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Introduction

Every aminute of our public lives, whether we like it or not,

vhether we arc aware of it or not, others are forming impressions of us.

They cobserve our homes, cur Jobs, cur clothes, our acquaintances, and
cur actions; and they form opinions about cur character from these., Most

of the time these observations are casual and undirected, and they produce

quite general Judgements--such as "He's a swingexr" or "He's not with it"--
vhich may not be followed by any action of importence. In most situations
the observer is probably as little aware (econseiocusly) of the causes of
his opinions as the observed is of the results of his behavior and appear-
ance. Both operate withcut much thought, and get along quite well tco.

In certain situations, however, such gemeralized, more or less

"natural" (or instinctive?) systems of inter-personal responses become,

as it were, objJects of thought. The observed wants to make an iwpression
of som2 sort on the observer. The lover wants to project his sincerity

and lover-ness, the general his authority and general-ness, the politician

his wisdom or sense of expediency and politician-ness. The suthor (speaker

cr writer) wants to meke contact with an sudience, to meke them feel some-

thing about himself. Most often what the author wents is that his audience

should feel that he is a man of good character and good sense, or that theix

sympethy for him shculd not be lessened "by a low opinion of his intellectual

ety P e

ebilitles, and by a bad opinion of hisz morals."l,

.

Of course want is'a tricky word here. Perhaps it only means that,

because the individusl's role is clear, those vho observe him can make &

'lGeorge Campbell, The Phllosophy of Rhetorie, Book I, Chapter IX,
(Yol. I, page 14% in the First editcion, London, 1770e)
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specific interpretation of his attempts to establish inter-personal rela-
tionships. In othexr words, vhen the role of the obsecrved is clear, the
observers have certain expectations. VWhether the general wants te be
thought a general doesn't matter; what probably dces matter is that he f
knows that his audience wants to think him one. And therefore he must . f‘i
give them the signs of his role. This is what the speech teacher means
when he tells his class that even before they begin to speak, thelr audience
has some impression of them, has already formed an attitude that will wmake

them more or less receptive to what is to be saild. i

i .
The importance of the relationship between speaker (writer) end
audience has been with us ever since Corax and Ticlias came ocut of Sicily
and began o teach yocung Athenians the virtue of style as a means of pleasing
the crowd and achieving ascendancy over it. Aristotle's deseription of the ;
relationship conforms to the general Greek tradiltion: af
But sinee rhetoric exists to affect the giving of declsionge- j
the hearers decide between one political speaker and another, and
a legal verdict is a decision®~-the orator must not only try to meke %

the argument of his speech demonstrative and worthy of bellef; he
mst also make his owm chavacter look right and put his hearers, who

are to decide, into the right frame of mind. (Rhetoric, Book II, 1377b.)

What Aristotle seems %o have had in mind was signs that "inspire confidence
in the orator's own cheracter"; the sudience needs to feel that the oratoxr has %

"pood sense, good moral character, and good will." (1378a) y

21'1: is interesting to notice that the parenthesis includes forensiec
and legislative oratory, but omits epideictie. PFresumebly Aristotle would :
have sald that in an epideictic speech the audience decides whether or not ;

. to accept the given characterization of the subject.

'eRiC
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Centuries later In The Thilosophy of Rhetoric Ceorge Campbell

was ‘telling the genvlemen of England much the sawe thing:

In order to evince the truth considercd by itself, conclusive
arguments alone are requisite; btut in order to convince me by tiese
arguments, it is moreover requisite that they be understood, that
they be atteaded to, that they be remembered by me; and in ordexr to
persuade me by them to any particular action or conduct, it is further
recuisite, that by interesting me in the subject, they may, as it
were, be felt. It 1s not therefore the understanding slone that is
here concexned. Ilff the orator would prove successful, it is necessary
that he engage in his service all these different powers of the mind,
the imagination, the memory, and the passions. These are not the
supplanters of reason, or even xivals in her sway; they are her hand-
meids, by whose ministry she is enabled to usher truth into the heart,
and procure it there a favorable reception.3

For mich, perhaps too much, of the history of rhetoric, the rela-

tionship between speaker and sudience has been explored (or has seemed to
be) in a falrly schematic wey. The assumption seems to have been that the
speaker has no significant characteristic save that of projecting, for ex-
ample, "good sense, good moral character, and good ﬁll." And similarly
the audience has been thought of as having no significant characteristic
except, perhaps, a willingness to be influenced or a capacity for feeling
sympathy (or its opposite) for a speaker. Iven Aristotle says, "we assume
an audience of untralned thinkers,”" "who cannot take in at e glance a com=
plicated argument, or follow a long train of reasoning." (Rhet., 1357a)

Indeed most of the time the relationship has been seen as somehow involving

3Bc::c»k: I, Chapter VII. (Vol. I, page 186 in the firct edition,
London, 1775.)
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& deception of the audience by the speaker. Uhethexr the good speakex is
the man who knows or seeks the arguments that will make truth effective
(as Aristotle said), or vhether he is the skilled man who knows how to use
language to "move" an audience (as the Sophists scem to have taught);-ain
eithexr case he has been seen as secking to gain ascendancy over his audience.
Mocdern theorists have somewhat complicated the theory by presupﬁosing
a separation between a speaker revealed by the document and the wman who is
speakinge. In fiction and poems, they would say, there scmehow comes to be
a person, created by the suthor and scmewhat removed from him, who is, as
it were, a part or an effect of the work itself. In many ways this "speaker"
is ag fictiticus as any character in the work. This is clearly so when there
is a first-person narrator. But even with works written in the third person,
2t is supposed that a "speaker" is developed which is also a creation of the
"real" author, or at least that the two can be distinguished. (See Weyme C.
Booth, The Bhetoric of Fictien [Chicago, 1961] , especlally the analyses in
Section II.) In essay, article, or speech, a similar separation may be made.
Psychologlsts might say that the suthor (the "real" person who is
doing the composing) is role-playing or simlatirg a person different from
himself--a game-situation, the Jargon has it. Literary critics like to call
this other person, this second self, the writer's persona. (The word is the
Latin word for mask. In thig technical modern use, it is probably a speciali-
zation of Jung's name for his concept of the total pattern of behavior that
the individual uses to depict himself to the world.) VWhether he intends to
or not, every writer somehow asserts such a "self,"” if only because he does
not and cannot present "all® of hiﬁself on any single occasion.

It hac been :nctedu that the authors of the Declaxation of Indepen~

ll]?v;i,r the writers of the tenth grade wnit on "maero-rhetoric" st the
Nebraska Curriculum Center.
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dence might have included “wife-beaters, slave-holders, and drunks." But

of course the "spea}:er" of the Declaration, the person whom we somehow imagine
to be uttering the great words, reveals none of the "real" psychological or
soclial characteristics of the writers. In material, style, and thought,

the Declaration presents a speaker who is only a public or legislative pex-
son, and specifically one having a full background in the British parliamentaty,
and the classical literary-philosophical, traditions. It is not so much that
the real authors chose this role; it is rather that they had it thrust upon
them by the exigeneies of their situation, the expectations of their audience.
To put it simply, the writers of the Declaration of Independence used the
political dialect of their time.

Perhaps we should think of the speaker-audience relationship as ome
in vhich the audience works on the speaker, or as one in which the speaker
responds to his feelings for what he supposes "people" to expect of a speaker
in his situation as he defines it. There are constants, of couxrse. In a
way the speaker is always himself. (The anima persists.) But still he is
alvays waking adjustments of 'that self to meet the needs of particular occasions.
Senator Dirksen giving a.Fourth:of July oration.wculd speak scwewhat differently
from Senatcr Dirksen.in a Senate caucus, trying to achieve a consensus on a
piece of legislation. Had the writers of the Declaration been trying to
reach those embattled farwers and storekeepers who made the Revolution, they
wculd probably have made some changes in the signs of th.  speaker, They
would, perhaps, have been just a little less formal, a liti.= less classical
in their style; and for their material they might have turned more to the
complaints of the workers and producers, less to those of the merchants
and foncticnnaires.

But probably the total effect of such a Declaration would seem to

us now pretty mech like that of the one we have. For even those embattled

Q
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Parmers would have expected the speaker of such a legislative document to
be classically trained and aware of “the course of humen events" as described
by the philosophers, orators, and poets that were then the staple of study
in both school and college.5 Today no one--neither people nor legisl;tors ‘
(perhaps not even professors)--would expect signs in deliberative orators
that they hed had such an educational experience. The Declaration would

be quite a different sort of work if written today, simply because of the
diflerent expectations that its audience (and hence its writers) would hold
about the "speaker" of such a document. Even Rocsevelt and Kennedy, the
most “"educated" and style-conscious Presidents in the last forty years did
not--and. cauld not--sound like one of the great oratorical legislators of
the early nineteenthe century; for their audiences would not have expected
them to; indeed, probably wouldn't have "liked" them if they had.

ii

Establishing a volce is one of the chief problems of student writers.
Scmetimes they seem to have no voice at all, or a kind of institutionalized
monotone. Knowing that they are being f.ested, they try to protect themselves |
by seeking anonymity in general material and a style that is lmpersonal and
correct, according to their lights. 'A'b other times, they seem to be all
voice, as it were. For, conscious that they are "writing,” they borrow
from whatever 1evgls of the literary tradition they know or whichever ones

they associate with "English." The result is a bookish and sentimental

IThe earliest statutes of Harvard College (1642) set as part of the
admission requirements the ability to read Cicero at sight. In 1655 a stu~
dent transcription of the statutes adds the works of Socrates (though spparently
as 2 means of learning Greck grammar). The admission requirements of the
other colonial colleges were youghly similar. It should not be forgotten
that down to the umiddle of the nineteenth century the curriculum of the
American college was predominantly philosophical, grammatical, and rhetorical;
a study of elassical literature and history to prepare boys to study for the
law and ministry.

......
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style and material, vhich in older or more expexrienced wﬁters would be
called simply vulgar. In either case, the product (that is, the paper or
theme) is more or less removed from the reality of its composer, and the
speaker that it suggests ls likely not to have the qualities that are

currently expected of speakers.
The students® problem is not that they have no semse of sudience.
One might say rather that they work too hard to please, expend too much
energy in trying to do what “teachexr" wants. This is perhaps wmost txue
of students who are known as good writers. Generally overwhelmed by de-
fenseé of correctness and good English, and with their ears faintly ringing
in ture to Thomas Carlyle and John Ruskin or, if they are especially unfor-
tunate, to Winston Churchill and Thornton Wilder, these gocd writers simply
do not know, or at least they are not sufficiently aware of, the general
and specific expeckations that people nowadays have when they become readers
or listeners--that is, wembers of audiences on particular occasions. As
a result good student writers often use a mandarin sort of dialeet that is
peculiar to the classyoom, and they produce as communications only themes.
The glirl who wrote the following paper had an ldea worth express- :
ing, but the effect of her style ls fussy and self-conscious, and many readers
would conclude thet she was less interested in developing her idea than in

making herself feel like a writer, in the schoolroom sense of the word.
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"The opportunities presented high school teens . . ." to

", . .wWhich result in a broader outlook on life."”

The complete model will be found in the selection "Exchange
Students: An Evaluation" by Eddye-Lou Edwards, published in
the Chicago Tribune, January 31, 1965, Section ION, p. 6.

The paper is little more than a collection of undefined
general statements, producing a minimum of meaning. From
what the girl wrote, it is hard to tell whether she had ever
been an exchange student, or was only writing out of a pious
imagination. For in spite of her subject, at no time does

she use any facts or any observed details of human beings in

o wed s s
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action. Instead she talks only of general words like "teens," "the cognizant
scholar," "one," and "the student." She builds sentence after sentence
around ebstractions like "opportunities," "living as a member of a foreign
family," "Living and studying abroad,"” "comparisons," "rewarding adventures.”
Naturally there are not many thinge .that abstractions can do, and so for
the most part the girl hed to finish her sentences with verbs that are
actual or virtual copulas. And typicelly, she reduced full verbs to nouns.
apd adjectives: "idea of living," "living and studying," "necessitating
the making," "a chance to arrive," "conclusions derived,” and so forth.

It is perhaps a minor point, but still one worth moting as charac-
teristic of the paper, that the girl handled formal English clumsily and
insecurely. She bas a foreign family living in its native environment.

She uses "cognizant” and "versed" as simple attritutive adjectives. Though
ghe can put sentences together, she camnot always make them meaningful. She
has opportunities bestowing innumerable experiences, and values them for

doing so. But how can opportunities do anything at all, much less so lofty
en action as bestowing. And why should there be a value to the experiences,

when the nature and quality arve left .indeterminate? She bas another puzzler .

in “The very idea of living as o member of a foreign family « « « is, in it-
self, priceless « « » " Presumably very here means "mere." But if the
mere idea of something is priceless, what of the actuality? Is it more or
less than priceless? But the question is meaningless, for by "in itself"

the girl seems to say that she is, indeed, interested in the idea alone,
without any physicel realizetion. Quite apparently the girl has what is
known as a good voecabulary and some awareness of the structuxe of the English
siumple seﬁtence. But she has little, if any, feeling for English idiom or
the run of a coumplex sentence. Did she, perhaps, get her vocabulary from

studying word lists and her sense of sentence form from doing exercises in

v —
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sentence analysils?

On this anai_.ya:ls s the paper must be considered & failure because
of its style (or anti-style) which suggests a speaker who is young, untrained,
and inexperienced, perhaps even a little pretentiocus and certainly rather
sént:lmental. But notice. The paper was submitted by a teacher to a metro-
politan newspaper, one which is, incidentally, characterized by very lively,
forceful, and s=recific writing. And the paper was published, as an example
of good student writing, it would seem. If publication is a sign of success,
then, in some sense, the paper is not at all a failure. And perhaps the
girl wvas quite right to adopt the style she did, given that time and that
place and that audience.

i1i
4As noted above, the effective audience of a writer is within his
ow mind. It 1s a sort of comstruction of his own intuitions or bright
guesses about the public worth of his ideas. Take the writer whose work
is most like that of students; that is, the wan who does miscellaneous

non-fictlon articles for general magazines. On an& particular occasion,

he probably gets his sense of audience by a process something like this.

