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(All examples ir this appendix are clrawn fr.rn rinereenth-century verse
and, rvhenever possible, frorn the poeurs anaryseci in the body of ,rr.î.,"k1.

APPENDIX
FRENCH VERSIFICATION:

A SUMMARY
Cliue Scott

The regular alexandrine

Ainsi,/toujours poussés//vers de nouveaux/rivagcs,
Dans la nuit/éternelle//ernportés/sans retour,
Ne pourrons-nous/jamais//sur I'océan/cles âges

Jeter I'tncre/un seul jour?

z+ 4+ 4-l z
3+1+1+3
4+2+4+z

3'F 3
The sta'z¿rs of Lamartine's'r-e [.ac'are each courp'secl of three alexan-
clrines followecl by a hexasyllable, i.e. \ z, r z, r z, 6. ihe scansion of the 6rsrstanza irrrmecliately rnakes several things clcar about the regular rrlcx-
ancirine:

r It has a fixed meclial caesurâ (marked //) after the sixth syllable, r.vhich
enforces an accenr (stress) rn the sixth syllable. The only uth", oblligntu,y
accent in the lirre falls on the final (rwelfth) syllable.

z Tlre caesurit is a metrical j'ncrure rvhich us'ally c.ircicles lvith a
signifìcant syntactical juncture (a'd rhus a pause), f<¡r reasons which wilr
beco.re appa'enr. ßut it is fìrsr and forenrtxt the rine's principal pciinr ofrhythuric articulation, not its rnosr obtrusive synractic break. li clivlicles the
alexandrine i'r. rwo half-lines (hémisticltes). Each half-line usualb, ct¡tt-tairs one orhcr acc--err apart fr'm rhe one on its fì.al syllable. This
'sec.ndary' acce'r is mobile and rnay farI on any of rhe hcrnistich's other
syllables. A sclre'ratization'f the rnetre of the reg,lar alexarclrire n,r>uld
thus be:

-1---'t-
The brackets r<¡uncl tlre sec.nclary accents inclicate that these ¿ìccerts are
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both mobile ancl optional. ln other worcls, the alexanclrine may have only
two âccents (on 6 ancl r z)r or three (say on z, 6 and rL, ot 61 9 and r z), btrt it
normally lras four which is why the regular alexandrine is called the
alexandrin tétramètre (i.e. with four measures). There are thirty-six differ-
ent possible rhythrnic confiSurations of the regular alexandrine, ranging
from the lrasic two-accent 6+6' through tri-accentual pâtterns (6+4*z'
3+ t+6,etc.) to the tema-accentual combinations (r*5*4+ L, 3+ 3+ z+ 4'
4+z+r+5, etc.).

3 The fact that the obligatory âccents fall at the end of the half-lines
indicates that French âccetlt is by nature terminal (oxytonic)r it falls on the
last accentuable syllable of the word or word-group. During the course of its
phonetic development, French âccent has graclually weakened' so that it is
not so much indiviclual words which have âccents as word'groups (syntactic
segments) (i.e. accent is reinforced by intonatiorl, lry the rising or falling
pitch of the voice). "Ihus a worcl which in one collocation might receive
accent becâuse it is the fir.ral ttnit will be withotrt âccent in other collocations
in which it is not the final unit * 'un stÍle' bur 'un style orné', Because verse
intensifies our sense of rhythmicity and tencls to increase the segmentâtion
of utterauce, it will usu¡lly accentuate more elements than 'normal' speech

would; for example, it is unlikely that Lamartine's 'nouveaux' or 'nuit'
would receivc âccents in non-verse contexts.

4 The weakness of French âccent partly explains why, up to the latter
years of the nineteenth century' rhytne was considered inclispensable to
French verse: rhyme gives more audibility to the final, line-clemarcative
accent of the line. The rhyme-scheme of 'Le Lac' is rimes croisées (alternat'
ing rhyrne: abab); the other principal rhyme-schemes are rimes plates
(conplets: aa, bb, etc.) and rimes embrassées (enclosed rhyrne: abba).

5 ìlhen kloking for the accentual pattern of a regular alexandrine,
therefore, we can confidently place accents on syllables 6 and rz and then
iclentify tlre principal syntactic clivisions (word-groups) within each hemi-
stich, assigning an âccent to the last accentuâble syllable of any group which
obtains.'fhus we might describe our scansion of the first line of 'Le f.ac' as

Adv. (governing whole stanza)/Acli. phrase describitrg 'nous'
Adv. of time+pâst part.//Adv. phrase of

place
Prep. tacli./Noun

we then norate rhe.rhythm of the line by inclicating the number of syllables
rvithin each syntnctic segment, thus z*4*4{'e'

6 Syllables. Two maior problems beset the c()tlnting of syllables: do two
contiguous vowels, as in 'ntlit', cotlllt as one syllalrle (syrraeresis) or two
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I
(diaeresis), and does oóe count mute ,e,s, or not? Tlre st¡nclarcl way ofresolving the first problern, i. crassical verse ar least, is etyrnological: sircenuit derives frorn the Latìn nox, noctem,1¡¡ii.¡ lra, only one r'.t vowel, sonuìt is ,counted as only one syllable (/nqi/) rather than two (/nyil). Thisprinciple is of course complicated as verse ù..o,',., freer a'cr admits changes
in current pronunciation,

