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We can call one of the tools of comady “"wit.” "Wit"has rather
specific meanings carried. Central to tha concept of the term is
that all is done through words, themselves. Tha phonology of
the word, the word chariges;and the word order themselves serve.
as carriers for the comic thrust, usually one involving satire.
Wit is not as successful ovar radio and television normally because
of the rapidity of the verbal flow over thesc forms of mass media.
The important element with wit is that the- audience must be highly
intelligent, quite perceptive. Audiencc responsc is less spontaneous
with respect to wit, Because thinking is an individual matter. Many

5

" members of the udleﬂce do not get the point. Some perceive the

point more or less cl&arly than othars. Then, @ few obtain the

point readily. When they commence laughlng,they interfere with other
members whose slower rational processes are struggling. In many
cases, the verbal delivery is so rapid that only the most perceptive
register. Again,; onc problem with oral wit is that while the

members of the audience ar: still struggling with the first cxample
of wit, the next example follows,

The higher the wit, the more intelligent the audience must be.

The word, or words, or concepts are so handlad through words that
the listener or resder is surprised into undcrstanding. "ith the
surprisc comes the insight, then the laugh. (Wit is a rather subtle
matter.) Sometimes the laugh or pleasure comes through beino able to
get the point, rather than at the point its.1f. Wi arz never certain
which is being operative. DOvervdayv words, phrase, or sentences

are so marshalled as to illuminate specific situations in a critical
way, Tor wit, as 2 tool of comedy, is designed to expose someonc.
Not very much emotion is involved. The audience is forced to
attend carefully, and careful cttention is a de-emotionalizing state.

The speaker, Wwriter, licstener, or reader often obtains his delight
from the gurprise of recognition. Quite often wit is not as
effoctive a tool in criticism as other tools. Guite often wit

throws light on a situation so well that the pleasure is in the light
and not in ‘the critical perception of a view of the short side of
man. The ego of the speaker or writer is gratified by the laughter
of a comprehension he takes credit for. The audience members beam
with delight in that they have been able to cet the idea, but they
quite often do not think zbout the¢ idez. The solution of the puzzls
is the exercise they enjoy. They have expended so much energy,

as members, in ~ 39lving the words to gct the point that they have
littie energy or dircction left as to what to do with the point.

In gentle satire, there is little wit involved. Theé audiencc members
and the speaker or writer are sympithctic in mutual senses. In wit, 4,
the listeners arz to some degreec in competition. There is & geme P
in the: competititve sense with the witty s»ezker or writer. Not all
wit ie - of the "high" variety. .

There is a saying that a “pun.is the lowast form of wit. ‘Howover,
all puns are examples of wit. Even if the pun is the lowest form of
wit, any form of wit is higher intellectually than is. truc of that
which is not wit. The ability to handle ths pun denotes a quick
mind and a lively invention. "Yhen 2 pun is heard for the first time,
there may be a nagative reaction becausz the matter seems so obvious
that the reader or listencr feels embarrassed because he was



Puns may be somewhat under~rated. 2 study will reveal to those who
are in doubt that there is more nresent than the turnlng of sounds
or words and sentences. In v1rtu“lly each one; there is n relief
from a situation by the reliance on something incongruous to rid the
listener of his tensicn, to take him away from commono11c“
assertions, or to arrange for an escape from the intellect by the
intellect. One of the most obvious and interesting forms of the
pun is illustrated by

Why is Fido like 2 wositive cread, Pa?
Because he's a deg,be.

There is no question that even a simpla pun like that one does
require both sympathy and attention. The humor depends upon a
knowledge of "dogma" and upon the sudden shift to a..mental picture
of a2 dog stacked up against the hoary regqulations of some
institution. ©Other forms of wit are harder to catch. The wittiest
dialogue comes from the language in the works of such ©veople as
Shakespeare, the R:storation Dramatists, Cscar %Yilde, G.B.Shaw,
Anouilh, and Clare :Booth ILucz. There is much wit in the poetry of
Chaucer and Alexander Pope. Chesterton, Leacock, and McGinley

are three names bringing to mind the wit that is in their works.

Virtually all public figures have some experience and competence

with uttering and understanding wit. The problem is to decide at
what points wit becomes satire or invective. The noment one leaves
the realm of throwing light and furnishing illumination for their
sa2kes only, he is in the area of satire, or some other tool of comedy.
e might consider that when the listener or reader understands wit,
he does so because he is mentally eager and intellectually attuned

to the : speéaker.Between speaker or writer, insofar a2s wit is
concerned, there must be no fear, aversion, and no resentment. Yerc

these negatives to be present, wit simply could not succeed.

For wit to be successful, audience and Sﬁeaker must have gquick mental
faculties -and the ablllty to parceive like elements in situations,
people, and objects that are not really alike. ¥it calls for an
intense concentration. No slow learner can be comfortable in this
arena. Wit is a game. There can be nbé patent :attempt to hurt
through wit and have wit successful, If one member withdraws from
the game, there is no wit.

Probably the earliest form of wit was a sort of mystery, one with
several clues. From the esrliest tales of Poman, Greek, and
Egyptian came the riddle. The person with sufficient ability

and intellectual stature to devise and to decode a riddle was
highly esteemed. The earliest forms of riddles wére told and
answered seriously since they represented a sort of prowess. The
laugh which followed the early riddles was not one of pure joy,
but of a relief through having vangquished the opposition. In

a2 riddle, the initial object is concealment. Then clues rwust be
given, but hidden as deeply as possible. Then cames the "all or
nothing law."” If the answer is discoverad, the answer springs
forth, suddenly, from the antagonist. The sudden response is at the
heart of wit. No one succeeds partially.” All of the laughter at
success is wholehearted and triumpnant.



We have such contests today between grouns on telavision., To

get the correct answer, for each, results in two positive
responses: first, the feceling of superiority is assured; second, the
antagonist releases his intellectuazl tensions through laughter.

The protagonist must take his pleasure from the fact that his
superiority comes in having made up the riddle. Then there is the
conundrum as 2 form of wit.

The conundrum lacks the honesty of the riddle. The conundrum is more
complicated and more tricky. The riddle is quite straichtforward

in that the clues are to reveal, not to concsal. In the conundrum
the correct solution depends upon having been able to decsive

the antagonist. There is no fair one~to-one contestu: on words as
denotative. In the conundrum, one nadmits that there is no logical
way to solve the problem--thus there is no intellectual supaeriority.
The protagonist has his way and his lough. The zntagonist must, if
fte is not to be "n even more comic character than he is when he is
angry at s silly answer, is to realize that there is no reasonable
answer and that he must get his pleasurc from the incongmuity.

Laet us take a look at a conundrum. We have the words running out

Little animal. Lots of fur. And a great,creat
big heart. What an I?

The antagonist cannot answer. He becomes furious with the answer
" A skunk." He protests and asks "How come?" Then comes the answer:

He would give yvou his last scent.

Because tne chances of getting the right answer by rational means are
no better than about 500-1 in such an instance, there is no struhgle
that is decided by the light of reason, But two phases of comedy

do remain. First, the role of comedy in serving to downplay too

much intellectual prowess or seriousness is evident. Second, on the
part of the protagonist therz is an air of superiority because he
has been clever enough to nut the thing togather, and, in so doing,
to keep the antaognist from succeeding. At least the speaker or
writer comes out all right. The only defense for the audience

and the antagonist is that one which is always adopted--considering
riddles z2nd conundrums as fun, seeking the comic release through

that whicb is incongruous. e come next to the “"retort" as a form .
of wit.

The battle of the retort is =2 vcrbal one, one guite vicious. The
audience is usually on the sidelines, and, apart from ths action,
counts the thrusts for each side. The fact that the dialogue is
with words does not take away from the savagery of the contest. The
simplest retort or repartee is that one which destroys the
opponent in a single thrust. An example of the one shot reztort is
Brooks 2Atkinson's
When Mr. Wilbur calls his play Halfway to Hell, he underestimates
the distance.
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rQe ch?éfe is the form of retort which answers a guestion or sclves
ﬁp‘ ada problem yet damages, without wiping out,  the onposition:

vﬁﬁ”

‘ Secretary: Well, your husband said that compared

to vou I look fabulouéﬁmz‘j 434
. - -

Mife. Yes, you look like o million- and I mean
every yvear of it.

1

Some of the finest examples of the retort come in Shakespeare's
- Much Ado About Mothing - in the plays of Wilds, and tho theatre art
of Philip Barry, G.B. Shaw, and Noel Coward.

VIe have another example of wit far morc subtle. This form is the
"suppressed or restraincd wit."” The restraint is brought about
because of society's prohibitions, morals, and mores. The criminal
can no longer sscape physically, so he coins terms and jests in
such a way as to gain a verbal victory. Beccausc man is sestrained
in the province of sex, hc makes ur bawdy jokes individually, =2nd,
in a certain social gathering, relieves himself through asscrting
what he dare not attack physically. These jokes are not humorous
because they deal with sex, but because they signal manls triumph
lnasuggestlng verbally wh:t he s not allowed to do physically.
All men have to do to have a good laugh is to locatc soma arza
denied them and to make a romark which will hold the prohibitions
' in ridicule. A person denied e¢ntrancc to a club will sooner or
later find a good joke concerning such a club. The joks will usually
degrade its members or e¢nsurc that they are no better than he.

Because of the inevitable pressures of scx, many of the jokes are
based upon relationships that are prescribed by both mores.and
morals. Man cannot cscape the physical restraints of the laws

and prohibitions, so hc Jjokes. Hz cannot «scape the brutal

fact of the physical presence and menace of the mother-in-law, but
he can and does make up the most horrible jokes about her, and
silences her through intellect where he cannot otherwise succeed.
Or we have the anti~-April 15 mood. The reluctant taxpayer must fill
in forms. He cannot revolt, physically. So, when he comes to the
qucey "Nature of the taxpayer?j he fills in the proecise answer
"mean and hostile

Because man is not simple and because he is often moved by a complex.
interplay of phyvsical, intellectual, and emotional desires, he

has frustrations. Apart from his desires to get to the point of a ~—
joke, he also finds himself in a society whoere there are rcstralnts.
Thus, his jokes often involveé not only an intellectual exercise -
as getting ‘the point, laughing at ths incongruous, asserting

onel s “superiority, but also in laughing against restraints.

The jokes =about eloping and getting married involve more than onc
element: they include natlonalltles of the pair, misunderstanding
parents, a dull or avaricious justice of the peace, infilexibility

of the law, and suggestions for the need for a rapid marriage. How

can one tell whether a joke is present? If the remark about a
restraint -is removed, and if the laughter is then entirely removed,

.then there is no bure wit or not satire., If the restraint is -
eliminated from the joke, and if the removal of such suggestiveness
still leaves a lauch present. we have some pure wit or. satire there,



Wit, then, rests entirely upon the verbal nature of word and
phrase in asserting one's individualitw. From the pun, the
riddle, the conundrum, the retort, and the restraint central
tb the joke, wit rests hesavily upon man's character as
expressed in intellectual terms. UWe must realize that in each
case man is trying to assert himself to others and to himself.
Where he cannot and must not wage a physical war, he attempts
verbal compensations.

Paradoxes and epigrams are examples of wit. They are not as
ponular today as in the past. There are so many restraints that
the majority of witty statements is found in the rotort and
the jest against réstraining social forces. More laws, more
human impacts, less living space, and more frustrations

do multiply the restraints that man fzels, Thus, his jests
become more complicated. Whan he cannot ratort, and whcn he
cannot gain sufficic¢nt satisfaction +through his jests at the
restraining worlds of law, custom, moraes, and morals, he some-
times tries the verbal method of escaps through such jokes

as the elephant ° "joke." He cxpresses the absurdity of the
human condition by making stagements which are so absurd as to
bear no relationship to reality. The *shacoy dog" stories are
e¢xamples of such zbsurdities. *'¢ now turn to a more obvious
and rugge@ tool- invectiva.

With invective, we have indictment, ratent, direct, and
forceful. Human misconduct, of a serious .nature for comedy .,
is lashed by vigorous language so that the person or audience

is totally discredited. In invective the total individual is
assaulted in body, mind, and spirit. He is totally condemnad.
The problem here is that he cannot reform because there is no
nerve left untouched, and no point from which he could possibly
reorganize for betterment.

Because invective is powerful, direct, =nd vulgar, and often
rrofane, there can be no retort, no rapartee. There is only one
side to the guestion. The speaker or writer marshalls all of his
forces and delivers a crippling blast. Two famous-or notorious-
examples of invective have already becn cited~ the attack by Hal x
on Falstaff and the indictment of man by Swift-in Gulliver's
Travels.The crudest form of invective is that employ=d in a
sustainea string of oaths or curses. Swear words are axamples
of the invective mood. Invective seldom avokes a laugh because
the lanquace is too close to values of a more serious nature.

In politics, in castigations of criminals by sentencing judoes,
in the harsh exhortations of players by coaches; in the vulgar
language of the huckster, and in the ranting of the fanatic or
eccentric, invactive is most freauently found. The language is
composed of the most powerful and violent consonantal effacts.
The tones are savage and unrestrained. The striking force of the
words is high. The words do not a2im at making subtls distinctions,
Our next tool of comedy is quite vital and immortant, and
exists in the epic and in tracedy, as well as in comedv.
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In irony there are statements of facts, but the facts carry
different meanings for some people rather than for others.

There is a certain.. mystery because the central character
cannot understand why others would have different opinions
concerning the same facts when he has his opinion concerning ]
them. He delivers his opinions or makes a judgment on a certain
plane which does not reveal to him all ¥hat is known to exist.
When Duncan looks forward to ease in Macbeth's castle, his
comments concerning the attractiveness of the setting are an
example of irony. Another and limited audience understands

full well what is in store for Duncan. In the instance of
Macbeth , the irony is a present~fufture sort of concept. Duncan
actually finds facts which convince him for that time and place
that all is well. We know that an action is supposed to take place
an action that has yet to arrive. In an important way, Duncan

is thoroughly justified in holding his point of view, for no
matter what may happen later, the castle does have a pleasant air
then,

When Jones goes into the office of his employer, a certain Jackson,
thorou¢hly expecting .to be given notice of a promotion and an
increase in salary, his expectation is a fact. Its realization

is not, at this point. As much as expectation can constitute
what people really have, our friend is dealing with a present
reality, to him. We know that another set of circumstances
exists. This set will result in a thwarting of Jones' expectations
We know that he is going to be fired . Irony may bhe present, too,
in such a way as to be known, not to a circle of other people,
but to the hero alone. The irony may result from what he belicves
about a certain event or an expected event from the physical
universe, only to be shocked by what occurs. #hen Hardy wrote
his magnificent poem "The Darkling Thrush," he was stunned to
find that what he believed to be a world of unrelieved desolation
turn out to be a glorious symphony of carolings by a bird, one
that would be the least likely to echo happy tidings. We must

not fall into the error of considering that irony refers only

to the double audience in which the hero « hears and does not
understand and the other audience which knows what the hero
knows and which also knows much more. The hero does really
hear; he does really understand, and he really does know. But
what he does not know is that his frame of reference must
encounter another frame of reference, living, or dead. He is not
so much misled by the facts that are fodder for his experience

as he is by other facts that he does not know, or cannot know.
Sometimes irony results from character, sometimes from accident.
The hero may be such a verson having such a defect that always
operates to limit his vision. On other occasions, pure accident
or coincidence my intervene to thwart our hero--as in not
having change for a telephone call at a critical moment. He has
ten dollars 'in bills, but not even ten cents in silver to get

the operator.

There is a deliberate kind of irony, one in which an individual
w@ll profess to an ignorance he does not have. In so doing, he
will entrap a person who acts in the light of the other's psuedo-
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ignorance. This type of irony is "Socratic irony." In this
variety an audience gathers to watch a person make a fool of him-
self by encountering one supposed to be naive, unsophisticated,
and ignorant. We have discussed the double audience in which
experience the hero has a double knowledge, the second knowledge
proving, sometimes, more unpleasant than the first.

Occasionally, the entrapper is entrapped. In the subtle "The Cask
of Amontillado,Y the audience is taken into confidence by the

hero "I." But, when the ¢ne who would entrap his proposed victim
and wall him up because of an insult delivered in the past does
succeed in walling him, the entrarper perceives the irony.

His victim does not realize why he is ‘being walled up, although
he perceives what is being done. Thus, the insult is not avenged.

.Fortunato , the victim, is the victor because he has insultéd

the "I," and, although he has been murdered, the insult is not
avenged. The insult is not avenged because such vengzance would
require that the victim know just why he is being dealt with.

In Graham Greene's The Power and the Glory, the state does not
win with the death of the whiskey priest because another priest,
even stronger, takes his place. All the struggle is followed by an
irony: the intensity of the state's persecution serves only to

set up a quiet and strong resistance, one through which the new-
comer , the new priest, will be all the more cffective.

We are more aware of irony in tragedy than in comedy , and a few
of the illustrations cited are in the tragic tradition. But
comedy, from Aristophanes through the present,has dealt with the
incongruous, the difference between what we think is worthwhile
and what is really of wvalue. Comedy relates the confusion

which exists when man gives full seriousness. to situations

which are not really involved with fundamental values. The young
lover who cannot eat, who cannot sleep, and who would throw the
better part of his life away because he has not heard from his
girl friend comes under the irony of the comic tradition. The
stereotyping which makes the 0l1d seem futile and doddering to

the young, and +the irresponsibilitv seen in the young by the old
exemplify +this difference between appearance and reality. There
is some irony in the June and MNovember courtship. Each is
condemned for being together in view of the disparity in age,
experience, interests, and vigor. However, the irony comes in the
picture in that these who often object are the young. The young
man ridiculing the older man who has succeeded may often be
playing the rcle of one who uses the difference. in age factor to
cover up his own lack of sucdess. Or the irony may come in
because of the assertion that only tke young are suitable mates for
for the young. The irony does not result from the fact that the
young are not usually suited to and for the young, but through

the reasons why such a thesis is asserted. The irony here may not
come from the act, but from the reasons why the act is nerformed
or not performed. Ironically, many cf the proble~s do not come
from acts or decisions, but from the reasons for each.
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Whatever is done in literature will be done with words and through
words. Such is true concerning the writer and speaker--and such '
is true concerning the critic. Whatever the magnificent and some-—'

‘times tortuous workings of the mind in its  creations of various

literary forms, the net results are WORDS. In virtually every case
the words come from the dictionary, from the common lore and store
of terms which stand for classes of referents.

These words carry more than one meaning. To ask for the exact
meaning of any word-even in context- 1is to reveal one's ignorance
of the nature of language. Words carry several meanings. The same
referent may be tagged by different words. But there 1s a finlte
number of meanings, and because of this fact, one can *'focus
down" on words, and, through so doing, approac¢h the meaning most
likely for any particulaf context. The'focusing down" becomes
somewhat more difficult in literature. UWormally, the increased
difficulty is also attended by a richness of literary ambiguity,
an ambiguity which 1s central to 1literature. Perhaps there 1s a need
to review the nature of literature, or perhaps there is the need
to define the way in which literature is viewed for this writer.

When anyone has thought, sensed, and felt, he has encompassed

the range of human reactlons to experilence. Considering "experilence

to be the conscious or-unconscious responses to the world of

things, ldeas, events, institutions, places, and people, in time"

and space, 1 would assert that any experience must involve the

worlds of sense-thought, sensatlons- sense stimuli, and emotions--

or the worlds of head, heart, and hand, metaphorically stated. - /

I consider a work--oral or written--to be literature if there
is"thinking wilth feeling"about the elements of experience-

people, events, things, ideas, institutions, all in time and space.
The feeling must be of sufficient threshhold intensity, as we

have observed in earlier issues of this bulletin, to evoke certain
emotive states. That dJdifferent individuals respond to different
intensities within these states seems.adequate evidence for
defining individuality and for accounting for the richness 1in
diversity in literary vehlcles.

Returning to my.opening 3entence, I assert that whatever is done

with and for literature- or for non-literature, in fact, will

be done by words. At this point I willl modif§ this assertion through
limiting myself to-a consideration of the literary statement as

found 1n books~ as distinet from the literature of screen, télevisioh,
and radio.
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In pursuing the language of physiecal nature in literature, I shall .
pause for a moment or so to 1ndicatc that "nature" is a term some-
what loosely employed. I mean, by "naturs? the essence of a
thing, idea, institution, person, or event. I refer to"nature"

as indicating that which ‘makes one kind of experience that kind

of experience, rather than any other kind.

We read and hear such expressiond as "He is a nature poet.’
"Wordsworth, Longfellow, and Byron loved literature.® "Robert
Frost writes poetry about nature in New England.” Next to the
words "goodness," "“democracy." “truth,” and "cooperation,” few
words are used W1th more vagueness and uncertainty. While we admit
that all words are used as images, metaphors, and symbols, and while
we agree that meanings are seldom 1n the word itself, nearly all
people with some experience in English manage to have a-common
understanding with the majority of our words. This paper is
written with the hope of clarifying the nature of physical nature
as used by writers and speakers, and as understood by readers and
listeners. I shall continue with the question of "nature” for a
few more lines.

We will prosper more, perhaps, if we consider the words "esseénce,"
"definition," and "nature"® together. The "essence of a thing,
idea, institution, event, or person is that which makes the part
of an object discussed different from any other object. Because

of the essence of man, he can make fire, pass judgments; write,
speak, and consider his religious state--among many other

human attributes. "Definition" refers to th& which makes _ )
all forms of experience different from each other in at least one”
unique way, if not through more than one unlique way. To deflne -
"dog" or "cat" we find at least one particular element which will
make the pne different from the other- and from other 1living
forms.

In philosophy , in art, in accounting,gnd; in fact, all other
forms of human endeavor, we also use. the term “nature ¥ What is
the nature of Kant's philosophy? What is the nature of cubism?
What is the nature of impressionism? What is the nature of the
balance 'sheet? What is the nature of th¥& off-tackle play ?" We
can see that Ydefinition," "essence,” and "nature" have many
similarities3 and that they are, in many cases, quite synonymous.

Together with_fhe use of nature as the nature of man, the nature

of the mind, the nature of government, the nature of mathematics,
we also have the other ™natures of." Most important to the liferary
figure is nature in terms of the world of things outside“us--
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In defining the nature of "physical nature," we discover that

one of the "essences" 1is that physical nature must include the total
world of matter--man, all other forms of biological life, and all
forms of non-living matter.

Because each man has a different personality, but also because
each man defines physical nature in a unique way or ways, all men °
have one or more vislons or definitions of the nature of physical
nature. How does each man vigsuallze physical nature? The forms
are many and quite amazing: on many occasions, man views

nature as controlling man; on other occasions, man views man as
controlling nature. We shall list the different interpretations
that literary figures have had of nature. Then we shall discuss
through words, through visual effects, through thematic music,
and through poetic and prose statements of different writers,
specific 1llustrations and examples of each view. The list to

be treated is as follows:

. Physical Nature as "Beautiful®
Physical Nature as Useful, Utilitarian
Physical Nature as PFrilendly
Physical Nature as Hostile
Physical Neture as Indifferent
Physical Nature as Good
Physical Hature as Good and Evil
Physical Nature as Evil
. Physical Nature as Immanent
10, Physical Nature as Transcendent
- 11. Physical Nature as Transcendent and Immanent
12, Physical Nature as Pantheistic
13. Physical Nature as Pantheistic
14, Physical Nature as a Mirror For Man's Moods
15. Physical Natmre as Setting Man's Moods
16. Physical Nature as a Highway to God
17. Physical Nature as Reflecting Naturalism
18. Physical Nature as Christian Existentialism's
Support
19, Physical Nature and Atheistic Existentialism
20. Physical Nature in the Classical Tradition

O =TT oo
. "« s

This list by no means exhausts the number of possibilities for
interpretation. There is no gquestlion that the list could be presented
in other ways. We shall also observe that we can make sub-classes or
sub-lists under each of the main headings. We shall keep in mind
during the succeeding presentations that we refer; in all instances
to "physical nature.”

As well, the point must be made that in addition to the qualities
and attributes we emphasize the language tones which carry and
serve each unique view treated here.
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Nature as "Besautiful"

Here, the author tries to give such expression as will convey sonme
aspect of his aesthetic experience. Whether we believe that beauty
is found in the obJect or whether beauty is found in the subject,
or whether the subjeect has, per se, the makeup to apprehend the
dimensions which yield the sensation of beauty in the objective
world are not issues here. The author, at least, uses physical
nature to express himself, verbally, in language which yield the
pleasurable sensations one has in terms of sensorial aspects of
physical nature. I suggest that we consider, for one example,
the lines rfound in S8iryalter Scott's Lady of the Lake

The western waves of ebbing day roll*d o'er the glen
their level way,

Each purple npeak, each flinty spire was bath'd
in flood of living fire.

The crispness and dynamism of the terms indicate the positive
pleasurable sensatiéne. obtained from a certain experience of
physical nature. The enduring imperial note in "purple,' the

. = pough enduring grandeur of 'flinty.” and the rolling permanence

in "living fire" carry a phonology reflecting a certain rugged and
powerful beauty. In some contrast, physical nature can be treated

as useful. Poets do not often reflect this aspect of physical nature,
but novelists often do .

Nature as Useful

As 1ndicated, few poets would seek universality of truth iIn laboring
the thesis that nature is, essentially, useful, or utilitarian.

Truck gardeners would do so. Owners of vineyards wuold do so.

Owners of coal mines and o0il wells have been kn own to view

physical nature in terms of its utilitarian aspects. -

Fishermen viewing the seas, lakes, oceans, and rivers as sources

for food and for making a living often do so. Our Puritan ancestors,
often embarrassingly materialistic, and many of the gentleman farmers
in the South had a vigorous view of nature as being rather useful.
William Byrd , in his '"History of the Divlding Line," gives a typical
eighteenth century view of nature as meeting many of man's material
needs and desires; :

...2ach cell contains a seed of the size and figure
of a black-eyed pea which... 1is very good mast for
the hogs and fattens them in a short time.

The tar,made in this method is less valuable because
it is said to burn the cordage, though it is as
full as good for all other uses as that made 1n
_ Sweden or Muscovy.
The lines may have an informal and "homey" touch, yet the note ofpg-
ture @8 quite useful is ever-present. In the next number, I shallcopn-
sider other aspects of physical nature in the 1list.
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In the last issue, we considered nature as beautiful .and nature
as useful. I shall present more views of physical nature,
commencing with the third concept of friendship.