First this sort of writer mey get a feeling that some subject is
interesting people, or is about to do 8'0.7 Perhaps he has overheard some
coiwersations on the subway or down at the supermarket or coffee shop.
Perhaps he has noticed a series of similar news stories or broadcasts, or
sinilaxr articles in magazines. Or perheps he just catches a glimpse of
bunan azrtion which vreminds him of a general idea.

Vext he thinks over what he knows about the subject, what he has

T3cmetimes s Of course, it is the editor who gives the writer the -
idea. See Clenn Gundell, WRITING--From Idea to Printed Psge (Garden City,
N.JY:: Doubledsy and Company, 1059), pp. 207if.
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in his files, what he can easily work up about it. Then, if he begins to -
see uwaterial and interest developing, he probebly is yeady to think about
Placing the article. On the basis of his past experience, he knows that
an article of the sort he has in mind could go in any one of several waga-
zines. Vhy he chooses to epproach one rather than another will wmost likely
depend on rather irrelevant considerations like the rate of pay or the
current relationship between the writer and the editor in charge of the

8 At any rate, for one reason or another, he sends

kind of articles he does.
Off & query to find cut whether the editor will be interested in the article
he is thinking of writing.

The editor will ask himself whether the proposed article will be

read by some of the thousends (or millions) of pecple he needs to sell his

W R e e Fo

magazine to. Most of the time he doesn't ask whether the magazine will be
baught because of the article, btut only whether, once it is bought for whate

ever reasons umagazines are bought, the article will be read by scme few or

ThRemd o ol ey e LR lhe

many of the purchasevs.

Heve at last the writer may be said to have an audience ocutside hime
selfs But this audience is still not the readers of the article. It is i
again only a kind of internal comstruction of what the editor thinks will

interest or satisfy some one of the various audiences among the people who A
buy his wagazine. Assuming that he finds the subject a possible one, the ?
editor will agree to look at the erticle. Vhen he has it in hand, he will 4
read it, asking himsel? all the time vwhether its qualities of language and ;
thought, of style and form will appeal to or interest at least gome of :
the people who tuy his magazine. OFf course, like the writer, the editor :

8In the June 1965 Esquire (pp. 76-9, 164), there is an article on the }
Harvard Scciety of Fellows. 5o far as I can see, the only Esquirean detaili ;
in the whole plece is the title: "The Best Felliows at Horvard." Except
for this curiously ireppropriate veminiscence of Owen Johnson, the article
wight have eppeared in any general magazine.




has nothing wore substantial to go on than his own guesses and intuitions
about the current interests and tastes of the various audienzes among those
purchesers.

Having so little that is certain to work with, the teacher is reduced
to generalitics (if not platitudes) when he tries to tell students what to
flo, what kind of decisions and choices they umst make, if they are to con-
vey useful end successful attitudes toward themselves and their audiences.

At best, perhaps, he can only suggest some of the more obvious linguistic

and formal signe by which. readers make inferences about writers and their
sudiences. A teacher may, for exsmple, warn students that they must choose
words they use 40 describe themselves or to address their audiences. Students
should also, it will be said, consider the degree and kind of order they will
use, whether, for exaﬁple, they will choogse an associative or logical nganiziﬁg
principle. The choice of diction will be mentiocuned as important: Are there
many o few words fxom the common vocabulaxy? Does the language show much or
little literary influence? Another matter of importance is the syntax: Are
the sentence patterns more or less colloguial? Do they suggest mch or little
acquaintance with literature, and with what sort? Most lmportant is the
material in the article: the numbez; and kind of details, the source of
exauples and arguments, the relationship between argument and evidence (and
the comparative amount of each), ard the kind of thought process supporting
the whole. |

The following lessons are designed to make students aware of how
such qualities of the finished work as those mentioned above affect the
picture of themselves that they give their readers, and likewise the pic-
tures of the:l.:;' audience that the readers infer. The technique is to order
students to examine pleces of finished writing for the signs that led them

+o conclusions ebout the writer and his view of the audience. Of course
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these questions are focussed on the finished product; but then, it is hard
to cateh a8 writey writing and even barder to devise ways of watching the
thought-processes of one if he would be caught. The hope is that even this
indirect kind of analysis will help students toward an understanding of,
or at least a feeling for, the kind of decisione they must make--indeed}
the kind they do wake--when they are engaged in composing.

Perhaps what a writer needs most is to become aware of himself
writing, of what he is doing as he writes. There is a story abaut Thackeray
that bears on this point. In the scene in Vanlty Fair in which Rawdon Crawley
discovers his wife having supper with Lord Steyne, Thackeray shows Becky
Tulned and terrified but at the same time admiring her husband for hils rage
and his strength. As he added the final detall, Thackeray is supposed to
have thrown down his pen and cried, "That is a stroke of genius." On the
one hand Thackeray was able to feel or invent the complex emotions of Becky
in her wretchedness; on the other he could, as writer, enjoy his owm artistic
effect.

Unfortunately there are no rules, no easy gimmicks for directing
student to this kind of self-conscicusness about their work. Pexhaps this
lack is felt most keenly when teachers have to think about classroom pre~
sentation of the topies of writer's persona and the audience. Herxe,'if
anyvhere, skill and control depend on experience and growthe There is no
real theory vo work from, but instead only scme vague notions about the need
to make contact with an sudlence. As a result, each writer must work in his
own way, as best he can, toward an undexrstanding of, or at least & feeling
for, how he will manage his thought and his language so as to present to
his eudiences, if not the speskers that th;ey want or expeet:, at least
cpeakers that they will recogmize as being, for some veason, worth attending

t0.
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As a conclusion to these remarks on sudience and persorms, it may be
a good thiug to repeat Aristotle's great strictures at the beginning of the

Rhetoric.
Now, the framers of the current treatises on rhetoric have comstructed

but a small pertion of that art. The modes of persuasiong are the only
true constituents of the art: everything else is merely accessoxy. |
These writers, however, sey nothing about enthymemes ,10 vhich are the
substance of rhetorical persuasion, but deal mainly with non-essentials.
The arrousing of prejudice, pity, anger, and similar emotions has nothing
to 4o with the essential facts, bﬁt is werely a personzl appeal to the
man who is judging the cases « « o+ It is not nright to pervert the Judge
by woving him to anger or envy or pity-~one might as well warp a care
penter's rule before using it. (1354°)
For unless these cautlons be kept in mind it could rightly be said
that rhetoriciams have once again succunmbed %o the Sophists and have reduced
their study to an exploration of the ways s speaker mey dominate the emotions

of his auvdience.

Mhat is, logical arguments.

10
"A sort of syllogism,” according to Aristotle; i.c., one desling
with probabilities not certainties.

ERIC

Full Tt Provided by ERIC.




e ———— ™

15

Introductory Discussion

The general objective of these lessons i1s to develop in students
an awareness of or a sensitivity to the identity that is developed by (or
contained in) all the observable surface characteristics--in short, the

appearance~-of a plece of writing.

Students will be becoming conscious of the qualitative or attitudinal
significance of such characteristics of a work as the following:
a. word cholce, especially of figures
b. sentence characteristics (length, structure, complexity, etc.)
c. texture of his discourse
d. expressed and unexpressed values and feelings
e. (even) the characteristics of his wri.ing and mamsecript

The following short exercise will introduce and dramatize the
point to be made.

Procedure:

Exhibit two pieces of written work (student's papers oxr personsl
or business letters) to the class. FHold them up so that the class
can see them but not reed them. One of the papers should be neatly
written and thic other should be blatantly messy. Ask the students
to comment on characteristics of the two papers. Almost certainly
the anaire;s will be phrased in terms of the writer, or in words
which app:;y o persons not papers. ("It looks careless." "Tt's
very neat.") Make the point thet the mere eppearancc of the papers
(irrespective of the content) led the class to make inferences
about the writers: +that the one is careless, messy, indifferent

Q
ERIC
e
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to his readexr and his subject, and perhaps even disrespectful
and dirty, vhile the other is neat, orderly, careful, and con-
cerned for his reader's opinion.

As the students comment on the papers, ask if we can tell for
sure that these characteristics are resl characteristics of the
suthors. (Could the authore be unaware of the personal lmage
which they present?) Could the personal images result from their
ignorance of the effeét the appearance of a paper has on the reader.
Could the writer of the messy paper be a neat, logical, orderly
person?) Fcr the best effect, the answer to the last question
should turn out to be "yes"; i.e. the paper should be a good one.

Following the above discussion you will want to remind the stux
dents that:

1. a reader receives an impression of the writer
before he even begins to read the paper;

2. 8 writer pregents an. image of himself to the
reader even though he way not be thinking about
doing 30;

3. the impression created by the appearance of a
plece of writing on the reader can be very impore.
tant. |

Of course you should want to emphasize that neatness, orderlinecs,
carefulness, and other such qualities of papers are, at best, of
secondary value. They may be necessary, but they are hardly
sufficient, causes of success; and sdmiration for them should
be tempered.

©
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. ) ‘ ' . Lesson I .
Character-revelation in Pleys

teacher:

The material of this lesson is taken from plays, for the obvious
reason the the dramatic “speech" (i.e. the unit of dialog) often is
packed with linguistic clues on the basis of which the audience makes
inferences sbout the character of the speaker. The dramatic speech
is a conspicuous example of the use of the secondaxry suggestive
power of words to convey meanings that frame or add to those of the
actual sentence statements.

The speeches are intended to be used as teaching matexrials; that
is, as the basis for class discussion. In each case the commentary
) indicates the points to be made; a summary or conclusion is also
glven. It 1s to be hoped that both points and eonelusions can be
elicited by discussion, not given by lecture.

The speeches in Iesson I are out of context and thus some
situational mea.'ningsl will be iost. If thought necessary, the exercise
can' be developed to includas them.




1.
"Fuffy: 'Hi, Judy!: Just finished my autobiography.l It's

a killer-diller! Wanna hear it?'"

The complete model will be found in the play Junior Miss by
Jerome Chodorov and Joseph A. Fields (New York: Random House,
Inc., 1942), p.18.

Source for this lesson was the anthology Five Broadway Plays
edited by J. Rodger Gow and Helen J. Hanlon (New York: Globe
Book Company, 1948), p. 9.

Note more formal versbns:
Hi! Judy, I've just finished my autobiography. It's

good. Want to hear it?

Hello, Judy: I have just completed my autobiography. I
think it will satisfy Miss Carpenter. Would you like to

hear it?

Note the following points:
l. Informal greeting
2. Omission of subject

3. Slang (juvenile)

4.

Contractions to represent speech

The point to be made is that these details do more in the
way of typing than of individualizing the speaker. From them
we conclude that the speaker is young, girlish, and (possibly)
excitable. But even the éxcitability is a class characteris-
tic: one of the qualitites that adults associate with young

people.

1To be consistent, the sentence ought to be: "Got my
autobiography done." What conclusion about Miss Benson does
this fact begin to lead you toward?

e B B A e
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2.

"van: {(walking to the cliff edge) 'Look at it, Judy. That's
the Chevrolet factory . . .' to '. . .They plugged the

dice.'"

The entire model will be found in the play High Tor by Maxwell
Anderson (New York: William Sloane Associates, Inc., 1937),

p. 8.

Source for this lesson was the book Five Broadway Plays edited
by J. Rodger Gow and Helen J. Hanlon (New Yorks: Globe Book
Company, 1948), p. 92.

Note the following points:

1. ' The short, staccato phrasing, which is a way of sug-
gesting intense feeling. Presumably Van always
operates at this pitch.

2. The association of prison and factory, which con-
nates a rejection of established values.

3. The attitude toward cars ("the goddam thing").

4. The association of factory and prison with education.

[P PR RS SL
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5. "polis" for "police"--a rural prommnciation?
"mng" for "rang"--a rarsl verb form?
The forms establish that Van does not belong to the
responsible ones of the world.

6. "Not for your Uncle Dudley"--middle class, rather polite
slang, perhaps a little 0ld fashioned even at the time of
the play.

"They plugged the dice"~-originally, perhaps, thieves'
or gamblers' argot, but by the time of the play reduced

t0 general slang.

In the style as well as statewent the passage is designed to present
Van as a more or less free spirit who has consplcucusly rejected the values
and forms of middle class life. It 1s perhaps relevant that his speech is

motivated by a question from Judy:
You didn't like

the Chevrolet factory either?

©
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"Lady Bracknell: I'm sorry if we are a little late, Algernon,
but . . ." to ". . .those nice cucumber

sandwiches you promised me."

The complete model is taken from the play The Importance of
Being Earnest by Oscar Wilde.

Source for this model was the anthology Plays [5 by Oscar
Wilde] (Baltimore, Md.: Penduin Books, Inc.), p. 261.

Note the following points:

1. "a little late"--the call to offer condolences has
delayed her only a little

2. "obliged to call®--but she makes the call on her
way to tea

3. "her poor husband's death"--poor because he had
died, or poor because of the woman he was married to?

4. "quite twenty years younger"-~--the detail completes
the suggestion in #3.

5. "And now"--having explained and apologized, she
can get to the business of her visit.

6. The rush of short, almost exclamatory sentences,
which seem to dart back and forth between the' subjects

in her mind..

This is Lady Bracknell's third speech in the play. It is
a brilliant little stroke in Wilde's portrait of one wvariety
of stage society-woman: self-centered, apparently scatter-
brained, but dominated by her perception of material reality.

She knows the way of the world.

LT Rm—
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4.
"Eugene: 'A locomotive., Have you put . . .' to '. . .a whole

country clicking through your hand.'"

The complete model will be found in the play Look Homeward
Angel by Ketti Frings (New York: <Charles Scribner's Sons, 1958),
p. 76.