As far as the mute'e' (e atone) is concerned, a distinction must be rnade
between line-terminal ,e's' and line-internal oíes.(i) Line-terminal 'e's'. These are nor counrecr as sylrables (th.ugh they rnayattrâct some degree of en'nciation); they indicate th"t th. .hy*.î, r",r.,inin".Thus riuageshas rwo syllables and áges i,", .rn., and togethei they c''sritnte
a feminine rhyme' From the rnicrdre of the sixteenth .."nrury up t' the latterhalf of the nineteenth century' poets rigorously observed the arternation .f
masculine and femi.i.e rhynrcs (ra toi di r'arternance cres t.imes): i.e.a rnAscr-line rhyme-pair must be followed by a feminine one, ancl vice versa.(ii) Line-intcrnal 'e's'. A rine-internar 'e' is counted as a syllable, andpron.unced, when it is immediately followecl by eitlrer. .onrnnrn, t.r* iimute) or an aspirare 'h'. A line-internal 'e' is elided (not counred) .'"lr.n i, i,imnrediately followed by a vowel or a mure .h,. Thus in the first stan za ot,LeLac', the final 'e's' of both 'éterneile' ancr 'ancre' are elidecr before afollowing vowel.

APPEN DIX

Sumrnary to date and dift'erentiation whh English uerse
The regular alexandrine has two obrigatory âccenrs on syllabres 6 and tz,
and usually two other accents, mobile and optional. Becat,s. it is fixecr, the
medial caesura is a metrical eremenr, gou.r,ring the rhythmic ,na ,yni".ii.
distribution of rhe line. often the caesura coinci.les with the major syntacticjuncture within the line, but it need not do so. Above all, it acts ,, u i ,1..u,,for the line, a rhythmic pivot encouraging relationships .f ,;r;";;;;,
chiasmus, antithesis, complemenrarity, pãrailelis., b.t*å.n *"i*"f"ri
lines (hémistiches).lnrhe English iambicpentam"r.r, on the other lr."¿, ìi*
caesura is mobile because it occurs at the rnajor syntactic jr.rncture within theline wherever that may be. It thus has no metricar signifi.rn.., but d<¡es
contribute to the rhythmic variety of a sequence of rñres. c."á*"ii.rrry
significant French words (nouns, verbs, adjectives, adverbs) do not c.rnrist-
ently enjoy a right to accent, do not have accent built intá them, *h"..r.
their English equivalents do. French accenr is directry related ,u'ryno.rì.
structure' to w.rcl-group; Engrish srress is word-rerated before it is phrase-
related. Thus, very crudely put, in French verse rhythm derives f..r. iyniri,
whereas in English verse a syntax or wo.d-sequen.e is fitted to a m.tre.
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Ilecause of this distinction' varia[rility of syntactic structure cloes not, in
English verse, leacl to metrical variety. In English syllable-stress metre' an
iarnbic, or trochaic, or ânapaestic foot is a repeated ttnit, repeated through
thick and thin, albeit with conventional variations; ancl because English
rnele is cgnstrttcted on repetition aud recttrretrce, so the metricål structure
of one line predicts that of the ucxt. ln Frcnch verse, ol.l the other hand,
although we may prerlict that one seqtlence of twelve syllables will be

followecl by another, we cannot preclict the particular rhythrnic configur-
ation of â particular alexar.rdrine on the lrasis of the alexandrine which
prececles it; just as we cannot pre<lict the rhythmic configuration of a second
he rnistich 9n the basis 9f the first. After the zi 4 <tf 'Le Lac's' fìrst hemistich
could we foresee the 4*z of the second? After the z*4*4*¿ of the first
line, coulcl we preclict the 3+3+3*3 of the seconcl lint:? Bec¿use l'rench
¿Ìccetlt is worcl(-group)-tertninal, so irl French verse there is a natttral
tendency for the encl 6f the line tr¡ cgi¡cicle with a syntactic break. 'I'his

inevitably makes eniarnbetnellt iln unlikely phenomenon and togethcr with
the rhythmic unpreclictability just describeti encltlws eacþ alcxatldrine witll
a pec¡liar autonomy, But in English verse, thanks to the repetition of the
f(x)t âtld the continuity 9f the metre frotn one line to the trext, euiambement
is rhytfinrically uo¡-disruptive, an unexceptional resource of verse, h'rench

vcrse is syllabic, ancl t¡ne syllable ltlorc or lcss is the clifference ["retween t¡ne

kind of linc, gne sct of possiþle rhytlrrric segmelrtÍltiolls, ancl another;
French verse thus necessit¿rtes very precise rules about pr6nuuciatign and
the values of syll.rbles. Whether colttiguotts vt¡wels cotlnt ãs one or two
syllrrblesisrrcrucial question'asistlrestatusof tl'le ecttone (mutee).English
verse is less scnsitive to the syllable, ancl wlrether certâin syllables are
pronouncecl or not ('lìeav'n' or'heâven','stagg'ring'or'staggcring', 'tow'r'
or 'tower') lllatters little as long as the unclerlying nretrical puIse is

mairltâinecl; an inr¡bic pentatneter lnây vary between eight ancl twelve
syllables without the English eâr being tln(luly troubled.