Nature As Friendly

T : "
Natpnre viewed as friendly is not uncommon to poets, but is less
common -to novelists. Writers of the sea often tend to see physical
nature 1n a less friendly light. The romanticists, on the whole,
tend to reflect physical nature as exercising or presenting a
friendly and sympathetic face or attitude toward those who contem-
plate and respect or love her.

Even here, however, the English romanticist's poetry 1s tinged

wlth a melancholy, a melancholy often sufficient to reveal less
friendlier notes'in the universe. While Miltonrn's voetry indicates
some mild awareness of physical nature as friendly, his puritanical
nature , as reflected in his poetry, exhibits many notes of
rejection. Wordsworth was the most consistent poet in viewing
physical nature as a friend and ally of man. If not always an

ally, his poetry reflects nature as a sympathizer. From his

"T hree Years She Grew in Sun and Shower,' we find this theme:

Three years she grew in sun and shower,
Then Nature said: A lovelier flower
- On earth was never sown;
This c¢hild I to myself will take;
She will be mine, and I will make
A Lady of my own. (11.1-6).

The phonology both euloglstlc and calm and intimate in its
sustained tone carries an inclusive, entirely harmonious
union of physical nature, the speaker in the poem, and the
subJect as child. The unity of the "three years" and the
union in the triad of possession and embrace in

/ this child I to myself will take:/
/She shall be mine,/
/And I will make

A lady of my own /

are excellent examples of the perfect functioning of
phonology and syntax to yield a distlnet tone carrying a range
of meanings, but carrying a range in that all membérs of the set
glve or evoke pleasant or friendly notes. .

i
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Not all poets view Nature , Physical Nature,as Benign.
In nature viewed as hostile, the poet or writer rives a powerful

persona}ity to the physical universe, holding her material man-—
ifestations 4&s those seeking to destroy man. -

Nature as Hostile

Rolvaag's Glants of the Earth does not yield language which views
nature as solicitous. Any farmer who has lived much of his life in
dust bowl areas, for example, is not likely to consider physical
nature as genial, nor would he see her as indifferent. Matthew
Arnold seldom considered nature, physical naturey- as being on man's
side. In his "Rugby Chapel®™ we find the lines:

Coldly, sadly descends

The autumn evening. The field
Strewn with its dank yellow drifts
Of withered leaves and the elms
Fade into dimness apart (11, 1-5)

The chill and: harBh falling sounds in coldly? "sadly,'" and
"descendsY reinforced by the blttersweet symbolism inherent in
autumn, together with the drawnout flatness of "evening"

tend to make the words carry a remorseless lack of sympathy.
"Strewn,®* "dank," "yellow drifts," "withered leaves," and

"dimness." sustain the pervasivé discordant phonology of the
sequence of the phonemes which, together, tend to yield the
negative effects. I perceive the hostile notes in the poem'Grass,"
one of Carl Sandburg’s vigorous, but harsh pleces of poetry.

Carl Sandburg's poetry does not harbour much friendliness for
men or man on the part of physical nature. In "Grass," the following
lines carry antagonistic nuances:

Pile the bodies high at Austerlitz and Waterloo
Shovel them under and let me work--
I am the grass. I cover all.

And pile them high at Hettysburg

And pile them high at Ypres and Verdun.
Shovel them under and let me work.

Two years, ten yvears, and passengers ask the
conductor;

What place is this--

Where are we now? (11. 1-11)

From our experience with the meanings carried by the words, but also
from our sensitivity to the sounds in combination in ‘pile,™
"shovel," ‘Ycover," and through the drawnout and falling tones

in "years," we can see and feel the same heavy and hostile weight
of physical nature, as employed in the words of the poem. Here,

much of the effect 1s achieved by the repetition of "pile" and
shovel.® ’
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In the lines from the two poems, "Rugby Chapel," and "Grass,"

. the notes have been heavy and falling in intonation, and markedly.
so. But hostility is not always carried through dull, thudding, and
pounding notes. In the delicate and rapier-like artistry of the
lines of the poet A.E. Housman, one sees a quarrel with an aspect
of physical nature that is assuredly unfriendly:

Yonder see the morning blink:
The sun is up , and up must I,

To wash and dress and eat and drink /é%/%‘
And look at things and talk and think %, %, %4
And work, and God knows why. Q%Q%‘éy

S q
Oh, often have I washed and dressed Oq}@b‘%b
And what's to show for all my pain? @&Q§‘g?
Let me lie abed and rest: APIC\
Ten thousand times I've done my best sz;@
And all's to do again. Qbﬁl

(A

Here the negative effects are achieved through the haEShf imEeratlveB
and demanding meanings carried by "must I," "wash,” "drink," veat,®
"dress," and "ten thousand times." From a phonological point of
view, I call attention to the dyslogism in the sounds of "a" in
"pain" and “again." Then I invite consideration of the abrupt and
conclusive use and usage of the *k% and "w" throughout the verse.
The "s" - is sequenced in such a way or ways to carry the tone of

an inevitable belng forced ahead, beyond the scope of one's own
volition. But'there are other views of nature_other_than those of
belng friendly and unfriendly or hostile. Another view, and a rather
grim one is that of physical nature's being a force of indifference.

Indifference is usually more difficult to bear than hostility, for
hostility can be changed to a more optimistic view of man and
experience. To be ignored or not considered, or to be a subject or
object of uninterest is often unbearable for -many individuals.

Nature As Indifferent

In viewing nature as indifferent, neither for nor against man, one
can cite the language in Hardy's novels and poetry. <Classic examples
from his novels are Return of the Native, Mayor of Casterbridge,
and Under the Greenwcod Tree . Many of the lines cof his poems are
charged with the tones of indifference:

"Come hither,B8n," I heard Death say:

"I did not will a grave

Should end thy pilgrimage today, _

But, I, too, am a slave." .

"The Subalterns," (1l. 12-16)

Interesting to note, and the reader can ascertain the intonation
through his own efforts, are the balanced falling and rising

tones, and the terms of opposition. Where the word "will" indicates
force, necessity, and obligation, the opposition and cancelling
effect(s) can be noted in “did not." The closing phrase "am a slave"
1s opposed and cancelled by "But,I,too,” There are not many
examples of poetry and prose as indicating indifference, but we

can obtain some of these effects in the works of naturallsm.
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We have noted that nature has been considered as "indifferent."

I suggest agaln that any interpretation that places the entire
world of physical objects, with all its total and specific forces,
in the role(s) of rolling on .earing neither for man nor-for any
other living form is far from an optimistic view of life.

Hardy's view had, for him, and for his art, the consequences

of limiting his concern, eventually, to merely describing the
nature of physical nature. In such description, he found and
revealed a delayed contentment, a contentment which carries the
central meaning that we can appreciate other forms of experience -
without expecting any specific communications from physical hature
for or against a human being. The problem with such a view is that
we have to abandon the concepts of "good" and "goodness"~--unless
we are to define them pertaining only to the relationships

among human beings and the relationships ‘of human beings and the
creator(s).

But there have been those who have considered physical nature as
"good." And as good in moral sensed! ince “good"™ can have

its variations and can be varlously-stated in different religions,
we do noti -expect to see the concepts of "nature as good" appear

in 1dentical forms. Let us consider the concept of nature as

"good" in Ralph Waldo Emerson's "Woodnotes":

For Nature ever faithful I1s

To. such as trust her faithfulness.

When The forest shall wiszslead me,

When the night and morning lie,

When the sea and land refuse to feed me,
'"Twill be time enough to die;

Then will yet another mother yield

A pillow in her greenest field,

Nor the June flowers scorn to cover

The clay of their departed lover.

Here the speaker in the poem goes to the central core of Nature
in the realization that the highest values 1n her go beyond
gratifying man's physical needs. Yet Hature will, for a time,

even show her essential concern, her maternal concern, as “good."
For the speaker does not say that “Nature” is , through its

forest and night and morning, denying him. The key word “when"
indicates that such a time has not yet arrived, and, in the
meantime, as the mother guldes and feeds her children, he will:

be taken care of, if he trusts Nature, until the time for dying
has come. Then he will find, agalin, the good and goodness.that he

] -
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From a language point of view, we might note the horizontal

and even falling tones in the words, indicating that the

emphasis 1s on Nature in a horizontal sense, not in the semse of
having forces in NATURE whlch are above us, or forces which we
reach by any upward or spiralling thrusts. "Nature,” "faithfulness,"
"mother," "yield," "cover," "departed,” and "lover" carry tones in a
straight--line ; terminated by a fade-fall, "each capatle of

being able to carry the meaning(s) of a Nature substantially
panthelstic, (We must take care that we do not assert that every
word stands for a specific meaning which can be determined by level,
rising, or falling tones. However, we suggest, strongly, that
certaln phonemic constructions are more appropriate 1n carryling
certaln meanings than 1s true of other' meanings. )

Then we come to a "transcendent™ or %deistic” way of wiewing

nature. Pope's Essay On Man carries , among other meanings, the
meaning that the entire universe, nature, 1s good. Man does not
find nature good: éne man. can see only parts of the whole. He
lacks adequate reason, or he does not use the reason that he has.
There is a moral absoluteness in nature that cannot be dilscerned ‘or
intulted without a keen rational insight, We have some of the

lines from the Essay on Man , Epistle I:

All nature 1is but Art unknown to thee:

All chance, direction which thou canst not see:
All discord, harmony not understood:

All partial evil, universal good:

And spite of Pride, in erring - reason's spite,
One truth 1s c¢lear, Whatever 1s, 1s right.

:Delsm" is the philosophy, one most significant during the first-
third of eightéenth &entury England, that God exists outside and
not 1inside the world of sensible objects. He created the world,
and, as perfect, God could” not create that which would be other
than perfect~ or other than "good."” The suggestion or the implica-
tion that even the Creator can not disturb the unlverse, once
created, seems to be evident to some degree. We can easlly be
led from an apparent optimism to the realization that here we
might have a state of "indifferentism.”

Yet, consldering the fact that each one of us has an element of
Platonism within him, we can agree, perhaps, that as human beings

we can see only parts of a whole. Ye cannot be at all polnts at the
same time. Belng at one point and having the physical, intellectual,
and emotive views that such a point affords, we cannot have the :
views we would have at other points. We can, of course, stand at one
position and postulate the view that we would have the same
percepts and concepts were we to stand at other positions. If we
find a consistent pleasurable view from one point, we may ascribe
the same view to all bther points. If we stand in a time and place
where we have a dilsastrous earthgquake, or tidal wave, or both, we
may ascribe the same kind(s) of misfortune or misfortunes as

being characteristic of other times and places.
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I indicated that we are concerned with the theses and language which
would treat Physlcal Mature in the sense of being both good and evil.
We need not be surprised that such a view has emerged. We often '
believe that we can know one aspect of experilence only through
knowing other-and opposite- aspects of experience.

Physical Nature affords effective opportunities for developing or
presenting or describing a view of 1life as composed of elements of
both good and evil. Sometimes the point of view is that one is not
intellligible without the other. Another point of view 1s that the
world must always be partially unpleasant and unsatisfactory because
evil exists along with good. When one sees the sunshlne soon followed
by floods, earthquakes, typhoons, tornadoes, or .tldal waves, he

must consider that there is some merit'in urging this point of

view as to the evil-good aspects of nature.

The parallel or analogy between physical nature as good and evil

can be seen in the calms and storms in human nature, in the
bewilderlng array of generous and seélfish action in and within the
same individual. Thus, whether thils concept of good and evil ranges
from a mere use 1n demonstrating that man can he as pleasant

and unpleasant as the faces nature wears, or whether physical nature
1s employed in terms of a dualism which 1s essential, as to good and
evil, this view is a significant one in literature. )

William Blake considered the world of phy51ca1 nature as constituting
a strange duallsm--an interesting, if agonizing mystery. Evil is as
essential as good, apparently, to the speakers in Blake's poems. In
Blake's "The Tiger" the poet asks, almost angrily:

When the stars threw down theilr spears,
And watered heaven with thelr tears

Did he smile his work to see?

Did he who make the Lamb make thee?

The tiger symbolizes the evil in physicdl nature, in this, a-seventh,
view of physical nature. But the tiger also symbolizes the good.

If fire burns, scars or destroys, fire also cleanses and tempers.

In the intial stanza, such meanings are carried through

Tiger! Tiger! burning bright

In the forests of the night,

What immortal hand or eye

Manld Prame thy fearful svmmetrv?
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:Symmetrx” and "bright® stand in paradoxiecal contradistinction to
fearful" and "burning." Such is the case in tone as 1in the
more overt semantic effects. In thls brief treatment a detalled
analysis and synthesls of the poem cannot bte possible. Nevertheless,
the reader is invited to read aloud, with proper and natural
r@ythms the different stanzas of this poem. When he does so, he
will note the range of the sensorial, the intellectual, and
the emotive contradietions as to good and evil. The tone of the
questions in each of the six stanzas carries powerful implicatlons
to note , all springing from the denotative elements of the
questiors, and the implications move the reader fo look up dnd out
toward a power that the speaker in the poem would not dare to
judge on the same horizontal level which would indicate that the
tiger reflects only evil.

On a more sophisticated levesl, the six stanzas reflect and
represent more than an experimental form. There is the ¥six" as
representing in many languages the hour of insight , recognition,
and truth. The end of the sixth stanza, a stanza which repeats

the first stanza closes with a question that azcepts the reality
of the "immortal hand® and jeads toward the transfigurative

truth of the necessary reality of an evident physlcal 2vil and

2 no less compulsive supernatural truth of a goodness that can

be questioned, but not: denied. There is the point,at which the ..
material worldly reallty of evil has to be resolved : the synthesis
of twin facts. First, the tiger can be but a reflectlion of
attributes already a part of the perceiver, and the speculation as
to th¥ how"and'"why'and justification of the tiger's creation must.
be at least the realization of a superior creating power.

That the tiger is not created by Satan must be evident through the
phonology of the words carrying the meaning, and through the sense
of religious and ethical history, all of which would state
explicltly the fact that Satan 1s not the Creator.

Even when the speakers in Blake's poems employ a symbolism not
always the common knowledge of the community of readers who read
the poetic lines, the tones of the words cannot deceive.

The sustained and pervaslve force of the words reflects a vibrant,
powerful, resurgent, and dominating force that is not to be defeated
or submerged, and this overall powerful set of tones is more
charactekristic of a being with more good than evil. There are more
sources than the poetry of Blake for this concept of good and

evil in action together. We can cite the Faerie “ueen ,

Moby Dick , The Iliad, Pilgrim's Progress , any Shakespearian
history play or tragzdy, wWar and Peace , The Red Badge of Courage,
and The Ambassadors among other poems, plays , and novels.

Perhaps the American representation of the good-evil thesis is
more evident and dramatic in Whitman's .vork, in the novel Moby Dick
and Mark Twain's novels, AL any raté&, the readers are invited to
compare and contrast the use of the good-evil doctrine as it
appears in American and English literature, as well, of course,

as 1n Russian and German literature. Then we have the concept

of physical nature as evil, as mallgn, as diabolical.

The Puritans tended to view physical nature as evil. Many of
Hawthorne's short storles carry this note. There are few that do not.
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Few poets carried on a longer runnihg battle with a god who

would permit nature to be evil than Housman. Very few of his

seventy-seven years were spent in other than angry observations that

all that is beautiful, worthwhile, and exalting must die, and

die soon. ThHe-words in his poetpy carry a delicate facility that

lasts long enough to make the happler elements.of youth entirdy
momentous. This delicacy of tone sharpens to indictment at the

time of the fact that nature robs and destroys without discriminating

between the good and the bad, between the attractive and the
unattractive. If there is any slight balance, the bad may fare a
bit better. The tones which indicate the lofty and the high are
contrasted unforgettably with those which ~ carry the low and
duller tones of earth, as in "To An Athlete Dying Young."

I offer the first two stanzas as furnishing some truth for this
assertion:

The time you won your town the race

We chaired you through the market-place;
Man and boy stood cheering by,

And home we brought you shoulder-high.

Today, the road all runners come,
Shoulder-high we bring you home,
And set you at the threshold down,
Townsman of a stiller town.

In terms of phonology, morphology, and syntax, the contrastive
elements as words in sequence between these two stanzas should
indicate support for the observation made that there 1s the sharp
cut off and the abrupt decline from airy heights. The pervasive
if not eternal ¢ourse "of physical nature as evil is nowhere more
poignantly stated than in Housman's from iMore Poems ,"Number7":

Stars, I have seen them fall
But when they drop and die

No star is lost at all

From all the star-sown sky.
The toil of all that be

Helps not the primal fault;
It rains 1nto the sea

And still the sea 1s salt.

The evll that pervades our experience cannot be remedied by the
wasting and ceaseless labor that 1s man's, a labor that robs him
of his physical and intellectual beauty. The "primal fault" which is
that of Adam 1s still with man, in physical nature and 1n man
himself, as a form of that nature.

The tones that fall and promise a sort of death in "fall,"

"drop," and "die" are kept from fading out through the interposition
of the strong " star-sown sky," and "still the sea is salt."

Then, we must leave Housman and hies blamingof God for creating a
world of nature, sinister and evil in all respects and parts.
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We consider now a thornier matter, that of Physical Nature as
"Immanent.""Immanent! as used here refers to a powerful God who
places himself in mnature, not outside nature. Such a belief acknowl-
edges that God exists.. "Blakds- ITines iA' a "Stanza From Auguries

of Innocence" reveal' thls immanence:

To see a World in a grain of sand

And Heaven in a wild flower;

Hold infinity in the palm of your hand,
And eternity In an hour.

The words carry such meaning that we can, without too much labour,
see that eternal values are infused into microscopic elements

of the material word- such as Ygrain of sand," "wild flower,"

"palm of your hand," and "in an hour.® But there is much more to
the matter! The phonclogy is powerful indeed. ALTHOUGH THE ELEMENTS
CHOSEN ARE PHYSICALLY MICROSCOPIC,-the tones of the particular

words or phrases are strong, indeed. "Grain," "sand," "Palm,"
"hand," and "hour' are far from weak. Thus, when the meanings
carried by "World," "Heaven,'" "infinity," and "eternity" -themselves
phonologically powerful- are placed in close syntactic relationship
wlth the words that seem mlcroscopic, -meaning-wlse, they

are strong enough to hold 411 the welght and forté of the .

infused words--~ World, Heaven, infinity, and eternity. Additionally,
the speaker allows no more than a comma's juncture in the flrst

and third lines, allowing the cumulative effect of "World" +.
"heaven." then that cumulative effect of "infinity" + "eternity."

We note that there 1s major punctuation at the end of the second
line. This_ punctuation forces the reader or listener to ponder
or reflect. The tempo is slowed. Here, ths major punctuation
serves the role of stopping to take on or amass the powerful
final two lines, giving, at the end, a tone of overwhelming
power. : -

I also point to Irwin Bdman's "Bternity?” as casting God as
Inevitably iImmanent:
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I know there is no meaning in the mist

That wraps in gray these mountain girdled shores ,

Nor in those loud black waves once moonlight kissed,

I feel no threat in thelr untimely roar.

I cannot read a language 1n the surge

of Breakers; there is no immortal sign

In midnight winds: I hear no Demi-urge

Hiss in the storm, nor think the world divine.

I am too lessoned in the changeless law

Behind the beauty of thls cloud-banked gloom

To mark 1t with simple trembling awe

God!s reckless thrust of avenging doom.
Yet whlile Reason routs these dreams and fears,
Eternity keeps thundering in my ears.

In this fine and powerful poem there is a speaker who is seized with
the concept of a remorseless world of atoms which seem to speak of
nothing that 1s supernatural. In none of the small physical details
does this speaker hear the words of the divine or semidivine. The
speaker implies that he i1s so strongly gripped and convinced of the
power and inevlitable workings of Newton's Law and the other laws

of science to feel the breathless and all-encompassing call of
faith, reverence, and or awe.

Then, at each critical moment all nature thunders 1ts message of
eternity to him, His world of hand is swept aside; his world of
head is not adequate; for , he is swept, 1f tormeningly s=o,.by

the world of heart, sensibility, emotions, volitions, or  conation.

But, when we read carefully, and when we hear the sounds of words
reflect the orchestra of human thoughts, senses, and emotions

at work, we can see expresslons so powerfully sustained that they
contradict the use of the "no™ in the entire set of lines.

When we read the lines aloud we realize that the "I" indacates that
the negative aspects are from his own self, as real or fancied.

That is, he really cannot find meaning; he can feel no

threat; he can read no language; and, he can hear no deml-urge.

Or, he imagines, or desires, or tries to will or wish that he cannot
hear , read, and find all these signs and realities.

But the tones betray. He cannot weaken the force of "mountain
girdled shores,” loud black waves once moonlight kissed,®

"language in the surge of breakers,” "immortal sign in mldnight
winds,” "world divine," among other phrasing. The speaker has

done in this poem what Blake's did in the four short lines clted
earlier, Here, however, the effect 1s done through powerful tones

of motion, touch or pressure, and sounds: "wraps,” "kissed,"

"roar," "surge," "breskers," "winds," "hiss," “storm,” and
"thundering." The "I" and "no" are not powerful enough to counteract
the speaker's desire for rational solutions, or for the comfort,if a
grim ong, of the acceptance of the world as one of a determined
naturalism,



s

-

Volume V, Number 8 3

Physical Nature zsserts herself , and successfully so. Because
the last line , with its syntak-s®-ordered that we have a
powerful personification in "Eternity," knocks out or eliminates
the "I," the reader has an explicit statement that .physical
nature is ordered, infused, and made real through a divine spirit
great enough to submerge Reason and the world of the senses of a
powerful,perceptive. , and probing speaker.

Then, finally, the speaker's statements are those that are
wrung from him by a force greater than his own. His very denial
of "no" becomes futile since he follows the negation With the
worlds of experience that he is negating. That is, he "protests
too much.™

When the speaker keeps 'matter: .in the mind"~-~rationalism-- he is

still unable to cope with the spirit of nature. When he shifts to
a world in which the "mind is 1in matter"-naturalism--he is still

no more successful, for the " mind in matter" is overpowered

by the divine spirit which, infusing all elements of the material

world," can result and does result in a condition, where /Eternity
Keeps thundering in my ears./

3o much for God as "Immanent." We will find that the romanticist
and the romantic spirit insist in a divinity that is in
natnre herself, and which enlivens and ennobles nature. Many of

the popular love songs carry words which insist that God

ls in and of every act of 1love and courtship. The pervasive
idea that there is some creator with immanent powers occurs,
perhaps negatively, when, as. individuals, we curse and condemn,
even using words which are of a sacred or religious nature or
order, physical objects a part of physical.nature-.rakes, hoes,
the rain, the wind, the sun, the winds, and the waters, among
other elements of the physical world.

In the next issue, I shall consider an order in physical nature which

views God or a creator as transcendent, and another which postulates
the supernatural as both transcendent and immanent, as inside and
apart from the world of physieal nature.
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This concept which deals with a force, or a god, or God as

both immanent and transcendent is primarily a Judalc.-.Christian
concept. That 'is ' not to suggest that other religions such as
Mohammedanism and some forms of Greek religlon were unaware

of a force exlsting outside and inside the unlverse.

In the literary sense of dealing with this transcendent-inmanent
concept, God is outside the world in a sense that is inflexlble-
and ordering. He 1s also inside the world as immanent. With
such a theory, a god or God need not be tied to any theory which
makes the delty equal to any particular manlifestation of nature.
The “Twenty Third Psalm” from the Book of Psalms reflects that
presence in and out of nature:

The Lord is my shepherd; I shall not want.
He maketh me to lle down in green pastures;
He leadeth me beside still waters...
C. Day Lewls® The Magnetlc Mountain reflects this total
" presence:

Where is he, where? How the man stares!

Do you think he 1s there buttoned up 1n your stars?

Put by your telescope: L ’
You can't bring him nearer, you can't stir, yau havnt a hope.
Is he the answer to your glib equations,

The lord of light, the destroyer of nations?

To be seen on a slide3 to be caught on a fillter?The Cause
Limed in his own laws

Analyst you've missed him, or worse and worst

You've got him inside? You must feel fi1t to burst.

Here, there, everywhere

Or nowhere. At least you know where. And how much do you care?

Apart from the phonological clues, there is a sharp difference
in the relative abstractions 1n the words 1n the earlier lines
as compared and contrasted to those dealing wlth God as
immanent. If the speaking or writlng is effective, any

form of communication or expression must distinguish the words
in two categories, an aloofness of the God outside and the
gripping force of a God insilde. The tones of the words in
context in the closing two indicate a moving away agailn from
the immanent, from the force as personal and inside.
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In a religous sense, when the concept of that which 1s
transcendent and immanent is applied, there is a God outslde,
a dlvinity inside, and a fusing or synthesizing force that
establishes a reversible flow of force- as in The Father, The
Son, and The Holy Ghost.

In literature, the synthesizing force would be the poet, or the
novelist, or the pl aywright, or the short story writer. This
concept is not often applied to literature. The poet, for
example, would find himself caught and made somewhat impotent

in terms of two forcesthat he could not control, The transcendent
is diffilcult for a poet. Perhaps that is the reason why there are
so few sonnets written well. Panthelsm is an easier concept

for the poetlic art in the sense of being able to apply )
physical nature to it.

Pantheism, is, in a brief and somewhat incomplete sense, a pagan
concept. “The meanings carried by."theism” and those carried by
the god Pan, of Greek vintage, indicate a worship of physical
nature associated with the presence and operation of a god in
the universe of things. Pantheism is the belief that a religious,
all-controlling spirit speaks through physical nature , and that
the religion is, primarily, a polytheistic one.

In Greek literature, Pan has certain positive and negative
qualities, among the latter a certain marked sensualism. However,
in more modern applications of pantheism, the stuff of the
"sgnsuous" is employed, rather than that of the "sensual.” The
Greek concept of a number of delties existing in and through
various concrete parts - of physical nature has the advantage of
being able to present richer varleties of human personality
as thrown against the many faces in physical nature--where each
face is given an animated personfication through the god- or
gods assoclated with physical nature.

Furthermore, within physical nature, although each minor delty

has his own method of operating and a sphere for operations , each
god has his own rules and laws which can be relatively abstract.
Thus, there is the “nature® of Ceres, as well as her specific
concern with various edible forms of vegetation. There is the
"nature of Pan, and then there are his individual operations.