Note the following points:
1. The long middle sentence~-a plain indication that the
speaker has impulses tovard poetry.
2. "the beauty of the petple in the way they live"=--
more poetry, perhaps modelled on one of Whitman's
catalogs.
3. The details in the middle sentence suggesting interest

in nature and humble people.

P
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It should be noted that the details throughout are rather general
and obvicus. They do not suggest much except a dreamy (not to say vacucus)

poeticizing of reality.

- e e .
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Inspector:

10

5

.25

S
Supernatural f£iddle-faddle! Vhy not say plainly a
conspiracy against constituted authority? And what
is the object of it? Simply to bring the workings
of our enlightened democracy into contempt and ridicule.
And who are the members of this conspirecy? A young
girl and a ghost? Nonsense. This whole towm is in-
volved, and you know it. Tell wme, Doctor, how does
it happen that every night at midnight, an unseen
hand edds a thirteenth stroke to the hour? Eh? How
is that the very moment a high government official
sits on a public bench that bench miraculously be-
comes sticky with green paint? Hm? And why is it
that at the café, the sugar in other people's coffee
dissolves, but the sugar in w coffee never dissolves?
that?~--I give you fair warning, you and all of you,
this radical nonsense has gone too far! This very
evening we are going to have & showdowﬁ--you and
Isabel and this ghost and I. « « « It's quite clear -
to me that there is a concerted movement on foot here
to undermine the basgis of established governmeunt,
which is founded, necessarily, on a sound acceptance
of the fact that in this world we can never get vhat
we want. There is entirely too much happiness in this
community for the good of the nation. Lverywhere yocu
look, people are smiling and neglecting thelr work.
The surrounding districts are beginning to ask guestions.
The movement is small, but these things spread like
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5.
"Inspector: ‘Supernatural fiddle~faddle!. . .' to '. . .and
this ghost and I . . . . It's quite clear to me
e« o »' to '. . .be answerable for the conseguences.'"
The complete model will be found in the play The Enchanted by

Jean Giraudoux (New York: Random House, Inc., 1950), pp. 63~
64.

Note the following points:

(This speech occurs at a point in the play when there has
been a delay in the investigation of the Ghost which seems to
be having a strange effect on the community [the motorcycle in
the town lottery was won by the captain of the football team
instead of the Mother-Superior of the convent, the cash prize
went to the neediest couple in town instead of to M. Dumas
the richest man in town, two people were run over by a truck,
not the youngest and healthied&t of the townspeople, but the
oldest and most decrepit who happened to be also the stingiest
and most venomous]. The Inspector has listened patiently
through an interview with the town gossips who have had nothing
concrete to report, an interview with a suspect schoolteacher
who is merely young and romantic, and an argument about the
incomparable glory of the sight of Madame Lambert bending over
her jewelry case to fasten a watch on a young man's wrist.

Now that the rural officials have their chance, the delegate
from the French national government feels impelled to step in
and straighten out the case. His speech is in reply to the
Doctor's rather taunting gquestion: Don't tell us, Inspector,

that you are beginning to notice some supernatural influence?)

[,




1. The apparent ridiculousness of the Doctor's suggestion
that an official of France would be swayed by the supernatural.

2. The bureaucratic jargons "comstituted -authority”,

"Enlightened demceracy", "concerted wovement", “fcounded,
necessarily, on a sound acceptance of the fact that", and
“answerable for the consequences”.

3. The fear of "contempt and ridicule" and the quesiions
vhich the surrounding districts are beginning to ask: a

dove of. the status quo even though it wmight act be a happy

situation. \

%, The question-answer seetion of the speech which poses
as an investigative device bub is rather merely a way
for the Inspector to sound interested in findiag the
txruth while really spouting his ovm opinions.

5. His insecurity (undoubtedly a caricaturing of elected
officials) as evinced by his feelings of persecution {(the
wet paint on the benches and the suger for his coffee).

6. The acceptance of the seriocusness of life and the sugges-
tion that there is "too much happiness" and we should not

expecet to ever “get what we waunt".

The role is & caricature of the public official who believes in his

26

self-importance, loves to hear himself talk, likes high-scunding phrases

which ween very little, and thinks of himself as scieuvific. At the sane

time he is ilunsecure and perhaps not £00 pexceptive.

P st e s




Writing problem:
| 1. Have students find two or three additional speeches by these
characters and examine them for material supporting the surmmaries -
given here. Obvicusly additional character detalls should be
expected and looked for.
2. Ask students to write one sentence cheracterizations of these

speakers.
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6.
The speakexr is Richaxrd, Duke of Gloucester, whose brother King

Edward the Fourth, has lately taken the throne of England from King Henry
the Sixth. This is the first speech in the play; it is both a solilogquy
and a kind of expository narrative. Certain facts about Richard are
established; at the same time the situation which starts the action is
deseribed.

Now is the winter of our -discontent

Made glorious summer by this sun of York;

And all the clouds that lour'd upon ouxr house

In the deep bosom of the ocean buried.

5 Now are our brows bound with victorious wreaths;

Our bruised arms hung up for monumenta;

Our stern alarums chang'd to merxry meetings,

Our dreadful marches to delightful measures.
. Grim-visag'd war hath smooth'd his wrinkled fromt,

Line 2. sun of York: the King, son of Richard Plantaganet, Duke of York

3¢ lour'd: lowered _

5. our: in this and the following lines our refers both to "our
Yorkist party" and (with a play on the royal pronoun, we-our,
to the Kins);

axrms: armour

9. war: again, the reference is to King Edward as well as to the

pexsonification or god of War,

front: forehead
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10 LHAnd now instead of ucunting barbed steeds f
To fright the souls of fearful adversaries,
He capexrs nimbly in a lady's chember
To the lascivious pleasing of a lute,
But I--that em not shaped for sportive tricks
15 Nor made to court an amorous looking glags~-
JI--that am rudely stamp'd, and want love's wajesty
To strut before a wanton ambling nymph--
I--that am curtail'd of this falx proportion,
Cheated of feature by dissembling nature,
20 Defoxmed, unfinished, sent before my time
Into this breathing world, scarce half made up,
And that so lamely and unfashionable
That dogs bark at me as I halt by them--
Why, I, in this weak piping time of peace,
25 Have no delight to pass eway the time,
Unless to spy my shadow in the sun
And descant on mine own deformity.

And therefore, since I cannot prove a lover

To entertain these fair well-gpoken days,

Line 10, barbed: armored on chest and flanks.
17. wanton ambling nymph: the emphasis is on wanton; nymph probably

in the mesauing of "dissolute woman.” The reference is to the Queen.

20. sent before my time: prematurely born
22, unfashioneble: badly made
23, as I halt: when I limp

26, sun: contains a reference to sun in lire 1; i.e. Eﬁmiﬂ,the King.
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30 I am determined to prove a villain
And hate the idle pleasures of these days.
Plots have I laid, inductions dangerous,
By drunken prophecies, libels, and dreams;
To set my brother Clarence and the King
35 In deadly hate the one against the other;
And 1if King Edwaxd be as true and Just
As I am subtle, false, and treacherocus,
This day should Clarence ¢losely be mew'd up--
About a prophecy which says that G
4o ~ Of Edward's heirs the murderer shall be.
Dive, thoughts, down to my soul. Here Clarence comes!

from Richayd III -
by William Shakespeare

—

Line 32. inductions: prologues (as in a play).
38, Clarence: the Duke of Clarence, brother of the King and
Gloucester. _
mew'd up: confined; a mew ie a cage for birds when moulting or
belng fattened, also a pen for animais being fattened.

Note the following points:

Obvicusly Gloucester is a villain. He tells us so (Lines 30, 37,
41), and his proposed actions prove his claim. But villainy is no very
special x8le. What one asks ebout is the special qualities of Gloucestert's
villainy. Indeed, since this is Shakespeare, one may ask what sort of person
Gloucester is. The answer to both questions ic found in Gloucester's style,

in the wvay he expresses his villainy.

e e e = 3



1, Lines 1-4. A rather stiff, perfunctory figure. Gloucester
may already be using (and parodyirg) the courtly style of
his now royal brother. In "this sun of York" Gloucester
expresses both amisement and contetipt.

2. Lines 5-13. The first line is still rather stiff, as if
he is feeling his way. But beginning with Line 6, Glou-
cestexr's wit and energy assert themselves. He is carried
awey by (1) his need to express contempt for his brother
and (2) his delight in expressing the contempt by uncon-
trolled parody of royal speech. '

3¢ Lines 6-8. A splendid opportunity for an actor, who should
see Gloucester enjoying the contrasting half lines: he
snaps out the first half modulates the second half to a
softness not unmixed with contempt. Gloucester is a warrior,
end he knows how uneasy is the Yorkist hold and claim on
the throne.

b, Line 1%, At the sawe time, in his brother's character
and behavior, Gloucester may find his opportunity. Hence
the abrupt change to his own plans.

5. Lines 14-23, 24-27. Note the emphatic "I's." The first
two are followed by something close to exclamations; his
contempt turns against himself, Aftexr the 'l'.hﬁ:d "I" there

is another y»ush of words, as Gloucestex is carried away
by (or into?) his own thoughts. At Line 2% he has to begin
his sentence over again.

6. Lines 26-27. But how can he delight to be no more then
2 shadow from the light of his brother's presence? Because
he will be thought weak and will be unnoticed. And how
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can he enjoy talking about his deformity. Because, again,
people will not notice his true thoughts.

Gloucester is no simple villain, however mach he may announce it.
He will have it that his villainy is natural or at least caused by his un-
ﬁatural form. But Shakespeare is careful to give him energy, intelligence,
wit--ability, in the fullest meaning of the word. It is remarksble how
mich of Gloucester's personal quality is established in this single speech.

Writing problems:

1. On the basis of a close reading of Gloucester's opening
soliloquy, write a description of his character.

2. Putting this soliloquy in its context in the play, show
how Gloucester's (King Richard's) speeches in the closing scenes,
before and during the battle of Bosworth, repeat the point made
in the opening statement.

3. Richard's soliloquy is unique among these speeches in that
it iec addressed to the audience. How does he conceive his
sudience, and what does he hope to accomplish with them? What,
if anything does this tell us about his character? |

Full Tt Provided by ERIC.
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lesson IX
The Author Strikes a Pose

Note to
teacher:

Often an author will find it useful to turn himself into &
kind of dramatic charactex By a deliberate exaggeration of certain
of his natural mannerisms. We are meant to be aware of the lidentity
of ‘the speaker and of the fact that he is disguising his voilce
somevhat. The technique can entail some problems of interpretation
and eveluation, as these examples will show.

-,
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1.
"I =.epped off the train at 8 p.m. . . ." to "and giving an
iritation of Sidney Carton" . . . ."The hotel was one of the
Yind . . ." to "at a cost of $32,470 per annum" . . . ."I
walked through long streets . . ." to "some deductions about

hereditary markmanship."

The complete model is taken from the selection "A Municipal
Report" found in the book Strictly Business by 0. Henry (New
York: Doubleday & Company, Inc., 1938), pp. 42-46.

Source for this lesson was the anthology Great American Short

Stories (New York: Dell Publishing Company, Inc., 1957),
Pp. 223~226,

The piece is severely dated by its obvious appeal to
Eastéern metropolitan attitudes toward a provincial city. Notice
the satirical and snobbish comment on American cities that
introduces the story:

"Fancy a novel about Chicago or Buffalo, let us say, or
Nashville, Tennessee! There are just three big cities in
the United States that are ®story cities'--New York, of
course, New Orleans, and, best of the lot, San Francisco."

The passage is credited to Frank Norris, a novelist who wrote
at least one novel about Chicago.

Dated or not, there's stillla good deal of fun in the
irony that operates in the story. What happens in Nashville,
Tennessee, turns out to be a wildly sentimental and melodrama-

tic tale of a fair (and faint)

e e
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Southern lady, he:." miscreant husband, and her faithful old family retainer,
on whom the works of jungle kingship show up from time to time. The lives
of these people are brought to the necessary or obligatory crisis-situa-
tion by the advent of the narrator, a person whose business :l.s' unspeci-
fied but apparently literary.

The passage is close to the opening of the asi:or;y,l and it has the
double function of starting off the action and characterizing the narrator.

Note the following points:
1. The literary allusions:

Lines 8-9 Mercutio's death speech, Romeo and Juliet, III, i, 99

10-12 A Tale of Two Cities

Presumably these establish the narrator's acquaintance with
literature. Though hardly elaborate, the acquaintance is
necessary for two reasons. First, it suggests some sort of
sophisticetion; two, it ac&ounts for his being able to Jjudge
the literary output of Azalea Adair, the abused wife of t'he‘

story. At the same tiae, the Jocular or burlesque f‘oi'm that the

narrator gives the allusions is a way of suggesting that he is,

1The actual opening of the story is a scliloquy, or what amounts
to one, in which 0. Henry establishes the following facts about his nar-
rator:

He geems to know the country, since he makes an casy comperison
between Californians on the one hand and Southerners and Chicagoans
on the other.

Presumebly because he is travelled, he has outgrown metropolitan
provinciality. He knows that only the rash would say, “*In this town
there can be no romance--what could happen here?' Yes, it is a bold
and rash deed to challenge in one sentence history, romance, and
Rand MeNally."

(For this exercise it is not necessery to notice that this sort of

reflective or gereralizing opening is typical of nineteenth century tales

and the earliest types of short story.)

[P——
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on the whole, unsentimental about items of conventional
admiration. He would keep himself happy by nevexr losing

his self-possession. There is also a note of self-conscious
cleverness about these allusions (as there is in the “recipe"
of the second pavagrarh). ,

The reference to Sidney Caxrton, 'for example, seems super-
fluous, since the identification of his vehicle as a
"tumbril" is enough to indicate the speaker's feelings
ebout the hotel, and would probably be more effective .
standing alone. Are we to ascribe this fault to 0. Henxy
or to the persona (thus crediting 0. Henry with a deft
bit of character portrasyal)?

