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INTRODUCTION

Thai poetry is traditionally categorized into five major types: k™oon, te"dn, kaap,
kloon, and rdaj. The meter is described with fixed number of syllables and rhyming
scheme, most preferably %wen in the form of a template. In addition, first and second
tones are prescribed for k"loor on certam syllables, and fixed positions for heavy and
light syllables are designated for t¢"in (cf. Appendix).

Variations on the subtype for each category are due to differences in the numbel of
syllables and lines required, and also the nurr),ber of tones prescribed for k™oon, and

different heavy/light syllable patterns for f¢'dn. For every type and subtype, the
designated template has to be learned.

These seemingly diversified templates are in fact, analyzable with a set of metrical
rules, which conform to the natural metrical structure of the language itself. This paper
attempts to arrive at such phonological generalizations for Thai verse.

THE PROSODIC CONSTRUCT

The prosodic construct of Thai poetry in traditional descrlptlon consists of k"am
‘word’ as the smallest prosodic unit. A number of k"am are organized into a wak
‘phrase.” and one or more wak make a baat, and a number of baat make a bot, which
is comparable to a stanza. For example, (1) below is a template for kloon 8, a subtype
of kloon.

In general a k"am is either a monosyllabic word or a syllable of a polysyllabic
word. Hence, its equivalence is a phonological syllable. It is noted that this paper
treats a wak as a poetic “line” consistently. As such, the complicated rhyming scheme
for each type and subtype is reducible to a minimal pattern of line-end rhyming with or
without an internal rhyming pattern. Also, the rhythmic pattern can be analyzed as
right-headed feet X-meter line (discussed in the next section).

In (1), when a wak is taken to be a poetic “line” despite the template, the rhyming
scheme can be easily seen with a beautiful end-rhyme pattern of « b b ¢. An octave of
two quatrains shows ana b b ¢ d ¢ ¢ e end-rhyme pattern in (2). Ignoring the internal
rhyme, the a b H ¢ end-rhyme pattern is found to be most prevalent in all other types
of Thai verse except rdaj where end-rhyme does not occur. Slight variations of end-
rhyme on major subtypes are mainly due to deletion of line a, i.e., the first line, or
adding line b to the couplet yleldmg bbbc pattern. For example k"loon 2, kadp
tcaban 16, malinii tean 15, and satt"ulwikkiilit tcan 19 (Figures 4, 8, 14, and 15 in
Appendix) are the same case of missing line a, and b b ¢ end-rhyme pattern is found.
kaap suraapk"dnaanp 28 and 32 (Figures 9 and 10 in Appendix) are both an octave-
stanza with a b b ¢ d ¢ ¢ e end-rhyme pattern, although line a is missing for kaap
slllddljkhdnddl] 28, leaving it with an overt seven-line stanza, and a = b in kaap
suraank"anaarn 32, y1eld1ng bbb cdcceend-rhyme pattern.
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An exception is a major subtype, k"loop 4 (Figure 6 in Appendix), where the a b

bcbdc e pattern is found for the eight-line stanza. Some other different versions of
end-rhyme are found on minor subtypes, most of which can be traced to the canonical
pattern of a b ¢ e.

(1) kloon consists of eight k"am in a wdk, two wak in a baat, and two baat in

a bot.
1 T 0
G 606 C 0 00 O 00 6 6 0 0 O0C o baat 1
|
|
G 0O 0C 0C OC 0O O 00 0 0 0 O 0O baat 2

I |_or__ | |

(2) When each wik is taken to be a poetic “line,” an end-rhyme pattern of a b b ¢
d c c eisclearly seen as an octave of two stanzas, within which there are two

couplets; b b and c c.

6 6 6 6 6 60 © a

0O 6 0 0O 6 00 O© b
|

6 0 0 0 0 60 ©

G 0O 6 6 0 606 O0— c

0 006 60 06 © d

G 0600 06 0 00 00— c
|

6 6 6 6 6 00 O c

6 06 6 60 6 00 © e

A METRICAL ANALYSIS

Tumtavitikul’s (1997) account of the metrical structure of Thai, which is based on the
Metrical Theory of Liberman and Prince (1977), can be summarized as in (3).

(3) Thai Metrical Structure:

a. The metrical structure is built on syllables as the smallest units, and the
structure is quantity-sensitive.

b. Syllable weight is based on rime-projection. Light syllable is defined with a
single mora, a (C)V-syllable, in which glottal stop at syllable-final is taken
to be phonetic and not present underlyingly. Any other syllable with more
than one segment in the rime is considered heavy. An exception is a word-
final light syllable, which, despite its internal structure, is inherently
“heavy” by its right-edge position.

c. The metrical foot is right-headed and is built as a leftward spreading
unbounded foot.
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d. The metrical word is also right-headed and is built as a leftward spreading
unbounded word.

