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Since the main purpose of this section is a lin-
guistic approach to literature, some account of the
analytical tools available seems a primary recquisite.
If the following pages sometimes appear repetitious,
it is bccause the literature to be surveyed is itsell
repetitious, complex, and voluminous. Many prob-
lems of poetics still remain unsolved; many others
have only recently been solved--the latter will com-
mand our immediate attention.

In this part a few problems of poetics will be
presented and suggestions will be made for their
solutions. Our major purpose is to find linguistic
criteria through which literature can be described,
and indicate the interest that a linguist may takc
in literary analysis.

Our primary concern is an attempt to define
style and literature to be acceptable at least to some
linguists.  Style and stylistics many be regarded from
the statistical point of view i.e., in terms of in-
dividual deviations from the norm; from the stand point
of @®stheticians who are concerned with value judge-
ments, or {from that of different schools of linguis-
tics. We expect to arrive at the conclusion that litera-
ture is a part of the language system; hence scien-
tific or even mathematical techniques should be
applied to define literature .
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The phenomenon of meaning appears to be the
most serious obstacle which a linguist must hurdle.
The semantic element seems to be a problematic fac-
tor in the study of style, poetics, verbal behavior,
and general linguistics.

We intend to define (literaiure and distinguish
it from that which is not literature. Linguists do
not show interest in value judgement; therefore, War-
ren’s and Vossler’s idea of dichotomizing literaturc
into «imaginative» and «non - imaginative» and
applying the term «literature » only to the «imagi-
native» part will be questioned.

As soon as our subject-matter is identifed, we
may devise a technique for the description of a poe-
tic message. After a survey of the field we shall
give our preference to Structuralism. Its root will be
traced to the doctrines of Russian Formalism and
Futurism, to the principles of the Prague School,
and especially to the teachings of Neo-Formalism.
The investigation of the genesis and the development
of Structuralism leads us to the distributional technique -
of discourse analysis presented by Zellig Harris and
practiced by some American structuralists. The
main merit of the structural approach to the study
of «style » lies in the use of distributional or envi-
ronmental factors rather than in subjective judgments
exclusively.

1. Linguistics and Literature

A literary work is an utterance; therefore, any
phenomenon outside the linguistic domain is not
literature. If literature is a part of language, it be-
comes necessary to make a direct use of the scientific
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technique by which linguistics investigates the na-
ture of language. Structuralists' wish to develop a
cleavage between the traditional approach to liter-
ary studies and linguistic techniques. This ten-
dency was initiated in the Russian and the Prague
Schools which advocated that linguistic data should
be investigated in the framework of synchronic anal-
ysis. The pioneering view which was advocated
mostly by young enthusiasts was challenged by the
classical and philological linguists; among the pio-
neers we may name R. Jakobson and G.O. Vinokur.
Then this new idea developed in Europe and in
America; lately Neo - Bloomfieldians have applied
scientific techniques and methods to the analysis
of poectic messages.

We find semantics to be the major problem in
applying a scientific method to literaturc. Within
the linguistic domain we must apply a system, simi-
lar to mathematics, within which inconsistency is,
by definition, impermissible. The main difficulty in
the study of language is heavily based on meaning.
Semantics will be, we hope, one day an important
part of linguistic science; at present it is not. In «Prob-
lems of Method in the Study of Literature in Rus-
sia» A, N. Voznesenski reports that attempts have
been made towards the construction of poetics as
a «general » science of the verbal art, towards the

1. One should remember that the Russian Formalists, Futur-
ists, the Prague Circle of Linguistics, the Polish Integralists, and
American Linguists ( Neo-Bloomfieldians ) are all called struc-
turalists. In the present paper for the sake of clarity each school

will be dealt with separately.



construction of a normative poetics that would cod-
ify the rules accepted and followed by an indivi-
dual literary school; and most often toward the con-
struction of the individual poetics of a given author!.

In regard to the relationship between « poe-
tics» and « semantics » two points should be men-
tioned:

1- Meaning and sound
2- Lexicology and semantics

As regards the kinship of «meaning and sound»,
we should note whether there is any necessary
connection between the words and their names.
Plato believed that there was, but his pupil, Aristotle,
thought that this connection was purely conventional.
This is the view we accept today. An example of
this is the word « dog» in the following languages
which happen to be in the Indo-European family:
in German Hund, in French chien,in Spanish Perro,
in Russian sabaka, in Persian sag and in Kurdish

gamc‘z’l.

This will weaken the concept of onomatopocia
which was considered as an essential basis for poc-
tics in the Russian school of Formalism.

Regarding « lexicology and semantics », wc
may just add the areas which cover the linguistic
discussion of word and meaning. A word can have
more than one meaning and different words can
have the same meaning; the meaning of some words
can be analyzed into components:

hen = chickent -+ female.

1. Slavic and East European Review, VI (1927), 175.
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Certain combinations of words have meanings
which are different from the combinations of their
separate meanings, as in English the words blow
up==destroy and the same word with a different prep-
osition may have a different meaning. Lastly the
meaning of some words are included in the mean-
ing of others, as ¢ree is included in that of oak.

So we have three classes of words: morpholog-
ical, lexical, and semantic. To illustrate the dif-
ference, we can cite an example: table and tfables
are one lexical unit, but two morphological units;
and fable can be several semantic units according
to its usage in different contexts. For the semantic
phasc of a word, we use the term « sememe ».

In the «Conference on Style», sponsored by
Indiana University, Edward Stankiewicz pointed out
that: although the principles of semantic study have
been least considered in structural linguistics, at-
tempts are being made to investigate the problem
of meaning with no relation to external correlates .
Linguists, psychologists, literary critics, and philo-
sophers all showed an interest in discovering a tech-
nique of semantics.

In « Language and Non - Linguistic Patterns »,
B. Emeneau has correctly stated: The linguistic
scholar is still puzzled by the many problems in-

volved in talking about meaning and still lacks a body
of dogma to which he can refer when meaning is
discussed.! The Saussurean version of the organic

study of language, a Gestalt, where all elements are

1. Language, XXVI, 119.



interdependent, might bring semantics into the realm
where other branches of linguistics are related.
With regard to semantics, the present study is in
agreement neither with the Futurists in Russia and
Neo - Bloomfieldians in the West (in discarding
meaning from the linguistic analysis)® nor with se-
manticists whose use of meaning becomes circular
and confused.

E. A. Cassier, who suddenly passed away afew
days after delivering a paper on « Structuralism in
Modern Linguistics», has called attention to the
fact that in the whole history of science there is
perhaps no more fascinating chapter than the rise
of the new science of linguistics. To him and to
many other structuralists, the pattern equates itself
with Gestalt theory. He advocates for linguistics the
same scientific approach as we employ for the study
of chemistry, biology and other scientific fields.?

1. In Technique of Semantics and in Modes of Meaning J. R. Firth
wonders how a linguist will be able to discard the element of
semantics from his analysis since the whole morphological pattern
of a language is based upon semantic differentiations. The acceptance
of meaning in Firth’s theory, versus the neglect of it among the
modern followers of Bloomfield, also constitutes a major contro-
versy between linguists and literary critics.

2. In the «Conference on Style», Roger Brown divided the
participants of the Conference, made up of psychologists, literary
critics and linguists, into two groups: in one group were the be-
haviour scientists: linguists, anthropologists and psychologists; in
the other, were the literary critics. Cassier also declared that lin-

guistics is not a natural science but rather a social scicnce.

Word I (1954), 105-7.
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It is not indispensable to identify two codes
or norms in a language, namely poetics and linguistics;
both domains may be considered as the members
of one main body which may be termed the
code. Then we shall be able to identify the poetic
norm with the non- poetic norms inside of one
linguistic code. Poetics is based on the teleological
principle; therefore, it uses as points of departure
the concept of «devices». Poetics, like all sciences
revolves around the category of phenomena . Tradi-
tionally, through the efforts of such theoreticians
as F. de Saussure or Baudouin de Courtenay,
the concept of devices (the teleological principle)
was recognized as the cornerstone of modern
linguistic approach to poetics. One can paraphrase
the concept of the linguistic code and state that: as
no science can go beyond mathematics, no criticism
( poetics) can go beyond its linguistics.

1.1 Style and Stylistics

The study of semantics and stple in isolation resem-
bles the work of medical research scholars who
have discovered many independent cases for cancer,
but not yet the essential cause. An analogue to this
necessary but passive attemptis an interesting simile
which Jakobson made in Novejsheja Russkaja Poezija.
He describes classical literary history as: a loose con-
glomeration of home - bred disciplines; then he com-
pares its method to that of police who, ordered to ar-
rest a suspected person, would take along, to make
sure, everybody and everything they happened to
find in the culprit’s apartment as well as all passers-
by encountered in the street. These examples indicate

7



that literary scholarship does not thoroughly know its
subject matter.

In the «Conference on Style» about two dozen liter-
ary critics, psychologists, and linguists discussed their
problems and defined their terminology as applied
to literature and style. It is only fair to report that
although they failed to define style, they succeeded
at least in identifying «what is not style».r

This negative result gives hope for a future def-
inition which will be acceptable to literary critics,
linguists and psychologists alike. Each participant had
a particular point of view which differed from that
of the others. As I was privileged to be present at
the meetings of the Conference, I may roughly formu-
late the theme of the controversy: the psychologists
were interested in individuals; the linguists’ concern
was a search for a systemor a code to cover all in-
dividual variations or differences. The search for the
individual was the last stage for a psychologist, but

a first stage for a linguist. The literary critics were
looking for pure beauty ecither in individuals or in a
systems their concern was mainly with confent, whereas

beauty to a linguist was embedded in form and in the
organization of the corpus.

1. There may be different kinds of «style». Alo Raun, my
professor and colleague at Indiana University, a follower of the
European tradition, considers different forms of « style»: time
style: characteristic of a certain moment or period; space style:
restricted to an isolated community; genre style causing the dif-
ferences between chant, song, casual, non-casual, prose vs. poet-

ry, personal style and so on.



On several occasions the psychologists mentioned
an old Formalistic simile in which a writer’s style was
likened to a fingerprint by which he could be iden-
tified. The psychologists were concerned with the no-
tion of deviation from the norm, but, of course, the
term norm was differently used by the linguists. Another
major controversy in the Conference was based
on the domains which can be schematized in the

following circles. Here the psychologists considered in-

. citerary  Oomain

Psycholoyist’s Domain

Linguistic Domain

cfo L Tsychologistt Domein O
/ s Literary Damain

—

The Viewpoint of Literdry The Viewpoint of
Critios Psyehologists

dividual behavior as the larger domain, covering literary
and linguistic behaviours; whereas the linguists and

the literary critics figured the status exactly oppositc.

In the Conference among the various definitions
which were presented for style, Jakobson’s pronounce-
ment, paraphrased by Stankiewicz, was most appeal-
ing. They declared that poetic instrumentations are
cmbedded in the linguistic system and that these two

domains interact with each other; eventually, the study
of poetics becomes the study of structures in interac-



tion. Jakobson illustrated the relation of the addresser

and the addressee to the code schematically thus:

Reference
Addre sser me$sage Addressee
{a poem) . (you)
Code

In order to understand how different aspects of a
poetic message, namely, sound and meaning are re-
lated, we should first consider how a speaker formu-
lates his message; how it is transmitted to the hearcr;
and how the hearer receives the message. In thesc
stages of «coding» and «decoding» there arc nine
steps: I- semantic encoding 2- grammatical encoding
3- phonological encoding 4- sending 5- transmission
6- receiving 7- phonological decoding 8- grammatical
decoding o- semantic decoding.

Before accepting this statement as the definition

of style, it may be worthwhile to note other views.
The stylistic apparatus of a work of literature ought
to be observed in two contexts: (a) the artistic form
of the literary language and (b) the context of social
linguistic systems which can be discerned within the
linguistic pattern. According to the Russian Formal-
ists one of the crucial points in describing the style

10



of a writer is examining his deviation from the lin-
guistic pattern of his time: the norm. The Formalists
believe that the poetic language is perceived against
the background of ordinary speech. The poet’s artful
freedom or deviation from the norm ( but not deviation
from the linguistic code ) cannot be scientifically ap-
preciated unless the concept of the code is firmly en-
grained in our consciousness. We can hardly use the
terms: style, norm, code and deviation unless we have al-
ready defined them linguistically. Therefore they will
be defined at length in the coming pages.

The critics of the Prague School believe that there
are threc possibilities in the style of a writer:

- (a) The composer of a poetic message may ei-
ther not distort the linguistic components of his work
at all or he may distort them;

(b) He may subordinate the linguistic distortion
to the subject matter by giving special colour to his
lexicon in order to characterize personage and situa-
tion.

(c) On the other hand, a writer may distort the
linguistic components by either subordinating the
subject matter to the linguistic deformation or even
emphasizing the contrast between the subject matter
(content ) and linguistic expression (form).

In Prolegomenta to a Theory of Language, Hjelmslev
insists that the systematic study of literature and style
finds its natural place within the framework of lin-
guistic theory. At a more advanced stage of the pro-
cedure the larger textual parts must be further par-
titioned into. the production of a single author, and
then in the same way, into his sentence setructures,

1T



morphological distribution, and phonological patterns.
A given text always displays some structural homoge-
neity. Various parts of a text can be composed of six
different forms:

(a) stylistic form (which is characterized by vari-
ous restrictions such as verse or prose or the combina-
tion of the two),

(b) style (creative and imitative styles)
) value style (vulgar and ncutral value style),

(c
(d) media-style (gesture, flag, code),
(e) tones,

(f

) idioms ( vernacular and dialectal languages).

Another literary phenomenon that poetics and
stylistics may be concerned with — as an ultra-linguistic
factor—is aesthetics. According to Vossler, language 1is
primarily art and must be treated as art and creation.
He considers linguistics in principle nothing more than
the investigation of style and the asthetic achieve-
ments of a writer both in phonology and in syntax.

The linguist’s interest in poetics or in individual
style is to bring out wnity by subsuming all its sym-
bolism under a single plan characterized by a relation-
ship between all its parts. In Borozdy i nezhi, Vjaces-
lav Ivanov, believes that macrocosm is reflected in each
microcosm in the same way that the total rainfall is re-
flected in each drop of rain. In Ivanov’s interpreta-
tion of poetry, contrary to de Saussurc’s theory of
« signifié» and « signifant», there is no longer any ar-
bitrary division between the linguistic detail and the
linguistic whole. To discover the structure of a message
he says, one should find out the «form» from rhythm

12



word-boundary, word order, metrical system, and
other euphonic devices, and metaphors. Even an
analogy like K. Balmont’s that vowels are women
and consonants are men may be described scientifi-
cally'. From a linguistic point of view, style may be thus
discussed: Individual styles ( artistic freedoms) have
discoverable patterns which are all parts of one lin-
guistic code. Poetic patterns ( individual ) may differ
from other patterns, but they do not deviate from
the linguistic system of a given language.

1.1.1 Psycholinguistics and Meaning. The
psycholinguists arc interested in «mecasuring» the men-
tal aspects of language behaviour. To them language
is a system of symbols of «communication meaning».
To a linguist, language isa system of vocal symbols
through which human beings can communicate. The
province of a linguist is an abstraction, whereas a
psychologist is concerned with the study of how
people use and learn a language system. It is assumed
to be the domain of a psychologist to re-examine his
theories of learning and develop new concepts.

In the case of a litcrary analysis, one theory may
be the formulation of sentences on two levels: a) gram-
matical selection, (b) word selection.

The theory does not specify which one of these

selections takes place first. The understanding is that
while a person grows older, he is more apt to organ-

1. Victor Erlich. « Russian Poets in Search of a Poetics »,
Comparative Literature, IV ( Winter, 195), 56.
Note: One may satirize the argument that high vowels are

little and low vowels arc large as in big and small.
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ize his memory traces for words into sets of gramma-
tical equivalence- classes. James Deese of Johns
Hopkins University is inclined to reduce the adjec-
tival concepts of about forty bipolar ones-pairs like:
above / below, alone/ together, active/passive, alive/
dead and so on.

Another interesting factor is the free-association
experiment: to ask the subject to report the first word
that comes to his mind.

J- B. Carroll gives the word light as an example .
He then concludes that many persons respond with
dark; others with lamp, bright, sun, bulb, heavy, day, and
so on; the words have certain relations to light.

Charles Osgood of Illinois and of the Tehran Re-
search Unit has gone one stage farther and measured
the «semantic differential». To him the word nice is
found to connote something mildly feminine, good is

neutral. He finds three major dimensions inherent in
connotative meaning: (1) the « evaluation» dimension :
how good or bad the concept is; (2) the «potency» di-
mension: how big and powerful the concept is; and
(3) the «activity» dimension: to what degree the concept
suggests: active, fast, and unexpected actions. He
has found these threc dimensions to be almost uni-
versal in different languages.

Before we deal with the «definition of literature»
a few words should be mentioned about «language
and communication». According to Birdwhistle, com-
munication is not a process made up of a total of in-

dividual expressions in action-reaction sequence; it is

14



a system of interaction with a structure independent
of the behaviour of its individual participants. In re-
gard to the conveyance of a poetic message, it should
be stated that one person does not communicate «to»
another person, but he, in fact, engages himself in
communication «with» the spoken-to.

1.1.2 Definition of Literature

We intend to define literature from the stand-
point of the [linguistic system of a given language. To
introduce a technique for the structural study of a
literary message, one may refer to an instance pre-
sented by Archibald Hill. He found himself explain-
ing to the students of literature that there is no as-
sonance in the following line, if it is transcribed into
phonemic transcription. If there is any assonance at
all, it is merely eye assonance:

The lonely dove moves not with mothlike !

! ! b

ou o) uw v 9

In the abovc line there are five «o»s of which

no two have the same pronunciation, even though

they all look alike orthographically. The resemblance

of the shapes of «o» to cach other is termed eye asso-
nancce.

The reverse difficulty may also occur in which

a line may apparently not have «eye assonance» but,

1. A. A Hill, «Towards a Literary Analysis», Studies in Honor
of James Southall Wilson (University of Virginia Press (1951),
851.
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if it is transcribed into phonemic symbols, thena struc-
ture will be revealed.

A literary analyst should be armed with a know-
ledge of linguistics to be able to discover the organ-
ization of a poetic message. It is interesting to cite
a simile in which the literary critic seems to be the
man who possesses the powder, but the linguist is the
one who has the gun. If thesc two co-operate, hopes
for fruitful achievement will not be in vain; other-
wise they may be both led astray by whims and prej-
udices. James Sledd says, in this respect: if men of
letters want to debate the value of linguistics in literary
study, they should learn some linguistics.

In regard to thc delimitation of the poetic do-
main, we may observe «poetry » from three angles:
1) poetry is language, so it lics within the linguistic
system; 2) poetry is not language but it is art; §) poc-
try is the overlap between language and art, so itis
this dual membership which characterizes poctry.

A linguist’s approach to style is based upon the
assumption that all poetry is language but not all lan-
guage is poetry. According to this interpretation, we
should cite that the relation of language to poetry is

not as stone to sculpturc or pigments to painting or
sounds to musical components.

We should also remember that poctry is different
from science; one must not interpret this statement by
concluding that poetry is different from science as
stars are different from astronomy. Poetics is based
upon the «scientific» approach to language combined

with art. The term «scientific» is usually meant to

16



apply not to phenomenon but to a way of dealing with
them.

Sledd may intend to state that the « scientific »
method has little to offer to the understanding of
poetry, that there is an inherent difference between
stars, and poetry, which makes stars amenable to scien-
tific study.

Referring to the above discussion, we may con-
clude that poetry is language; therefore, if poetry
is language and linguistics is the scientific study of
language, linguistics is also the « scientific» study of
poetry.

We must now investigate the type of statements
made by linguists based upon the model that Charles
Morris suggested which includes three areas: 1) syn-
tactics: the study of the relation of sign to sign;2 )
semantics, the study of the relation of sign to signatum,
and g) pragmatics, the study of the relation of sign
to user.

The above discussions can be reworded thus:
1) poetry is language 2) syntactic analysis must be ex-
plored before semantics 3g) stylistics is based upon
grammar or more precisely upon classification 4) every
poetic message deviates from norms in two ways: the
elimination of certain restrictions and the introduc -
tion of new boundaries. It has to be added that many
questions about the meaning of a poem may still re-
main unanswered, particularly in regard to private sym-
bols, irony, humor, parody and literary genre. It can
simply be stated that the classification of these poetic
artistries could be achieved with the assistance of lin-
guistic methods.

17



Another approach to literature is advanced in
T heory of Literature by Austin Warren. He holdes that
the term literature should be limited to «imaginative
literature». Some literary critics have suggested that
language is the material of literature as stone or bronze
is of sculpture, paint of pictures, sound of music
and movement of dance. These comparisons appear
to be justifiable if our concern in poetics is only with
content; whereas total critical interest should be in form
as well as in content. If one looks at a literary mes-
sage from the value standpoint, one naturally wonders
as Warren does, how to discover the secret that makes
Shakespeare Shakespeare. Warren becomes even more
involved when he plunges into two boundless domains
of individuality and evaluation; therefore, he arrives
naturally at an unfortunate conclusion. He states, «At-
tempts to find general laws in literature have always
failed». He adds that the play, Othello' is not about
Jealousy but about Othello’s jealousy, the particular
kind of jealousy a Moor married toa Venetian might
feel.

According to I. A. Richards, a poet in his «poe-
tic process» is an imaginary construct based upon the
reader’s understanding of the poem. In other words,
a poetic message may be regarded as a suitcase. In

this literary communication the poet packs and the
reader unpacks. This associative factor may take place
in different layers of the society. Aninteresting exam-

ple of thisisa conversation which took place between

1. Rene Wellek and Austin Warren, Theory of Literature, (New
York, 1967%), 6, 10.
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R.W. Emerson and a farmer in which the farmer told
Emerson that a farmer’s ideas are the ideas offered him
through the semantic structure of his language. There-
fore when we say that poetic ideas are in the lan-
guage, the word «in» has an intimate connotation
with the term «system».

Warren’s theory gives the impression that his idea
centers chiefly around the domain of «content» and
touches « individuality » and « evalution » — terms
which are vague and hard to apply to any scientific
discipline. Warren continues on the same track and

adds:

If we recognize fictionality, invention, and imagination as the
distinguishing traits of literature, we think thus of literature
in terms of Homer, Dante, Shakespeare, Balzac rather than
of Cicero, Montaigne and Emerson.'

One may be lost in discovering the criterion that
Warren employs to gauge the degree of liferariness in
comparing a passage by Balzac with an essay of Emer-
son. It is hard for a poetist to explain this term or to
give a preference to any poetic message unless two
degrees of organization arc compared with each other.
No criterion has been devised to evaluate beauty and
there is no standard to grade varieties of beauty in a
hierarchic manner.? Warren himself admits that a liter-

ary work is not a simple object but rather a highly

1. Ibid. 1.
2. E. Kant considers two criteria to gauge the aesthetics ofa
piece of poetry; (a) pleasure to relieve us from the tension

of emotion, (b) utility.
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complex organization of stratified character with mul-
tiple meanings and relationships. Because of this very
fact, a linguist tries to evolve a mathematical method
rather than an impressionistic one; hence he attempts
to keep himself and his analysis away from the

labyrinths of meaning, aesthetics, and psychology.

The concept of the roles of literature has been
raised by literary critics as well as by the poets or
the composers of literary material. The linguist has
the tendency to appreciate the view that there is one
poetry, one literature comparable in all ages, yet devel-
oping, changing, and evolving new ranges of pos-
sibilities.

It may be stated that a literary critic is not by
himself in a position to explain the nature of a poe-
tic message, unless he possesses a sufficient knowledge
of linguistic technique; conversely, a linguist alone is
not competent to discover and define a poetic message
unless armed with the techniques for analyzing the
content or the culture which have affected the composer
as well as his compositions. '

A poet isa creator who is aware of his poetic
freedom and of techniques by which it may be ex-
ploited within the totality of his language. In Persian, for
example, no speaker of the language is linguistically
permitted to use an initial consonant cluster; there-
fore, a poet is not authorized to try it. There are, of
course, some non-initial consonant clusters which are
permissible, even though they are not commonly used.
If a poet uses those rare consonant clusters in rhyme,
his action must not be interpreted as a violation of the
code, but as a utilization of a poetic freedom. The same
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degree of freedom exists on the higher linguistic levels;
namely: the morphological, syntactic, and metrical
levels.

Not that the linguist underestimates the aesthetic
function of literature; he believes in Boris Tomashev-
ski’s statement’:

La poésie est un phénomeéne essentiellement esthétique (po-
etic instrumentation, but not image), ol tout a sa valeur pro-
pre et doit étre apprécié et senti comme un objet immédiat

d’impression esthétique.

In estimating this statement, one must not forget
that the term aesthetics does not have the same con-
notation to a linguist as it has to a literary critic.
To a linguist aesthetics means higher organization of a
poetic message. Every poem is an autonomous unit of
higher organization which is based on a set of gen-
erally observed norms, but which also admits areas
of relative freedom. The great poet is, however, the
composer who is able to operate the rules which are
obligatory within his own poetic tradition and its lin-
guistic code, but who can also manipulate these rules
in accordance with his own intuitive and artistic abil-
ity. Linguists, on the other hand, in looking for objective
criteria for classifying utterances, argue differently. ?

1.« La Nouvelle école d’histoire littéraire en Russie» Revue

des études slaves, VI1II (1928), 233.

2. In the « Conference on Style» I.A. Richards of Harvard
questioned F. Householder as to whether it is at all necessary
for a linguist to define literature. Householder answered that he
does not want to make a dichotomy between good literature and
bad literature until he has first separated non-literature from gogd
or bad.
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1. Permanence: In order to distinguish litera-
ture from non-literature, we may reject the concept of
permanence as a major criterion and argue that it
should be replaced by stylistics which includes vo-
cabulary choice, structural selection and co-occurrence
patterns over segments of greater length than a single
sentence. It appears that permanence if it covers aud-
ible and subvocal repetitions, might be also considered
as an autonomous criterion.

2. Length is another criterion a poetist may argue
and say that any utterance of less than five syllables
is not likely to be literature.

3. Partial Predictability of certain special kinds,
both retrospective and prospective, is a characteristic
of a literary message. In the case of English metersor
in Persian rhyme, it is non-structural or ornamental
(mosaic).

Householder, the formal discussant of «Conference
on Style », ventured to define literature, or in other
words, to delimit its domain, even though literary
critics like Richards did not find it necessary to define
literature at all. Householder asserted thus:

Literature includes all continuous utterances that are over
a certain minimum length and also have a structural reg-

ularity not required necessarily by the grammar.

1.1.3. Linguistics and Literature Roman Jakob-
son mentioned in the Ninth International Congress
of Linguists that for the first time a special section of
linguistics has dealt with stylistics and poetics: the study
of poetry has been conceived as inseparable from
linguistics and its pertinent task.
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It is clear that the conflict between the critic and
the linguist is just a misunderstanding: the critic ig-
nores the findings of the linguist, and the linguist ig-
nores the perceptive observation of the critic. The lin-
guist is eager to point out that the critic’s statement
is vague, and the critic assumes that strict linguistic
analysis of a text will impair its beauty.

A statement should be made that an extensive
analysis of a literary text should not destroy the «won-
der» of the text, but rather should enhance it. The
linguist is primarily interested in « objective » data ;
whereas a literary analyst is concerned with « value ».

It can be said that both approaches will even-
tually meet and head on at the same destination.
Since the linguist must deal with the structure of a
language, it is easy to expect that he should follow a
similar discipline in his literary analysis.

Another linguistic approach to the study of a
literary text is the generative transformational ap-
proach-known and abbreviated as the TG discipline.

Samuel Levin and J. Thorne have incorporated
the TG model in their literary text analysis and have
reached two points:

1) A TG grammar will generate all the gramma-
tical sentences of a language and none of the un-
grammatical ones. A TG grammar allows a sentence
such as « Jack likes milk», but does not accept a se-
quence such as: « Girl the drinks milk the».

