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NOTES UPON ENGLISH VERSE.

BY EDGAR A. POEK.

Wene much has been written upon the
structure of the Greek and Latin rhythms, and
even of the Hebrew, little attempt has been
made uexmmnh' ' ;ﬂt:nthof E\y ﬁi the modern
tnTxu. re the English, compara-
tively nothing has been done. It may bel:aid,
indeéed, that we are without a treatise upon our
own versification. In our ordinary grammars,
and in our works upon rhetoric in general, may
be found oocasional chapters, it is true, which
have the heading, ‘¢ versification ; ’’ but these
chapters are, in all instances, exceedingly
meagre. They pretend to nothing like analy-
sis ; they propose nothing resembling system ;
they make no effort even at rule, properly so
called ; every thing depends upon ** authority.’’
They are confined, in fact, to mere exemplifi-
cation of the supposed varieties of English feet
and English lines; although in no work within
my knowledge are these feet correctly given,
or these lines detailed in their proper extent.
Yet what has been mentioned, 18 all —if we
except the occasional introduction of some ines-
sential pedagogue-ism, such as this, borrowed
from the Greek prosodies :

‘*“When a syl?able is wanting, the verse is
said to be catalectic; when the measure is exact,
the line is acatalectic; when there is a redun-
dant syllable, it forms Aypermeter.’’

Whether a line be termed catalectic or acat-
aletic, is really a point of secondary importance ;
and it is even possible that the student may be
able to decide, promptly, when the a should be
employed and when omitted, yet be incognizant,
at the same time, of much that is worth know-
ing, in respect to the structure of verse.

%ut, in fact, few questions of equal impor-
tance, have received so little attention as the
rationale of rhythm in general. The Greek
and the Latin prosodies have their rules, but
nothing more. The philosophy of these rules,
is untouched. No one has thought of reducing
rule, in general, to its lowest terms —to its
ultimate expression —in law. I have long
thought that it is only by an analysis such as is
here suggested, with disregard, for the time, of
the mere conventionalities and unwarranted
assumptions which disgrace our treatises on the
ancient rhythms, that we shall be able to arrive,
if ever, at any intelligible view of these rhythms,
themselves. Quantity is a point in the investi-
gation of which the lumber of mere learning
may be dispensed with, if ever in any. Its
appreciation is universal. It appertains to no
region, nor race, nor @ra in especial. T'o mel-
ody and to harmony the Greeks hearkened with
ears precisely similar to those which we em-

ploy, for similar purposes, at present; and a
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pendulum at Athens would have vibrated much
alter the same fashion as does a pendulum in
the city of’ Penn.

But while g full and unpedantic discussion of
metre in general, is much needed, the purpose
of this article extends no farther than to some
practical observations on the English rhythms ;
and I am led to these observations solely by the
hope of supplying, to some cxtent, the singular
deliciency of our ordinary treatises on the topic.

A leading defect in each of these treatises is
the confining of the subject to mere rersifica-
tion, while metre, or thythm, in general, is the
real question at issue. Nor am I aware of a
single one of our grammars which even rightly
definea the term ¢ versification ’’ itself. ¢¢ Ver-
sification,’’ says a work now befure me,* per-
haps the very best of its kind, and of which the
accuracy is far more than usual, *‘is the art of
arranging words into lines of correspondent
length, 8o as to produce harmony by the regular
alternation of syllables differing in quantity.”
The commencement of this definition might
apply, indced, to the art of versification, but
not to versification itself. Versification is not
the ar! of arranging, &c., but the actual arrang-
ing—a distinction too obvious to need com-
ment. The error, here, is exactly analogous
with one which has been too long permitted to
disgrace the initial page of every one of our
school grammars. fallude to the definition of
English grammar itself. * kinglish Gram-
mar,’’ it is said ‘“ is the art of speaking and
writing the English language correctly.”” This
phrascology, or something essentially similar,
1s cmployed, 1 belicve, by Bacon, Miller, Fisk,
Greenleaf, Ingersoll, Kirkland, Cooper, Flint,
Pue, Comly and many others. These gentle-
men, it is presumed, adopted it without exami-
nation from Murray, who derived it from Lily
(whose work was ‘¢ quam solam Regia Majestas
tn omnibus scholis docendam precipit’’) and
who appropriated it, without acknowledgment,
but with some unimportant modification, from
the Latin grammar of Leonicenua. But it may
be readily dcmonstrated that this definition, so
complacently received, is not, and cannot be, a
proper definition of English grammar. A defi-
nition is that which so describes its object, as
to distinguish it from all others. It is no defi-
nition of any one thing, if its terms are appli-
cable to any one other. But if it be demanded
— % What is the design, the end, the aim, of
English grammar? *’ our obvious and sole an-
swer must be, *‘ the art of speaking and writing
the English language correctly ; ’’ and this an-
swer embodies the precise words which are
employed as the definition of grammar itself.
But the object to be obtained by any means, is,
assuredly, not the means. knglish grammar,
and the end contemplated by English grammar,
are two matters very distinct ; nor can the one
be any more reasonably regarded as the other,
than a fishing-hook as a fish. The definition,

* The “ English Grammar " of Goold Brown.

wnerefore, which is applicable in the latter
instance, cannot, in the foriner, be true. Gram-
mar, in general, is the analysis of language ;
English grammar of the Knglish.

But to return to versification, as defined in
our extract ahove. ‘‘It is the art,”’ says this
extract, ** of arranging words into lines of cor-
respondent length.”’ But not so. A single
moment’s reflection will suffice to assure us
that a correspondence in the length of lines is
by no means essential. Pindaric odes are,
surely, instances of versification; yet these
compositions are noted for extreme diversity in
the length of their lines.

The arrangement is, moreover, said to be for
the purpose of producing ‘¢ Aarmony by the
regular alternation of syllables differing in
quantity.’” But harmony is not the sole aim.
In the construction of a verse its melody should
not be left out of view; and this is a point
which all our prosodies have most unaccounta-
bly forborne to touch. A few concise reasoned
rules upon this topic should form a portion of
all systems of rhythm.

