Adelaide Crapsey: On the Life & Work of an American Master
Copyright © 2018 by Jenny Molberg and Christian Bancroft
All essays © the authors unless otherwise noted

ISBN: 978-0-9970994-0"9

Published by Pleiades Press 8 Gulf Coast

Department of English Department of English
University of Central Missouri University of Houston
Warrensburg, Missouri 64093 Houston, Texas 77204

Distributed by Small Press Distribution (SPD) and to
subscribers of Pleiades: Literature in Context and
Gulf Coast: A Journal of Literature and Fine Arts.

nterior design by Martin Rock.
rsity of Rochester.

Series, cover, and i
Cover photograph courtesy of the Unive

246897531
First Printing, 2018

The Unsung Masters Series brings the work of great, out-of-print,
little-known writers to new readers. Each volume in the series
includes a large selection of the author’s original writing, as well as
essays on the writer, interviews with people who knew the writer,
photographs, and ephemera. The curators of the Unsung Masters
Series are always interested in suggestions for future volumes. To
suggest a subject, visit UnsungMasters.org.

Tnvaluable financial support for this project has been provided
by the National Endownment for the Arts, the Cynthia Woods
Mitchell Center for the Arts, and the Missouri Arts Council, a
state agency. Our immense grarirude to these organizations.

A V—? National cynthia
v Endowment Missouri woads
ART WORKS. for the Arts 1 Arts Council mltcr\ellf;nlt;r
. oo The State of the Aty r;’ e
a

UNIVERETT o HOUSTON

ADELAIDE CRAPSEY

On the life & work
of an American master

Edited by Jenny Molberg and Christian Bancroft



CONTENTS

INTRODUCTION 3 Sayingof Il Haboul ...............ooviiieininns 59
TR e I ' Laurel in the Berkshires . ...... ..ot 60
% ill Not Lie Still”. . .....oovvvvin N BEATA oo 5t s & R & & s viorstiadate « | bl
“Can You Read the Horrid Scrawl”............... 19 ' Thchrand Cirigon hrpbiessess o om0 pand 62
A NoteabouttheText. . ...t 33 Now Barabbas Wasa Robber ... ................. 63
On Seeing Weather-Beaten TrEes: dvs .o %, ol pSas 4 b4
SELECTED POEMS The Entombment. . .« oo eeeeeieeainnns 65
' TAECISEUE . ;o o wedisiois s 3 5605 5 & B asbmmae w o R E 104 66
i PIEIEBE o 5 55 0 rsvomss fambes 3 .4 5 SIbseioTs: o 67 4 hisd % o5 % % o w1 67
}31}:th;<Moment """"""""""""""""" gg The Monkinthe Garden .. ......coviiriaeennnn 68
ohn Keats ooz vaials L0 10 WG RHT7 RGO AT 237 | TAERE . .« b iveimce o 5 % wirEomsemmeninis ous 3 s s A Sl 63
November Night. ........ ccoheiieiaiariinaee.. 44[: Harvester's Song s Fu b ieir dnants ghn 4 & v 2ivsh £ 5083 10
RC-IC’&SE ....................................... 42 Mad—Song ................................ 7|
§ ko T B e e s SRR S AR g D ) The Whitehi. L o et i o O s i v s e ey 13
Snow: ------------------------------------ 4 \ TheLotiely Death: s et osisisss s g iveq se o 14
Anpuishiil . s da i s wale v v o gl ole g s gl faEE. 15 : The Immortal Residue. . .. ........ ... ... . ..... 75
Trappedicococlationsmnl 3y 0 Ao dfiedlsp Sgeimene | To the Dead in the Grave-Yard Under My Window . . 76
Moon-Shadows. . .......ovieir i 4 To an Unfaithful Lover......ccovitiiiiinnnnn... 78
31153}1:11:1 and the Elders. ...... oooafosiiiumnrasans 2‘; | [“Why have I thought thedew ..."] ............. 13
(73020 o ERURMUT A Tt o R SR R T . < 0. Ve 2 B WrR B0 Launatick., (o o e sivimn doman sn o6 o o s acs sl o Thnnslsiore, o sibnon’d 80
Languor After Pain |, .. W00 oiilonalhs o hain veain 49 b 1o o) 0 7.1 o < AR 8l
The Guarded Wound. .............o0ovivinnnns 50 EBIERAIN . 1 1 4 oo ctinmiden s & gt bk R b B SRR ST 82
Viflinter SR it B SR 8 CRICEREE LT ol : THCATEARION voiieiins » 50a &5 5 & 50005 fob Clrmi b s fabia b e & 83
MIEh e WnAS 5aie T s i a5 & 6 ot ae 62 E Lines Address to my Left Lung Inconveniently
}I’{Lrbutu;t ...................................... gg , Enamoured of Plant-Life. .. ................. 84
oma‘Aeternian w0 w0 B s
A .
AR N e e gg | TRANSLATIONS OF CHEROKEE INCANTATIONS
PRI i ags b DA ety I 'S
Tl?e ::/:inin -------------------------- 55é LB I RAEINY « 82 5w 1 it o e s pmsntois ok gie 3 B 86
Brvrreiniiiiiii Charm to Cure the Bite of a Snake. . ............. g7