2. The effect of the guidebook passages. (Lines 31-2, 46-9 .)
The obvious puxpose is to contrast the ﬁat statements of
fact about the city against the rather flamboyant events
of the story. And perhaps they may be sald to be a further
bit of evidence pointing toward the narrator as a literary
sort of fellow.

But consider the fact that the basic dramatic form of
the story is the oral tale. How are these passages to
be accounted for?

3. The reference (Lines 20.2) to chicken livers en brochette
(broiled on a skewer). Another suggestion of sophistication--
about the world and about food too.

%. "Sundown had been accomplished.”(Line 27) Why not Just
"The sun had alxeady set”? How does this define the speaker's

attitude? To what extent is this sort of cleverness sub-
Ject to the critical questions raised in Point 1%

v



5. The effect of the diction in Lines 33-4k5. Note especially:
Line 367 conveying worthy burghers
37-8 engaged in the art of conversation
" 301 houses consecrated to peace and domesticity
At one time such elsborations were regarded as a likely
source of humor.

6. The elevated tone of lines 50~62. The mock-heroic discus.
sion of spitting is humorous, but to whom should we aseribe
the humor? If to O. Henxy, then we are to leugh at the
marksmen of the hotel lobby and congratulate the asuthor
on his wit. If to the persona, we are to laugh at the
marksmen and at him for the same averly ingenious wit we
noticed in the opening paragraphs. The uncertainty here
springs from the sawme souxce as that suggested earlier,

Writing problems:
1. Discuss the critical problem raised by the use of a persons in

this selection. How great is the disperity between 0. Hemry

and the speaker? Why does the tone shift so abruptly in the
guidebook pussages? Who gets the credit or blame for the speaker's
oddities? (These questions may suggest others connected with

the same problem.)

2. Rewrite the passage in the third person. This will mear placing
the narrator well within the framework of the story as a chav-
acter drawn from the suggestions found in his voice. To what
extent will thel neceseary evaluation of this character involve
a re-evaluation of Nagshville? What will become of the guidebook

passages?

'
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la.

Here is another passage from "A Municipal Report." What

details in it support the characterization of the narrator

established in the opening section of the story?

"Here I first saw Major (by misplaced courtesy) . . ." to “and

had dragged me to the bar."

(source for this model is cited on pages 34-36)

Note the following points:

l. Line 2. The hyperbole and personification of "eyes

f

|

;

f

suffered.? [

2. Line 3. The combination of slang ("rat") and half- |

scientific language ("geographical habitat"). 1Is E
"geographical" redundant?

3. Line 4. Playful allusion to Tennyson, and to stock %

way of introducing literary allusions ("as he so well

said almost everything").

4, Lines 5~6. "Maud," Part Two, l. 295-6.

5. Line 9. The eye for detail in the description of

Major Caswell. But note that the real effect of the f
description is carried by the evaluative words: "“great ?
acreage,” "sleepy massiveness.”

6. Lines 16-17. Dramatic foreshadowing!

7. Lines 18-22. Mock heroic description.

©
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2.

"There's more to a bluejay than any . . ." to ". . .perfectly

true fact about some bluejays."

The complete model will be found in the selection “Baker's
Bluejay Yarn" found in the book A Tramp Abroad by Mark Twain
(New York: Harper & Row, Publishers, Inc.).

Source for this lesson was the anthology Grea: American Short
Stories edited by Wallace and Mary Stegner (New York: Dell
Publishing Company, Inc., 1957), pp. 136-133.

Note the following points:

Discussion of "Baker's Bluejay Yarn" may best be centered
on the levels of language, specifically on the effect of the
apparent conflict between the colloquial and vulgate gram-
matical forms and the often dquite literary phrasing and
structuring of the sentences. 1Is the result confusion, or
do we somehow manage to accommodate the disparities? Can we
find a consistency in the speaker? Need we find him con-
sistent?

It may be worthwhile to ask what vulgate forms ("bad
English") the class can f£find. They will probably mention the
followinge

Line 15 ain't (also in Line 38)

16 never . . . but (double negative)
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19 he don't
.19 don't belong . » » no chuxch
21 for vhy
22 hasn't got
26-7 you can't cram into no bluejJay's head

Most of these ugages are more old-fashioned (or even petrified)
forms than really vulgate. Note that (except for "he don't," which is a
dubious oxm anwaf.') s the speaker makes no "mistakes" in subject-verb
concord; nor does he have any trouble with principel parts of verbs.

If possible students should see that the items of "bad English"
axe both rather few and also concentrated in a small section of the passage.
The passage does not, in fact, give a true sample of the dialect of rural,
old-fashioned, or un~-schooled people, It simply contains a kind of
minimum set of linguistic items which will be significant to everyome
as evidencing some degree of separation from the responsible commnityaa
The source of their effectiveness is that of any literary or stage (;on-
vention: +the consent of the audience, vwhich itself depends on familiarity
with (or at least recognition cf) the convention.

Students should also be asked to pick out examples of “good English'.
For example:

Line 5 The reference to metaphor; but note the
colloguial (i.e. spoken) form of the sentence

18 . in a weasure

He don't may originate in a spelling of he doesn't pronocunced
quickly without sounding the 8+ The conversion of the misspelling to
8 deviant grammetical form would result from teachers' misdiagnosis.

QS@e Mestin Joos, The Five Clocks (Bloomington, Indiana, 1962),

especially Chapter II.
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.21-2 gifts, and instincts, and feelings, and Ilnterests
23-4 A jay will lie, a jJay will stesl, a Jay will
decelve, a Jay will betray
31-2 And there's yet another thing (the use of yet)
"35-7 Allusion to Shylock's speech
All these expressions suggest a wan who is at least not unfamiliarx
with books. Students should note how the literary turns of phrase are
framed by some conspicucusly spoken phrasings or slang words. Such a
stylistic representation is reasonably realistic. American story-tellers
of the scrt of Twain's narrator (and their audiences too) were to some
depgree familiar with at least a selection of literary classics, which they
would have met by way of elocution performances, school speech-days, and
reading-books. This common body of traditional material would erop up
in unconscious borrowings or reminiscences, and also, because the story-tellers
were, in the end, themselves literaxy artists; 3n.the form of quite con-
scious, purposive allusions. |
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3.
Huckleberry Finn on Himself
Note to

teacher:
This passage can be used as the basis for an exercise

on school«writing. Two topics suggest themselves:
(1) a comparison of Huck's language with that of the
narrator of "Baker's Bluejay Yarn," or (2) a characteri-
zation of Huck from the evidence in these paragraphs,
which would involve not only the dialect but also the
content of the passage--Huck's values and attitudes, ox
(3) a comparison of Huck aﬁd the narrator of "A
Municipal Report.™

Before asking, or allowing, students to write, there
should be very full discussion of the points in the
passage to make sure that students have ample material

for writing.

"You don't know about me without . . ." to "So I went back.®

The complete model is taken from chapter 1 of the book
Adventures of Huckleberry Finn by Mark Twain (New York: Harper
& Row, Publishers, Inc., 1899).




Matexials
Topic 1 (Huck's Langnage)

Line Examples Explanation

1,6 without colloquial for “"unless," per-
haps also somewhat old fashioned

2 ain't no matter note the double negative too

L,7-8 There was thimgs; subject-verb dissgreement

Aunt Polly + « « 8nd ™
Mary, and the widow
Douglas 38 ¢ o s o

10 Tom and me case of pronoun

12 awful sight of money  ACD marks both “awful” and
"sight" as used here colloguial;

are the usages really of com-
parable status?

13,16 ,2X: Judge Thateher he; an old construction, proscribed
, The Widow Douglas she; by the school books
Tom Sawyexr he
7 sivilize; "rough" as a predicate adjec-
but it was rough livs - . tlve, as in modern slang;
ing "1iving in the house" is the

real subject; note absenc
of punctuation -

B dismal adverb without the -ly ending

19 couldn't stand it no double negative
longer

20 I lit out principal part; vulgate verb

Topic 2 (Huck's Character)
People and truth
' Freedom and respectability
- Friendship
Adventure; day dreams (from ‘:'moks)

ERIC
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Tesson III

Voice Defines Vision

Note to
teacher:

To a great extent the speaker's characteristics~--those that are
perceptible to his audience~-determine 'wha% the aundience takes to
be his subject as a whole. By “subject as a whole" is meant not
merely the material subject, but also the writer's "vision"--~his
way of looking at things in general and the specific subject as a
pert of “things in general." Voice and vision can be created in
the same process, by the same material details, whether the
details are consciously chosen or not. Thre following selections
all deal with death, but in them death has as many meanings as

there are voices speaking gbout it,

©
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Voices in Foems

l.
"To what purpose, April, do you return again? . . ." to

"Comes Like an idiot, babbling and strewing flowers."

The complete model will be found in the poem "Spring" published
in the book Collected Poems by Edna St. “incent Millay (New
York: Harper & Row, Publishers, Inc., 1948), p. 53.

Source for this lesson was th: anthology Poetry II (ed. ?
Peterson) (New York: The Macmillan Company, 1962 [by Literary

Heritagel), p. 84.

pERIC
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Discussion

Note the following points:

1. The personification of April as the dominant pcetic figure
of the poem. This implies certain things about the speaker,
in particular, that she has a quarrel with spring and with life
and so must create an opponent, since cne cennot argue with
a concept. The flgure of the babbling idiot April is
generated by her anger and frustration.

2. The ironie reversal of conventional poetic values. The
poem's title presents us with a comson subject of eulogy, which
the poem proceeds to condemn. The speaker relishes this
reversal iu the close-packed phrases like "The spikes of the
erocus" and "an idiot, bebbling and strewing flowers,"” wheve
the very beauties of spring become eigns of its thyeat.,

3. The spesker's discovery of this threat irn lines 3-5. She
knows something now that she did not know before about these
vhenomensz, even though they have not changed. She has seen
toc wmany Llowers bloom and die, and now sees that "veduness" has
¢ cinister doubie meaning. The color of life itself iwmplics
the bloodshed of death. There is a note of revulsion in the
word “stickily."

. The poetie diction. Theve is no attempt et understotement
or merked simplicity of language. Instead, all the figures
and mwh of the syntax ave hichly artificial, perhapg a little
too much so. Anger, for example, is shown by & multipiicetion
of unieveloped metaphors in lines 1l-15; bvefore & »eturn to
the central mwetephor, which is the perscnifice. . . april.

ERIC
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2 comparison of "Spring" with Hopking treatment of a similer
theme in "Spring and Fall" may suggest some evaluative questions
about this poem's style and moral vision. It is worth

noting that these two considerations are ultimately inseparable.
They merge in the poem®s persona. For example, is there a
note of delliberately induvced, hence enjoyable, horror in the %
assertion that "Life in itself/Is nothing"? o
The céncept of the persons, the mesk or pose adapted by an
enthor in the writing of a poem, can be usefully invoked by a
reader even wiken it is not so obviously invoke& by the author. The
concept implies some disparity between the poem's statement or mane
ner of statement and the personality of the poet. Sometimes this
di.jarity is very small, but it should be kept in mind so as to
free the poem from irrelevant biographicel considerations. in
Miss Millay‘s poem, for example, there is almost no disparity, but
even if there were it would meke no difference because the poem’s
voice, its persona, is so fully remlized in the poem itself es
to moke any knowledge of the poet unnecessary. It is conceiva'ple 9
moveover, that Miss Milloy's feelings were considerably modified by
the proeess of writing the poetis Vhen we commit o feeling to
words, es she Gid, we modify it ond curselves, because we must
give it e voice. Thoat voice is the persona. Tritten self-expression
thue becomes o kind of self-crention. That new self exists im-
perishably in words, whether of e poem, a story, or an assigned essay

on "What I Did Last Sumer.”
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” ’ o
"Margaret, are you grieving . . ." to

"It is Margaret you mourn for."

The complete model is taken from the poem "Spring and Fall:
to a young child" by G. M. Hopkins, found in the book Poems
of Gerard Manley Hopkins, Third Edition, edited by W. H.

Gardner (New York: Oxford University Press, Inc., 1948).
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Discugsion

Note the following points:

1. The fetherly tone vhich establishes the personma, The
speaker knows howr %0 speak with children. e adapts his speech
habits to theirs. For example, the capitzlized, elliptical
“Goldengrove,” introduced, like a person, withovt a preceding
article, is a chrracteristic trait of a child's speech, in
which every word is a nsme. A dog becomes simply “Dog"
or "Doggy"; a car or a house hecomes “Car® or “House."

2. The verse movement. The short lines, many of vhich "run
on," and the frequent feminine rhymes give a rocking-horse
movement to the poem appropriate to its speaker as he ad-
dresses the child.

3. The establishment of the speakert!s distinct, adult point
of view. Lines 3 and L imply the disparity between the
child's view and the speaker's and the reason for it: her
thoughts are "fresh"; his are not. The next two lines state
this wmore explicitly, but their whole emctional import is
contained in the wild exclomation "Ah!" A similar effect is
gained by the deliberately colorless "By and by" of line 7.

b, The z'esalutiqn' of the two points o view in lines 9-10., The
speaker admits that he and the e¢hild face the same wystery,
no matter how they neme it. Her nemes, her mourning for "Goldens
grove" express it as well as he can, In o semse, the spesker

hes been able to express it as well as he has only because he

hes seen it through the :Bhnd'\szgyea.
9. The difference in tone and moy; 1 vision betwsen this poem
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end "Spring.”" Both pcems deal with death as it appears in
natursl decay., The tone of Miss Millay's poen is aptly
chaxacterized by the gentle reproof given to Margaret: “And
yet you will weep and know vhy." But her eloborately poetic
diction denies her the virtves of childlike siwplicity, end
the result is a cercain stridency. Hopkins® poem is, in its
quiet way, every bit es grim as Miss Millay's, but its volce
is more calm and measured. The persona of “"Spring znd Fall®
is o mach tougher individusl than that of "Spring."