** So as to produce harmony by the regular
alternation,”” &c. Here again I must dissent.
A regular alternation, as described, forms no
part of the principle of metre. The arrange-
ment of spondees and dactyls, for example, in
the Greek hexameter, is an arrangement which
may be termed at random. At least it is arbi-
trary. Without interference with the line as a
whuole, a dactyl may be substituted for a spondee,
or a spondee for a dactyl, at any point other
than the ultimate and penultimate feet, of which
the former is always a spondee, the latter nearly
always a dactyl. Here it is evident that we
have no ‘¢ regular alternation of long and short
syllables.’” But, not to dwell upon the hexa-
meter, instances from other metres may be
adduced without number, in which an admix-
ture of various kinds of feet is the law of the
verse, and not merely a license or variation of
the law. Such instances I shall take occasion
to quote in the course of this article.

“ So as to produce harmony by the regular
alternation of syllables differing n quantity.”’
In other words, by the alternation of long and
short syllables ; for, in rhythm, all syllables
are necessarily either short or long. But our
grammarian 18, undoubtedly, wrong again.
Not only. do I deny the necessity of any regu-
larity in the succession of feet, and by conse-
quence, of syllables, but dispute the essentialit
of any alternation, regular or irregular, of syl-
lables long and short. Our author, be it ob-
served, is now engaged in a definition of versi-
fication in general, not of English versification
in especial. But the Greek and Latin metres
abound in the spondee and the pyrrhic; the
former consisting of two long syllables, the
latter of two short : and there are innumerable
instances of the immediate succession of many
spondees, or of many pyrrhics. The mere
existence of either of these feet, however, is
sufficient to overthrow the definition ; for there
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is no difference in the syllables of either the one
or the other. But among some hexameters
attempted by Professor Longfellow, in a trane-
lation of Tegnér’s ‘Children of the Lord's Sup-
per,”’ we find the following verses:

Clear was the Heaven and blue, and May with her
cap crowned with roses,

Stood in her holiday dress in the ficlds, and the wind
and the brooklet o

Murmured gladness and peace, God's peace, with lips
rosy tinted.

By scanning, these lines are thus divided :

Cléar wiis thé | héavén #nd | blie &nd | May with
hér | cap crown’d with | roses,

Stood In her | holiday | dréss In the | fields &nd thé |
wind &nd thé | brooklét

Murmar'd | gladnéss #nd | pcace God’s | peace with |
lips rosy | tinted.

In the last of these examples, we perceive
that five long syllables meet. Here, again, is
a passage from Silius Italicus :

Fallis te mensas inter quod credis inermem

Tot bellis queesita viro, tot ceedibus armat

Majestas eterna ducem : si admoveris ora

Cannas et Trebium ante oculos Trasymenaque busta,
Et Pauli stare ingentem miraberis umbram.

These Hexameters, with the proper elisions,
are thus scanned :

Fallis | t¢ mén- | sds in- | tér quiod | crédis In- | ér-
mem

Tot bél- | lis quee- | sitd vI- | 16 tot | credibiis  drmit

Majcs- | tas é- | terna da- | cem 8’ ad- | moverls | ord

Cannas | ¢t Tré- | b’ ant’ ocu los Trasy- | inénaque |
busta

£t Piu- | li std- | r’ ingén- | tém mi- | ribérls | Gm-
bram.

It will be seen that, in the first and last of
these lines, we have only two short syllables in
thirteen, with an immediate or uninterrupted
succession of no less than nine long syllables.
But how are we to reconcile all this with a defi-
nition of versification, which describes it as ** the
art of arranging words into lines of corres-
pondent length, 80 as to produce harmony by
the regular alternation of syllables differing in
quantity 1"

It might be urged, however, that our proso-
dist’s tntention was to speak of the English
metres alone, and that by omitting all mention
of the spondee and pyrrhic, he has virtually
avowed their exclusion from our rhythms. A
grammarian is never excusable on the ground
of ‘‘ good intentions.”” We demand from him,
if from any one, rigorous precision of style.
But let us grant the design. Let us admit
that our author, and that all writers upon Fng-
lish prosody, have, in defining versification at
large, intended merely a definition of the Fag-
lish. All reject the pyvrrhic and the spondee.
All admit the 1ambus, which consists of a short
syllable tollowed by a long ; the trochee, which
18 the converse of the iambus ; the dactyl, which
is formed of one long syllable followed by two
short ; and the anapast, two short syllubles suc-

ceeded by a long. The pyrrhic is properly re-
Jected ; and it may well be questioned, whether
any foot so equivocal as one consisting of tico
short syllables, had ever more than a chimerical
existence, even in the ancient rhythms; but I
shall show, herecafter, that there is no cause for
dismissal of the spondee. In the meantime,
the acknowledged dactyl and anapest are suffi-
cient to establish our proposition in regaid to
the *¢ alternation,” &c., without reference to
feet which arc assumed to exist in the Greek
and Latin metres alone: for an anapwmst and a
dactyl may meet in the same line; when, of
course, we shall have an uninterrupted succes-
sion, either of four long, or of four short sylla-
bles. The meeting of these two feet, to be
sure, is an accident not contemplated in the
definition now discussed : for this definition, in
insisting upon *‘ a rcgular alternation of sylla-
bles ditlering in quantity,” insists upon a regu-
lar succession of fect ; but an example will fully
sustain our hypothesis.

Sing td m¢ | 1sabelle!

is the opening line of a little ballad, now before
me, which proceeds in the same rhythm —a
peculiarly beautiful one. The meeting of four
short syllables is the consequence of a dactyl
succeeded by an anapest. But more than this:
there can be no difficulty in specitying knglish
lines composed entirely of a regular succession
of syllables all of the same quantity. ** The
March”’ of Arthur Cleveland Coxe, for exam-
ple, thus coinmences :

Mueh! march! march!
Making sounds as they tread,

Ho! ho! how they step
Going down to the dead.

The line italicised is formed of three cesuras.
The casura is a perfect foot, consisting of a
single long syllable, and has heen causclessly
ncglected by all writers upon English prosody.