Clearly from (3) Thai is predominantly a right-headed language with right-headed
phonological feet and words. This natural characteristic of the language is relevant in
Thai meter. The most obvious cases are the t¢”dn where heavy and light syllables are

prescribed. Although the subtypes of the heavy/light syllable pattern differ one from
another, one thing all have in common is that for each line the meter is accounted for

by consecutive right-headed feet of some kind. For example, todokka t¢"an 12 (Figure 12

in Appendix) is an anapest dimeter, with - - | - - | thythmic pattern. int"rawite"ian t¢"in
I'l (Figure 11 in Appendix) is a spondic/anapest-bacchic meter, with a rhythmic
pattern of | | - | | alternating with - - |- | |. Most interestingly, malinii tc"an 15

(Figure 14 in Appendix) consists of an unbounded right-headed foot and a degenerated
foot in one line, and a degenerated foot and a cretic in another, and the stanza ends
with a bacchic monometer. Caesuras will certainly assist the rhythmic flow in such
case.

For all other types of poetry without the prescription of heavy/light syllables,
iambic-cretic/anapest di/tri-meter is dominant. This is witnessed by the choice of
words used and the rhythm read. This too bears evidence on the analysis into right-

headed feet and words. For example, kloon 8 is a cretic-iambic-cretic meter, a trimeter
line, kloon 6 is an iambic trimeter, kloon 9 is a cretic trimeter, and kaap
suraank”dnaan 28 and 32 are both iambic-dimeter. (4) is an example of a baat in
kloon sup"aap, which includes kloon 6, 7, 8, and 9, from krommamiin
plitt"djaalonkoon’s samkruy.
(4) A cI'etic trimeter in which a diverted bacchic is noted, and a cretic-spondee-
cretic meter.
I - - -0
stian sa wan | t¢"an ka wii | rd teii rat I
I - I I I -
p"dn pra p"at | p"looj haaw | p"raaw we hia |l

(5) This 1s metrical structure of (4).

/ /
O

o —

b
/ | | /|
> )Y )y > DINEDY
| /| /| /| |
stlan sa win  t¢"an ka wii i teii rdt
- - - |
2nd l st 2nd 1 st 2nd ] st
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/ !

/

o )
I

z z z

| I /]

p">y pra p"dt p"looj hiaw p'raaw we hia
I T T}

For each foot (®). the syllable at the right-edge of @ is the most prominent. The
second most prominent syllable is the heavy syllable at the £ level which is not ®-
prominent. And the ultimate prominence is the ®-prominent syllable at the right edge
of the line L, the L-prominent syllable. As such, the degree of prominence is
established. This serves as the basis for internal rhyme as follows:

(6) Internal Rhyme:
a. between adjacent lines (L): The L-prominence rhymes with a ®-prominent
syllable to its right in the adjacent line.

b. between adjacent feet (d): A ®-prominence rhymes with a X-prominent
syllable to its right in the adjacent foot (D) .

For example.

(7) From (5), L-prominent rdt rhymes with ®-prominent p"dt of the adjacent line
and @-prominent widn rhymes with Z-prominent f¢"dn of the adjacent foot

(D), so does D-prominent wii with E-prominent t¢ii, and hdaw with praaw.

(6) is consistent with the predominant internal rhyming patterns across types in
which the last syllable of one line rhymes with either the second, third, fourth, fifth, or
sixth syllable of an adjacent line to its right (cf. Appendix). The rhyming possibilities
seem to be dependent on the right-headed metrical constituents of the adjacent line. For
an example, in k/oon 6 as an iambic trimeter; the last syllable of the first line rhymes with
either the second or fourth syllable of the second line, for these syllables of the second
line are d-prominent and (6)a is satisfied as shown in (8).

(8) L L
/] l / /o
o o D d ¢ P
/S V2 A B A

0 6 00CO 0 6 000CO baat 1

| | or__|
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In another example, todokka t¢"sn 12, an anapest dimeter, the last syllable of the

first line rhymes with the third syllable of the second line, satisfying (6)a as shown in
9).

