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John Hollander & Rhyme’s Reason #iiR (3)
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HIC K 20O E & LT, tercet(=1T8), quatrain(PUfT8#)[ Z OHNICE £ 115 ballad stanza(/¥ 5 v Fi#), common
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There are rhythms like this that you'll frequently meet: *
They resound with the pounding of regular feet, A quatrain has four lines
And their anapests carry a narrative load As one can plainly see:
(The hoofbeats of horses, of course, on the road). One of its strict designs
FAHEIDRIABY X4y, Comes rhymed abab.
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* abab D I,
But they lie by the side of a whispering stream *
Flowing slowly as time, gliding by in a dream. Another way of rhyme can come
FhES, U RAEZLA TR ICHRN From abba (middle two
SEIRLNNOFREIBITEZ XD ZED S BITHE S Lines holding hands as lovers do)
In Tennyson's In Memoriam.
ST, Thro HOBIORAT &L TR
abba(BE. AR D _ATH
Tercets are groups of three; they are a band BAEA LK FEDOUX)
—Playful, like couplets that get out of hand— T=RAYD [A4 v« 2E)T L] BZEDEH,
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After the heyday of such rhyme's renown,

After the weariness of World War [;

Modern poets built in a sad letdown

By rhyming quatrains thus: abax.
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F— IR R KE DR HTRIE D & &
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54
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The ballad stanza's four short lines
Are very often heard;

The second and the fourth lines rhyme
But not the first and third.
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The ballad stanza in a hymn
Waits on the music's pleasure,
And hymnals (hardly out of whim)
Call it the “common measure.”
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*
(The attic heart's—theology
Refomed—this hymnal scheme
In Emily Dickinson's—Amherst—house
And slanted—away—the rhyme.)
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*

“Long measure” in the hymnody
Means even quatrains just like this,
Whose music sets the spirit free,

Doctrine dissolved in choral bliss.
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*
Translating Omar Khayyam's Rubaiyat,
Edward Fitzgerald, it would seem, forgot
To rhyme the third line with the other ones.

(The last line underscored its lonely lot.)

He didn't, really: I meant no aspersion.
His gloomy quatrains were an English version
Of just that thyme scheme (and God knows what else)

He found in the original in Persian.
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Lord Byron, seeking out a verse to dally in
While roaming through Don Juan, came to see
The point of imitating the Italian
Poets back in the sixteenth century:
Don Juan's stanza, jumping like a stallion
Over its disyllabic rhymes, and free
Of too much room to roam in, came to seem a
Verse pattern all its own (ottava rima).
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One more famous stanza should be described here;



It can come rhymed, unrhymed, or what you will, at
Least in English, named for the great Greek poet

Passionate Sappho . . .

Sapphics: four-line stanzas whose first three lines are
Heard—in our hard English at least—as heartbeats,
Then, in one more touch of a final short line,

Tenderly ending.
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Rhyme royal is a stanza form of seven

Pentameters, which Chaucer filled with scenes

From Troilus and Criseyde and with heaven-

Sent birdsong in the Parlement, its means,

More limited than are The Faerie Queene's.

"Royal"?—from a poem by Scotland's first King James.

(Some scholars differ: so it is with names.)
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A true Spenserian stanza wakes up well

With what will seem a quatrain first; in time

The third line rings its “a” rhyme like a bell,

The fourth, its “b” resounding like a dime
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In a pay telephone—this paradigm
Demonstrating the kind of interlocking

Of quatrains doubling back on the same rhyme
Ends in an alexandrine, gently rocking

The stanza back to sleep, lest the close be too shocking.

(And so the questions that the last lines ask

The alexandrine answers, as a pleasant task.)
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The unrhymed middle line, in the tight schema
Of tercets spinning out a lengthy text

(Dante gave us this form, called terza rima),

Rhymes, after all, with the start of the next
Tercet, then helps set up a new unrhyme

That, sure of foot and not at all perplexed,

Walks across blank space, as it did last time.

(A couplet ends this little paradigm.)
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A stanza in Italian means “a room”;
In verse, it needn't keep to square
Corners, as of some dismal tomb,
But wanders anywhere:
Some stanzas can be built of many lines
Of differing length;
Their variation then combines
With rhymes to give it strength.
Along the way
Short lines can play,
And, at the end, a longer and more solemn
Line extends below, a broad base for a column.
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The kind of sonnet form that Shakespeare wrote
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—A poem of Love, or Time, in fourteen lines
Rhymed the way these are, clear, easy to quote—
Channels strong feelings into deep designs.