It has thus been made evident that there is
not @ single pont of the definition in question,
which does not involve an error.  And for any-
thing more intelligible or more satisfactory than
this definition, we shall look in vain in any pub-
lished treatise upon the subject. But so general
and so total a failure can be referred only to some
radical misconception.  ‘T'hat by the term ¢ ver-
sification ”* our prosodists tatend rhythm, or
metre, in generil, cannot be doubted ; for the
making of a single verse, is versification ; yet
from no sinele verse of a poemn can be gathered
any idea of its general rhythm. For the full
appreciation of this rhythm, there is required
a collation of each verse, if not with every one
other in the poem, at least with every one of
its immediate predecessors.  No line 1 ande-
pendont. Tt was a keen sense ol this prineiple
which enabled Pope so far to surpass his eo-
temporaries, many of whom he properly styled
“ couplet-makers;” alluding, no doubt, 1o their
practice of breaking up pocms into distinet yet

. wonotonous usical impressivns of 1wo lines
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each; and it was a keener sense of this princi-
ple than cven Pope possessed, which enabled
Milton to surpass even Pope in the adjusting or
balancing of his harmonies through paragraphs
of greater length than the latter ever ventured
to attempt,

The word ¢ verse '’ is derived (through rer-
sus) from the Latin certo, I turn, and has ref-
erence to the turning at the end of the line and
commencing anew with a capital letter. It can
be nothing but this derivation which has led to
the error of our writers upon prosody. It is
this which has seduced thein into regarding the
line itself — the versus or turning — as an essen-
tial, or principle, of metre ; and hence the term
¢ versification  has been employed ‘as suffi-
ciently general, or inclusive, for treatises upon
rhythm in general. llence, also, the precise
catalogue of a few varieties ot English lines,
when these varicties are, in fact, almost with-
out limit.

I shall dismiss entirely, from the consideration
of the principle of rhythm, the idea of versifica-
tiun, or the construction of verse. In so doing
we shall avoid a world of confusion. Verse is,
indeed, an afterthought, or an embellishment,
or an improvement, rather than an element of
rhythm ; and this is the fact which, perhaps,
more than any thing else, has induced the easy
admission, into the realms of Poesy, of such
works as the *¢‘lI'¢}émaque ”’ of Fénélon. In
the claborate inodulation of their sentences they
fulfil the idea of metre; and their arrangement,
or rather their division, into lines (which could
be readily effected), would do livtle more than
present this idea in a popularly intelligible
dress.

Holding these things in view, the prosodist
who rightly examines that which constitutes the
external, or most immediately recognisable, form
of Poetry, will commence with the definition of
Rhythin. Now rhythm, fromn the Greek &giQung,
nwmber, is a term which, in its present applica-
tion, very nearly conveys itsown idea. No more
proper word could be emploved to present the
conception intended ; for thythm, in prosody, is,
in its last analysis, identical with tfme in music.
For this reason 1 have used, throughout this
article, as synonymous with rhythm, the word
metre from wevgor, measura.  Father the one or
the other inay be defined as thr arrangement of
wards inlo tico or more consecutive, eyual, pulsa-
tions of time. These pulsations are fect. Two
feet, at lcast, are requisite to constitute a
rhythm ; just as, in mathematics, two units are
necessary to form number.. ‘I'he syllables of
which the foot cousists, when the foot is not a
syllable in itself, are subdivigions of the pulsa-
tions.  No equality is demanded in these sub-
divisions. It is only required that, so far as re-
gards two consecutive feet at least, the sum of
the tunes of the syllables in one, shall be equal
to the sum of the tunes of the syllables in the
other. Beyond two pulsations there is no weees-
sity for equality of time.  All bevond is arbi-
trary or conventional. A third and fourth pul-

vol. 1. — NO. 1.

it

sation may embody half, or double, or any
proportion of the time occupied in the two
first.

1 have already said thatall syllables, in metre,
are cither long or short.  Qur usual prosodies
maintain that a long syllable is equal, in its time,
to two short; this, however, is but an approach
to the truth. It should be here observed that
the quantity of an Fnglish syllable has no
depcndence upon the sound of its vowel or
dipthoug, but chiefly upon accentuation. Mono-
syllables are exceedingly variable, and, for the
most part, may be either long or short, to suit
the demand of the rhythm. In polysyllables,
the accented ones are always long, while those
which immediately precede or succeed them, are
always short. Emphasis will render any short
syllable long. _

Rhythin being thus understood, the prosodist
should proceed to define versification as the
making of verses, and verse as the arbitrary or
conrentional isolation of rhythms into masses of
greater or less cxtent. .

Let us now exemplify what has been said.
We will take the words,

1 i moniirch,

with the accentuation which belongs to them in
the well known line

1 itm mondirch df all 1 sarvey.

Of the threc first words, by themselves, with
the accentuation as here given, we can form no
metre or rhythm. We cannot divide them into
‘‘ two or more equal pulsations of tiine *’ — that
is to say, into two metrical feet. If we divide
them thus:

1 iim | monarch

the time of the latter division is to that of the
former as three to two ; and a glance will suf
fice to show that no nearcr approach to equal
division, is fracticable. ‘The words as they
stand, thercfore, are purely prose. But, by
placing an emphasis upon the pronoun, we
double its length, and the whole is 1esolved into
rhythm ; for

I am monarch

is readily divided into two equal pulsations,
thus:

1iim | moniirch.

These equal pulsations are trochaic fect ; and,
from the appreciation of such equality as we
recognise in them, arises the gratificatien of
thythim.  With less than two feet there can be
no comparison — thus no cquality — thus no
rhythm. ** But no equality 1s demanded *° (here
1 quote my previous words) ** in the subdivisions
of the rhythwm. 1t is only required that the sum
of the times of the svilables in the one, shall
be cqual to the sum of the tines of the sylla-
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bles in the other ’’ — as we see it above. The
entire line

I am monarch of all I survey,
is thus scanned :

1 &m mon- | érch of all | 1 siirvéy.