FROM A STUDY IN ENGLISH METRICS

Synopsis. Sralh v iR ek BRI IRGN AR/ LR 20, 90
Sub-Thesis Under Present Consideration. . ... .. ... 90
A Study in English Metrics'/ /oo il vl 9
SELECTED LETTERS
[At last we know when vacation begins.].......... [0l
[Emily and I werenoend glad ... ] .............. 03
[Gibraltar is nearly here ... ]. ...t n. 105
[I have been searching Paris editions . .. 1 e o |06
[Remember you only need a 2 cent stamp.] 0 107
[The reason for this proud date ... J.............. 112
[Did you ever know such funny luck!] ............ 115
[I'm just most awfully glad about the play.]........ 17
[What do you think of that?]................. ... 19
[Esther! Punch! You've been wicked again—] ... ... 121
[Such accumulations of things—] ................ 123
[1 can only suggest that M. Schintz ... ].......... 26
[Without apology I plunge ... ] ......coovinnnn 128
[Letterto HonPreer] s vt s0 b oiadt 40 400 bp v o 132
IMAGE GALLERY
Selected images and text. .. ... ... ... 133

ESSAYS ON ADELAIDE CRAPSEY

COMPRESSION AND TECHNIQUE IN ADELAIDE CRAPSEY'S
CINQUAINS

by Benjamin Johnson.......... ..ot

DeatH Becomes HEr: ADELAIDE CRAPSEY'S
EmEercinG Voick IN “To THE DEAD IN THE GRAVEYARD

UNDERNEATH My Winpow”

by Erin Adair-Hodges ..............cc.onvtns 57
CounTING wiTH CRAPSEY

by Erin Kappeler i\ coema o nia dpamomsionimg il 166
CorvinGg CHAarMS: ADELAIDE CrAPSEY's DEBT TO
CHEROKEE INCANTATIONS

By Ruose Gubels: <., cofimadt T ]yt s ol 184
“FrosT-crisp'D” VERSES: ADELAIDE CRAPSEY’S
CINQUAINS AND THE PoEeTiCS OF ILLNESS

by Pateick Thomas Henry. . . .viipnns o v nsmen 195

EDITORS' NOTES .............. ... . ... ... A% 02« i 219

ACKNOWLEDBEMERLS: .ot s s« o ndimnmmidinn s 5 3 5 v s 5 syess 220



Study, “in con
else written i

_—__

%

COUNTING WiTH CRAPSEY

E?"fﬂ Kap
peler
ERIN KappEpg

y 15 Assist
issouri Saz, 15 ant Prcy%ssor of Eng/isb >
a.

ong such
edge, sifts
ll'ElpS(:y'S most
¢ern and approach 1at Crapsey’
. s . ] ‘ ys
n her time” anq that ey S anything

her “theories of rhythm and

alay-Gut, argues

Cr:lpsz’S

ce i
to her intense engagement with

» K

THE UNSUNG MASTERS SERIES

the huge body of prosodical discourse that saturated the cultural
lindscape of the late nineteenth and early twentieth centuries,
1nd to her role in modernist poetics. This essay thus takes on the
modest but consequential goal of reorienting Crapsey scholarship
away from the image of 2 woman theorizing new approaches to
prosody in isolation toward the image of a scholar engaged in
citical conversations, writing herself into discursive fields and

helping to further debates about English prosody in productive and
innovative—if not entirely unique—ways.?