r\rmecl with these finclings, let us tttrn to tlre secoucl arrcl third stauzas of
'Le Lac':

O lacl/l'année à pcine//a fini/sa carrière z*4't1*3 f'
lit, près cles fìots/chéris//qu'e lle devait/revoir, 4+2+ 4+/ t't1.

Re garclel/je viens seul//m'asse<¡irlsttr cette pierrc 1'* 1+ t* 4 (,

Oir tu ln vis/s'asseoir. 4+2 tn,

'l-tr nrugissais/niltsi/sotts ccs ro:/clles profoucles; 4* z* 1i t, l'
Ainsi/tu te brisais//sur leurs fìarrcs/déchirés; 2+4+3+i n1'

Ainsi/le verlt ,etâit//l'éctt:/rne clc tes ollclcs zr4'lz+4 f ,

Sur ses pietls/adorés, ,+i m.

APPEND IX

Five furrher points sho.Lrlcl be added to the furegoing list of verse-fe¿rtuies:
7 The bar-line which we use in scansion ,., iiuid. one measure frorn the

next is called a coupe, and since ,¡. "...ri""*fl vowel of rhe rvorcl_group
closes the rhythmic rreasure, the coupe falls imrne{iately after rhe acccn_
tuated vowel. Tl"te coupe is a fiction, a ..l.,u",ri.nce <>f scansion, and does notbear on the enunciation of the line, other thrn *rl.r. an ¿rrticulated
(unelidecl) e is involved.

8 The e atone, as its name suggests, cannot bear an accent. This is why, inspeaking of the terminality of Frencrr accenr, we needed ro specify rh. llnrt
accentuable syllable of the word or word_group,, since the accentuatedword may end with an e dtor,e. when trre...ätrut.,r worcr dr¡es increecr encr
lvith 1n artic'latecl, post-ronic ,e', the coupe ttsually co'rinues to fallirnmediately afte r the accenruatecr vower, thus pushing the frnar e (ttone intothe following measure. This is called a couþe ertjambarúe, because theâccentuared rvord stracldles or enjambs the coupe (see thc first ancl thircr
lines of rhe third stanza). T|rc coupe enjambante herps to create a sea.rless
continuity in the line, an intonational suppleness, an undulating ease.9 c)n rare occasior.rs, however, an e dtone after an accenttåted vowel
cannot be assir'ilated into the f.llowing measure, f'r expressive or ryntr.ti.
reasons. ln these instances rhe coupe fa|s after the e atonc and cáincides
wìth a pause, with a rupture in the rhytrrmic and syntactic chain. This kind
of couþe iscalled aconpelyrique(orcoupeféntinine).,RegarcleIinthe thirclline of the sec'ncl stanza is an unsuppressible interjection, 

"n interruptive
imperarive, bitrerly reguiring the lake ro witness th. po.t;, dirpurr.rii,rn.
How cornpromised and conciliat'ry it w<lurcr ,ouncr weì. it r' be e'unciatecr
with a coupe enjantbante:

Regar:/de! je viens seul//m'asse<¡irlsur cette pierre L+4+21_4
Ins_tead we choose a j'*1*z*4 reading, wher.e the coupe lyrique is
indicated by the âpostr.ophe which accornpanies the first ,3,

, ro It would be easy ro âss'me that all rhythmic clecisirins relating rcÍ the
classical alexandrine are cut and dried, that there is n. r.onr f,r. int.'rþr.ir-
tive choice' This is not true, Þ'or exarnple, the third stanza takes up the.Aìnri,
of the first stanza ancl makes it a'insistenr, self-torturing..rlin. l irn".
treated it thr.u¡¡hor-rt the stanza as â sepal.ate measure. But may it not be that
this worcl develops n.t s' much a nrechanicar intensity as an exasperatcd
weariness, bec'mes something taken for grantecl? Tlrri pcrhrp, n,rt,

Ainsi/le vent jetait//l'écu:/me'cle tes ondes 2.+ 4+ z+ 4
but

Ainsi lc vem/jetait/ll'écu:/rne de tes ondes

247
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âs the poet's attention shifts frorn his lingering sense of iniustice to the
nâtural theatre, highlighting the violence of the wind's âctivity. Equally we
rnight wish to reacl the third line of the first stauz.a not as 4 + 2+ 4 * z but as

6* 4* z, so that the whole consffuction of the modal verb * 'ne pourrons-
nous iâmais'- is rhythrnicnlly undifferentiatecl, flat, will-less.

r¡ Of the even-syllablecl (parasyllabic) lines, only the alexandrine and
the clecasyllable have c¿lcsurâs. The <lctosyllable ancl, as here, the hexa'
syllable do nr¡t.