6. The presumptive audience of the poem. The poet addresces his
remarks to o child, but the audience he really envisions is,
of course, adult, specifically adults who have had the un-
sebtling experience of tryilng to explsin such ulbimate facts
as deeth to small children,

LA
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"Buffalo Bill's
defunct . . ." to
"how do you lika vour blueeved bay

Mister Death®

The complete model is taken from the poem "Buffalo Bill's®
found in Poems 1923-1954 by e. e. cummings (New York: Harcourt,
Brace & World, Inc., 1954), p. 50.

Source for this lesson was the anthology 100 Solected Poems
(New York: The Grove Press), pP. 7.
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Discussion

Note the following points:
1. The more conscious artifice of Cummings' use of persond.
The‘ disparity between speaker and poet is greatly increased in
this poem. The author poses as a child, with a child's
sense of values, his inarticulateness, and his disregard
for capitalization and punctuation.
2. Indonsistencies in this persona. A persona j.s seldom
used with gbsolute consistency. In “Buffalo Bill," the ironic
value of the word "ds=funmect" would not be apperent to a chilg,
for example. .
3. The shrewd placement of the line "who used to" before the
description of the herc, giving the poem a fataliem which
is particularly poignant when hearé in & child's voices
I, The central symbol. The childish persona is expressed in the
very choice of a subject. A cowboy hero is chosen to rep-
resent all that is beautiful, brave, colorful, in short, all
that is most gloriously alive in this woxrld. The fact that
he is "defunet" is a erushing instance of the mystery of death.
It is the child's name for death, just as Margaret's was .
"Goldengrove unleaving.” We could compare tais poem to
Hopkins' by saying that Cummings places the readex in the
position of Hopkins'® persona., We interpret the child's words
. end £ind that we are little better than children before this
mystexry, that "Sorrow's springs ave the sawe," and are finally

inexpressible.
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5. The breaking-up of lines. Every line in the poem has its
cwn“reason for its lengb}; and placement. The two shortest
lines are good illustrations:

a. Line 5, “stallion," isclates an important word and,
in so doing, forces us to dwell upon it until it yields
all its connotations of proud male force, connotations
vhich are readily apparent to a child even hefore he can
explain them,

b. Line 7, "Jesus," is an imprecation, the ultimete ;x-
pression of inarticulate ;vonder. It represents the point
at which & child zeaches the end of l.ds vocabulary and
can only gaze open-mouthed at the shadowy glories that
lie beyond. It has a line to itself and demends &s
much emphasis as the poem's longest 1;I.ne » Which precedes '
it. It alsc lends a special force to the deliberately -
inadequate words of the next line.

6. The cynical tone of the c‘losing lines. ‘The lines capture
very well the tone of a child imitating grown-up tough talk,
end seem to allow more then one interpretation of the boy‘;

£inal attitude toward Buffalo Bill. Is the bitterness of

the £inal lines directed against Buffzlo Bill or against death
itself? The effeect of "blueeyed boy" could suggest the

first alternative, but it need not exclude the second. Perhaps
we can say that the boy feels cheated by Buffalo Bill because
he could not defeat "Mister Death."  "If Buffalo Bill couldn't
win that lest fight," he ssks, “how can anyone? How can I?

Didn't his marvelous, knightly life represent some soxrt of

promise to me, and hasn't he gone back on it?"

©
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3b.

"nobody loses all the time . . ." to

"and started a worm farm)"®

(source for the complete poem, "nobody loses all the time",
is cited on p. 54 of this lesson; however, this poem is found
on pp. 173-174 of the source book)
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Writing i‘:roblemé £

1. Compare Miss Millay's' treatment of April in "Spring" -
with Cumings? treatment of Wiid Bill. In 2 sense both
embody the same thing. How do the speckers' attitudes éompa:re?
tThich is more ccomplex?
2. Vrite e prose speech from an adult viewpoint in answer
to Cumings' poem. As suggested in Point 4 under . . £falo Bill,"
the speech woﬁld be ;I.n e tone roughly similar to that of
Hopkins! persona in "Spring and Fall." Note thet each shift
in persons involves a partial redefinition of death.
3. Analyze the child persona in "nobody loses all the time."

©
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48,

"Its quick soft silver bell beating, beating, . . ." to

“Across the expedient and wicked stones."

The complete model is taken from the poem "Auto Wreck" found
in the book Poems 1940-1953 by Karl Shapiro {New York: Random
House, Inc., 1941).

Source for this lesson was the book Poetrv II (ed. Peterson)
(New York: The Macmillan Company, 1962 [by Literary Heritagel),
Ppo 94-95 ®
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Discussion

Note the following polntss

1. The relation of the speaker to the event., He is &
spectator at the scene of the asccident. Ve gather this
£rom the £irst person plural pronouns in the second and third |

stanzas. Whether he actuaelly saw the accident occur is

uncertain.

2. The speaker's mental state #3 revealed in his narvative

method. Tae fragmentary veport of the ambulance's arrival
and departure and the cleaning up and investigating by the

nolice reflects the temporary mental disorder of this witness.,

There is a gradual retuyn to normal in the third stanza ‘ fl

before the speaker can frame the large questions which close

the poem. , : 3
3. The immediacy of the descriptive details in the early

port of the poem. The details are given in sharp relief by

the short staceccto phrasing and present tense verbs

of the first steanza. An effort is wade to convey to us

directly the experience of the wreek, ‘to make us share ‘the

temporary derangement of the spe=aker.

. The conscicusly "poetie" menipuletion of languaege and

o g S

selection of detail. Like Millay and unlike Frost, Shapiro

SRR

. aveils himself of a rich array of poetic devices. The speaker

is obviously a poet. Note, for ins.ance, that the awmbulance

STy oarey

light pulses "eut wred light like an artery": then "The doors
leap open, emptying light" like e wound shedding blood; and

o

B T Y R S N M

Pinelly, the experience itself remeins "a wound/That opens to
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.. our.richest horror.” . Note also the densely pecked; para= -
doxical phrases ?f the last stanza, particularly "the expedient
and wicked stones" which contains within itself the whole
mystery confronted by the poem and its speaker.

[For another discussion of this poem, see Alice Coleman, "Pcetry

in the classroom: 'Doors Leap Open'=--Shapiro's ‘Auto Wreck,'™ |

The English Journal, LIII:8, November, 196k, p. 630.]
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4b.

“The buzz-saw snarled and rattled in the yard . . ." to

"Were not the one dead, turned to their affairs."

The complete model is taken from the poem "Out, Out" found
in the book Collected Poems by Robert Frost (New York: Holt,
Rinehart & Winston, Inc., 1951), p. 171.

Source for this lesson was the book Poetry II (ed. Peterson)
(New York: The Macmillan Company, 1962 [by Literary Heritagel),
PpP. 120-121.
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Discussion

Note the following points:

PO T

1. The allusion in the title to Macbeth's speech on hearing

-

of Lady Macbeth's death. (V,v, 23-8):

Out, out, brief candlel
Life's but a walking shadow, a poor player
That struts and frete his hour upon the stage. ;
And then is heard no moxe. It is a tale 7
Told by an idint, full of sound and fury,

Signifying nothing.
This helps to define the speaker's attitude, giving a precise
value to his "So" in line 27, ' f

2, The different relation of speaker to event. ILike Shapivro's

persona, the speakexr was witness to the aceident, Unlike the
other poem, though, there is no attempt here to convey i
directly the horror of the scene as it affected the mind
of the speaker. The verbs are past tense; the naxrrative i

~ is orderly. The speaker stands between the event and the feader,

telling him about it.

3, The reticence snd understatement of the speaker. Mach
of the poem's power lies in what is left unsaid. Phrases and
lines like "So." and "No more to bulld on‘there" offer a
deliterately inadequate wesponse to the senseless horror
of the poem’s wmain event, the implication being that no ade-
quate response is possible. Compare tl;e foree of "he was a
han@some man® in Cummings®! “Buffulo Bill." Compare, as well,
the gasp, "But the hand!" with the imprecation, “Jesus” in
Cumnings® poen. |

L., The speaker's affection for the people involved and for

ERIC
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the scene. The appreciative lock at the landscape (1lines
4-6), and the parenthetical comment or the boy (“big boy,/
Doing a wan's work, though still a boy at heart") help to
establish the persona of the speaker and accentuste the
horroy of the accident. Note the peradoxical Joining of
affection and h.orror in description of the saw's leap (lines
14-18).

5« The eschewing of obviously poetic devices. There ave
none of the striking similes, metaphors, and descriptive
phrases that one £inds in Shapiro or Milley. Note, for lnstance
the extreme simplicity of the deseription of the mounteins.

Aruitoxt provided by Eic:
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Voices in the Mass Media

Note to

teachers:

Personae in newspapers and magazines work in much the same wey
as they do in the poems of Millay, Hopkins, and the others just
discussed, despite their very different manner and purposes. The
columnist or ad-men creates a pharacter or a voice for himself (or for
his product) and this sffects his and our vision of reality. This
involves scme very careful manipulation of a large and miscellaneoug

sudience.
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"WASHINGTON, June 22--President Johnson is going . . ." to

*Mr. Johnson will have something to say about this."

The complete model is taken from the editorial "Washington:
The Causes of World Tension" by James Reston, published in
the New York Times, June 23, 1965.

66
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"PARIS--Nothing of a specific nature was . . ." to ". . .of

liking each other, Lyndon Johnson and Charles de Gaulle."

The complete model is taken from the editorial "Foreign
Affairs: Sweet Talk in the Elysee" by C. L. Sulzberger,
published in the New York Times, June 23, 1965.
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3.

"WASHINGTON, June 21--To be disregarded is the common fate . . .

to ". . .Presidents and foreign statesmen--the Soviets included."

The complete model is taken from the article "In the Nation:
The Prescience of Bernard M. Baruch" by Arthur Krock published
in the New York Times, June 22, 1265.

s e e sl St bhand Y+ Y 2t

e Vit B et it 10 S v )




Discussion

These columns from the New York Times show how three different
columnists establish pérsonae intended to inspire confidence in
their audience. Each ‘wmld have us believe that he is capable of
dealing with the large issues before hime

Note the following points:

1. Reston's technique of cutting things down to size by his
cholce of language and metaphor. U,.S. relaticns with the U.N.
are like a broken down car in need of "repair work." To say
that the U.N. "is not in a very merry mood" about President
Johnson is to conjure up visions of bibulous high spirits in
the General Asseubly over a more acceptable U. S. President.
The vision is confirmed by references to "the twentieth birth-
day celebration" (not anniversaxy) of the U.N. ag "this
veekend's festivities." A different and more damsging dimine
ution is the statement that "Like most twenty-year olds, the
U.N. is broke and dependent on hendouts." Clearly, what
seemed O be a great event involving great men and issues is
nothing more than a rather silly squabble and the most trust-
worthy commentary is in the colloquial, wry tone of Res*con;e
characteristic persona. |

2. C. L. Sulzberger's grave, dignified diction. Unlike Reston,
Sulzberger has a somewhot avesome sense of the movements of

nations, and his language, like Milton's, represents an efe

fort to attain "to the height of this great argument.” While .

Reston refers casually to what "a lot of people . » o think"
at the U.Ne, Sulzberger solemnly invokes "a considerable body

Q
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of this country’s public opinion.” there Reston would cheer-
fully suggeata "yepair work," Sulzberger sees a chilling
portent in "the acrimony creeping inte the Paris-Weshington
dialogue,” somewhat counteracted by "The seel of amity » « o
set" when de Gaulle received Humphrey.

3. Sulzberger's knowing air on this high ground. Once he has
raised himself to such Olympien heights Sulzberger cen calmly
swrvey 12 years of Frenco-American relations (the historiecal
digression of the f£ifth end sixth paragraphs), graciously com-
wend Humphrey's “exposition of our Dominican policy" es
“interesting" (did Sulzberger actually sit in on the conference?),
and judiciously note that the "Elyéee colloquy was . d. » not
a significant or historic event." We readily accept the oracular
woxrds of Sulzbergex because by his carefully constructed
persona he has located his sublects well beycnd his reeders'
ken, and yet well within his own,

k., Arthur Krock's elevated language and its similar function.

' Krock invokes "fate" and "the oncoming disasters of mankind"
as the only worthy opponehts of kis heroic subject, Bernard
Baruch, investing him with the dignity of a classicel allusion
(his "protean achievement"), The tone of the essay, particularly
in the elaborate parallelism of the fifth paragraph, sustains
the lofty elegaic vision of the opening. |

5. Krock's elevation of his own persona to this high level. Im-
plicit in Krock's high style is the claim that he too shared
Baruch's wightty vision. This claim becomes explicit with the
reference to "a correspondence covering neerly helf a centuxy,"”

and in the sentence: "“Only the word mognificent can deseribe

©
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Bernie Baruch in mind and body." The attribution of megnificence
keeps Baruch on the high plane of the preceding paragraphs, tut
the sudden familiarii?y of "Bernie" raises Kroeck to that

plane as well. We trust Krock's commentary because he can

say of Baruch what Antony said of the fallen Ceesar: “He was

wy friend, faithful and jJust to we."
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Writing problems:

1. Here, as in the poems of Millay and Hopkins, we have personae
whose poin.s of view are not notably different from those of the
suthors. Compare the development of o morel or cosmic vision
through a characteristic style ag it operates here and in the poems.

2. Interchange the styles of the Reston and Sulzberger columns
and see what it does to the issues involved. (The work is begun
by the headline editor; “"Sweet Talk" is very remote from Sulzberger's
world, as are the bland generalities of Reston's headline from his.)

§ N e —y o e o =

ERIC

Full Tt Provided by ERIC.

- 0 et e <8

b




76

lesson IV

Young Voices

Note to
teachers

The two pepers on summer school were written by eighth grade
puplls. They are interesting subjects for persona-enalysis; which
is to say, they reveal a good deal about their authors.