The time is ripe for a fresh analysis of Crapsey’s prosodic
scholarship. New work in the field of historical poetics has helped to
bring back into view both the cultural ubiquity and the enormity of
turn-of-the-century debates about poetic meters in English, as well
as the reasons why we have forgotten that these debates happened.*
Meredith Martin's pathbreaking The Rise and Fall of Meter, for
instance, investigates “the historical moment when our concept of
‘English meter’ seems to stabilize”into a foot-based accentual-syllabic
system, roughly 1860 to 1930, in order to show that “the desire for a
stable and regular prosody was often complicated by the unstable way
that these terms (‘prosody."meter,"versiﬁcation') circulated.”™ Though
we tend to take it for granted now that foot-based prosody is natural

to English, Martin shows that poets and prosodists experimented
fruitfully with syllabic prosody, accentual prosody, musical scansion,
and other alternatives to foot-based accentual-syllabic prosody
throughout this crucial period and into the present day. Bu}' bef:mse
we often do take “meter,” “chythm,” “prosody,” “versification, @d
associated terms to be more or less stable now, cspc.c'mlly in teaching
texts, it can be difficult to understand just how rudlc-..x]ly these terms
have shifted historically, as well as to appreciate t.h_c‘htgh stakes pocts
and prosodists attached to the project of stabilizing these various
; 3 ‘ about prosody were almost

terms. Martin shows us that debates a P Bpvnetei KT
< about national and cultural identity, highlighting
g e dCbﬂtclb : “when poets were inventing or experimenting

I _q“fS“O“‘ e h p\ t else, in addition to the measure of

with prosodlc systems, Wit wha ;

cetlino?™®
the line, were they wrestling?
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sessment, Crapsey was following eminent poet and

In this as : £
ic Robert Bridges, a touchstone 1n her writing on prosody.
criti

as committed to understanding meter as multiplicitous,
own to its potential fundamental bases. Bridges wanted to

Bridges W
Bk ity, and multiplicity of English meter
explore the depth, complexity, and mu tiplicity of English meter,
and consistently pushed to expand the sense of what it meant to
measure Verse. Bridges’s conviction that prosodic systems needc_d
to be understood as complex and various came in part from his
influential work on Milton's meters, begun in the ' 1880s and
extending through multiple editions of Milton's Prasadj{ in tl‘le 1910s
and 1920s. Bridges argued that 2 careful study of Miltons poetry
showed that Milton's “use of meter adhere[d] to his ... own laws
cather than a larger, inherent design in the Janguage.” Because of |
this, the basis of Milton's prosody could shift from poem to poem, as 1

Bridges believed it did from Paradise Lost (constructed on a syllabic

basis) to Samson Agonistes (which displayed a stress-based mctx?cal
loited the multiple

attern). By paying attention t0 how poets exp ‘ |
E)ossibillﬂez Ev:ilablc to them, Bridges hoped to “redee[m] Mllifon .I
as well as English meter from a simple, conventional ul_'xdc:standmg ,
of metrical form associated with rhythmic regularity- B If the
prosodical system an author used could chang.c from poem rodf'xoemE
then prosodic theorists needed a more capacious understanding ©
what English meters could be. 4 T
Though Bridges's capacious npproach t(? prosody can ‘sce s
a highly spccialized intervention in a_techmcal conv‘crsnn?n al N
aesthetic choices, the social and political stakes of hls-pro(_-]}cct \:rem
high. Bridges was writing in response 10 both Edwin Guest,

Anglo-Saxonist who believed that prosody needed to be .rooted
in gtrcss-bqqed accentual verse because the proper fo_und'.mon for

ishness was Anglo-Saxon culture, and George S:untsb_ury. who
o dy into an idea of English foot-

i roso
abstract classical p - glish
hat preserved class-based educational distinctions. :