This completes our rapicl exploration of the regular alexant{rine. Before
moving on to cleal with other lines, we shtluld mentiol.t solne of the liberties
taken with this metrical ittstitution by nineteenth-centtlry p()ets.

rhe prirrcipar .,,nn,*..,,,T', :,':::::::,íi:::ï:-",,.,n or a rhree-rneasure
alexanclrine (ølexandrin trimètre), for the fottr-mensure one (alexandrin
tétramètre)r<tr the substitution of a ternary structtlre for the standard binary
one, 'fhis involves the erastlre of the meclial cáestlra ancl the conseqt¡ent
clisloclging of tbe hernistich as the basic rhythmic building block. The
alexandrine is invaclecl by syncopation, and the conceptualizitlg tenclency of
binarity yields to the contingent and intractable nrnalganr of three:

Je vis trenrblcr/leurs traits lcor.rfus/et par clcgrés 4+4+4
lllanchir l'écume,/ou creuse I une onl/cle clans les blés 4+4+4

(Hug<l: '1..a Pente cle la rêverie', ll, 41, rz4)

ln both of these exanrples, even though the sixth syllable remaius potentially
accentua[r[e ancl a spectr¿rl caesttra still survives, the cle¡lancls of the
syntactic grouping over-ricle the binary strrlcture and argue for a three'
meâsure segmentation. l'lte alexandrin trimètre is to be founcl in seven'
teenth-century dramatic verse' pârtictllarly comecly, in I-a li¡ntaine, in the
work of the late eighteerrth-century poet Anclré Chénier, But it achieves a

polemical value and a conccrtecl use only with the romantics' especially
Hngo, ancl for this reasotr is often referrecl to as an alexandrfu rcnuntique.

It is generally assurnecl, ancl with mtrch iustificatitrn, that the trimètre of
thc romantics is itself conse rvative , that the ghost of a caesura is maintai¡ed
by the continuing acceutttability of the sixth syllable, as above, ancl that it
m<rst freclucutly falls into ir 'regular' 4+ 4+ 4 patte rn. I'his is wlry it is often
difficult to decide, in one's reaclirrg of such lirtes, whether to trcât the¡n as

alexandrins trimètres, or as alexandrins tétramètr¿s with eniambeme¡t at
the ciresura, the centrâl phrase straclcllirrg the two hemistichs. Thus, shguld
one rearl:

2'48
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Les deux pôles!/le monde I entier!/la mer, la rerre
('La Pente de la rêverie', l. 57)

that is 4'*4*4, with a couþe ryriqueat ,pôles,, further separaring the threeelemenrs and.allowing the exclarnati""' ;;;i. away in irs own expan_siveness? Or should one opr for:
Les deux pô:/les! le lnonde//entier!/la mer, la rerre 3+3+z+4

where tlre coupe eniambante emphasizes the clynamism of the vision, itsonrush.as-it encompasses vast spaces, a vision which sudclenly.o,rr., to,suspenclecl halt at 'monde', so thàt, triumphantly, the crescendo can rele¿rseitself in 'enrier'? Each reader will rnake up tris àwn rnina.But we occasionalry find a more asyrnmetricar distribution of rhe tuintè_tre's measures in romantic poetry:

Se réfléchit/avec ses riviè:/res de moire 4+ 5+3
(.La pente de la rêverie', l. 66)

'Avec', it sh<¡uld be noted, has a capacity for accentuation which one rnightnot expect and which derives from its acoustic fullness (cornpare ,h.;;;h:;.form 'avecque'). This line of Hugo's should be lomp"r"d with Vigny,s:
Que I'homrne a Íaitlavec les animaux/serviles 4+6+z

(,La Mort du Loup,, l. 7o)
and with Baudelaire's:

eui l,observenr/avec I des regards/familiers 4,+ 5+ j
('Correspondances,, l. 4)

Here, too, I favour a cotrpe lyrique at.observent', to ir'bue this look withso'rething sinister, penetrating, a rook whose strangeness creates a piquantoxymoron with'familiers,.
But it is only in the uers libéré (see below) of the post_romanric,proto-syrnbolisr poers, poets such as Verlaine and Rinlbaud, irr.ì ,rr.trintètre accornplishes a complete eradication of the .a..ura'""J riJi,exploirs .its capacity to assemrrre irregurar co.rbinations. Àr,n.-glr-"ril

opening line of Verlaine's ,l.e paysage clans le caclre des portières,:
Le paysa:/ge dans le ca:ldre cles portières

falls. into a 4 r 4 * 4 pâttern,'crans' croes not ailow even the ghost of a caesuraon the sixth syllable. And alrhough the lines

Vont s'engouffrant/parmi le tourbillon/cruel
C)ir tom:/bent les poreaux min:/ces du rélégraphe
l)r¡nt les fils/ont I'allure étran:/ge cl,un paraphc
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from thc sâme poetn, offer accentuability at the sixth syllable, the configur-
ations which emerge from the trimemic reaclings they encourage are âs

varied as 4*6*2, z*5*5,3-{-5+4.
Hitherto we have clealt only with tþe alexanclrine. \ü/e should now attend

briefly to tlrose even-syllabled lines which corne next in ()rder of descent, the
clecasyllable anrl tlre octosyllable.