ERIC
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Two Class Themes

1.
My Opinion of Summer School

My opinion of sumrer school is that is alot of nothing. Ncbody
likes it because we like to have some fun. During sumer school a
person will not learn because he will want to get outside and have
some fun. There is very little benefit if any with summer school.
In the little time :ll.t is the kids are wondering what they will do
when they get out of the prison. They look forward to going out and
don't txry to do anything in class. The only time they learn is if
the class is fun and not boring to the kid.

Som people say that we should have more school and less vacation.
This is ridiculus. Gebting nothing but orders all day will drive &
person agsene. Vacations are iwmportant to kids. They get to let
off steam, The teachers let off steam all day but the kide don't.
Some kids have hobbies and with wore school the hobbies would be
shot. The only people that would benefit from longer schocl is the

teachers the schools and school supply stores.

ERIC
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Discussion

"My Opinion of Summer School" wes written by a pupil in eighth
grade. The paeper presents an interesting object for persons-anal-
yeis. From one view point it may be treated as the' expression of
a careless and neughty child, who eltiher does not know or does
not care ebout the rules of good English. In which case, the
following detells in the peper would be n;ated:

1. A veak opening sentence. Obviously this is the
writer's opinion.

2. "alot" misspelled.

3. Unqualified "Nobody" is obwiously untrue,.

L, Misspelled "som."

5. Use of slang term "kids."

6. Are "orders" all one receives in summer school?

7. FHow many people are driven “iunsane” by summer school?

8. Use of sleng expressicn "be shot."

9. Laeck of correct punctuation iu last sentence.

10. The lack of order in stating idees and the use of
highly emotional terms such as "prison."

From another point of view, the paper could be trested as the
expression of an irreverent, lively, unsocialized boy, who has
rafused to accept the values of the adult world of roubine,
order, and _eompetiti@na In another day, he might--lilke Huckleberyy
Finn--decide to light out for the Territoxy, to keep from being
civiliéed by the Aunt Sailys of this world. Now he just rejects
summesr school.

For this view of the writer the following details may be

ERIC
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noted:
1. The insistence on fun, on personal values,
2. The comperison of school to priscn; the suggestion
that ovders will drive one insene.
3. The more or less reclistic remark in the last sentence.
4, The clear and honest feeling for the needs and
desires of children,
5. The sharp observation (line 15) ebout teachers
letting off stesm all day, presumably at their pupils.
The fact should be noted, however, that the boy has not been
able to keep himself free of the influences he deplores. Note,
for example, the impersonal subjects that he uses: my opiniocn,
nobody, & person. Note also "there is very little benefit if any™
(lires 5-<6) ~-a rather mature and (;.olorlesa gort of phrase. "This
is ridiculous" (line 12) is another example of adult jargon.
The students will probably take the first view, though--if given
time--one or two may see through to the essentials of the casc,

If no one does, read the passage from Huckleberry Finn (Lesson II),

The zesemblance between Huck and the writer of this paper ought

"bo be apparent.

After discussion students way be asked to write up a coneluding
or sumary statement on the persona of this paper. Further material

for the exercise may be gathered from the following paper, also

by an eighth grade boy.
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2.
Summer Schicol

T think summer school is very good to have. As for me, I would
want t0 go to summer school to increase my knowledge of past, present,
and the future. You could take a course for the future year and
wouldn't have any trouble in school. You wouldn't have to sleve over
your books and could have some pleasure also. Even if it takes some
time, at least you will have the answers for school when you return
to school.

Suumer school is one way of increasing your knowledge.




Discussion

Note the following points:

1. The sense of postponed rewaxds.

2, School as threatening and hostile, but an institution
that can be handled.

3. The semse of possession (“summer school is good to have"),
of the practical and profitable (™I would went to go to svmmer
school to increase my knowledge + « ")

4, The sharp distinction between "slaving" over books and
having fun; that is, the total absence of pleasure in work,

5, The desire for future rewards, for becoming "better,” for

self-improvement; and see ;1 above.

[
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Three Published Papers

Note to
teacher:

The following three essays were written by high school students.
In each case, a very sharply defined persona is projected, chiefly
by means of stylistic exaggerations, vhich the writer considers
humorous. The contrast between subject and styles, giving a
mock-heroic effect, is a f‘av‘orite one of young writers, especially
those of g somewhat literary bent. Generally the device grates
on adult ears, not so much be-cause it is bad in itself as because
the young writers who use it do not control all the particularé

> of their styles.
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"Some people have a green thumb--they take . . ." to ". . .I

have an ink stained thumb.”

The complete model is the article "The Pen and I" taken from
the section entitled The Voice of Youth and found in the
Chicago Tribune, February 2, 1958. The article was written by
Wayne R. Klatt, a senior at Lane Tech High School in Chicago.
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"Imagine Scarlett O'Hara in a 'butch' cut. Try to . . ." to

"hair, which grows, I am told, four inches a year."

The complete model is taken from the article "Rapunsel,
Rapunsel, Cut Off Your Hair", published in the Taft High School
(Chicago) literary magazine Ibid, V:1, January, 1964. The
article was written by Connie Childs, a sophomore at Taft.

PR——
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“"Being in a rather esoteric and delving mood, T think . . .*

to " .dog=eared--or is it mouseeared--Mouseketeers."

The complete model is the article "The Mouseketeers", published
in the Taft High School (Chicago) literary magazine Ibid, VI:l,
May, 1965. The article was written by Dean Niles, a senior

at Taft.




Discussion

1. Thg relation of voine to subject. The subject of each of

| these essays is patently trivisl. Because of this, the principal
task of the writer is the establishment of a voice or persona.
Generally, adolescent writers will develop a voice with more
clarity and essurance in essays like these. A larger, more
significant subject will casuse them to fall back on anonymous
cliches and monotonously correct diction and sentence structure.

2. Humorous exaggeration. In each essay. the author describes
his subject in much more serious terms than it deserves.

The £ivst tells us that his "fingers are a curse.”

The second is "sseaulted by enemies,"

The third considers a discussion of the Mouseketeers

Yegoteric,” eslling them "that unigue -fhencmenon cf-American

. iife.”
This helps to establish thé persona as one having an intelligent
sense of humor., He is fully conscious of the triviality of
his subject, and has considerable familiarity with the larger
issues to which he Joins it.

3. Faulty control in the third essey. The writer lets his
technique run away from him, and effectively drowms out his owm
volce. His voesbulery is overly clever and often besxs little
relation to its subject. "Poniards," (daggers) for instance,
does not velate to the Mouseketeers; it relates ‘only to the
preceding word, by alliteration. The meaning of "reverence"
in the present context is douwbtful. "Succulent" hardly seems

e good deseription of "nectar,” which in turn bears a doubtful

©
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metaphoric relation to "that fleetfooted half hour."
“"Ichorous" is certainly imappropriate, either to "ears

and eyes" or to the situation in general. The American College

Dictionary glves two meanings for the word "ichor": "an
ethereal fluid supposed to flow in the veins of the gods" and
"an acrid watery discharge as from an ulcer or wound.® The
adjectival form "ichorous" is glven only for the second meaning.
The verbal dexterity obscures rather than satirizes its

subject and calls attention to itself, and, rather demagingly,
t0 the persona, who becomes a strutting, pompous figure parading
a formidable but mutinous army of hard words. Compare the dif-
ficulties of 0. Henry with this sort of elsborate verbal wit
and with the persona it creates. |

k. The use of prose rhythms in the first essay. The abrupt
rhythms convey the persona’s deliberately exaggerated frustration.
By their wany pauses and lack of connectives, the sentences foree
us to give them certein inflections and thus acquire a con-
sistently audible tone of voice. Note also how the rhythms of
the opening paragraph force us to read further. We are
quickly given two colloguial terme--"green thumb" and "gold
thumb"--eseh followed in tick-tock motion by an explanation.
Then we are given a third texm "ink stained thumb" without the
expected gloss. We must move to the second papsgraph compelled
as much by a desire for rhythmic symmetry as by a desire for
knowledge. The rhythm of these sentences becomes a little
monotonous as the essay goes on, but the deviee is a good one.
Juﬁ‘h the saite.

5 Personal expressions in the first essay. Our picture of the

J
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persona is mede clearer by a spontaneous phrase like “the’
whole blasted point" and a colorful comparison like “as useful
as a curl in a pig's tail,” typical of a peculierly American
folk humor. Perxhaps the nicest touch is the irreverence of
the next-to-last sentencet "I believed that just as I believe
apything a teacher tells me « « »"

6. Spontanecus, exclamatory tone in the opening pavagraph of the
second essay. The remerkable thing ebout this pavegraph is
that it sounds exactly like the speech of an intelligent six-
teen-year-old girl, egpecially the gasp, "Oh, nol" The
euthor is unaffected by the self-consciousness which might leed
one of her contemporaries--or herself in different circumstances
-=t0 adopt a featureless correctness in her written expression.
This paragraph prepares us aduirably for the playful exage
gerations that follow.

7+ The literary allusions. The writer chooses comparisons from
literature and addresses heréelf to a reasonably vwell-read teen-
age audience, The eagg with which she refers to O. Henry,
Mitchell, and Bronte shows that she enjoys z:ead:lng but is not
undnly impressed with herself for that.

8. The playful exteggeration of her troubles. Her hair-gsetting
becomes a f£ight against gravity. Her portrayel of the conflicting
advice of friends end relatives shows her familiarity with
an archetypal situation {n twentieth century literature, whether
she got it from Kafkh or from s watered-down version on
television. She sees herself as surm@nﬂed by enemies, who
teunt her with repetitious and meaningless‘ accusations and

thresten her with violence. The woxding of the first sentence
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implies an attack on her very identity. The humorcus use of
this theme in relation to her hairdo shows considerable skill
and auplifies rather than violates the persona developed in the

first two paragraphs.

ERIC
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Writing probvleus:
1. Write a brief character sketch of esch of the three student

-~

vriters.
2. Baoch of these essays is satiric to some degree. Try to

jdentify the target of each end show how effectively it is dealt
with. Remember that satire can be gentle, snd its target need not
be the object of scorn.

3. Anelyze the success with which each author has identified

his sudience, and kept it before his mind's eye.
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Lesson I
Pour Ways of Looking at a Chicken

Note *o
teecher:

Here are four selections from cookbooks, all concerned with
chickens and, specifically, one way of preparing them. The
selections are arranged in order from one that is fairly simple,
unadorned direction to two that are more essays on the authors'

feelings about poultry or chickens or Vienna than they are directions

for doing anything.
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"Chicken legs, properly prepared, are much . . ." to ". . .and
brushing occasionally with leftover marinade.

Makes 4 servings."

The complete model will be found in the selection "Broiled
Marinated Chicken Legs"™ taken from The Outdoor Cookbook by
Jules Bond (New York: Pocket Books, Inc., 1963).

Note the following points:

Bond has only a short introductory passage to his recipe.
He seems to be tryving to convince his readers that chicken legs
are acceptable fare. (He gives three reasons. What are they?
1. Jjuicier than other parts of the chicken; 2. less expen-
sive; 3. considered a delicacy in France.) Then follows his
recipe, and, like Gourmet's author, (see p. 102) his directions
are comerned less with the actual broiling of the chicken than
with marinade. Note that Bond is the only author who lists
ingredients before the directions for preparation. Is such a

list a help to the cook?
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"BROILING Broiling means to cook by direct . . ." to

", . Allow % fowl per person."

The complete model is taken from the selection entitled "Broiled
Chicken" found in the Culinary Arts Institute Encyclopedic
Cookbook by Ruth Berolzheimer (New York: Grosset & Dunlap,

1962 [by Book Products Industries, Inc.l), p. 414.

o T
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Note the following poinus:

The tone is simple, business-like. Everything is clear and

efficient, but at the same time not at all bare. The writer finds time

for explanations and cautions {lines 26-30), a practical suggestion

(lines 33-35), which are not strictly part of the recipe.

What assumptions about the audience are suggested by the fol-

lowing pointe?
1.
2o

3.

The definition of broiling (lines 1-2).

The explanation of snapping out the breastbone (lines 9-14).
The planning and plscing of the "major Joints" (lines 19-21).
The caution about browning (lines 26-29).

1 DR, Vi e 67
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uphe chicken is the foundation of a good meal, . . ." to ". . .

will truly deserve to be called a dish for the gods."

The complete model will be found in the book The Complete Book
of Gourmet Cooking for the American Kitchen by Myra Waldo
(New York: G. P. Putnam'’s Sons, 1960), pp. 93-924,
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Note the following points:
The title, The Complete Book of Gourmet Cooking, certeinly

suggests a cookbook of sorts. Of what sort would this one be? Note fhat
the only real directions are given in the last paragreph of the selection.
Presumably the writer thinks his audience has mastered not only the basic
but many of the finer details and so needs only be reminded of a few re-
finements. Note the naming of national dishes without defining them {(or
even translating). The writer expects the reader to know at least menu-
French and -Spanish. Apparantly the reader is also to be pleased by the
fairly thick larding of sllusions to hisotry and legend. On the whole,
the passage seems to be more an essgy than a recipe, and it should be
Judged as such.

Note the full sentences, the comparatively large amount of detail.
The effect is not at all that of the bare outline of a process, such as is
fouﬁd in an ordinary cookbook recipe. The suggestion is rather of a
person describing a cooking process for some poeple who are present
and watching.

Compare with passage from Bond (Wo. 1). . Both writers know a
great deal ebout cooking but they are writing for different audiences.
The first assumes thet the audience knows nothing sbout cocking; he
explains every phase of the process in detail. The second assumes that
her audience has mastered the basic skills of cooking and only points
out a few fine points of the cooking process in the last paragraph. Ehe
entertains her readers with anecdotes and historicel references which
would appeal to an urbane, sophisticeted cook. Her digression is more
of an eulogy to the chicken than an essay on its practicality.