Here are three anapests. T he two first suf-
Jice to establish a rhythm ; but the third confirms
it. Had the words run thus:

I am monarch of all I see,

no ear would have been materially offended ; but
it is evident that, in this case, we should have
thus scanned the verse :

14&m mon- | &rch of &ll | 1 sée;

and the last foot, being a pure spondee, (two

long syllables — equal to the one long and two

short syllables of the preceding anapests) is,

gf itl:ol &ﬁcisnt den;onotration that the spon-
ee has been improperly rejected from the Eng-

lish rhythms. PIOperTy reje 8
The two anapests,

1 km moa- | drch of all,

do not demand that, if a third foot succeed, this
third foot be an anapest, or even the equivalent
in time of an anapest. The requisitions of
rhythm are fulfilled in the two; and a novel
mood of metre may now arise. A convention-
ality, however, founded in reason, has decided
that the new metre should, in general, form the
commencement of a new line, that the ear may
thus, by means of the eye, be prepared for the
change. The cesura, whose peculiarities have
never been discussed, and which I have already
described as a foot consisting of a single long
syllable, is frequently found interpoot'.vdg (espe-
oially in the ancient metres) between various
rhythms in the same line. Its object, in such
situations, is to allow time, or opportunity, for
the lapee from one rhythm to another, or, more
ordinarily, from a rhythm to a variation of the
same ; as, for example, in the verses :

Meecenas, atavis edite regibus,

O ¢t preesidium et dulce decus meum !
Sunt quos curriculo pulverem Olympicum
Collegisse juvat, metaque fervidis
Evitata rotis, pajmlque nobilis
Terrarum Dominos, evehit ad Deos,

which are thus scanned :

Meece- | nhs dtk- | vis |édné | régibiis

« ét | preesidi | *ét | dilcé dé- | cus métim
Sdnt qdos | carricd- | 16 | palver’ o-rl lym
Collé- | gissé ja- | vat | métaqie | fervidis
fvi- | thth ro- | tis | palmaqaee | nobilis
Térrk- | ram Doml- | nos | évehit | ad Dede.

The general rhythm of these lines will be at
once recognised as dactylic, or equivalent to
dactylic. The two first pulsations, or feet, con-
sist of a spondee and a dactyl ; each amounting
to four short syllables. This order is now in-
terrupted by a single long syllable ; (the csura

foot ;) and in the two succeeding, although the
general rhythm remains undisturbed, two dac-
tyls supply the place of the original spondee
and dactyl. The ceesura effects the lapse from
the mitial rhythm to a variation of it. We
should be taught to look upon the cesura as a
variable foot which accommodates itself to any
rhythm whatever. I have designated it *‘ as
a single long syllable,” because this is, appar-
ently, its abstract force or value ; but, in ita ap-

licatiun, it has the force of any foot whatever.

n the lines quoted just above, it has the value
of a spondee or dactyl; occupying precisely
equal time. In the first verse above, we dwell
upon the *‘ ris’’ just so long as it would take
us to pronounce the ‘‘ nas ata” preceding.
With this understanding of the c®sura, (the
most important foot in the English, or in any
metre, and most blindly rejected by our proso-
dists,) we can now proceed to an exemplifica-
tion of what has been said respecting the arb:-
trary or conventional nature oiP‘:tcnere versifica-
tion, or the division of rhythms into verse. For
this purpose let us quote the commencement of
Lord Byron's ¢ Bride of Abydos.”

Know ye the land where the cypress and myrtle
Are emblems of deeds that are done in their clime —
Where the rage of the vulture, the love of the turtle,
Now melt into softness, now madden to crine ?
Know ye the land of the cedar and vine,
Where the flowers ever blossom, the beams ever shine,
And the light wings of Zephyr, oppressed with per-

ume,

Wax faint o'cr the gardens of Gul in her bloom?

Where the citron and olive are fairest of fruit,

And the voice of the nightingale never is mute ?

Where the virg‘ins are soft as the roses they twine,

And all, save the spirit of man, is divine?

'T is the land of the East — 't is the clime of the Sun —

Can he smile on such deeds as his children have done ?

Oh, wild as the accents of lovers’ farewell,

Are dtlbe hearts that they bear, and the tales that they
tell.

The flow of these remarkable lines has been
the theme of universal admiration: and not
more of admiration than of surprise and embar-
rassment. While no one could deny their har-
mony, it has been found impossible to reconcile
this harmony with their evident irregularity,
when scanned in accordance with the rules of
our Prosodies ; for these Prosodies, insisting
upon their bald and incomprehensive dogmas
about mere verse, have neglected to afford a
true conception of rhythm; and this conception
alone can furnish the key to the riddle. Of,
perhaps, a hundred persons whom I have heard
discussing the passage, not one seemed to have
the faintest comprehension of its true scanning.
The division into lines forced them into contin-
ual blunders. No one thought of looking be-
yond the line, or of referring one to another.
Each verse was scanned individually and inde-
pendently. Thus, the puzzle was, that, while
the flow was perfect, while no harshness or
break could be discovered in the harmony, the
lines differed so remarkably among themselves.
The Granimars had spoken of dactylic lines,
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and it was easily seen that these must be dac-

tylic. The first verse was therefore thus divid-
ed:

Know ye the | land whére the | cypriss #nd | myrtlé,

The concluding foot, however, was still a
mystery ; but the Grammars said something
about the dactylic mcasure's calling for a dou-
ble or triple rhyine, occasionally ; and the in-
quirer was content to rest in the ‘¢ double
rhyme,”’ without exactly perceiving what a
‘‘ double rhyme ”’ had to do with the question
of an irregular foot. Quitting the first verse,
the second was thus scanned :

Are émbléins | 6f deeds that | dre done In | théir clime.

But it was immediately seen that this would
not do. It was at war with the whole empha-
sis of the reading. It was certainly never in-
tended by Lord Byron, or by any one in his
senses, that stress should be placed upon such
monosyllubles as ‘¢ arr,’’ ¢ q[l:” and * their ; 7’
nor could * thrir clime,”’ when compared with
‘“ to crime’’ in the corresponding line below, be
tortured into anything like ‘* a double rhyme,”’
80 as to come within the category of the Gram-
mars. But these Grammars were now silent.
Farther they said not.  The inquirer fell back,
therefore, (in spite of his appreciation of the
harmony of the verses, when read without
scanning,) upon the idea that the *‘ Are’’ in
the beginning was a blunder, or excess, and,
discarding it, scanncd the remainder as follows :

— émbléms of | deeds thiit dre | done In théir | clime.