The decasyllable

lf we cast our eye over the first stauza of llnudelaire's 'La Mort cles atnants'

Nous aurons des litsi/pleins d'oclettrs légères, 5* j*z
Des divans profoncls/comtne des totnbeaux, 1+ 2+ j
Et cl'étranges fleurs//sur des étagères, 3+2+5
Ecloses pour nous//sous cles cicttx plus beaux 2+3+1+L

we rnight suppose th:rt the clecasyllable, like the alexandrine, has a fixecl
medial caesura, after the fifth syllable, ancl that it usually has three accents
per line (obligatory accents on 5 nncl ro, pltts a rnobile arlcl optional third
one), but may have as few as two ancl âs tnany as fottr. Strch a supposition
woulcl l¡e largely mistaken. The 5//5 clivision is iust one version of the dcca-
syllable, a version particularly cultivated by nineteenth'centttry poets' ancl if
we reacl on in 'l"a Mort cles amants' we catt see why Baudelaire has chosetl it:

Nos tleux cæurs seront//clettx vastes flambeatlx,
Qui réfléchiront//letrrs doubles lurnières
Dans nos c'leux esprits,//ces nliroirs iunreattx.

Baudelaire's images of rcflection, of perfect reciprocity and compleuren-
tarity, call for the syÍ¡rnretry of 5115. lJut the classical tlivisions of the
c{ecasyllable are in fact 4ll6 <tr 6ll4,with the hexasyllabic element usually
containing two accents, ancl the tetrasyllabic eletnent one.

'I'he octosyllable

Much of the rhythmic arnbiguity ancl fluiclity of the octosyllabic line derivcs
from its lyirrg betweerr the three-accent-per-line norm of the tlecasyllable
and the two-accent uorm of the hexrrsyllable; it thus frequently invites both
a two-accent and a thrce-accent re¿tc{itlgi

A I'horizorr montc tlne ntlc' 4* 414+ r + 1

Sculptant sa forlne cl¿rus I'azur: 41.4lz+z+4
On dirait une vierge nuc 1,+sl7+7+L
Emergennt cl'rrn lac au flot pur 5*111*z*7

(Gautier,'I.,a Ntte')
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'!Ølrereas the alexandrine is the line of susrained criscourse, usualry enjoying
a. certain_syntactic completeness, the movemenr of the <lctosyllabl. or,ri.ip,
the.clevelopment of syntax ancl parcels it i"i" " sequence of momentary
tableaux, near-autonomous imagls or cryptic utterances, which are able to
stand in a variety of potential r.lationship, with each other. These are rhequalities which macle the octosyilabre åttractive to (ìautier (Emaux et
carnées, r 8 5 z) and to the symbolist poets afrer him. The rhythmic volatilityof the octosyllable - it has o.ly on. Àxed accenr, on its cighth sylrabre - a'dthe swift return of its rhymes have also giv.rl ii , ,"purotion for alertness,
zestfulness' impertine.ce even, suitabre fãr lighter varieties of verse. HenriMorier describes the octosyllable as ,un i.., q,," nous avons déclaré
capricieux et insubordonné par définition,.

The alexandrine, the decasyilabre ancr the octosyilable are the threeprincipal (parisyllabic) lines of crassicar Þ'rerrch prosocry. Before rnoving onto the imparisyllabic lines (zers ìntpai,s) which are associarecr with theliberated verse (uers tibéré) of the laiter half of rhe nineteerth cenrury, we
shoulcl give some further consideration ro rhvme.

Rhyme

As already mentioned, rhyme was, untir the end of the nineteenth ccntury,
considered inclispensable t. F'rench verse. lr was a clevice which clearíy
marked verse's status as verse, by strengthening the line-terminal accenr
ancl_irself performing a line-dernarcarive function with its homophonic
mechanism. French rhyrne clisringuishes itself from English rhyrne in threeimportaut respects: rhyme gender, te.ni'ality ,rf -ac.ent'ancl 

rhyme
degree.

Not only does French 
'erse differentiate between rnascrline ancl fernininc

rhymes, it systernarizes the differentiation by insisting on the alternatir¡n of
rhyme-pairs of different gencler (see 6(i) above). Many conrmentators feel
that masculine and feminine rhymes have clifferent expressive tonalities"l'o:
masculine rhymes are abrupt, perelnptory, hard, uncomprornising, r,yhile
feminine rhymes are gentle, melting, yielding, evânescent. This prosodic
sexism cannot be applied very c.nvincingly to the stanza from Gautier's ,La
Nue' quoted ab.ve, but then the rhymes here are unusuar in that thefernini.e rhyrnes 'nne'/'nue' end in vowels (when it is r¡ore usral formascrline rhymes to do so) and the masculine rhyrnes ,azur'l,pur' in
consonants (when it is more usual for feminine rhymes to clo so).