Three quatrains neatly fitting limb to joint,

Their lines cut with the sharpness of a prism,

Flash out in colors as they make their point

In what logicians call a syllogism—

(If 4, and B, then C)—and so it goes,

Unless the final quatrain starts out “But”

Or “Nevertheless, ” these groups of lines dispose
Themselves in reasoned sections, tightly shut.

The final couplet's tight and terse and tends

To sum up neatly how the sonnet ends.
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Milton and Wordsworth made the sonnet sound

Again in a new way; not with the sighs

Of witty passion, where fierce reason lies

Entombed in end-stopped lines, or tightly bound

In chains of quatrain: more like something found

Than built—a smooth stone on a sandy rise,

A drop of dew secreted from the sky's

Altitude, unpartitioned, whole and round.

The octave's over; now, gently defying

Its opening tone, the sestet then recalls

Old rhythms and old thoughts, enjambed, half-heard

As verses in themselves. The final word,

Five lines away from what it thymes with, falls

Off into silence, like an echo dying.
INWbVET-RXT =BV Xy b E
BUOF LWEIC LT, ks 2D



BEAED T &ML BU VIR

TR IEOfTICHZES hy ITTE I
F<HMOoNTLEIDOTIEEL, FicicEs
EWS5 XD
Hiiahzzboo &L —F N3,
DS P
RKOEHD HIT L HH I EED—E,
/\iﬂéﬂé E, ZoK b ZzoFFHWVIE
F/\ﬁ ”UJ 3D ol Ib NARELEDELD

1.

ni

omso Lk

7ok

M0 b — v AR LT AT
DL EERLDOTF-E A
EGEC L. fTE60 b Ly B b2 5.
FHOHTHSOKDITH - T, REBEOSERR
FATHT & BB B &

HBd <L HADARED & S 12

FEZPS

RE -7y xy PIKOE & > & LEERMOF S, C
NEFTHhF LIz, TOEEOHIZIZ —Hﬁf&@x&—/ﬁ\
RICAIO N, BZERIB &S Ic—RIEicfibh aHEaic
HEhT, AiciHoh, HobRELTW Db D
HDET,

Another sonnet form, though hardly shocking,
Presents us with three quatrains, like the rest,
But runs the rhymes into an interlocking
Pattern that asks the poet for his best
As each new quatrain puts him to the test
(Or, her, as the case often is), by way
Of having at such moments to divest
Himself of rhyme-words waiting, an array
Of crowded sounds he'd treasured up all day.
No need for noisy ingenuities,
Though; one needs but two rhymes on d and a
(-A4y's the last c-thyme: there were four of these.)
Such lines that intertwine, like cooked spaghetti,
Were used by Spenser in his Amoretti.
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After the sestet of a sonnet, six
More lines are added, playing more than tricks,
And thereupon we fix
Two shorter, caudal lines that cannot fail
To drag it out; we hammer on a nail
And thereby hangs a tail,
But I'll not tell it now; instead, we'll call
It quits, and close in couplet after all.
V%o bORFONITHEDOS LT, b5
ANIT2UMA 5. KEEAE T,
SICHEWITE D
{»2F 5, bFY %y F %G| SRS
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And as for Modern Love, George Meredith,
Who brooded most ironically upon it,
Used an extended variant of the sonnet
To do his sad demystifying with
(Of Eros, and of Hymen, God of marriage,
Who, to the sound of flagrant, wailing willows
And low reproaches muttered on the pillows,
Descended in an armor-plated carriage).
Behold the form that disillusion takes!
The abba quatrain of the old
Italian mode, its stories oversold,
Goes rambling past the point at which it breaks
Off, and the sestet finishes. Unsweet
Sixteen, this sonnet-pattern might be named,

Ending in embers where once passion flamed,



Sadder and wiser and not half so neat.
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One final recent variant of sonnet form works

Its way purely syllabically, in unrthymed lines

Of thirteen syllables, and then squares these off with one

Less line in the whole poem—a thirteener-by-thirteen.

But hidden in its unstressed trees there can lurk rhyming

Lines like these (for instance); as in all syllabic verse

Moments of audible accent pass across the face

Of meditation, summoning old themes to the fair

Courtroom of revision, flowing into parts of eight

And five lines, seven and six, or unrhymed quatrains,

Or triplets, that like this one with unaligned accents

Never jingles in its threes or imbecilities.