9) L L
/ I / l
O @ @ @
I | | I
x z z z
A VAN /A /1
6, 6, 0,, ©, O, 6, 6, 6, 0,0,0,,  baatl
|

|Guu TRt

One interesting thing that has to be accounted for is the tones prescribed for
k"oon. It is noted that the first and second tones required are, at present,
phonologically Low or Falling, and High or Falling tones respectively. Historically,
however, the first tone is postulated to have been falling and the second tone, rising,
having developed from different laryngeal finals (Li, 1977). Phonetically, it is well
studied that Thai contour tones require a longer syllable duration in production as well
as in perception (Abramson, 1962; Tumtavitikul 1992). The inference is that the first
and second tones required, in spite of their phonetic development, may possibly serve
to indicate prominent syllables, hence the metrical structure of the poem.

For example, a stanza from King Rama VI’s sajdam manusati? highlights the
syllables in the tonal positions prescribed by the template for k™looy 4 (Figure 6 in
Appendix) as having ®-prominence as shown in (10).

(10) L L
/1 |
o D )
| | |
z z z
/A /o | /o
k"raj raan k"raj nik ddaw deazn t"aj baat 1
1 2
L L
/ J /|
o D [ON O]
| | |
z z zZ
/o /1 .
t"aj rép teon sut teaj k"aat din  baat2

1 1 2
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L L
/ | / I
o 1) O] o
| l /o |
z z z z z
/o L/ I/ /1
sia nia lfiat lag 3] joom sa 1a sin lea baat 3
1 1
L L
/ l /o |
o O] o P o
l | [ l
s D > >
/o A | (. /o
sia t¢"1ip paj sia sfn  te"i k& kiat paam baat 4
1 2 1 2

2-Percolation is noted in (10) whereby non-right-edge degenerated strong
syllables become metrically weak at the Z-to-® level.

SUMMARY

The analysis in the preceding section has shown that Thai meter can be accounted for
by a set of metrical rules conforming to the phonological constraints of the Thai
language. in which a right-headed metrical constituent hierarchy is predominant.
Moreover, the analysis also has predictability with respect to the types of right-headed
foot structure permitted in each type and subtype of poetry, given the template.

While heavy/light syllables in t¢"dn overtly define the foot-structures and the tones
prescribed in k"oon designate the ®-prominent syllables, the numbers of k"am
indicate possible numbers of feet and their types in a line such that the following
tendency applies:

(11) 2 k"am in a line indicates an iambic/spondic monometer.

3 a cretic/anapest/bacchic monometer.

4 ! an iambic-dimeter.

5 ! an iambic/spondic- cretic/anapest/bacchic line.

6 either an iambic trimeter or a cretic/anapest di-
meter.

7 ) ! either an iambic-anapest/cretic-iambic line, or a
trimeter of comparable right-headed feet.

8 ! ! either a cretic-iambic-cretic line, or a trimeter of

comparable right-headed feet.
9 ' ! a cretic trimeter.
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In brief, I summarize the generalizations governing Thai poetry in (12).

(12) a. The prosodic construct observes the natural metrical structure of Thai as
given in (3).

b. The end-rhyme is the most-to-most prominent-syllable rhyme and its
canonical pattern is @ b b ¢. Most deviations can be traced to this canonical
pattern.

¢. The internal rhyme depends on the metrical constituent hierarchy as given
n (6).

d. The meter is always right-headed X-meter with a tendency as given in (11).

In all, it seems that the goal of arriving at the phonological generalizations of Thai
versification has been achieved. What this analysis implies seems to go beyond that
goal. These generalizations argue for the creative use of the underlying linguistic
competence of the native speakers of Thai.
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APPENDIX

Traditional Templates for Thai Poetry
(Adapted from Tonglaw, 1987, and Sukhothai Thammathiraj University
Textbook Series. (1984) aiwlng 5)

| I T
G 606 66 © 0 0000 © baat 1
I
|
0 60 GO0 © 0 60 O0OGC O baat 2
1 1 orl I

Figure 1. kloon 6 consists of six k"am in a wdk, two wdk in a baat, and two baat
in a bor.
—————Or | or) 01 \
6 66 6 0 0O 6 06 60 6 o Dbaatl
|

0O 00 00 O0CGO O OO0 O OC O O baat?2
L Jorlor lor! |

Figure 2. kloon 7 consists of seven k"am in a wak, two wdk in a baat, and two baat

in a bot.
| — 7 .
0O 00 O0CO0CO0COGOGO 00 06 0 O0GCG OC OC O baat 1
[
I
0 0060 O0OCGC OO 00 G 0 O0CGC O OC O baat 2
| | or__ | [

Figure 3. kloon 9 consists of nine k"am in a wdk, two wdk in a baat, and two baat

in a bor.
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1 2 1 2
0O 6 GC OO 0O 0 0 OO baat 1 &2
| |
1 2
0O 00 O (o o) (continuation of baat 2)

Figure 4. k"loon 2 consists of five k"am in the first two wak, and four k"am in the

third wadk,with three wak (or 14 k"am) in a bot. (Numbers 1 and 2 represent the first
and second tones respectively, and the parentheses imply optional extra syllables.)

orlorI 1 2

0 60 OO 0 0O G GO
| [ baat 1 & 2
1 2 1 2
0O C 0 OO 0O 6 0 0 (60) baat 3

Figure 5. k"oon 3 consists of five k"am in a wak, with four k"am in the last widk,

and four wdk in a bot. A wadk makes a baat for the first two wak.