The terrninality of F-rench accenr ancl the relatively high inflecteclness of
the language mea. th¿rt rhyme falls more ofren thnn nãt ,rn suffì*es ani
enclings. This automatically increases the rhyme vocabulary available in
French (as opposed to English). It also mea's trrat rhyme ,.nå. ,n senranri-
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cize enclings, to underline the moclrrlity of teltscs illlcl to invest strf6xes with
rno[e thnr] â Purely suffixal l-lleal1íng.

Iìrench verse aualysis clifferentiates between different clegrecs of rhylne :

rime þduure (<tr faible), rime sulfisante, rit1rc riche ¡nd rinrc léotthte,lrt rl¡e
nilleteeuth ând early twentietlt centuries, rhyrlle classificatio¡ tlistinguisl.recl
betwee¡ phonenric i¡aterial follgwing t[c tçuic (rhymi¡g) vowel atlc]

phonetnic nlateriâl ¡rrercccliug it, proclucing the scale:

(a) rlryrrre of tolìic vowel alone: rime Pauure (t'aible)
(b) rlryrne of totric vowel 1' following corlsorrâ1.ìt(s): rinte suffisante
(c) rhyrrre of tonic vowel -l- prececling consonant(s) (consonne(s) d'appui)

+ nrry followirlfT coltsott¿1ntsi rinrc riche
(.1) rhynre of tonic vowel * prececling syllable(s): time léonine

'I'he inciclence <>f rinte riclte increaseri with the folllarltic poets atrcl becaure

nn irn!rortaltt plank in the aestlretic platÍorm of thc Parnassiar.rs (e.g.

Ilanville: 'Sans cousotltre c['ap¡rr-ti, pas de lìirnc et, par co¡séc1ue¡t, pas de

poésie'). Ll the hands of these poets, rich rhynre was lookecJ to to provicle
,.,.,.,ra r"r,rr.ra,rce, c<llottr, clralnatic pl'esellcer to glrilr¿ntee thc clepth arlcl

¿1utlìellticity of thouglrt and fecling, ancl to slfegttard the rigour of the poetic
vocâtioll. Btrt to twentieth-certtury analysts, tl'rc tlinctceuth-centuly systenl
of clnssification has see¡rerl too crucle, Pafticulârly as it classcs rhymes like
,bonté'/'cité' as rich, while c'lenser ¿rccuurul¿rtious of photle tres (e.g. 'torclre'/
'nr<rrclre', 'arche'/'lnarche') are nterely suflisarrfes. Accorclingly a purcly
¡¡nlcl.icâl appr.gach to rltyure-classificatiolt has been acloptctl, whcreby the
n-rore iclentical phonemcs there arc, whether prececling or sttcceecling tfie
tonic vowel, the richcr the rhyme. 'fhtrs irt [,ecoutc cle L.isle's 'Midi"
'blerr'/'fctt' (løl),'frn'l'divin' (/õ/) are rintes þduures (itlc¡tity of otre element,
the totric vowel), 'dorée'/'sacrée' (/lle/), 'r'ire'/'nlnttclire' (/il{4 are rintes
suffisantes (iclerrtity gf two ele¡te nts, the tollic vowcl + cotlsoll¡¡¡t, þut note
that'clorée'/'sacrée' woulcl I'¡c riche ttncler earlier classifìcatio¡), ancl'plrrirle '/
,lraleirre, (/len/), ,d'ombre'/'sombre' (/õbn/) are rìtnes riches (iclentity of three
or more eleurents in totric syllable; bttt llote that'cl'ou1bre'/'sotnirrc'woulcl
l.te sttffisante ¡nder earlier classificatiorr), Iior cxrmples <tÎ rime léonine
(iclcntity of twr¡ or ntore vowels/syllables, the totlic syllable ancl one or rlorc
vowels/syllables preceding it) we rnight ttrrn to Nervnl's 'E,l Desclichaclo'
(,abolie'/,Mélancolie" ,consolé'/'t1ésolé'). Variation iu fhyrne clegree uray
have a structurnl Íunction, or mây affect thc f<lctts of irnages (frorn soft to
sha[p) or may be expressive in other wirys: weaker rhytrtes stlggest thc
prosaic, tlrc ttn¿rsstttrtitlg, tlìc weâry, t[e clept'ivecl' the itnpovet'ished, ctc,;
iicller rl.,y,r.,r. sugg,csr the conficlcntly poetic, the irutholitative, the alert, the
abundattt, the opulent, ctc.
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'rhe irnpar:isyrirr,ic rine, ,r,"]1,',,'',ïirlii,!,:'r,, ,1, ,), 7or 5 syilabrcs), ,srernarkable by its scar.city in the'.ì;r;;"ì'.",,,,n ,rf 'erse. 
lr .ccur.sinterrrrittently rhro'gho,t Frerch ";,.;il;;,;; | 