What heppens if one thinks of "people who are going to buy this
book" rather than of "the audience?" Probably Bond’s book and Mrs. Waldo's

©
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could be bought by the same people, though perhaps for different reasons.
j And in a way the writers mey be said to be creating their "avdiences”

out of the buyers and readers of the books. Or to put it another way,

"the audience” of a piece of writing exists only in terme of the people

who have finished reading it.

ERIC
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"For some reason, the Austrian chickens . . ." to ". . .stuffed,

roasted, and garnished as he pleases."

The complete model will be found in the selection "Poultry
Geflligel"” taken from the book Gourmet®s 0ld Vienna Cookbock:
A Viennese Memoir by Lillian Langseth-Christensen, copyright
1959.

"Mix 5 tablespoons grated horseradish . . ." to ". . .that she

is addressing an experienced cook."

The complete model will be found in the selection "Hfthner mit
Gurkensauce” taken from the source cited above.
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3 lesson II
The Establishment of an Audience

Note §9_
teacher:

The urbane, skepticael persona of The New Yorker is found in
its quintessential form in the regular column "The Talk of the
Town." Tt is a good example of how a persona chooses and, in a
sense, creates its sudience. Many of the New Yorker's regular
writers have developed this style along personal lines (Richard
Rovere, quoted in Lesson V, 1s a good example), and its tone has
become 8o well established over the years as to be availeble to
advertising. The following excerpt from “"The Talk of the Town"
is eccompanied by two advertisements which imitate it.

N

. Aruitoxt provided by Eic:

10k
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"Oour intellectual faculties have been fairly lifted . . ." to

", . .distinguished itself in this matter of seaweed."

The complete model is taken from the article "The Talk of The
Town: Notes and Comment" found in The New Yorker, June 19, 1965,
p. 23.
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"We used to know a man who ordered a . . ." to ". . .to wear it

before then with your dinner jacket.®

Tl.e complete model is taken from the article "give it to your-
self” found in the New York Times, December 1ll, 1964, copyright
1964 by Wallachs, Inc. of New York, p. l1l4.
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"The Massachusetts Institute of Technology class of 1940 . . ."

to ". . .and wearing good clothes are quite unlikely to hurt a

man."

The complete model is taken from the article "want to make
$25,324?2" found in The Chicago Tribune, June 29, 1965, copyright
1965 by Baskins Clothing Company of Chicago, p. 1l2.

Full Tt Provided by ERIC.
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Note the following points:
1. The effect of the editoriel "we" in "The Talk of the Town,"

coupled with a familiar, even faneiful style. The impression
is that the voice represents the viewpoint of a whole set,
and thus that we, the avdience, could plausibly share it,
4zspite its decided idiosyneracy.

The nonsensical progression of ideas. The weird news item
mekes & good beginning. This is made even more ridiculous
by taking as a point of departure the least significant detail
of the story, the fact that the resort is "upper-middle clase."
If there is anything more preposterous than artificisl sea-
veed, it is artificial seaweed graded by the artificial etaﬁd-»
ards of the class structure. The article then jumps to
Ireland, read seaweed, and blancmange with no more excuse
then a transitional "meanwhile." The lame attempt to tie
things together in the last sentence is a palpable and delib-
erate failure, as foolish as the attempt to hold back "the
ravages of the tides" with artificial seaweed. Compare the
playful skepticism of Rovere's New Yorker article, quoted in
Lesson V. |

Verbal wit. The exaggeration of the opening sentence and
the inflated rhetoric of a phrase like "however violent, their
advance and however vulnersble the beaches" and the stilted
way of saying that blancmange sounds more like food for
animals than for men combine to mske the customs of the
British Isles look as silly as possible to the "irrefrangibly

Americen eye." The writer ie doing & little dance around the

nevs story. The persone is sophisticated enough to enjoy

N i e
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mere mental play, with no pretension to significance, and

he expects a similar sophistication in his audience. Compare
Rovere's introduction of the Queen of Sheba into a discussion
of the Kennedy-Krushchev summit meeting.

b, The use of this persona in advertising. To a certain
extent the persona of "The Talk of the Town" creates its own
audience. Whether or not we are as sophisticated as he is,
most of us would like to be, and we are quite happy to be
addressed as if we were. This makes the persona valuable

in edvertising, which so often proceeds by constructiﬁg a
product's "image" to coincide w:i:!'.h.the customer's desired
self-image. Thus, in these two clothing-store ads, we are
taken into the confidence of this genial boulevardier, by
the same familiar use of the editorial "we." We share'his
little jokes and are allowed to admire our own wit in so
doing. In his presence, we hardly think ourselves capable
of the vulgar instinct of bargain hunting (note the apology
for the low price of the topcoat).

5. The deliberately nonsensicel argument of the Baskins ad.
For one thing, when discuss:!.ng the benefits of an M.I.T.
diploma, the issue of whether or not to drop out of school
seems irrelevant; it exists on an altugether lower level of
discussion. Furthermore, the connection between English
artificial and Irish natural seaweed. The last paragraph
all but admits thie and, like the last sentence of “The

Talk of the Town" excerpbt, it lets uve in on the joke. The
rhetorical appeal is a common one in adveritsing. The cus-

tomer is flattered by being assured that he is too intelligent

st et s bt e
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to be teken in by phony advertising claims, and that Baskin
knows it. In addition there is a rather nice associastion
between an important New England school, high incomes, and
good clothes, which cannot be defended logically, but which
can be firmly implanted in our minde by the urbane voice

of Baskin's persona.

6. The strange story which opens the Wallachs ad. As in “The
Talk of the Town," the persone has a humorocus fondness for
such bizarre happenings and assumes that his auvdience does
too. This is the same sort of sophisticated playfulness that
would relish the gelf-indulgences recommended in the advertise.-
ment.

7. Verbal wit. The wordplay of "The Talk of the Town" is some-
vhat restrained in these ads, partly because they cannot assume
as sophisticated an sudience and partiy because of their more
clearly defined uvlterior motive. The use of “epicurean” to
describe a topcoat is somewhat playful, ané it has a nice
connotative connection with the "brandied fruit ceke" of the
first paragraph. There is self-directed irony in the phrase
"We illustrate our argument," since there is no real pretense
to argument here.

8. The more direct, less subtle definition of audience in the
ads. "The Talk of the Town" can assume e higher level of
sophistication in its readers than the writer of the two ads
can. The latter audience may heve to be t0ld how sophisticated

they are (New Yorker veaders know without being told). So, im

the end of the Wallachs ad we are reminded: “You'll want %o

wear it before then with your dinner jacket.” Notice that

©

Aruitoxt provided by Eic:
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they are not trying to sell the reader a dinner jacket. They
are assuming that he owns one and uses it frequently. In

The New Yorker, this assumption is silent.

Writing problems;
1. PFind other advertisements which use the "Talk of the T-wn"

persona and analyze its effectiveness in relation to the dif-
ferent products being sold.

2. Compare the manipulation of audience in the Reston, Sulz-
berger, and Krock articles. Do they pay their readers an
implicit compliment the way the Baskin:@ and Wallache ads
do? How do they select those elements which they would
eddress in the large and miscellaneous audience they share
with the two advertisers?

3. How does the typography of the (Baskin? Wallachs?) ad-

vertisement strengthen our gense of the persona?

©
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Lesson III

*Asked for his opinion of the cinema version . . .” to ". . .the

impeccably insufferable Higgins by Rex Harrison could not resist

her.”

The complete model is taken from the article "'Fair Lady' Film
Called 'Too Great'" by Brooks Atkinson, found in The Chicago
Tribune, December 2, 1964, section 2, page 5. Copyright 1964
by The New York Times Company.

———
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Note the following points:

This plece on My Fair Lady is an essay rather then a review.
That 1s, Atkinson makes no attempt to describe the picture in detail,
nor does he distribute praise and dblame. Instead, he picks one point
about the picture (its m_rerperfection) and develops it with different
kinds of material: the background details, the cost of the movie rights,
the romanticizing of the plot, and the casting of Hepburn, the “acting”
of Harrison.

Atkinson operates from the position indicated in Paragraph Four:
an implied contrast between the New York musical Theater (so-called) and
Hollywood. The original show was a "musical masterpiece.” Even Hollywood,
tasteless Hoilywood, "has not subdued the glow of the story or the rapture
of the music.” Consciously or not, Atkinson seems to be basing his style
and approach on his role as the former drama critic for the New York Times,
who has now become its "critic-at-larée. " In this context "critic-at-large"
simply means that Atkinson is allowed to cover more than the theater, and
thet when he does write on the theater, he must treat "implications,"” as
well as mere phenomena.

The tonz of the piece is supercilious’ largely as an effect of
the diction. Students may be asked to pick out the words that cauee the
effect. Por example:

1. Line 2. The remark "too great" is searching--really, even

though many readers might dismiss it as an intermission wise-crack.

2, Line 5. The repetitions of comstruetions with teoo.,

3. ILines 3-b. British swells.

L. Line 6. local characters in a Jolly mood.

% o
Supercilious may be translated as "condescending” or *snobbish.”

e e
-

IToxt Provided by ERI
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5. Lines 11-13. Quoting the program on the cost of the movie

6.
Te
8.
9.
10.

Line 17.
Line 18,
Line 19.
Line 38,
Line ho;

rights and, incidentally, reporting the cost of the program.

"stable of geniuses.”

"overvhelm, "

Hollywood's childish need to top.
One of the movie's superlatives.

The impececably insufferable Hilggins by Rex Harrison.

Students may 2lso be asked to pick out the words that esteblish

Atkinson's attitude toward the original show. For example:

1.
2.
3.
k.

Lire 18.
Line 20.

"this musical masterpiece.”

"glow of the story...rapture of the music."”

Lines 21-22. "literally haumting,’ forcing one to hum them.

Line 24,

“close to immortality."

If possible stuldents should see the comparative flatness of this diction;

O e s e e =L N
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Writing problem:

P

Probably many, perhaps moet, students would find difficulty
trying to write a piece in the manner of Atkinson'’s essey. For one thing,
they would not have his range of words. More important, Atkinson's tone
is likely to strike most high school students as somehow improper, impolite,
or unpleasant. And imitation of it would embarass them.

A possible, though difficult, assignment would ask students to
put themselves in Jack Warner's place and defend the picture against the

implied eriticism in Paragraph Two--what was Jack Warner probably trying
to accomplish by the authenticity of his qpectacle? How would he explain
his purpose?

Another possibility is to ask students to put themselves in the
place of an “ordinary citizen"(John Q. Public) who has seen the picture

and can't understand Atkinson's reservations. Mr. Citizen then writec

-

N

Atkinson a letter of reproof, rather angry in tone.

WIS

Full Tt Provided by ERIC.
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Lesson IV

Different Tones of One Voice

Note to
teacher:

A skillful writer can vary his tone to suit what he conceives
to be his audlence, or the conception that an edi’t;or has of the audience
of his magazine. Note: vhat changes and what does not in the following

selections by Richard Rovere.

ERIC
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*pPart of the difficulty, I think, is . . .®" to ". . .and the

possible is always in f£lux."

The complete model is taken from the article "Gauging the
Possibilities" by Richard H. Rovere, found in "Esquire", July,
1961, p. 34.

118
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"I could go on--and the case for the existence . . ." to ". . .

not on the basis of who's for them and who's against them."

The complete model will be found in the article "Shall We Let
Buckley Into the Establishment?" by Richard H. Rovere, found
in "Harper's Magazine", September, 1962, p. 42.
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3.

w_ _ .The adversaries will take one another's measure; . . ."
to ". . .not perceived even by those very close to him in the

White House."

The complete model is taken from the article "Letter from
Washington, May 24, 1961" by Richard H. Rovere, found in The




e
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4.

"In my view, which may be eccentric, it gains . . ." to

. . .applies, or soon will, one suspects, to most other gadgets.®

The complete model will be found in the article "The Invasion
of Privacy (l): Technology and The Claims of Community® by
Richard H. Rovere, printed in "The American Scholar®, XXVII,

Autumn, 1958, pp. 416-417.
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Note the following pointss

A journalist like Richard H. Rovere can develop a consistent
and recognizable persong, end yet modify it to sult different audiences.
The following excerpts are from four different periodicals, and his varia-
;hions iz persona indicate his Judgmen;h‘ of what the audience of each will
take. The Pirst two esseys from Esg.ﬁ; end Harper's--state the constant
feature of his personp, the rejection of dogme and ideology in political
questions iﬁ favor of e skeptical, "sophisticated” approach. The other
two essays illustrate this attitude in their treatment of a specific
event and a specific issue,

'l. The conversetional tone and thke skeptical persona. The

sentences are constructed so as to convey a tone of voice,

as in the broken-up, leisurely wovement of the opening
sentence of the Esquire excerpt, in which the comparison of
politics to lovo seems Juct to have occurred to him as he
spoke. The repeated disclaimers of any but personal avthori-

\ ‘ty, in phrases like "I think," "it seems %o me,” "so at

least I believe," and "In my view, which may be eccentric,”
schieve the same effect. The conversational atyle has al-
ways suited the skeptieal positlion, the classic example
being Monteigne. One might compere Rovere's style to that
of Reston, 2nd contrast 1t with that of Krock and Sulzbexger.

2. The wacy, Esgquire tone. Bequire eultivetos a sassy dmage,

with flaubouyant layouts, a testeful tut insistent emphasis
on sex, and highly literate; generally irreverenbt writing.
Rovere adepts himself to this prevailing intellectual
hedonism by comparing political commitment to & love affair.

He does this early in the persgraph so tha;l; the sensusl im-

[ C
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plications of another comparison, of politics to "a ripe
peach” ready for "eating,” are tolerably clear. We are
invited to love and leave the many seductive ideologies
that cast themselves at our feet. Rovere seems a bit of a
cad, addressing himself to the ced in each of us. By his
choice of a comparison, he imputes to us énough gexual
experience to make his political lesson perfectly clear.

Ve are flattered; we are convinced.