This would have been satisfactory, but for
the forced elision of the ** are '’ and the difficul-
ty of accounting for the odd syllable ¢ clime.”

he Grammars admitted no such foot as one of
a single eyllable, and besides the metre was
dactylic. In despair, our inquirer turns over
the pages of his Prosody, and at length is
blessed by a full solution of the riddle, in the
learned ** observation ”’ quoted in the commence-
ment of this paper —*‘‘ When a syllable is
wanting, the verse is said to be catalectic; when
the measure is exact, the line is acatalectic;
when there is a redundant syllable, it forms Ay-
permeter.’’  This is enough. The verse in
question is pronounced to *‘ form hypermeter *’
at the tail, and to be ¢‘ catalectic ’’ at the head.
A slight difficulty stll remains, to be sure.
Upon continuing the examination of the lines,
it is discovered that what flows so harmonious-
ly in perusal, is, upon subjection to the scan-
ning process of the Grammara, a mere jumble,
throughout, of catalecticssm, acatalerticism, and
Aypermeter.

By discarding, however, our clumsy conven-
tional notions of mere verse, we shall see. at
once, that the lines are perfect in flow only be-
cause perfect in scansion — perfect in practice
only because perfect in theory. They are, in
fact, a regular succession of dactylic rhythms,
varied unly at three points by equivalent spon-

dees, and separated into two distinct divisions
by equivalent, terminating cesuras. I must
here beg the reader to notice that termination,
or pause, is onc of the chief offices, if not in-
deed the sole office of the cesura. In taking
upon itzelf the force, or tine, of the pulsations
which have preceded it, it Eroduces a fulness
of close not to be so well brought about by
other means. DBut let ut scan the passage un-
der digcussion.

Know y¢ thé | liind whire thé | cypriss #nd | myntlé
are | ¢émblems of | deeds that are | done In lhvir}
clime where the | riige af the | valtare thi | love o
thét | tartlé now | inélt intd | softness nOw | madden
0 | rrime.

Xnow y¢& thé | land 8f the | cédar #nd | vine whére
the | flow'rs ¢vir | blossdin the | biams évir | shine
whire the | light wings of | Zéphyr op- | préss'd with
pir- | fame wix | fant o'cr the | gArdens of | Gal In
their | blaom where thie | citeodn and | dlive are | fairest
of | frait ind the | voice of the | nighungule | névir
Is | mite whire th | virgins are | s0ft s the ! rosis
they | trnednd | ill sive the | spirlt 8f | min ¥s di-
vine 'Us the | land of thi | ast 'ts thé | clime of the
Sin can he¢ | smile on sich | diécds #s his | children
have | done oh | wild is the | decints O | 1ovirs® fare- |
well are th | hearts that they | beir &nd the | tales thit
théy | tell.

By all who have ears — not over long — this
will be acknowledged as the true and the sole
true scansion. The harmony is perfect, and
with the melody but a single fault can be found,
and that of minor importance. In the dactyl
formed by the words, ** amile on such,’’ *¢ such *’
is too obviously a long syllable, that is to say,
it too necessarily demands a long accentuation
in common parlance, to justify its use as a short
syllable in verse.

Can he smile on tre dceds that his children have done.

would be an improvement of the melody ; at
the expense, however, of the sense.

Can he smile on the deeds which his children have
done,

although more rigorously grammatical, than
our line first suggested, is objectionable on the
very ground which caused objection to the use
of ‘“such.” The difficulty of pronouncing
¢ which’’ has brought about its exclusiou from
poetry, among those who have keen musical
perceptions : — see the last line of those just
quoted.

I have italicized the cesuras and spondees
introduced. The force and office of the cesura
have been already sufficiently explained ; but
it may be demanded — ‘¢ Why is the continu-
ous flow of the dactylic succession interrupted
by spondees! Why were not dactyls here also
employed !’ The answer which most readily
suggests itself is, that the variation is for the
purposc of relieving she monotony ; but how-
ever plausiblo this reply, it is by no means the
true one. For, in fact, there is no relief of the
monotone effected. The apondees used are to
all intents and purposes (except with mere ref-
erence to the eye) equivalent to dactyls. The
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cause of their introduction is to be found in the
admission of unusually long syllables at certain
points. In the spondee ¢ fume war," for ex-
ample, the *‘ war,”” which 18 composed of two
of the most difficult consonants in the language,
could not have been tortured into brevity by any
mode of accentuation. Pronounce it as trip-
pingly as we please, it will still occupy such
portion of time as will render it equal to two
short syllables. If employed at all, therefore,
it could not have been employed otherwise, in
its present location, than as the final syllable of
a spondee. The emphasis demanded upon the
‘oA’ in ** done oA " forces it, in the same man-
ner, into length.”

That the division of the dactylic rhythms into
verses, or lines, is & point purely arbitrary, or
oonventional, will be rendered evident by a
glance at these rhythms as we have run them
together, ahove. We might form what is
termed versification thus :

Know ye the | land where the
Cypress and | myrtle are
Emblems of | deeds that are

Done in their | clime where the &c.

Or thus :

Know ye the | land where the | cypress and
Myrtle are | emhlems of | deeds ihat are &ec.

Or thus:
Know ye the | land where the | cypress and | myrtle

are
Emblems of | deeds that are | done in their | clime
where the &c.

Or thus :
Koow ye the | land where the | cypress and | myrtle

are | emhlems of
Deeds that are | done in their | clime where the | rage
of the | vulture the &c.

[n short the lines may be of any length which
shall include a full rhythm, or two pulsations.
Beyond doubt, we often see such lines as

Know ye the
Land where the &c.

and our Grammars admit such; but most im-
properly ; for common sense would dictate that
every 8o obvious division of a poem, as is made
by verse, should include within itself all that is
necessary for its own comprehension or appre-
efation ; but here we can have no appreciation
of the rhztehm; which depends upon the idea of
equality between two pulsations. These psen-
do-verses, and those which are met in mock
Pindaric Odes, and consist sometimes of but
a single long syllable, can be considered as
rhythmical, only in coonexion with what im-
mediately precedes; and it is this want of in-
dependent rhythm, which adapts them to the
purposes of burlesque, and of this alone. Their
effect is that of incongruity — the principle of
mirth ; for they include the blankness of prose
amid the harmony of verse.