Then the final line, uncoupled, can have the last word.
b5 —DRRIT, RILDY £ v b DL
FTEELICHHITIA 5 T =i 578 5570
W £ 9, —rbisd{ssieT
ek LTPhERS, FErT =L,

V) ==
Thy HEEZZZLOR 2 O SICHERGY

74 =X
THENTVS, (ILEZAF)TARKREIZ, HS5W
% v 5 7 IVERF OFFERE

— 124 —

EicH < 2 2 s o BB 3. tEE oK%
HWO@E, BEuso0F —< 2 BEORNEREE
~N&

AMad 3 ST ELATE D, BITEARITORITA
A 2 upuiTE, F A= mEaN AT,
ZDFOD L S I DrREE

BRI EIL, TOZMB D Z(TR D OBAT
XS LFERLTEL,
ML THRIRITIR, Wz &4,
X|TENR B,

REDEZL

[EHfid 2] 050D, E5F
WA E WS T &,
bEDITHDSNIC) X LZENS T &,

e 74 F VR (1830-86)0 7 A U A1 DA
RR P YDPOENEIIASKITT R FOFENPD
FEAETH B T L, I HEEEEE
S, HEIT 1800 fRIEE DR EE L1, TR
REHE] &0 5 D, Ln {5y 0 E THRE
L2 &2 HIGHITIEZ TV B D hs, BikiD
OHLOHTIE, £ T T UL SCEEBICH
DD o tcd, Ty =Y =7 « T THERIE
Lz E2EHIIEVWTVWS, 35T, 29501
7ePAZEIRFEDThTD 19 HidD/NRK Y v+ — v v
Mo 7O rvTFOKEE T 2 I = X ADBIED O
WCEPHNC 72 - o5 TEIRE O] &1
KANTWBIEA S, [ILOHHF] SV DIE, 7
4 F VRV, MEHMTOWTHEICE DEHE
TEER LT EAS > TV D, MikoFHR, £
HEEAERDONBE I EREI->T2h, TD—
SOEHELTE, AERBEELZHLLI LD
5o ZTDIRANT L Tld, HAIEH Lo bt
b, BLETHHMHOESSEH W, C
DEEAEHIT TS50 L] EE/R LTV,
41THPH 5 T ETIITHEBIFRL TL L
i N5,

PR 7 i)

el

=N

‘dally in’ (1)« ‘Italian’(3)+ ‘stallion’(5)%% 3 Hfi. =
72*seem a’(7)s ‘rima’(8)% 2 FEITHIEI L T 5,

C DFFORIER L abab / bebe /dds [TAEEHE ] 13
HID 4 F7HD 2+ 4 17H DD Eaim] % (KD 4
7D 1« 3THOMHIH > TWB T &

2OHD 41T D 2.4 THOHRD H ok %3 1 T,

1= A,

RKEDOT L 79 v &= ThEsEATY 5,



8)

10)

11)

TN e ) ==

gy S AR A - T Tl & 5K
T 3TOEDFRE O I RIT—TEAMA ST D
%o

JFRFF Tl SFHTOERD, MR E o MO
EEET LI REOoNTBD, REFEOEWV 21708
HORBE L ->TW5, SREZNITH- 7,

Z DFEFDOHFEE L abab / bebe / cded / eeo A & B 1R
DD E@ E DEZEA N, DERRIOED KL
R OMRINCIRE 2 L EFEBH RS > TV BB, E
BRIIIREOMEIE eo 72D by ¢ OEEGE 1. 2
D 4HA]TIREAREFE S0,

‘way’(6)\ ‘array’(8) ‘day’(9)s ‘@’(1)D 4-5d [ =
1] OBFETHHELTVWE, 20k [aLdl &0
INEZLIA%E [ ] OECTHEBEE L7120
12y [d &al ELTWA,

— 125 —

12)

13)

19)

Uiy %y MT6ITRL TS 20 {10 [HEY
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EICHEWTE 11Td 2B LT 21TL1M 5,148
CCTREDESDAZH TV S,
E DL TdH 5 ‘Sweet Sixteen’ (R T F 75 17Ni%)
b LoTWad,
Samuel Taylor Coleridge @ ‘The Rime of the Ancient
Mariner’ DFER]D 2 17% P ZICL TWL 5,
A sadder and a wiser man
He rose the morrow morn.

(Part 7, IL.11-12)
FEBRIT 1T trees’ b ‘these’ bIREAGTHITH 5,