Levin has analyzed two poems by E.E. Cummings
and Dylan Thomas. He has discussed two utterances
as: « He danced his did » and «a grief ago». The
English grammar does not generate either of these
sentences.
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It can be stated that the utterances are « devia-
tions from the norm». Then one may conclude that
the greater the number of such unwanted consequences
the less grammatical is the sentence in question.

In order to «fix» a grammar, two methods may
be used: a) the grammar may incorporate a new rule,
b) certain co-occurrence restrictions may be relaxed.

In E.E. Cummings’ «He danced his did», using
the first method, involves the following new rule:

NP Verb ( NP=a noun phrase which may consist
of a verb) which would break a rule that says that
only N (a noun and not V a verb) may be the result
of the rewriting of NP.

In other words, the sequence NP dominates N,
but never V, sosequences such as «may went» or «the
had» are also considered ungrammatical.

In regard to Dylan Thomas’ statement: « a grief
ago», the grammar will generate sequences like: « a
happiness ago », «some sorrow back », «a disappoint-
ment ago.» We should find out the reason that : «a
grief ago» appears more grammatical than: «He danced
his did.» The answer is that the two sequences differ
in.degree of grammaticalness.

- The sequence « He danced his did » breaks a
more general rule than the sequence: «a griefago ».
The grammar to permit the occurrence of : «He
danced his did» would require the additional rule: NP
V; since V is any verb. The addition of this rule would

break the restriction which disallowed any V to be
an-N. '
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In the sequence of «a grief ago », the case is dif-
ferent: it violates a more specific rule. Therefore, it
can be concluded that the rules of grammar to cover
sequences, analogous to : «a grief ago» are much
less extreme than those that cover the sequences
similar to : «<He danced his did ». So a sequence : «a
grief ago » is less ungrammatical than the sequence:
«He danced his did»; because of finding analogiesin
a normal grammar such as: «a while back», or «some-
times ago ». Since « grief'» is substitutable for a tem-
poral noun, one may think of «grief» asimplying time.

It is hard to discover the first scholar who applied
the TG grammar as a model in the analysis of prose
style, but certainly R. Ohman is of the pioneers of
this application. He has pointed out that a prose style
represents a «characteristic use of language as reflected
by the « habitual and recurrent » use of certain
specified grammatical patterns of the language.

He has also added in his scholarly article that
the recent development in TG grammar, particularly
on the transformational model, promises to clear away
the mist from stylistic theory and to make a corres-
ponding refinement in the practice of stylistic anal-
ysis. . o . A , o
-He. adds that a style is-a characteristic. way of
employmg the transformational apparatus and to ac--
cept that method will be a practical tool to the des-
cription of actual style.

Ohman has chosen models from Ernest Heming-
way, D. H. Lawrence, Henryjames and William Faulk-

ner. He has concluded that each author favours
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certain « habitual and recurrent » use of TG gram-
mar. Faulkner: the relative clause, the conjunction,
and the comparative and superlative forms.

Ohman has also picked up a passage from «Sol-
dier’s Home » by Hemingway to analyze his style. He
concludes that the passage reflects the «recurrent and
habitual use» of the following TG form: 1) the quota-
tion, or reported-thought, 2) indirect-discourse (change
of pronoun and verb tenses), 3) deletion forms.

It is quite possible to use TG grammar to illus-
trate the differences which exist in the prose style
of Hemingway, Faulkner, James, and Lawrence. The
analysis can be based upon the qualitative differences
of the style used by any two writers.

The TG model can be employed to show the syntac-
tic relationship to indicate intuitive responses to cer-
tain forms of writing. To use this model, an analyst
may conclude that there is a close kinship between
the prose-style of writers such as Edward Gibbon, Sam-
uel Johnson even though the difference is not «quali-
tative» ; the difference is in fact «quantitative» or «syn-
tactic.»

With certain reservation, it can be generalized
that the prose style of Gibbon is «grand », « com-
plex» and « ornate» ( the linguistic argument is that
syntactical patterns, based uponthe TG model, can
account for these assumptions).

Another literary critic, Curtis W. Hayes, has chos-
en a passage from Gibbon’s Decline and Fall of the Ro-
man Empire, and has used the TG model for its analy-
sis. Let S diSCUSS the following sentence from the same
work:’
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«Their discontents were secretly formed by Lae-
tus, their praefect, who found, when it was too late,
that his new emperor would reward a servant, but
would not be ruled by a favourite. »

This sentence can be analyzed into the «source
sentences»:
1- Laetus secretly formed their discontents

2- Laetus was their praefect
3- Lactus found NP'..... Adv. T
4~ It was too late then

5- His new emperor would reward a servant
6- A favourite would not rule his new emperor

The TG form of the above «source sentences »
can be classified:

1- Passive

2a- Relative-clause

2b- Deletion (ellipsis)

3- Relative clause: who found
NP.... Adv.T

4~ Adverbial

5- Factive: the new emperor would reward a ser-
vant.

6a- Negative transformation :a

favourite would not rule his new emperor

6b- Passive transformation : his new emperor
would not be ruled by a favourite

6c- Conjunctive transformation

This analysis shows the: « grandness », «complex-

ity» of Gibbon’s style.

1- NP stands for a fioun - phrase; T for «adverb of time»
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1. 2. Movements in Literary Analysis

During the whole period of the nineteenth cen-
tury, literary historians focused their attention on sub-
ject matter and ignored completely the significance
of form. Since the second decade of the present cen-
tury, literary critics, armed with linguistic techniques,
have increasingly made use of the concept of « method-
ological» system.

1. 2.1 Formalism and Futurism

Two basic notions originated in Eastern Europe
and Russia: (a) Formalism: a discipline which regards
literature as a component of the linguistic code (b)
dialectical materialism. The Formalistic technique has
intimate contact with the domain of linguistic science,
particularly with morphology. Formalists recognize a
literary piece as a pure form; its content is significant
as long as it is of any assistance to the systematiza-
tion of the form. Instead of the classical notion of form
and content, the Formalists introduced a new distinc-
tion between material and process. Formalists repeat-
ed themselves to make the fact clear that an analyst
should separate form from content, but should examine
these phenomena interrelatively. The Formalists ana-
lyze the questions, formerly regarded as content, under
the title .of « thematics v»'.‘ In this the theme of a spec-
ific « message » or an individual poetic style is con-
sidered a problem of poetics.

Russian Formalism is, in fact, a school in Russian
literary criticism which came to life during the First
World War, flourished widely in the early 20’s, but

was frustrated or politically suppressed in the late-
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20s. In 1916 in St. Petersburg a book was published
which dealt with the theory of poetic language. The
co-authors organized the «Society for Investigation of
Poetic Language», ( in Russian, the abbreviation is
OP0OjJAZ ). The members of this Society were nei-
ther aestheticians, idealistic philosophers nor classical
literary critics; they were all linguists. However, be-
fore it could achieve its proper destiny, Formalism was
excommunicated by the Marxists on the grounds that
its theories were «reactionary!»., Marxists like Gelfand
said that the Formalist philosophy of literature is ut-
terly false; not only is it completely «reactionary »
but also that it is reactionary because it is utterly
false.t

A few of the left wing literary critics did not
hesitate to admire the Formalistic technique in poetics.
Osip Brik maintained that owing to its emphasis on
literary value Formalism or OPOJAXZ ought to be re-
garded as the best educator of the young proletarian
writers. Boris Tomashevski (a Formalist) also pointed
out:

Il n’est pas exagéré de dire que le mouvement créé par le
formalisme n’est rien moins qu’un mouvement de la

philologie russe.?

1. Formalism is the name adopted by the East European
literary critical school of the inter-war years. It manifested itself
in such diverse fields as the Vienna Circle in philosophy, the
Austrian School in economics, learning theory in psychology and
New Criticism in Western literature.

2. La Nouvelle Ecole d’histoire littéraire en Russie, Revue des

études slaves, VIII { 1928), 238-239.
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As long as the Marxian literature had not be-
come a rigid dogma, a non-Marxian heresy, such as
Formalism, had a right to exist; even though to the
fanatic Soviet art was a weapon in the class strug-
gle. Formalism lost its political reputation, but not
at first its literary validity. Even some of the tradi-
tional critics of Russia like V. G. Belinskij, the father
of Russian literary criticism, being aware of the sig-
nificance of form or structure of a poetic message, said:
no Marxian and hardly, any modern poetist, has since
been free from OPOFAXZ influence. Yet in Russia it
was not easy to defend a school which was not ac-
ceptable to the political system. Even today one en-
counters cases like Pasternak’s Dr. Jhivago or Vera
Panova’s Time Walked. In a communistic society litera-
ture is a vehicle for political publicity. If a school of
thought does not thoroughly meet this need, it will
inevitably be condemned and ultimately destroyed.

In Russian Formalism: History-Doctrine, Erlich quotes
Khachaturjan, who appears to be anti-Formalis-
tic, as heis accused of «Formalist distortions and anti-
democratic tendencies» ; Khachaturjan mentioned the
struggle against the reactionary Formalism. He believed
that the vaunted Bolshevik vigilance did not fail to
bring to light reactionary infiltration even into scien-
tific research. Soviet nuclear physics, Erlich asserts,
was found to be infected by the Formalistic bacilli.

The reports on the Russian Formalist School in
Western Europe or in American publications were
scarce and brief, and not quite geared to a potential
specialized audience. Yet many Formalistic insights
outlasted the totalitarian purge, and found a new
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lease on life in kindred movements on the other side
of the Marxian Leninist iron curtain.

The linguistic structuralism of Roman Jakobson,
Nicholaj Trubetzkoy and the whole Prague Linguistic
Circle were strongly influenced by Formalism; Ro-
man Jakobson acted as the leader. It appears rele-
vant to call attention to the other literary schools in
Europe while Formalism was on the threshold of its
being.

In France the early development was the meth-
od of explication des textes, (which is not a structural
approach); in Germany the resurgence of intrinsic
analysis had broader methodological and aesthetic ap-
plications; Germans call their approach the study of
fine arts or Kunstwissenschaft. Moreover, the contri-
butions of Russian Formalism proper were reinforced
by the work of Polish and Czech critics.

The Polish Integralists, however, were less in-
clined than their Russian or Czech confreres to state
their plea for the autonomy of literary scholarship in
purely linguistic or semi-sociological terms. The equiv-
alent to Russian Formalism in the Western nations
was the fresh, and largely autonomous, Anglo-Ameri-
can New Criticism in the literary domain, and synchronic
descriptivism in the linguistic field.

In order to acquire a general understanding of
the principles of the Russian Formalist and Futurist,

Polish Integralist, and Czech Structuralist move-
ments, their main doctrines will be presented briefly.
Three major problems faced by Formalists and other
schools; namely, Content and Form, Code and Message ,
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and the Orchestration of a Poetic Message will be dealt
with later. Other factors can be briefly summarized
thus:

1. The Formalists brushed aside the discussion of
intuition, imagination, genius, and the like as being
a legacy of nineteenth century philosophy. They
instead proposed analytical and experimental tech-
niques.’

2. The Formalists spcak of ‘integrity and of op-
positions. They hold that each language is an inter-
nally opposed system of sub-languages. They discov-
er oppositions in phonology, morphology, syntax
and grammar as well. The task of a poetist, they con-
tend, is to discover the pattern of a poetic message
in poetry as well as in prose. The success of a poe-
tist is based on his manipulation of grammatical op-
positions and upon the patterns of phrase melody.

3. The Formalists’ approach to versification is
shaped by two basic tenets: (a) that a poetic message
is an organic unity; and (b) that such phonological
factors as rhyme, alliteration, and internal textures fall
into definite organizational patterns.

4. Besides the opposition of Form and Content,
the Formalists believe in the opposition of content in re-
lation to an organization which includes the melody
of verse, the system of images, the composition of the
whole poem, the rhyme and the general pattern of
rhythm. Tomashevski pointed out:

Les jformalistes encore sont 'opposition de la matitre; les
éléments de I'ceuvre, I’idée aussi bien que le rythme, sont

des facteurs artistiques et ne sont aclifs qu’en tant que tels,
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ct par suite doivent étre étudiés comme tels. 1.

5. The Formalists tend to reject: (a) the acoustic
approach to versification (German terms it Schallana-
lyse) and (b) the classification of poetic stylesin terms
of a poet’s verbal repertory without reference to his
prosody.?

6. The Formalists attempt to deal with both mor-
phology and syntax regarding the latter as on the
border line between surface patterns and semantics.

It is undeniable that although Formalists con-
tributed greatly to the study of poetics, their approach,

as Harkin notes, is not free from defects. Concerning
the negative aspect of Formalism, Harkin has men-
tioned some points with which it is difficult not to
agree. In all fairness, however, it should be said that
some of the following defects of Formalistic doctrines

were remedied at least in part by the Polish Integral-
ists and the Czech School:

1. Literature is located in its form and in its structure, but
not the author’s psyche. Jakobson has pointed out that if a poet
composes a love poem, it does not necessarily indicate that he is
in love. The love poem is, in fact, a linguistic pattcrn rather
than a literary form. Sec: Manfred Kaidl’s «Russian Formalism»
The lmertcan Bookman, 1 (1944) 23.

2. Jakobson says that the sound-form of poetic messages de-
pends upon the -phonemic pattern of a given language; there-
fore, the predilection of phonological devices like rhyme, allitera-
tion or other poetic instrumentations are not a matter of chance
but a matter of organization. See: « La Nouvelle Ecole d’histoire

Littéraire en Russien, Revue des études slaves, VIII ( 1928), 238.
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1. The Formalists disregarded the historical de-
velopment of poetic language and lacked a semantic
theory.

2. Whilethe Futurists discarded content and con-
sidered only jform, the Formalists tried to relate them;
but they did not propose a definite theory of inter-
relationship.!

3. The Formalists overestimated the quality of
artifice in literature.

1.2.2 Neo-Formalism

Roman Jakobson is considered to be the pioneer
of the Neo-Formalist movement first in Russia and
then in the West. After he left Moscow in 1920, a
sharp cleavage developed between the poetic tenets
of the Moscow Linguistic Circle and the Husserlian
ideas which were flooding in on the more westerly
European notions. Jakobson, as a kind of plenipoten-
tiary, introduced Russian notions, many of them quite
novel to Western linguists, critics and to the non-
Marxian world. His Khlebnikov’s Poetic Language --basic- .
ally a study of poetic devices--attracted both linguists
and literary critics; while his concept of onomato-
poetic and emotional utterances startled them. Neo-
Formalists believed that if literary criticism was to
become a scientific discipline, it must be concerned

1. American Structuralists have demonstrated the practical-
ity of their theories by analyzing poetic and non-poetic messages.
See: James Lynch: « The Tonality of Lyric Poetry: An Experi-
ment in Method», Word, IX (1953) 211-224; and also Z. Harris
«Discourse Analysis: A Sample Text», Language XXVIII ( 1952),

474-494.
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with poetic devices and with their systematization in
the linguistic code. All other facts of literature like
ideology, emotion evaluation and the psychology of
characters and writers were to be left outside the do-
main of poetics.

Nco-Formalists did not hesitate to maintain that
the identification of the poet with the idea of feeling
1s just as absurd as the behaviour of the mediaeval
pcople who beat up the actor who played Judas. The
Jakobson-Tyjnanov thesis, however, leads us directly
to the most interesting theories of Nco-Formalism .
They believe, for instance, that versification cannot
be the result of phonetic similarities since poetics rec-

ognizes arlifice or systematic instrumentation as a
part of the overall linguistic pattern (/a langue) con-

trolling the idiolect ( la parole).

Shklovskij has said that versification is a system-
atic dance of the articulatory organs; accordingly,
the creative distortion of nature by means of a set of
devices or the use of the poetic freedoms in the domain
of the linguistic code is the real aim of art. The de-
vice is the art of making * [ instead of writing ] a liter-
ary piece; therefore, the presentation of life or reality
i1s not poetic; what is poetic is: (a) the distortion of

banal usage of language, (b) the use of artistic free-
dom.

1. In Persian the term making poetry is always used to denote
«writing poetry» since versification is considered an art with a
great deal of poetic freedom that only a poet can achieve by his

mtuitive talent.
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One of the essential tasks of the early Formalists
was to refute theories which had been presented by
classical or pseudo-literary critics like Potebnjanists .
In two articles which are regarded as the «manifesto»
of Formalism, Shklovskij attacked the classical school
of literary criticism which ignored the form and stuck
to images and psychology. Later the Neo-Formalists
introduced the notion of devices to analyze a poetic
message. Jakobson’s favourite technique is to break
down words or the larger segments into their con-

stituent morphemes.
Works of literature, including those of fiction,

are thought of as a kind of textured wrap woven
from sounds, articulatory movements and ideas.
Other essential contributions of the Neo-Formal-
ists and particularly of Roman Jakobson are : (a) the
study of metrics and the investigation of metrical typol-
ogies in various languages, (b) the study of metaphor.
Jakobson has made an extensive analysis of several
Slavic poems in order to arrive at gencral metrical
rules permitting no exceptions. In his «Studies of .
Comparative Slavic Metrics» he reaches an intercst-
ing conclusion concerning the decasyllables of Star-
ina where word-units have the following distributions:
Odd syllables containing an Anlaut!®:
IX II1 A% VII I

50% 30% 43% 79% 100%

1. Roman Jakobson, «Studies of Comparative Slavic Metricsy,

Oxford Slavic Papers, 111 (1952), 40.
Note: Jakobson is considered guilty of oversimplification when

he says that in some literary genres, as, for instance, the novel,
the verbal material has a less limited degree of organization or, to

use his term, it is «aesthetically neutraly.

36



Jakobson’s success is based on his general rules
(the 1009, case) and on relating the metrics of one
language to that of another ( comparative typology).
Several examples are cited in Studies of Comparative
Slavic Metrics. He recognizes three segmentations in
poetry: (a) the foot, (b) the colon, and (c) the line.
Parallel to these are three other metrical units which
work adequately for Slavic metrics and perhaps for
several Indo-European languages. They are: (a) syl-
lables, (b) word-units, (c) sense groups. According
to his technique the subordination of phonemes into
«non-syllabic» and «syllabic»; the subordination of
syllables to neighbouring syllables divides the syllables
into «unaccented » and «accented »; and the subor-
dination of the word-unit to neighbouring word-units
divides the word-units into: dependently accented and
independently accented. This systematization is ap -
plicable to some Indo-Germanic languages; even
though in «The Disintegration of the Avesta Studies»,
Professor W. B. Henning reports that the metrical
analysis of the Avesta is still fraught with so many
problems that reference to such lines as: «ono porno
tonum o isifois» can do little to advance the discus-
sion of the Indo-European decasyllables.

The other linguistic phenomenon to which Neo-
Formalists, particularly Jakobson, have greatly con-
tributed is the study of metaphor. In « The Meta-
phoric and Metonymic Poles», he asserts that meta-
phor is alien to the «similarity disorder», and metony-
my to the « contiguity disorder». In short, deviation
of a discourse may take place along two different se-

mantic lines: one topic may lead to the other either
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through their similarity (metaphoric) or through
their contiguity (metonymic). Similarity connects a
metaphorical term with the term for which it is sub-
stituted. When one constructs a meta-language toin-
terpret tropes, one possesses a sharp and efficient tool
to handle metaphor; therefore, the study of poctical
tropes is directed toward metaphor.

It may be stated that Jakobson was the first syn-
chronic linguist who dealt with thé analysis of idioms
and metaphors from the structural point of view. Two
criteria delimit a fixed idiomatic phrase from non -
idioms: (a) substitution, and (b) totality. In a non-idio-
matic phrase such as « John kicked the ball. » it is
permissible to substitute different items for each mor-
pheme with obvious replacement of meanings. In an
idiomatic phrase such as« He kicked the bucket.» no
other stem-morpheme 1s substitutable for any stem -
morpheme of this sentence without radically changing
the meaning. Totality implies that the individual mor-
phemes of an idiomatic phrase have no independent
significance and that their meanings depend on the
total phrase; whereas in a non-idiomatic phrase each
morpheme by definition is meaningful.

It appears that Futurism contributed to the the-
oretical structure of Neo-Formalism; therefore, it
seems worthwhile mentioning its contribution and its
major controversies with Neo-Formalism. The main
difference between these Schools is based on the degree
of stress which Futurists laid on jform and the very
slight attention that they paid to the content or sub-
ject-matter. For this reason the Futurists are called
the followers of the all-form; whereas the Formalists,
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particularly the Neo-Formalists, have made efforts to
relate form to content and even preserve semantic fac-
tors in their poetic approach.

Futurism has influenced American Structuralism;
it appears that models or techniques such as Z. Har-
ris’ «discourse analysis» may be related to or even
initiated in Futurism . For this reason we find the
study of Futurism and Neo-Formalism significant for
a proper understanding of American Structuralism.

The major target of Futurism and Neo-Formal-
ism is based on morphemes; therefore, both schools
are in the strictest sense of the term morphological. Rus-
sian Formalists were actually those Futurists who
first looked for the theory of the self-sufficient word
in poetry and strived for the creation of an ana-
logical «trans-sense» poetry in which the element of
semantics is completely discarded and the literary
analysis is based upon the structure of the phonologi-
cal and morphological systems of the subject-matter.

A. Kruchenykh, an acknowledged spokesmen for
the Futurists, repeatedly declared that genuine novel-
ty in literature is independent of confent, that what
really matters is form. Erlich calls attention to the
activity of the Futurists in systematizing the inner dy-
namisms of poetics-euphony: rhyme, alliteration, as-
sonance, consonance, and other phonological devices.

1.23 Structuralism and Poetics.

Structuralism in the West is either a development
of Formalism, Futurism, and the approaches of the
Polish and Czech schools, or, in America, a native
growth, anthropologically based, and later leavened
by borrowings from abroad. In more recent years
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another leavening has come from the indigenous
American «Neo-Criticism».

What a Formalist understands of Structuralism
is neither a « Weltanschauung » antedating and tran-
scending empirical data, nor is it a literary technique.
It is a linguistic method of investigating the rclation-
ship of morphemes insidc a sentence construction and
their distributive relation to the linguistic pattern of
a given language. According to the Praguc School,
the mutual relationship of the components of a poe-
tic message constitutes its structure -- a dynamic struc-
ture both convergent and divergent.

The crucial point is that each component has its
distributive value in terms of its relation to the total-
ity, that Structuralists have managed to encompass
historicism in its differentiation of synchronic from
diachronic ( the historical description ).

Classical literary critics of the Western world who
are familiar with aesthetics, but not with the structur-
al method of poetic analysis, had attained at best the
French stylistic and philological method of explication
des textes. ¥. De Saussure coined the terms « rapports
associatifs » and «rapports syntagmatiques» for two
key literary dimensions at a:.relatively early' date.
These two interrelated dimensions -obviously - parallel
the  techniques of ‘those structuralists..who operate
« mathematical» devices for their discovery -- devices
used later in James Lynch’s «The Tonality of Lyric
Poetry» which in turn almost parallels Harris’ dis-
tributional technique.

Lynch introduces his method thus: If x,y, and z
stand for indeterminates, but with positive values, I'%Fx
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could represent the value of one which receives stress,
14y could represent the value of one which is prom-
inent by « repetition ». Through this mathematical
teclinique three phonemes, each having one orchestra-
tive quality, can be demonstrated as a mathematical
formula in this fashion: 14-x+y+4z. Not only can
this method be used for the phonological pattern of
poctic language, but also for its morphological struc-
ture.

Zellig Harris in his Methods in Structural Linguis-
tics and 1in two articles! comes from distributional
techniques for analysis of the morphemic structure pat-
terns of a given text to the final stage of text analy-
sis. In every poet, as in a painting or a molecule,
there is a discoverable structure; discovery must be
based on a theoretical groundwork possessing complete-
ness, simplicity, and consistency.

In «Distributional Structure», Harris defines struc-
ture as being a set of phonemes or a set of data
which describe the members of the set and their in-
terrelationship. He adds that the perennial man in
the street believes that when he speaks, he freely
puts together whatever elements he likes; but, in fact,
he is so limited by the linguistic code that he is un-
able to go beyond it. An example may be cited to
clucidate this idea.” A speaker of English may use

terms like analyticity, linguistician, grammaticalness., and

1. «Discourse Analysis», Language, XXIIV(1925), 1925 1-30;
and « Discourse Analysis; a Sample», Language, XXIIV (1925),
474-494-
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antitranssubtantionalistic — terms not commonly used .
Such constructs should, however, be interpreted as in-
novation rather than a wviolation of the linguistic code;
since their constructive patterns already exist in the
code.

In « Discourse Analysis», Harris is not interested
in discovering « what a text is saying »; he merely
wishes to find out « how a given text is morphologi-
cally organized ». While the morpheme is the mini-
mum unit of speech, the maximum unit is nota sen-
tence but a larger unit which may possibly be a fext.
The important phenomena for this analysis are the
distribution of morphemes and the morpheme boun-
daries: junctures and morphemic intonations which
are shown, in part, by punctuation marks.

Discourse analysis proceeds on two interrelated
levels: (a) the distributional relations among sentences
or among morphemes, and (b) the overall study
of a whole discourse or of a single text in relation to
the code. Harris’ main intention is to devise an ana-
lytical method which can discard meaning phenomena
from his analysis. To him meaning is merely distribu-
tion.

The analyst classifies morphemes into groups
having similar distributive behaviour. Then he considers
the distribution of these groups ( classes ) as a whole .
In a sequence like A-M and A-N one finds that M
and N have the same distributional occurrence. Ifa
sequence of B-M and C-M could also be traced,
then an analyst may conclude that A, B, and Chave

the same distribution ( equivalent but not synonymic
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or homonymic).?

According to Harris, homonyms do not exist
unless they have the common distributional environ-
ment . The statement that A, B, and C are members
of the same class does not indicate that they «mean»
the same thing; it only means that they have a com-
mon environment. Harris presents an example which
sheds light on his hypothesis and calls attention to the
similar class-function of the following underlined phrases
since all three have a common environment:

1. He speaks English at home.

2. He speaks English three times a week.

3. He speaks English wherever he is.

An analyst should look for the members of an
equivalence class which, at least, have one environ-
ment in common. Examples can be cited in which
sun and son are members of the same class, but a table
(of words) and a table (of statistical data) are of two
different classes.

According to the Harris® method an analyst has
two columns: (a) the horizontal which shows the
«equivalence class», and (b) the vertical which indi-
cates the members of each class appearing at suc-

cessive intervals. A traditional analyst may argue that

1. In « Language and Poetic Creation», Margaret Schlauch
calls attention to an interesting example of «homonymsy in French
She asserts that in French there are two words: louer one mean-
ing « to praise»; the other « to rent». It is possible to use both
in the same environment; therefore, these two words are «homo-
nyms». We may say « Fe loue votre maison parce que je la
loue». The Gift of Tongue (New York, 1955), 235.
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such a conclusion may naturally have been obtained
intuitively; but one has to remember that intuition
does not yield any scientific result. Harris’ method
may be formulated in the following fashion:

1. The whole sentences of a text can be formu-
lated into NVI ( in which N stands for any noun -
phrase and V for any verb-phrase and I for the inton-
ation of the contour).

2. Then an analyst may look for morphemes
which have a different frequency of occurrence (the
occurrence may be a morpheme occurrence or a
class environment).

3. An analyst may classify morphemes or mor -
pheme sequences which are substitutable for each
other, although they do not occur in the same en-
vironment.

An aspect of the theory of environment may be
illustrated by the following example in which the
elements A and B have the same environment except
that the environment of A always correlates with an
X which never occurs with B. In this case A and B
are alternates of each other. The word « wife», for
instance, has the same distribution as «wives», except

in the singular and plural positions; but the forms
/ekenamiks / or / iyvkendmiks/ are free variants of econo-"

mics and have the same morphemic distributional
patterns.