As Martin reminds us, “competing histories of prosody in the la:e
o e g i
: teenth century Were also competing histories of Englishness.
inetee . ;
?3 idges wanted it all ways, emphasizing cultural plurality rather
ridit-- o

wanted to
based meters T
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than purity; he believed that “the purity, diversity, and freedom of
English meter meant understanding each distinct Possibility (¢
accentual, the syllabic, etc.) as a separate system that required iy
own kind of training and its own possibility for Mastery,”!s
In A Study in English Metrics, Crapsey showed herself to pe an

astute student of Bridges who understood what was at stake i, the

differencesbetween Bridges’sapproach to prosodyand Saintsbury,

She argued that Saintsbury was the key representative of what

she claimed was the first, underdeveloped stage of the study of

prosody, in which theorists “think of verse as a simple uncomplex
whole.” In Saintsbury’s case,

she argued, his exclusive focus on
poetic feet, or “the arrangement of syllables by means of which
the rhythm is exteriorized,” made him search for the rules of verse
without considering how speech patterns interplayed with verse
patterns.'® Poetic feet were only one variable in verse structures,
according to Crapsey, and Saintsbury’s overemphasis of that one
variable would lead cr

itics to incorrect conclusions about how to
evaluate different poets and how to th
“great main line of development

of Anglo-American culture.

Crapsey believed that the emerging science of linguistics could
P prosodists to develop more complex, nuanced theories of poetic

rm, especially if prosodists worked to better understand what she
saw as the two fundamental ¢

omponents of poetic structures: “the
verse form proper, itself two-fold, consisting of (a) the rhythmic
arrangement and (b) the syllabic arrangement by means of which
the rhythm is e

Xteriorized”; and the “sub-structural phonetic

speech-arrangement,” o “everything connected with the organized
physical material of the language.”¥ She oy

gued that the word “in its
phonetic aspect [is] the basic structural unit of language phys
considered as the foot is the basic structural unit of the verse-form
proper,™? meaning that any thorough prosodical analysis had to
account for both the structu

re of the English language and the
structure of poetic form. Syllables and feet had to
together,

in other words, as

ink of what she called the
in English poetry,”” and hence

ically

be analyzed
parts of interlocking linguistic and

[170]
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ADELAIDE CRAPSEY

phonemes—with the more abstracte
without confusing
Though

d notion
the relationships between the two,
she cautioned against placing too much foeyg on
thythm, Crapsey argued that the new laboratory approaches ¢,
language did allow for advances in prosodic s

of poetic r}

Ythm,

uncomplex whole [was instead] .

within itself two inter-existent entities.”” Crapsey saw the limit

to this method—indeed, to al prior methods of scansion—as the
limits of human perception:

“What has now become apparent is
that we soon reach here the limits of possible analysis based on
by our ‘sense of rhythm’. The delicate
ythmic groups of verse must, it is seen,
aboratory experiment.”?s Crapsey refers
the age-old question of whether prosody was meant to guide vocal
performance (“observation ‘by ear”) or whether it was a textual
form appealing primarily to the eye, to the laboratory, where the
discovery of the units of rhythms could perhaps show how the two
poles interacted,

Though Crapsey didn't think that laboratory-
offered the ultimate solution to the unresolve
ultimately irresolvable) questions of how to app
a complex system, she did argue that it provide
she labeled as the third stage in English proso
that the “continued introspective analysis of ou
structure as a whole will result in consciou

existence within it of the sub-struc
She cited Bridges's

-+ @ complex entity containip

based phonetics
d (and perhaps
roach prosody as
d a path to what
dy. Crapsey wrote
I reaction to verse-

§ awareness of the

tural speech arrangement,”
“Rules of Stress Rhythm,” whic

hargued against
the idea of verse-specific stress patterns and for th

¢ idea that stress
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of the ‘strong’ or ‘accented’ syllable.
terms duple and triple rhythm, Apsey, was thy
they were “widely enough used to be generally intelligib]e withoyt
special explanation and thejr relation to the more frequentIy used
classical terms sufficiently obvious.” That is, Crapsey noted, duple
rising rhythms were correlated to iambic patterns, duple falling
to trochaic patterns, triple rising

to anapestic patterns, and triple
falling to dactylic patterns.* But unlike those classical terms, her

on the overall sound effe

"32 The advantg
according to Cr

ge of using the

cts of poetic

units on which poetic rhyth

For Crapsey, developing a less mystified terminology for
poetic thythm-one based on the rthythms of English words rather
than on the rhythms of Greek or Latin-was not the only step to
ical studies. She argued that in addition to being
able to identify the predominant rhythm of a poem, critics had
also to think about whether the rhythm “operat[ed]
to a vocabulary of the mono-disyllabic type, or of
medium or of extreme structural complexity.
words, the linguistic question of how words and feet tended to
correlate in different bodies of poetry. Crapsey believed that this
consideration further subdivided the possible types of English
verse into “six main specialized conditions—(or twelve, allowing
for the two varieties in each rhythm, "3

