, and lovely knights;

Then in the blazon of sw=et beauty's best
0f hand, of foot, of lip, of sye, of brow,
I see their anticgue pen would have exprest
Wv'n such a beauty as you master now.

S0 all their praises are but prophecies
0f this our time, all you prefiguring;

And, for they look'd but with divining eyes,
They had not skill enough your worth to sing:

For we, which now behold these present days,
Have eyes to wonder, but lack fongues to praise.

We3hakespesare.
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The quality of mercy is not strain‘'d,
It droppeth as the gentle rain from heaven
Upon the place beneath: it is twice bless'd,
It blesseth him that gives, and him that takes:
'Tis mightiest in the mightiest; it becomes
The throned morirch, better than his crown:
His sceptre shows the force of temporal power,
The attribute to awe and majesty,
Wherein doth sit the dread and fear of kings:
But mercy is above this sceptred sway,
It is enthroned in the hearts of kings;
It is an attribute to Cod himself:
And earthly power doth then show likest God's,
When mercy seasons justice.
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"The Merchant of Venice" (IV.1l.184)

by W. Shakespeare.
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Spring, the sweet Spring, is the year's pleasant king;
Then blooms each thing, then maids dance in a ring,
Cold doth not sting, the pretty birds do sing,

Cuckoo, Jjug-jug, pu-we, to-witta-wool

The palm and may make country houses gay,

Lambs frisk and play, the shepherds pipe all day.

And we hear aye birds tune this merry lay,
Cuckoo, Jjug-jug, pu-we, to-witta-woo.

The fields breathe sweet, the daisies kiss our feet,

10. Young lovers meet, old wives a-—sunning sit,
1l. In every street these tunes our ears do greet,
13. Cuckoo, Jjug—-jug, pu-we, to-witta-woo!
13. Spring! the sweet Spring!
"Spring"
by T. Nashe.
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Now came still evening on, and twilight gray
Had in her sober livery all things claa
Silence accompanied; for teast and bird,

They to their grassy couch, these to their nests,

Were slunk, all but the wakeful nightingale;
She all night long her amorous descant sung;
Silence was pleased; now glow'd the firmament
‘#ith living sapphires; Hesperus that led

The starry host rode trightest, till the moon
Rising in clouded majesty at length

Apparent gueen unveiled her peerless light
And o'er the dark her silver mantle threw,

From "Paradise Lost".

by J. Milton.
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Tho' I have lost
Mach lustre of my native brightness, lost
To be beloved of God, I have not lost
To love, at least contemplate and admire
What I see excellent in good, or fair,
Or virtuous; I should so have lost all sense.

“Paradise Regained"(I.378-383)

by Je Milton.
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Fair daffodils, we weep to see
You haste away so soon;
As yet the early-rising sun
Has not attain'd his noon.
Stay, stay
Until the hasting day
Has run
But to the evensong;
And, having pray'd togsther, we
Will go with you along.

We have short time to stay, as you,
We have as short a springs;
As quick a growth to meet decay,
As you, or anything.
, We die :
As your hours do, and dry
Away
Like to the summer's rain;g
Or as the pearls of morning's dew,
Ne'er to be found againe.

"Do Daffodils"
by R.‘Herrick.
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1. Or if chill blustering winds or driving rain
2. Prevent my willing feet, be mine the hut
3. That, from the mountain's side,
4, Views wilds and swelling floods,
5. And hamlets brown, and dim-discover'd spires;
6. And hears their simple bell; and marks o'er all
7 Thy dewy fingers draw
8, The gradual dusky veil,
From "To Evening"
by W, Collins,
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John Anderson my Jjo, John,
When we were first acquent
Your locks were like the raven,
Your vonnie brow was vrent g
But now your brow is beld, John,
Your locks are like the snow;
But blessings on your frosty pow,
John Anderson my Jjo.
John Anderson my jo, John,
We clamb the hill thegither,
And mony a canty day, John,
We've had wi' ane anither:
Now we maun totter down, John,
But hand in hand we'll go,
And sleep thegither at the foot,
John Anderson,my JjO.
"John Anderson"
by R.Burns.
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She dwelt among the untrodden ways
Beside the springs of Dove;

A maid whom there were none to praise,
And very few to.love:

A violet by a mossy stone
Half hidden from the eye!

Fair as a star, when only one
Is shining in the sky.

She lived unknown, and few could know
When Iucy ceased to be;.

But she is in her grave, and oh,
The difference to me!

V. Wordsworth .
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Dy after day, day after day,

We stuck, nor breath nor motion;

Asg idle as a painted ship
Upon a painted ocean.

c 82

"phe Rime of the Ancient Mariner"(115-118)
" by S. P. Coleridge.
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'0 what can ail thee, knight-at-arms,
Alone and palely loitering?

The sedge has wither'd from the lake,
And no birds sing.

'0 what can ail thee, knight-at-arms!
So haggard and so woebegone?

The scuirrel's granary is full,
And the harvest's done.

'l see a 1lily on thy brow
With anguish moist and fever dew,
And on thy cheeks a fading rose
Fast withereth too.