".g,. 
A,,rnrrirr et Nicole ttc,sixreenrh-ce .rury 'clc, À4alherbe, i.ir 

";,.;;;:;", 
lvl¡rceli.e f)esborcles_valnrorc' Hug. - but it is parricrrarry 

"r.,rli.r.¿ rvith thc uers Iirtéré <>fpoets srrclr as Vcrlai.e. Rirrhrt¡rl ,r,,,J L.;ì;;;;;.'ì...",,." i, rhcir rv,rr.k ir isexploited .rore frec¡uently.ancl ,-,,.rr" ;;r:ì;,i;,,rlr. ,r...,,.. .f its lack of
;:jl::::::j :,1llllir,l1l,,,,, , r.ccc,.re d; ì_;;ì., ;:::r the <,¡,ini,,rr th¿r .re verstrançats vtt (l c(luil¡br(,. il nlcr¡rt si <ln tot¡cllt,i sir ¡r;¡¡.j¡(.1, _rlte t,ers irrtþair
:::,1]: :.:i.1'_ l'],.'r:.îuy u,,,i_u,o,.,rì.,;1.ì,.i pcculiarty suited to the(leplctloll of lnoods wlricll nrc rrnstrllle, rìcrvolrs, inclclt.rnlinlltc, or irorricancl r¡ischievous. Slightly ,o.t.f ,ru",, n k;;;",;ir",, fatrx, rlte uers ittr¡taìrprovokcs â telltarive, exploratory ..^ai,rg-,aarropriate to v¿ìgue, evellanxit¡tts feelings; but at the same tiure, by ln..".ii,rg rhe reaclcr,s alertness t'syllabic valLres, it can achieve mod"l ,n,l i,*ri'.rr".,, of great subtletv.Verlaine's 'Art poétique', in rirrcs t¡f 

'rue .y';i;i., (en'easvllabrc,s), rcrvo-cates th_e uers intþair in thesc tcnns: .Dc la nru.iq,,. âvarìt toute chose, / I..tp.ur cela préfère I'lmpair / plus vague et pl's .urubl" cr.us l,air, / Sans rien e.Iui c¡ui pèse ou clui pose.,

'Ve rs libéré'
Vers libéré was not Iiberatecl l,y vir.tue of its cultivation of the irnltttir alorte .It also ¡¡¿rde more uninhibited use of the arexandritt trhrròtìal, c,:rai."r'ìì*'ri,.caesul'a a'cl favouring rhythmically asyrnrr_retric"l .o,rfigu.rt,;;;r,' ]i;.have seen. And ir flat¡rtecr its increasingty lrota enja'rrern,rts. ,i\il thescclevelopmenrs conrributecl to the rhythrrìic .restatririzatio¡ r¡f the li,r" ,',,,¿unde.ninecl its irìtegrity. Iìhythnrs lost their firr'co.t'urs a'tl c'nse cl.entrytheir aptitucle for eloquc:nt ancr lapicìary utterance. rnstcacr th.y r.q,,i,.,r .certai' lo'se'ess, fruidity,_inde termi'acy which fav.rr.¿ ,rr. r,rri,r-,,,r",-rtr.prosaic, tlre inrpron.rptu, rr're fantaisìst¿. IJur rhis was not ail. The poets ofuers libéré (l3auclelaire, corbière, Verrai'e, Rimbaucl, l,aforgue) aiso t..kliberties with the classical rulcs of rhyme. Fronr rir¡e to iinre they dis-regarcled rhe loi de l'alternattce des rimes, pairi.g nrascurine with fetnini'co. exploiting the expressive potentialities oi si,rglã-gen.lcr rhymc ,",¡,,",.,....They ciid not scr.uple, when necessary, to rhyrne si'gulars *irt-, ptur"tr. Rn,iin rnore extrerne i'stances, half-rhyrrre was resorted tn 1..g. V"rl"i,r,r'vêpres'/'cortège','rnauves'/'jaunes','riturgiques'/,rnérancolie'f lri'rbaucl:'facile'/'elle','étonne'/,inforrune,,,auberg.iper.h.,¡.
Il't for all its erosio's of tracritional p.r.ti.., uers ribéré stoppecr short of
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dislodging those two factors which are the very foundation of regulâr versei
the principle of syllabic regularity (isosyllabism) - which also meant, of
course, that the poets of uers lihéré observed the conventions concerning
tlre syllabic status of the e atone (see 6, above) and contiguous vowels
(synaeresis ancl diaeresis, see 6 above) - and the principle of rhyrning, where
rhyrne, whatever its degree or gender, is seen as an indispensable der.narca-
tor of the line, a guarantor of the line's integrity and the sole source of
stanzaic structure,

'Vers libre'

The ernergence oÍ uers libre (Íree verse) occurred irr r8tl6, in the pages of
the review La Vogue, edited by Gustave l(ahn, where in rapid successioll
were published Rirnbaud's free-verse llluminati<¡ns 'Marine' and
'Mouvement' (r872-), translations of ìíhitrnan by l-aforgue, poems by
I(ahrr latcr to be published in his Les Palais nomatles (r887)' the first
collectiou <tf uers libre, ten of Laforgue's t¡wn free'verse poerns (to be
c<rllectecl in l'tis Derniers Vers' r89o) and other specimens of the new
verse by Jean Moréas and Pattl Adam. To this list of initiators, Jean
Ajalbert, Éclouard Dujarclin, Albert Mockel, Irancis Vielé-Griffin, Henri
cle l(égnier, Aclolphe lìetté ancl Matrrice Maeterlinck acldecl their names in
tlre years irntnecliately following.