Instead of calling on a traditional god, Wordsworth reveals
his panthelstic elements in the passage:

t . e reny

Ther=for~ 2am .I still

A lover d®r fheée meadows and..the woodls, ,

And mountains: and of all that we behcld

From this green earth; of all that mighty world
Of eye, and ear--both what they half create,
And what perceive: well-pleased to recognize

In nature and the language of the sense

The anchors of my purest thoughts, the nurse,
The gulde, the guardian of my heart and soul

Of all my moral being.
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The tones of the phonenic combinations in context are horizonkal and
sustalned.The tones are ° 1nfrequently .allowed to move up. Qulet’
and long ~somewhat rolling- the tones , ‘ending wlth "mountalns,"

echo a sense of breadth through the followlng words:

therefore meadows
sti1ll - woods
lover mountains.

When the volce would tend to soar as in" behold,” we are hrought
back to this encompassing horizontal force 1n "from thls green
earth'--with the extending tones 1in “green” and “earth.”

This continuum is sustailned through the phonologlcal length of:the
structure starting with °we11np1eased” and terminating

with "moral being."” The decisiveness . in the tones.of - .
“gulde,” and "guardian” indlcate a permanence, a lack of the
ethereal aspects of the more alry parts of physlcal nature.

One -woul? believe that tihe many. faces of whysical nature. as_such,
would require or evoke different tones. We have the sensorial
aspects of earth, itself, tones wlth considerable range. However,
the upper ranges--pltch-wise-- are not as hlgh as 1s the case

when dealing with "air.? ie have word tones evoked by or
assoclated with water, 1n the forms of ponds, lakes, seas,

oceans, creeks, brooks, and rivers. Because we would not believe
that all persons look at any aspect of the physidal in tbe sane way
or light, we would expect a range of tones.

Keats 1s more concerned wlth the stuff of earth i1tself than is
the case of Wordsworth, if we can assess this Interest or concern
with their lines as they appear in poetic form. On the other
hand, Shelley's lines have phonological reaches qulte in

keeping with his ever-present concern for alil that 1s supernal
to earth. Through reading aloud, one should be able to hear the
lifting, spiralling, and soaring effects of the phonemic + 7 siwie
combilnations. I suggest reading aloud Shelley's “0Ode to the West
Wind," "The Cloud," and "To a Skylark.' When these poems have
been read aloud, I suggest that poems by Wordsworth and Shelley
be read aloud. One can hear the dlfferences and understand much
through hearing such differences in tone. Careful. attention to
pitch, stress, and juncture are essentlal and rewarding.

There are many poets whose panthelsm is evident in the semantic
analysis of the poems, an analysis which is best reached through
feeling to the deptths of one's orchestral being the range of
sounds of sense, sensibility, and sensation.

There 1s often some confusion as to distinguishing between
"panthei:m“ andimmanence’ In “"immanence," there 1s a force
which 1is complete 1n itself, needing no further Justlflcatlon or
structuring as to its powers and limitations. In “pantheism,’ the
controlling force is itself subject and subordinate to other
forces and gods. Nearly all examples of panthelsm reflect summe
religious or supernatural ideas. In sharp contrast to the last
three interpretations of nature, we come to the interpretation of
nature as a source of physical laws governing the universe.
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THe period“called the Neow-classical Per:.od,the Augustan Age, or the
Age of Reason, could more properly be known as the "Age of

Newton." No 1ndividual exercilsed a more potent effect on hls era
than dld Newton. Alexander Pope. the "Lord High Priest " of this °
neo-critical age,. paid tribute to tre intense influence Newton

made on the thought of hils time:

Go, teach Eternal ={iisdom how to rule--
Then drop into thyself a be a fooll
Ssuperlor belings. when of late they saw
A mortal man unfold all nature’s law,
Admired such wisdom 1n an earthly shape,
And showed a Newton as we show an ape.

Lucretius' line in "0Of the Nature of Things“(De Rerum Natura)
makes a magnificent approximation of the atomic theory in a work
that visualizes physical nature as the source for understanding
the complete laws which govern the entlre entity of the universe.

Heére, the complete tone negates the romantic statement.

The crispness of "Superior and Admired,” the non-poetle _
syntax in “teach Eternal Wisdom,® “unfold all naturets law,"

and "Admired such wisdom" miss tne organ tones that strike to
the soul. However, iIn their belng sustalned, crisp, and

incisive, they tend to evoke .intellectual responses. The guallty .
that makes for an emotive response is the semantic element

of inversion, of an antithesis that furnishes transport from
the sublime . The sudden shift from wisdom to foolery and from.
wlsdom to apishness is revealed in the sustained elevation of
the first line's tones to the abrupt, shocking effect of the
decond line. There is a sharp downwesrd gradation in tones.
Here, phonology is important in enabling the reader and/or
listener to get the effects. We shift, now, to a unidue view of
nature as reflecting men's noods, or as being influenced by man's
moogds.

Thils fourteenth concept s that classtc example of the poet
who believes that physical nature best serves the role of reflect-
ing back the . temperament or personality of man. %rom Childe
Harole's Pilgrimage .come Ryron's llnes:
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Once more upon the watersi Yet once more! 4;%%°Z-

And the waves bound beneath me as a steed 93'%64,

That knows its rider. Welcome to their roar! ?% 9(“'

o ¢

The punctuation of the transforms as exclamations, the "9?bﬁ4
up and down tones in the . thiee lines, and the sustalned ® % 7
violence in the "r“ sounds lend themselves to expression < %%
a concept- wherety nature, herself, takes -~on the role of ?@’3
serving the moods of the writer or poet. ﬁ%ﬁ}

In the poetry oif T.S., Eliot the mood of various personalities -
many of them decadent--~determines the treatment accorded or
reflected in physical nature: '

“The yellow fog that rubs its back upon the window pane."
_ and the lilne
“April is the cruellest month”

Despite the relatively short words in the first line cited;
thepe®ls a painful dragging out and levelling set of sounds
grésent. In the second line ‘cruellest” bhoth violently
~and lingeringly slgnals "month." We are thrown back into
/7 a questioning mood that seeks to solve the paradox. We say
S "paradox" because April 1s usually assoclated with belng
the real essence of spring, a time for renewel and re-invigoration.
Here!"thé " words in YApril i1s the cruellest month”
result in our considering the °~ +» spring can bkring back
memories that winter has allowed us to forge t~-painful
memories.

Then, there is the lesser art of Rupert Brooke but an art,
nevertheless. His art seized on all’'aspects of physical
nature in terms that made--and make--them symbols of man's
variable moods, :

Ah! God! to see the branches stir
Across the noon at Granchester!

To smell the thrilling sweet and rotten
Unforgettable, unforgotten

River smell, and hear the breeze

Sobbling 1n the 1little trees.

More carefully attuned to nature as revealing its will to man
by way of imposing her many moods on man is that thesls that
nature serves malnly for the purpose of revealing her nature
and moods through individual men.

Much of Wordsworth's poetry reflects the impacts of
phyalcal nature on man. An excellent example of having man
reflect nature's soul comes from the following:

It 1s a beauteous. evening. calm and free.

] The Holy time is quiet as a nun.
Breathless with adoration: the broad sun
Is sinking down in its tranquillity.
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T hy soul was llke a star and dwelt apart:
Thou hadst a volce whose volce was like the ses.

For oft, when on my couch I 1lie.

In vacant or in pensive mood,

They flash upon that inward eye

Which 1s the bliss of solitude;

And then my heart with pleasure * fillls,
And . aances with the daffodlls.

Here we have three examples from Wordsworth's poetry , and each
one indicates ame of the effects rhysical nature has upon
the artist, as poet .

It is important to note that one should read to major punctuation.
Careful reading and nayling attention to.-the tones of the

words at appropriate places indicate the fire and powér of
words as they move from nature through and to the 1individual.,

The significance of the colon needs to be stressed, in that, in
English, at least, such punctuation is a signal that what follows
the whole or entire assertion is but a part or seriles of parts.

The semicolon, not too often used in the poetic mode, indicates
equality of lmportance on either side of the semicolon.

The use and usage of the semicolon can be noted and the relative
effectiveness senses through considering the extracts from
Wordsworth's poetry.

Coleridge reflected, equally well, the power of nature over

man's feelings. From "Kubla Khan” we have the awe-evoking word
sequences:

But oh that deep, romantic chasm which
slanted
Down the green hlll athwart the cedarn cover!
A savage place! as holy and enchsanted
As e'er beneath a waning moon was haunted
By woman wailing for her demon lover,

The speed of the phrasing in the second line rushes the reader
or listener 1I1n an oblique career until checked by the
decisiveness in A savage place.' Then the slow tones of the
rest of the passage force the reader to an active lmagination
selzed by the contrasting tones and meanings carried in and
through "holy and enchanted™ and "waning moon" and

“woman wailllng." "Then, there 1s theseldom surpassed art
of18helley, as he works through the concepts of the effects
of physical nature . Shelley, far more Platonic in tone and
theme than 1s true of her fellow writers in the English
Romantic Tradition, indicates, through his poetic¢ lines, -
the unique appropriateness of the fuslon or language and
literature. .
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In the last issue (Vol. V, No. 10) , I closed wlth reference
to the art of the podt Shelley. Shelley's personal..knowledge
of the physical aspects of physical nature and his no small
skill in physics and chemistry; made him most powerful” and
effectlve in handling the poetlc statement:

His exguisite “Dde to the VWest Wind" reveals, through thls small
cluster ..of lines, tris unlque power:
i

Drive my dead thoughts over the universe

Llke wlthered leaves to qulcken a new birth!

And. by the incantation of thls verse,

Scatter. as-from an unextingulshed hearth

Ashes and sparks, my words among mankind.

The first two lines, ending with the powerful “new birthl”
blend the concepts of opposition, through which" the "dead"®
can be “revived." The slow but driving tempo of “hrive my
dead thoughts over the unlverse” shift to the speed of to
"quicken a new birth .Y Semantically the "gquicken™ and

"new birth” are entirely approprilate and effectlve. The
speed of "qulcken” promise and presage a new blrth or 1ife5
as the -contrast between '"the quick and the dead.™

When we move to the next three lines., terminatling with '
another exclamation point, the theme commencing with

“drive..." and endlng with "birth,” and the passage
commencing with * and” and ending with "mankind” are,
together, 1in tone a powerful incantation. They can literally

be sung. The powerful remorselessness of the force of the

west wind 13 paralléléd,linguistically, with * Scatter. as from
an unextingulshed hearth/Ashes and sparks, my words among man-
kind." The unremitging and unending actions and nature of the
west wind have the comparison and contrast in "“unextinguished
hearth";a pair of words both vigerous -and sustained. As

the actloh of the wind sends the leaves out and down, Shelley's
words also go out and down to mankind, indicating and permitting
the strong Inference and implication that Shelley identlfles
himself as beilng on a supra-earthly plane--with the West Wind.

[
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Then, there 1s Keats, another English romanticist. Facing the
certainty of a horrible death from tuberculosis, Keats

looked at nature in "La Belle Dame sans Mercl.” Surrendering
himself. to her wintry and death-like mood, he wrnte his death lament:

And that is why I sojourn here
Alone and palely loitering

Though the sedge is wilthered from the lake;
And no birds sing.

I call the reader's attention to the fact that there 1s no
punctuation until the final line, ending with "sing.” The entire
set of words is horlzohtally cast. The extenslon through "loitering”
and "sojourn'” is phonologically and semantically painful,
The slgnificance of '"though" should be noted. When all that is
representative of life in action in touch or pressure and sound
is gone; he 1s a part of but not one wilth what 1s left. The
tones and meanings in "alone" and 'palely" reinforce the concept
"loitering.” No interpretation of "loltering” can take us far
away from unpleasant connotatlons. He can be sald to lolter
because he has no purpose and no intimate or even rational
assoclation with belng on earth where he 1s--not even when other
forms of life are apparently gone.

Or, he finds himself at odds with nature., for, althoggh the
birds will return - and although the sedge wlll renew itself,

such wlll not be possible for him. Thus, his loitering seems
almost agonlzing and heart-rendlng in intensity. The whole
lament is reinforced through the finality of the final line, one
qulckly descending in tone, and one decisively ending wlth a
strong fade-fall or fade-out of the volce. Yet, 1n the sixteenth
interpretation of physi-zal nature and literature and the poet,

we can move to a somewhat happier scene.

In this concept, the poet employs nature as a highway to God.
Physical nature, . 1n all of her aspects, 1is designed to lead

man, under the right conditlons, directly toc a God transcending
nature and man hlmself. Gerard Manley llopklns consldered that man
could find his way to God by more .than one route. Moreover, he could fir
find his way to God through physical nature as well as from other
traditional and institutional methods and creeds. I'or Hopkins,
artlst that he was, religion was essential in that onlyv 2 person

in a state of spiritual grace coull make such an artistlc flight to
God as that through the physical forms of the universe. Uslng

his theory of "inscape™ and "instress” through which a person,
spiritually. moved, could blend in such a way that he could
literally merge with nature and she with him, Hopkins could

make the spiral flight to God over the highway of natural beauty.
T his winglng, spiralling flight 1s indilcated in each of his short
poems, particularly in that of "Spring.”
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I walk, I 1iff wup, I 1ift up heart, eyes,
Down all that glory in the heavens to glean our Savior;
And eyes, looks, heart, what lips yet gave you a
Rapturous love's greeting &f realer, of rounder replies?
The heart rears wings bold and bolder
And hurls for him, O half hurls earth for him under

his feet.

The short duratlion and the stabbing intensity in ‘'walk,"”

“1ift up,” "heart,” and "“glean” give a springing effect) .Then the
gathering speed 1in the first few words parallels the « : iraye

of an aircraft moving down the runway, gathering the 1lmpetus
essential to make both the horizontal and spiralling up effect

on the takeoff. The last two lines gather sonority through
"rears,” "bold," ¥bolder," and *hurls.”

I find an interesting contrast in the poetry of William Cullen
Bryant's "Thanatopsis." The direction 1s quite different--nature
is not the -highway to God 1n a spiralling sense, but, instead, a

"dictum to go down to & gulte alien divinilty, a material divinity

in the soil itself:

So live, that when thy summons come to joln

That innumerable caravan which moves

To that mysterious realm. where each shall take

His chamber 1n the silent halls of death,

Thou go not, like the quarry slave at night,
Scourged to his dungeon, but, sustalned and soothed,
By an unfaltering trust, approach thy zrave

Like one who folds the drapery of his couch

About him and llies down to pleasant dreams.

If the lines are given their natural and proper articulation,
the tones wlll be found to be measured, powerful, dignified,
and even majestlic In a somewhat harsh way. Put the tonel
features shift and change rapidly commenclng with

"but" and endlng with "pleasant dreams.''The vigorous horizontality
of the first five and a half lines gradually deepens and
ends with a marked falling thrust, terminated by the final phrase.

I have directed attention to the matter of moods evoked by or
thrust upon physical nature. The moods reflect the romantic
temperament of the poet. The next 1ssue will consider the
question of physical nature and naturalism,
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The reader needs to be cautioned, again, that no particular set

of sounds, no specific morphology, and no 1Inflexible syntax

will, of themselves, indicate one meaning rather than another
insofar as a one--to-one relationship: with semantics may be
concerned. Nevertheless, syntax, morphology, and phonology must

be seen as exrresSsive and communicative of human personalilty.
Insofar as there are definitely certain emotions , beliefs, and
attitudes encompassed in each individual and through all individuals
the 1language must have certain signals, signs, and markers to
rolnt to or evoke certain meanings. rather than others. The

past few 1ssues have indicated some useful "clues.”™ Over any
passage of substantial length--and over a serles of such passages-—-
the language will reveal certain directions and routes leading

to central meanings carried in the language. As has been pointed
out, some of the clues are more than obvious. Others azre---and
quite rightfully so--- more subtle, I suggest a review of the past
few issues., I now direct your attention to the guestion of

the nature of physical nature and naturalism,

This philosophy equates man with the basic qualities and particles
of physi¢al nature. Unique to this philesophy - are the facts of
its eguating the basic stuff of matter itself with man, himself,
and its equating man with the qualities and attributes of all
aspects of matter. This unique blend of metaphor and absoluteness
make for its llterary effectlveness--as well as for a difficulty

in mounting an effectlive attack on its premises. Naturallsm

has entered 1literature In at least two ways. First, there is

the matter of “style? One of the features of style is the
appearance of the form of ornaments and figures of speech. The .use
of the flat Image, with & falthful reliznce on nhysical details,
has Increasel appreciably in American, English, and French
literatures.

Second, the reader has been forced to the primary and samewhat
engrossing concern with the physical fact itself., Sometimes, when
the reader's art is great, the physical meaning carried throurh and
by the flat statements 1s so powerful that the reader 1s left on
that level. If he 1s ralised to “wonder™ or “surprise” the wonder
or surprise comes from contemplating the physical fact, as such.
The use or employment of naturalism 1n l1literature has tended,

in American and LEnglish writing, to show man as brutal, sordid,
vicious, and altogether primitive. Quite often, however, some
readers and listeners are found to te In confusion over certain
aspects of 'romantlicism” and "naturalism,® - .
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Each tries to make literature a matter of the sensations and
attltudes of the reader or listener. However, the meanings carried
by “romanticlsm” seem to reflect a god or gods withln nature;
while, on the other hand, "naturalism" itself makes matter a god.
While the romanticist 1nsists on rendering the “common™ uncommon,
the believer in naturalism i1nsists that the common remain
“ecommon®” even though he has to work uncommonly hard to achleve that
effect and direction. The ultimate goal of "naturalism” is one

of “telllng it the way 1t is.' or of destroying such moral

value statemeits as "truth,” "mercy," “Jjustice,” and other terms
bringing to mind or to heart virtues and vices. Obviously, the
former statement of goal or purvose 1s that of 1ts supporters,

and the latter, that of 1ts retractors.

In 'naturalism” there is found no evidence for personal survival
and no encouragement that 1life in thils human race 1s more than a
brief second i1n the dream of a relentless human existence related
"to the chance movement of atoms., That Js one of the bases for the
grim--if honest--philosophy of naturalism. We now come to the
deep, sometimes nysterlous, and always dark realms of the inter-
pretations of physical nature in this literary phlilosophy.. Instead
of placing “matter in the mind) the believer in naturalism places
the "mind in matter.”

There is the belief that all matter, including that whlch comprises
the human belng, combines through mersly the chance movement

of elemental particles through which movements all forms of

organic and inorganic componnds are created. Naturalism will take
matter as not "God-like but as God. Naturalism from the religlous
points of view sees the unlverse as an impersonal order in which
things are created and events made only by and through the pressure
of natural causes. Two lines from Swinburne®s poetic art indicate

a natural interpretation of man and hils spirit as opprosed to a
supernatural view:

0 natural force of spirit and sense that are
One thing in all things, fruit of thine own : friait.

The same thesis is 1nvariably held in the works of Steinbeck

and Hemingway. From the latter came Across the River and into the
Trees , a work strongly revlete wlth thils grim view of nature.
Steinbeck's East of TFden and Cranes of Wrath are examples of
literary naturalism. The same grim notes come through in poetry,
in such as Jarrellis ‘“The Death of the Ball Turret Gunner‘:

From ny mother’s sleep I fell into the State

and I hunched in its belly until my fur frorze,

Six miles from earth, loosed from its dream of life,

I woke to black flak and the nightmare fighters,

When I died they washed me out of the turret with & hose.

The flat images, asserted on the primary level, are mors than .
adequate in making the assertiom semantically and philosophically
clear and effective, The personificatlon used helghtens the dramatic
impacts.
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Thus, naturallsm J1dentifles man with the stuff of matter

in such a way as to strip him of his aspirations and to dehumanicze
him through stripping away hils sense of his own dignity and
dlvinity.

In Hasefield's "If All Pe Governed by the Moving Stars™ 1s the
frightenling question a poet must ask of modern science:

‘Is all this beauty that doth inhabit heaven
Trall of a planet's fire? Is all thls lust
4 chemlcal means by warring stars contrived
Tc bring the violets out of Caeser's dust?

The guestlon warns man as to what can be lost 1f the soul 1is
negated in terms of embracing a philosophy of 1ife derived from
chance combinations of matter. iasefield goes on the with same
gloomy judgment:

Better be grass, or in some hedge unknown
The spllling rose whose beauty is its own.

We see the same bare but stark assertion of the physical fact., The
philosophy strikes the same grim notes i1n Mann's The Magnetlc
Mountain.

Rather was 1ib conveyed and shaped by the somehow

awakened voluptuousness of matter, of the oreanlc,

dylng, living suhstance 1ltself, the reeklng flesh."
Leopardl strummed the sombre chord in “On an Ancient Sepulchral
Bas-Relief™:

But for our woe
Or for our weal no care
Hath nature, bent on ends no one can know.

We can see here a certain "Indifference" that we discussed
earlier, partlicularly with respect to Hardy. However,apart from
being written at different times, diachronically-speaking, there
are distinct differences in the phonological aspects of

the poetry of “naturalism" and the poetry of "indifferentism.”
John Manifold, Australian poet, in 2 grim mood, drove home the
"nail in the coffin" of man's dream of seeming really important.
In "The Griesly Wife,' Manlifold states, devastatingly"

Oh- long may the fire burn for him
And open stand the door,

And long may the bed wait empty:
iell not be back anymore.

The reading aloud of these passages in comparison and contrast

to other wirters and poetsnot in the tradition of naturalism will
serve to make the importance of relylng more upon the "sound
of sense”® a sound and profitable practice.
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How does theexistentialistregard the nature of "physical
nature." Are there significant lingulstic features 1in any
interpretation of physical nature insofar as - exlstentilal
thought and expression are concerned?

There are varieties of exlstentislisk as there are  varieties of

other kinds of ¥isms* and "ists.* I am aware of the difficulty

in making the clear-cit statement as to what an existentialist

1s. However, there are certain assertions that can be made concerning
the existential mode and person.

First, the existentialist 1is concerned with living, and, as such,
with the realitles of sensing and feeling. In the area of
sensing, the existentialist leans heavily on A sensorial appeals,
but doss so with the emphases on the 'ing"” or “progressive"”

part of tense and tense structure. The existentlalist 1s concerned
with "choosing,” "willing," "endurlng,'" Yagonizing,"” and other
verb forms indlcating process, ratheb than completion.

The existentlal mind is one that abhors the direct object. The
direct object admits of external standards or criteria. The
existentialist 1is *choosing” but not choosing someone, something,
some person, some event, some idea, or some institution.

For him , the awareness of the acting and sensing counts more
than the completion of acting or actiocon.

If, indeed, the existentialist does follow his™ -ing" statements '
with some noun or nounal, he does so for the sake of the ¥ process”
rather than for the sake of indiecating a transitive action. If
the existentialist is "choosing alternatives,® "alternatives" as
the word or as the samantic unit exist only for the sake of °
bringing "choosing” into play.. '

As long as the existentialist is awareness of himself as

"existing” and as long as that awareness has primacy in his

own personal response to experlence, he considers himself as
"free.” The awareness of all ~o6f his experiences could be better
put as ''being aware of his experiencing." To surrender himself to
the completion of an act, or a thought, or a sensatlon 1s to

give part of himself over to someone else or something else, at
least . He acts as though he must not allow the verb to have

a verb-completer unless such a completer would be one of
a nrocess or Eine! mAada Am Farman

)
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The romanficist is one who agrees that the personality in
experience with the world of events people, ldeas, things,

and institutlions has three Iinteracting claims and ingredients-
the worlds of thought, the worlds of sensation, and the worlds

of attitudes. His assertion, with its many forms and varileties,
i1s a direct and unequivocal one. The world of the imagination
which 1s equated with the world of emotions and volitions is the
world that is the most Important--~to him. The rationalist
makes another and different claim.

He agrees with the romanticist that the same kinds of experience
exlst for each and that the three worlds of thinking, sensing, and
emoting are there for each. However, his assertlion is that while
all three must exert thelr c¢laims, reason 1s, by far the most
important and crucial in dealing with experience, or; in short,
in facing life. Then there 1s the adherent to and of naturalism.

The " naturalistlec” individual agrees with his colleagues--
the romanticist and the rationalist-~~ as to the nature of the
world of experlence and as to the same three kinds of worlds that
are operative-mlnd, senses, and veclitions or emotions or
attitudes. However, the believer in naturalism asserts, shortly
and not uneffectively, that the kinds of experience are the
same for each , and that he agrees as to the three worlds of
sense, sensibility, and sensation. But, his vote, decislvely for
him, goes to the world of matter, to the sensorial world.

Yet, all three are essentialistic, not existential. By "essential-
istic” I mean the philesophy thatthere &r€objective and external
essences dominating and controlling all kinds of experience. One
essence 1s that of the absolute claims of the mind, another

of the absolute claims of the body, and the third of the

absolute claims of the spirit. The fact that the three schools
whilch encompass the romantic school, the rational school, and

the “naturalistic™ school differ only as to the primacy of the
demands of one part of the personality should be kept 1in mlind.
The romanticist, asserting the power of the volitions,will not
reject the reality of the world of thought. Nor will he reject

the reality of the world of things,:

The bellever in naturalism, assertino the necessity of - the
dominance of the world of the sensorial ,does not deny the
realities of thought and feeling. WWor .wilI the ratlonalist

ignore the claims of feellng and substance, however much

he may cast his election for the world of cognitions. Fach

accepts the reality of external clalms, claims _having.the force pf
reality beyond--and even pressing on—~-the individual,.

Now, the “classical tradition” is characterized by the same

belief that there are worlds of ideas, events, people, institutlons,
and ideas--existing and functioning in space and time. He also
believes that the three worlds of thinking, feeling, and sensing
are all that each individual has at his disposal in meeting
experience. The classlcist asserts that what is important is
not the mind as such, not the will as such, and not the world
of senses as such. What is important is that each 1s stressed
according to what kind of an experience 1s being handled by a
certain person at a certaln place and time.

1
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That is, in a "classgic” there is the feliciltous blending of
thinking, feeling, and sensing so that writer and reader come to
the conclusion that content and form blend. nearly perfectly
for what happened or what existed for that particular time and
place.

Now, existentlal statements cannot be in the tradltions of

the romanticlst, the bellever in naturalism, the rationalist, and
the classicist. They wrote and wrlte about experlence in such
ways as to indicate that one may respond to the worlds of
security, personal affection, power, and adventurs 1n certain
unique ways of acceptance, tolerance or rejection, but the
acceptance, tolerance or rejection are for themselves only.