'I met a Lady in the ifeads,
Full beautiful - a fairy's child,
Her hair was long, her foot was light,
And her eyes were wild.

'l made a garland for her head,

And bracelets too, and fragrant zone;
She look'd at me as she did love,

AnG made sweet moan.

'l set her on my pacing stzed
And nothing else saw all day long,
For sidslong would she bend, and sing
A fairy's song.

C 83a



C 83b

e
g 7

i(s), &i

.o
oy
O

®

:) 5

oul

1.

<
< o
ord
wl O
@ ®
e
ord
ola
< <
o @
(1)
ord
.Ie ~rd ,i
X
8 8 -0
e oo
j= o
‘0 @ - O
8 @ 8
. o [
o 0 <®

oul:) o

5.

al

ouls:) &

6.

N

N opd

7.

*a

ou

(3]
o
N ]

e

ord.
O

< <
5 3
N~ R )
-
St
o
o @
——
* 1}
~rQ ot
< <
«d ot a
<
(13
< o=
wd ot Q
I~
L
(1] o
)a oe op=]
(X ]
@ wrl 8
- .
e
A
o
8 O e
[ ] L L ]
[+4] » o
-~

11,

Neor4d

12,

<

' ee

e

<
.o
ot
@

i

eil(:) &o:

o

-]

14,

<
L1

ord

W

o(s)

15,

<

K

o

(1]

—

D

N~

o

.
<

.o :

ord <

w 8
I~
—

M . ee

W O

<

(X ~—

e | or

) 0

e

—r o

O O

—

Y]

~—

o

8 o

L] L J

[Te] [ 94

~ -t

80 oy, OO

opd o>

O et

8

<

&8
<
e [ X ]
‘Iu Zord
- B
e
o
S e~ |
(X ]
—
8 -~
* L]
(11] o
i ~

<

e

|

o

[ 1 ]

o

)

[ X ]

—

o4

(]
<

m)

O -0

<

——

(1]

.e e

rord (<]
<
(1]
o

) IR 1)

——

e

—

o

8 o

» L]

o o~

[+ o

< <
O NeH
XY
o
Q a
(1 <
o Q @
-
Qe
< X
@ o
wd 0
[ X ]
o
P RN -+ |
-
8 ©
[ ] L]
N (24
[ (24

el

) Eo:

(:

24,



&b
26
_7
28

29.
0.
al.
52,

334
34,
3D
36.

37
38.
39.
40.

41.
42,
43,
44,

4b,
46,
47.
48.

*She found me roots of relish sweet,

. And honey wild and manna dew,

And sure in langudge strange she said
"I love thee true."

'She took me to her elfin grot,
And there she wept, and sigh'd full sore,

- And there I shut her wild wild eyes

With kisses foure.

"And there she 1lullfa me asleep,

And there I dream'd - Ah! wose betidel
The latest dream I ever dreamt

On the cold hill side.

'I saw pale Kings and Princes too,
Pale warriors, death-pale were they all;
They cried - "La belle Dame sans lierci
Thee hath in thrall! "

‘I saw their starved lips in the gloam
With horrid warning gapéd wide,

And I awoke and found me here
On the cold hill's side.

'And this is why I sojourn here
Alone and palely loitering,

Though the sedge is wither'd from the Lake .
And no blrds sing.’

"1La Belle Dame Sans Merci®

by Je. Keats.
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Deep in the shady sadness of a vale

Far sunken from the healthy breath of morn,

Far from the fiery noon, and eve's one star,
Sat gray-hair'd Seturn, quiet as a stone,

Still as the silence round about his lair;
Forest on forest hung about his head

Like cloud on cloud, No stir of air was there,
Not 80 much life as on & summer's day

Robs not one light seed from the feather'd grass,
But where the dead leaf fell, there did it rest.
A stream went voiceless by, still deadered more
By reason of his fallen divinity

Spreading a shade: the Najiad 'mid her reeds
Press'd her cold finger closer to her lips,

"Hyperion™ (I,l-14)
by J. Keats,
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1. Much have I travell'd in the realms of gold
2e And many goodly states and kingdoms seen;
Se Round many western islands have I been

4, Which bards in fealty to Apollo hold.

5. Oft of one wide expanse had I been told

6e That deep~brow'd Homer ruled as his demesne;
7e Yet did I never breathe its pure serene

8¢ Till I heard Chapman speak out loud and bolds

9. Phen felt I like some watcher of the skies
10. When & new planet swims into his ken;
1l. Or like stout Cotrtez, when with eagle eyes

12. He stared at the Pacific = and all his men
13. Look'd at each other with a wild surmise -
14. Silent, upon a peask in Darien.

"On First Looking into Chapman's Homer"
by J. Keats.
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He clasps the crag with hookéd hands;
Close to the sun in lonely lands,
Ring'd with the azure world, he stands.

The wrinkled ses beneath him crawls;
He watches from his mountein walls,
And like a thunderbolt he falls.