One word here in regard to rhyme. Its em-

ployment is quite as arbitrary as that of verse
iself.  Qur books speak of it as ** a similanty
of sound between the last svllables ot ditlerent
lines.”” 13ut how absurd such defimtion, n the
very teeth of the admitted fuacts, that rhymes
are often used 1n the mmiddle of verses, and that
mere similarity of sound is insufficient to con-
stitute them in perfection! Rhyme may be
defined as identity of sound otcurring among
rhythms, between syllables or portions of sylla-
bles of equal length, at equal intervals, or at 1n-
terspaces the multiples of these intervals,

The lawmbic, the Trochaic, the Anapestic,
and the Dactylic, are the usually admitted di-
visions of Fnglish verse. ''hese varietes, in
their purity, or perfection, are to be understood
as mere indefinite successions of the feet or
pulsations, respectively, from which are derived
their names. Qur Prosodies cite examples of
only the most common divisions of the respect-
ive thythms into lines ; but profess to cite in-
stances of all the varicties of Englhsh verse.
These varieties are, nevertheless, unlimited, as
will be readily seen from what has been said ;
but the books have done much, by their dog-
mas, in the way of prohibiting invention. A
wide field is open for its display, in novel com-
binations of metre. The immenseness of the
effect derivable from the harmonious combiua-
tion of various rhythms, is a point strangely neg-
lected or misunderstood. We have, in Ameri-
ca, some few versifiers of fine ear, who succeed
to admiration in the building of the ordinary
established lines —the Iambic Pentameters of
Sprague, for example, surpass even thuse of
Poupe — but we have had few evidences of origi-
nality in the division of the old rhythms, or in
the combination of their varieties. In general,
the grossest ignorance prevails, even among our
finest poets, and even in respect to the comnion-
place harmonies upon which they are most ha-
bitually employed. If We regard at the same
time accuracy of rhythm, melody, and inven-
tion, or novel combination, of metre, I should
have no hesitation in saying that a young and
true poetess of Kentucky, Mrs. Amelia Welby,
has done more in the way of really good verse
than any individual among us. I shall he par-
doned, nevertheless, for quoting and comment-
ing upon an excellently well conceived and
well managed specimen of versification, which
will aid in developing some of the propositions
already expressed. It is the ‘* Last Leaf "~ of
Oliver W. Holmes.

I saw him once hefore

As he pass'd by the door,
Aud again

The pasement stones resound

As he totters o'er the ground
With lus cave.

They say that in his prime,

Ere the pruning-knife of Time
Cut hin down,

Not a better mman was found

By the crier on his round
Through the town.
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Rut now he walks the streets,

Aund he looks at all he micets
Soforlorn g

And he <hakes his feeble head

That 1t seems ax if he said,
They are gone,

The mossy marbles rest
On the lips that he hax prest
In their hloom,
And the nmnes he loved to hear
Have been carved for inany a yenr
On the tomb,

My grandmamina has said, --

Poor old Iady ! she is dend
Long ugo, -

That he had a Roinan nose,

And his cheek was like a rose
In the snow.

But now his nose is thin,
And it rests upon his clun
Like a staff;
And a crook is in his hack,
And a nelancholy crack
In s laugh,

I know it is a sin
For me 10 it and grin
At him here;
Dot the old three-comer'd hat,
And the hreeches, and all that,
Arc so quecr !

Aad if T should live to be

The last leal upon the tree
In the spring, --

Let them siile, ns 1 do now,

At the olld forsaken hough
Wiere I cling,

Fvery one will acknowledge the eflective
harmony of these lincs; yet the attempt to
scan them, by any reference to the rules of our
Prosodies, will be vain. Indeed, 1 am at a loss
to imagine what these bouoks could say upon
the suhject, that would not immediately contra-
dict all that has been said by them upon others.
Let us scan the first stanza.

I siw | him 6nce | bifore
As he | r:’mm-d | hy the | door
and ae | giin
Theé pivve- | ment stones | ri sound
As he | (otters | o'er the | ground
With his | cive.

This is the general scansion of the poem.
We have first threc iambuses The second
line shifts the rhythm into the trochaic, giving
us three trochees, with a casura equivalent, in
this case, to a trochce. The third line is a tro-
chee and equivalent casura.  But it must be
observed, that although the cesura is varable
in value, and can thus be understood as equiva-
lent to any pulsation which precedes it, it is in-
sufficient to form, with any sing/s pulsation, a
perfect thythm.  ‘The thythm of the line ** and
again " is referrible, theretore, to the line pre-
ceding, and dependent thereupon.  The whole
would have been, more properly, written thus :

1 siw | him onee | hefore '
As hét | passed | by the | door | #nd i | cdin

The pive- | inent stones | 1 soéund
as he | oners | o'er the | gronnd | with his | cAne.

The pausing or terminating force of the ceesu-
ra is here clearly seen.  In the second line, as
just remaodelled, we make a pause in the tro-
chaical rhythms, by means of *‘door.”” The
““and again’ has the air of a resumption;
which in fact it is. The word ¢ passéd” in the
volume from which we extract the poem [Mr.
Griswold’s ** Poeta and Poetry of America")
has been printed, with an elision, *‘ pass'd,”
and thus made one syllable ; but improperly :
for each syllable requires full accentuation to
form the trochee.

If we now look at the second stanza, we
shall perceive that in the line,

N6t 4 | hittér | mian wils | found,

which, according to the construction of the first
stanza, should be iambical, the author has mere-
ly continued the trochees of the preceding verse.
T'he third stanza is constructed as the second.
So also the fourth — with a variation in the line,

Have been carved for many a year;
which is thus scannea .
Have been | ciarv'd for | mény & | year.