The reality of all kinds of experience are accepted as exlsting
and having realities for different kinds of people at different
times and places. The existentlalist , whatever his brand,
agrees whole-heartedly with his position that to admlt group
standards and concepts i1s to make them a part of him, and that to
make any kind of external reality a part of one's own central
self is to surrender one's freedom.

Doing, thinking,K yearning, working, choosing, relecting. and
deciding are all that count, and all that count because they
-are not capturing some external force or belng captured by
some external force, “Loving' is vital, but™loving someone"is
frightening."Being loved by someone"ls even worse, Consclousness
of the process is that which 1s critical.

To say "I love him" or “I am loved by him” 1s, for each case,

for each exlstentlallst, an unharpy if not fatal condition or
posltion. To say that “I love him" is to ascribe the "I and

the "him"” in some definite relationshilp which hinds each to each.
To say "I am loving," or "I am loving him" is another situatlon and
condltion--~and for the existentlalist, an infinltely happier one.

The existentialist who is convinced that awareness of his
processes in the progresslvse "ing' sense indicates the fact of
"existing” finds himself in a terrible predicament. Hls entire
allotment of space-time, clock-time, and psychological-time
is utterly and entirely filled with moments which become real
to him only through the sensorial impacts made on his consclousness.
Further, hls predicament ig also one in which he 1s at the mercy
of the language of the essentialist. The entire array of religlous,
ethilcal, professional, political, economic, and social statements
are derlved from and grounded in a langnage reguiring 'the
major use and ucage of the transitive mode. When the mode 1is not.
transitlve, the mode is one which invariably furnishes the speaker
or reader with a verb completer which is often different as
to kind and degree from the subject itself. (Only the intransitive
15 Wlthout the verhb comple‘c-cr 'in Ene‘:-l ish,ngng Other 137]8119.3;9!:-)
" In the concluding paper on this whole aspect of the nature of
vhysical nature , language, and literary philosophy, T shall
make further references to this existential mode.



Qpzo-4-16-2

aan LG

c Cam Fap .; a
Johnson Universtiy ¥ ?wm.iw K, ﬁ

Morehead State

_ MOREHEAD STATE UNIVERSITY: BULLETIN OF APPLIED LINGUISTICS

Editor: Dr. Lewis W. Bérnes? Professor.of English

Volume V, Number - 14: Concluslon: “The Nature of Physlcal Nature"

There are “Christian™ existentialists and there are “athelistice®
exlstentialists. The former may see that physlcal nature is

some of God's work; only the work 1s dlrectly present, not God.
Such a view has not produced powerful literature which can rely
upon a statement concerning man and his problems. One can easily
see that such g view, 1f lliterature were demanded in 1ts terms,
would result 1n the poetry of a Hardy who would agree with the
statemenht on grounds of lndifference in nature-- or in the
poetry of a Housman who would consider such a view valid on the
ground that nature is hostile to man. Atheistic exlstentiallsm??

The so-~called "standard existentialist” is inclined to be

athelstic or agnostic. He does not so much stress the theslis that
God does not exist as he considers and urges that God's exlstence
is not an issue. He simply belleves that the.existence of the
indlvidual precedés essence, an essence which the non-atheist

would consider derivable from God. The athelst considers that
subjectivity is the starting and finishing point(s). The

atheistic existentialist would agree with Jaspers, for example,
that 1n knowing physital nature herself there are only objects—-
but. objects which admit of the possibility of knowlng or of belng
known. Unfortunately for the athelstic existentlallsts, this

view of physical nature 1s disastrous. The view which 15-disastrous
1s that which admits that objects in nature car know. The only

way they can knhow is to be transferred by chance action of atoms

to living objects. Once.this admission is made, then the
existentlalist can no longer preserve the integrity of 1ndividual-
ity. There is no proof that he can supply , no support that he can
seek, no ald that he can clalm, and no hope that he can have ..
that he is not, himself, the chance result-of an accldental
collision of the basie particles & matter. Thus, the existential~
ist confines hils vlews of physical nature to pnilosophic
discusslions—-keeping many of his views from nature. However,

such a piece of work as Hart Crane's lcpg poewn, T_he Bridge
embodies an attempt to deal with physical nature 1n terms of a sort
of atheistic existential theme or thesis. In the concluding look

at the nature of physical nature there 1s.a much brighter picture.

This view of physical nature is one which sees her embraced 1n

such ways that a classic may or can result. I define, for .this
instance, at least, "classicism' as that literary philosophy

which synthesizes heart, hand, and mind--with " hand"” representing
the world of sense objects—-in terms of thinrs, persons, ldeas,
events, and instltutlons 1n the right proportlon at the right tine.
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When Macbeth opens with the theme of
/When shall we three meet again/
In thunder 1lightning, or in rain?/

there 1s a happy integration of thought, emotion, and physical
nature. The entlre tragedy encompasses thinking with feeling

In terms of the three elements of sense, sensation, and
sensibility and does so in such ways as to reveal beautiful

add moving truths of mankind--the grandeur of a struggle in
which tragedy strikes a god-like man who would then become

cr be God. The magic of Margaret Mltchell's use of nature to
reveal rational and romantic qualities of her heroes and heroines
in Géne With the Wind 1s another example of the use of nature
in the classlcal tradition. T.S.Fliot's view of modern man as
seeklng only freedom from fear, not freedom for action, has found
a powerful expression 1n ®he Wasteland . For those who dread
being reminded of the grandeur that man could have, the first few
lines of the first section of the poer are unsurpassed:

April is the Cruellest month, breedlings
Lilacs out of the dead land, mixing
Memory and desire, satirring

Dull roots wlth spring rain.

Few passages can surpass the grandeur of theé language of physical
nature used by Christopher Fry in his Thor, With Angels . Equating
the coming of God and Christianity wilth the return of the men of
Rome and extending his imaginative personality to a blazing
personificatlon of physical nature, Fry's verse bursts the bonds
of ordinary life:

co s the nen of Rome
Returning, bringing God, a winter over, a breath
Of Green exhaled from the hedges, the wall of sky
Breached by larksong. Primrose and violet
And all fraill privileges of the early ground
Gather like pllgrims ftn the aisles of the sun.
A ship 1In full follage rides in
Over the February foam and rests
Upon Britain.

For perfect synthesis of soul, mind, and nature in the phystal

sense, there is little question that Xeats' "When I Have Fears

That I May Cease to Be® embraces all aspects of time, reason, emotion-
all of the macrocosmos:

When I have fears that I may cease to he
Before my pen has gleaned my teeming hrawn,
Before high-plled books 1n charactry,

Hold liks rich garners the full-ripensd grain:
When I behold upon yon night's starred face,
Huge cloudy SymRels of a high romance,

And think that I may never live to trace
Thelr shadows with the maglc hand of chance:
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And when I feel, falr creature of an hour!
That I shall never look upon thee more,
Never have relish inm she faery power

Of unreflectlng love! then on the shore
Of the wide world I stand alone and think
T111 love and fame to nothingness do sink.

In such senses, then, and with such sense, physlcal nature is the
inevitable part of all great literature.

We have seen and have heard the various interpretations that man
has made of physlcal nature. ¥While the majority of 1llustratlons
has been through the poetic mode, phydeal nature

is, to a degree, treated 1n llke respect in other forms of
literature and also 1n other forms of art. -

I pass for you, in review, the world of an inexhaustible

supply of material forms: nature as stimulating the sensation of
beauty, nature as useful through satisfying man's material
needs, nature as friendly to man, nature as indifferent to man,
nature as hostile to man, nature as good in a moral sense,
nature as both good and evil in dualismi, nature as evil,

nature as Iimmanent, nature as transcendent, naturs as immanent
and transcendent, hature as panthelstic, nature as a highway to God,
nature as the scurce of natural law, nature as reflecting man's
mood, man as reflecting nature’s moods, nature as naturallsm,
nature in terms of Christlan and Athelstic exlstentlalism,

and nature in the c¢lasslcal tradition.

1 close this set of presentations with the reminder that in
addition to the semantic aspects of linguistics, there has been
much emphasls on the tones of the language structures wlth
reference to different philosophles and interpretatlons involving
physical nature. Fach piece of literature will contain more

than one view of physical nature: thus, the tone plctures in a
language sense will be rich and rewarding.

Because of the signifli ant numbers of ways in whier and

through which man expresses his meanings in the various inter-
pretations of physical nature, teacher and student--and layman---
wlll poofit well from a phonological experisnce with the

verses of poetry and wlth the paragraphs of prose.
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Robert S. Yalther: Importance of Structure and/or Function in
Poetic "Phrasing," "Balancing," and “Clausing”

Josephine Miles indicated what reference to English Syntax can
do for EngYish Poetry. There are many ramifications to her work,
and many avenues which can be explorad--and are being exnrlered.

In summary and in short, she made a study of eras or cycles

of English poetry, commaencing with the fifteenth centuries and
running through 1940. She explored a thesis that there are cycles
in English Poetry, cycles which can be broken down into threae .
main classes: there is the phrasal kind of writing, the bhalanced
sort, and the clausal type.

While the length of the cycles is not immediately critical to
these observations, her cycles go, in regular rhythmic changes ,
from and through periods of 40,30, and 30 years respectively--
from the fifteenth century.

The phraszal type of poetic statement places more emphasis on the
aBjectives as pronomiral than on the verbs, all in relationship
to the noun. That is, the whole tdne and tenor of her work . are
centercd around the relationships of Adj-N-Verb . When there is

an emphasis in the direction of the adjective, we have the

phrasal statemant. lMhen the adjectives and verbs have a constancy
or 2quivalence, numerically speaking, to each other, there is the
balanced mode. When the verbt is weighted numerically over the
adjective, there is the clausal statement or mode.

Examples of the phrasal mode arz 11-17-7, whera the first pumher
refers to the adjective, the second to the noun, and the third

to the verbh., The balanced is indicated hy 8 ~11 - 8 . Here we

see that the numbers of adjectives and verbs are evenly weighted.
In such a ratio as 7-13- 10, we can see the 11/7 weightina of
the verbh over the adjective,

Mow, the thesis or hvpothes.as adopted by Miles 1is shown as
operative over the .450 _ years encompassed by the study's

range in that during different cycles there is a shift from
clausal to halanced to phrasal, and then back again, Mot all

major writers during the same period will he clausal, or phrasal,
or balanced, However,; a major number will be, Tor that neriod, °’
in one of the three categories. The information ¢given thus far is
only to 1indicate the scope-and nature of her study,
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Phrasal writing is that which is descriptive in nature. That is,
we -would expect to see well-devaloped and nowerful noun

phrases, with significant slot-fillina 1in the adjectival

class ranges. The balanced mode assures descriptions and narration
through the well-balanced verb phrase and noun phrase. In the
clausal statement the amphasis as to quality and quantity 1is
centered on the verb phrase and the “tnactive or dynamic modes.

Her key essay "Eras in English Poetry,"1 assures us that she is
making no extravagant claims. She points out that while the
40-30-30 cycles are reasonably well-defined there is some wavering
over the mid-centuries. ~She cdoes not claim that every philosophy
such as rationalism, romanticism, existentialism, anrd naturalism
have certain fixed and inflexible sentence structures which
separate one philosopy from the other. She does not assert

that diction or metrics are enough, in themselves, to distinguish
one literary mode from another . However, she does claim, and

the majority of reflective critics have tended to agree that the
ratios Adj:Moun: Verb dom® reveal a sequential pattern.

If anything, she has understated her case. The patterns c¢o recur,
and in their recurrence seem entirely characteristic to the

major spirit of "zeitgeist" of an age. The "sense of sound" and

the "sounds of sense" can never be merely accidental, The beginning
and ends of periods can be likened to the analogy of the extrems
swings of the pendulum,with the mid-periods +.s=:z%%7: a balancing or
restorine synthesis for cach period. The process can be measured
through the incidence of Adj-Noun-VYerh ratios for each wuriter

and for the qeneral spirit of a cycle,

There is considerable individuality within the ceneral mode.
“Clausal" poets, for example, indicate the clausal spirit with the
verbal force and thrusts of their statements, but zach differs
from others, and consistentlv so. Mhere ona "clausal™ poet may
have a rather constant ranae of 7-12-10, another miaht
operate through the range 8 -15~ 12, Such a ranqe is also
relevant and evidence for the phrasal and kalanced writers. There
is no intent and no effort made in this paper to give her work

in more detail . The reader is urged and dirccted to the Miles
essay,stated supra and footnoted below. HMany specific examples
are given, and the reader will be 1in no small degreec

illuminatad and better informed for his study of her work. Study
of the comparative .ranges for diffarent poéts during the same
and different periods will serve to give the reader greater
insight into the importance of measuring at least style from

the network of phrasal, clausal, and balanced Tlines,

3
Josephine Miles, "Eras in English Poetry," PHLA, Vol.LXX,
September 1855, Part I, pp. 853-875.
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At this noint, sufficient background has been qiven so that I

might raise three or four noints that nead consideration, First,
there is the obvious sungestion that the relationships as to
numbers of adjective and verbs with respect to nouns in the same
noet's work need to be considered. We are well aware that

an excess of verbs over adjectives indicates the clausal note,

that the excess of adjectives over verbs for the same condition

or poet indicates the phrasal statement-- and, of course, that

an equivalence of adjectives ana verbs yield the balanced statement.

What kind of writing or what quality of poetry results when

the ratio of noun to adjective or to verb is 10-5, rather than
10 toby or 11-7. Is the poetic statenient stronger in a ratio

set of 6-13-6 than in a ratio.. set of 8-13-8? Here we are asking
that we need to consider at what point the focusing on the

qua];ty of a thing is stronger than the focusing on the thing
itself.

I would suppose that part of the answer would come from the
nature or kind of thina, idea, or person that the poetryv is
defining or detailina. If the adjectival statements are in the
position to the left of the nounals, would a number force
of half of the nouns direct our attention to the nounal itself,
or would the small number act in an exclusive sense? These
are critical avenues opened for research and exploration,

Gne would believe that a set of verbs numbering five r vith
raspect to 2 noun set- numbering 11 would aive a diffarent tone,
temper, tenor, and timbre than poetic occasions- where the
numhers would indicate a vaerb set of eicht and the noun set of
elaven.

¥hat is revealed by and through the poetic art, syntactically
stated of 8-11-8 of Poet A and that” of the syntax stated

as 5-11-5 ? Does the cdifference go to reveal the unique styles
of two different poets, or does the difference focus on a
content and direction that demand the one rather than the other?
Certainly, I have no difficulty in considering either or both
approaches. In considering the latter, for example, I am

opening the way to pointing out that having a difference in

the ratio of the same kind of writing based on the ratio of

noun and verb and/or adjective points to the specific author,
to the kind of writina, or to both., I would be invited to

answer a question as to whether or not I would bhelieve that

Poet A might vary from Poet B in the sense we have spoken about
because he has something different to state than the other

poet. Or I might be brought to attention with the question

as to whether one could have the same message as to %ind and
quality with a variation in the ratios. Mow, this sort of question
can be anproached and answered because we can have this useful

and stimulatinn kind of measuring by syntax.
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Robert Walther: Further Questions on "Phrasal, Clausal, and
Balanced Poetic Writing"

As indicated in the previous issue, I am lookinn to Josepnhine Miles'
essay "Eras in.English Poetry” for new avenues of approach and for
certain problems. In’'the first issue or saction of my paper,

I.gave my interpretation of her general werk and its

worth and also opened to docr to investiesation of the .

"form". and “content" based on the adjective and verb ratios to

the nouns themselves, when different poets were not phrasal,
clausal, or balanced with respect to each other, but when each

being compared was in the same nmode as the others. Now, another

area offers some challenge.

Let us look to the nouns themsalves. He néed to consider, I believe,
the guestions of”structure”and"function.” Are we cdealing with
nouns by structure or with nouns by function? liow, by "structure,"”
I am talking about a “"pure®” noun. A "pure" noun is .that which is

by its nature; a "rnoun.” How, in talking ebout "structure,”

I do not talk about ‘“nounals.” But, in speaking abocut "function,”
I do speak about "nounals." The "al" indicates that the concept

of "used" is involved, WMow, then, A nounal may consist of a pure
noun used as a noun, or a nounal may represent scme other part

of speech used as a noun. In "Those horrible quilty,” fuilty"

is an adjective by structure, but a noun by function. I do not
need to labour the point by using others part s of speech as nouns,
for 1 am certain that every reader can see or conjure up such
examnles. But I do desire to point out that we might need to

know; in our working with the hypothesis "Adj-N-V " whether _.we
have in mind pure nouns- as structure- or nounals-which can include
pure nouns ovr other parts of speech- as function . UMhat

position would we be in ware we to consider not only the numeric
weinght of the noun, but the kinds of nouns- and nounals character-
izing each each example of poetrv or each poet, We would perhans
like to consider the number of nouns characterizing substantial
sections of one poet's art, hut we miaht faré even better in
considering how one noet is unigue in his use of verbs for

nouns with respect to other pcet's. or how strong he is in

seizing the adjective for use and usage in the nounal slots.

I believe that these-areas need to he “researched.”

Then there is the interesting question as to the (N-1) slot,
There is a place, in English Syntax, reserved for a pure noun-

and only a pure noun-~to the left ¢f the nounals . How many poets
malke uninnae uens and uecana in and nf Ffillinn this slnt?

e

g
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Then, in the noun count, has Josephine Miles -or her workers

taken into account the number of nouns stand1ng next to each

other in such a N and (¥-1) relationship--as in, for pxamn]e.
"fance posts," Here, we should see that the noun “posts"--
whather used as the subject, object, or ohject of a nreposition,
has to its left the pure noun “"fense." Mow, the ralationship here
is not adjectival, but, is, instead, one of classification in that
the posts are a part of the fence--in the same way that we micht
think of "stone gate" in such a way that we would be considering

a "gate" made of stone, or the stone as classifyinc the material
in the gate, We are not talking about attributes or qualities.

lle can see that some poets might well use this M and (H-1)
syntax, and, in so doing, give another dimension to the

ratios of Adj-N~V than may have been considerad in Miles'

work in "Eras in English Pcetry." I do not believe that we can
consider that each poet will tend to use the N and the (N-1)
slots and slotting in the same way and in the same degree. Then,
I would consider that the adjectives would be of some problem.

First, we consider the term "adjectival.” A11 of the adjectives
would be within the (N-2) range 1in our way of slotting in the
English syntax because the position to the left of (MN-1} is
reserved, in English, at least, for the adjectivals. Now, the
parenthesis does indicate that this slot is optional. That is, we
are not forced or compelled tn fill this slot; if we o, then

the location is as desirnated, two places to the left of the
nounals. Let us reconsider, for sake of review. The "N" slot

is ahligatory as to being filled, The (M-1) is not obligatery.
The (M-2) slot is not okligaterv. MNow, the (N-1)} slot must be
filled, if filled, hy a "pure” noun. Ry a "pure"npoun, I mean a
noun that is a noun by structure ancd by function. He should never
use the term “Noun by function" to describe the (h 1) words,
(However, we can speak of havino th entfre slot fulfill a
function in the English sentence.)

When we come to the (MN-2) slot, we consider the term "adjectival,
and we are concernad with the "al." We realize that we are speak1ng
about “being used as an adjective.” Thus, an adjectival may be

a pure adjective, or anothér part of speech used as an adjective.

This (M-2) sleot has several subslots. That is, adjectivals can be
broken up into different subclasses since some kinds of adjectivals
must stand in a certain relationship to other kinds of adjectivals.
For example, the adjectives of "size” cannot stand after the
"adjectives of shape.” We would say "large triangular” rather
than "triangular large." There are at least seven subclasses

of adjectivals to the left of the N and (N-1) slots. We can see

an interesting set of questions that we would 1ike to pursue, in
considering Miles" "Eras in Ennlish Poetry.” In fact, we can
consider this adjectival arranacement as worthy of concern in
makina any analysis of the short- story, or other kind(s) of
writing,
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There is little point of detailing these subslots in any
definitive manner because in all likelihcod there are more than
seven divisions we can make as to classes of adjectivals within
the main (N-2) slot. However, at this present moment, moving

from right to left, from closest to the (K-1) to the direvtion

of the last element in the (#-3) slotting, we wili =ncountér the
proper ddjective, the adjective of color, the adjective of

shape, the adjective of size, the adjective of age, the adjective
of value, and the verbs used as adjectives.

How, I suggest that we would neec¢ to consider the subclasses
employec. Excellence in writing is vartially indicated hy skill
in fillino the adjectival slots of coior and shane. Less important
are those of age and size. There is some need to consider the
quality and quantity of the use of the "proper adjective." In
the use of the proper adjective. we are usually involved with
employing a ~noun by structurs as an adjective. With reocard to
shape and size, we have no such other-nart-of-sneach problem,
When we come to the adjectival of value, we encounter such terms
as "cruel," "vicious," *kindly," "mean," and"genial ," among
thousands of words calling attention to traits.

I am certain that it would be entirely useful to know how many

value words are usec as adjectives with respect to theM and V parsofl
the ratio. Even more sigrificant would be the process of establish-
ing ratios within this entire (N-2) slot as to the kinds of
adjectivals used. However, in some aspects of these suggestions,

we would be far from questioning the gross or overall value of

the work done along the lines of phrasal, balanced, and calusal
writing. I would believe that we might shed more light as to

the different kinds of clausal, phrasal. anc¢ balanced writing--

in poetry--for any age land for different ages.

Hhen we come to the (M-2) slot which deals with verbs used as
adjectives, the matter may be somewhat more critical. I refer,

of course, to such statements or words, or phrasing as in
"....delay reaction,” "interesting experience," and "harrowing
torturingn and other illustrations where we have the present

or past participle forms to the Teft of the ¥ - anc¢ (M-T) slots.
I am concerned as to what effect(s) there would ba with
relationship to the verbs in the set Adjective-MNoun-Verb
cateqgories set up in the phrasal, kalanced, and clausal

category for lookina at the postic statements.

Mow, these observations are net directed in any destructive sense
at the work or thesis set un and accomplished in the work

“Eras in Enaglish Peetry." I would sucgest that they are logical
ancd inevitabhle-and healthful-avenues indicated for future and
further exploration.

I close by sugaestina some value in determining what kinds
of sentence patternina are employec¢, characteristically, “in the
"¥* part of her work, as for example, "to be," "the transitive,”
"the intransitive," and the "whole-part” verb constuctions.
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The English language belongs to the “Indo-European™ family of
languages. The wide and embracive phrase " Indo-European
Language" consists of a collection of hath theoretical and
reconstructed linguistic forms from which most of the current
European lanquages, plus most of the lanquages of Persia and
India, have been demonstrated to have descended,

In the early R.C, eras this language sonread in both east and west
directions, and, in the bilateral spreading, many modifications
were, of course, introduced. Thus, the languacge or dialects
brought to Furope from the original source grew into a large number
of 1anguages..whi1e distinct in many wavs, they have shown

kinship even in their separations. Yhen we remember the parts of
the world over which these languages have spread,; we understand

why these tongues ar e called "Indo-European." We note, in passing,
that A “1iving Tanguage" is one which is used in common speech;
while a Tanguage which has ceased to be spoken but is found in
writings of the past is dead, or a “dead language.” Hingy “and
French are 1iving languages-, and by the definition used here,
Sanskrit and Latin are, as language, dead. However, contributions
from them keep the ancestry—-alive.

The Indo-European family of languages, then, is divided into

two main groups, the Easternand the YWestern. These arc again sub-
divided, as follows: Eastern Group--Balto-Slavic, Indo- Iran1an (w1th
Persian),;Armenian, and A1han1an_; the Western Group-- He119n1c,
Ttalic, Celt1c, and Germanic. I micht sav that as for the other
languages of ,the civilized world, they are d1v1ded by . nh11010n1ets
berwnen the Som1t1c and Turan1an fam11y. e
The: Enn11sh tongue be]onos ‘to thn Gprman1c branch of the areat
Indo Euronean family of 1anquages. Tt ¥ the- 1anouaﬂe brouth

1nto Eno1and hy bands of 1nvad1nﬂ Tnutons who heoan to ‘come in
A,D. 449, ‘and for over a‘hindred yéars afterwards they still kent
com1no. They found in Br1ta1n Celtic inhabitanta .whom they drove
to the mogntainots parts of ;the isTand, Bede, the” old Enq11sﬁrlﬂ;‘
chﬁon1c1er; says that these 1nvaders Wer“ of three tr1hes-- o
Jutesg Saxons. and Anéles. Long before ‘the Norman Conquosts of _

AID. 1066, these Teutonic trihes Had pecome so welded together as °

a nat1ona11ty that they called their ad0pted country kﬂg1a land, Tand
of "the Angbs or Eno}and and their 1anguage fenalisg 'or Engiish.
Eng11sh, then, is the 1anguage brought into Br1ta1n by ‘these:
1nvauers. It bécame ‘the: preooanant ‘language ‘in South Br1ta1n_

as' ‘early ‘as the m1dd1e of ‘the s1xth century:of the' Chr1sta1n.‘=‘
era. From ‘that -timg ‘an £111 now it *Aas underaone manv chances.



Jouas g S AT e g
FO T e i L ...T.m....mﬁ. iy
B prewl 7

T N o PR : :
r L LN i W)

[P Y FeY

Py i e

e

P

Dyl
Tt g W

,._.:wm._.
.AH..M,.

repe

e

i



-~

i

Vol V., llo. 17 2

occasioned by its arowth as a living language. It has adopted

many words from other languages, and many of its modes of
expression have considerably altered. The language in its old

form was rich in inflections, but most of the inflections have heen
dropped and their function is now performed by prepositicns

and auxiliary verbs. Modern Enalish is, in reality. a develonad
form of the language brought into Britain by dutes , fnales,

and Saxons. At first sight there is no close similarity hetween
01¢ English and the Tanaquage as now used; but 01d English has

qrown into Modern English by aracdual chanaes, and the successive

stages of davelopment are easily traceable in Enc~lish literature.

Despite the influence of Morman French, and despite the great inflax
of French words into English speech, English still lived on the Tips
of the common people. The Saxons in Enclish simply far-outnumbered
the Morman invaders, Through the workings of the political aspects
of the early eras after 1066, the Norman and Saxons were drawm more
closely together. War with Franch e¢ngendered a hate of everything
"French." Chaucer's writing gave a mighty impulse in favour of
English; and, in the course of time, the so-called "Middle English”
dialects asserted their supremacy. But the Enalish vocabulary had
by then also become enriched with French words and with Latin

words. Norman French was itself a popular form of Latin. The

Norman invasion led to the introduction of many new words into

the Enclish toncue. Host of the words relating to feudalism,
huntina, law, and war came into Enqlish through Norman French.