Thus Harris’ method reduces a text to the
repetition of sound segments or to the pair text:
if A is a set of similar elements and so is B, and only
AB occurs ( never A or B alone ) , then we set
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up AB as a single element. If a whole connected dis-
course is considered as an environment, one may find
that there are certain substitutional sets of morphemes
which occur with a certain regularity through-
out the text, while certain elements never occur with
other elements.

In «Linguistic Analysis of Gongord’s Baroque
Style» in Descriptive Studies in Spoken Spanish, B. E.
Uhrhan sets up a frequency of occurrence of six dis-
tributive principles: substitution, separation, coupling,
transposition, asymmetry, and modification. In sev-
eral tables she indicates the distributional pattern of
thesc six phenomena in relation to two linguistic fac-
tors: (a) the number of sentences containing those
principles, and (b) the percentage of total sentencecs.
The Lynch, Harris, and Uhrhan approach to poetics
is structural, i.e., presenting a technique generally ap-
plied to text-analysis by Neo-Bloomfieldians as a
successful attempt to replace semantics with distribu-
tional methods.

1.3 Content and Form

In this section approaches to the interrclation-
ship of «content» and « form» will be discussed in

brief.

1.3.1. Content without Form ( New Criticism
and Semanticism). ’

Classical literary critics were only concerned with
the subject matter: images, plots, and other literary
factors, they underestimated the significance of struc-
ture. Even the so-called New Critics are more con -
cerned with the interrelation of images or referential
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meanings than with the patterns of poetic devices.
For a Structuralist like Jakobson and for Shklovski,
who never really did become a Structuralist, the
watchword is innovation; for the New Critics like Tate,
Ransom, T.S. Eliot, Elton and others, itis tradition.
Elton’s approach to poetics is organistic. In this re-
spect Elton is less idealistic than Tate, Ransom, and
T. S. Eliot.

The extreme standpoint of Futurism was a reac-
tion against semanticism; yet, the traditional concept
of dichotomizing a literary message into content and
Jorm still appeals to some modern literary critics.

In Theory of Literature Warren has pointed out
that content and form are used in widely different
senses to dichotomize the work of art. As an example
one may cite poems by du Bellay. This school makes
attempts to prove the existence of the material part
of a poetic message ( the content), the part which
can be translated into another language.

Even the modern New Critics do not perfectly
understand the New-Formalistic idea of interrelating
content and form. Neither the Formalists nor the Futur-
ists, however, were able to deny this dichotomy.
The Formalists obviated the difficulty by maintaining
that content always has a form.

Modern poectists do not also ignore the existence
of content; they believe that the portion of a poetic
message which can be scientifically analyzed is the
structure, not the meaning.

Linguists, even most American linguists, do not

intend to ignore « meaning»; they want, in fact, to
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substitute distributional meaning for subjective meaning .
J-R. Firth wonders how a linguist will be able to dis-
card the element of semantics from his analysis since
the whole morphological pattern of a language is based
on semantic differentiations. The acceptance of mean-
ing in Firth’s theory, wversus the abolition of seman-
tics in the Bloomfieldian schools, is the major con -
troversy between the linguists and the literary critics.!

1.3.2 Form without Content (Futurists and Ameri-
can Structuralists ).

The concept of all -form is a traditional notion
which originated in Russia and influenced Neo-Bloom-
fieldians. This trend of thought has been presented,
more or less scientifically, by such modern American
Structuralists as Z. Harris, K. Pike, and others who,
however, are linguists, not literary critics. In «Kames-
sian Verse», John Lotz, who is both linguist and cri-
tic, has stated that content analysis and semantic
consideration would never yield an understanding of
the verse character of a text; since verse is defined
by its form but not by its confent. Verse structure can
be established on the basis of a formal linguistic aual-
ysis with an accompanying metric or other formal
structure 2.

1. In Language Bloomfield holds that thestatement of
meaning 1s the weak point in language study and will
remain so until human knowledge advances very far
beyond its present state.

2. FJournal of American Folklore, LXVII (Oct.— Dec., 1954),

373
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We may call attention to Kruchonykh’s idea (pro-
duct of pre-revolutionary Russian Futurism) that gen-
uine novelty in literature does not depend upon content.
What really matters is form. To lay such a heavy
stress on form is, in fact, the emancipation of the for-
mal word from its traditional subservience to mean-

ing.

1.3.3 Content Together with Form

It appears indispensable to develop my personal
reaction to one of the two above— cited literary facades;
namely, content without form and jform without
content. It is quite possible to agree ncither with the
Russian Formalists and Modern American Bloomficld-
ians, nor with the New Critics and Semanticists . I
tend to walk in between, and follow those Nco-For-
malists who believe in relating the form to the struc-
ture of the content without dichotomizing thesc as-
pects .

Rhyme, for example, is considered to be a poetic
device, but it may have phonological repctition (con-
sonance or assonance ) or a grammatical pattern. A
poem may have a rhyming system of nouns or verbs,
etc., or even a semantic rhyming scheme. This is an
example in which the content mects form.

With regard to free rhyme a poem cannot be de-
composed into separate elements — form, semantics,

etc. An analyst must look at the total poctic message
as the sum of different aspects — aspects of content
as well as the aspect of form. Each of these two fac-

tors is but a certain function of the totality of a text;
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thus he is able to avoid the old fallacy of a form-
content dichotomy.

The Polish literary critic and philosopher, Roman
Ingarden, using the phenomenologist technique of Hus-
serl, denied form-content dichotomy, and regarded a
work of literary art as a series of interlocking levels
(norms) commencing with the linguistic levels and
ending with the cultural levels.

This relationship may be interpreted in such a
way that the linguistic level, semantic level, image
level, and the cultural and metaphysical levels are
related to ecach other. There are, of course, two
levels which are interrelated: (a) the horizontal level
which covers the sender, the receiver and the message
-(b) the vertical or the hierarchiclevels which include
phonological, morphemic, syntactic, poetic and seman-
tic levels. The discussion of interelating these horizon-
tal and vertical levels is an interesting innovation in
poetics which may be successfully substituted for the
traditional concept of dichotomizing a poetic message
into form and content.

By full exploitation of the resources of the lin-
guistic system, the poct is able to arrange his themes
or the formal elements, such as rhyme and syntactic

parallelism, to coincide with phonemic or grammatical
opposition.

According to these ideas, the study of poetic lan-
guage is a study of a certain type of rearrangement
and modification of the elements of every-day spoken
language. In regard to casual versus non-casual speech

and their relation to poetic language, one has to
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state that casual speech is subject to systematic des-
cription, whereas the latter derives from the language
norm.

C.V.Voegelin has stated that the idea of «deviant»,
listing from a casual utterance corpus, permits lin-
guists to hold to a theory that language is a system
based upon the common speech of the speakers. By
taking the casual and non-casual utterances into
account, the study of poetic language becomes a
study of a certain type of rearrangement of the
elements of everyday spoken language.

The handling of poetic subject-matter is not just
a semantic problem; so it is not possible to separate
«form» from «content».

Form and content are inseparable in poetry. For
instance, one may generalise by saying that « epic
poetry » deals with the presentation of important past
glories and events, « dramatic poetry » with the pre-
sentation of conflicting present events which are head-
ing toward a solution, whereas « lyric poetry » has
no thematic or temporal limitation. '

No study of literature is practicable without at-
tention to the form-content relationship. A linguist
can say very little about semantics, but linguistics
has had a conspicuous success in translating continu-
ity into discreetness, not in the sphere of semantics,
but in the realm of linguistic patterns.

Although K. Pike is a follower of Bloomfield in
linguistics, he disagrees with both the New-Bloom-
fieldian concept of all-form and Firth’s idea of mean-
ing. He asserts that neither of these ideas ( Firth’s
nor Bloomfield’s) should prevent us from utilizing form
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and content as the basic and useful hypostatized com-
ponents in the definition of «emic structure». In linguis-
tics, minimization of the meta-linguistic as an approach
to the micro-linguistic can be considered as a means
of avoiding the circularity of form interms of mean-
ing and vice-versa. Structuralists in America are not
in favour of de Saussure’s theory of interrelating
form with content. The Neo-Formalists, however, have
appreciated his view and considered his theory asafe
foundation for literary analysis. Although de Saus-
sure’s idea parallels that of the Structuralists — lan-
guage as a system of forms, not a mere mass of sub-
stance —he advocates simultaneously the theory of in-
terrelating form to content in terms leading directly
to Ingarden. Dec¢ Saussure asserts, « La langue est un
forme et non une substance.» He protects the theory of
form, but he finds it impossible to separate form
from substance. In his Cours he made an interesting

simile to illustate the impossibility of this dichotomy.
He holds.

La langue est encore comparable a une feuille de papier:
la pensée [ the content ] est le recto et le son le verso;
on ne peut découper le recto sans découper en méme
temps le verso; de méme dans la langue, on ne saurait iso-
ler ni le son de la pensée, ni la pensée du son; on n’y ar-
riverait que par unec abstraction dont le résultat serait

de faive de la psychologie pure ou de la phonologie pure.’

1.4 Code and Message

Here an attempt is made to clarify the notion

1. Cours de Linguistique Générale ( Paris, 1931), 157.
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of deviation from the norm, and to refute the applica-
tion to linguistics of a term useful in behaviouristic

psychology.

1.4.1 Deviation from the Norm
and Individual Style

First we must clarify certain poetic terms, since
they embody different concepts as used by philologists,
modern linguists, psychologists and literary critics. De-
viation from the nmorm is commonly employed by lin-
guists of the Prague School and by certain American
linguists in different senses. The followers of the Prague
School belicve that the violation of the norm of
the standard, its systematic violation, is what makes
possible the poetic utilization of language; without
this possiblity there would be no poetry. The more
deviation from the norm, the more variety of devices
and the more possibility for poetry in that language.
The weaker the awareness of the norm, the fewer pos-
sibilities of violation and hence the fewer possibili-
ties for poetry.

The use of the terms norm, deviation, violation, and
a few others are not strictly comparable to their use
in poetics among Structuralists. If an analyst wants
to convey the concept of the poetic freedom or poetic
artistry and tendencies by the term deviation from the norm,
he certainly needs first to re-define the concept of
norm before tracing the term deviation.

The understanding is that in every language one
finds a code which includes different styles: poetic
and non-poetic, casual and non-casual, and the idio-

lectic versions of speech. It may be possible to make

52



a statement that there are several styles of speechin
the code, that each one of them may have a norm
of its own, but all the norms are members of the
overall code of a given language.

If in Hopi, for instance, the phonemic pattern of
the casual speech is different from that of non -casual,
or if the word form in the casual speech of Persian is
distinguishable from that of the honourificstyle, these
stylistic features cannot occur at random and outside
of the code of Hopi or of Persian; the same is true
of idiolectic style.

Everyone has an individual style and an indivi-
dual grammar (a fingerprint) which may be differ-
ent from that of others, but idiolects represent the
personal adoption of one code. Linguists, like most
psychologists, have, in fact, overestimated the value
of the individual addressor ( the totality of speech
habit of a single person at a given time ) and ig-
nored the fact that a language ( or language but not
langue) is not an individual phenomenon but possesses
an over-riding social element.

It is true that an individual message has parti-
cular intonational contour, a pattern of word boun-
daries and casura, a rhyming alliterative or asson-
antial system, certain morphological tendencies and
other poetic freedoms which identify the composer’s
style as compared with that of other writers; at
the same time, these variations have to be recognized
as artistic freedoms or tendencies which are parts of
the total code of the language. Idiolects are part of
the code and individual styles are related to the
general writing style of a language in that each of
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the former is some sort of specialization within the
confines of the latter, just as the latter is a specializa-
tion of the language as a whole.

A simile can be presented: suppose the holder of an
American passport is not permitted to travel in
Russia or in any of her satellite countries. This is
a norm but not a social code; it can be violated or it
can be changed. Then Mr. X who holds an American
passport travels in Russia. This “is another norm
parallel to the first one. The second norm would
not be considered the deviation from or of the first
one; they should both be recognized as members
of one code. Let us relate this simile to linguistics .
In a language in which a compounding system is per-
missible (like German) or in which derivative forms
are common ( like Russian) if a poet coins, for in-
stance, a new compound in German or a new deriv-
ative form in Russian, his action should not be in-
terpreted as a deviation butasan artistic tendency or
freedom.

Let us pose another example to shed more light
on this discussion. If a Persian poet disregards length
in rhyming two morphemes, his- action -may be inter-
preted as an artistic freedom; ‘because length is not
phonemic in Persian (as it is in Arabic ). But if a
Persian composer of versc uses a consonant cluster
after a double bar juncture or introduces phonemes
such /8/ or /8/ , which do not exist in the phonemic
pattern of the language, his action should be consid-
ered as a deviation from the nmorm or from the code,

since those combinations are impermissible in'the code
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of Persian. Therefore, no speaker is a completely free
agent in his linguistic behaviour.

1.4.2 One Linguistic Code and No Deviation

The composer of a literary work has a variety
of freedoms ( tendencies) while he is restricted to the
boundaries of the code. (He is unable to introduce
new phonemes or any morphological patterns to the
language ). The degree of his freedom varies from
one level to another: on the phonemiclevelit is zero
and on the syntactic level it is the maximum although
it is never great. In order to avoid the circular pro-
cess from norm to deviation and vice-versa, one should
recognize one code and relate styles, idiolects, and
different forms of speech to the code. In the whole
process of recognizing one code, the watchword of a
modern analyst is poetic freedom.

One has to remember that a poet is a person
who possesses an intuitive mastery of the rules which
are obligatory in the linguistic code, but who can also
manipulate the rules in accordance with his artistic
tendencies. Emerson believes in the co-existence of
the norms and the poetic freedoms. To him the Ben
Jonson fanaticism which said, Donne for not keeping of
accents, deserves hanging, is saﬁricall. o

Another example of this nature is a symbolic or-
ganization of English lyric poetry in which four
norms or possibilities for lyric writing in this lan-
guage are found. These four possibilities taken togeth-
er may establish the lyric code of English symbol-
ism. They are: (a) equations such as: beauty is truth,

1. Waorks, VIII, 53.
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truth is beauty, (b) analogies (A 1s to B, as C is to B),
(c) sums ( something plus something else gives some-
thing new), (d) e¢ffects (something does something to
something else). If a poet relates these possibilities
together in a poem, orif heinnovates a pattern which
consists of a combination of them, his action is artis-
tic; but if he goes beyond these possibilities, his ac-
tion may be interpreted as a deviation.

On the way to codifying a linguistic domain, one
may face the term ¢ypology variously used with dif-
ferent connotations. American anthropologists have
employed the term to classify the phonology or the
morphology of different dialects or languages and
have come up with the idea of unified grammar. To
some critics the term is dear and is used ina literary
sense; the New-Formalists use typology in a strictly
poetic sense: they believe that a language may have

several norms within one linguistic code -- norms oper-
ating simultaneously on a co—existent basis. On the
phonological level a language may subsume struc -
turally any one of the four linguistic styles of versifi-
cation: accentual, syllabic, free verse, and tonic prin-
ciples; it may, at the same time, use two or even
three styles together. If these four styles are supposed
to be considered norms, the combination of them is
also permissible as a poetic tendency; but not as a
deviation. The deviation will be, therefore, the use
of other types besides the above—cited principles. It
Is not necessary to recognize two codes, i.e., poetics

and non—poetics; both are parts of one linguistic code.
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~ 1.5 Prose versus Poetry .

Prose and poctry are both considered to be the
members of one poetic code. We are not concerned with
classical terms such as foot, mora, syllable unless we
either find them in the non-sophisticated speech of
a native speaker ( parole) or define them linguistic-
ally for special metric patterns of a given language.
Another factor which we are inclined to ignore is
the style of recitation. An analyst should look for a
pattern of a poem which can be revealed when that
poemisread exactly like prose without any accentua-
tion, exaggeration, and sophistication. Therefore, if
the pattern of a poem is dependent upon a certain
way of recitation, that pattern will be considered a
personal style of recitation, not an underlying linguis-
tic pattern.

The highest form of poetic organization, verse,
differs from prose in its rhythmic pattern. Rhythm
implies the recurrence of certain elements within regu-
larly distributed intervals. The rules of distribution
of these elements along the syntagmatic axis consti-
tute the system of versification.

The dependence of the metrical scheme on the
linguistic system can be illustrated by comparing the
versification system of Russian or of Polish. Russian
poetry is based upon a system which utilizes the pho-
nemic stress of the language as the main element of
periodicity, because the Russian « rhythmic vocab-
ulary » lends itself casily to a free arrangement of
its stress. The ultimate constituent of Russian meter
is therefore the foof, in which the « heavy syllable »
alternates with one or two «light syllables».
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Polish could hardly select stress as an element of
periodicity, since Polish words, invariably stressed on
the penultimate syllable, could only with difficulty
fit into long strings of trochaic and dactylic feet, even
less so into iambic or anapestic feet, which require
final stressed syllables.

At this point we may add that Russian, Ger-
man, and English poetry employ isotonic meters, which
involve stress as the basis of periodicity. The rhythmic
pattern of Russian verse is quite different from that
of English and German, as is indicated by the differ-
ent impression that German metrics makes wupon Rus-
sian.

1.5.1 Definition of Prose and Poetry

From one angle poetry can be described as litera-
ture in the form of verse and verse can be defined as
discourse in which certain doctrines of code form the
government of the overall structure of the linguistic
pattern of which rhythm is the essential part. There-
fore, the main criterion for differentiating prose from
poetry is rhythm. Elements like stress, tone, length and
other phonological instrumentations all fall under the
headmg of rhythm.

In the present paper the definition of prose some-
what contradicts that of J.C. Ransom and Smith and
Trager. They declare that poetic language does not
have the same norms as prose. They also propose
that a literary message like a poem, a play and a song
can be assumed to be different from casual utterances
by having characteristics of a highly symmetrical
organization and a regular pattern more systematized
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than a casual message.! In Prose Miscellany, H. P.
Biddle defines poetry thus: poetry s beautiful thought,
though expressed in appropriate language — having no reference
to the useful.

These statements are not completely irrelevant
to a poetist, although there are pointsin them which
sound more literary than empirical. In the following
pages light will be shed on some of their obscure as-
pects.

1.5.2 Less Organized Poetic Message (Prose)

The modern school of criticism which is more
related to linguistics than to literature — which we
call poetics in the present study — stresses the degree
of poetic euphony as the most effective criterion
for distinguishing a less organized message from a
more organized one. The idea of discriminating prose
from verse based on the degree of organization is an
indirect influence of Neo-Formalism. Some Slavic
Formalists object to this hypothesis and hold in their
theory that prose and poetry are sharply opposed.
It appears to be a weakness in Formalistic theory to
dichotomize verse and prose this way; although some
Formalists themselves have discovered that prose has
also an orchestration, euphony, even a metric pattern.
Verse, in contrast with prose, might be described as
being bound to some restrictions aiming at a great
regularity of constitution and a repetition of some of
its parts (rhythm) ; the repetitive factors may be form-
ulated to identify or to gauge the degree of organi-
zation. ‘ ‘ ‘

1. John Crowe Ransom, «The Strange Music of English
Verse», Kenyon Review XVIIT ( 1956), 460-477.
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There is,in fact, no linguistic difference between
prose and poetry; it is doubtful whether the traditional
antithesis such as concrete vs. abstract, images vs.
concepts and synthetic vs. analytic could provide
any justifiable criterion for this differentiation. There-
fore, the difference between poetry and prose is main-
ly based upon the degree of organization or of regularity.

As Lotz mentions, one may note that the degree
of regularity reaches an extreme in the following pat-
terning of Mordvinian decasyllabic verse:

a. Word boundary after each fifth syllable
b. Phrase boundary after tenth syllable

c. Sentence boundary after a decasyllabic stretch

It is true that such a regular pattern may never
take place in prose, but one should not forget that,
on the one hand, there are loose poems with little
regularity and on the other, there are pieces of prose
with regular repetition. Thereis a tendency among
poetists to look for other criteria to distinguish the
fluid domain of prose from that of poetry.

The divergence between prose and poetry is not
great; and even in their extreme differences the com-
mon basis of the rhythm is the same. In both prose
and verse there are the same relations of time, stress
and pitch, except that in verse the arrangement and
order of these constituents follow a perceptible pattern,
verse 1s but prose fitted over a framework of meter.

Ideas different from those of Lotz and Jakobson
have been introduced according to which it seems a
fallacy to say that the less strictness or the less regu-
larity, the closer we are to prose. Emerson remarks
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that there are prose poets: Thomas Taylor is really a
better poct than any man between Milton and Words-
worth. Thomas Moore has the magnaminity to say,
Emerson asserts, that if Burke and Bacon were not
poets (measured lines not being necessary to constitute
a poem), he did not know what poetry meant.

It is, of course, possible to find prose which is
more regular than many poems. Furthermore, prose
approaching regularity sounds more musical than many
poems approaching prose.

There are, however, other criteria to differen-
tiate prosc from poetry besides repetition; namely: (a)
rhythmical differences; (b) verse line ( when we re-
write a pocm and arrange its lines in a new order,
the difference is striking; but when we write a poem
as prose, we lose the rhythm and the artistic work of
the message, too); (c) the description of a system as
tonic has no meaning without the understanding of
the special task of the verse-line, because the groups
of non—strict numbers of stresses can always be found
in prose; and instead of the architectural or parallel
structure in poetry there are periods of a long linear
flow in prose.

1. 5.3 Prose Orchestration: An analyst may
find pieces of prose by Emerson, Poe, and Bacon
more organized than most poems by Walt Whitman.

Sometimes even Whitman’s prose is as regular
as his own verse. Democratic Vistas (in prose ) is as
well organized as such poems as There Was a Child
Went Forth. In Notes Whitman contends that the time
has arrived to break down the barriers of form be-
tween prose and poetry.
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It is perhaps advisable to coin new terms and
say that verse and prose are opposed, but not poetry
and prose. In Notes on Structural Analysis in Metrics,
Lotz proposes that all verses are glossic phenomena
but all glossic phenomena are not verse. The term
verse referring to poetry may be used in three senses:
(1) a metric form, (2) a group of metric lines, (3) a
single line of poetry which ends with a double bar
or double cross juncture. Certain” passages which arc
usually perceived as being prose show a kind of reg-
ularity. For example, if the following passages by
Dickens are written in the verse fashion, their rhythmi-
cal patterns will be better revealed:

I cannot rest, I cannot stay,
I cannot linger anywhere.
— Dickens, Christmas Carol
Much they saw and far they went,
And many homes they visited,
But always with a happy end.
— Ihd.

The following prose passage from Emerson’s Spiris-
ual Law appears to have a rhythm (orchestration) and
regularity (this sign —stands for a syllabic length and
this sign ~ for a short syllable):

We are the | phogméte;s, | we | the irritable
gold-leaf / and tinfoil / that measure the | accumula-
tion | of the subtle | element we know | the authen-
tic / effects | of the true fire/ through every one /’
of its million / dis guises,/
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The aesthetic value of this passage largely depends
upon its metric prose pattern. If the idea (the content)
of the passage be written in less organized prose, its
asthetic value will simultaneously disappear:

Men can be compared to photometers, the instrument that

physicists employ for recording the relative intensities of light...

From what has been said about the differences
between prose and poetry, we may make the follow-
ing statements:

(1) Poetry and prose are both phenomena of
poetics.

(2) The highest degree of organization belongs to
poctry although some prose may be highly organized.

(3) If the degree of regularity is considered as a
main criterion to identify rhythm and the variety of
prosc and relate it to poetry, onc is able to have
three types of prose; namely, (a) characteristic prose
in which no regularity is easily appreciable, (b) ca-
denced prose, or that in which the regularity is per-
ceptible, and (c) metrical prose in which the regular-
ity is quite noticeable. The rhythm of prose is largely
based on the regularity of syllables which have the
sound attribute of duration, intensity, and pitch.

(4) The degree of organization is not the only
criterion to separate prose from poetry; there are
other criteria which are equally important.

(5) An analyst should look for a general pattern,
either phonological or grammatical both in prose
and in poetry.

(6) J. Mukarovsky believes that intonation is the
only formal feature by which poetry can be distin-
guished from prose.
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(7) P. Baum holds that the characteristic of
rhythm is determined by the relative proportion of coin-
cidence and syncopation (and substitution) of which
the former has precponderence in verse and the latter
in prose!.

1.6 Poetic Devices.

The organization of a poetic message may bein-
vestigated on four levels: phonology, morphology, syn-
tax, and semantics. In phonemic analysis, the smallest
distinctive unit in the poemis the phoneme. The goal
of phonology is to discover the total effect of the poem,
euphony or tonality or what Professor Wellek —follow-
ing the Russian Formalists —calls orchestration. The
aim of poctic analysis is to relate the phonological
findings to the morphological and culturallevels of a
text to demonstrate techniques through which the
phonological pattern of a message supports the over-
all structure of poetics?.

The Formalists defined the work of art not as
a cluster of devices, but as a multi-dimensional struc-
ture, integrated by the unity of aesthetic purpose.
By aesthetics they mean organization, or sometimes,
distortion. In T radition and Individual Talent, T.S. Eliot
states that it is not the expression of personality, but
an escape from personality which makes a literary
work artistic. It is of course true that fundamentally
art is transemotional. Blood in poetry is not bloody,

I. Intonation comme facteur de rhythme poétique, Archives
Néerlandaises VIII-IX (1933), 153, 158.

2. James Lynch. The «Tonality of Lyric Poetry», Word IX
(1953), 211.
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but a component of a rhyme sound pattern or an
image.

The study of poetic devices has two main aims:
(a) to discover the pattern of a message and its or-
chestration on the different linguistic levels, and (b)
to bring these data together to demonstrate their in-
terrelationships.

1.61 Phonological Harmony (Euphony)

In the study of cuphony the Formalists and the
American Structuralists tried to discover patterns for
sound repetition -- not as in the traditional method
which studied rhyme, alliteration, assonance, and
metrics atomistically, ignoring pattern. They discov-
ered that cuphony is related to intonation since the
sound pattern helps to govern the sentence melody
or the control of the breath which is classically
symbolized by punctuation. Harkin describes litera-
ture as a combination of linguistic devices and their
application to reshaping or deformation whether rhe-
torical (phonological devices), or figurative (metaphor,
metonymy, etc.).

This parallels Shklovskij’s concept of making strange
or making difficult, as being a literary device on all the
linguistic levels. Itis the same problem as the Formal-
ists’ deviations in phonology and in syntax — devia-
tions which should not be considered mistakes, but as
devices for making strange.

Systemic deformation can be carried out on all
the levels: in phonology (the euphonic pattern as

opposed to classical random repetition), in morphol-
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ogy, and in syntax as we note in the following line
by Shakespeare:

Better thee without than he within.

Stimulating phonological and morphological de-
vices observable in any poetic message are these :

1. Polyphonic sentences

2. Reinforcement of sound { For example, Euripides per-
mits Medea to hiss her reproaches at Jason in a line full of sib-
ilants. In Emerson’s poems onomatopoetics like dorsal sounds
for weight, liquids and nasals for languorous effects, can easily be
found.

3. Synesthesia by juxtaposition, as in Milton’s blind mouth.

4. Word formation

5. Shift of grammatical categories

6. Rearrangement of sentence units ( When a poet ignores
the classical or the school system syntactical rules, his action may

be interpreted as an artistic device.)

This is how Joyce introduces sentences as presen-
tations of image plus predication in Ulysses:

God they believe she is : or goddess
But went his eyes

See me he might...

Glorious tone he has still

Down he sat, all ousted looked

1.62 Juncture, Stress, and Word-boundaries

These phonological phenomena are among the
main poetic items on the sound level. Juncture is
purely a phonemic element which is classically de-

monstrated in writing by the punctuation marks. In
Linguistics, Poetics and Interpretation, Seymour Chatman
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presents an instance from Spenser which is full of
little problems of analyzing the metrics of the Faerie
Queene. He demonstrates how junctures may by corre-
lated with punctuation marks as in the following lines
from Spenser:

And like a Persian mitre on her hed

She wore, with crows and owches garnished.