Here, in place of the expected trochee, we
have a dactyl. Referring to the Prosodies, we
lcarn that *“ by a syneresis [blending] of the
two short syllables, an anapest may some-
times be employed for an iambus, or a dactyl
for a trochee '’ : — all which is true, but exces-
sively unsatisfactory. ‘The rationale of the
matter is untouched. 1 was perhaps wrong in
admitting even the truth of the rule. The fact
18, that in cases such as this, the synsresis of
the syllables is erroneously ‘urged. There
should be no blending of the two short syllables
into one; and, unquestionably, if blended, the
result would be one long, to which they are
cquivalent ; thus the blending would be far
from producing a trochee, inasmuch as it would
produce more. The idea of the versifier here
18 discord for the relief of monotone. The time
of the pulsation is purposely incrcased, that the
ear may not be palled by the too continuous
harmony. As in music, 80 in the rhythm of
words, this principle of discord is one of the
most inportant, and, when eflectively managed,
surprizes and delights by its vigorous effects.
It seems to be an esaential, in these variations,
that they be never, of diminution. A decrease
in the ordinary time of the pulsations should
never he attempted ; but a fine discord is often
eflected by mere change of the order of sylla-
bles, without increase. In iambic rhythms this
change is most usually seen. For example :
¢ h thou, | whiitév- i" ti- | tl¢ plcase | thine éar,
Dxan, Drii- | pler, Bick- | erstaft, | or Gal- | liver,
Whether | thou choose | Corvan- | 16s’ sé- | rious ddr,
or Jaugh | and shike | in Ra- | beluis’ ¢a- | sy chair.

Here a trochee forms the first foot of the third
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line. Discords of excess are observed in the
oconclading foot of the third verse, and in the
penultimate of the fourth; where anapests
take place of iambuses.

These various discords, it will be understood,
are efforts for the relief of monotone. These
efforts produce fluctuations in the metre ; and
it often htgpens that these fluctuations, if not
subsequently counterbalanced, affect the ear
displeasingly, as do unresolved discords in mu-
sic. Very generally, one discord requires a
ocounterbalance at no great interval. This is a
point, however, which only a very nioce ear can
appreciate. Pope felt its importance, and more
lupoc‘nlly Milton. Iquote an example from the
atter :

Bat eay, if our Deliverer up to Heaven

Must re-ascend, what will betide the few

His fuithful, left among the unfaithful herd
enomies of truth? who then shall guide

His people, who defend ? will they not deal

More with l\h,fonom than with him they dealt?

Be sure they will, said the Angel.

‘¢ Said the angel’’ is here used as a single
foot, and ocounterbalances the {wo previous dis-
ocords of excess, italicised. To this practice,
sa the part of Milton, I especially alluded,
when speaking of this poet as surpassing Pope
“in the adjusting of his harmonies through
paragraphs of greater length than the latter
ever vedtured to attempt.’’

Discords of excess are also employed (and
even more than one in a line) with the view of
equalizing the time of & verse with the real
time of a preceding one, when the zrporent
timee of this preceding does not exceed the ordi-
pary rhythm. For example :

But such | & bulk | as no | twelve bards | could raise,
Twelve starveling bards of these degencrate days.

If we scan the first of these lines, we find
only the ordinary iambuses ; but, by the use of
unusually long syllables, the verse is made 10
lador, in accordance with the author’s favorite
whim, of ‘‘ making the sound an echo to the
sense.” It will be found impoesible to read
alond

But such s bulk as no twelve bards could raise

in the usual time of five iambuses. The dra
of the line, therefore, is properly counterbal-
anced by two anapests In the succeeding ;
which is thus scanned :

'rv&nm-wmmmuﬂmqm

Some editions of Pope read, with elision,
thus :

Twelve starv'ling bards of these degen'rate days;

bat this is, of course, improper. Ous books, in
general, are full of false elisions.

Bat to return to our scansion of ‘‘ The Last
Leaf.” The fifth and six stanzas exactly re-

semble the second. The seventh differs from
all the others. The second line, as well as the
ﬁg:t, is iambic. The whole should be thus di-
vided :

1 knAw | Ttis | & sin | for mé | to sit | And grin
Athim | hére | bat the {q\ld three- | corner'd | hat | ind
thé bréeches | and all | that | are 30 | quéer.

In sarving that the whole should be thus di-
vided, I mean only to say that this is the true
grouping of the pulsations ; and have no refer-
ence to the rhymes. I speak as if these latter
had no existence.

The last stanza embraces still another varia-
tion. It is entirely trochaic ; and involves the
only absolute error to be seen in the whole ver-
sification. The rhythm requires that the first
syllable of the second line should be long ; but
‘“the” is a monosyllable which can never be
forced, by any accentuation, into length.

As I am now speaking of American verse,
and of the dearth of invention which, in gen-
eral, it betrays, some remarks on Professor
Longfellow’s late attempts at introducing the
Greek Hexameter, will not be considered out
of place. The Greek or Latin Hexameter line,
consists, as its title implies, of six pulsations.
These, in the four first instances, may be either
dactyls or spondees, or dactyls and spondees ar-
bitrarily intermingled. The penulumate foot,
however, is always (at leas( nearly always) a
dactyl ; the ultimate always a spondec. The
lines already quoted from Silius Italicus are
Latin Hexameters. The first two of these
lines run thus:

Fillis [té mén- | sksin | tér quod | crédis In
Tot bél- | lis quee | sitd vi- | ro 10t | ceedihiis

The first point which will arrest the attention
of the merely English reader, is the discrepan-
cy between this scansion and the flow of the
lines in perusal. In attempting, himself, a di-
vision, he, no doubt, would have thus arranged
it:

Fallis te | mensas | inter quod | credis in | ermem,

érmém.
Armat,

and, not until he had counted the feet, would
he have been aware of the deficiency of one.
Now the diacrepancy in question is not observ-
able in English metres ; where the scansion co-
incides with the reading, so far as the rhythm
is concerned — that is to say, if we pay no at-
tention to the sense of the passage. But these
facts indicate a radical difference in the genius
of the two languages, as regards their capaci-
ties for modulation. In truth, from the charac-
ter of its terminations (most frequently in um,
am, i, o, os, &c.) as well as from the paucity
of the monosyllabic articles and pronouns so
prevalent in the Saxon, the Latin is a far more
stately tongue than our own. It is essentially
spondaic ; the English is as essentially dactylic.