With the revival of learninr--a result much bastaned through

the invention of the printina press and tha workinn of the "Reform=
ation,” a great numter of words from Latin and an appreciabhle
number from Breek were bBroughts, into English. Many scientific
terms were derived mainly from & reek, Because of the extensive
intercourse carried on by Enalish peopnles with the rest of the
world for some many centuries, therr have been many foreion

words of miscellaneous oriain brought into Enalish, English is
essentially a ferman languace which has become cariched in its
arowth by a very consicerable number of Romance of Latin linjuistic
elements, and by a smaller proportion of words from miscellaneous
scurces. The inter minnlina of German and Pcocmance elements

has qgiven to English a qgreater power of expressing more delicate
shades of meaning than can-or could be-found in a language
altogether Romance or altogether Teutonic., The extent to which
English has spread is truly marvellous. [lo other language,

ancient or modern, has ever pcecen so widely spoken. As the

German Tinguist Grimm (Origin of Lancuage) states:

English possesses a veritable power of expression such

as perhaps never stood.at the command of any other
Tanguage of man. In truth, the English language,which

by no mere accident has produced and upborne the areatest
and most noble poet of modern times as distinguished
from the arcient classical poetry (I can, of course,

mean only Shakespeare), may with all right be called

a world-Tanquage... In wealth, cood sense, and

closeness of structure;, no other language at this day
spoken deserves to ba compared with . it.
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There is nothing stranae in the fact that so many foreign
students should wish to learn English, or should need to learn
English, Many books found generally useful are written in
English. Valuable books in other languages are certain, today,
to be translated into English. The English-speaking people have
no monopoly of knowledge, but, judging by the language found

in various books, the English-speaking people desire¢ to obtain
knowledge from all sources. .English has, as we have seen, drawn
elements from many sources: hence, its copiousness of vocabulary
and 1ts greater power of expressing distinctions of meaning.

It is particularly rich in "Idiom.”

Under “"Idiom"™ I include peculiar uses and usage of particular
words, and also particular phrases or turns of expression which,
from long usage, have become stereotyped in English. A few
examples will make our meanin~ clear and plain.

Yhen we say of a woman that "she has a tongue;" we seem to say
something that does not give much information, only as a whole-
part statement on the physical level, That is, she does nossess
a tonaue in her head, and we are aware of the aeneral uses and
functions of the tonque. But, then, this exnression often
carries a meanina that the woman spoken of has a "scoldina
tongue," or a "sharp tongue," or that she is a"qgreat talker."

Again,"onj and "upon" are cemmonly equivalents and are usually
interchangeable, Thus we say , correctly, either "He acted on
my advice," or "He acted upon my advice." Or, we can say

"Madras 1is on the sea coast,: or "Madras is unon the sea coast."
But though we can say, idiomatically, "Carry on business,”
say "Carry upon business." The last statement is meaningless--
in Engtlish,

Further, many English verbsderived from Latin are compounded
of a Latin prefix and a Latin verb. Some of these verbs take
a preposition after them in composition, while others do not.
For example;, Yabstain" is from "abs" and "tenec." "Contain"
is from “con" and "teneo.” But "abstain" is followed by the
preposition "from", corresponding to the prefix "abs", while
"contain" takes nc following preposition:

Abstain from all appearance of evil.
This books contains much valuable information.

Many similar instances might be qiven. English idiom established
by usage"requires"that some of these verbs from Latin should

be followed by prepositiors and others not. Althouah no rule

has been agiven showina which usane should be followed in regard
to any particular verb, much modern research indicates that the
"nhonological" has first claim. In other words, the sound
complex tolerates or invites some following prepositions and
rejects others.

The matter of idiom will be considered further in the remainder
of the article as a part of Volume V, Number 18,

we cannot
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With todav's rapid researching a list c¢f prenositions can he
ohtained, and, with a master list of verbs, the Tanauage can

he doscr1bed in the sense that we can see how much "idiom"
exists with. verh and prepositions, Then, lookinn over the antire
range of verbs and prepositions in conjunction, one mioht
formulate the rules which permit or do not permit, or which
demand, or do not demand, the verb-crenosition relationships.

It is not easy to exnlain why we can say “make a journey" and not
"make a walk," hut must say, "take a walk.," However, if we -
had the entire range of such idiom, we coulid probably find scme
logic--psychologic- why such is the case. Why can we say of

-one statute that it is a "dead letter," but cannot say of

W

"we must speak of a Surgecns

ancther that it "is a"living letter."?0f a bird fiying, we refer
to "bird on the wing," and yet we speak of a man as "on foot"
and not "on the feot." We say that we should take "matters in
hand." But we do not say “take in hands™ or "take into hands.”

We have been known to say or state "stareone in the face,"
but not “stare in one's face." We do not say "stare one in his
face." We say "set free" and "set at Tiberty," but we do not
say "set at freedom." We speak of a farmer's "implements." But
“ instruments” and a carpenter's’
“*tools." Ye "call in a doctor,"” but we "employ a carpenter.”
Lay-a foindation,” and not "set" or "put" a foundation!"
We say "11vs from hwnd to mouth" and not "live from hand to
the mouth."" We say "upside down," hut not "dnwns1d9 un. '
ie can say-&ither "take hold of," or "lay hold of;" Nou, we can
say "take care of ," but not "1av care of, 'th must we' say
“take-care of"'and not: “kepn_r-ar1 of." Ve must say: that a tree’
"sheds its 1eaves,' and a hird: casts its foathors. Whv does
"do one a good turn" mean to do him kindness'? Long Gsageé
has fixed the idiomatt expressicn in each case, and from the
1410m we may not _swerve,

(Ed1tor S note. ) I believe that 1d1om can be descr1bed in the
sanse cf being more than "long usage.' But I would admit that’
Tong- usage tends® to encourage one statement wh11e kéeping others
that-are possible latent, rather than patent’ Further. I would
be11eve that a total view‘of all idiom--an awesomé- task-—wou]d
reveal certa1n tendencies in the’ Tanguage that ‘would need = °
more’ than " Tong usage" to° describe them: However, the writer,

of the art1c1e tends to def1ne "1d1om“ 1n terms of Tong usage

E® _ e - -
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Idiomatic turns of eXprPssion ara usually terse, forcible,
and vivid: the same meaning could be set forth in some other
wav, but not with equal force and brevity, It is the idiomatic
part of a languaace which a foreigner finds most ¢ifficult to master,
It adds to the difficulty that no reason can he given, or that
no reason is evident as to how or why a particular idiomatic
phrase has assumed its present form. When the English turns of
expression differ from those which set forth the same meaning
in his own language, the fcreign student is 1iable to go astray,
As a general rule or observat1on, an 1d1omat1c pnrase may not be
a1uered.

No other synonyms or synenymous word can be substituted for

any word in the phrase, and the arrangement of words can be
rarely modified. Any attempted change in the wording or
collocation will commonly destroy the idicm and perhaps render
the expression meaningless. Frequentilv an idiomatic expression
omits several words by ellipsis; but to fill in the words so
omitted would destroy the idiom. H ernce the foreign student must
be careful " to note the precise words that make up any idionm,

and alsc the exact arrangement of these words,

Idiomatic exbrossions are tn be found dailyv in the daily speech
of Enalish people rather than in elaborate, poI1shed compositions,
Likewise, on the rad1o, in. novels, newshaner, and magaz1no
articles, and books of trave], idiomatic turns of exnression
akound. The same may be said of the works of Defoe, Swift,

tamb, and others, whosa writing draw largely on the Anglo-Saxon
element of the language and 1ittle upon the classical. There

is a steady tendency in writing English to develep a simple,
vigorous, idiomatic style, and to get rid of stilted, high-flown
composition. In learning English idioms, or in using Enclish
idioms, we should study, carefully, good modern authors.

Periodicals, radio talks, and television presentations'may
also prove useful. We would say to those who weuld desire to ::

acquire the habit of using English idioms correctly tp "Read

much; note idiomatic peculiarities. commit idiomatic expressions
to memory: compare passages in which the idiomatic expressions
occur:; and, endeavor by translation into your own language

to find out the precise scppe and force of the idiom. ithen
opportunity occurs, listen to an educated Englishman speaking, and
emdeavor to catch the exact expression he uses. And write much,
getting the compositicons corrected if possible by an Englishman,
and attend carefully to the corrections,

(Editor's note). The author of the article is English, and, there-
fore, there will be some difference hatween English=English

idiom and American-English idiom. However , the operative
principles are the same. We note that the author is directing

scme of his emphasis toward the foreion student of English.How-
ever, our own native speakers are scarcely conscious of "idiom,"
and, therefore, any student of his native tonaue should also

be so instructed and informed.
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There is a need to give a word of caution. Good dictionaries

or reliable books which 1ist and explain Ennglish idiom must have
some considerable value. However, there is a sharp limit to

entire reliance on the dictionary or book of idiomd. The

student or reader will do well to test the idioms g¢iven by

using them on his fellowman, in his writing, or in speech of a
somewhat public nature. Mow, in a few brief lines, I will attempt
to give some useful divisions for anproaching idiom.

The first is that of the "contraction." Contractions in Enalish are
usually formed by omitting a letter- usuallv a vowel, and sometimes
a consonant- or by joinina two words together., Cantractions are
favored more in conversation than in formal expositionary writing,
A few of the contractions belong to noetry. In poetry we note

that the "v" is often elided. In idiom we alsc -pay attention

te interroqative f8rms. Ye miaht note that the nominative
occunies a different nosition from its usual> positon in the
declarative sentence The verb "do" is often brought in as a

verb marker . Then we have " particular words and .-‘peculiar
idiomatic meanings."I mention such terms as “shall and will,”
"should and would," "may and miaht,” "must,” "ought," "werth,”
"do," "become," and "call,"” “calls, or calling," among many

others.,

"It" and "there" have values as the. pronoun and adverb of

place, respectively, but they also have idiomatic value. I would

believe that there are fundamental values inherent. “in. éach word,

and that each requires a more systematic study than has been
previously the case. The next most fruitful division for study

s that of the "Idiomatic Adjective and Noun Phrases®--"absent-
ww'minded person;“appil&. pie orderb"animal spiritsi bodily feag’ﬂ

amonqg hosts of others.,

Then we can look at the "Noun Phrases,” such as "a beast of burden,”
"The Rook of Common Praver,® "a burst of apnlause," and"a
fresh lease on life." Then we come to “Idiomatic comparisons ."
These encompass such statements as "hlack as coal,” bhlack as
"jet," brittle as alass,"” "cold as charity," "cunning as a
fox," and "drunk as-a lord."” He move to "Verbs and Nouns"--
those that go in:idiom- . toaether: “cows low? “ducks cuack”;
"swans cry"; and “wolves howl." Then there is a sizahle section
or area of "Adjective Phrases." One or twc examples will make
the item clear: agreeahle to, apart from, adjacent to."

Then come large sections, such as "Prepositional Phrases" and
"Yerbs Followed by Prepostions.” Here we have such Tistings as
"abound in," "to act upon," "alcng," "among," amidst,” and

"act from." I trust that this paper has given some idea concerning
the scope and significance of the English idicms. YWe can

describe or enumerate them. Explaining them is another matter,

If you have mastered all aspects of the "idiom," then, as a final
effort, explain why we say "fall in love," rather than "rise in
lTove."
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The three maln things to look for in a method are selection,

grading and presentatlion. Let us stop for a moment t¢ consider a
matter of Lingulstics. There 1s little or no difficulty in
dlstinguishing between "method" and "content.” The = confuslon
enters when dilscussing "technique™ and " method." * One 1s not the
same as the other! In fact, 1t has been customary, unfortunately,
to leave out "technilque." Such should not be the case. In dilscussing
any Action or actlvity, the three terms, whlle certalnly having
Interdependence, are not synonymous, :

"Technlique”consists 1n the mastering of skills or unique attacks,
whereby the method is made effective, and functional. Content, to
be carried into significant relationships has to be carried
through methods., Methods, in turn, operate through techniques.
Technlques may be effective, the method poor. The method may be
excellent, but, since the techniques are poor, the whole affalr
may "not get off the ground." In this essay then, I am goling to
talk about "method"--primarily. : .

"Selection™ - shows, in our treatment. of linguistics, how much of
the language 1s taught, how, why, and for whom it 1s chosen. It may
include elther the most frequent, the most useful or the most
teachable parts of the language, or some comblnation of these. It
will consist of words, meanlngs, forms, and structures which
Operate together as a limited language.

Since 1t 1s not possible to teach all of this limited language

at once, something will have to come before or after something else,
Two methods may teach the same limlited language and yet differ
widely 1n the order in which they teach it. In other words, they .
may have the same selection, but a different gradlng. The gradilng
of a method 1s the answer to the questions: A. What comes before
what ? B. How much of 1t comes in at a time?

A.- What Comes Before What?

Doss 1t matter what comes before what? If a language is a system
and not a_  1list of words or a collectlon of cliches, it matters
much., It means we cannot start anywhere or with anything; for in

a system one thing fits into another, one thing goes.wlth another;
and one thing depends upon ‘another.

To teach a language thereforeg is to teach a growlng system. To keep
growing ,everything must ve kept functioning. To keep functilioning
everything must fit together. Everythlng that 1s added must have
some relatlon with what has gone before; it must be useful to teach

and useful to teach with, and 1t must be arranged so that the more
tearhahle nark of +he lanenace halna fansrh +ha laaca fasshashla nant
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Let us consider that we are examlning a possible text for a first
year foundation course 1n reading, speakling, and writing

English. I have before me a half a dozen such courses which I shall
use as examples., Let us call them Methods A,B,C,D,E,and F. There
will be space here to glve only a general idea of the beglnner's
text.

Suppose that we have already examined the selectlon (what the

course teaches) and that we now turn to gradlng (the order in which
1t teaches 1t). We shall try to find out how the course builds

up the framework of the language (structural grading), how the

words fit into this framework (lexical grading), how the meanlngs
expand (semantic grading), and finally how all this 1s put together
into a system (systematlec grading.)

It 1s useful to start with some sort of 1llst of the order 1n which
all this i1s taught. Since our texts do not include one, we shall have
to make our own.

Now with our llsts and texts before us, we shall try to answer the
following questions:

1. Do simple things come 1n before complex ones?

2. Does the more useful and frequent come before the
less useful and frequent?

3. Does the more teachable come before the less
teachable?

i, Does what 1s taught first make clear what 1s taught
next?

5. Are those parts of the language which are easlly
learnt together kept together,.anditkose which
are easlly confused kept apart?

Answers to these questlons will glve some 1dea of the
structural, lexical, and semantic gradlng of our texts.

Structural Grading

1. For simpllcity Senteneces A, for method, are better than
Sentences B.

Method A= Method B
1. I am hére Point to the plcture of an aero-
2. This is a man. plane.
3. He will take hls hat off the This is a book, 1s 1t not?
table, Yes , 1t is.
4, Now 1t 1s in the man's Colour thils square blue.
hand. Thls 1s a book, is 1t?

5. It 1s In the man's hand now.

Method A 1s the better of the two because 1ts sentences are limited
to the general slngle pattern subJect + verb+ complement.
Method B has different and more complex patterns. We should move to
the more complex after worklng through the simple patterns.
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Second, the sentences in Method A are more useful and more freg-
uent. The frequent statement forms of "A" can handle more
vocabulary. than the much less frequent imperatives and question
forms of "B."

In Method A the structure of the sentence, from the point of view

of teachabillty, can be taught by making it parallel to the
strustured’ the situatlon, In Method B only one structure

(This is a book) can be taught through the structure of a situation.
The other structures in Method B assume that the learner under-
stands the language already. For sentences which ask for

physical and verbal responses must assume that the person to whom
the order or questlon 1s addressed understands what 1s sald.

Fourth, how clear are they? Does one structure make the next one
clear? Method A makes 1ts structures clear by varylng all elements
together:
I am here.
He 1s .here.
or cne at a time: He 1s there.
She 1s there,
She vwas there.
She was here,
This variation cannot be achleved through B. Care to make the effort?
Finally, the sentences 1n Method A are easlly expandable--
In Method B, we are starting wlth expanded structures,
Now, under I.3Structural Grading, we have conSlder what we can call
(a) Structures. We will now consider (b) Structural Words.

(b) Structural Words

Structural words are those which keep the framework together.

They are hard to teach but must be taught first because 1t 1s not
possihle to make sentences without them. .They constltute about 1/3
(one-third) of the words used in most sentences.

Method C  teaches Method D teaches

this a " there . » what A e ~Y¥stlll has
is to and . do . a . 1n to
il from they you and they

that 1t here in the which

you on the thils are how

he off on where

she in but

Method C 1s better than Method D because "C "starts wlth general
reference words to persons and things that can be polnted to.

Then 1t meves to space word ( here-there) and then, In sequence,

to time words ( now-then).

(c) Forms.

Both the structural and content words ma} appear in different
grammatical forms.

Method (C)= 1is, my, your, his, her, glve, him, here, gives,these,
those ar e.

Method D= see, boys, getting, dressed, teeth, his, has, youngest,
day's. gladly.

We should be able to see that "C" limlts 1tself to one tense at

& time; but D brings in plurality through more than one tense form,
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In the flrst part of this paper, I took into account, as method,
"Structural Grading." The next grading to consider 1s that of
"Lexieal Grading”

it. Lexical Grading

The number of content words which form the bulk of the vocabulary
may be either caoncrete or abstract nouns, gquallty words, or verbs.
(a ) Concrete Nouns

I need highly teachable and useful names for things that can be
seen, touched, tasted, or manipulated I need concrete nouns
such as "hat, g "pencil " "book," combined with the words

"table ""floor,” and “shelf" for example, to have a concrete
statement. Method B does not use as many concrete nouns, but
tends to use wprds in alphabetlcal order, some of which .are
concrete, and some bbstract. Although there are many copncrete
nouns used in Method B, these nouns are less teachable and

less useful. Such words as "avocado, ant, and aspen” are not
Immedlately useful.

(b) Abstract Nouns
The main question here is this: are the higher abstractions based
on the lower ones, and are these, 1n turn, based on the concrete

words Whlch define them? They are in Method A, where, for, v
example, “apples" and "oranges,’ after ten pages, become frult,
which then combines with "milk," "meat,” and "bread" to become

" food# Method C has a useful treatment of abstract nouns.
Method B, wlsely enough, has few. Method D brings in abstractions
in haphazard form.

(¢) Quality Words

Quality words can be concrete or abstract. They do not need -

to appear in the first few lessnns, as they do 1n the less
desirable methods D and B. Yet those in Method B (blue,broun) are
more teachable than,those in Method D (intelligent, beautlful).

(d) Verbs

‘Methods A and C start with verbs like "give" and Yget" and
"put” and "take", with which a large number of objects can be
manlpulated. Method B has a few of these but introduces

less frequent ones. Method D 1nzludes far too many ,less useful
verbs in that they are much less frequently usad——belong,
"splash," and "patter" --for example.
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III Semantic Grading

Both the structures and the vocabulary of a language have meaning-
structural meanings and lexical meanings.

The dmp&rtant question in grading the meanings is "Are the
first meanlngs those whilch make other meanings clear?

(a) Structural Meanings

(1) Structures: Some sentences have a number of. structural
meanlings. For example the Subject+ Verb +Complement pattern may
mean that a person or thing

13
H

1. 1s identifileqd This is Tom

2. 1s located or described Tom is here.

3. does something to somebody Tom sent him,

4, undergoes an action Tom was sent here,

5. results 1n an actlion undergone Tom was sent a letter,

Method C 1dentlfles person and things before describing them.
Method A locates them before ldentiflcation, but-Method F puts
them into actlon before elther identlfylng or locating them.

(11) Forms

Some of the grammatlcal forms of both nouns and verbs Bnay have

a number of meanings. The additlon of the final“'s”in the
posse551ve case may mean any of the following the owner of a
thingZTom’ sbook,’ the doer of an actlonZTom's question,” the
receiver of an action - Tom? s educatién, a certaln typeda men's
shop # and a certaln measure-“a day's work: Method £ beglns

with the flrst of these, the most frequent. Method D begins with
the last.

(111) .Structural Words:

These can change the meaning of a structure Just as much as
word-order can. We can change the statement structure

"Tom is here " into a gqmestlion by replacing Tom-wlth the:
structural word "who" to give "Who 1s here?" We can also
state a change by writing or speaking "He was sent a letter,"
instead of "He has sent a letter.”

F -

Although they are often called "meaningless" or "empty" words,

these structural words have a large number of meanings. Let us take

the definlte artlicle "the."

Absolute unlqueness the sun

uniqueness within context the floor

limitation of context the book on your table

previous reference This is a pencll- the pencill 1s in my hand.
here the second"pencll' with its '"the" refers back to the
flrst.

In Method A the meanlngs are lntroduced gradually, one &t a

time. Ve can add, for example

any one go to the theater

all of them the boy 1is the hardest worker.

a definite part a bullet hilt him in the leg.

fixed unlt of measure - cheaper by the dozen

Methods D would use some or all of these, but not 1n the same

loeleal arder.
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(b) Lexical Meanings

Differences 1n meaning are most easily seen in content words,
Many have physical meanings which can be extended metaphorically:
"the mouth of a man," "the mouth of a bottle,” and the "mouth
of a river." 1In Method C we would start with head as the
part of the body and then, systematically, extend it to carry
the meanings in "head of a naili"head of a pin,“"and then
"head of a match.” We would then move to such statements as y
those which follow:'head of the family”,“heag of the ' school,
thead of the army” and”’head of the government. Such would as
true for verbs as for nouns .

IV Phonetic Grading

A graded system of sounds, stress, intonatlion, and rhythm

can be made the phonetlc counterparts of the graded words and
structures. Stress is just as much a part of the pronunclation
of sehtences as are the sounds of which they are composed.
Method C stresses drllls from the beginning. So does Method

A and Method E. The vowels most frequent in the
language should be stressed first.

¥V Systematlc Grading

If the method bullds graded words and structures into a system,
it will have to use words and structures which fit together.

The better they fit, the better the system and the more that can
be done with it. To find out how well they fit, we must answer
the followlng questlons:

Do words fit into managehble”familles? If we examine Method

A we find that they do. The whole goes with its parts: hcuse-
roof, door, windows; the object with 1ts attribute: sun-heat,

or 1ts complement: Teacher~ learners, school. Some words are
linked by a common denominator: hat and coat; ham and eggs, soap
and water, and knives and forks. We can have the interlinking

of events: Journey--train--taxi--bags-~tickets. Mwthod A

does thils much better than 1s true of lMethod B.

We then have the questions:
Are sentences arranged 1n sequences in which
every unit is clear and teachable?
each unit 1s based on the previous one’
one unit leads to the next: .
no unlt conflicts with any other:
all units combine into seguences of
inter-teaching words ¢
phrases °
sentences ’
meanings -

Finally, I speak of quantity. It 1s better to have fewer words
and more variations. If I think in terms of "productivity"

the structures and words which comblne into a large number
of sentences come before those which do not. When all these
matters are handled, the method is a graded synthesis of
graded structures, forms, words, and meanings.
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Let us sunpose that I have an idea of "closinc off" or "closin~ out"
somethina or someone, Let us sunnose that I think about this

matter of containment or excluson, I fipally come un with a »lan,
But the nlan kas to be realized, That is, I read to apnlv mv
decision about this "closino in" or "enclosina" in a narticular
situation, or for a set of situations, T Aecide that T will
"fence" myv propertv in, I'now need to consider with a creat deal

of care this question of fencinn,

-

Since I intend, physically, to fence in an acre e¢r sc of land, I
am nnt talkina about "shuttint out" ror "shuttine in" in an .
intellectual or emotional situation, I lay plans tn obtain so¢ many
fence posts of semé durable and inexpensive materials. Then, I
nlan to use wire--~barbed vire." I write out myv plans which will
invelve kinds.of material, the amount of different materials,

and a certain procedure now for-buildinn the fence, I would
gather that the fence, when complete, would be man-made. However,
the fance would first have been "thought” -made” or "thouaht-oriented,

Yet, I must he careful, I do not speak, here, of the thought
without the resultant blueprints, written or scribbled plans, or the
net result. I de speak of the fact that I could_have all kinds of
ideas in my mind, or on the Wp, or thounkt nlane. Rut, the fence
as a c¢oncrete matter, or illustration, or examnle, must not be
only from an idea, but frem a cluster of ideas, one of them that
of "clesina in." Then, toon, hefore the fence is actually there -

the theounht’ or ideas must have heen ultimately rediucible to

a series or set of thines, Mow I'can no as far as 7 desire with
this "fencinn in,” or with this "fencinn out," hut, if I Ao not
have thinrs, workers, and "know-how" then the fence will not he

nut un, "nce I see the fence actually "there." T can assert that
the fence could not have come ahout for this time and nlace without
the "idea" and without the "idea heina translated into concrete
renraesaentations.” Fow. apnarently, the fence did not make or create
the thouaoht which resulted in the plans or desians. all af which
brouanht into beint the fence, The idta of relationshins brauaht about
sets of events, intellectual, sensorial, ans ermotive., “e 'do not
have tr reach the point of actually., havine the fence, However.

if we have the fence,-itself, we can then say that the fence itself
came about only through ptans and desinns dinterpretable by human
heincs, and plans and desicns made concrete.
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Followino DPerret's line of thinkino ahout "exemnlification,” 1T
anree that there is some noint where we can say that a phenorenon
is "man -made" and another “phenomenon” is “nature-made.,”
Perret's urpublished naper on "exemnlificaticn" has the error of
failina to point out that "exemplificaticon® must first dnvelve
scme relatinnships that must be solved befeore any concrete
exemplifications can be made,

For examnle, Perret points out that an "orchard" is the result of
man's thought and that a forest is not. T here is merit in hs
position-- a position on important matters. It is true that man

makes the orchard in a way that he does not make the forest, There are
plans for the orchard, but there may be none for the foresti Yet,
there is tenuousness here., There is a man-madeness about a "forest"
that is not true of a "woods."