"The Eagle"
by Lord Tennyson.
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1. The splendour falls on castle walls

2. . And snowy summits old in story:
Se The long light shakes across the lakes,
4. And the wild cataract leaps in glory.

5. Blow, bugle, blow, set the wild echoes flying,
6+ Blow, bugle; answer, echoes, dying, dying, dying.

"Phe splendour falls on castle walls" (v.l)
by Lord Tennyson.
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A wind sways the pines,
And velow .
Yot a breath of wild air;
3till as the mosses that glow
On the flooring and over the lines
Of the roots here and there
The pine-tree drops its dead;
They are quiet, as under the sea.
Overhead, overhead
Rushes life in a race, '
As the cldeuds the clouds chase ;

, And we go,
And we drop like the fruits of the tree,
iven we, '
qven S0.
"Dirge in Woods"
by Ge MBrediph.
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On a starr'd night Prince Lucifer uprose,
Pired of his dark dominion swung the fiend
Avove the rolling ball in cloud part scrcen'd,
Where sinners hugg'd their spectre of repose.
Poor prey to his hot fit of pride vwere those.
And now upon his western wing he lean'd
Now his hugk bulk o'er Afric's sands careen'd
Now the black planet shadow'd Arctic snows.
Soaring through wider zones that prick'd his scars
With memory of the o0ld revolt from Awe,
He reach'd a middle height, aund at the stars,
Which are the brain of heaven, he look'd, and sank.
Around the ancient track march'd, rank on rank,
The army of unalterable law.

"Lucifer in 3tarlight"”
by G. leredithe.
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1. Beautiful must be the mountains whence ye come,

2. and dbright in the fruitful valleys the streams, wherefrom
3e Ye learn your song:

4+ Where are those starry woods? O might I wander there,

He Among the flowers, which in that heavenly air

Ge Bloom the year long!
"Nightingales" (v.1)
by Sir Bobert Bridges.
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1. HNay, barren are those mountaing and spent the streams:
2+ Our song is the voice of desire, that haunts our dreams,
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A throe of the heart,
4. Vhose pining visions dim, forbidden hopes profound,

5. No dying cadence nor long sigh can sound,
For all our art.
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"Nightingales" (v.2)
by Sir Robert Bridges.
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And morning came quietly in upon sandals of peace,

The maiden—-eyed morning who wakens the birds in the dew:
With grayness in heaven, and silver in streaks on the sea
She came to that harbour of rest where the "Wanderer" lay
And shone on her ruin all securfing with patches of salt
Till shadows of beauty were tranquilly stirred at her side.

From "he Wanderer" (p.24}
by J. Masefield.
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Slowly, silently, now the moon

Walks the night in her silver shoon;
This way, and that, she peers, and sees
Silver fruit upon silver trees;

One by one the casements catch

Her beams beneath the silvery thateh;
Couched in his kennel, like a log,

With paws of silver sleeps the dog;
From their shadowy cote the white breasts peep
0f doves in & silver-feathered sleep;

A harvest mouse goes scampering by,
With silver claws, and silver eye;

13. And moveless fish in the water gleam,
14, By silver reeds in & silver stream,
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"Silver"
by Walter de la Mare.
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A noise like of a hidden brook

In the leafy month of June,

That to the sleeping woods all night
Singeth a quiet tune.

"Phe Rime of the Ancient Mariner" (369-372)
by S.T. Coleridge. :
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Perhaps some dungeon hears thes groan,
Maim'd, mangled by inhuman men;
Or thou upon a desert thrown
Inheritest the lion's den;
"Or hast been summon'd to the deep,
Phou, thou, and all thy mates, to keep
An incommunicable sleep.

D 95

From "The Affliction of Margaret"

by W. Wordsworth.
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What shall I call thee?

'I happy am;

Joy is my name.'

4.
Se

Sweet joy befall thee!

6.

Sweet joy, but two days old;

Sweet joy I call thee:

Thou dost smile:
Sweet joy befall thee!

I sing the while,

Pretty Jjoy:

7e
8e
9.
10.
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12.

"Infant Joy"

by W. Blake.
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though the yesty waves

Confound and swallow navigation up;
Though bladed corn be lodged, and trees blown down;
Though castles topple on their warders'hesadsg;

Though palaces and pyramids do slope
Their heads to theirfoundations; though the treasure

Of nature's germens tumble all together,
- Bven till destruction sicken; answer me
To what I ask you.
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"Macbeth", (IVel.53)
by W. Shakespsare.
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1. Ay, in the catalogue ye go for men;
2. As hounds and greyhounds, mongrels, spaniels, curs,
3. Shoughs, water-rugs, and demi~wolves, are clept
4. All by the name of dogs:
"Macbeth™ (III.1.92)
by W. Shakespeare.
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Inform her full of my particular fear;

And thereto add such reasons of your own

As may compact it more. Get you gone,

And hasten your return. HNo, no, my lord,.
This milky gentleness and course of yours
Though I condemn not, yet, under pardon,

You are much more attask'd for want of wisdom
Than prais‘:cl for harmful mildness.

"King Lear" (I.4.362)
by W. Shakespeare.
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