Readers, he says, must resist the temptation to
read thus: And like a Persian mitre, in that the correct
meaning is revealed if it is read thus:

(the figures 1,2,4 stand for the intonational forms)
And like a 3 Persian # 3 mitre /on her 3 hed 2 she
wore' ...

Two types of pitch are usually observed : (a) up-
turn pitch, frequently symbolized by the comma,
(b) downturn pitch, frequently symbolized by the
period or the semi-colon. An analyst has to remember
that a juncture is not necessarily a pause. The clas-
sical definition that a comma indicates a little pause,
a semi-colon a longer pause, and a period a long pause
does not have any scientific value. Sometimes in
poetry we may pause without any registered comma,
(as between the fundamental subject, verb, comple-
ments of a sentence) or we may have a comma
without any pause. Accordingly, an analystisin need
of other linguistic phenomena to substitute for punc-
tuation marks as: junctures, word-boundary markers

and casuras.

The following favourite example of K. Pike will
demonstrate the strucure of lines in relation to stress
and junctures (double bar // and double cross #):

1. The Quarterly Journal of Speech XLIII (1957) 254
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English // is easy #
English // is very easy #
The English language // is very very easy #

If stress is given to English and easy, one finds
the time between the two stresses equal, even though
the material between them is different. Thus, the roles
of stress and juncture are functional in English, not
depending on the number of syllables or of morphemes.

In the following lines by Hopkins one finds a
phonological phrase always with one primary stress,
with at least one secondary or a tertiary stress; and,
of course, highly variable unstressed syllables:

Glory be to God// for dappled things #

For skies of couple-colour // as a bended cow #

The above cited lines and the distribution of one
stressed syllable in the environments of #—// or in
/| — # will show that no matter how the lines and
syllables within them may be segmented, the junc-
tures still show the quality of the time unity in English
(isochronism).

Some poets, like Ransom, are rigid in their style
and end each line with a terminal juncture (#); with
no terminal junctures within the line. In most Ransom
poems each structure group has the grammatical form
of a sentence with the subject, verb, complements
and ends with a double cross juncture!.

As stress is a significant factor in English versifi-
cation, and it is not dependent on word-boundaries,
a few words may be said about it. In Persian poetry

1. By the term syllable I do not mean the classical sense of
the term: a sequence of phonemes making up at least one word, but a

vowel or a combination of phonemes separated by a pitch break.
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word-boundaries coincide with transition or serve as
the sources of alternants in order to shape the poetic
rhythm. This variational element of stress in Persian
gives the English observer the impression of meager-
ness and monotony; whereas to Persians, an English
verse appears to be totally lacking in poetic or rhyth-
mic pattern.

The only thing which matters in English is the
different features of syllabics: the heavier and the
lighter, a supra-segmental feature of stress; hence the
stress in itself does not constitute any meter. Four
degrees of stress in English may be characterized.
Following Smith and Trager, Whitehall has recognized
four degrees of stress —what he calls the orchestration of
-the poetic line. Whitehall characterizes the stress thus:
a maximum ('), a major(:), a minor (~), and a mini-
mal (u), which is left unmarked. They can be demon-
strated thus:

The lowing herd | winds slowly [ o’er the lea//

It is dangerous to use terms as foot, mora, open
syllables, and closed syllables without identifying their
function through operational definitions. If an ana-
lyst discovers a patternand its distribution in a poetic
message, then he may use any terms he wishes ( even
the classical terms); as long as he understands their

I. « English Verse and What Is Sound Like.» The Kenyon
Review XVIII (Sumn;er, 1956) 518. Note: In the Conference on
Style, Whitehall answered Wimsatt that the idea of the five stress
line has neither been in its history nor in its production. We
have four degrees of stress: a zero stress which is always stress-
less and a variation of primary stress and weak stress which make

four stresses altogether.
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patterning. In Persian, for example, an analyst may
introduce the term foot in relation to the length ofa
syllable or to time pause, but not in relation to the
junctures or the stresses.

1.63 Metric Systems and Metric Tendencies

There are mainly four approaches to metrics;
two of these are theliterary and prephonemic; therest
constitute a mechanical approach which counts syllables
and breaks up a verse into those units of various types
traditionally called feet. It works well only with highly
organized isosyllabic verse containing very few or no
variations. The follower of this school becomes frus-
trated whenever he faces aniambic line with anextra
foot at the beginning or an extra or an omitted syl-
lable at the end. Yet it is useful to a linguist as long
as he is not involved in counting syllables but work-
ing on the basis of time pause.

The main problem of metrics is the selection of
certain units of a metrical pattern. The tendencies for
the deletion or the addition of a unit donot happen
at random. All poetic artistry or even enjambement
should be detached from an individual but be related
to the code. The second approach owes its being
largely to Sidney Lanier’s theory ( in The Science of
English Verse) that poetry is a kind of musical pattern.
He has successfully recorded isochronous verse in a

musical notation which counts the time intervals
as well as syllables. In Verbal Style: Logical and Counter-
logical W. K. Wimsatt introduces a third approach.
He declares that meter is not so closely related to

semantics as to the poetic pattern or to the poetic
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frame of reference which in large measure allows for
the extremes of metrical forms. In Theory of Luterature
Wellek and Warren examined the weaknesses of
these three approaches to metrical theory and of
the fourth technique, the one involving phonemic
analysis, particularly of the supra-segmental phonemic
patterns.

The latter is the technique that should be follow-
ed in the analysis of poetic structures. The four degrees
of pitch will be combined with junctures: falling and
fading, rising, sustentional, and interrupted normal
transition.

They will be demonstrated respectively thus: #,
/I, [, + ( or unmarked). Four degrees of stress will
be recognized; namely, major /'/, tertiary /~/, second-
ary [/ and unmarked; phonemically reducible to
two stress phonemes for the analysis of poetic mes-
sages. This method may be termed the juxtaposition
of traditional metrics and the supra-segmental analysis
of verse.

In the analysis of a poetic message one should
be concerned neither with the style of reading nor
with such classical terminologies as afoot, mora, open
syllable, closed syllable and other traditional prosodic
terms not linguistically defined.

The poem, as.a document, 1s lifeless until it is
actualized in a phonetic pattern. The poetist should
start his analysis with performance, not with the writ-
ten text on the conventional basis or in any stylis-

tic fashion of utterance. It is hard to agree with Ran-
som who states:
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The best reading of a poem is the silent one where the
reader keeps the written text before him and tries the

various options in his imaginations.!

We shall not be concerned with the different fash-
ions in which a piece of poetry may be read. The
concept of a pattern does not and should not vary
from one style of recitation to another. On higher lev-
els of interpretation, however, thesc are of first signi-
ficance. The best method of discovering a pattern of
a poem is to read it exactly like a piece of prose.
The structure which comes out by this method of
reading will reveal the pattern of that poem. One of
the conventional factors causing trouble in reading
poetry or in presenting different variants of a poem
is the punctuation system of English. It often quitc
fails to guide the reader with any accuracy to the
juncture, stress, and the word-boundaries of a poem.

This makes the poetry subject to various possi-
bilities of recitation with different degrees of expressive-

ness. For this reason, in a modern approach to poetics,

1. The definition of a foot varies from one language to an-
other. In English a foot is asection of speech rhythm containing
stressed elements, and unstressed elements. In English the foot
may be iambic X/, trochee /X, anapestic XX/, dactyl / XX,
spondee//, or other feet which are not common. There is no
reason that the foot should correspond with word-boundaries. In
the following lines by Gray, words such as curfew, parting, lowing
and slowly are dichotomized more according 1o the foot division
rather than the word-boundaries:

The cur /few tolls/ the knell / of part/ ing day

The low /ing herd/ winds slow/ lyo’er/ the lea.
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the style of recitation is considered to be extra-
linguistic.

The study of metrics may be divided into two
domains: (a) phonological constituents ( syllabifica-
tion, word-boundaries, stress, prosodic features like:
pitch, intensity and duration), (b) syntactic consti-
tuents (such as word, sentence, and line in a classical
sense). A metric utterance, a poem, can be considered
a combination of shorter units like lines which may
have a higher patterning in strophes or an internal
amalgam of casuras, alliteration, assonance, conso-

nance, and rhyme. In Nofes on Structural Analysis in
Metrics, Lotz discusses different metric patterns in
various languages. He recognizes English metrics as

belonging to the dynamic type having the following
organization':

—

. Three levels in units; namely, lines, strophes, and cycles.

e}

. Two determining positions in lines: (a) isosyllabic lines,
(b) isodynamic lines in which the number of heavy
bases is fixed.

3. The possibility of free variation or tendencies. e.g., deleting

or adding a light syllable at the end or, on very rare

occasions, at the beginning of a line.

The typological study of metrics yields this result
that although every language has its own pattern of
metrics, general metrics can be codified. From the
phonological point of view three main types of met-

rics may be thus identified:

1. Helicon (1942), 132. Where the position of heavy and light

bases can be determined by numerical orders.
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a. The quantitative type ( as in Persian and Arabic)!; an
example of this type will be introduced at the end
of this section

b. The accentual type ( as in English);

c. The sonantal and consonantal type (as in Greek).

An analyst should remember, however, that the
metric system may be a combination of two or even
of three metrical types. In English metrics, for exam-
ple, stress is dominant, but syntactic repetition con-
tributes vitally to the total metrical scheme (the rhy -
thm). The abstract metrical scheme is, of course, rea-
lized in the rhythm of metrics which may be interpreted
as a combination of the general metric pattern and
the prosodic system of speech. Jakobson calls it organized
violence perpetrated by the poetic form on the language.

The Formalists have two interests in metrics : ()
the totality of phonemic phenomena, usually discussed
under these headings: stress, pitch, length, etc., (b)
such qualitative clements as alliteration, vowel har-
mony, assonance, consonance, rhyme, etc. To the Neo-
Formalists the basic unit of verse rhythm is not the
imaginary foot, but a verse line as a distinct phe-
nomenon which Jakobson terms rhythmico-syntactic or
intonational-segment.

The Neo-Formalists consider the factor of regu-
lar repetition to be a certain recurrent of glossic ele-
ments in a sequence. Lotz has classified repetitive
phenomena under the following heads: (a) phonemic
quantity like vowels in stressed and unstressed posi-
tions, (b) word-boundaries, and (c) internal constit-

1. P.N. Khanlari, Tahghighe Enteghaadi dar Aruze Faarsi (A
Critical Study of Persian Prosody), Tehran, 1948, 11-12.
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uents such as assonance, consonance, alliteration and
rhyme. The crucial point is that a pattern of repe-
tition should not necessarily be on the phonemic lev-
el, but it may be on morphological or on gramma-
tical levels; also, phrase repetition, as the repetition
of grammatical elements, can occur. An interesting ap-
plication of this hypothesis is demonstrated in Kamas-
sian Verse, where Lotz relates the grammatical cate-
gory of Kamassian to the metric system of this lan-
guage.

It may be concluded that a versified message
can be analyzed according to the modern linguistic
techniques in order to discover the pattern of a poetic
message not only in its macro-structure but also in its
micro-structure. Even literary figures, have advocated
similar ideas to those of linguists when defining the
natural quality of rhythm. In Poetry and Imagination,
Emerson asserts:

Meter begins with a pulse beat, and the length of lines
in songs and poem is determined by inhalation and
exhalation of the lungs. If you hum or whistle the rhythm
of the common English meters— of the decasyllabic
quatrain, or the octosyllabic with alternate sexasyllabic,
—you can easily believe these meters to be organic i.e.,
derived from the human pulse, and to be therefore not

common to one nation but to mankind.

1.64 Sample Analysis: The Structure of
the Persian Sonnet
Before reaching the end of this chapter, it seems
relevant to present our conclusions by analyzing one
Persian poem as a sample of poetic organization and
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demonstrating two linguistic phenomena: (a) regular
repetition, and (b) poetic orchestration.

Although length is not a phonemic entity in Per-
sian, the Persian metric system is based on the gquan-
titative type in which the phonetic duration of a syl-
lable, i.e. a vowel or a combination of vowel with
consonants, is counted. I. C. Anderias has discovered
and reported that the metric type of Old Persianre-
ligious verses was accentual, not syllabic. At the same
time one may be impressed with M. W. Henning’s
theory that the basis of Old Persian versification was
neither syllabic nor quantitive, but was a type of
accentuative system in which the quantity of the syl-
lables had a minor function.

To demonstrate the overall pattern of one type
of lyric poetry ( Ghazal) in modern Persian, it is
appropriate to present first the gencral structure of
the Ghazal and then demonstrate the pattern of a
single Ghazal by Hafiz.

I should hasten to say as a preliminary that a
JSoot in Persian metrics is a non-linguistic portion of a
verse occurring between two hypothetical parallel
lines just to demonstrate structure. Neither the foot
nor those parallel lines have any linguistic value; they
arc decorative but only vaguely and inefficiently
structural.

The syllabification of Persian metrics can be bet-
ter demonstrated if syllables are divided into two
groups: (a) short units covering V, Cv, C# , Cv//
(they are marked: U), and (b) long units covering
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CVC, CvC, CV, Cvv, CV#, and Cv (they are mark-
ed:—)t.

Then the nine following bases will be found per-
missible if the whole combination of any long unit (—)

with any short unit (U) is examined in the Persian
Ghazal:

I U-— eg.navaa I —U e.g. caame

Il UU eg.hame IV —— e.g.aavaa
V UU- — e.gkhoshaavaa VI UU  e.g.benavaa
VII — - — e.g.nikaava VIII U-U e.g.taraane

IX —U— c.g. khoshnavaa

On the highest level of abstraction, all the variants
and the tendencies of thc Persian metric pattern
of a Ghazal may be classified into the four following
metremes in which no junctures or word boundaries
arc used (each line consists of sixteen vowels or
syllables) :

, Ue—-U- U —-U— - -
2, — U-—--U—r U~~~ -U- ~
3, ——U-—-U-—=-U---U-
4, ——-U—-—-—-U=+—--U~--—-=-U

I

Our example, a Ghazal by Hafiz, can be written
in morpho - phonemic transcription with juncture
markers, stress, and the number of syllables in each
line:

1. The capital (V) stands for a long vowel like aa, i, u, etc.
and the small (v) stands for a short vowel like e, a, o, and (vv)

stands for a vowel sequence.
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1. zolf | aash! ofteo // khoy /[ kardeo // khandaan-
labo [ mast #.

2. pirhan |/ caako /| ghazal /| khaano |/ soraahi
dar dast#.

3. nargesash // arbadejuyo //labash afsus | konaan#

4. nim(e) shab [ mast // bebaaline /| man aamad/
beneshast #
5. sar faraa | gushe // man aavardo // be aavaazc
hazin #. -

6. goft // ei | aasheghe shurideye man // khaa-
bat / hast #

7. aasheghi raa /| ke cenin // baadeye | shabgir
dahand #

8. kaafere eshq |/ bovad // gar nabovad // baade
parast #

9. boro |/ ei/ zaahedoo |/ bar dordkeshaan //
khorde | magir

10. ke nadaadan (d) / jozin tohfe // be maa ruze
alast #.

11. aance u [ rikht / be peimaaneyc maa //
nushidim #.

12. agar as | khamre / becheshto [/ agar as | baa-
deye /| mast #.

13. khandeye /| jaame meyo |/ zolfe | gerch gire//
negaar #.

14. €i basaa [ to(u) be /[ ke con/to(u) beye// haa-
fez beshkast #.

1-/sh/ as in shop /Jj/ as in judge
/ ¢/ as in church /?/for a glottal stop
/gh/ for the voiceless velar or uvular plosive phonemes.
[kh/ for the unvoiced velar or unvoiced uvular fricative as

in German doch.
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The following poetic pattern ( orchestration ) is
noted in the above cited Ghazal of Hafiz:
1. All seven lines plus the first verse of the first line end
with /a consonant+4a morpheme-ast/
2. Every line has two verses, and each verse ends with a
double cross juncture i.e. #
3. Every verse contains three double bar junctures. i.e. //
4. Every verse consists of fourteen syllables, except No. 11.
which contains 13 and No. 12 which has 15 syllables.
The reason for this difference is, perhaps, that verse No.
11 conlains eight long vowels; whereas verse No. 12
only contains one long vowel; so these two verses are

also quantitatively equal.

If we ignore the poetic freedoms, ( or as it is
said in Persian, ekhtiaaraate shaaeri), in the above cited
Ghazal, the poem will have the following rhythm
(orchestration) :

1. ———UU - —-UU —-—UU~— (14 syllables)
2, ———UU ——UU ——UU— »
3. ——-UU U-UU — UUU- »
4. —U-UU U-UU -U-U-— »
5 ———UU — —-UU — —~—-U- »
6. ———UU - —-UU—-—U—— »
7. —(uu)—UU—--UU- —UU-—- »
8. —(uu)-UU--UU- —-UU- »
9. UUU -UU—-—UUUUU — »
10.U-—-—U - - —-U—-—(uu)-U-— »
11. ———U — — (uu) — — — UU-—-13 »
12.UU —-— UU —-— UU --UU-15 »
13. — UU (uu) UU (uu) -UU—- -U - »
14.—-U—-UU - - UU - - UU-— »
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At the same time if one takes the poetic free -
doms of the Persian Ghazal into consideration, one
may come up with a unified pattern applicable to
every line of the above Ghazal thus:

—/—-UU--UU/--UU/ -
Again I must emphasize here that in this system
the feet have no real linguistic value.

This has been a long and, as I hinted at its be-
ginning, a somewhat repetitious chapter. However, to
observe clearly the sensitive plant of poectry one needs
to hack away the surrounding underbrush and weed-
growth. This done, one can proceed to actual anal-
ysis of verse with some hope of success.

AN

.
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SECTION TWO

Rhyme, Alliteration, Compounding Forms and

Grammatical Classes in Poetry

The chief purpose of the first section of the pres-
ent paper is to introduce a linguistic theory through
which the organization of a poetic message or the
orchestration, as Professor Wellek calls it, can be des-
cribed.

~ Inthe second section our main aim is applica-
tion: we intend to demonstrate how the theory can
be used to solve poetic problems and to reveal the
organization of poetic messages. We intend to inves-
tigate two essential phonemic factors of repetition, viz.,
rhyme and alliteration and one morphological factor,
viz; compounds and grammatical word classes.

Many literary critics have already faced problems
in discovering the rhyme pattern of Emerson’s poetry.
Even American critics attacked Emerson for his care-
lessness in rhyming words which do not match phonet-
ically. They even became courageous enough in at-
tacking him to say that in two hundred pages of his
poems, there are over several hundered mis-rhymes
or imperfect rhymes.

The understanding is that in all cases of appar-

ent imperfect rhyme, judgements are drawn on the
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basis of our present habits of pronunciation; but
Emerson’s vowel system is not quite the same as any
system in present American English. His mis-rhymes
can be reduced to those rhyming pairs which are
different in his own pronunciation. Problems of this
type can be settled by an appeal to the history of
Emerson’s speech. In order to discover the origin of
the New England dialect, the sound structure of
Middle English and of Early Modern English will
be taken into consideration. For example, rhymes
which appear to be imperfect owe their imperfection
to the fact that the vowel in onc word of the rhym-
ing pair is long, while the Jdther one is short. Infact,
pairs such as eaten/threaten, sweat|heat, great/get, spreads|
meads and the like all contained homogencous long
front vowels in Middle English, and werc then per-
fectly rhymed. This Middle English rhyme through
Early Modern English development, however, remained
valid, as an eye-rhyme even during early 1gth century.

Sound patterns will be reconstructed through the
phonemic system of Middle English and that of Early
Modern English. We do not claim that Emerson nev-
er rhymed amiss; we hold, however, that statements
like the one made by Stratton or the following one
made by G. M. Robert are extremes’.

Emerson’s verse contains elementary faults of technique
that Macaulay’s boy of fourteen could have patched and

mended—forced rhymes and arbitrary inversions.

1. Emerson: A Study of the Poet as Seer ( New York, 1928),
193 .
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We wish to claim that Emerson was aware of
the technique, principles, and poetic licenses in eu-
phony. If we fail to establish a relation between his
imperfect rhymes and his sound pattern, then, and
not till then, are we entitled to say that his rhyme
is faulty. The present inquiry will apply tests to a
large number of rhymes which at first glance appear
to be mis-rhymes, but will suggest that many of them
are perfect and good rhymes.

Peculiarities in rhyme are mainly concerned with
the vowels; the effect of consonants on the rhyme is
not significant. Four phenomena will be considered
in the discovery of Emerson’s sound pattern andin
classifying his imperfect rhymes:

1. The usage of those poets who are his prede-
cessors’. ;

2. The Middle English and Early Modern Eng-
lish vowel system and the effect of the two vowel
shifts;

3. Documents left to us indicating the pronun-
ciation of his time, including the testimony of occa-
sional spellings;

4. The co-existence of New England bourgeois and
southern aristocratic pronunciations in New England in
the eighteenth century.

One should also remember that during the early
1gth century in New England, there were words
which had two pronunciations, both of which were
acceptable. Emerson may use either form or both in

1. Henry Cycil Wyld, Studies in English Rhymes: From Surrey
to Pope ( New York, 1924), pp. 2-11.
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his rhyming pattern; but the one he prefers as being
the more usual typeis by no mcans always the one
which is current now. Different pronunciations of one
word were often used by many poets contemporary
with him. A poet may employ rhymes which are tra-
ditionally used again and again in the verse of his
predecessors. For example, unrounding of short /o] —
that is, the pronunciation of this sound as short /a/-
is left to us from Early Modern English; Emerson and
his contemporaries often disregarded it as a license.

It is generally accepted by literary critics that
rhyme and alliteration are only the most obvious mani-
festation of basic euphonic laws which have been
closely related for centuries. The purpose for intro-
ducing a short history of rhyme is to show that these
repetitive elements have been historically related. The

corpus for the study of Emerson’s rhyme and alliter-
ation consists of two thousand lines.

A part of the present studyis concerned with dis-
covering whether Emerson employed a definite r&yme-
scheme or shifted from one scheme to another at ran-
dom. The scheme of his phonological repetitions,
including rhyme and alliteration, will cover the
following environments:

1. In final position
a. The repetition of vcve
b. The repetition of vc
c. The repetition of v (assonance)
d. Artistic rhymes: cvc, visual rhyme, voiced
consonants and the like,
2. In initial position:
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a. The repetition of initial consonants and
consonant clusters (c-)
b. The repetition of initial vowels (v-).

The repetition of phonemes in initial positions
(alliteration) will be one of our main concerns in the
present paper. We expect to prove that:

1. His poetry shows a tendency towards alliteration;

2. His use of alliteration phonemes in initial position
appears to have a different frequency from the gen-
eral occurrence of initial phonemes in his works;

3. There is also a possibility of relating allitera-
tion to meaning.

The third part of our applicable study will be
based on the morphological distribution of style, viz;
(a) compounding patterns in his poetry (b) gram -
matical elements in his style.
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1-0 Rhyme and its Phonological

Distribution

Before investigating phonological style, we should
make one point clear: that the study of style of any
writer cannot be achieved unless an analyst has
access to two phenomena: (a) norms of the language
with which he can compare his data and (b) data
on other English writers and their poetic devices.
If we accept the definition of style as being a deviation
from the norm (s), as the Formalists and the Prague
School propose, then the present paper should be
regarded only as a preliminary examination of style.

To Russian Formalists, rhyme, far from being a
mere ornament, marks verse boundaries and thus
serves to determine syntax, intonation, or even semantic
function’. Rhyme is one of the scissors of poctic per-
ception which may be defined as a linguistic entity
or the repetition of phonologically analogous elements
arranged at regulated intervals. Rhyme need not nec-
essarily be at the end of a line: end-rhiyme or in onc
syllable (masculine rhyme as often found in English)
but it may be in two syllables ( feminine rhyme as in
Spanish and Italian), in more than two syllables (Per-
sian and its branches are generally given as the typi-

1. Harkins, «Slavic Formalists’ Theories in Literary Scholar-
ship,» Word VII ( 1g951), 181-2.
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cal example)’, or may involve the repetition of homo-
phonous pairs ( rich rhymes). Lastly, a poet may vio-
late the antique convention of rhyme and present his
own patterning of the artistic device. In rhymed
pairs one may distinguish the final consonant (s) :(a)
after the accented vowels, and (b) after the unac-
cented vowels.

It is accepted by linguists and acousticians that
the vowels, principally the accented vowels, carry the
melody, stress, and tone quality of the whole ending
and help to arrange the verse line into such large
rhythmical units as stanzas or strophes.

Two thousand lines of Emerson’s poems have
been scanned in the hope of finding a general scheme
in his rhyming system and of arriving at a statement
about his mis-rhymes or imperfect rhymes. After pre-
senting the structural definition of rhyme, the section
may be outlined under the following heads:

1.1 A brief history of rhyme

1.2 Nature of rhyme

1.3 Poctic theory of rhyme

1.4 Emerson’s rhyme pattern, its variation and
its phonological freedoms

1.5 Discussions of imperfect rhymes

1.1 A Brief History of Rhyme

We are not, unfortunately, able to trace the paths
of rhyme within any particular literature known
to us. There arec various hypotheses for the genesis
of rhyme, of which some appear more plausible than
others.

1.Encyclopaedia Britannica (Chicago, 1956), XIX, 479.
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The earliest mention of rhyme is found in Aris-
totle, who considered it a rhetorical device, called it
homoeoteleuton and discussed its use in the organization
of periods as a device for making the extreme words
of both members of a period like each other. He ex-
plained that rhyme must occur either at the begin-
ning or at the end of each member’. The oldest re-
ligious poems of the Chinese and the Arabs were
mostly rhymed. ‘

The hymnological hypothesis states that rhyme ori-
ginated in the African church Latin of Tertullian in
connection with choral singing in the early Christian
churches and afterwards penetrated into secular poc-
try?. Even Old High German and Anglo-Saxon alli-
terative verse, however, possess decorative rhyme possi-
bly reflecting Latin influence through Keltic. For a
long time, the hymnological theory was generally ac-
cepted; it has found some support from Byzantine
rhymes.

Rhyme received its strongest impulses from the
most brilliant poet of the Byzantine period, Romanus

the Melode3. The fact that both Romanus and Sy-
nesius, another pioneer of rhyme, were born in the
East suggests that rhyme might have come to Europe
from Arabian sources.

In the eighth century Byzantine rhyme declined,
chiefly because of the expansion of the iconoclastic

1. Aristotle, Opera; Rhetoric, 111, 9, p. 141 oa.
2. S.W. Duffield, The Latin Hymn Writers and their Hymns (Lon-

don, 1889), p. 44.
3. Romanus lived in Syria in the sixth century.
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movement whose followers were puritanically antag-
onistic to any forms of ornamentation. Presumably
the earliest poem in English in which rhyme occurred
regularly wasConybear’s rhyming poem of the late ninth
century!, but this is an experimental, and, for Anglo-
Saxon, a unique poem. In English, rhyme -—first via
Keltic, later from Provencal via France — coexisted
with unrhymed alliteration. Several centuries elapsed
between the Old English and that fourteenth century
Middle English verse in which rhyme was finally
established as a regular practice. Even in the days
of Chaucer ( 13407 -1400), alliterative verse existed
and was more popular among the sub-aristocratic
classes than rhymed verse.

The bourgeois classes of the North East Midlands,
however, seem to have developed a taste for rhymed
romances. In the opinion of some modern English
scholars the idea that English rhyme originated in
Latin church poetry is less acceptable than the idea
that rhyme 1s derived from Arabic sources; even
though Guest believes that end-rhyme was initiated in
or through Old Keltic.