Then, I find that I must avoid Perret's anproach to "exemplification"
vhere he simply assumes too much. The most that we can say about

a2 bridre's heinc built from blueprints is only that the

particular bridae huilt must have come from a snecific set of
hluenrints, However, onlv too often, the Llueprints serve as a
neneral ryide or startina noint--although we weuld aaree that a
hinhlv-comnlex “Brida e could not he "huilt excent from hi~hly-
sophisticated hluenprints. Ir Perret's article and in the

adaptation of his artigle in FTC(XXVII,.?), he makes the stand that
exemniification, or the realitv, must be nrecered hv the fleginn

or the plan. I helieve that it is impertant te indicate ' that the
dimepsion that should he inserted here is that nf ensurin~ that

we know that hefore the plan there must have.been d rélationship

t hounht ahcut,-in the case of the fence, that of "¢lesine in,

Perret nres on tc sugaest that there is the need to nn te the
questinn of "time." He deoes sc in terms of past thrucht. present
thouaht, and future thought, He suacests that past thouaht has
aiven rise to present exemnlificaticn, that present thought

cives rise to future exemplificaticn, &nd that future thought aives
rBe, or will give rise, tc future ililustfation . Or, I put it
simply as saying that thouaht gives rise to concrete illustrations,
which, in turn, trioger present thouahts which can be realized only
in future time, in which future.time, the future details trigger
more thinkin~s for more future concrete detaiis, and seo forth,

Perret makes the point that we can do our thinkino vithout concrete
realization. On the other hand, the concrete details could not have
eventuater without previous TL's, or thought levels. Perret repeats
the thesis that "the plan nrecedes the reality, nct vice versa.”
Yet, the “real"” "reality,” nerhaps is this "fencino in" or

“crossina over” concepts that must have preceded makina plans for

or about 4&nclosina my land, or makinn Perret's brirdne,”

Then, toe, there is the prohlem with time, The trouhle with "nast
time” is always that we are talkine about this nast time in the
fleetin~ numher of seconds we must devour frem future seconds, or
elements of time, always flowinn, It is doubtful that there is any
such matter as "present time" other than in a purelv scientific

or timeless sense, or in the sense of the absolute, as in "2+2-=4.
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The trouble here is that we are forced to the general more than

we woulcd like to be so forced. Yhen I do look at the pwoblem toc be
solved-- for example, fencino in my onre and a half acres of land
in Cathem County - two and cne-einhth miles along State 165,
runnint in a northwesterly direction, I am forced to the idea

of "“fencin~ in" and not - fencina in a certain bit cr piece of
land. Instead of talking ahout the fence as havinn heen the
nroduct of bluenrint cr desinns, perhaps the concept of Havino to
enclnse a snecific niece of land c¢nomes first, That is, althounh 1
snon reach the point of considerins "enclesina® as a relationshin
or abstraction 1 has to first have had the idea of closinn in a
certain nlace , or thino,

Parhans, ™erret’s idea neede some rewordinn, I+ is true that in

a very imnortant wav, we must ~ive soma crecdence to the statement
that "The nlan nrecedes the . realityv, not vice versa.," Yet., it

is a reality that a certain hit of land needs fencino in, and the
land and the neerd for enclosing are the realities neeed to set

in motion mv contemplation of "“encldsipra," That is, hefore

the bluenrints can he written or pronounced, two ineredients are
required: the reality of a nroblem which can be visualized in
concrete terms and an ahstract consiferation to solve (fencing in).
Then, from these elements will come the specific plans or blueprints
from which the { fence will be mace,

It is true that much work is beinag done along inductive lines,.
Proqgrammed texts, programs for the computer, and much of

modern mathematics indicates this approach . I marvel at the need
to have to point out--along with Perret and others--that there

is an éxemplification direction as well as an ahstractive one,

It is true that Korzybski pointed to the rnad that reprasents
the "semantic i{process of abstracting.” Ye cannot have one without
the other, It has been known for some time that the scientific
method is not the "incductive" method, But it should he tabored
increasinnly +that each comniements and denmands the other, and that
the scientific methot must include, always, the inductive view,

I have heen workinc, indenendently alona the Tines of thouaht

of Parret's "Exemplification.,” Perhans T havae henefittes somewhat

bv lookine at th e problems in materials or naints of vier alrerady
set out, in ~Perret'swork. 1 nead to noint out that " Parret,
uncderstandahly enouch, needes to use certain svmhols for clafkitv,
His (SL) stan”s for symholic level, or "thounht," The (0L)

stands for thes concrete examnle, "F" stands for thousht F/n¢

the barred "E" stands for nonthouaht, He considers, usina the term

"primary stuff” that exemnlification, or the coancrets nroduct,

is secontarv, ancd that thoucht (T) is primarv. He indicates that

wae ohtain thoucht (T or E) from the symholic level (SL). From
Thoucht (F) or from nonthoucht (F), we can ret "T"--in the
abstractive firection, Yithout lookin~ at the importance of makinc
distinctions between "E" and "E", Perret does not “Aefine the

vital* sionificance. or direction of his "nrimary" an¢ "secondary"
stuff values. As I nave indicated, his (SL), or symbolic Tevel,
involves a “nrocess” or "relationship" level, one brought about

by a specific problem. And where and how this specific problem

is to be defined and detailecd is not known- as I have indicated,

It is much easier to say, briefly, ‘that we can abstract, or

arrive at oeneral principles, from either thaught or nanthought
levels., (This view will be concluded in the next issue).
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It is inevitatle that we consider more than fences, bridces, and
parade arounds, and that we cconsider the matter of behavior,
as Perrat “oes. However, I helieve that I need to :define "behavior”
for my purposes.Perret considers any total act a hehavioral act,
anparently, If Jdones; for example, were to think abcut onening a
pub in Chelsea, andhe were also to think about openina the pub
under certain conditions at a certain time, his actual acting and
action in opening the pub at that place at that time woul. be
~Behavior,” I would accept such a vide view, assuming however,
that I would need to inform the reader--as I do-- that such a nlan
ana such an act --called"hehaviorV-is not within the context
of beliefs+ somdtions eguatina attitudes, {(From a literay sense or
from a psvchological sense, I would no on to sunaest that !
consistent attitudes develeor what would or sheould ke called
"character?y) 1 Ao think that the wide undefine! exemnlificatinn of
human behavior is a bit of a nrohtam sinca hehavinr, as a term,
gemrallv conjures un scme amotive asnects of man in action or
reflection,

Parhaps indicatina what behavinr is not will aie in apnrnachinn
this matter of exemolification., Tt would seem that anv comnleted
act cruld he called hehavier--if we ware te reject . anvy comnleted
act the rasult cof s~me inveluntary reflex eor reaction, AT11 that
Perret uraes at this point is that ene thinks aheut a situaticn
and censi“ers whether he will or will not react in terms rf his
thinkino, At scme "future time level? there is a behavioral act

as a result »f scme time-level thounht, Perret 1insists that

the "behavior" is secondarv and not primary .

It is temntino to indicate that behavicr is secoandary, and to

accept the Pervet view that tc consider behavior primary is to

make a common error in reasonrina, But there is the matter of cause
and effact . Even when the time Tanse between thousht and act

blend into a time so very close as to have the one follow the

other rapidly, it is difficult to assert that the thinkina is the
‘cause of the action, or behavior. Hith any time lapse, the use

of such terms ." orimarv"and"secondary"in distincuishin~ thinkinn
and the exemplification of thouaght is somewhat doubtful in value.

‘Apart from the real question of "cause and effect," we also have
the prohlem of havina a different individual at the time nf the
behavior as distinct from the time of the thousht, Past traces

of neural experience, chances in hodv metahoalism, and the matter
of considerina the thinkinn, feelina, and sensorial elements
at a niven time would make for a'suhbtle an” touah set of
thouahts and actions actino unan.any different noint at one times, ¢
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It would not hbe easy. in virtually any situatior -+to say at any
time "here was the thought® and "here is the behavior.” When we
consider the literarv exnerience, or the emotive experience in real
life, we realize that the total behaviorial act (molar behavior)
may sprinc from a vast number of factors cecalescing at one time

ant at one place, Hany of these elements mav have been simmering

for days, weeks; months, anr, perhaps, even vears.

Maor can we raduce the elements of an act of behavior to Aiscrete
and hasic elements, as we miaht well (o with a transformaticn in
arammar, Perhaps we couls? say that "if" there are no sharo

neural chanoes, the thoucht as (T) may he exemnlified as the

act, as " nr," Apd vat, Perret's thesis is not without considerahle
merit,

I believe that it vould he more fruitful to censifer that man has
oprohTems which usually have to be Adecidart or resolve! in some
cnncrete_form: Keenino nPoole cut of nreoperty is a nroblem, an
keenina pneople out of one's cwn nrﬁner+v is a specific nrﬁbTem.
Froem the snecificg - df -the »rehlen an' -frém:-its cencrete uraency,
I must ennane is some consiterint of relationships~- here, for
example--"keepinc out" or “keepine in."

I wouls suppose that the concrete fence that was built would

be the result of not only thought, but alsn of the concrete
prohlem I had to resolve in the first place. Mevertheless, Perret's
direction 1is obvious anc valuable. He would assert, as would I,
that axemplification from thouaht has as much value as abstracting
from the concrete. I would consider that each coes on in complex
relationshins all the time . However, it is true that we can

focus on the direction. The next step taken hy Perret is that of
claimina that if A were to s2e B performin- an action and if .-

A were to realize that the action was secondary stuff and notf
orimary, he would realize that he is conscidus of B's agtions.

as an exempiification of some thouasht {T)v 1v h# wérd o believe
that- the action came hefore the thouaht, he would be unconscious

of the fact that the action stems from the thouaht, or he ‘would

be incorrect. The nrohliem here is that "erret is not distinauishinn
hetween an erroneocus judament and nure iannrance of the fact

Then , there is B to consier, "B" mav or may not he conscious

that his actions stem from his orior thounhts, or ke mav actually
ha mistaken., Presumably, we are to start with the assumntinn that
each intividual must arfmit that action stems frem thouoht ant that
each individual must he aware of the correct order.

I believe that thw "fences" can be men-ded hara, We can make the
assumption an can make ~ut a qcnd case for the assumption that

some thouaht and consideration precede, in some linked dearee.man's
behavier, We do behave,and we behave about somethinm , But the
admission will have to be made that thoughts and actions are
difficult customers if we try toc assert a definite ifea as br1nq1nq
about a definite action.
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Perret's next move is that of workina out a macrnsconic-
submicroscanic series of stens throuah which ope moves from the
first notion or idera tn more Adetailed and more cencrete items.,
Startina with the hroacdest nction as Ty abd-mavine Lo the more
shsecific thought items as.Tp,.we:note that the subscrints for

F increase as the subscrints for T increase. 7 would not subject
Parret's analoav of the carrenter and his notion of buildina a house
to too close a scrutiry. For, in all likelihoos, tkr notion is not
that of the carnenter. In nearlv all instances, the carnenter may
well he simrly rearding the hluernrint, Vould-be nwnerS the
entrenreneur, the architect({s), and others nrlay comrlex roles
hefore the final Px‘”h11f1cat10n.

However, it is true that were we ahle te serarats out each

concent in working through the various levels and in terms of the
many individuals involved, we could accent, even if uneasily, some
thesis concerning the thought (T) and its exemnlification (E). Ue
would hava more of a problem in stressing or nrovino the concept

of havina sach individual conscious of his hehavior in terms of his
initial thoughts about the .-action., Perret next stens bholdlvy to the
"diachronic” scene in suqgaestina that the nattern of exemnlifying
from stage to stage throuah the initial thought to the 1n1t1a1

exemnlification has occurred often in history. e c

Parret uses such examnles as the nreat pnvramids of Eaypt and the
Great Wall of China. T cite channes in war, charaes in

mass media, an<d changes in crons themselyes as beino cases at noint,
If Perret hae started out with the sugnestion that we can sreak
ahout the tendency to have thouaht nrecede action , leadinn

to exemnlification, some of the ifficulty with his concent can
he avoidesd, When he comrs to the close of his raner, he “oes
suaqnast that we can srneak of movina frem T to F as heinn less
and 1ess abstract, ant of movinr fram F to T as beinn moare and
more abstract. Mow, cut nf the i'eas came exam~les, From these
examnles or illustrations, man has cdrawn conclusinns and has
derive” ceneral nrincinrles,

The questionina of Perret has heen directed at his oversimnlificaticn
of the nrecesses. Alsa, I have indicate” that before (T), we

should have some symbol indicatins conscicusness of a snecific
problem, a prohlem entirely concrete., Thus, we micht say that

we move from C of an S P to (T) thought, and thence through

CD's (concrete retails) to the thing itself (E), or exemplification.
H owever, thinkina and exemplifvina are coing on concurrently.

Hhat is Perret's specific aoal? He Aesires to show that we can use
the process of exemplifying to inculcate "gecdd Attitudes--

in ethical and religious senses. That is, let us supnose that we
have a hroad concent ahout the diqnity of man, Over the years

we have, diachronically, develorned the concent 1in terms of

examples, concrete ones. The examnles can he made egual to the thought

and, imagining a series of “luenrints of fine examnles being
eaual or condgruent to the thouaht of them, then we mav continue
to imnart them to our colleagques, children, and fellow-citizens,
However, we mirht keep in mind that we can de the same with

Tess rlesirable concents and examnles--whether huildinas, laws,
or nenkle,
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"hether thev are in the first form, seniors, ~raduate students,
editors, or some other KirAs of individuals subiect to some

kind of instruction~-in this case, comnosition--they have to use a
lanquace., Presumahly that of their native tongue: . The huildinc
hlocks of a composition are those of words, and the functional units
are what we call”sentences.”

Like all other words, each carries different meanincs--in some cases,
many meaninces, If I am to write a composition--I could vield up am
oral comnosition-- I rut down words in a certain order, or in cer-
tain orders. In so doinao, I have ir mind some thincg or idea that

I either desire to relieve myvself of, or which I am compelled tO
‘treat, Nearly all instructors will agree that there is an,
“intellectual exercise involved, and the intellectual exercise is
that of oputtine words and sentences in order, with the supposition
that behind the word or sentence ordering there is.a "content”
orderin~, That is, I would assume that there is some bhody of inform-
ation that needs to be imparted.

In the "real” world level, writine comnositions can bhe a matter of
necessity where writing them enahles John or Henry, or ¥liza,

to a make a livina. Either a sufficient number of readers have to
read, understand, and "huv,” or the commositions fail, Or, nerhaps,
a sincle individual needs to be convinced Or told in writina akout
a certain thina, idea, or nerson, or about.certain attributes

of thinms or 1deas. At any rate, writine comrositions in the world
of affairs, outside the classroom or "fun" situations carries with
the actual commositions the necessity for a conviction areater and
vider thar that of the writer, ' '

“hether I am writine a lecal hrief, a sales renort. a description

of the rolitical scene, or treatise on wormen's hats on- the
rrasent scene, I feel the serse of urmency to communicate., Mow,

T may be in the nosition of simrlv civing mv views. Pere, I am not
talkin~ aktout "sellin~" mv vievroints. The »oint to he made now is
that there is a "rrice” imrosed. The rrice is that ' of succeedin~

in my writine. Mow, what is the =~rice in a classroom situation? The
nrice is that of "~rades." The one to he convinced is the crader

who may or who may not he the one teachin~ the class, the one doinr
the instruction. The whole concert of jud~ment and ~rice surcests
that we are involved with a came, and that the came has rules. We
have to learn some rules,and we have to know the nature of the game.,
That we do not write better than we do can be indicated by the fact

that we really do not work too hard and too lonag with writing.
MIFAR E Aanr Aroamrnai F1ian ~cAamag in Fha aral Farm. :
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Ry contrast, we note the ~reat affort, the careful effort, and
the devoted effort made in learnin~ the nature of s-orts an”?
in learninc the =skills essential to ~lay them well, Foverer,
i¥ we care to think about the matter at all, we will realize
the tremendous and »ervasive natures and sco-e of comrosition,
in contrast to the limited nature of a smort. VYet, to cet the
"foh done” we must estahlish boundaries. W& must he ahle to
take a cood look, e must see what “com-osition” is,

(om~osition is certainly an orderinc of words into sentences and
maratra~hs all for certain m~urroses. Let us look at the"word;

for a moment, The lincuist will tell us that a "word® is a free
mornheme, He will further indicate that a free morpheme is that

unit of meaning which is capable of standing alone to carry meanings.
It is the "s™ on the end of the werd '"meaning’ that may cive us
some trouble, (If a "mornheme” is not free, it is"bound .* If it is
"honnd,” the lincuist tells us that it needs other bound or

free mormhemes to carrv certain meanings for a cettain oral or
written comnosition for a particular time and nlace.)} Then,there

are lincuists who will tell us, correctlv, that in Fnnlish , a

word is that which carries a »rimarv stress and which has at

least one vewel:"man," "macaroni; and “a.”

Then the lincuist--and,we trust, others-- will indicate that a
sentence Aces consist of one or more words. These words are nut
tocethrr in a certain ordar characteristic of the »articular
lanmiare used, "ord ordarinm-svntay--in Fneclish-~is hv nn means
very flerxible, Some lin~uists well-trained in the rnhonolo~ical
asnects of lancunare indicate that a “sentence is that which
consists of one or more words whichk on utterance ends with the
fade-out of the voice.

Now, the rules of the ~ame su~cest certain koundaries h=vond

those indicated. There must be "words: trare must be word-ordsrinc
resultinc in sentences, and there must be socme conventional svstem

to indicate when and where the words and sentences end. It is
ascumed that thes formal €raining we call "education” has furnished
some basic information and wnractice with these units and boundaries.
If not; perhars we should start with them.

Now, we need to look at*houndary” with respect to words. "ords

do carry, for everv landquage, different meanings for each. Some
words carry more meanings than is the case with other words. The
range of meaninas that a word can carry--ur to the time of being
nlace@ in a certain ordered form-can he found in a good dictionary.
The less comrlete the dictionarv, the fewer meaninos we are to

find for each word. Because the experiences of individuals

do vary, the number of meanincos that may occur to ° one rerson may
not be the same that would occur to another individual. Then, too,
because of the exneriences of one rerson, a narticular word may
carry onlv one meanine; while, to the writer or to othber readers,
the word mav carryv different meaninas., The " egross™ roundary of
a word is the total number of meaninrs that word can carrv. The
snecific or ninmoint poundary ¢ is that which : the word carries for
the reader or writer in a srecific ceontext.
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Of course, we know from exrerience that words do fail us,or

we can fail them. Words have, for examrle “sound” boundaries.
Certain sounds or kinds of sounds indicate one meaninc or one
attrihute, rather than another. If I were to attempt to stress
“rower," I would not .use the word F fluff,” If I were to

anneal to the feminine mode, I would not be dismosed to use the
term "smash.,” If I were to set out a series of words which,
tocether, would agive a euloristic note, T would not use the set
of words "mean, crafty, cunnino , and calm." 0Of course, once we
have estahlished the nature of words and sentences, we have to
look at houndaries accordinec to the nurnose(s) we have in mind for
the crtmrosition. We can see that in enmmnsition we have to concern
ourselves not only with the. houndaries of words and sentences in
terms of ~honolocv, syntax, and mornholocv, but also with an eve
onen to the nature of the reader and writet, Fach is, hv itself,
an awesore mnatter or task.

what is the nature of the sentence? As T have indicated,.the
sentence mav rance from one to manv words. In Fnolish, at least,

if a sentence has one or two words, we can assume that the ellirsis
resultin~ in the comrression indlicated by the one or twoc words

is for the rurrcse of aivinc rreater emotive immact to th e
communication or utterance, Generallv., the oréater the
comrzession. the shorter the utterance. The shorter the utterance,
the creater the ermotive immact. If the Encalish sentence 0mens

with an adverhial clause, an adverhial ~hrase, an #inag" word, or

an £-a2d® word, the slower the race of the sentence. and the less

.emotive the imract. Cenerally, if the sentence ends with the

adverb by structure or the adverbial by function the creater the
emotive imract.

If the verbs in a sentence are lona and of the nature of havine a
Latin -refix, the more thoucht—evokinag the statements tend to
be!"Fanrv co-itated ¥Tor'zom= {i ke, ~-erhars an hour.” Sentences
containins such ¢ ohrasinc as ¥ on the other hand,” "having this

in mind," for this reason," or "even thouah we crant,” tend

to be thouaht-nrovokinc, or thourht-evokine, Here we have a set

of boundaries relatinc to the kinds of words, phrases, or utterances
in terms of havinc statements thoucht-oriented or emotion-oriented.
We each need to he aware of these elements, and we need to rnractice
them. Tf T desire to cive a swift or rushin~ effect in

my compositions, T would be wise to stav away from thoucht-oriented,
thonaht-evokin~, oxr thouacht-rrovokins utterances. I wruld also

do well to stay awav from such words as "bash,” "rerambulate.”
“"erush ," "smooch," and “"harrass.” That is. T would need to avoid
"nhonolorically-lonc® words. ( Adectives are cenerallv
rhonolo~ically-lon~.) T would dn well tn use certain rrerositional
nhrasine-"on the way} 8own the hill}"on the fold."” "mn ™onan's

rill +---amont others. I would sur~est that each rerson desirinr-

to understand these matters more fully should read aloud and
hecom~ sensitive to the ~honolorv of the word and sentence.

Then, too. there are different kinds of sentences, each settinc
some sort of a boundary. We need to consider these torether.
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There is the “an®" sentence, Here we have the additive sense.
In'this “Sentence we have the concent of addinc things or ideas
torrether, If I discuss the hakin~ of a cake, I would use the
"and" in the sense of takin~ certain sters or mixine: in~redients
over time, a chronolocical sense.

Then I have a sentence of subtraction or ne~ation, or whaf one
can call a "no,” "nor," "not.” ot "nerative"” assertion. In’

this kind of a sentence we can find words other than "no,"
"not,6r "nori” We can use “hardly,® “scarcely.," or "but.”

In En~lish these words carry a sense of nerative or gubtraction.

‘Then there is that "conditional®™ utterance. e have the “if,..
then® assertion, "If i+ rainz, we will find ourselves pushed
inside the crowded . hallways." Then there is the concent

of "it is false that,"” or, otherwise stated."It is not true that.”
"He is a bad man." Or, "It is false that he is a ~ood man."

Perhans there is some surnrise that I do not sreak of the

simrle sentence, the comnoun® sentence, the comnlex sentence, or
the commound-comrlex sentence., Txcent Tor the first,they. come from
addinr in sequence or svntactical orcder additional thourhts to

the first thon~ht. There is little »oint in enumeratinc these
sentances if thev 40 not serve unicue funetions. Tt is true,

of course, that a comrlex sentence is surresed to indicate

reasons or conditions in a wav that a sim~le sentence cannot.

Let us surmecse that T have a thoncht exemrlified hv I like her,”
Then sun~ose I have another thourht exemnlifis? kv "che is rich."
If I desire to indicate that my second thouaht contains rroof

for one of my reasons for likin~ her, T ther sav "T like her
because she is rich.” I use a rointer, marker or si~naller
which tends to assert a reasont®hecause,” T cal: such a

gentence a -"com—lex sentence.” I define a com~lex sentence
accordin~ to stiructure--what it is-- hy statlnc that when a -
sentence has an indemendent clause and a derendent clause, I

have a com»lex sentence, If I have two inderendent c<clauses, I
call such a sentence a "comround sentence."”

The beauty of structure is a certain ease in definition,

One indemendent clause+ a denendent clause = a comrlex sentence,
One inderendent clause + at least one more independent clause =

a "comnound® sentence. If I have one independent clause, I have

a simrle sentence. By structure, then, I can tell the differences
amonc ."simnle,“comnlex, and "commound sentences.” Now, having
worked from the viewpoint of structure, T move to function,



i~

alker-continn=d

Ve now look-at our diffesrent kinds of sentences accordfin~ to
the traditional format of comrlex, simmle, and comround
sentencas, Is there somethin~ ahout the “comrlex” sentence hv
function which Aifferentiates this sentence from tha functions
of the simrle and commound sentencas,

I car run into trouhle. I can have a cluster of comrlex sentences
indicating cause, or reason. T can also have the same effect

in a comound sentence or in a simnle sentence by includin~ such
rhrasine as "for the reason,” ¥ considering another rvoint of
view," "and takin~ that asrect into account,” amonc others,

It is true. of course,; that comolax sentence structures do tend
to adive reasons and conditions to a ﬂreator decrree than is true
of the other «vatritétissz-

More sirmificantly, for one who still desires to stay with his
traditional arrancgements of sentences as simnle, compound,
comrlex, and comnound~-comnlex , one could determine their
functions more usefully--if not their structures--hy considerinc
the total rhythmic mattern for each of these traditional kinds,
Perhans it is better to set the houndaries of our sentences
alon~ the lines of "and," "tmt," "if,.., then,” and "it is false
that"” or "it is not true that” utterances. There is one rrohlem
that could come un. That rrohlem stems from the real rossibility
that all sentences without the ratent "if...then" chrasinc
are reallv derived from the "if,,.then” conce»t, Iet us
considar the staterent "I shall he here tomorrow."' Ts it not
true that we are savin~ ""If all T envirsace occurs. then, I shall
be here tomorrow"? In mv sentence ""e shall nlav Mavton for
the foothall chamrionshin tomorrow ," the "if" would arrmeavr to
run alonc with the assertion. Further. in order to he akle to
make such a statement, an "if" bhad to re resolvad. The “"if"

that had to he resolved must bhave involved defeatin~ all others
who cnuld have been in a »osition te ~lav Davton for the
cham~ionshir,

Mevertheless, we dror, c¢nnsciously, or unconsciously, many.of

the "if..then” elements. It is o-en to the reader whether he
desires to set his boundaries as to sentences alon~ the lines

of simmle sentences, comrlex sentences, and comround sentences,
or alon~ the lines of "“and,"” "but,” "if...then," and "it is false
that" or "it is not true that" -hrasinc. Then we come to other
kinds of boundaries. Do we desire the "descrirtive” mode, the
"narrative"” mode, the "ex-ositionary® mode, or the “rersuasive"
mode.