Though this classificatory system could seem like a footnote
in larger prosodical discussions,

Crapsey argued that it had
major implications for the way critics conducted comparative
d, for instance, a study by John
literal technical advance from

in relation

the type of
"% There was, in other

analyses of different poets. She cite
Williams White that posited “a

Milton to Tennyson,” and argued that, if my analysis is correct . . .
it means that no such advance can exist, at le

poems analyzed, since in them Milton and
reference to differentiated technical proble
the problems that I have indicated as in]

ast for the particular
Tennyson work with
ms. Milton deals with

erent in g vocabulary
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in the great main line of develo
a mastery of triple rhythms,”® |
multiple systems individual poe
to “approach, by intelligible st
the whole complexity of Englis
that new methods of study would differentiate twentieth-ceng,
from nineteenth-century und

erstandings of prosody, arguing thay
“our scrutiny will contain within itself a whole series of re-actiong

elt in some degree short of complete
awareness, did not enter int centy

o the making of nineteenth
tury judgments would be derived from
“an increase in fully conscious perception” thanks to laboratory
experiments.”® Like her modernist counterparts in linguistics Jabs
all across the country, Crapsey saw twentieth-century science as the
mysteries of language that had hitherto
kept critics from treag; oetic rthythm as nuanced and multiple,
Ironically, in making th

ese claims for the distinctiveness of the
discoveries of twentieth-century prosody,

pment in English POetry toward,
n other words, undcrstanding the
ts worked with woulqg allow analysts

ages, a completer understanding of
h verse-structure. "4

¥
now, for the first time, stating ‘the great
thirty years later, Gerard Manle
¢an now set metre and m
which will be final like the law of gravitation.
the Princeton Prosody Archive, database of versification manuals,
histories of prosody, elocution guides, and related materials, for
the term “general law” in texts from the 19 century turns up 704
occurrences of the term in 319 works, while “great law” returns

general law’ of meter,” while

y Hopkins wrote, “I believe that I
usic both of them on 2 scientific footing

" Indeed, a search of

W to approach prosody
definitivcly. On the one hand, she recognized the interpretive nature
of prosody and the complications with declaring new methods or
theories to be definitive, noting midway through her Study that
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S ’—but by a reasoned
: king ‘by ear~but by
all the time wor » es from
sone is Of cOUffii‘;1l 746 1f the “reasoned and tested ;af str: ey
and “"Stedgez ogf. education and training, thiln © ;is A5 AR
Jrticular Kin discover about how prosody works, At the
: tural to disc . nts may become. At t
nothing n? ¢’s laboratory mstrumcl ) ‘nate sense
pow fine-tuned 0;, appealed to something ke mtl':on” about
ame time, Cra}?n ythat although “there is melh Q‘f:’;d i
of thythm, argu;nglogy, “s to the verse to be 1dc::t; > .What N
roso:]:{cal tei;:zr words, though theorists may “:0 %Tzc ehiat ey
lictle. $ In (;d ds of poetic patterns, thc.y also re iin shythoere
e vm:{;s 'r;ted The experience of feehn% OI'SZ?Z ctiils ihak piline
empirically existec. to skirt terminologic e
for Crapsey i analysis about the natu
becomes a way A ithi rosodlc analysli s . f
ivisions within p 4 bination o
. m“C;de’;{:ﬁrlj:gliagc (accentual, syllabic, some com
he En X ko
(t)}iet tfvo o% something else al:](:gej;idy in English Metrics dxf]:lcult
; hat makes s+ions her work as a
D e aElokiou: Crspecy st
e f a conclusion. scholars to
reading is ‘ts.}:;ggaﬁon that will be useful f°f,;f,];§;b ulary used
B s ciidence thit theitypes +th “preliminary
bu.lkilﬁ('m. Sth co};::liisti: offers only tables filled with “pre
by different p #