"[ he poets o( uers libre undermined syllabicity either by cliriming that they
clicl not count syllables any rnore (they only cottntecl âccents and measttres)
or by casting doubt on the syllabic stattts of the e atone, allowing it to be
countecl in the conventional way' but equrrlly irllowing its sr-rppression both
at the ends of worcls (apocope) or within worcls (syrrcope); adclitionally they
impecled the urge to count by incleterminate ancl inct¡nsisteut practice in
relation to synaeresis ancl cliaeresis, Laforgue's linc:

Oh! et pttis, est-cc qtte tu cottttitis, outre les pianos

. ('l,'Hiver qui vient', l. 75)

might be as loug as fifteen syllables or as short as twelve syllables, a raggecl

3+S+4 trimètre:

C)h!et puis, est-c'c¡ue tu ct>nnais, otltr'les piarros (/pjono/)

or ¿ìnything between. S<t the uerslibrist¿s felt free to ttse lincs of any length
(where lengtlr can ¡o krrrger bc reliably cleterrnined) in incliscrinli¡ate
cornbination. Ancl thc inciiscrirninate colnbination of lines was abettccl by
free-rhyrning stanzaic structttres. lly 'free-rhyrning' I tnenn not orlly the
frceclr¡r¡s intrgcluccrl into rhy¡ring by uers libéré, but also freeclt¡m with
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rhyme patterning, and the freedorn to use repetition ancl rhymelessness as tlre
occasion demandecl. In the opening lin.s oi.L,Hiver qui vient,,

Blocus sentimental! Messaseries du Levant! .. ,
Oh, rombée de la pluie! Oñ, tornbée de la nuit!
Oh, le vent! . . .

La Toussainr, la Noël et la Nouvelle Année,
Oh, dans les brr-rines, toutes mes cheminées! ...
D'usines . . .

'nuit' apparently has no end-rhyme pa*ner - instead it creates an intern¿l
rhyme with 'pluie' (/qi/); but 'nuit' aìd ,rrin.s' form a half-rh yme or.t lil, a
half-rhyme valiclated and mediated by the line-internal .bruines' (/qin/) (i.e.
'nuit' (/qi/)--+ 'bruines' (/qin/)+ ,usines' (/in/), itself, like.usines,, enjåying an
acoustic kinship with 'chernizées'. Rhyme freedoms permir an intrication of
acoustic association' They also enable the poet to vaiy the intervals between
rhymes in order t<l situate the poem ar different levels of consciousness. Thus
the real end-rhyrne pârrners of,usines' are .bruine' (1. r 3) ancl .ruine, (1. r 5),but the distance between them means that the connections are made lower inthe consci'usness, subliminally even, cornparecl wirh the highly self_
conscious irony of the couplet:

Ah! nr"rées accourues cles côtes de la Manche,
Vous nous avez gãté notre dernier dimanche!

where our awarerìess of the traditional enemy's hancl in u'doing the poet,s
sentimental adventure ('Blocus sentimental/continental, - 

,d.r1ôt., d. lo
Manche') is renclered more piqua'r by the fact thar the ,Manche'compels the
poet self-rightc.'sly t, ally himself and his arnarory hopes with , ary -'dimanche'- which represents all he abominates.

vers lihre canclaim, with some justification, to have'psychologized' verse-
structure' to have made the act of writing apparently simultaneãus with the
changing moveûrents of rnind: 'une poésie n'est pas un sentiment que l,on
communique tel que co'çu avant la prume. Avouons le petit bonheuf cre la
rime et les déviations occasionnées par les trouvaiiles, lasyrnphonie irnpré-
vue vient esco r rer le m<:ti f (Laforgue, Mé lange s p o s t h unt e i).By a llowing the
aleatory and the improvised to inhabir verse, by exproiti'g the psychololicar
layering pr.clucecl by variable rhyrne-inrerval and iariabl-e,r.,oigin, by l,icat-
ing verse ar the inrersection of multiplied co-orcrinares (rhyme, rhymeress-
ness, repetiti.n, the rnetrical, the non-metrical, etc.), by using linguirtic st.r.-
tures to âttract and activate paralinguistic features (ten-rpo, pause, tone,
accentual variarion, emotional colouring), uers libre establ¡shei im affinities
with the stream of consciousness of contemporary fiction a'd proposecr a
strearn of consciousness of reading.

254 255