It appears that rhyme was used in English before
Chaucer? in the Old Irish Lorica of Saint Patrick as
early as 433 A.D3. In regard to the genesis of English

1. Edwin Guest, 4 History of English Rhythm (London, 1838)
pp. 388-9, 394-5.

2. A manuscript of a poem of the time of Edward 111 found
in Trinity School, Cambridge, with perfect end-rhyme all
through the poem. See: Henry Lanz, The Physical Basis of Rime
( London, 1931), pp. 106, 115, 118, 120, 125-6.

3. Whitehall, « Dawn at Tara, » Folio 23, (1958), 19-22.

g1



rhyme, one may state that Latin contributed via the
Goliardic lyrics and hymns; Irish contributed in the
Old English period; and Arabic sources, via Proven-
cal and Catalan, are definitely channels through
which rhyme penetrated into English; of these three
sources, the last appears the most significant.

George Saintsbury, the famous historian of Eng-
lish prosody, declares that rhyme appeared no one
knows quite how, or why, or whence'. We may con-
clude that the historical origin of rhyme is obscure;
we are not able to lay a finger on any particular doc-
ument that allows us to say: here is the place where
rhyme appeared for the first time. It may be stated that
no matter through what influence and at what spec-
ific time rhyme appeared, it always proceeded from
more or less imperfect forms of terminal assonance
(as in the Spanish Cid ) to a more accurate repeti-
tion of sound.

Rhyme, as the clement making vowels melodic by
repetition, appeared first in brief phrases, largely as in-
ternal-rhyme and afterwards, reached the end of paired
verse lines. It is clear that no European language
originally used rhymes as a major structural factor of
verse.

1.2 Nature of Rhyme

A poet has the ability to arrange his theme such
as rhyme or alliteration or syntactic parallelism, to
coincide with phonemic opposition. In the Slavic lan-
guages thematic contrasts can be highlighted by the
use of different aspects of genders. Rhymes may hinge

1. Lanz, op. cit., pp. 118, 131.
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on similar derivational or grammatical suffixes or may
emphasize certain sound features at the expense of
others such as length, voicing, palatalization and
other poetic elements.

Modern English prosody, making no allowance
for imperfect rhyme, is willing to regard the visual
rhyme as a legitimate licensc in poetic composition.
Nearly every Shakespearcan sonnet, judged by the
standard of modern pronunciation, contains at least
two visual rhymes, such as loving/moving, and the like.!
These, however, may often be resolved as perfect
rhyme when one knows thc pronunciation of the
period.

In Music and Poetry Sidney Lanier considers mu-
sic as a species of language®. Most of his ideas
about the acoustic function of rhyme are correct, even
though he appears to be misled in his conviction
that musical quantity, not accent, is the basis for
English verse. He inherits, of course, the concept -
stated by Walter Pater and espoused by all French
symbolists except the later Mallarmé -- that all art
aspires to the state of music.

The inherent vagueness of the acoustic theories
and their association with the elements of mysticism

made modern scholars reject the musical conception
of rhyme, and apply a more scientific basis to it. W.
Webbe, Dryden, W. Grimm, R. de la Grasserie, E.
Guest, G. Saintsbury, and the Russian critics of the

1. In Byron and Shelley cases of visual rhyme are very

frequent.
2. { New York, 1898), p. 81.
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nineteenth century have pointed out, in different phra-
seologies, that rhyme is not ornamental but has the pro-
per artistic function of organizing the poetic material
into larger rhythmical units. In Rhyme, Its History and
Theory V. Zhirmunski relates rhythm to rhyme and
defines the latter as an acoustic repetition that car-
ries a structure in the metrical composition of the
verse’.

Although the aesthetic validity of rhyme is unde-
niable, there has been an extensive attack on the
use of rhyme —an attack which may be summed up
as (a) rhyme hampers thought, (b) without rhyme a
poet can express his thought in a briefer manner, (c)
rhyme is a cheap, superficial, and mechanical device
to escape from the difficulties of rhythm.

Lessing has convincingly defended the significance
of rhyme, holding that those ( such as the Bodmers)
who are mercilessly antagonistic to rhyme wish only
to avenge themselves for their own failure to master
it. Moreover, he sympathizes with Haller and Gel-
lert, who demonstrated that rhyme is an artistic de-
vice emphasizing the regularity of rhythm2.

An absolute dichotomy of artistic devices, such
as rhyme, into structural and mosaic (or ornamental )
does not appear to be legitimate. Every poetic device
has a certain degree of organization — a hierarchy
of levels —although sometimes it may have a very
loose pattern. In « Towards a Literary Analysis » Hill

declares that rhyme in Japanese is neither ornamental

1. ( St. Petersburg, 1923), p. 25.
2. Lanz, op. cit., pp. 191, 302, 318.
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nor structural, because this language permits only a
very small number of sounds in final position and

rhyme occurs everywhere'. If a literary discipline is
too easy, it is structurally ignored. In Keltic tradi-
tion rhyme appears highly systematic, whereas its struc-
ture seems loose ( ornamental) in Old English andin
Middle English. In the poems of Early Middle Eng-
lish poets, affected by the French system of versifi-
cation, rhyme is combined with alliteration. In Early
Modern English, rhyme was used with considerable
looseness because of the vowel changes of the «Great
Sound Shift» and true rhyme has gradually been di-
luted by visual rhyme, slant rhyme, consonance, and
assonance. Dylan Thomas uses assonance as a recur-
rent device. The ill-fated Wilfred Owen repeats a
vowel sometimes at the end of lines, and sometimes
initially2.

We may state that rhyme is a component of the
phonological system of language; thus it should be
related to other phonological features such as allitera-

tion, assonance, and the like.

1.3 Poetic Theory of Rhyme

Emerson was quite familiar with the mechanisms
of thyme and, as a matter of fact, was an apprecia-
tor of rhyme. In the Journals, in his Works, and in

1. Studies in Honor of Fames Southhall Wilson (University of
Virginia, 1951), p. 85I.
2. A good deal of Chinese rhyme is true assonance.
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his Letters* he makes several remarks about rhyme of
which four examples are cited below in chronologi-
cal order.

Emerson praises the natural rhythmic character-
istics of rhyme, grand pindaric strokes, or the rhyme
that vindicates itself as an art like the stroke of the
bell of the cathedral.

In «Art» Emerson makes several statements re-
lating rhyme to rhythm. In « Poctry and Imagination»
he holds that periodicity or organization counteracts
monotony. Architecture gives a like pleasure by the
repetition of equal parts in a colonnade, in a row of
windows, or in wings?. We do not enclose, he adds,
our watches in wooden, but in crystal cases, and rhyme
is transparent —an ornamental frame that allows al-
most the purc architecture of thought to become vis-
ible to the mental eyes3.

Emerson admires organization both in prose and
in verse. In « Poetry and Imagination » he introduces
symmetrical organization similar to rhyme, in the fol-
lowing short Biblical passage where the words /e, fell,
bowed, down, and at her feet are repeated seven, three
and two times respectively:

At her feet he bowed, he fell, he lay down:

1. Journals of Ralph Waldo Emerson, ed. Edward W. Emerson
(Boston, 1909); The Complete Works of Ralph Waldo Emerson, Cen-
tenary Edition ( Boston, 1903); B. R. Ruck, The Letters of Ralph
Waldo Emerson (New York, 1939) - subsequent reference to these
editions will be listed Fournals, Works, and Letters respectively.

2. Works, VII, 53; VIII, 47.

3. Works, VIII, 31, 52.
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At her feet he bowed, he fell: where he bowed,

There £e fell down dead.

The most significant points in Emerson’s attitude
toward rhyme are:

(1) The wild freedom of a poet should be attuned
to the poetic sculpture?,

(2) Rhyme is conceived as visual rather than au-
ditory?.

1.4 Emerson’s Rhyme Pattern and Its
Variations

To analyze Emerson’s rhyme patterns, two thou-
sand lines from his anthology, The Centenary Edition,
Poems, were selected. In selecting the first one thou-
sand lines preference was given neither to the form,
the content, nor to the chronology of the poems. The
second thousand lines werc selected on the basis of
chronology to indicate his rhyme patternin the early,
middle and last stages of his poetic career. In view
of my nationality, I included «Bacchus,» and «Saadi»,
about 243 lines3. Two thousand lines i1s a convenient
round figure to reveal his phonological tonality in
percentages, and it represents about all one could
handle ina study of this scope. Here are the sources4:

1. The Holy Bible, Song of Deborah, in Judges, 5.27. Works,
VIII, 47—49.

2. V. Hopkin, Spicesof Form (Cambridge, Mass., 1951), 119.

3. Both poems are presentations of the philosophy of Hafiz
and Saadi, the most famous Persian mystics.

4. This table lists the titles of the poems and the number
of their lines, and in subsequent references the poems will be cited

by Roman numerals.
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Poem Poem
Numbers The Title Lines Nurabers The Title Lines
I | «Good Bye» 8o XVI| «Saadi» 176
II | «Each and All» 51 XVII} «Brahma» 16
111 | «The Problem» 72 | XVIII] «Meropa» 12
IV | «The Rheax 75 XIXI «Waldeinsamkeit» | 48
V | «The Visit» 30 XX| «Webster» 22
VI | «Uriel» 56 XXI| «Holidays» 20
VII | «The World Soul» |[r12 XXII| «The Apology» 20
VIII | «The Sphinx» 132 | XXII| «Suumcuique» 22
IX «Alphonso of Castile»| 82 XXIV| «Concord Hymn» 16
X 1 «Mithridates» 32 XXV| «The Ode» 40
XI | «To J. W.» 23 XXVI «Boston Hymn» 88
XII | «Destiny» 50 | XXVII| «Voluntaries» 122
XIIT | «Guy» 50 [XXVIII] «The Humble Been| 63
XIV | «The Rhodora» 16 | XXIX| «Woodnotes» 90
XV | «Bacchus» 67 XXX| «Monadnoc»* 367
Total 2,000

* «Monadnoc» is the second longest poem Emerson ever

wrote, second only to «May-Day» (514 lines).
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The phonological analysis of these 2,000 lines
shows that Emerson had a strong tendency to employ
variant rhyme schemes. The following table indicates
the general rhyme scheme of each poem, variations
on the scheme, and final rhymes other than obvious
perfect rhymes. The symbol «A» in the table stands for
auditory rhymes, viz., thymes which are true in New
England in the 1gth century pronunciation or in the
general English pronunciation of his time. The audi-
tory rhyme, viz., A, may be divided into two sub-
classes: A1 the auditory perfect rhyme, and A2 those
rhymes which differ by one or two phonological fea-
tures. The A2 sub-class includes the following pairs:
(the linguistic criteria of these pairs can be introduced)

fey/ rhymed with /iy/, e.g., they/key

Jey/ rhymed with /e/, e.g., shade/head and

displace|less

[o/or/a/ rhymed with fow/or with [u/, e.g.,

Slood/stood or one/grown

fioh/  rhymed with /oh/or Jeh/, e.g., year/were

/5] rhymed with ow/, e.g., God/cloud

Ju/ rhymed with Juw/ or Jow/, e.g., wood/rude

good/abode

/oh/ rhymed with bourgeois o/, e.g., road/broad

Jaw/  rhymed with Jow/, e.g., cowl/soul

The symbol «E» stands for an eye-rhyme or a
visual rhyme —-many of which were originally perfect
rhymes in Middle English or in Early Modern English.
E1 indicates identity of spelling, Eg2, variation in the
presence or absence of final silent «e».
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«S» stands for a slant rhyme, viz., a rhyme with
(1) a variation in the final consonant, (2) variation
of traditional « short» and «long» in the final vowel,;
«v/vl» stands for a rhyme of a voiceless consonant
with a voiced consonant; and, finally, « D » for Don-
nesque thyme viz., rhymes of stressed syllables with
unstressed syllables.

In the following table, the imperfect rhymes are
classified according to the above cited symbols.
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Poem
No. General Schemes|{ Scheme Variants Irregular Rhymes

I aa-bb,... ab-ab (2 paris) come/home (El) ME. u/ow otherwise none

I1 aa-bb..,. ab-ab (3 paris) sky/deity (E14-D) noon/Napoleon (E1+-D)
wreath/breath (El)

III aa-bb..., none cowl/soul (A2+4-D)  Parthenon/zone (E2+-D)
wind/mind (E1) date/Ararat (E24D)
shine/within  (E2) shear/air (A2)
Augustine/line (A1-4-D) both/contain/ayn/

v aa-bb.... none road/broad  (A2) gods/period (D+4S)
all/shall (E1) deaf/leaf" (A1) #
men/again (Ax) good/beautitude (A2--D)*

A% aa-bb,.., ab-ab (3 ps.) state/that (E2) otherwisenone

VI aa-bb.... --a-- a(1p.) own/confusion (A2-+D)  God/cloud (A2)

VII --a--a.,.,. none** key/they (A2-}-E) main/again (A2)

# Webster registered/diyf / for «deaf »; word Study (February, 1945). P.8.
* The rhyme is the eighteenth century/u/with fuw/.

** A perfect thyme-scheme will be revealed if two lines be counted as one line,
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Poem General
Scheme Variants Irregular Rhymes
No. Schemes
VIII | --a--a... none dame/I am (D) cheerfully/to me (D)
name/beam (A2 4-E2) stone/moon (A2)
IX | aa-bb... none you/mildew (A1+4D) wise/advice (V/VI)
blood/Adamhood (E4A2)
fellows/zealous (V/V1) over/lover (Ex) #
X | aa-bb.,. ab.ab (2ps.)| none
--a-a (3ps.)
and--a-a (2ps.)
XI | ab-ab... - -a—b-b (3ps.)| Three stanzas begin with/set/, one stanza has neither a rhyme scheme
— a --a-a{4ps.) | nor a final rhyme, but « vowel harmony» appears to be substitution
for final rhyme.
XII | aa- bb.., ab-ab  (2ps.) | generous/rose (E24D and V/VI)
a-a-a (2ps.)] face/ways (V/V1) sodden/forgotten
-a--a (2ps.) | favour/good (S+4+D and A2)3 (V/V1)
and --a-a--a
(3ps-)
XIII | aa-bb,.. none year/were (A2) Polyerates/breeze (A14-D)

# This type of rhyme is from Pope. o
% The rhyme is based upon the eighteenth century / eh /with /u /. See Mathews.
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Poem General
Scheme Variants Irregular Rhymes
No, Schemes
XIV | aa-bb... ab-ab (2ps.) Solitude /woods (A2+4-D)
XV | aa-bb... ab-ab.b  (2ps.) | Juice /Ercbus  (A2--D) | due /stature (S+D)
-a-ab (2ps.)
--a--a (7ps.)
and-ab-ba (4ps.)
XVI | aa-bb,.. ab-bc (2ps.)| town /alone (A2) head /comforted (D)
aa-a (2ps.)| eye /ecstasy (E2-D) eyes  /paradise (A1+D)
ab-ab (2ps.)| stature /nature (A1) million /alone (A2+-D)
most  /exhaust (A2) sun  /contrition  (Ar—4-D)
upon /persuasion (E D) on /town (A2)
own  /contradiction (A2 4D)| sweat /sea (S+-E)
XVII | ab-ab... none abode /good (A2)
XVIII | ab-ab... none none
XIX | ab-ab,.. none begone /lone (E1) noon /knew ()
XX | aa-bb.., none none
XXI | --a-a.., none none
XXII | ab-ab... none rude /wood (A2)
XXIII | aa-bb... ab-ab (6ps.) none
XXIV | ab-ab... none flood /stood (A2) stone /gone A2 and E1
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o1

(1) yieouaqg/ yiealq (17) Buowe/  Suons
(sv)  pooyy/ poos (1@) spiojje/  spiom
(19) anof/ aaoxd (11) mopeawl/  MOpeYS
(zv)  opeus/ peay
(a+1v) sousueurrod (§% 39) peoiqe/  pamor}
Jasuay/ Juosaxd (zv) poolq/ pnop
(1v) Yaem/ sprep (1v) 1970/ srep | (ssdb) e--~e--
adojeq (sd€) e-e-e
(a+1v) 90®j/Imopeqnon} (19) ot/ swy | ( sdgr ) qe-qe *rrqq - ee XXX
(1) 1seaq/  Passalp
(a/A) soerd/ asrea (e7) w0/ woo[3
(a+ev) 1re jo/asaydsourte (zv) sso/ ooerdsip
(q)  possed/ sem | (@-+1v) womurwop/uns ayy jo | ('sdz) qe-qe *rqq - qe [IIIAXX
(zv) pnop/ poo (a3v) umop/ suoz |('d1) e--e ‘rrqe-ee |[IAXX
(a+1s) ases/ olessow
(a/A) asnof/  sySnoq (3v) pnopo/ poo
(av) umop/ auoz (1y) 1em/ srow | ('sdb) qe-qe e-~e-~ [JAXX
(1D sa0w/ oroqe |(sdb)e--e-~- ‘*:qe-qe |AXX
$WYDY "ON
sowdyyf re[ndauif nueLe A SWAYOg
[e1ausn) waog




Looking over these tables, we conclude that
Emerson’s rhyme scheme has a definite structure ; it
appears that he liked to have wariant schemes in one
poem. The following table is devised to indicate the
variety and the frequency of the rhyme scheme that
Emerson employed in 2,000 lines of his poems:
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Poem

Lines aa.bb ab-ab --a--a a.a-a.
No.
I 30 26 4 - —
11 51 6 45 — —
111 72 72 — — —
v 75 75 - - -
A% 30 24 6 — —
VI 56 44 — 12 —
VII 112 — — 112 -
VIII 132 — — 132 —
IX 82 82 — — —
X 32 18 4 10
XI 23 2 7 14 -
XII 50 32 4 10 4
XIII 50 50 - — —
X1V 16 12 4 — —
XV 67 37 16 14 —
XVI 176 168 4 — 4
XVII 16 — 16 -— —
XVIII 12 — Io _ —
XX 22 22 — - —
XXI 20 — —_— 20 —
XXI1I 20 _ 20 — —
XXIII 22 10 12 — —
XXIV 16 — 16 — —_
XXVI 88 — 18 70 —
XXVI 122 — 114 6 2
XVIII 63 59 4 _ —
XXIX 90 72 12 — 6
XXX 367 317 32 12 6
Other B
schemes 20 - - - a
Total 2000 1,128 430 400 22
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Thus, his rhyme schemes will yield the following

occurrence frequencies in the whole corpus of the

analysis:
aa—bb 1.128 55 %
ab —ab 430 22 %
—~a-—a 400 20 9,
a—a—a 22 1.5%
Other patterns 20 1.5%
Total 2,000 100%,

1.5 Discussion of Imperfect Rhymes

There are so many attacks on his technique of
versification that it does not appear possible to deal
with all of them. For the sake of brevity, four of them
will be summarized here:

(1) In Ralph Waldo Emerson, Oliver Wendell
Holmes declares that though Emerson was a born
poet, he was not a born singer!.

(2) In A Study of the Poet as Seer, G. M. Robert
comments that Emerson’s verse contains elementary
faults of technique that Macaulay’s boy of fourteen
could have patched and mended — forced rhymes
and arbitrary inversions?.

(3) K.A. McEuen has cited Emerson’s difficul-
ties of rhyme in this fashion:

(a) Emerson’s mis-rhymes are not regular even

1. ( Boston, 1884), p. 327.
2. ( New York. 1928), p. 193.
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in innovation.

(b) It is regrettable that, if he was going to break
with poetic tradition, he did not go the whole way
and write vers libre'.

(c) He used faulty rhymes of one kind or an-
other, the seriousness of his defects apparently depend-
ing upon what dictionary one consults and to what
regional pronunciation the ear of the reader is accus-
tomed. ’

(4) C. Stratton, a harsh critic of Emerson’s
rhyme, claims that he detected the presence of 8oo
false rhymes in 237 pages of his poetry? —an average
of three false rhymes to a page. He declares that the
alert eye and ear can readily find an occasional poor
rhyme such as slimy/lion or dreads| Arcades.

Several other critical attacks of a similar kind
have been made against his imperfect rhymes. The lin-
guist, however, looks for organization; as an example of
a linguistic approach, we may cite M. Camara’s study
of Brazilian imperfect rhymes. He finds that four ten-
dencies and a few stylistic pronunciations affected the
classical rhyme pattern and this accounts for imper-
fect rhymes that formerly appeared to be mis-rhymes
to most Brazilian literary critics3.

The spelling of Modern English ( in a semipho-
netic alphabet of Late Middle English ) causes a

1. F. 1. Carpenter, Ralph Waldo Emerson ( New York) 1930
pp. XII, XIII.
2. C. Stratton, «Emerson’s Rhymes,» Word Study, December

1944), Pp- 2—4.
3. «Imperfect Rimes in Brazilian Poetry, » Word 11, No. 11

(1946), 131.
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discrepancy between what the eye sees and what the
ear hears. If a critic is visual-minded, he may be
satisfied with the rhyme: flood/food; butif he tends to
hear internally what he reads he will feel the dis-
cord.!

Moreover, many poets, Emerson included, find
conventional final-rhyme monotonous. They deliber-
ately revert to poetic freedoms or rhyme licenses, as-
sonance, near rhyme, or to use J. Ingall’s terminology,
chromatic rhyme?.; one may cite as an example the
poems of John Crowe Ransom.

We may conclude that Emerson was not incapable
of composing regular traditional rhyme; that, in fact,
he deliberately avoided it and used a variety of rhyme
schemes and non-true final rhymes to show his skill.
His disinterest in classical poetic conventions is reflect-
ed in «Merlin»:

He shall not his brain encumber

With the coil of rhythm and number;

But, leaving rule and pale forethought,

1. Wordsworth and his follower Emerson, followed their ears
in rhyme as in «one» and «sun»: (wén, sdn) but went astray in
a visual or « eye rhyme » where «one» goes with «stone» as in
Wordsworth’s poem « Lucy » or in several of Emerson’s poems.

2. Ingalls proposed this term for the recurrence of sound
to cover consonance, alliteration, and apocopation. He reports
that one observes this in Chinese poetry, in Emerson’s, Dickin-
son’s and Hopkins’ poems up to the elaborate use of it in Eliot,
Wallace Stevens and Auden. He adds that some of the peculiar
richness of Shakespearean and Miltonic blank verse, or so-called
unrhymed verse, comes from chromatically rhymed. See: Jeremy
Ingalls, «Chromatic Rhyme,» Word Study (October, 1949), pp. I-2.
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He shall aye climb

For his rhyme?.

One should remember meanwhile that most of his
rhymes, about 88.2 per cent, still fall into the frame-
work of traditional final rhyme. In our corpus,
«Mithridates»,«To J.W.», «Merope», «Webster», «Holi-
days», « Suumcuique » and many others, have per-
fect final rhyme; « Good Bye », « The Visit », « The
Rhodora », « The Ode », and «Brahma » show only
one aberrant; some others have three, four, and a
few of them even more. Emerson’s chief tendencies
can be summarized under four or five licenses (paren-
thesized above in the table).

In fact very few masters of English versification
have completely followed the classical conventions of
rhyme; even Edgar Allan Poe,? fanatic master of ar-
tistic devices and organization, refused to follow tradi-
tional rules. W. L. Werner reports that Poe in his
best poems uses five identical rhymes, sixteen eye -
rhymes, and thirty-five irregular rhymes--a total of { 1fty
sIX 1n twenty-seven short poems.

It is often stated by the classical literary critics
that an imperfect rhyme is a bad rhyme. Even if we
accept this statement simply for the sake of discus-
sion, we should bring into account several other factors
which may make a rhyme imperfect. In Studies in Eng-
lish Rhyme from Surrey to Pope, H.C. Wyld asserts that
it is scarcely possible to conceive a conspiracy among
pocts to spoil their verse by adopting bad or imper-

1. Works, IX, 121.
2. «Poe’s Theories and Practice in Poetic Technique,» Ameri-

can Literature 11, 160.



fect rhyme. The popular poetry of all languages con-
tains numerous illustrations of so-called imperfect
rhyming often even more effective than mechanical
final rhyme. The Russian heroic dylina-epos contains
examples of rhyme artistries'. A linguist may, therefore,
feel reluctant to agree either with H. P. Biddle who
asserts:

It is impossible to have any definite rules for
rhyme.... because some of the best poets have been the

worst rhymers, and some of the worst the best, 2

or with J. Lynch who holds: «An analyst is concerned
with what a poem s, not with what it was at the
time of its compositions3.

Our two main concerns with Emerson’s rhymes
are:

(a) to find the basis of his irregularities, and (b)
to consider the pronunciation of his period. This ex-
planation is elaborated in a separate study which I
have discussed with American and British authori-
ties in the field.

The analysis of two thousand lines of Emerson’s
poetry yields results which can be thus summarized:

1. He shows a tendency to wary both his rhyme
scheme and final rhymes, particularly in long poems.

2. Three rhyme schemes, i.e., aa—bb, ab—ab
and -a-a cover g7 per.cent of hislines, of which aa—
bb by itself has a definite preponderance.

1. Ibid., p. 91,
2. « The Analysis of Rhyme,» Prose Miscellany (Boston, 1867)
p. 74

3. The Tonality of Lyric Poetry,» Word IX (1953), 212.
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3..88.2 per cent of his rhymes are good ear
rhymes; the remaining 11.8 per cent reveal his use
of the following linguistic or poetic features:

a. His idiolect accounts for about 50 per cent
(47.1 per cent)?.

b. The use of visual rhyme or eye-rhyme, 22.8 per
cent;?

c. Slant rhymes, 8.9 per cent;

d. Pairing of wvoiced with wvoiceless consonants, 8.9
per cent;

e. Rhyming of stressed with stressless syllables,
Donnesque rhyme, assonance, the repetition of one
phoneme at the beginning of lines ( a substitute for
rhyme, as in « To J.W.») and others including loose
rhyme, 12.3 per cent.

Now one may note the importance and the ne-

cessity of investigating his pronunciation; otherwise

1. In « Emerson’s Rhymes,» American Literature XX ( 1948)
20-31, K. A. McEuen maintained that if New England pronun-
ciation of Emerson’s day be considered the following pairs will
be perfectly thymed: haunted [ dischanted, obeyed [ gainsaid, vaunt [
chant, breath | mirth, arm [ psalm, and the like.

2. We agree with Stankiewicz that sometimes imperfect rhyme
serves as a kind of « expressiveness ». A number of English poets,
even twentieth century American poets such as T.S. Eliot and

J.C. Ransom, employed visual rhyme as a deliberate poetic de-

vice.
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more than 50 per cent of his auditory rhymes (in-
cluding many of his visual rhymes) would lack cri-
teria. The following table will demonstrate his ten-
dencies in final rhyme and the occurrence frequency
of his tendencies both in relation to themselves and

to the total corpus of the present analysis.
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Percentage of Percentage of

Deviants
Irregulars 2000 Lines
A1, A2, A+ D, and A4S 47.1 5.2
Ei, E2, E4D,E+4S,and, E+A 22.8 2.9
S, and S4+D 8.9 .9
\7A%’ 8.9 .9
D, others, and loose rhymes 12.3 1.9
Total 100.0 11.8
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PART TWO

Alliteration as a Poetic Device

2.0 It is alrcady posed elsewhere that poetic pho-
nology covers rhyme, assonance, alliteration, and
rhythm; thus they are all based on phonological fea-
tures. In 4 History of English Versification, Jakob Schip-
per asserts that out of the various possibilities of
likeness there arisc threc chief kinds of rhyme in its
wide sense: alliteration, assonance, and end-rhyme.*

The chief purpose of the preceding part was the
study of vowels in rhyme pattern; in this part we
will concentrate on the consonants in initial position.