How do we define the "descri-~tive” mode. Well, one ~ood rule of
thumh is that if nothinc bha—~—ens, we are in the realm of
descri~tion. If I say "He has a ~ood color in his face,” I

am , traditionallv, descrirtive, If I sav that an act takes volace,
if T detail the act, I am, traditionallv, in the narrative mode.
Thus, the statement " Fe ra2llored over the lea" is in the
narrative mode hecause of the action, "He has larmse hands”® indicates
the descrirtive houndary . "He raised his hands™ indicates the
narrative houndarv., Put. what ha~~ens when we sav that"the

sun sets every dav"? We can have a ~rohlem with descrirtion and
narration when the assertion tends to he one of a habitual state,

3 X IS L2RATTT-
a scientific truth. 1
inhnson Co mdan L”‘r”

Marehoad Craea 11,
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There is a more accurate way of determinince the "descriptive®
and *narrative” modes. If the slots in the nounal phrasine

are filled, the sentence will, most assuredly, be weishted along
descriptive lines. If the slots to the left 6f the verb are
filled, there will assuredly be strong narrative notes. Of
course, we can fill the slots in the ncun phrasinc and also
those to the left of the verb. But, when we do, the sentence will
advertize itself as one poorly constructed,

Then we come to a kind of writine called Yexnosition.” If we
assert ; explain, or detail, we are,; apmnarentlv, in the

exnository mood or mode. Such a sentence as ” John Peacock
discovered the reverse hlockir~ matterns” indicates the exnository
mode, If I sayv "A1ll men should or must he humhle,” T am

in the mode called mersuasion or arrumentation, There are some
writers-such as Sidney A Moss. Ravel M. Prunley, Johnson S. Parrell,
and A,S. Hornby-who are content to su~cest that all writin~ is,
in essence and in effect, "rersuasion” or "-arcumentatione"
Admittine that it is true that if I write alout a certain state
of events I nrohably desire that the reader accents my
utterances , I would still distinecuish hetween my utterances

on raverse hlocks and anv desire I micht have to have other
individuals use the reverse hloect. '

Thus, we do need some kind of boundary to distincuish versuasion
or ar~umentation from an objective detailin~ of events or thinrs,
Words such as “should,® "oucht,” "deserve to," and "would bhe
advised to” certainlv siemal a mode that is different from

kinds of sentences and paracraphs where such terms are not used
natently or imrlied in any decree. It is true that the writer
uses descri=tion and narration in such ways that he does hore
that what has bheen described or asserted will be viewed by the
reader in-much tha same way. Fowever,. that is still not the same
as rmersuasion, We can define by still another anrroach: we can
oo to the "Wh-* areas. Here, we have "why," “who,” "what,”

"how," *"when,” ard "where."

The "when" and “where" tvyeés of sentences or raracrrarhs are not
usually favored, as serarate entities, hy instructors or

authors, or critics. Their ar~uments ran to the effect that

they can he answered briefly and that thev are of little concern.
It is true that such may often anrear to he the case. It is also
true tkat time and srace are alwave incorrnorated in the lbody

of 2 sentence or of a varacorar». However, "when" is not as

simple as may first aprear to be the casge. "When" involves time,
The boundarv for "time" in a reneral sense, can be set . Fowever,
when we consider that time involves clock-time, srace-time,
etermal time, and nsycholorical time."” the value of “when™

as a critical kind of comrosition becomes more evident. Certain
kinds of words do mark and indicate certain kinds of time. Purther,
when we desire to emrhasize time we shift temooral =lements to
the left of the comrosition 's sentences '

Further,. we need to keep in mind that boundary which indicates
that in Enclish-and it varieties--we cannot use the adverbs or
adverhials of time before those of space or place, when both
are nrasent.
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Me must not helieve that this ceneration is the first, in
Fnalish, to concern itself with lancuace in its many forms,

a concern we have heen pleased to raise to the nosition of a
science~-Lincuistics, "hile the earlier orammarians, and
qemant1c1sth, and rhonoloagists, and morpholoagists, and all the
other "gists® concerned with lancuage did not have at their _
disposal the research facilities and the time for research available
to the linauist today, there was much concern with written

and spoken language. I shall center these observations on some

of the utterance of Alexander Jamieson, LL.D . The book specifically
chosen is cne which contains the majority of his statements

on languare and stvle, His "Grammar of Rhetoric--divided into seven
hooks—- was published by A.H.Maltby(New-Haven), 1618,

Readers interested in consultinc other writings in this general
vein during the same or earlier weriods will nrofit hy ading

to the works of Camphell, ¥ames, Alison, and Rlair. Jamieson
refers, in his Grammar of Rhetoric to them on many occasions.
(Dr. Camnhell waS noted nrimarilv for his-Phildsophy of Rhetoric ,
Lord Xames for his =Rlements of Criticiesm , Alison Ffor his FEssavs
-on Taste. and Nr, Rlair for his Warmonv of Periods ,.,The interested
reader will find that Jamieson incormoraterl cuite a hit from the
works of each of these "rhetoricians."

In "Rook I" of 'A Grammar of Rhetorie , .Tamiesson defires

lanauane as an art: "the art of communicatinc thouaht, or the ideas
of the mind, bv c=rtain articulate sounds, which are used as

sions of those ideas.”™ T note in massin~ the emrhasis on the
communication of thousht, with no reference to the =motive or
attitudinal asrects of the indiwvidunal, As a carryv-over or "carrv-
throuoh? we find bhe sentence still d2fined in current arammars

in terms of "the word or agrour of words constitutine the complete
hourht.” 0Of ‘critical interest, too, 1is the distinction that

the "certain articulate sounds" zre not the ideas, hut the

"sirns" of them. After defininc articulate sounds by means of
their mode of production, he stresses the point that connections
between words and ideas must he both arbitrary and conventional,
all resulting from the acreement of men amona themselves. He

then points out*that written lancuace is a symbol of the spoken
lancruage which is * a representation of our ideas. He stresses , in

his work, that little relation exists between "letters" and
"sounds." Thus perhans even less relation exists between

"sounds"” and "ideas."

*® .
7

“Then the present tense is used ,the reader is to rpallze that

we are speakinc of his "livin~ work"--the hnok.
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Having made clear the point-- one aareed upon, certainly, by
virtually all current lincuists-- that lancuage is primarily
the result of a need to express >r communicate , TJTamieson coes
on to roint out that the history of lancuace is a history of
the "artifice and sincular efforts of incenuitvy emrloved in
he construction of lansuare."

I- is interestin~ to note trat he soon frund out that he needed
t» account for cries of emotions, and, for, specificallv, the use
o} the interijection. His own words mav he useful (n,20)-

4. The cries of passion, accomranied with such
motions and nestures, as are further exrressive of rassion.
are the only sisns which nature teaches all men,and
which all undérstand,

Illus. Cries indicative of fear. and cestures expressive
of peril, would he used hv him who sou~ht to warn his
neil-hhour of dancer,

Corol. These exclamations, therefore, which have obtained
the name of "Interjection$, uttered in a stron-~

and passionate manner, were, beyond doubt, in the rude
qges of the world, the first elements or becinnincs

f speech. Names becan to be assigned to objects, when
;ore enlarged communications become necessary. (p.20).

Whetherwe consider these statements sophisticated enouch for
modern sycholoaical thoucht is a matter for the reader.

" The thexry of sentence or phrasal "compression"” centers non

a direct relationship to the intensity of the emotion or
attitudehvolved. That the first needs of man were those

of exoresin~t stronc emotional intensityv, and therefore, those
which bhrwcht into heino the forerunners of more sorhisticated
lanmuace zan bhe accented without too muach stress by us,

We now coe to an eaqually interestinn obserwvation bv Jamieson and
his conteworaries and/or rredecessors.

He next -urns his azttention to the cuestion of the ‘invention
of words. ( Fe earlier pointed out the fact that different
nations w:ith different tonrues or lan~uace would have their
own uniou¢ sets of arriculated sounds. Fach dlancuaas would have
scme sounds the same as those fn other lancuag~s, rtnt the

sounds th:ct would carrv one meanine in the ones lancuage would
not necessarilv carry the same meaninc(s) in other lancuases.)

"e micht +-11 look to his ovm words. (It is interes+in~ to

note thar Ffor every statement he makes, there .are two followinn
paracaravhsts the first is prefixed by "Illus“-Illustration, and
the second by "Corol,"~Corollary,.).It remains for the reader to
consider the lancuace at the time of Jamieson and to consider

the cur-ent ~synchronic-state of the lancuage to see what merit

he discovers in Jamieson's observations, or to consider the

weirht of Jamieson's observations for the current lannuage modes.)
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11. The invention of words arose from the
imitation, as nearlv as it ~ould he carried.
of the nature br cualitv of the ohiject which
was named, bv the sound of the name which
the ohject or its cualitv received,

Illus. As a wainter,who would represent crass,must
first emnlovy a rreen colour® so, in the hrecinnine
of snoken lan~ua~=, the man who ~ave a name to

any thins harsh or boisterous, would emnlov

a harsh or hoistarous sound in the pronunciation
of that name. Pe could not do otherwise, if

he meant to execite in the hearer the idea of

that thin~ which he sou~ht to name.

Corol. The desire of men to paint, by speech,

the objects which they named, in a manner more or
less complete, accordine as the vocal oraans

had it in their power to effect this imitation,
mast have bheen the ceneral motive which led men
to the assi-nation of one name to a particular
ohject rather than another.

There is little doubt that Jamieson imnlied that what . would
hea larsh or hoisterous in one lansua~e would not, for the same
sounds, he recuired to be barsh or hoisterous in that cother
lanruace, Tt is true, of course. that there are some individuals
who would not consider comhinations of sounds harsh or ’
boisterous, althou~h the majorityv of their fellows would
acsrae as to the harshness or hoisterousness. Lan~ua~e, like
other mnhenomena, is not rindine. as to anv snecific word

or sound, on every indiviAnal within that society,

J amieson follows the next lo~ical course of movin~ to what

he considered an obvious illustration or exemnlification of
this "imitative"note in lan—uace, Ve considers that there

is nothinc- more aprropriate than to use the sound of the voics
to imitate or rerresent certain sounds found in nature throuch
its ohjects. I shall ~ive only his illustration here:

Illus. Thus, in all lancuace, we find words
constructed upon this principle. A certain bird
is called the "guckoo” from the sound which it
emits. The analo~y between the word and the thing
sicnified is discernible, when one sort of wind is
said to "whistle,", and another to "roar,” when a
sérpent is said to "hiss," a fly to “buzx," and
falline timber to "crash," when a stream is said to
"flow," thunder to "roar," and hail to "rattle."” (p.20)

Jamieson realized that analosvy becomes more difficult when

the objects we see or consifer are availabhle to the siaht,only.
There are mnre nroblems when noise and motion are not

patent. Fven more difficult becomes analo~y when we consider
vords and moral terms, as "value" judements.
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"Lancuace and Style® II -- The New Is -Not So New”

In lookinc at some of Jamieson's views and while askinc~ the reader
to consider the merit and® conditions of his observations in

the current lancuadge sitvation, I indicated in (I} the

position and line of devalonment taken bhv Jamieson on his

initial treatment of lanruace and stvle,

It is worth notina, arrain, his system of develormant, one

miite characteristic of wnre-twentieth centvury ~rammarians.
mathematicians, Séientists, and rhetoricians a ayster invalvin~
illustration, and corollary.(There ares a few notes cuite character~
istic of the ororrammed text method(s) bein~ developed tocday .)

At the close of (I), I indicated that Jamiescon admitted that

analory hecame Aifficult wher workin~ in terms of rhenomena
available to the si~ht onlv, and when workinc with "value
judrements”--those involvin~ such ideas as “mercy.” “love."

"hate," "kindness," amon-~ many others.

Yet, Jamieson, a sturdy soul in more wavys than one, indicates
that the power of analory 1is not altorether lost and that some
decree of correspondence ccan. be identified with the

object, or idea, or value sicnified,

Jamieson asserts--in A Grammar of Rhetoric

The terms sicnificant of moral and intellectual ideas
are derived from the.mames of sensible "objects to
which' they are conceived t0 bhe analocous. The most
distincuishine qualities of sensible objects have
certain radical sounds annroonriate to the expression
of these qualities. The orcans of voice assume

hut an obkscure resemhlance to such external cualities
as "stability," and "fluiditv," "hollowness" and smonth-
ness," "mentleness and violence," vet are these words
painted bv the sound of certain letters or svllahles,
which have some relation to those different states of
visihle objects.(n., 121) '

He then rroceeds to make out a case for himself, throuch

takina certain® "value" words and indicatin~ some features

of what he calls the "radicals" of these words. I suacest that
the reader consider Jamieson's statements carefully, followine
which each reader shall assent, deny, or take some intermediate
position.
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Jamieson asserts that words formed with the initial "st*®

carry meaninosg of that which is strone, firm, and forceful.

He lists such words as "stand," "stout, " "stav," "staff,"
"stop," "steady," "stake," stamp,” and "step.” T can also think.
of "stalwart," "start," and “"stormn,” There are others,

Fe next ohserves that words besinnine with "str" carrv mganines

of violence and enerry, Fe cites “strive,""strurcle," “stroneo,”
"strencth,” "stride," "stress," "stretch," and "etrike.” Other
such words as "strap,” "stranrle." and "strime” mav join this

list,

He considers that the initial “thr" usually suvregts forceful
motion. There are such words as “throw,"” "thrust," "throhk,"
"throuch,” "threaten,® and “thraldom." "e could also add

such words as "throttle” and "thrash.”

The initial "wr™ carries the meanin~s of that which is distorted,
quarrelscme, or deprived, Such words as “"wry,""wrest," "wrestle,"
"wreath," ‘Ywrinc," "wrong.," “"wranvle," and "wrath" are listed as
examnles, That list can be aucmented by addin~ “wrigele,”
"wruna,” and “wran,"

"Sw" carries the meaning, generally. of a turmoil or acitation

which is silent, noiseless. There are such terms as " swavy,”
"swinc," “swerve," “"swim," and "sween," Perhaps we mirht modify
his views as to this particular cate~ory. Althourh there is

acitation or movement , and althou~h we can see what is happening,
there micht well be some sound connected with or throuch such
terms. We do associate certain sounds with these narticular
words. WWe could also add “"swish,® and "swamo," In each case,

the visual ~iemdnt is strén&, hut there is also some element of
sound °

Words commencinc with "=1" imoly or su~mest a ~=ntle fall,

a less ohservahle action, and-from myv noint of view--some anpeal
to sound. This list includes " slide," "slin,” “sly,"” "slow,"
"slack"” anéd "sline." fuch words as "slice” and "slick® would not
bae inannronriate to add to this catecorv.

Then we have the initial "sp" comhination. ¥Yere we seem to have
what Jamieson calls "an exransion" or a "spreadin- out.," UVords

in this cate~ory include “spread."“smrout,”"sprinkle,” ¥split,"”
“spill,"” and “"sprinc.” A little thourht or reference to our

current dictionaries will indicate that we can add substantially

to this list. ¥ call attention to the - sound that can be associated
with some of these terms.

The lists so far indicate meanincs ' associated with initial

letters or phonemes consisting of one or two elements. He

next lists two "terminations" ---his wérds far suffixess-those eming
with "ash® and "ush.”
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Jamieson's treatment of %ash” is »est stated in his own
words s
Ash, in the endine of words, indicates somethina
acting nimblv and sharply as “crash." "“cash,”
"rash," "flash," and "slash."
Phen we consider Reiss' sophisticated listines in his ~Lanquace
and Psycholeogy (N.Y., Philosophical Library-1965), we realize
how mucn more work is heina done alons the lines of the work started
hy Jamieson. Yet, we also realize how much was done without the use
of the research and computer available to the modern linyuist.

In his "-ush” classification, Jamieson's 1list surcests a dull
sort of power, as in "ecrush,"” "brush,” “hush,® "cush,”

and "hlush," Of course, nearly any reader through consulting our
better dictionaries ceuldrexpdnd thi& list many times.over.

At this point in his treatment of languare and style, Jamieson
seems to have found it necessary to limit his concept of
radical elements and their derrees of corresrondence. In

-A Grammar of Rhetoric , Jamieson wrote:

18; The immense field of lancuace, in everv nation, is.
however, filled ur hv numerous fanciful and irrecular methods
of derivation and commosition. {(n.,117)

Cordl.Worrds, therafore, come to Aeviate widely from

all anelocy or resemblance in sound to the thine sicnified,
Taken ~enerallv, as we now emnlov them, words mav he considered
as symhols, not as imitations: as arbhitrarv, or instituted,
not natural si~ns of ideas.

Much of what Jarieson has said is correct. However, there ig--
and was-—- a much better case for himself in rerard to
analory and resemblance in sound than he realized.

With larcer numbers of people available for research and with
our sophisticated methodoloay and techniques for collection
and classification, we know that the list of syllables,
prefixes, suffixes, or certain radicals which can be said
to have some sound correspondence is far more complete and
complex than his lists are.

However, it is somewhat of a sad commentary when we realiz$/
that fewer than ten percent of those in the instructional
fields on all levels- elementary school, hich school, and
collede or university-have much less understanding of the
structure and comwosition of words than was tru=s of those
teaching some one hundred and f£ifty years aco on the same
educational levels.
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The two rrecedina articles were intended to imnly that what we
consider the very new annroach is not auite as new as we micht
believe., There is much coinc on today in our overdus concern

with lanquace. I have relied rrimarily on Jamieson--—-and his
contemmoraries from whom he drew for his A Grammar of Rhetoric--to
demonstrats that some of the nrincimles of lancuade that apnear
to have been =znunciated for the £first time were, in fact, well
enunciated nearly a century and a half aco. Ye aqgree, of course,
that our modern research and modern methods and techniques for
handling a vast numbcr of words in tholr. elsesss thave given us the
opnortunity for even mor: gicnificant hvnotheses and conclusions
concerning our English toncue.

In his hook:-The New Enalish, William Chisholm, the author, has an
introduction hv Albert H. Marckwardt. Marckwardt makes the
ohservation:®

For manv vears Fnglish, as a school subject, like Caesar's
Gaul, was Aivided into: three marts: language, literature,
anéd composition. It was a disjointed concert which all too
often led to fraamentation in t=saching and uncertaintv

in learninc, “In a ¥Mew Fnerlish classroom,® the author
tells vs, "lanaquage is the name of the came."” Tn short,
the newnass bere lies not so mach in the Aiscoverv or
adontion of a new hody of ‘conteht as in recoemizina that
all Fnalish activities are lamcuace-centered. Commosition
is @ssentiallv the use and manirmilation of lancuare,
T.iterature conaists of larcuace used in erecial and
formalized wawvs, for special nurmofes. One micsht even

ao so far as to insist that lancuage is more than just

the narme of the game, it is the canhe itself.

Yet, it is ironic to note that such nhrasas as those from
Marckwardt seem to jar and surorise many instructors and other
readers or listeners.Jamieson and his contempecraries, and his
rredecessors were at one with Marckwardt®s thesis and Chisholm's
thesis some fifteen or sixteen decades ago.

One of the major concerns of Jamieson's text is that of the
“sacond main character of languaade"--the manner and reason and
dearee through which mankind pronounced and prounces and
uttered and utters words., :

*

William Chisholm,The New Fnalish, Introduction by
Albert Marckwardt, N.Y ., F&W,, 1969, xi, 118 »p., n, iii,.
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Jamieson developns the concents that naralinauistics

become less significant as men become more and more refined

by civilization, the arts and the sciences, That is, kinesics

and cestures-save only the most subtle, become less sbgnificant
with resmect to communication amona intellicent and educated

peonle. Howver, Pike does not subscribe to this theory,

narticularly when there are .significant numbers of people toaether,
or when the social intercourse is intimate,

But Jamieson Aoes not entirelv abandon the need for paralinguistics.
Ha asserts. that the extra-features of language did not
disappear. He assertes . that what was no loncer essential continued
for ornamental purposes, He considers. that when the temperament
6f a nation or people was one of fire and vigor, there was much
action. This activity called for  vocabulary that would
accommodate a areater number of emotions. Thi increase in the
number of . emptions was sufficient to brina about a greater

range in tonal features of the language--ranging from the softest
and most melodic tones to the harshest and most violent.

The increase in the emotive range not onlv caused an increase
in tonal features of the lanauage, but also brourht about, as
ornament, or embellishment, or style, certain customs:

Illus, Uron this rrincirle men sroke hy action, Jeremiah,

in sicht of the neonle of Tsrael, bhreaks a nrotter's vessel--
throws a hook into the Funhrates--nuts on honds and yokes, and
carries out his household stuff, The Indians of North

America, also, declare their meanin~, and explain

themselves by belts and strinas of warrum, as much hy their
dlscourSo, w1Eh all its sinificant but flowery rodes of
expression,

Jamieson then indicates that some nations do not increase the
numbers of words for all their ideas. but, instead, vary the
tone with which they »ronounce the same word. Ne points

out that the Chinese can vary the sound of each word by no fewer
than five different tones. The same word may carry the meaning
of five different thincs. events, peopla, or ideas. He

does not consider this phenomenon too critical, for he concludes
the the Chinese way of handlina their lanauace indicates, more
thah anythins else, the fine ear of that reorle. Jamieson, in
his text, then asserts that as soon as the harsher or cruder
sounds of a lancuare become rolished, they become more harmonious,
At . the right juncture we have what is called the "prosody" of a
lanquate., Yet, he is ocuick to make a disclaimer concerning any
direct or lorical connection with "music.” He asserts that

It does not arrear that the lancuaades of any cultivated
nations have ever been regulated by anv musical rrincinlesg***

** " Jamieson,-A- Grammar of Rhetorie , New-Haven,  Maltby, 1813,

xviii, 796m,, r. 163,
% %%k

Ibid" PN 172-173|
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Although the facility for making the fine measurements was

not as availahle to the early nineteenth century lincuist as
would be true today, he was not without some skill and discernment.,
Jamiegons statements concerninc differences between sreech and
music are interestinc:

113. The scunds of sneech and music are rerulatad by
different scales, hoth in point of len~th and elevation,

In noint of lencth, the sounds of speech are onlv two,

the one double the other? for all words consist of syllahles
either lone or short, and the lon~ svllable is invariahlv
doubhle tha lencth of the short one, The sounds of music
heina measured by a ceometrical scale of mrorortion, mav be
extendad as far as the comroser nleases. In resmrect of -
elevation or derression the sounds of sreech are suhject to
no rule:their distances are naither ecual nor rreat., The
sneaker mav divide them accordin~ to h#s inclination,and the
vtmost compass of ordinaryv sme~ch geldom extends hevond tha
distance 0f a faw notes in musin, Tt is not =o with the
tonas of music:their distances arc all determined bv rule,
and the elsvations and derraessions,” thouch somewhat very
considerakrle, are adjustad with the careatest nicetv of
ceometrical science., **%#*

We must not he deceived by the Aristotelian assertion that
"themsic of traredy" 1is one of its chief and essential rarts.

The true meaninc~ is that the whole of a tracredy was accompanied
with musical instruments. One rart was not uttered in the

ordinary tones of conversation while what was left was sunc in the
tones of music. It is evident that Jamieson, making these comments,
must sooner or later comes to the matters of ficures of speech

and ornaments of ~oetry.

He assures us that ficures of smeech are not arbitrary inventions
of orators or rhetoricians. They are the lancuace of man , himself,
when there were hardly any other words available for exw»ression,

or communication, or sheer assertion. Fe: amroaches his
thinkine hy sureesting that since there is no one uniaque name for
every distinct . objesct, our earliest sneakers had to use one
word or name for manv objects. Pecause they had to do so, they
ex~ressed themselves hy commarisons, metarhors, similes, and othrer
ficures of smneech and ornaments.

Jamieson's- aroument develons alonc the lines of notinc that since
man is more aware and more intimate with the concrete ~hvsical
objects ahout him, names were given to such ohiects lona hefore
man adave names to moral values or to emotive exreriences., Man was
more controlled hv imaaination and rassion in earlier societies.
(In the..next and last issue on this suhject of lancuace and stvle
for a while, I will investiacate further Tamieson's concents of
icures and ornaments.) I micrht sugeoest that Jamieson did not,
himself. realize that ficures of sreech and ornaments of noetry
relate more srecifically to earlier states of society. It is true
that man cannot compare and contrast without the lancuace of meta-
rhor,

*kokk . .
Jamieson, op, cit,.,, =, 173,
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I sur~nrst, in this final set of statements on Jlan~uare and stvle,
that the reader hecome acouainted. srecificallv, with medern
writers on style--rarticularlv on the asrmects of style discussed
with reference to the earlv nineteenth and late eichteenth
century crammarians. rhetoricians, or lincuists. He should then
consider how far alonc the line JTamieson, s—ecifically, rrooressed
in terms of style in and throucrh lancuace,

s
It is true, I believe, that on the whole, man does keer his more
violent feelinas under control., Yet, as one can see in terms of
certain movements in our society in its variaus institutions
there is still much violent and not-so-a&curate or well--directed
rhetoric, Jamieson's thesis, expressed in his writinc, is that
the style of new and rude societies is full of ficures and
ornaments; larrely hyrerbolical, and entirely ricturesgue.

Whether Jamieson had, personally, much experience or intimate
knowledae of the American Indian, he frequentlv used the Indians-
and the 0l1d Testament~ and the noems of Ossian as exemplifyine
his roints. His main reference seemed to he Cadwaller Ccolden ‘s
-with resmect to Indian lore-~- Fistory of the Five Nations .

He ohserved that their »rivate and rublic ceremonies were far more
renletse with stvle and metar~hor than would bha true of his own
society. ,He then moves to the 013 Testarent:

231, In the 014 Testament - .the bhest examnle of oriental style.-
2onstant allusions to sensible ohjects characterize the lanruvace
of the various writers. Thus,_.ruilt is “a s—otted ~arment":
inicuity is the “treasures of darkness”: a sinpful life is

"a crooked rath": misery drinks the “cun of astonishment™:

vain rursuits are seen as "feedine on ashes®- innocence is

known hy its "white robes": wisdom is a "li~hted candle”: and
roval di~nitvy 1is “"rur~le” and a “crovn." * '

From the moems of Ossian, Jamiegson finds many nicturesaue phrasines
and n host of ficures of smeech. There are “sons of sonc® for
number. For strencth of exirression, there are the heroes®

"hreasts of steel.” In order to create illusions in the reader's
mind there .is the rhrase "meteors of death." T"hen theére is the
need for a violent exrression of rassion, we have “the white-~
hosomed love of Cormac, For slowness of movement, there is the
utterance " slowly moved as a cloud of thunder, when.the sultry
«nlain of summer is silent *¥*

Jamieson, 2 Grammar of Rhetoric , New-Haven, .-Maltby, 1813,

xviii, 796., r. 179
*k

Thid. . »n. 1R&£..7107
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fur modern writers have the ~ift of meta-hor, svnecdocha,

metonvmy, and alliteration in adecauate and effective conantitv

and cualitv, Southern roliticians ,TV newscasters, and advertisine
rersons can hold their own with any ancient master, Tamieson

keens referrin~, however. and not alwavs harr~ilv, to the fact that
as a lan~uace ~rorresses it loses much 6f its fi~urative nature,

There is much more written remresentation of lansuace today.