1 2
O 0 O0C OO o o (0 o) baat 1
I
1 [ 1 2
0O 0 0 OC O c O baat 2
[
o 1
O C G0 OO oo (o o) baat 3
l
1 2 1 2
O 0 0 OO 0 0 6 0 (0 c) baat4

Figure 6. k"loon 4 consists of five alternates with two k"am in a wdk, with four k"am

in the last wak; cach pair of wak makes a baat. There are four baat in a bot.
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[ ]
0O 0 00 O 0O 00 O0CO0GOo baat 1
|
|
C 0 00 O 0O 0 C 0G0 O baat?2

I
Figure 7. kaap jaanii 11 consists of five alternates with six k"am in a wak; each pair

of wdk makes a baat; two baat make a bot. There are 11 k"am in a baat.

occccscls cscscscsl

0 06 G G OO bot 1
|

0 6 0CGC OO G G 0O
I |

G G GG GG bot 2

I
Figure 8. kaap tc"aban 16 consists of six alternates with four k"am in a wak; three

wadk make a bor. There are 16 kPam in a bor.

0 GG0O
|
|
G GG O GG GO
!
0 G GO0 0 GO0 O
I
l
G 60O 0060 O

Figure 9. kaap suraank”dnaan 28 consists of four k"am in a wak; seven wak (or 28

k"am) make a bor.
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G 60O 660 oO
| I
|

006G O G 60O

|

G GGO 0 GOCO

|
|

6 GG O 6 G GO

Figure 10. kaap suraank"dnaan 32 consists of four k"am in a wék; eight wak (or 32

kf'am) make a bot.

Ouw Ouw Oy Oy Oy G, Oy Oy O, Oy O baat |

Ouw Ouw Oy Oy Oy S, G, quu G, Ouw Ou baat 2

Figure 11. int"arawitg"ian t¢"dn 11 consists of five alternates with six kam in a wak;
each pair of wak makes a baat; two baat make a bot. 6,, and ©, represent heavy
(k"aru) and light (14hm) syllables respectively.

[ ]
6, 6, 6, C, G, 0, o ©, O, O, G, O baat 1

GU G.U GHP GIJ cll GHH Gu GH GIJH GP Gu Gl)»ll»l baat2

Figure 12. todokka t¢hin 12 consists of six k"am in a wak; each pair of wak (or 12
k"am) makes a baat, two baat make a bot.

I 1

6, 6, 0, 0,0, 0, G, O, 6, 6, 6, G, O, O baat 1

Ouw Ou Oy 6,0, O, Oy Oy O, O, Oy Oy Oy O baat 2

Figure 13. wasantadiloka tc"4n 14 consists of eight alternates with six kPam in a
wak; each pair of wak (or 14 k"am) makes a baat; two baat make a bot.
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m uns u i T
G, O Ou bot 1
|
S, S, 6, 6,6, 6, O G‘uu Oy Oy Oy up
G,0,,0,, bot 2

Figure 14. malinii t¢"in 15 consists of eight, four, and three k™am in the first,
second, and third wak respectively, the three wak (or 15 k"am) make a baat that is
also a bor.

Suw Ow Oy 6y Sy Oy Sy 6 Sy G, G, Oy

|
Ouu Oup Oy Oy Oy 6, G bot 1

Oy Ouu Oy Oy Oy S, G|uu bot 2
Figure 15. satt"unlawikkiilita t¢dn 19 consists of 12, 5, and 2 kam in the first,
second, and third wdk respectively; the three wak (or 19 k"am) make a baat that is
also a bor.

G 6 60O GO0 00 O G 0O GO0 O 6 0 GG O

| lorl orl | lorl orl I lorl or | I
0 0 00O GO0 G 0 C© G O GO0 OC G 0 0O
lor | or | | | orl orl | lorl or | | lor | orl |

Figure 16. rdaj booraan consists of a minimum of five k"am in a wdk, and a
minimum of five wak in a bor. A bot may end with a wak that contains only two
k"am.