The following points will be discussed in brief':

2.1 The phonological aspect of alliteration
2.2 Alliteration in two thousand lines of Emerson’s

poetry
2.3 Distinctive feature analysis in alliteration

2.4 The relation of alliteration to « meaning »

2.1 The Phonological Aspect of Alliteration

The line in Anglo-Saxon verse consisted of four
beats divided into two cadences of two beats each
separated by a pause. The initial consonants of the

1. (Oxford, England, 1910,) p. 12.
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third beat set the alliterative pattern of the line'. In
Anglo-Saxon many lines are found to have one of
these types: either the first three accented verse-sounds
begin with the same consonant-colour, or with some
vowel colour or the second and the third accented
sounds begin with the same consonant-colour, or with
some vowel colour?. Thusin Meredith’s Love Is the
Valley we have an almost perfect modern example of
the Anglo-Saxon pattern with alliterative head rhyme—
as Lanier calls it—on the second and third beats such
as:

Shall the bird in vain then valentine their sweethearts.

Aninteresting aspect of alliteration in Old English
is the mutual effect of this phonological factor onthe
syntactic structure of verse. In Old English two dis-
tinct pauses occur in every alliterative line, one be-
tween the first and second hemistichs, the other at the
end of the line. The hemistichs must contain such
parts of the sentcnce as belong closely together; and
such coherent parts must not be scparated from onc.
another by the casura.

The set system of alliteration vanished from Eng-
lish versification as rhyme was introduced structural-
ly into English. Chaucer, with his «ram, ruf», made
fun of alliteration. Shakespeare’s jokes on alliteration
in «raging rocks with skivering shocks» and in the

«preyful, princess, pieces... » of Love’s Labors Lost are

1. Robert Hillyer, First Principles of Verse (Boston, 1938), p. 23.
2. Sidney Lanier, The Science of English Verse (New York,
1892), p. 3I0.
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well- known. Milton, who was a master of alliteration’,
employed it very effectively, as the repetition of one
sound, mostly a fricative and a plosive, as many as
six times in a line.

The two-beat principle, in which each of the two
accented syllables, remained valid several centuries.
The writing of King James VI contains several exam-
ples analogous to the following distich (i.e., a long
line):

Fetching fude for to feid it fast furth of the
Farie2.

In his Elements and Science of English Versification,
William Jones finds alliteration in marked abundance
in such poetry as Whittier’s « Among the Hills»
Longfellow’s « The Saga of King Olaf», Lanier’s
«Ireland», Emerson’s « Saadi », « Voluntaries », and
clsewhere.3

Alliteration, in fact, acts as a powerful drum in
the melody of verse. It emphasizes the musical phrase
within the verse; helps us to delimit the word bound-
aries; and acts as the completion of the time interval.
Alliteration has a common function with assonance,
but a different aesthetic value, because alliteration is
of rhythmical origins. A study has been made of John
Crowe Ransom’s poetry in which alliteration is con-
sidered tobe structural. The justification for this claim

appears to be the occurrence of 676 alliterative pho-

1. Hillyer, op. cit., p. 23.
2. Schipper, op. cit., p. 19.
3. (Buffalo, 1897), p. 40.
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nemes in 1,440 lines of Ransom’s poetry.
I am hesitant to employ the term structural for

the similar situation in Emerson’s alliteration. It ap-
pears that the marked frequency of occurrence (in
Emerson’s alliteration the proportion of alliteration to
the number of lines is 54.9 per cent and in Ransom’s
it is 46.8 per cent) can only be considered as a fac-
tor if it is accompanied by a regular distributive pat-
tern; otherwise mere frequency of occurrence does
not appear to be a sufficient justification for calling
alliteration or any poetic device structural. The follow-
ing examples will show how Emerson used allitera-
tion:
In «Uriel,»
Or from fruit of chemical force.

In «The World Soul»,
Still, still the secret presses

In «Saadi».

For Saadi sat in the sun

And yet his runes he rightly read

Flee from the goods which from thee flee

Sun rise and set in Saadi’s speech

Nor scour the seas, nor sift mankind

Saadi, see! they rise in stature,
In «Voluntaries»

The strong they slay, the swift out stride

In «Monadnoc»

No sir survive, no son succeed

To sound the science of the sky
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T oil and fempest are the foys
Zion or Menu, measure with man
In the present study visual alliteration has not been
considered significant, even though eye-rhyme was re-
cognized as a legitimate poetic device in his rhyme
pattern. We have to remember, therefore, that we

may have alliteration when the letters are different
as :

The sea that doth exceed his banks,
but we may not necessarily have alliteration where
letters are the same:

The harp not honoured with a song’.
in which the «h» in «harp» does not alliterate with
silent «h» in «honoured ».

The repetition of any word-initial phonemes in

the following environments will be called alliteration:

1. The repetition of consonant before a stressed
vowel ( consonant alliteration )

2, The repetition of stressed v- (vowel alliteration)

3. The repetition of a c-or a v- on the vertical

dimension, i.e. in successive lines. o«

2.2 Alliteration in Two Thousand Lines

of Emerson’s Poetry

It is interesting to note that the total frequency
of consonants in prose or poetry has an absolutely
different distribution from that of initial consonants
(and only initial consonants can be used for allitera-

1. Lanier, op. cit., p. 309.
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tion). In «The Tonality of Lyric Poetry»', Lynch
shows that in the poems of Keats, Hayden, and Dew-
cy the phonemes [r/,/n/, /t/ and [s/ have the high-
est frequency of occurrence.

In « Phonological Aspect of Style: Some English
Sonnets?,» Dell Hymes has analyzed twenty sonnets
of Keats and Wordsworth in Lynch’s manner. Hymes’
table lists the most frequent consonantsin this order:
v/, [/, [t/ [/, [s], [d], and [m[..The study of non-
literary messages also yields a similar result. R.H.
Hayden has analyzed a series of six lectures, given
in the English Language Programme at the University
of California, and found out thatin 65,122 phonemes,
the following consonant phonemes have the highest
frequency of occurrence: [n/ 5,179, [t/ 4,947, [r] 4,925,
/s] 8,186, /1] 2,377, etc3.

The following table shows the distribution of al-
literating consonants in 2,000 lines of Emerson. The
horizontal rows list the alliterative occurrences of
phonemes in each poem,* and the vertical lines list
the titles of the poems, their line numbers, and the
occurrence of each alliterative phoneme in the whole
corpus.

1. Word 1X, No. g (1953), 211-225.

2. (Not published ), submitted to the Conference on Style.
(Indiana University, Bloomington, 1958).

3. «The Relative Frequency of Phonemes in General Ameri-
can English,y Word VI (1950), 219-221.

4. Two repetitions of a single phoneme in initial position
is counted as one alliteration, three repetitions as two, and four
repetitions as three alliterations. Our corpus does not include

five repetitions of a single phoneme in initial positions.
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Tt & !
The Poems m Lm p b d k g m | s 3 h w |Total
Z |
«Good-Bye » 30 | — | 7 | — 2 4 2 ! 4 4| 4 2 — 22
«Each and All » 51 2 2 — 2 —_ = — 14 | — — 4 24
«The Problem » 72 | 2 6 I | — 1 41— 6 8 | — 2 2 34
«The Rhea » 75 | — 2 2 — 6 4 8 6 2 4 | — 38
«The Visit» 30 | — | — 2 —_ - - — 2 | — 2 0 — 6
«Uriel» 50 | — 4 2 —_ =] — . — 10 2 —_ — 18
«The World Soul» | 112 | — 2 = = 2 4 2 18 | — 2 | 8 38
«The Sphinx» 132 6 — 2 — | - 6 4 14 | — —_ 32
«Alphonso of Castile"| 82 4 2 — 2 4 —_ 4 14| — — . — 36
«Mithridates» 32 — — — — 4 8 4 —_— —_ — 18
«To, J. W.» 23 | — -— 2 — - = S B — 4 6
«Destiny» 50 | — | 2 | — | 2 | —| 6 — 2 | — — L — | 12
« Guy » 50 | ~— 2 w — 2 — 4 6 0| — 2 ! 4 30
«The Rhodorax 16 2 4 - 2 — =, 2 6 | — — m 2 18
« Bacchus » 67 2 2 4 — - 4 — 6 | — — |20 40
« Saadi» 176 | — 2 , 2 2 4 10 44 2 2 ﬂ 6 72
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Other consonants have 24 occurrences thus: [v/
cight, [t/ six, /8] four, /c/ two, and others four. The
vowels have a low degree of alliterative occurrence;
they occur only 38 times in our corpus in which /a/
covers 6o per cent of all the vowel alliteration.

The following table will shed more light on some
dark areas of alliteration in relation to total lines and
to the alliterated lines. In 2,000 lines of his poetry
1,066 alliterating forms are listed. In other words,
over fifty per cent of his lines contain at least one
instance of phonemic repetition in initial position.
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Rank Phonemes Number of | Alliterations | Alliterations
Alliterations | of 2.000 Lines.of 1.066 Cases
I s 352 16.4 | 32.5
2 f 138 7.0 12.9
3 w 108 5-3 . 99
4 m 82 43 ' 7.7
5 b 66 - 3.4 1 6.2
6 h 50 2.6 " 4.6
7 P 48 2.4 | 4-4
8-9 k 46 2.4 [ 43
-9 g 46 24 | 43
10 d 30 1.8 2.8
11 r 20 1.2 1.4
12 1 16 .8 1.3
13 ) 10 .6 .7
14 v 8 4 .6
15 |Other consonants| 24 1.2 2.1
16 Vowels ‘/ 38 2.1 4-3
Total 1.082 54.9 100.0
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Since only initial phonemes can alliterate, it ap-
pears relevant to comparc the general frequency of
initial consonants with that of phonemes used in alliter-
ative forms of Emerson’s poetry. Therefore, a corpus
of about three thousand initial consonants has been
examined in twelve of his poems: namely, «Good -
bye», « Each and All», « The Problem», « The Rhea»,
«The Visit», «Uriel», «The World Soul», «The Sphinx»,
«Alphonso of Castile», «Mithridates, « To J.W.,» and
«Destiny.»

The following table shows both the number of
all occurrences and the percentage of the consonants
in initial position. I should hasten to add that /3]
holds the first rank among the consonants with a
marked high frequency, mostly due to the fact that
initial /8/ occurs in the following very common mor-
phemes: the then, this, that, thee, though, they, thou, thy,
etc.
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‘ Number
Rank Phonemes of Percentage
! Occurrences

I | ) 408 13.6
2 h 266 8.9
3 w 252 8.4
4 s 247 8.3
5 b 216 7.3
6 f 202 6.8
m 182 6.1
8 k 152 5.0
9 n 142 4.7
10 t 138 4.6
I 1 134 4-4
12 d 11§ 3.8
13 g 114 5.8
14 p 112 3.7
15 r 82 2.7
16 y 6o 2.0
17 sh 50 1.7
18 6 49 1.6
19 v 29 0.9
20 c 27 0.9
21 J 20 0.7
22 z 3 0.1
Total 3.000 100.0
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The following comparative table is devised to
show the difference of frequency (and rank order, in
parentheses) of phonemes: (a) in all positions, (b)
in initial position, and (c) in alliteration. This table
suggests that the phonemes preferred in the allitera-
tive positions are not exclusively those of higher gen-
eral initial frequency.

We note that /n/ and [t/ which have high fre-
quencies in general, and a middling frequency ini-
tially, were never alliterated. The phonemes [r/, [l/,
and /d/ which also have a high frequency in gencral
have a lower frequency initially, and consequently in
his alliteration. Moreover, we note also that /w/keeps
rank three in his alliteration with a frequency of 9.9
per cent, initial position in general, whereas this pho-
neme goes down to number 16 in all positions with
a low frequency of about 1.7. per cent. The frequen-
cies of /s/, /f/ and /p/ are somewhat higher in allit-
eration than initially in gencral, whereas /h/, like
/8], is somewhat lower ( perhaps for similar reasons,
since words like /e, her, him, how, who, ctc. account
for many occurrences of initial /h/.) It is worth noting
that all labial consonants have either the same or
-high rank in alliteration as compared with general
initial frequency.
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Rank in Consonant lliterative Consonamt]kConsonantlC:onsonant}Alliter ation
Alliteration |[Phonemes | Forms 3Phoncmes} Initials Phonemes‘ Positions
1 $ ' 32.5 s 8.3( 4)? s | 6.2( 7)
2 f 12| 6.8 6) f . 5009
3 w 9.9 w o 18.4( 3)? wo 1.7(16)
4 m 7.7 m %6.1( 7)‘ m } 5.0( 3)
5 b 62| b .7.3(5) b 2.6(14)
6 h 461 b 8g(2) h | 2:2(15)
7 p 44| p 37014 D | 03-3(13)
8 k 431 k 50(8 k = 48(10)
9 g 43| & 3803 Kk 12017
10 d 281 b 3.8(12) d | 64(5)
1 r 1.4 r %2.7(15)‘ r 7-6( 3)
12 1 1.3 1 %’4.4(11)‘ 1 7-2( 4)
13 8 0.7 5 u36( 1) & . 6.4(6)
14 v . 0.6 v .0.6(19) Vv 3.7(12)
15 Others 6.4 t 4.9(10) t  10.3( 2)
n 47(9) n 10.3( 1)
y 2.0(16)} y 4-4(11)
sh ‘1.6(17)i‘ sh  -9(18)

© |1.6(18)

Others | 1.7 i Others ‘ 10.3
100. 100.0 ’ } 100.0
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2.3 The Distinctive Feature Analysis of
Alliteration

The above table may be studied from the stand-
point of distinctive features. According to Jakobson’s
technique' the phonemes may be broken into the in-
herent distinctive features which are the ultimate sig-
nals. The phonemes which have not been used inthe
alliterative system of Emerson’s poetry are omitted
from the lists. The horizontal rows of the following
table list the relation of the distinctive features to the
phonemes; the vertical columns indicate the frequency
of occurrence of cach phoneme:

1. Roman Jakobson, C.Fant, M. Halle, Preliminaries to Speech
Analysis: Its Distinctive Features and Their Correlates (Mass., 1955) .
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The analytical study of the alliterative pho-
nemes of Emerson’s poetry in relation to six relevant
distinctive features yields the following data:

1. Emerson shows a marked tendency toward the
oral feature ( go.g per cent ) and a marked tendency
away from nasality ( 9.1 per cent).

2. One finds a tendency toward diffuseness ( 87.4
per cent), tensity (71.2 per cent), continuity (71.5

per cent),and stridence ( 75.5 per cent);as op-
posed to the compact ( 12.6 per cent), lax ( 28.8
per cent), interrupted ( 28.5 per cent ) and mel-

low (24.5 per cent features).

The following table lists the percentage frequency
of the binary distinctive features in the alliterative
forms of two thousand lines of Emerson’s poetry with
his alliterative favour:
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General initial

Distinctive features Alliteration Alliterative favour
consonants
Compact/Diffuse 874 12.6 79-8 202 —7.6
o —~ 4+
Grave/Acute St 48-9 62.1 37-9 +11.0
-+ — o+
Nasal/Oral 90-9 91 851 49 —5.8
— o+ o
Tense/Lax 28.8 71.2 42.2 57.8 4154
-+ ~ 4+
Continuant/ 28.5 71.5 451 54-9 +16.6
Interrupted — —+ — -+
Strident/Mellow 24:5 755 743 257 +49.8
-+ — o+
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We conclude that Emerson shows a tendency to-
wards alliterative phonemes with grave, oral, tense, con-
tinuant, and strident” qualities, rather than the compact,
acute, nasal, lax, interrupted and mellow features. So
far as the use of distinctive feature analysis in general
initial position versus alliterative forms is concerned,
an exact parallel has not been noted. In the case of
compact/diffuse, nasalforal the distributional differ-
ences between initial consonants and alliteration is not
great; whereas in the case of grave/acute, tense/lax
continuant/interrupted, and particularlyin the use of
strident / mellow (the mellow feature has the frequen-
cy of 74.3 per cent in general initial position but
it has just the frequency of 24.5 per cent in his alli-
teration ) the difference appears to be quite signifi-
cant. In other words /s/ occurs in Initial position less
than one would expect.

2.4 The Relation of Alliteration to Meaning
For a long time linguists have been interested
in the relation of sound to meaning. In «Rime, Asso-
nance, and Morpheme Analysis,» Dwight Bolinger sug-
gests examples in which a phoneme sequence may
be associated with a vaguc pattern of meaning, e.g.,
[gl/ may indicatc phenomena of light, as in: glitter, glow,
glare, etc. and [fl] may represent phenomena of movement
such as: flow, flare, flood, etc'. The use of rust, crust,
and dust evinces the notion of surface formation but with
the suffix /y/ the resulting «-usty» in rusty, crusty, fusty,
and dusty gives several clearcut synonyms for old.

1. Word VI (1950), 117, 118, 120,
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In this part we will make another attempt to
classify phonetic features and relate them to content.
From the phonological level we may consider the se-
mantic level and look for the possibilities of recon-
ciling content with form.

The foregoing pages have shown the distribution
of the phonemes in Emerson’s alliteration and his tend-
ency to prefer /f/ and /w/. Two examples will be cited
below to indicate the relation .of his phonology to
meaning.*

1. In «Bacchus », the occurrence of the pho-
neme /w/ in the alliterative positions covers 47.9 per
cent of all the alliterative occurrencesin this poem. In
no other of his poems has alliterative /w/ such a
marked frequency. So far as our corpusis concerned,
of thirty poems fourteen do not contain any /w/in the
alliterative position; in the others /w/ ranges in fre-
quency from 8to 14 per cent. Now we may consider
such a high occurrence of /w/ in «Bacchus» as an in-
tentional or artistic device. One may justifiably argue that
it cannot bc a mere matter of accident. The hypo-
thesis is that Emerson used this device—-the alliteration
of /w/—in «Bacchus » to relate this phoneme to the
concept of wine which has [w/ in its initial position.

2. The other noteworthy example in the corpus
is the alliterative use of [s/ in « Saadi». Although /s/
has the highest occurrence in Emerson’s alliteration,

its repetition in «Saadi» is particularly significant. Not

1. Many other examples may be discovered in which Emer-
son relates alliterating sounds to meaning. Perhaps the use of
twenty-two /m/ in « Monadnoc», which is a unique instance of

the high frequency of /m/, is another example of this kind.
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all his poems have alliterative /s/; in « To J. W. »,
«Destiny», «Webster», « Holiday», « The Apology »
there is not even one alliteration of this phoneme.
In his poems alliterative /s/ has a frequency varying
from zero to 48 per cent. It is interesting to note that
in «Saadi», which contains 176 lines, the phoneme
[s] is alliterated 44 times, sometimes twice and some-
times even four times in onc line. This seems to be
intentional. One obvious conclusion is that Emerson
alliterated /s/ because of the initial consonant of the
name of the Persian Sufi, «Saadi».

2.5 Discussion

The study of alliterative form in Emerson’s poe-
try enables us to make the following statements:

1. In his poetry alliteration is not considered to
be structural, even though its frequency is very high
for a mosaic device.

2. Itisnotable thatsometimes he substitutes alli-
eration for rhyme. e.g., in the poem « To J. W. ».

3. Although the distributional scheme of his allit-
eration does not show any definite pattern in his
poetry, it occurs in 54.3 per cent of his lines.

4. As the frequency of initial consonants appears
to be similar to that of alliteration, some germanc dif-
ferences should be also noted. In initial position the
phoneme [3/ keeps the first rank with a frequency of
13.9 per cent which is dominantly high compared
with other consonants in this position. The second
and the third ranks are taken by /w/ and [s/, re-
spectively, which have also high ranks in alliteration.
The following differences between the usage of con-
sonants in initial position and alliteration may be thus
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noted (in the following comparative figures the first
ones indicate the percentage frequency of all initial
consonants and the second figures show the percen-
tage frequency of alliteration);

a. The low frequency of /s/ and /{/in initial position
as opposed to their high frequencies in allitera-
tion;/s/ { 8.3 /32.5), /I/ (6.8 /12.9).

b. The low frequency of /8/,/n/, /t/, /y/, /b, 1/,
and the like in alliteration as compared with their
frequencies in initial position: /§/ ( 13.9/0.7), /n/

(4.7/ close to zero ), /t/ ( 4.9/ close to zero), /y/

(2.0/close to zero), /h/ ( 8.9/4.6), /I/ (4.4/1.3),
and the like!.

c. Similar frequencies both in initial and allitera-
tive positions: fw/ ( 8.4/6.9), /b/ ( 7.3/6.2),/p/
(3-7/ 4-4); /%/ (5.0/4.3), /d/ (3.8/2.8), /g/ (3.8/4.3), /v/
(2.7/1.4), ctc.
5. If one looks back at the preceding pages he
may be impressed with three points:

a. Emerson shows a fondness for alliteration. In his
lines, out of 24 consonantal phonemes of English, 18
are employed for alliteration, of which /sf, /f/and /w/
cover 55.9 per cent of all cases. The phoneme /s/ by
itsell has a frequency of g2.5 per cent .

b. The distribution of alliterative consonants is not at all
the same as that of consonants in all positions. It was

pointed out in the body of the present part that

1. The phonemes /n/ and /t/ have the highest fiequencies
in the general distribution of consonants in all positions, but
they have frequencies close to zero in alliteration and low frequen-

cies in Initial positions.
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Lynch and Hymes report that in Keats’ and Words-
worth’s poetry the phonemes /r/, /n/, /t/, etc. have
the highest frequency in all positions, whereas the
pattern of his alliteration yields a result in which
/n/ and /t/ do not occur at all and /r/ has a fre-
quency of less than 1.4 per cent ( rank 15). Most
of these differences are due to the fact that only ini-
tial consonants can alliterate.

c. In his style consonants in alliteration naturally
show a close similarity in frequency to consonants
in initial position, but there are some significant dif-

ferences.

6. So far as his choice of distinctive acoustic fea-
tures is concerned, he uses diffuseness (87.4 per cent),
orality ( 9o0.9), tensity (71.2), continuity (71.5), and mel-
lowness  75.5 per cent) most. In general initial pos-
ition, the pattern of distinctive features does not yield
exactly the same result as it does in alliteration; the
difference is especially significant in the use of mellow-
ness ( 24.5 per cent in alliteration and 74.4 per cent
in general initial position).

7. The presence of 47.9 per cent of /w/ in the
alliterative position of « Bacchus» (which is the high-
est occurrence of /w/ in alliterative position in our
corpus), and the use of 44 alliterative [s/ in «Saadi»
( within 72 lines) suggest relating the alliteration of
[w/ in « Bacchus » to wine and the alliteration of /s/
in «Saadi» to the initial [s/ of Saadi’s name.
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PART THREE

TWO MORPHOLOGICAL ELEMENTS OF
STYLE

3.0 The purpose of the first and the second parts
of this study is to indicate a model for the classification of
rhyme and alliteration; the study is on the phonological
level. In the morphological study of Emerson’s style
( compounds and grammatical form-class distribution ) we
simply intend to introduce a linguistic technique for
this type of investigation. This study should not be
regarded as more than a preliminary investigation. The
present study, in fact, lacks two major elements: (a)
a norm and (b) enough data to make a comparative
study possible. In spite of these shortcomings, the
attempt may be found worthwhile.

Compounding Pattern

3.1 The material of the present part is furnished
by the study of his works in verse, i.e., poems' and
ten of his essential essays: « Nature » , « Nature II »,
« The American Scholar » , « Transcendentalism »,
« The American Freedom », « Politics » , « Self~-Re-
liance », « Spiritual Law », « Character », and « Per-
sian Poetry ». These works provide us with one thou-
sand compounds.

1. Ralph Waldo Emerson, Poems ( Boston, 1918).
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The main goal of the present investigation is to
arrive at a hypothesis that he had a tendency to-
wards the use of some types of compounds and less
inclination in employing others. Compounds, in fact,
crystallize by a natural linguistic process from word
groups and are invariably accompanied by stress and
juncture modification’.

In our corpus fifty per cent of his compounds
contain the hyphen, therefore, it appears worthwhile to
investigate the function of the hyphen in compound
analysis. Horace Teall, Ball and many others intro-
duce the hyphen as the main criterion for identifying
compounds?; we believe that the hyphen does not ap-
pear to be a linguistic criterion differentiating phrases
from compounds. On the contrary, it appears to
be an inconsistent orthographic element which may
hinder scientific analysis. The element of inconsisten-
cy of the hyphen is the essential trouble. The hyphen
may involve the use of two, and even sometimes three
renditions for the same morpheme sequence. For exam-
ple, in Webster’s dictionary, even in Emerson’s essays,
words such as cup bearer, free will, well doing, and the like
are registered in three shapes: (a) with a hyphen: cup-
bearer, (b) without a hyphen but with a space: cup
bearer, and (c) without a hyphen and without a space:
cupbearer. The use of the hyphen appears to be so
complicated that it is hard to present a definite rule
for its usage if there be any.

Whitehall, Structural Essentials of English ( New York,
p.

I.
1956),
2. Ahce Ball, Compounding in the English Language (New York,
)

1939), pp. b1, 62.
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A linguist searching for a structural function of
the hyphen might conclude that it is intended to as-
sure the reader that the word-stress falls on the first
morpheme. In the analysis of Emerson’s compounds
only those hyphenated morpheme sequences which carry the
primary stress on their first syllables are considered as com-
pounds and included in our corpus; we have, there-
fore, ignored the presence and the absence of hyphens
and word spaces.

Among several definitions posed in Compounding
in the English Language, that of C.O. Mawson’s state-
ment appears more appealing than that of Webster’s
or of others'. Mawson holds that siress is the deter-
mining factor by which compounds can be distinguished
from word groups®. In Emerson’s morpheme sequences
the determining part of the compound (the deter-
minant), such as rain in rainbow, precedes the deter-
mined part ( the determinatum), i.c., bow in rainbow.
(In bahuvriki types such as pale face the determinatum,
as a formal element, 1s missing; they are also called
exocentric compounds). '

In Language Bloomfield asserts that whenever we
hear lesser or least stress upon a word which would

always show high stress in a phrase, we describe it
as a compound member. So far as meaning of phrases

and compounds is concerned, the latter denotes

1. Paul considers a compound as being different from its com-
ponents; H. Koziol holds that a compound is a psychological
unity; and Bloch calls a compound a word made wholly of smaller
forms ( op. cit., pp. 54-68).

2. Style Book for Writers and Editors, (New York, 1924) p. 4.
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more specific notions than the former, e.g., red-coat
and black-bird, as phrases with two primary stresses
mean any coat which is red, and any bird which is
black, whereas the same morpheme sequences with a
primary forestress denote a British soldier and a particular
bird.

It seems to lead to confusion to recognize meaning
as a functional element in differentiating compounds
from phrases. Aswe have already pointed out, Bloom-
field is one of the pioneers who dealt with the study
of compounds from the linguistic standpoint; in the
present study his approach, with aslight modification,
is employed for the classification of Emerson’s com-
pounds. Otto Jesperson introduced the idea of concept
"as a major criterion in differentiating phrases from
compounds. Jesperson holds that if we remain with stress,
we should have to refuse the name of compound to a
large group of linked phrases that are generally called
compounds.

The definition of compound applied to the pre-
sent study may be thus paraphrased: a compound is
a combination of free morphemes consisting of two or
more base morphemes and a stress superfix of primary
plus secondary or tertiary. For example, a morpheme

sequence such as blackbird is a compound, but black

market is a phrase.

The pattern/” "/ and /''/ commonly d1st1ngulsh a
construction of a word-group, consisting of an adjec-
tive and noun, froma compound, e.g., big héad ver-
sus big head (conceit ). In Emerson’s style the pat-
tern /''/ mostly denotes verbal compounds, whereas
/"~ | generally indicates a nominal compound. The
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following examples may better clarify the difference:
1. The gréen hofise or the white hofse
(a house which is green or white.)

2. The gréen house ( a conservatory) or the White
House (the residence of the President of the U.S.).

3. The Gréen hotise ( a house belonging to Mr.
Green ) or the White hotise (a house belonging to
Mr. White).

Emerson’s words ending in —ing fall into three
grammatical categories: (1) participles, (2) gerunds
(which are both categorized under the verb form),
and (3) independent nouns, e.g., building or ceiling
which are treated like other nouns. The problem is
that sometimes morphemes ending -:ng may seman -
tically fall into two categories. The relationship of the
components of compounds and the grammatical clas-
sification of their morphemes are problematic.