he long syllable is the spirit of the Roman
(and Greek) verse ; the short syllable is the es-
sence of ours. In casting the eye, for example,
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over the lines of Silius here quoted, we will not
fail to perceive the great preponderance of the
spoudee : * and, in exmwmining the so-called
Hexameters, just above, by Protessor Longfel-
Jow, we shall. in the same manner, see the pre-
dominanee of the dactyl.  Faghsh Hexameters
are always about one-third longer to the eye than
Latin or Greck ounes. Now it follows from
what has been here explained, that Fnglish
Hexameters are radically different from Latin
ones : for it is the predominant fuot, or pulsa-
tion, which gives the tone o the verse, or es-
tablishes s rhythin.  Latin lHexameters are
spondaic rhythms, varied by equivalent dactyls.
kinglish llexancters are dactylic rhythms va-
ried, rarely, by equivalent spondees. Not that
we cannol have Faglish Hexameter, in every
respect correspondent to the Latin; but that
such can be constructed only by a minuteness
of labor, and with a forced or far-fetched ap-
pearance, which are at war with their employ-
ment to any extent. In building them we must
search for spondaic words, which, in Fnglish,
are rare indeed ; or, in their default, we must
construct spondees of long monusyllables, al-
though the majority of our monosyllables are
short. 1 quote, here, an unintentional instance
of a perfect Fnglish }Hexameter formed upon
the model of the Greek :

Man is a complex, compound, compost, yet is he God-
born,

This line is thus scanned :

M#aa Is & | compléx | compound | compast | yét Ts hé |
Gal-born.

I say that this is ‘“ a perfect Iinglish Hexam-
eter formed upon the model of the Greek,’’ be-
cause, while its rhythm is plainly spondaic va-
ricd by dactyls, and thus is essentially Greek,
(or Latin,) it yet preserves, as all Finglish verse
should preserve, a concordance hetween its scan-
sion and reading-flow. Such lines, of course,
cannot be compoused without a degree of diffi-
culty which must effect their exclusion, for all
practical purpuses, from our tongue.

But let us examine some of the supposed
Hexameters of Professor Longfellow.

Alsd thé: | chiireh with | in wiis &- | dorn'd for | this wis
the | s¢ason

In which the | young théir | parénts’ | hope &nd thé |
lov'd dnes o }h«‘nv-‘-u

Shoald at the | fvot of thé | altar ré- | néw thé | vows
of their | haptisin. :

Thérefore ¢éach | nook and | cornér wis | swept énd |
clean'd dind the | dist was

Blown from thi | wills and | cfiling &nd | from thé |
oil-piintid | binches.

We here find that, although the preponder-
ance of the dactyl is not great, apparently, yet
this preponderance 1would be excessive, were it
not for the forced lengthening of syllables too
unimportant to sustain an accent in the ordinary

% Even the regular dactyl in the penultimate foot is
often displaced by a spondee, in Latin Hexamcters.

perusal. In the first line, the * for,”” in
““dorn’d for,”’ and the ‘“son' in *‘season,’’
have no right to be long. In the second, the
same objection applies to ‘‘ their " in *‘ young
their,”” and the *‘en’ in ‘“ Aeaven.” In the
third, it applies to the *‘ the”' in *‘ new the ", in
the fourth to the *‘ and *’ in ** swept and,"’ and
the *“ was' in ** dust was’; in the fifth to the
“and” in ‘““walls and,”’ the ** from’' and
“the” in * from the,”” and the ‘‘es” in
‘““benches.’”” ** Baptism’’ is the only admissi-
ble spondee in the whole composition.

‘The truth is, that nothing less than the de-
servedly high reputation of Professor Longfel-
low, could have sufficed to give currency to
his lines as to Greek Hexameters. In genercl,
they are neither one thing nor another. Some
few of them are dactylic verses — English dac-
tylics. But do away with the division into
lines, and the most astute critic would never
have suspected them of anything more than
prose. t us try the experiment upon the
extracy just above :

“ Also, the church within was adomed ; for this was
the seuson in which the young, their parents’ hope
and the loved ones of heaven, should, at the feet o
the altar, renew the vows of their baptism. There-
fore, each nook and comer was swept and cleaned,
and the dust was blown from the walls and ceiling,
and from the oil-painted beaches.”

This is excellent prose; but no species of
manipulation can torture it into anything better
than very indifferent verse.

Whatever defects may be found in the Aar-
mony of our poets, their errors of melody are
still more conspicuous. Here the field is, com-
paratively, one of little extent. The versifier,
who is at all aware of the nature of the rhythms
with which he is engaged, can scarcely err, in
melody, unless through carelessness, or affecta-
tion. The rules for his guidance are simple
and few. He should employ his syllables, as
nearly as poesible, with the accentuation due in

rose reading. His short syllables should never
encumbered with many consonants, and es-
pecially, never with those difficult of prenunci-
ation. His long syllables should depend as
much as poesible upon full vowels or dipthong-
al sounds for length. His periods. or equiva-
lent pauses, should not be so placed as to inter-
rupt a thythm. Farther than this, little need
be said. It is, therefore, junly matter for sur-
prise, when we meet, amid the iambics of so
:ine a versifier as Mr. Bryant, for example, such
ines as

Languished in the damp shade and died afar from men,
or, still worse, as
Kind influence. Lo their orhs bam more bright :

in the latter of which we can preserve the me-
tre only by drawing out *‘ influence '’ into three
strongly-marked syllables, shortening the long
monosyllable ** Lv,” and lengthening the shory
one ‘* thar.”
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In taming over & poem by Alfred B. Street,
my attention is arrested by these lines :
His sln- | doils path, | hy bla- | z&s, wound |
Among | trinks grodp'd | In my- | ridds round.
Every reader will here perceive the impossi-
bility o ’\lpmnonncing ““ trunks " as a short syl-
lable. The ditficulty arises from the number
of harsh consonants by which the vowel, u, ia
surrounded. There is a rule, in Latin proso-
dy, that a vowel defore two consonants is long.
&e moderns have not oaly no such rule, but
fess inability to comprehend its rationale.
, nevertheless, from the natural limit to man’s
power of syllabification, a vowel before two con-

sopants is 1nevitably long, how shall we proper-
ly understand as short, one which is embedded

among nine?! Yet Mr. Street is one of our
finest versifiers, and his error is but one of a
class in which all his brethren most pertina-
ciously indulge.

But I must bring this paper to a close. It
will not be supposed that my object has been a
treatise upon-verse. A world more than I have
room to say might be said. I have endeavored
to deal with principles while seeming busy with
details. A right application of these principles
will clear up miuch obscurity in our common ac-
ceptation of rhythm; but, throughout, it has
been my design not so much thoroughly to in-
vestigate the topic, as to dwell upon those sal-
ient points of it which have been either totally
neglected, or incfficiently discussed.