Our comrlex society encendered by the advance of the scientific
movenents , or, our comnlex societies which have en~endered

the scientific modes and views,; has necessarily had to have much
of its written exnrression strivines for as little amhicuity as
nossible.

While amhisunity is the heart of literature and advertisinca- and
nronatanda-- it is also the bane and foe of the communicative
statement. Therefore, with all of our reliance on texts and on
directions, and on exnlanations, we tend to overlook the very
creat amount(s) of literature, advertisin~, and pronacanda.

It is interestina to note that scientists themselves hasten to
find metanhorical exnressions for scientific rhenomena, as is
true of srmorts firures, economists, sociolowists, and

all other individuals in srecific »rofessions.

I mirht roint out that one of the most difficnlt areas for

hoth formal and informal instruction is that of heinc~ ahle to
motivate individuals to understand and eniov noetry. “Whether

we assert that this is the ave of the critical and scientific
emrhases or whether we assert that it is not ~ossible to he roetic
when faced by tha machine or bv the urliness of its »roducts,

few individuals would assert that ro2try has as much z2=real as

in vesteryear., In the evolution of lan~uare, Jamieson, amon~ others,
believes that lan~uare, oricinallv rostical, has lost its
fiqurative style-~-its earliest and most imortant characteristic.
He ecuates the advance in civilization and the acculturation of
man with more =~racision and morc reason. The Mmore one ex=rcises
his reason, or his understandinc, the less he can eXercise his
fancy. Tn order to communicate more clearly with one's fellowman,
the more man has had to c¢lecar his style-~~accordin~ to Jamieson.

The rhilosorher tends to take the rlace of the roet. The forms
of reason demand a clearer and simrler stvle. They force the kind
of writin~ call=a8"rrose."

I micht surgest that we keep in mind the fact that Jamieson was
essentially a mroduct of the Fnglish "Are of Reason,” or its
“Neo~classical Ace," or its "Neo-Aucustan Ace.” Therefore, we
exrect a more critical hent or orinion than would bhe true of
Elizahethan or Pre~romantic writers. Nevertheless, what he asserts
in his -books. has much to commend it for certain insic~hts.
Whether we would suhscribe +o0 many of his insichts is not as
imnortant as is the fact that “he seems to have understood,

in keerinc with the modern lincuist, that lan~uace is the

"name of the ~ame." Whether the statement is one of rrose or one
of roetry,
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We come to a rather intersting set of observations when Jamieson
tackles the rrogress of language as regards the order and
arrangement of words in sentences. He considers, in his work, that
there are two main forces brought to hear on the syntax of

the Fnerlish sentence: the first is the understanding,and the
second is the imaaination-~which he equates with the rower of
emotions and attitudes~ or with the vorlds of the snirit and heart.
Fe suqgests that the Yarammatical mart® is dictated by the
understandin~, and that the inverted order results from the

force of the imagination. In his examnles he shows that he
considers the understanding and its emrhases to resmlt in the
order we know as M V N, W Vv Adi, ¥,V, Adv, and ™ V, That is,

his illustrations mnarallel, verv closelv, our understandinc of
the basic sentence ratternines as involvine the incidence o*f the
MP (commlete subiect first) anéd VP (the rest of the sentence
next-the nart includina modals, have+en, hetin~, and the verh

~comnleters.) Jamteson .théd--considers. that  chancine the order

of the noun nhrase and verb phrase would indicate the force of the
imarrination.

At this roint, thereaneconrs.one.of his few major errors, an error
entered into hy manv current or contemprorary teachers or
instructors. Ve seems te have assumed that makin~ any chance in
the order of the sentence would hkrin~ akout the emotive or
attitudinal, or imacinative, or noetic mode. It is true that
certain inversions or reversals will accomnlish that. In
Fnalish,; for example, there are hut few occasions when the
nerative follows the verh. The necative follows the verb
normally and naturally when we use forms of the verb "to be."
Usually. we would say, in prose style, "I 4o not care for

the stars that shine." When we change the nosition of the
necative with such a verb as “care," we cet the poetic or
imaainative note in "I care not for the stars that shine."”

Howaver, the adverh normallv cccupies the last or fourth

nosition in the Fnolish basic sentence- a nosition that is optional
as to heine filled, but a rosition which, if filled must be filled
by an. adverb or by an adverbidl., In such-a normal order, the
sentence is rmuch more a matter of ima~inative force than when

the adverb or adverbial is moved to the left. It is ai fact that
when the adverh or adverhial in the Fnrlish sentence is shifted
left, the speed of the sentence-rhonolocrical sneed--is markedlv
slowed, and leads, therehy, to a reflective or rational

nrocess. That is, if we desire more time for cornsideration as

to what is said or written,; we need to--in Fnelish, at least, slow
the phonolocical sreed of the sentence. Movine adverKs and
adverbials to the left will accomrlish that need. Movine adiectives
to the richt or to the postneminal rosition will alsc lead to the
reflective process. He anmrears to have run into trouvble at the
noint where he ~ives examples of this matter of inverted order
amdzpormal order from the moint of view of the Latin lancuage, an
arror very often made today.

Nevertheless, his observations are rowerful. His treatment of the
specific ligures of speech and ornaments of poetry anticipate
and in some cases surpass the accomplishment of the modern critic
in this total area. Reference to his work and to the works of his
contemroraries will be richly rewardinc,
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'’ The English Noun and Its Primary Accent

[

I. Introductory Remarks ~ :

We learn by being able to tell the.difference(s) between one

kind of an experience and another. We can discern the nature of

a square by baing able to distinguish it from other four-sided
figures. Presumakly we know more about a church spire by being
able to appreciate the nature of a church tower. We understand

the nature of football better by being able to distinguish it from
baseball, lacrossg, and soccer. We understand the nature of the
noun, in language through being able to discover thé point at
which it cannot be an adjective,; adverb, verb,; or any other part
of speech than itself.

Through the realm of grammar which is Lnique to language and
through specific grammars which are unique to specific languages--
with one grammar for each language-- we distinguish the parts of
Speech. We do so keeping in mind that the grammar of any languaage
must be known through the phonology, morphologvy , and syntax
which, in synthesis, constitute a grammar of a lancuage and the
grammar of languaae. Now, for English, at least, we need at least
a word for a part of speech. While the sentence is the functional
unit of _hearly all languages, each specific word belonas to, or
is classified as, a part of speech.

We might well consider how we can define & "word" in our Enalish
language. A word has at least one _vowel "and carries a primary
accent--or a full accent, With words of one syllable, we have
few problems since there will be one or more vowels and but pne-
accent, a full accent or a primary accent. We define a word as
a "free morpheme." HNow, a morpheme is designated as the smallest
functional unit which carries some invariable meaning. Thera are
two principal 'kinda of morphemes: the bound morpheme and the

free morpheme. The free morpheme is a word in itself , and needs,
for this reason, no affix to carry this invariablé meaning, .We
can see, then, that such morphemes as the words “"boy,” "John,"
"bolt," and "a" are complete in themselves as free morphemes

and as words.

The affix ~er carries the meaning of *“one who does.™ But this
invariable meaning comes into play only when this affix is
"bound" to another morpheme—- s in the case paint + -er, to obtain
¥ _or.:'painter.® (_Affixes are divided._into_two .
classes. preflxes and suffixes.)We can also speak about the .
bound morpheme involved in the inflectional situation where we
have run and then run+ -5, or runs. (Fere the /s/ carries the
/z/ sound. We need this background, parhaps,.in order to consider
how words are constructed. We can have a free morpheme as a word,

P
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Insofar as the free morpheme as a word is concerned, there is
always the primary accent and one or more vowels, no matter what
part of speech., We can have the noun "day," the adjective "sad,"
the adverb "too,"” the pronoun ¥*she,” the verb "kick," the
conjunction "and,® or the preposition "to," with each one carrying
at least one vowel and with each one having one and only one
accent, a primary or full one. Thus, we are not likely to be

able to define any single part of speech as distinct from the
others on the basis of a free morpheme-—-as a word--of one

syllable. We need to look, now, to our grounds for definition.

We shall assume that we can define a part of speech at that
point where we can discover one invariable difference between
that part of speech and Zl1l other parts of speech. Now, there may
well be more than one invariakle difference, but we look for that
one first, or for the first invariable difference. If we can
find no invariable difference, we are out of business insofar

as considering Linguistics a science, one of the descriptive
sciences.

Before we kecome more specific in this area; we need to consider
that we can define, one supposes, in one of three ways, as a
minimum, among the posgibilities of structure- function- and
reaning. We use the symbols S-F-M, Now, by "structure," we refer
"to "isness.," By "funétion" we refer to "doasness." By "meaning"
we refer to "valueness.” We accept the proposition that we cannot
.directly teach meaning. From considering what the thing is

and from what the thing does, we arrive at meaning. (We define
"meaning" as the affect the experience has on any individual in
terms of a conscious or unconscious stimulation’ &and-resporise on

the parts of the nervous system. |

Since experience reveals its = phenomena to us in terms of
general structures which tend to be recognizably the same for

each phenomenon, but since experience reveals that one thing

has more than one function, we find it more profitable and

correct to work from structure to function. We can, for example,
recognize the structure of the axe. The structures may vary
superficially, but not significantly. But the axe may perform
more than one function: the axe can cut through chopping and can
drive through hammering-- as through hammering in tent pegs. We
find that parts of speech have the faculty of being~-for each--
used for more than one function. "Guilty” as an adijective by
structure can function as a nounal, as the subject of the sentence,
as an indirect object, as a direct object , and as the object

of a preposition., "Over" as an adverb hy structure can function as
a nounal’, and can bhe, therehy, the subject of the sentence, the
object of a verb, or the object of a preposition.

We find it essential to start with.structure if we desire to
determine the patterning and order of each part of speech. Our
main concern will be with the noun. At this point, a further
distinction will be made between “noun" and "nounal." When the
term "noun" is used, it will be understood to refer to the noun
"by structure-” When other parts of speech are used as nouns, or

—— T e mem e

function.as. nouns; or behave-as—nouns;—we—shall -use -the term

"nounals." Our ultimate concern is with the "noun" by structure.
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Let us 4identify the noun by structure. That is, let us ensure,if
we can--and we must--that we can define a noun so as to dis- -
tingulsh the noun from the pronoun, the adjective, the adverb,

the conjunction, the preposition, the verb, the article, 0T °

the exclamation. Again, why do we not define the noun by
function? We do not define the noun by function because there are
other parts of speech which behave as nouns behave. To define, we
mist find the d&lfferences.

o Y 7

First the noun 1is structured to answer the question more, fewer,

or less
fewer deollars more kindness
fewer children more air
less energy less air
more energy fewer molecules
A noun is also structured to answer the questions "how muech?™
"how mény?"
How many apples? How much consideration?
How much cheese? How many lectures?
Then, too, the noun is so structured as to have more than one
quality: _
a house as "white" iron as "rusty"®
a house as "old" iron as "valuable®
a2 house as "huge' iron as " heavy"

A noun 1s structured so as to have the slot to its left filled by
another noun. Thevs5lot ddes not . hadve to be filled, but if the slot
is filled, the slot must be filled by a noun:

fence post gold ring
glass jar monkey business
chrome fender law officers

We cannot trust to the use of the article in terms of defining
or locatling a noun. We can have such a sentence as “"The guilty will
be punished” ‘where "guilty 1s an adjective by structure.

In the sentence "A white will take a chance there," or "A black
willl take a chancé there," we have *white" or "black" standing
for a man or a woman. We may also run into similar problems with
attempts to use the demonstratives in locating the noun or the
pronoun. It*-ig’unfortunate that so many texts attempt to locate
the noun by insisting on using the defemrminers as tests. For, as
we can see, these determiners can also stand before other parts
of speech, such as the adj ectiveriguilty:"

Then, by structure, we identify thé noun in terms of belng structured.
to respond to "more," "fewer," "less," '"how much," "how many," -
We then apply the test of ‘discovering whether the word has two ror
more qualities. We then test to discover whether 1t can_take

oy g e iy R

— ——a—nodn—to—its T lef £y Tif“that 8§16t is -~ te be rilled.
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But we are not''home free" at this polnt. To identify the noun

by structure, there can be no other part of speech meeting the same
criteria. If another part of speech does meet the same criteria,
we have not, at that point, Identified or defined the noun,

What of the pronoun? The pronoun will answer to the question
"more," "fewer," or "less." The pronoun will answer to "how much?"

or to "how many?" The pronoun has two or more qualities or
attributes.

But, the first slot fo the left of the pronoun cannot be
filled by a noun, and although we can place a pronoun before a
noun, we cannot place a noun before a pronoun. And there is the
difference. -

Havine, then, identified the noun in terms of at; least gne distinct
triterion;an ‘essential-one %, ‘we know that we can take care of all

nouns in the English language through "structure." If we just once

cannot take care of allwoxds as. naums by these criteria, we willl

need, of course, to re-examine the criteria. But we do nbt

have- exceptions. The next question is that of discovering whether or '
not the noun by structure can be further identifled or defined

through "phonology."

As has been 1ndicated, the grammar of a language is known through
1ts elements of phonology, morphology, and syntax. We have
considered the nature of the "word." Each part of speech is
known through its minimal representation of the "word." We have
defined the word as that morpheme-~-a f ree one--which carries
primary accent and which has at least one vowel. Implied 1s the
fact that when we do speak about the "free morpheme” as a word,
we are talking about a word that cannot be further or farther
subdivided. Although " loneliness" 1s a word, we would not speak

. of "loneliness" as a free morpheme. The word is constructed from
the free morpheme "lone" + -ly + -ness, with -ly and -ness belng
bound morphemes.

Now, insofar as the phonology of the noun is concerned, there is .
no need for us to consider the noun that is a one-syllable word. i
The reason is that 2ll one syllable words, whether noun or not,

carry primary accent and at least one vowel.

III The Noun and the Primarv Accent

We sRall need to consider the noun and its accent . awd/or stress

in temms of nouns of more than one syllable. Cur.positien is-that the

noun, as stmcture, takes its accent on tne first syllable, basically.

If such is not the case, we are not dealing with exceptions, for

in 2 sclence we admit of no exceptions.# At this point we will

rule out cases where "oral interpretation takes over.”" By "oral
interpretatlion,” we refer to the fact that man often superimposes
deliberately, and, unconsciously at times. a new ahythmof

expression or communication. Under such conditions, any syllable

will obtain a powerful stress, not 1n keeplng with the ordinary

rhythms of language 1n 1its natural vertal flow.

- Continmued in Number 30

What may appear to be an exception is simply that element about
which we have no present classificatory awareness.

i ————— e T e e A —— ——
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There 1s one more point that must be called o the attention3

of the reader. In "Metrics" we find that iambic pentameter

is the most important metre in English ai.d American verse,

and such has always beeh the case. As Jesperson points out

in his Linguistica ‘

Verse rhythm 1s based on the same altarnation
between stronger and weaker syllables as

that found 1n natural everyday speech. Even

in the most prosaic - speech, which is in no way
dictated by artistic feellng, this

alternation is not completely ilrregular: everywhere
we observe a natural tendency towards making

a weak syllable follow after a strong one and
inversely. Thus syllables which ought seemingly

to be strong are weakened if occurring between
strong syllables, and naturdllyweak syllables

gain 1n strength 1f placed between weak syllables¥#

We are not talking about what happens, then, if a noun of

more than one syllable finds itself in one of the contexts
indicated‘ahgve. Our concern is with the natural accent on a
pure noun by sfmcture when that pure noun has more than one
syllable. A pure_noun by structure is one which meets the tests
we have indicated}\we do not have the time in this paper to
discuss nominalization more intensively. But it may be +~relevant
to speak of a general language principle on this score.

AY
All people--lanauage-speakina peonle have had or have their
languages focused along one of four "directions:first, the lanquace
is nominal or ohject —-oriented; second, the lancuage is action
or being-oriented ~toward the verk:; third, the lanauage is
well-balanced between the noun and the verk; orf, finally, the
language is not focused or centered on any of the first three
combinations, but is distributed so that the adjective and/or
the adverb may he equally significant.

There has been some tendency, in English, to approach this
fourth position., In this position, the guality of a noun, ,
rather than the noun itself,will be stressed or made dominant,
thus calling_- into play the adiective, which becomes nominalized
for that purpose. The same observation can be made about the _

Tt Uf18XiB1aT and £Iuid adverb which becomes inéreéasingly T

"particle-ized"with the verb, and.which is becoming T
increasingly nominalized, The articulation of the specifics

of this trend is 4n itself , a soméewhdt férmidable but rewarding
and enjoyable consideration.



ITI The Noun and the Primary -Ac~ant = continued 2

It would seem logical that what we speak about should receive
primary stress. Since the noun represents that which we speak
abaut in many instances, we wculd expect primary accentuation
on the initial syllable.

As we have noted, when we use the single word, that word:carries,
for ohe syllable and for a basic .word, a primary accent and at-’
least one vowel., If we use a word of one syllable only, whether

a noun or not, we make the reasonable assumption that whatever
the word may be as a part of speech, that is what we are speaking
about.

Iet us use an inductive approach to the thesis we have in mind.
The p'attern of accentina for English words is not flexible

if we tazke the correct position that the primary accent must
always fall on a particular syllable for any specific word.

The question is as to whether the main or primary accent

must , in"normal converse, fall on any specifically-numbered
syllable in an BEnglish word, If we consider Polish, the Czech
tongue, or the French language we will find that the accent is
definitely and assurédly tied to a specific syllable. There

is some strong opinion for the position that in English the
primary accent is not tied to any specific syllable
unless we have a free morpheme as & word.

4
)

i
But the position taken here is one of demurral. The position here
is that while all parts of speech will not have the primary accent
tied or fixed on a chain of syllables with one specific syllable
in that chain invariably receiving the primary accent, different
parts of speech do carry, according to the kind of a part of speech
each is. by structure and purity:an accent on a2 particular syllable
for each--when they are multi-syllabic. This observation would be
modified only where phonology steps in and makes its first claim.

Perhaps the most forceful example of nominalization must be

that back formation yhere the power cf the verb is converted

to a "one who does" by ~er: baker, maker, raker, strafer, and
waiter. Here the two-syllable words carry the primarFy-accent

as noung.and there are many, many such nouns. Then we have the
awesome number of nouns with a Latin vérb root followed by
prefixing. Here we have the stress on the verh root: as in
native, , version, vertiqo, caption’ , clarity, captive,
diction, ‘elamefr.s, halo, , mirror, missive, movement,
servant, summens, tribune; and tendon, and specter (spectre.)
Here we have hut a few of the many words, almost ten thousand
words with two svllables. each a noun, takinc the . accent on the
first syllable . (We are careful to distinguish our use of "accent'
and " stress." "Stress" will be used only we think of the noun
in actual context with other words in an utterance of sentence
value, "Accent” refers to the word in terms of its dictionary
value, with the word alone.)

Now, if we have a city of two syllables and if the city is
Anglo=Saxon in origin as to name, the city will take its primary
accent on the first syllable. However, if we have a city and that
city is "Czech in origin, then the accent will go on the first
syllable, no matter how many syllables- in- the ‘town -or-citys— =—- -
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If we have & city with a French name, then the accent will g0 on
the last syllable, but, c¢f course, since the nane of_thg town
or city is admittedly French, we would have no contradiction.

We now come to compound words composed of two free morphenes.
We have such words as

air-raid knee-cap
bandstand windscreen
backache windshield
bluebird route~-march
blackbird (any many others)
bulldog

crossword

heartburn

Each takes primary accent on the first syllahle of these disyllabic
nouns,

We come to the situation where we have a disvllabic word, a word
which can be, on the one hand, a verb, ané, with the same spelling,
on the other hand, a noun. The noun will have the accent on the first
syllahle, the verb on the second. We have a small list of the

many such words available:

combine desert record
COMmPress . export segment
concert ubject subjéct’
consort permit survey
contract present’ second
contrast proceeds

convict rebel TR,

And, of course, there are many other such exazples.

There are words ending in ~et, disyllabic nouns ~3uch as wicket,
thickét, picket, and ticket., each taking primary accent on the

first syllable. Then we have disyllabic nouns taking the accent

on the first syllable as they end in =-ion, -ity, -ment, -ant,

~-ness, =-age, ~an, —ane, "ean, =-ian, =-ence, =-ency, -ant, -ent,

-ar, —~er, =-ard, -ary, -ate;

-erly, -ery, -ry,-et , —-ful, -fy, -hood, -ice,

-ine, -ion, =-ist, -kin, -~ock, -or, -orv, =-ship, -ster, —-ure, =-and -vy.
The question now comes as to whether disyllabic nouns take an

accent of a primary nature on other than the first syllable.

We consider such a word as "anttaque," which has primary accent on
the second syllable. However, "antigue” is not a noun by structure,

but an adjective. Our thesis applies to a noun by structure. Then

we come to another example, which involves a set of such cases. Let

us look at " machine.” This word takes primary accent on the

second syllable. However. both morphéemes are French, not English, and,
thus, thonologically, the French rule prevails. Let us look at

one more case:: that of "idea."” H ers we have three "bound" morphemes.
Phonologically, for English, the first two are “strong." When

the word is in isolation--or in dictionary form-- if the first two

bourd morphemes are equally strong, the primary .accent_cannot_go to--- _.
the first one because the juncture would be so great as to demand

two words,; not one, since the minimal criterion for a word--at

1east one vowel, in this instance-~would have been met.
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We now come to the guestion of the noun with more than two
syllables. In every instance, whether we have three syllables,

féur syllables, five syllables, or —:-more than five syllables, every
effort is made to have the first syllable carry the primary accent.
- We AVe ezamples as quantity, bachelor, appetitite, pedigree,
cowardliness, criticidm , -counterattack, golddigger, grasshopper,
copyright, ~- booby~-trap, ladybird, J&ffice-bov, cabinet-maker,

fire -extinguisher, catherine-~wheel, chatterbox, walting-room,
and ;, and telephone--among hosts of others. Are there nouns of

more than one syllables that dc not take primary accent on the
first syllable?

Yes, These will occur , as we have seen in the case of the disyllabic
words when there are foreign morphemes involved that ,of themselves,
will not permit primary accent on the first syllable. Acain, where
there are bound morphemnes with the first two bking strona by nature
for Fnglish, the second one will carry the primary stress--to

keep from exceeding the limits of juncture. {(We have noted that
phonology must exercise first claim, if not the most important

claim,

When the .prefix before the root is rhonologically short or
non—~Creek or non-Anglo-Saxon, *he accent must fall on a syllable
not the first as in-"relation . We have thé.word" "foresknowledge."
Here, the first two phonemes have strength, with the A/S
"fore" having almost enough strength to force a primary accent

on the first syllable.

"Tomato" and "tobacco” do not take the primary accent on the firsy
syllable, and such is the case because the first two phonemes
from the Spanish do not tolerate primary accent. s

The phonological speed of “circu" is so short that there is no
possible way to give primary rzcceat to the first syllable

in "e¢irculation.® The guestion as to two initial strong syllables .
for bound morphemes indicates that in "rhinoceroa" the accent
cannot appear on the first syllable. Whére:'the iuitial gyllables
dre strong and more than one, it is impossible for the prevailing
nature of the English noun to take primary accent on the first
syllable because to do so~-as we have observed, earlier, would
cause a juncture so great that one of two events would.occur~-
equally fatal, First, there would be two separate wards, or, on
the other hand, the breakdown into bound morphemes would split

the word into fragments, neither one recognizable, in itself as a
word.,

After all, we arfe spsaking ahkout the word here; and we are not
speaking about the word in context. We have indicated earlier in this
discussion that in context, the matter of “"stress" enters the
picture. With a basic metre established through context, even when
the subject matter is prosaic to some degree, there are modifications
because of the principle of euphony which operates in terms of the
total rhythm of the English sentence.

Here, when words are concerned, and when the noun in knglish is-
concerned, the noun takes its primary accent on the flrsy syllable

when polvsyllablc by its nature of belng a. pure -noun unit by
st¥uctura,
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When a prefix is affixed to the root or latin derivative, for example,
the phonology that is an integral and all-powerful unit of the
grammar of the languace makes its initial survey. When there are
two stronag svllables, ahd ; when each contains a vowel, and when the
first is a prefix, the primary accent must move along the linear

sound line to the right . Otherwise, the juncture would be so

areat that there would be two or more words. If the same conditions
obtain, with only cne of the two initial strong syllables havina

a vowel, we would find ourselves with no word.

Again, where the phonemes are outside our range of phonemes
derived from the Anglo-Saxon and, Ssubstantially, from the Greek
and Latin derivatives, there are sets 6f words which cannot take

primary ‘accent on the first syllable if such could not be the case
in that other tongue .or language.

We need not be surprised that such is the casae, We tend to stress
the thing, the idea, the event, the institution, or the person in
English as a nominal, as the noun. In isolation, or in dictionary
form, every effort is made to ensure that primary accent is given
to the noun. When we add the prefix. we are, to some extent,
combining aspects of other parts of speach, or fusing them with

the noun. To aid in this task, we find thre_ préfixes. ‘either quite
strong or very weak, when'comparezdfinallyto the root or Lat;n, or
Greek, or Anglo-Saxon derivative.

On the one hand,. we strive to keep the word one word, and, thus,
protect the Jjuncture from too much elasticity . On the other hand,
the weak prefix, or the weaker of the two strono prefixes will
operate so as to, on one hadd, keer the accent on the first syllable,
or, on the other hand, allow the accent to shift to the second
syllable which indicates the heart of the noun's .gemantic value.
It is interesting and significant to note that when the prefix

is subtractive in takinc away some of the essence of the root or
derivative, the accent shiftsto the seccnd syllable so that the
essential nature of the noun root comes through. When the prefix

is additive and reinforces the semantic elmments of the root or
derivative, the accent dtays on the first syllable.