A problem raised by Hockett is another interest-
ing example of difficulties in morphemic scansion. He
holds that in Lake AMichigan one can argue that the
first immediate constituent —hereafter registered IC --
is attributive to the second, or with equal cogency
that the second modifies the first. In both cases we speak
of apposition, not of attribution; both IC’s are heads,
and both are also attributes. Then Hockett cites exam-

ples suchas The White House is a white hotise(.) 1n which
the first White House is a compound with a single
forestress, whereas the second one is a phrase with
two primary stresses'. Hockett concludes thatin each
type of phrasal compound such as housewife, the struc-

1. op. cit.,, p. 316-17.
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tural signal has no particular meaning save precisely
that of marking the form as idiomatic’.

In analyzing Emerson’s morpheme sequences, we
have considered combinations such as writing table as
compounds, because the underlying concept is that
of purpose; but if the verbal -ing can be a participle
the combination is susceptible to becoming a syntac-
tical group. In his compounds the following cases are
subject to forestress pattern:

(1) The underlying concept of purpose such as
Sountain pipes (in Nature).

(2) The determinant origination in what is ex-
pressed by the second such as wood land (in Nature).

(3) The determinatum resembling the determin-
ant, such as silver weed and Godman (in The Over
Soul).

(4) The combination of determinant with such
suffix-like free morphemes as —man, —ware, —shop, —fish,
etc?.

Sometimes a sharp cleavage, however, has not
been developed between the syntactic group and the

1. For example, housewife is a relatively recent coinage :
housewife / hazof/ sewing-kit, now obsolescent, dates back to M.E.

coinage with elements which have come down separately as house

and wife; hussy comes from an O.E. compound /hus-wi\f/ coined
from the even earlier forms of the same elements.

2. The treatment of adjunct / primary combinations consist-
ing of two substantives has a parallel in Persian and Turkish.
Determinative substantive plus substantive combinations all receive
the determinatum group suffix, whereas coordinative combinations

made up of two substantives do not.
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compound; therefore, the border line between them
appears fluid. Emerson uses the morphemes all and
self in abundance, both as determinants. These mor-
phemes may not always be stressed in English, but
in his style a morpheme sequence, including a//—and
self—, receives primary stress on the second member .
Thus these combinations will be considered as syn-
tactic groups.

Before dealing with the analysis of his compounds,
a few points should be clarified. Two words in
succession are not and never can be one word unless
and until they are morphophonemically united, no
matter whether written with or without a Ayphen; there-
fore, there is really no such thing as a two word form
of compound — and the use of this anomalous expres-

sion has been discarded from our analysis.

It appears necessary to differentiate the mor-
phemic elements which we regard as compounds and
those which are not considered as compounds. In our
preliminary corpus we have found two groups of mor-
phemic clusters:

1. Morphemes not compounded: the following com-
binations of our corpus have not been considered as
compounds:

a. A gerund and noun, one of which functions as
an adjective, with no major forestress: June planting .

b. Two nouns one of which functions as a modi-
fier (unless the two words are used to qualify another
noun), e.g., fellow citizen.

c. An adjective or a participle and the noun it modi-
fies with no primary forestress: good fellow.
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d. Deriwvatives in which the prefixes do not carry
stress, foretell, enable, and the like.

The generalization that all proper nouns are com-
pounds or are not compounds does not appear justi-
fiable; even though certain proper names such as
Rosemary may have once been compounds. English for
about three centuries has developed the syntactic
group of the type stone wall which carries two major
stresses'; while the co-existence of two types of sub-
stantive combinations has long been recognized.

2. Morphemes Compounded: In our corpus the fol-
lowing morpheme sequences are considered as com-
pounds:

a. Two nouns joined together of which the initial
morphemes receive the forestress. This compounding
pattern covers over 50 per cent of Emerson’s nomi-

nal compounds:

(1) A noun and a gerund or vice versa, e.g., fact
Sfinding, printing office, etc.
(2) Two nouns, e.g., figure head.
(3) A possessive noun and a noun, e.g., bull’s eye.
(4) Words with — man, — like, etc., e.g.,
Sfisherman or fisherlike.

b. The object/verb relation such as mindreading
a noun plus a noun in which the latter noun is de-
p

rived from a verb), doorkeeper, bookkeeping., etc.

1. Hans Marchand, «Notes on Nominal Compounds in Pre-

sent - day English,» Word, x1 (1955), 220-21.
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EMERSON’S PATTERNS IN ONE
THOUSAND COMPOUNDS

3.2 In the study of his compounds several thou-
sand lines of his poems and of his essays were scanned
to find out the patterns of his compounds. In the
following table the figures 1, 2,3, and 4 denote nouns,
verbs (including nouns derived from verbs ), adjectives,
and aduverbs, respectively; the symbol « P » stands for
a participle, which covers prepositions and the subor-
dinate conjunctions. The horizontal rows show the
type of compound used in Emerson’s poetry and in
ten of his essays, and the vertical columns list the oc-
currence frequency of each compounding pattern:
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Examples Compounding Poems «American |«American | «Nature AAMQ:..WQI «Spiritual
Patterns Scholar» | Freedom» 1I» liance» Law»
book worm I—-1 27 13 I0 23 22 22
book learned 1-3(2) 83 6 I 2 4 —
world wide 1-3 19 2 — — — —
outskirt P-1 16 2 -— 2 4 4
counting house 1(2)-1 14 3 3 — I I
freedom 3-1 43 I 2 5 I 4
harp-like 1-P 13 — 1 — 2 —
fast-flowing* 4-1(2) — — — I 1 1
trustworthy 2-9 3 — — — 1 —
forthcoming P-3(2) 39 I 8 3 4 3
thorough going 4-3(2) 15 6 — 3 2 I
wide spread 3-3(2) 44 — — 4 — I
bitter sweet 3-3 21 -— I — 7 I
thousand eyed 3-1{+el) 1 — 1 — — —
overgood P-3 6 — — 4 — 2
henceforth P-P 14 4 5 3 16 2
Total 358 38 | 32 50 65 42

*In Structure of American English, N. Francis reports that «adverbsy are relatively rare as noun modifiers,

seldom constituting more than two per cent of the single-word modifiers of nouns in ordinary prose (p. 304).
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To discover his use of particular compounds, our
data, i.e., one thousand compounds used in his poetry
and in ten of his essays, is disposed to five educated
native speakers of American English who will be called
Judges— of which two are from Boston, Emerson’s
area, onc from Chicago, one from Mississippi, and
one from Indiana. The judges went through all of
the material and put check marks in front of 15.7
per cent of compounds in the corpus which appeared
either unusual or unfamiliar to them. About a third
of these marked compounds were discovered to be
archaic, but not Emersonian; therefore they are not
included in our list. The 11 per cent of the com -
pounds in our corpus which appear to be Emersoniant

1. The following one hundred and ten compounds appear to
be coined by Emerson ( the sign x stands for any common
noun): wheat air, pickerel- weed, down beds, earth-baking x, sea
boy, earth-proud, sea-marge, earth-fire, sea-walls, elder-below , eye
beams, far appearing, farm-furrowed, far-wandered x, fate con-
joined x, fire-seed, foam-bells, mind-harps, better-garnished,
wood-lot, ginger bread, checker-berry, church-bell, clothing weeds,
cloud shadow, clover-blow, clover-heads, cantoo cook, cowship
wreaths, day-moon, death-bell, sentry-bird, skyhoop, snow-tower,
sole-sitting, south-cone, spirit touch, stone-cleaning, style-disce-
ring, summit level, sun path, sun spark, thunder cloud, air pic-
tures, line packet, death cold, thunder tops, tide-wave, Titan-
born x, town incrusted, town-sprinkled x, trumpet-loving, under-
song, upborn, upsringth, vampyre-fanned x, vintage-day, weath-
er-fend, weather glass, well spring, wheat-snow, whip-scripus,
wisdom-fruiting, woman-born x, woodbell’s x, wood-kinds, world-
old, world-warning x, yellow-breeched x, flying-scheme, hind-

(continued)
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have the following distribution ( the first rwo lists
the patterns of compounds in our corpus; the second
row shows the occurrence of compounds in the Emer-
sonian style; the third row lists the ratio of his person-
al compounds in relation to his general compounds
and the last row lists the difference between thisratio
and 11.0 per cent of the Emersonian compounds):

head, outsee, adder’s tongue, balance-loving, tip-peddler, day-
beams, wocd-copper, charity-boy, leaf-bud, thousand clover, muse-
born, music-born, music drunken, myriad handed x, over bold,
over much, over true, light-asking x, lightning-knotted, hung-low,
maple-keys, minstral-journeying, noon-drawn, fountain-drop, gold
moth x, gulf-encrimsoning, heart stone heart overlading x, hermit-
thurst, pearl-seed, pickerel-blower, flayfellow, purple-piled,
rainbow-flowering, rash-leaping, river-grapes, over rolling, woods

awyer, and foreshow.
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General Compounding

Ratio-General

Emersonian to Difference
Pattern Emersonian

1—1,1—1{2-}er) 52 12.2 +1.2
1—3(2) 15 14.8 +3.8
I—3 4 18.1 + 7.1
P—1 2 4.4 —11.5
3—1,3(2)—1 8 11.9 +o.9
1—P — — —
4-—1(2),4 —1 2 50.0 4+ 40.0
2—9 2 50.0 -+ 40.0
P—3(2) 3 4.2 —6.8
4—4(2) — — -
3-—3(2) 6 1.5 +0.5
3—3 4 12.5 4+ 1.5
3 —1({ed) — — —
P—3 2 14.2 -+ 3.2
P—P . — —
Total I10 — —
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The table of his compounds shows that nominal

compounds have a considerable frequency in relation
to the other types of compounds. Disregarding the
possibility or the frequency of occurrence, one may
hypothesize the potential existence of the following
compounding patterns in English ( of course, some of

them may never exist and some may have very low

frequencies) :
I-1 1-2 -3 1-4 I-p
2-1 2-2 2-3 2-4 2-p
31 32 33 34 3P
4-1 4-2 4-3 4-4 4-p
p-I p-2 P-3 P-4 p-p

His nominal compounds, viz., 1-1, 1-3 (2), I-3,
p-1, 1(2)-1, 3-1, 4-1(2), and 1-p cover 71.8 per cent
of all occurrences. In his compounds the nominal
compound has the frequency of 86.3 per cent. Other
compounds, in which the nominal element does not
appear, cover only 28.2 per cent of the total occur-
rences. It is significant to note that the 1-1 pattern
covers at least 60 per cent of the nominal and 42.7
per cent of the total compounds in his work. Unfor-
tunately, I do not have access to any study of com-
pounds as used by any other English writer to be

able to make comparisons.
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3.3 TRANSFORMATIONAL RULES IN
EMERSON’S NOMINAL COMPOUNDS

Transformational rules can be applied to the gener-
ation of nominal compounds. In January, 1958, at
the Thirty-Second Annual Meeting of the Linguistic
Society of America (in Chicago), R. B. Lees discussed

the generation of nominal compounds in English.
Emerson’s compounds may be investigated with ref-
erence to Lee’s rules. He suggests six transformation-
al rules by which a part of English nominal com-
pounds can be generated —of which four have been
employed in the present study to cover only nominal

compounds, i.e., noun-noun ( or verbal nouns):

x winds the sheets 71 sheets for winding T4
winding sheet ]
x reads with glasses T2 glasses for reading T4

reading glasses
x countsin the house 79 house for counting T4

counting house

The above forms consist of three morphemes of
which only the first receives major siress and the rest
receive either tertiary or weak stress. Several compound-
ing types can be deduced with reference to these
transformational rules (optional rules); through them
a great part of Emerson’s nominal compounds can be
classified. In the following patterns his productive
compounds are indicated.

The letters with the figure «1» indicate that a
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noun has the same or a different referent; «1v» in-
dicates that a noun is derived from a verb; the sym-
bol «x» stands for any proper noun either singular or
plural; the ng denotes the -ing form; p for a preposi-
tion; and not p means that the particular generated
form is not productive in Emerson’s compounding

system:
1 1a 4+
1T 1a 4+ be
111 1 4 2
Iv 1a 4+ 2
v X 4+ 2
vi X 4+ 2
vit 1b + p

2 + 1b —1b +

4+ 1b —1b +

—>2ng +
+ p 1b— 1b +
+ 1 —1 4+
+ ptri—2
+ la — 12 +

1a eye-ball

1a servant girl

1 working man

1a foot soldier

2 brainwash

1 swim suit (notp)
1b heart attack

The last rule, rule VII, is the most productive
pattern in our corpus; thus we develop it into the
following sub-patterns:

1. 1b + p 4+ 1a — 1a
2. IV 4+ p + 1 —1
3 1 + for + 1v—1v
4 1 +p + Iv— 1V
5 1 4 for 4 2ng— 2ng
6. 2ng 4+ p 4+ 1 —1
7. 2er 4+ of + 11 —1
8. 2er + p + 1 —1

+ 1b snow ball

+ 1v field work
+ 1 reception hall
+ 1 departure date
+ 1 looking glass
+ 2ng sleep walking
4 aer lie detector
-+ 2er city dweller

(not p)

3.4 DISCUSSION The analytical study of his
compounds gives the following impressions, most of
which probably apply to English in general:

1. Nominal compounds cover 71.8 per cent of his
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compounding system. It would be, of course, an in-
teresting study if we had access to the compounding
pattern of another writer to make a comparative in-
vestigation of the use and the frequency of nominal
compounds in his style. Over 86.3 per cent of his com-
pounds are nominal compounds.

2. Our corpus does not register high frequencies
for the following patterns, i.e., 4-1, 2-3, 3-1, (4ed),
1-p, and ( no occurrence for 4-p). His compounds
list only 7.2 per cent for these patterns and no occur-

rence for 1-p, 4-3(2), 3-1 (+4ed), and p-p.

3. He shows a tendency toward the use of par-
ticles preceding the nouns, adjectives, and verbs
rather than following them. The figures given below
are the number of occurrences of each compounding
form in both environments:

pl 45 p3 (2) 71 p3 (2) 14
lp 16 (3) 22p 4 3p  (14ed) 3

There 1s again no norm for the compounding
structure of English through which this statement can
be evaluated; this particular pattern may either be
a characteristic of his style, or it may simply be the

nature of compounds in English.

Notes on Grammatical Elements in Style

3.5 In the analysis of grammatical form classes
we wish to make notes both on the morphological
and grammatical aspects of style. J. B. Carroll’s article
on « A Factor Analysis of Literary Style» has been
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of considerable assistance to the body of this section.
His approach is statistical’.

One may be impressed also with two interesting
studies made along the same line; namely, (a) «The
Primary Language of Poetry inthe 1750°s and 1840’s»
by Josephine Miles, who has investigated the distribu-
tion of the three grammatical classes of nouns, verbs,
and adjectives in ten lines each of twenty poets of
that period?; and (b) a recent doctoral dissertation
by R. E. Miller (1957), who studies the correlations
among incidences of thirteen grammatical categories
in a sample of freshman compositions, in which he
finds the incidence of pronouns and verbs to be in-
versely related to that of nouns and articles,3 and
that the occurrence of adjectives is largely indepen-
dent of any other parts of speech. We will note in
the following pages that Emerson’s style does not yield
conclusions identical to either of these.

In his study Carroll selected 150 literary and
non-literary passages of American English writers, af-
ter the year 1800, covering highly heterogeneous and
varied samples of written material. He has analyzed
300 words in each of these samples totaling 45,000
words; ecight judges have evaluated them from the

1. ( Unpublished ), presented to the « Conference on Style »,
(Bloomington, 1958).

2. (Berkeley: University of California, 1947), pp. 169-170.

3. «An Analysis of Certain Psychologrammatical Categories
in Expository Verbal Situations», (Unpublished: Ph. D. Disserta-

tion, University of Minnesota, 1957).
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standpoint of style (their grading was based on 25
units for the form and four units for the content of
cach passage outof a 29 point rating scale). Our pres-
ent analysis uses methods similar to those employed
by Carroll and Miller.

3.6 Notes on the Distribution of
Grammatical Classes

In this study 1,202 morphemes, covering 1,422
syllables or one thousand words of Emerson’s essay,
« Persian Poetry » ' are chosen. Stress and junctures
are marked, words are assigned to five grammatical
categories ( classes ), viz., nouns, verbs, adjectives, ad-
verbs, and particles (including preposition and phrase
connectors), the distribution of each class, its sub-
classes, and their frequency of occurrence are investi-
gated; and lastly, other elements of his style such as the
number of paragraphs, sentences, bound morphemes
and free morphemes, and syllables are counted and
compared with Carroll’s conclusions.

The figures 1, 2, 3, and 4 stand for the four gram-
matical classes; the symbol «P» denotes the particle
group which covers preposition and word connectors
and subject-predicate word-group connectors. We have
already explained that our analytical method would
be on the basis of -descriptive linguistics; thus we
have identified and, at the same time, delimited the

distributional environment of each grammatical class.

1. Works VIII, from page 237 to the middle of page 243 up

to the words «Take, as a specimen...»

157



3.7 The Occurrence Frequency of the

Form Classes

The following table lists the frequency of occur-
rence of five grammatical classes and their sub-
classes in one thousand words of Emerson’s writing;

they are partially compared with Carroll’s findings:
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Groups and Sub- Total Percentage Carroll’s
groups Occurrences | Occurrences Analysis
Group 1
Nouns 335 335 23-3%
Relative Pronouns 27 2.7
Group 2
Verb Nuclei 117 11.7 \ .
Satellite Verbs 20 2.0 —
Group 3
Determiners 185 18.5 16.19*%
Modifiers 98 9.8 6.01
Group 4
Adverbs with-ly 4 0.4 —
Adverbs (free morphemes) 15 1.5 J—
Group P
Prepositions 155 15.5 f
Connectors 44 4.4 i 12.0
Total 1000 100.0 —
words

*Under «determinersy: the final determiners (such as all, most),

and demonstratives acting as modifiers but not preceded by another

modifier, and articles are counted.
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3.8 Discussion

Our corpus supports Carroll’s statement that the
characteristic of prose which we have both chosen
tends not to be quite stable from one halfof a passage to
the next half of the same passage. There are, how-
ever, some characteristics which are quite stable, e.g.,
the number of syllables, clauses, veibs, nouns, and ar-
ticles.

We may make the following ‘statements:

1. We have listed g1 sentences in one thousand
words of Emerson’s essay — «Persian Poetry» —whereas

Carroll’s analysis lists 21 sentences in 300 words; aver-
age will be 71 sentences in one thousand words. So
far as our corpus is concerned, Emerson’s sentences are
over one hundred per cent longer than the average;
for example, our corpus contains two long sentences
of which one contains 12g words ( 184 syllables and
164 morphemes) and the other 85 words (118 syl-
lables and ro5 morphemes). ,

2. Emerson does not particularly show a tendency
toward the use of polysyllables. In one thousand words
he employs, at most, 422 polysyllabic forms. Caroll’s
analysis indicates that average American and English
writers use 452 syllables in go0o words or 1,505 sylla-
bles in one thousand words, 1. e., at most 505 polysyllab-
ic words. Our corpus registers one instance of hexa-
syllable, i. e., improvvisatori, three pentasyllables, ten
tetrasyllables, and the rest are either trisyllables or
disyllables.
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3. In the use of grammatical form-classes Emer-
son shows a tendency toward the use of substantives
(including relative pronouns) which cover 36.2 per cent
of his morphemes. English, after all, is a nominal lan-
guage; nevertheless, Carroll’s study reports the occur-
rence of fewer nouns in average writing than that
of Emerson. Miles and Carroll report the ratio of
nouns, adjectives, and verbs thus: (the difference be-
tween Emerson’s verb adjectives and Miles’ and Car-
roll’s analyses is noticeable:

Ratioof  Ratio of Ratio of

adjectives/ verbs/nouns verbs/

nouns adjectives
Miles’ analysis 63.1%, 47.3%, 75-1%
Carroll’s analysis 70.69%, 41.69%, 62.7%
The present analysis 78.19 35.0%, 47-9%

4. Further analysis of grammatical and morpho-
logical elements in our corpus yields differences be-
tween Emerson’s style and our norm (Carroll’s analy-
sis). The following figures are based onone thousand
words both in Emerson’s texts and in Carroll’s inven-
tory:
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Grammatical factors Emerson’s text Carroll’s analysis
Paragraphs 5 13
Sentences 31 17
Syllables I.422 1.505
Proper nouns 42 27.73%
Articles 8r 90.2
Prepositions 155 113
Pronouns | 74 90.5
Morphemes 1.202 —*
Free-morphemes 426 —
Bound morphemes 776 —

* Carroll has not included the frequency of free morphemes

and bound morphemes in his study.
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One may note that Emerson’s use of grammatical
morphological elements is not quite parallel to the
average. One should not interpret the above-stated
differences noticed in Emerson’s style as deviations from
the grammatical or morphological norm of English,
but the differences may be considered as characteristics
of his style or, perhaps, his artistry.



CONCLUSION



Conclusion

The employment of phonological and morpho-
logical devices such as rhyme and alliteration, the dis-
tribution of compounds and grammatical form-classes in Emer-
son’s message is not the aggregate of isolated facts,
but shows a definite pattern —a system. In the present
study attempts were made to test statements made about
his rhymes and to formulate a general assertion about
it.

His theory of rhyme may be thus stated: (a) a
tendency toward poetic freedom, (b) more interest in
visual than in auditory rhyme, (c) deliberate artistry in
rhyme scheme. He employed a variety of rhyme-schemes
of which aa-bb, and -a-a constitute g5 per cent; of
these aa-bb alone covers 55 per cent of occurrences.
His end-rhymes show 88.2 per cent regular, tradition-
al and classical final rhymes, and 11.8 per cent irreg-
ular rhymes. Only four to seven per cent of his rhymes
appear to be truly loosc.

According to his mode of pronunciation two words
might be rhymed which do not rhyme in present
American pronounciation; in the present study these
arc considered as good rhymes. The spelling of present
English is, in fact, based on the phonetic system of
Middle English; therefore what are called visual
rhymes were in many cases once perfect rhymes. Pairs

such as love | prove, flood [ brood, hear | bear, waste | past,
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have [grave, food [blood, and the like were true rhymes
in Middle English.

Emerson’s eye-rhymes are largely based upon a
poetic tradition. There is always a low percentage
of individual deviations; in his case these do not exceed
seven per cent. The popular poetry of all languages
contains numerous illustrations of imperfect rhymes
which in some cases are more effective and beautiful
than the exactness of the classical rhyme.

We have tried to discover his phonology from the
following types of evidence which have assisted us in
classifying his irregularities in rhyme (a part of this
study will be presented in the appendix):

1. Considerations based on earlier irregularities
in rhyme.

2. Poetical traditions which have been employed
by poet after poet.

3. The Linguistic Atlas of New FEngland.

4. Statements of early writers of English pronun-
ciation in New England in the eighteenth century..

5. Occasional spellings such as those studied in
The Orthography of Fohn Bates of Sharon by Whitehall.

6. The co-existence of two variant pronouncia-
tions, viz., New England bourgeois and the Southern aris-
tocratic version during the early eighteenth centuryin
New England.

When Emerson’s phonemic pattern was discov-
ered, then his final-rhymes were transcribed into
that phonemic pattern in which we may not neces-
sarily find a close parallel between his mode of ut-
terance and present American pronunciation. For
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example, according to his sound system the following
pairs are perfectly rhymed: deaf | leaf, enchants/wants,
haunted [dischanted, vaunt [chant, obeyed |gainsaid, hearth/
mirth, arm/psalms, abroad| sword, and the like. We ob-
served in our introduction that during Emerson’s time
one could often find two variant pronunciations. We
should not censure him as Stratton Robert and others
do for rhyming a word with another word of which
we now know only one pronunciation.

Emerson’s pronunciation accounts for about 50
per cent of his irregularities in rhyme. The linguis-
tic and statistical evaluation of visual rhymes (rhymes
to eye) and auditory rhymes, (rhymes to ear),
as the explanation for his tendencies in rhyme, are
the innovations of the present paper. It has already
been mentioned elsewhere that he used 88.2 per cent
perfect, traditional, and regular final-rhymes; 11.8 per
cent of his rhymes are not quite classical, so they

have been considered licensed rhyme and assigned as
follows;

I- Auditory rhymes due to his pronunciation:

(a) perfect
(b) nearly perfect and customary

II- Visual rhymes ( most of which would have
been accurate rhymes in Middle English)

III- Slant rhymes, viz., perfect with a variation
in the final consonant and variation of traditional
short and long in final vowels.

IV- A voiceless consonant is rhymed with a
voiced consonant.
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V- Stressed final syllables with unstressed sylla-
bles ( Donnesque rhymes ) and other rhymes with
low frequencies including loose rhymes.

The following table lists the distribution of his
irregular rhymes both in relation to 2,000 lines and
to 11.8 per cent of the apparent mis-rhymes:

j Types Percentage of 2,000 Ratio of 11.89
I 5.2 47.1
11 2.9 22.8

‘ 111 0.9 8.9

i 111 0.9 8.9

i I 1.9 12.3

‘ . g U S
Total 11.8 100.0

|
|

Alliteration is undoubtedly the other significant
element in the phonological or euphonic study of poe-
tics. In the body of this study the distribution of al-
literation, its phonological behaviour, and its relation
to meaning are investigated.

An analysis of his poetry enables us to make a
tew remarks about his use of alliteration:

He showed a tendency toward the use of alliter-
ation without delimiting himself to any definite

pattern; sometimes he substituted alliteration for rhyme.

The study of two thousand lines of his poetry and
of the poetry of others yields the conclusion that in
English the total frequency of phonemes in prose or
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poetry has an absolutely different distribution than that
of alliterative consonants. The last column of the
following table shows the percentage frequency of con-
sonants in general usage, the third column indicates
the percentage frequency of consonants in allitera-
tive forms, and the fifth column shows the percentage
frequency of consonants in initial position (the rank-
ing of the phonemes is based on their frequency):
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Phonemes in initial position have a distribution
closer to alliterative consonants than to the use of
phonemes in general even though one may note dif-
ferences. The essential differences are based upon the
lower frequency of /s/, /f/, /m/and /p/and the higher
frequency of /8/, and /h/in initial position compared
with alliterative frequencies. There are, of course,
phonemes such as /w/, [b/, [k/, /d/, /g/, and [r/, which
have similar frequencies both in alliterative and in
general initial positions (in this comparison we are
only concerned with the comparative frequencies but
not with the phoneme ranks in the tables).

In alliteration [s/, /f/, and /w/ together have such
a high frequency that it exceeds 55.3 per cent of all
occurrences. Such a high frequency of three phonemes
in alliterative forms may be considered as a charac-
teristic of alliterative distribution which varies from
the frequency of these phonemes in initial position
(/s/, /], /w], have a frequency of less than 23.5 per
cent ) and from general usage of these phonemes in
English ( /s/, /f/ and /w/ cover only 13.2 per cent).
One should also note that up to rank six there is
even a phoneme which has a high frequency both in
the alliterative form and in all positions in English .
The phoneme /s/ is the one which holds rank one in
alliteration and rank seven in general usage.

Two thousand lines of Emerson’s poetry contain
1,066 alliterative pairs; in other words; 54.3 per cent
of his lines contain at least one instance of allitera-

tion, i.e., one consonant phoneme in initial position
twice repeated.

171



Through Jakobson’s technique of distinctive fea-
ture analysis we arrived at a conclusion that in allit-
erative patterns Emerson showed a marked tendency
toward the use of oral (go.g per cent) versus nasal,
diffuse (87.4 per cent) versus compact, flense ( 71.2
per cent ) versus lax, continuant ( 71.5 per cent) ver-
sus interrupted, and strident ( 75.5 per cent ) versus
mellow features.