i i up hitherto
1 study of the mono—d;isy]]ab;csgos tgdy =
data for the ¢ oser” iy gildle o
treated as a whole, ax:t be carried out in the same w]z'_n e
polysyllable group_g]“ntifyincr her findings rathcl: t i
ends with tables i eﬁnding: or with an c:xplzmanorllVl s
description of thoscws from the specific :a,na_lyse;_l d:?:) Eheibe
conclusions she dra 5 CmpseY,S analyﬁcal e ' ; e o
Qsborn soug?‘t tO(; ;gp ¥ ncluding that “Crapsey’s "m by
own poetry in 11 th:: type of medium structural ?otc Eheodcs s
easily into type 1 ,ritics have attcmpte:d to extrapola oy from
C;ﬂP:?(; 3:;0n of prosodical an:lgssf‘; iy wm; tge
ou : e i e
e e e e, sl
interplay © a1 never settles down into a singul?
an interplay that nev
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keeps multiple options in play simult
“The Sun-Dial,” whi

ch reads in its ent

ancously, Take, for

f izl 0%
inst -ir shadows,
iret)’i ° ance, ?Y t;m Y S
ir shadows.
Every day, By their sha
Every day,
Tell the hours

By their shadows,
By their shadows 30

- T cretic foot
" is a three-syllable line, its i;;h:;ﬂzblc. Ifitsa

If “Every dayt ress) or a trochee with an ::1 jamb. If “hours” is

(stress, UNSLIESS, S it'’s a trochee follo‘vt_:d o haic, like the final two

four_syﬂablc hn?out syllables, the line 1s trocllabl;. it would follow

sretched %cfr.c:j:: compressed into a single sy

3,4,and 4 fines, but 1 1

»4 4, and 4 syllables, o,

with five lines of four s

; « da}’_” ln a
jation of “every ‘1
of the compressed Pmnu;c;: both the steady nc&. 0;‘:
: syllab f he pattern . ime, we can istered Y
yllables each, or various co?ngina;t;znzrz} toef; Hhou> mz&;u;\dg :}T:ngthenmg i
those patterns, depending on whether every” is pronounced with clock (4/4/4/4
tWo or three syllables and whether “hours” i One or two syllab]es
Crapsey defines a polysyllable as 3 w, i
but d

 tied
—is materialize
; jal-time, shadows ¢ shadow
_The immateri . osed of s ]
sun dial (3/3/3/4/415 the count itself fcmmf}?;ogcﬁencc of time
in the count, ;Ve“thm deciding on a dcﬁ“‘t;cm registers mul-UP_lc
e ode of measuring, thcfpthe multiplicity within
itive m i ' 0 in a
i dei'lmc;unts displaying te 1di":e time through language in
e MPOT L eas . ins.
¢ emphasizing the length of an et t;rrzSPOdY Whiasdocsst ?ean t:ni?f}'> el
b llabic qu ’
way that time can drag, and hence stretching “ev-er-y” across the language without sy
length of three syllables, or contrasting the beat of the short “
ry days” with the lengthe

A “The
. jambic than
e reliably iam 'Or.
C y's cinquains tend to b? morl;,mains a fraught endeave
ev- rapse h counting
3 » ren here,
ning shadows in the lines of 4 syllables? Sun-Dial,” but ﬁ]\:‘ﬁ ad™:
Thinking about syllables in relation to feet also doesn't settle the Take the poem
question, as the lines of 4 are trochaic but the variable lines don’t
% These be
have a clear relation to the trochee. Three silent things: ;
The possible foot combinations hinge on these questions of '[hrc falling snow ... the hcmu[‘n s
Pronunciation, The Poem could be scanned: Before the dawn ... the mo
Hotyion. 1 / / Just dead.™ rth's “We Are Seven,”
; ol : math in Wordswo deavor to represent
Eve ry day, OR Every day, like the funny ;cated by the endeavor & are spread
{ndsend Much. ""I‘r'\‘l d" is complicate “three silent things & it
Eve ry day, counting l:tu"l“y and “mﬂtlmy‘ Fn:?ph"c ally they look h::c mouth of
: ¢ textus t grd j ks
{ o, 8t i nbsc:\:r the line bfﬁ“}‘isogosng “pefore the dawn
Tell the hours OR Tell the hours out falling snow, the
(“the f3
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one, just dead”). The g

us ’

: ZCraPscy s terminol
nd ending with spon

lent things are 5
ogy) lines, but ¢

questions abo .
u : p
t Prosod}’ suspe PIng interpretive

that nded ;
never firmly settle into a final fo:.r:ar“".ly between answers
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