Cases have been discovered in- which alliterating
phonemes were related to meaning:

a. In «Bacchus», the occurrence of [w/ (47.9 per
cent of the total alliterative phonemes in this poem
are linked to the initial phoneme in wine.) So far as
our corpus is concerned, in no other poem of Emer-
son does the alliterative /w/ havea frequency of more
than 14.2 per cent.

b. In «Saadi», the occurrence of alliterating [s/
44 times in a poem with only 72 lines (6o per cent
/s/ alliteration) is an indication of possible relation-
ship between the alliterative /s/ and the initial pho- .
neme of the Persian poet’s name — Saadi. Several of
Emerson’s poems do not contain an alliterative [s/,
even though /s/ is the most common phoneme in
his alliteration. «Saadi», however, is the example of
maximum occurrence of alliterating /s/in our corpus.

c. A third example, perhaps, would be 22 rcpe-
titions of alliterative /m/ in «Monadnoc» in our corpus;
«Mithridates» in which /m/ is allitcrated eight times
has the second position.

In the present study two other linguistic aspects
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of his style, viz., compounding and frequencies of form-
classes have becnn investigated. One thousand com-
pounds were examined ; they enabled us to make state-
ments concerning the distribution of different types
of compounds. Stress is recognized as the functional
criterion to diffcrentiate compounds from syntactic
groups. The study of his compounds shows that
schemes of nominal compounds account for a large
majority (71.8 per cent) of all compounds. He never
used certain compounding schemes either in verse or
in prose. R. B. Lec’s technique for generating nominal
compounds has becen of assistance in enabling us to
introduce four major transformational rules and sev-
eral minor rules. The rule 1b4p-+1b, e.g., keart at-

tack (an attack on the heart) is considered to be the
most productive scheme in our corpus. We have also
discovered that 11 per cent of Emerson’s compounds
are Emersonian; this i1s one of the characteristics of
his style—about 86.3 per cent of these compounds
are nominal.

The statistical investigation shows that his sentences
are markedly longer than those studied by Carroll.
His sentences are over one hundred per cent longer
than the average sentences in literary English; for
example, our corpus contains one sentence with 164
morphemes. Classification of his morphemes shows
that bound morphemes have a frequency of 35 per
cent and frec morphemes 65 per cent. He does not
show a tendency toward the use of polysyllables. In one

thousand words he employed 378 monosyllables and
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most of the rest are disyllables, with very few tetrasyl-
lables and one hexasyllable. The occurrence frequency
of polysyllables in his style appears to be less than
average in English literary texts.

sk ook sk

Included in the appendix of this paper is a
resumé of an intensive study of his pronunciation.
This analysis has enabled us to formulate linguistic
criteria by which 50 per cent of his apparent mis-
rhymes can be justified as good rhyme.
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THE APPENDIX






THE NEW ENGLAND PHONOLOGY IN
THE EIGHTEENTH CENTURY

5.0 We have noted in Part One that about 5o
per cent of Emecrson’s apparent mis-rhymes are due
to his pronunciation and most of his eye-rhymes can
be traced in AMiddle English phonology.

The discovery of Emerson’s phonemic pattern will
shed light on those rhyme tendencies which Stratton!
and others called mis-rhymes; the Middle English sound
system will clarify many eye-rhymes.

Less than half a century before his time, the
Southern Colonies, aristocratic in organization, tended
to adapt the aristocratic language of England; the
northern colonics moved to the «bourgeois lingua franca»
The bourgeois gentleman of the north succeeded in
supplanting cultivated eighteenth century English with
his «lingua franca»; thus the basis of modern cultivated
American English is strictly bourgeois?.

Ralph Waldo Emerson, the first of the Ameri-

can transcendentalists, was born just three years after

1. Emerson’s Rhyme, Word Study ( December, 1944 ), P. 3.
See above, p. 2.

2. Whitehall, «America’s Language;» Kenyon Review (Spring,
1940), p. 2I2.
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the end of the eighteenth century —on May 25, 1803—
in the parish house of the First Unitarian Church of
Boston, of which his father was the minister. Peter
Bulkeley, his earlier ancestor, the Rector of Wood-
hill or Odell in Bedfordshire, came to America in

1634 and founded the town of Concord. Owing to
Emerson’s social background, his idiolect may be de-
scribed as that of an educaled New Englander.

Moreover, as he was born in the first decade of
the nineteenth century, his linguistic time may be
considered more related to the eighteenth than to the
nineteenth century'. If these two hypotheses be cor-
rect, his idiolect can be defined as eighteenth century
educated New England speech.

The Linguistic Atlas of New England, which con-
tains more than seven hundred linguistic maps of
New England, and several hundred words related to
the Concord area, in a careful phonetic transcription,
has been of considerable assistance in the present
study?. Reference has been made exclusively to the
dialect of Boston—the city in which he was born and
spent his childhood while his linguistic pattern was

in the process of development.

1. However, that period, 1950-1830, was a period of rapid
linguistics change, partly sociological (the Industrial Revolution)
and partly mechanical. By 1830 English had almost reached its
present phonemic status.

2. Linguistic Atlas of New England, in five volumes, edited by
Hans Kruath (Brown University, 1939).
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It appears that the analysis of his phonemic pat-
tern would simplify the analysis of the rhymes, allit-
erations, and the other poetic artistries employed in
his poems. The following topics will be considered in
this appendix: ,

5.1 New England speech during the eighteenth

century

5.2 The analogy between New England dialect

and southern English

5.3 The description of Emerson’s phonological

system and its origin in the Southeast Midland
of Middle English

5.4 Parallel rhyme for Emerson’s phonology

‘5.1 New England Speech During the
Eighteenth Century

The study of Emerson’s phonological system must
be established by binding different fragmentary
sources together. Among these may be noted local
documents and dictionaries devised to introduce New
England speech in the late eighteenth century; gram-
mars and spelling books, the latter being directed
against improprieties in pronunciation and spelling*;
freedoms in rhyme among his contemporary poets ;
a few early attempts at spelling reform, particularly
the Benjamin Franklin scheme and, to a certain degree,

Noah Webster’s various pronunciations. All these,

1. Whitehall, « The Orthography of John Bates of Sharon,
Connecticut (1700-1784),» American Speech (February, 1947).
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of course, must be supplemented by the Linguistic
Atlas and by the Henry Ellis survey (1864) of the Eng-

lish dialects. It is sufficient to notice that the cvidence
of grammarians, the evidence of spelling, the evidence
of rhyme, and the evidence of the dialect survey are
in substantial agreement.

Benjamin TIranklin, the pioneer of American lin-
guistics, laid the foundation forlater studiesin Ameri-
can English'; Noah Webster put.it into operation .
The study of the literary works of the late cighteenth

century of New England?, particularly the verse, will

1. Franklin’s «A Scheme of a New Alphabet and Reformed
Model of Spelling, » is the basis for American phonology during
the seventeenth and eighteenth centuries. Besides the great ad-
vantages that a synchronic linguist may count on in Franklin’s
works, the following points are notable:

a. There is no symbol for schwa; itissometimes transcribed
with (e¢) and sometimes with (e).

b. He does not differentiate the vowel in « deed » from the
vowel in «did».

c. He does not recognize the physiological quality of con -
sonants as to voicing, place of articulation and manner of ar-
ticulation. Accordingly, he faces a severe problem in trying to dis-
tinguish the phonogical function of /y/ and /w/. See Works of
Benjamin Franklin, edited by Jared Sparks (Boston, 1840 Volume
VI p. 295 ff.) Also Poor Richard’s Orthography, American Speech
Monograph No 12.

2. Noah Webster was a follower of Franklin. Webster’s Ameri-
can Dictionary was published in 1828. It has been published more

than one hundred times.
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give us cnough criteria to describe the Bostonian dia-
lect. In Travels in New England and New York, Timothy
Dwight observed a distinctive quality in the cadence
of the New England speech which separated it from
the speech of other regions in America'. He also noted
that during the cighteenth century, the people of
Boston, with a very small number of exceptions, spoke
English quite analogous to that of Southern England.

Accordingly, one may safely conclude that the
phonological system of Emerson’s speech was different
from that used in other parts of the United States
outside of New England. For example, the class of
the educated inhabitants of New England, which cer-
tainly included him, used to contract two short syl-
lables into one and give the language a rough vio-
lent junction of consonants which was often quite
different from that reflected in their ordinary spellings?.

Phenomena of this kind would affect his rhymes
and his syllabification, particularly if an analyst would
substitute in his recitation the twentieth century Mid-
Western phonological pattern for that of the Con -
cord dialect of his day. There are all sorts of grada-
tions, for example, between the form in his speech
and the contemporary Mid-Western pronunciation of
the word: kalf. Let us cite another example: when
a native of Indiana —to use Liddell’s illustration -

substitutes the low frequency Je/ for &/ in cases where

1. (New Haven 1821-1822) p. 465.
2. This i1s due to the use of plus juncture and heightening

of stress.
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the vowel precedes an /r/ followed by a vowel, as
when pronouncing barrel like beryl, the rhyming system
of Emerson may sound confused to him. It appears,
for example, that in his dialect, dissyllables accented
on the first and terminated on the last with aliquid
or a nasal, particularly with /l/, /n/ or /m/ were
pronounced in such a way that the sound of the ter-
minal vowel was left out. Dissyllabic words like gar-
den and London were pronounced thus: /gahdn/ and
/londn/.

Other instances are : the assimilation of syllables
owing to the speed of utterance, and the quality of
pitch which was different in New England from that
of the slave-holding states. Many other phonological
characteristics of his idiolect can be traced in the
documents of his time.

For example, according to some American lin-
guists, the English long vowel is a combination of a
vowel plus the /h/or /y/or [w/ glide. It appears that
in his time a long vowel was regarded as a homogene-
ous simple sound without appreciable glide, such
as one would find (in words spelled with r) in
the present London dialect as interpreted, say, in the
Michigan Phonemic transcription. The reason that
we put a heavy stress on the influence of Southern
and Home Counties English on New England speech
is that it was recognized for a long time as the bas-
is of the American language, particularly during his
day and even until the late nineteenth century.

We must remember, however, that the influence

is that of middle-class England speech, not that of
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the literate landed aristocracy. In The American Cri-
terion of the English Language James Carrol asserts:

I prefer it [ the New England speech ] to every
other English dialect.... The pronunciation of the South-
ern States of English - American is almost as different
from that of the New England States, even among the
learned, as any two dialects of the language of any

illiterate nation can be supposed to be.

Lowell’s Biglow Papers are two series which ap-
peared in New England when Emerson was in his
40’s and 50’s. The subject matter of the Papers is
based upon the poet’s observation during his boyhood;
therefore, one may infer that it represents the coun-

try usage of Massachusetts from 1825 to 1832.

The Papers are considered an authentic reference
to the pattern of the New England speech. In order
to have a better understanding of the New England
dialect in the eighteenth century and of the poetic
rhythm of this period, one may take into consider-
ation, as J. K. Piercy has pointed out, the prose style
of the seventeenth century; or onec may note the mis-
spellings, as Whitehall reports, in the writings of
those who were in New England or in areas close to
New England?.

1. (New London, 1965), Preface, pp. 25.

2. In this paper, Whitechall makes an attempt to discover
Bates’ phonemic pattern with reference to his misspellings. See:
«'The Orthography of John Bates of Sharon, Connecticut» (1700-
1748) American Speech ( February, 1947), p.7.
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The style of Emerson’s prose can be syntactical-
ly likened to late seventeenth century prose: clear but
learned, sonorous yet simple, rhythmical yet epigram-
matical. Piercy describes this style as something be-
tween prose and poetry that originated in the King
James version of the Bible, but was later modified
by French influence and the traditions of homiletic
prose’.

5.2 The Analogy Between New England
Dialect and Southern English

In The Pioneers Cooper finds the New England
regional speech —in an area not far from Emerson’s
hometown? —very similar to East Anglican dialect of
Essex in England3. The same idea is presented in 7 /e
Essex Dualect and Its Influence in the New World, in which
H.T. Armfield reports a close analogy between New
England speech and what is called Received Stand-
ard English. There can be no reasonable doubt that
the real basis lies in the London and Eastern coun-
ties’ speech of an carlier era. J. P. Krapp believes that
the so-called Eastern type of American English, which
i1s quite closc to Emerson’s dialect, stands closer to
Southern English than to any dialect in Ameri-
cat. In 1789, a few years before his birth, Noah

1. J. K. Piercy, Studies in Literary Types in 17th Century America
(New Haven, Yale University, 1932), 220, 241.

2. Downtown Boston is no longer typical of the Coastal Eas-
tern Area because of Irish influx; Cambridge is.

3. Chapter XV.

4. English Language in America. (New York, 1925), Volumec
11, 29.
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Webster had declared: «The pure English pronun-
ciation in Great Britain and in New England arc
exactly alike.» In American Pronunciation of English,
R.G. White traced a close kinship between the speech

of the top educated people of New England and so-
called Received English!'. He asserted that it was only
in a comparatively small circle of people of high
urban culture in New England and New York, and
in the latter place among those of New England birth
or direct descent, that the true standard of English
speech was found in the United States?.

I agree with Whitehall’s conclusion in relating
New England speech to Southern English pronun -
ciation. He holds:

The dependence of New England speech upon the
East-Anglican dialect of England, a dependence which
becomes clearer with every successive investigation of
American speech in the Colonial period, emerges from
the cvidence presented herc in a dozen uncxpected

places3.

After the above citations concerned with the re-
lation betwcen the New England speech of Emer-
son’s time and Standard English, a few examples may

be presented below to clucidate the situation:

1. This is' essentially bourgeois.
. Galaxy (April, 1879), p. 523.
3. Harold Whitehall, «Middle English «u» and Related

Sounds : Their Development in Early American English, » Lan-

)

guage Monograph, No. 19 ( October-December, 1939), 19, 6o.
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1. H. Wyld reports that the pronunciation of
/meyn/ for mean and | speyk/ for speak was heard in
southern England during the eighteenth century. That
this is valid can be determined from Pope’s rhymes
which, in this instance, reflect the aristocratic pro-
nunciation of his time.

2. In The Father, Act1l, Dunlap has transcribed
«n’ither» for «neither» to indicate one of the dialec-
tal features in the speech of the Yankee maidservant
Susannah,

3. In «From Franklin to Lowell, » Grandgent
calls attention to the usage of /ah/ in place of [/
in words like aunt, calf, cart, glass, dance. etc'. Holmes
has reported probably erroneously, that even during
the nineteenth century in New England the first vow-
els of man, practical, and Saturday were pronounced
as [ah/. This, however, seems to be an analogical
error. The New England broad /4] was actually con-
fined to words with Middle English /a/ before frica-
tives, Middle English /er/, /ar/, and Middle English
[aw/. In A Critical Pronouncing Dictionary and Exposi-
tion of English Language, J. Walker rcports that during
the late eighteenth century the pronunciation /ah/
in merchant was quite prevalent, but after twenty years
became gross and vulgar?. He also adds that the only

words in «er» that retained their /ah/ were clerk, and
sergeant,

4. In Dissertation 1I, Webster asserts that there
are many people in England and in New England

1. PMLA, XIV ( 1849), 214.
2. London, ( 1%91), p. 13.
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who omit the aspiration in most words which begin
with «wh» as in white and whip*.

5. In Southern English as well as in New Eng-
land during Emerson’s day, the situation, with re-
spect to pronunciation of /r/, was that all speakers
omitted their 7’s except before the vowel, but in all
other regions of America, speakers pronounced the /r/
in all environments, even though it was dying out
in the South. This is a late eighteenth century de-
velopment both in New England and England.

These analogous clements, common between
Southern English and New England speech —but not
between New England speech and any other dialect
of the United States enable us to itemize intimate lin-
guistic kinship between New England pronunciation
and that of Southern British English. The structure
of the latter and its development is known to us; pro-
ceeding from it, and with further New England evi-
dence, it is possible to discover both the pattern of
New England speech and the structure of Emerson’s
dialect.

1. Dissertations on the English Language, p. 121,
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5.3 Description of Emerson’s Phonology in the
South East Midland Dialect of Middle
English

As his speech appears analogous to middle-class
Southern English, it seemed first appropriate to adapt
the International Phonetic Alphabet to his sound pat-
tern. Further investigations have shown, however,
that the IPA system is more convenient than a pho-
nemic analysis; hence the Smith and Trager system!
has been employed. In The American Language, H. L.
Mencken has correctly asserted:

Very few practical phonologists have ever attempted
to use the International Phonetic Alphabet

without modification.

The transcription of the present study is derived
from the Smith-Trager analysis of the English pho-
nemic system; several symbols arc modified because

of printing exigencies such as : /sh/ and /zh/ for f3/

1. G. L. Trager and H. L. Smith, dn Outline of English Struc-
ture, Norman, Oklahoma, 1952.

2. In this study the IPA symbols are used in brackets to
demonstrate the phonetic quality, and the Smith and Trager
system used in slashes / /to show the phonemic value of sounds.

Supplement II ( New York, 1948), pp. 62, 63.
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and /Vz/ as in rouge and measure, [n/ «ng» as in king
/1] for /t/ as in just (the Mid-Western American pro-
nunciation).

The following adapted symbols will be used in

the present study:
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5.31 Middle English Phonology and
Its Effect on Emerson’s

Language and on his Rhyme

Emerson’s phonology, his rhymes, and his licenses
depend upon the particular phase achieved by
the Great Sound Shift in the New England of his
boyhood. For the elucidation of poetic phonology dur-
ing the periods ranging from 1550 to 1850, we can give
a very simple explanation'. Modern English spelling
in fact is based upon Middle English pronunciation.
A linguist, looking at any modern English word, is
able to tell what its Middle English pronunciation
would have been. Phonetic complexities aside, a lin-
guist can reconstruct Emerson’s pronunciation and

discover his rhyme tendencics if he follows the dia-

1. The following phonemic synthesis of Great Vowel Shift
tendencies was first worked out by Whitehall in «The Sounds in
Their Courses », Kenyon Review ( Spring, 1954 ), pp. 326-328,
and is repeated, with latér additions by him, from that source. The
treatment of close and loose contact in its linguistic effect--a con-
cept otherwise new to linguistic theory--is obtained from the
preliminary version of his forthcoming treatment of the Great

Vowel Shift in all its phases.
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gram: The East Midland Middle English vowel sys-
tem consisted of five simple vowel phonemes and
twelve complex nuclei:

(a) Simple vowels:
i] [uf
el [o]
[a]

192



(b) Complex vowels:

High-Front 1y uw HighBack

ow Mid-Back

Mid.Front ey

Low-Front ay ah aw Low-Back
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The first phase of the Great Sound Shift affected
only the complex nuclei—the diphthongs —outside the
triangle and left the pillars of the system intact'. It
consisted of a systematic interchange of glides where-
by /h/ became [y/ or [w/ and [y/ or /w/ became [h/
in each case with a tensing and raising of the vowel.
Thus:

Early Modern [ih/ in beet became [iy/.

Early Modern /ey/ in beat became [ih/ and ul-
timately [iy/.

Early Modern /eh/ in bait became Jey/.

Early Modern /oh/ in bawl became [ah/ or re-
mained unchanged.

Early Modern jow/ in boat became [uh/ or re-
mained unchanged or passed through [uh/ to East
Anglican and New England [o/.

Early Modern [uh/ in boot became [uw/.

The second phase of the Great Sound Shift in-
volved all the simple vowels and all the complex nuc-
lei left unchanged by the preceding phase. The process
of this phonological shift may be thus summarized:

Simple vowels:

1. The following abbreviated forms will be employed hereaf-
ter - O. E. for Old English which denotes Anglo-Saxon from 700
up to about 1125 (Beowulf); M. E. for Middle English from 1125
to 1475 (Chaucer); E.Mn.E. for Early Modern English {rom 1475
to about 1720 (Shakespcare and Pope); and N.E. for New Eng-
lish from 1720 on. Old English had been an inflectional or syn-
thesizing language; New English is neither one nor the other.
It is a language on the way towards becoming analytical. Most
M. E. textsare from the East Midland and London dialccts short-
ly after the time of Chaucer.
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e/ in close contact was raised to [i/, e.g., git,

kittle, chist ctc., for get, kettle, chest.

/a/ became [/ in close contact but was retained
and then lengthened to /ah/ in loose contact;
hence the broad «i» of New England and
British English resulted.

fu/ became [3/ except when prevented by labials.

Jo/ usually remained in Eastern New England;

everywhere else it became [oh/ before stops’.

In New England itself, both stops and fricatives

tended to be in loose contact with preceding vowels,
whereas in other parts of America stops were in close
contact and fricatives in loose contact. In general, loose
contact tended to inhibit the centripctal vowel changes
sketched above. Hence in Coastal New England:

1. MLE. Jo/ remained gencrally as arounded low
back phoneme.

2. M.E. /aJ remained unchanged before r,1, n,
and beforc fricatives. This persistence of [a/
also in the form /ah/ is the origin of the so-
called broad 4.

3. M.E. Juw/ passed through /ow/ to [aw/ more
rapidly than in other parts of American, ex-
cept the Coastal South.

4. EMn.E. /iy/ passed through /oy/ and later to

Jay/ (a1, re).

1. To this we may add the developments of the new vowels
schwa and /I/, the shift of /o/ to /a/ before consonants in close
contact, the initial development of /iy/ in bite to [Iy/ and of

Juw/ in bout to schwa plus w /ow/,
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5. M.E. [e/ became [i/ before nasals.

6. Original MLE. /er/ which had become [ ar [in
Late ME. was influenced by the bourgeois
devclopment to /or/, [/ohr/, and in New Eng-
land, presents a confused picturc. In many
eighteenth and nineteenth century writers, late
M.E. /ar/ persists as [ah (r)/, whence mercy
fmahsi/ and servant [sahvent/ ctc.



5.4 Parallel Rhyme For Emerson’s
Phonology

It is notat all easy to find immediate models for
writers as skilled and independent as Emerson, Longfel-
low, and the other New England masters, any more
than one can find immediate models for Macaulay,
Thackeray or other dextcrous ninetcenth century ver-
sifiers. Yet the vowel system, which changed its
phonetic and phonemic quality roughly from the 1750’s
on can be so presented as to demonstrate the major
phonemic tendencies in Emerson’s rhymes:

1. The rclation of his pronunciation to the
Great Vowel Shift.

2. The blending of the New England bourgcois
lingua franca with the former aristocratic speech of
literary tradition.

3. The effect of traditional authorities such as
Popc on rhyme.

4. Emerson’s personal tendencies inrhyme as in-
dividual aspects of his style.

His sound pattern can be summarized under the
following points.

1. his /iy/ from E.Mn.E. /ih/ is chiefly drawn
from M.E. /ey/, rarely from M.E. [eh/; the latter
retained its E.Mn.E. -aristocratic status /ey/ in such
words as deceit and conceit pronounced /deseyt/ and
[konseyt/. The following allowable rhymes of this kind
occurred in his time: key/they,’ sea/way,? beam/[name.

1. The World Soul, Poems, p. 17.
2. Joel Barlow, Hasty Pudding (New York 1886), pp. 42, 68.
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Among the higher class New Englanders reason
and raisin were homophones; they differed, however,
among the general run of the population. From the
same sources come such pairs as spread/shade' or head|
maid —all perfectly accurate rhymes; the words shade
and maid contain [eh/2.

2. M.E. Jau/, as in chamber, angel, and danger, fell
together with M. E. /a/ retained before fricatives.

3. There are three sources for his broad 4 ,
viz., M. E. «au», M. E. «a», and M.E. «er/ar». The dis-
tribution is limited to an original bourgeois retention
of /a/ before [r/, [/, /n/, /m/, and fricatives.

4. His /5] as in bond was developed from aristo-
cratic E.Mn.E. /a/. The use of /o/ as in not and God
has been a characteristic of New England speech
since the Colonial days (in M.E. God and not were
pronounced /gad/ and /nat/). A linguist may conclude
from Webster’s statement that there were no pho-
ncmic differences between New England short and
long /5/. :
5. It appears that M.E. /o/ and E. Mn. E. /5/ both
developed into cither [6] or [o/. For example, bottom
and scholar were pronounced /béom/ and [skélo/. Dur-
ing his time in New England stone was heard as

[stan], not [stown/3.

1. John Trumbell, Poetical Work (Hartford, 1820) 1I, 44,
65, 216.

2. Emerson, « Monadnoc, » Poems, p. Go.

3. Whitehall, «O» in Early Amcrican Speech », American
Speech (October, 1941), 192-203.
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6. The vowels in good, blood, and road, all go
back to M.E. /ow/, [oh/ which were rhymed with
each other in the East Anglican dialect. He rhymed
stood|flood* 1n «Concord Hymn», poor/door in «Saadi»,
poor[more and poor/war in «Boston Hymn». It appears
that he pronounced poor cither /poh/ or [poh/. This
pattern existed also in the speech of his New England
predecessors such as J.G. Whittier who rhymed door/
poor in «Maud Muller». Emerson also rhymed God|
cloud and blood/cloud in «Boston Hymn» which were
pronounced /bled/ and [klowd/.

7. In Early American English [yu/ was rhymed
with /ow/ or even with /oh/ as onc may note in pairs

such as dew/bough or dew[cowl?; even close to his day
this archaic tendency was prevalent in New England.

In the eightecnth century, in Boston, there were three
pronunciations for long fu/; namely, /yu/ [iuh/, and
fuw/.

8. The vowel [o/, as in hut [hot/ developed in the
carly cighteenth century and the long /a/ as in New
England heard /hohd/ developed by about 1830; in his
pattern the two rhymed.

It should be remembered that vowels in rhymed
pairs such as ferms/arms3, verse[force, and search|march
are found in abundance during his time; they surely

1. Whitehall, « Middle English «u» and Related Sounds:
Their Development in Early American English», Language Mono-
graph, No. 19. (October, 1939), 16-17.

2. Ibid., pp. 17-19.

3. Humphery and Barlow, The Anarchiard (New Haven,
1861), p. 74.
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contain [ah/, not /oh/ which will be dealt with in num-
ber g below.

9. New England /aw/ developed from E.Mn.E.
[iw], fow/, and ultimately from M.E. /uw/. The fol-
lowing rhymes are noted in his lincs, and in Bar-
low, Trumbull, Frencau, and other New England poets.
These pairs are seen on many occasions: power [shore,
cow/[low, down [ one, [down| with [wen|.

The New England /ah/ as in laugh, half, and calf
developed from M.E. /Jaw/ as reflected in the spellings
lauf, hayf, and kauf. Ultimately in American English —
but not in Southern England —we find /lef/, /haf],
and /kef/ from M.E. laghen, half and kalf."

10. Early Modern English /ow/ cither became
juh/ and hence [uw/; it later became the New Eng-
land short jo/, or remained unchanged. In his rhyme,
pairs such as own/confusion and own/contradiction may
be related to this rule. During his time /o/, or inter-
changeably [ow/, was used in New England in about
fifty words; thus, in the present study, a rhyme of
this /o/ with /o/ is considered an accuratc rhyme

when it occurs in his lines.?

1. During his time it was considered an error to substitute
«@» for /ah/ in the words: calf, half, staff, laugh, etc. Cls. Wor-
cester, A Fourth Book of Lessons for Reading with Rules and Instruc-
tions (Boston, 1847), p. 215.

2. W.D. Whitney, «The Element of English Pronunciationy,
Oriental and Linguistic Studies, Second Series {New York, 1874),
p. 216.
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The consonants do not play an effective role;
therefore, we have not treated them in his rhyme ,
except to note cases of voiced-voiceless rhyme. Before
reaching the end of our discussion, it appears appro-
priate to mention two points which have a minor ef-
fect on his final rhyme:

1. A tendency to replace —ing with —in
2. The loss of /r/ in such rhyming pairs as:

Sirst]dust nursefuse
Sirst did[hoisted check first[breakfast
dawn/[thorn
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