3. The debater’s tone. The article in Hamer’ g8 ansvers a

eriticism by William P. Buckley of Rovere’s essay "The
Americen Estoblishment,” in which Rovere had spoofed the
belief of Buckley and other conservatives that certain highly
placed 11'bez;ala exert a disproportionate power over American
opinion, Buckley claimed that this belief was well grounded
and that his own views were closer to those of “the people”
at large. The tone of Rovere'ls replj is more dignified and
intellectual, partly because he is énswering a man whose
viewa differ so widely from his own as to make ihe very def-
inition of terms a point of controversy and partly because
his forum is one of the most venerable of Americen perioficals.
Note the elegance arn? care of the third sentence, in the
complexity of ite structure and in the precise yet abstiect
imagery of a phrase like “the look and texture of an
ideclogy.” There are several examples of this imegistie
handiicg of a‘bs%ra@:ti@ns in the paragraph, some of which
would be no discredit to Samuel Johneson. There is a note

of elevation in phrases like "I see little profit” (not

I don't see any point") and "I trust,” but they also sorve
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to maintain the personal, non-authoritative tone of Rovere's
gkeptical persona. As befits his present roie as a debater,
his skepticism shows itself in logicel distinctions and
rejections of inadequate terms and concepts. All this
dignity and logic i3 given a somevhat ironic cast by the
sudden descent to a "pecking order, " which, it turns out,
is.-all that has been bothering Buckley. This in turn lends
a special force to the charge of relativism made against
Buckley in the last sentence.

k., The New Yorker tone. The most remarkablc Peature of this

.pasé&ge is vhe disappearance of the first personal pronoun.
Rovere is a regular contributor to the New Yorker, and when
he returns to its page: he lopees into the "house voilce,”
which probably was a formebive influsnce on his own character=
istic voice. Here, skepticism is itself authoritative. He
is surrocunded by writers who share his wry outlosk, and he |
addresses readers who aspire to it. Therefore, the self-
deprecetory "I think," end "it seems to me" become superfluous.
Toerefore, as well, he can permit himself a cadenza on the
Queen of Sheba, in order to clear President Kenncdy of a
"frivolous inskinct” in visiting Premier Krushchev, although
he knows (and we know) that the rhetariea:l. effect is precisely
the opposite. There ig a @@main’@aﬁisfa@ti@n in his reali'w
sation tha the "White Pruse people” are uot a “partieuvleriy
reverent lot.” Ticy teo will contribute to the guessing
game that so delights Rovere by proposing “a Royal Cousins
ﬁhe@ry, " a phrase which does not have to be explained to

the pophisticated readers of the New Yorker, The game

[.
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progresses as we are told that "the general belief is” ome
thing while “the White House is able to say” another, and
that, besides all this, "there remains the possibility” thet
the President knows something no one else doces. As the
speculations multiply, Rovere loves them and leaves them
with the caddish skill he recommended to us in Bsquire.

S The seeker after truth. Rovere's tone in The American Scholar

article 1s serious, but generally colloquial. Phrases like
“hard facts of life,” "dirty business,” "dirty pool" keep
things on a familiar level. This is appropriale since Rovere,
& liberal, is rejecting many libersl postures, among them a
tendency “to expend rhetoric" over the issue of privacy. The
sentences have the uneven rhythm of spoken languege, and
there are many first-person disclaimers of authority. The
argurent moves with fairly rigorous logie. The first paro-
graph is mainly concerned with rejecting a false distinction.
The rejection is stated, then illustrated with four examples.
Then a distinetion is male between kinds of distinctions,

and if the “rationale" for this ceems a bit humorous, it is
not playful as are The comparisons intvoduced in the Esquire

and New Yorker excerpts. Rovere's skepticiem here serves a

serioue and useful function. He is addressing an auvdience
whose views eoincide with his for the most part and searching
out for himgel? and for them the strengths and weaknesses
of their common position. In this he illustrates the true

value of the sopbistication be vecommends in Esquire.

ERIC
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Writing problem:

1. As suggested in Point 4, The New Yorker seems to have been
o formative influence on Rovere. Compare the excerpt from  °
his Nev Yorker article with "The Talk of the Town" quoted
in Lesson IV,

2. Of the New York Times columnists guoted in Lesson IV, James
Reston is probably closest to Rovere in g2neral tone, although
there are significant differences. Compare the two and try
to specify the nature and source of these differences.

3. DRewrite the excerpt on wire tapping for Esquire.

b, Try to describe the moral vieion which lies behind Rovere’s
voice in all of its tones, as was suggested earlier with

Sulzberger, Reston, and Krock.

S s i
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jTelase I '

The Voices of Public Men

Note to
teacher:

When a politician addresses an audience he wants to project
an image of himself that will please that audience. This involves an
estimate of himself and of them. Working from these estimates he creates

a persona, selecting one of the several tones of '?’oice he is cuapable of.
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BRUTUS. Be patient till the last.
Romans, countrymen, and lovers! Hear me for my cause, and
be silent, that you may hear. Believe me for mine honour, and
have rospeect to mine honour, that you may believe. Censure
5 me in your wisdom, and awake your senses, that you mey the
better judgz. If there be any in this assembly, any dear
friend of Caesar's, to him I say that Brutus® love to Caesar
was no lessg tkan his. If then that friend demand why: Brutus
rose against Caesar, this is my answer:--not that I loved
10 Caesar less, but that I loved Rome more. Had you rather
Caesar were living, and die sll slaves, than that Caesar were
dead, to live all freemen? Ae Caesar loved me, I weep for him;
a8 he was fortunate, I rejoic; at it; as he wés valiant, I
houour him. But as he was ambitious, I slew him. There is
15 tears for his love, joy for his fortune, honour for his
valour, and death for his ambition. Who ié here so base thatb
would be a bondman? If any, speak, for him havé I offended.
Who ig here so rude that would not be a Roman? If any, speak,
for him have I offended. Who is here so vile that will not
20 love his country? If any, speak, for him have I offended.
I pause for a reply. J
ALY, YNone, Brulus. None.
BRUTUS. Then none have I offended. 1 ha*;e done no more to Caesar
than you shall do 4o Brutus. The gquestion of his death is
a5 enrolled in the Capitol, his glory not extenuated, wherein
he was worthy, nor his offences enféme@ » for which he suffered
death. [8.D. Enter Mark Antony, with Caessx's body.] ﬁére

comes his TLody, mourned by Mark Antony, who, though he had no

ERIC
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hend in his death, shall receive the benefit of his dying, a
place in the commonwealth--as which of you shall not? With
this I depart-~that, as I slew my best lover for the good of
Rome, I have the same dagger for myself, when it shgll please
my country to need my death.
Atl,. Live, Brutus! Live! live!
1. PLEBEIAN. Bring him with triumph‘-hpme unto his house.
2. PLEBEIAN. Give him a statue with his ancestors.
3. PLEBEIAN. Let him be Caesar.
I, PLEEEIAN. Caesar’s better parts shall be crown'd in Brutus.
1. PLEBEIAN. We'll bring him to his house with shouts and clamors.
BRUTUS. My countrymen.
2. PLEBEIAN, Peace! silence! Brutus speaks.
1. PLEBEIAN. Peace ho!
BRUTUS. Good countrymen, let me depart alone,
nd for my sake, stay here with Antony. .
Do grace to Caesar’s corpse, and grace his speech
Tending to Caesar's glories, which Mark Antony,
By our permission, is sllow’d to make, |
I do entreat you, not a man depart,
Save I alone, till Antony have spoke.

| from Juliue Caesar,
Act JIII, Scene 2.
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Note the following points:

1. The reasonable, humble tone of Brutus. He lmmediately
directs sttention away from himself; he would be heard
for his cause and for his honor, not for himself. His
emphasis is placed on the exercise of reason--he asks hie
audience to "juige"--rather than on emotions. His only

personal remarks are applief to Caesar, and they dwell more

on his good qualities than his bad. These, too, are worked
into a neat, logical pattern (1l. 6-14 ), and the appeal is
not to love or hate but to balance different considerations.
Brutus clearly places himself above emotional arguments in
his pose as statesman. ‘
2. His attitude toward his audience. Throughout the play
Brutus judges other men by his own measure. So, here, he
clearly believes he is addressing a group of men who are
as reasonable as he is. "His one emotionel appeal is to his
audience's rational love of freedom: “"Had you rather Cacgsr
were living, and die all slaves, than that Caessr were dead
to live all freemen?" This is a very effective appeal,
but it is typical of Brutue that he doces not sustain it.
He turns to Ceesar's good quelities, trusting in his audi-

ence’s ability to weigh them judlciously against his bad.

He.returns to the appeal to freedom and asks several loaded
questions followed by a very effective pause. But egein he

does not pursue his advantage, brushing aside Caesar’s offenses

("The question of his death is enrolled in the Capitol. , ."),
and crediting his audience with enough intelligence to in-

vestigate and evaluate the details for themselves. Note

©
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also how his introduction of Antony plants the idea that
others in the government will share a gain now that Caesar
is dead, an idea that Antony will later develpp against him.
3. Brutus’s misjudgement of his audience. This can be seen
ir the mob's response, even though it is positive. Particu-
larly in the line, "Let him be Caesar," they show that they
have no genuine idea of the rational freedom offered them

by Brutus, or of what it means to be a "Roman" in Britus's

P R TR T Y

sense. Their interests are emotional and personal; they

want a strong, even a tyrannous, lesder. Note the distress

of Brutus'’s reply, and his continuing appeal to reason and
fairness, which play right into Antony's hands.,

[C

Full Tt Provided by ERIC.

mwmam-wu‘m o xdent AN, L\ W



IToxt Provided by ERI

ERIC

135-136

2.

"ILLadies and gentlemen, I think sometimes . . ." to ". . .and

letting me meet with you for this brief moment. Thank yocu."

The complete model is a speech made by Dwight D. Eisenhower on
June 14, 1952 taken from the selection "The Speaker and His
Audience" found in the book The Psychology 9of Persuasive Speech,
2nd Edition, by Robert T. Oliver (New York: David McKay
Company, Inc., 1957), pp. 63-64.
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Note the following points:
1. His claims to humility. He gets "¢ired of [his] own
voice." He is "a simple fellow,” amazed that people "are

interested in the views I may hold ebout today's live and

problems,"” and privileged "to meet just some more Americams."
He :is still learning: meeting Americans and attempting to
write speeches are "instructive" experiences. He doesn't
like "the veriteal pronoun.” All these claims are intended
to make ug trust him because, by a common rhetorical exten-
siuvn of the democratic ideal, a man is fit to lead only if
he is no better than his fellows.

2. The "honesty" of his approach as opposed to the implied

"dishonesty” of certain other approaches. The reference to
l:_is "military training” calls up the associations of manly )
strength, knighthood, fingle-minded resolution, and so on
vhich are in sharp contrast to the qualities that prevail

in his present sphere of activity. He disscciates himsczlf
from this sphere by his evident dislike for the term "politi-
cal advisors." He is throwing away his written speeches,

the implication being that written speeches are not as ;
"natural” or honest as his presernc talk "without bemefit of i,
paper.” As a corollary of the humility of his persona, he y
disclaims any extraordinary knowledge or abilities, implying ?
the dishonesty of anyone so endowed by calling lﬁm a "medicine
man" who ﬁawks “panaceas" (and who uses fancy Greek words as

a cover-up'., Finally, he says directly that his is an

"honest decent approach,” and that if he blunders people

"will realize at least that [he] is sincere."

'E C
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His concept of his audience. They are a group interested
in his views. They are Americans end “people of Detroit,”
Among tﬁem are some of his "intimate freimds.” They honor
him by listening to him speak. They are simple folk like
himself who share the democratic assumptions of his humble
persona and who will respond appreciatively to the flattery

he offers them.

k. The dangere of assuming such g persona. Whetever his

intentions, Eisenhower's speech and his pose are not honest
at all, and another speaker would have to rely on a reather
lov level of sophistication in his aulience if he were to
escape detection. To profese "almost amazement" at bis
audience's interest is to claim ignorance of the fact that
he is a :frc;ntrunner for the Republican presidential womina-

tion. He promises to deal honestly with “this problem,"

but he never teils us what the problem is. A speaker without

Eisenhower's obvious and radient sincerity would be accused
of playing a shell game if he were to adopt these tactics.

(Eisenhover also had certain historical circumstances

going for him, and a long study could bo melie of his rhetori-

cal success in the lieht of these.)
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"We observe today not a victory of party but . . ." to ". . .

that here i1 earth God's work must truly be our own."

The complete model is taken from John F. Kennedy's Inaugural
Address delivered on January 20, 1961, published in the anthology
To Turn the Tide (New York: Harper & Row, Publishers, Inc.,
1962) , pp. 37-40.
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Note the following points:

R SN 1 !

1. The subordination of the speaker's individual personality
to his historic role. The “vertical pronoun" appears once in %
the second sentence, then not again until close to the end of
the speech ("I do not ehrink from this respomsibility . .").
Each time it quickly makes way for the larger, more character-
istic "we." The central rhetoricel device of the speech is
this use of "we" with its grad{;ally expanding range of ref-
erence, At the outset it is made to include more than one
"party." It includes all Americans, so that when he says
"This much we pledge,"” it is immaterial to ask whether he
means the new wJdministration or the "new generation”: the
two have become identified. Then, for a moment at least,

"we" includes "those old allies vhose cultural and spiritual
origins we share" and it is uncertal at what point in the
following paragraphs it relinquishes this added territory.
Soon he directs his attention to "those nations who would
make themselves our sdversary" (not to "our enemies"; note
that he reserves this harsher word for the abstractions

"tyranny, poverty, disease and war itself," which are typi -

cally, "eommon enemies of man"). Vhen, a few paragraphs later,

he says "So let us begin anew,” that recurring pronoun has

growm to include "both sides," and their common mission has
the sanction of Isaiah, a strikingly nonpartisan use of the
Bible.

2. The definition of that historic role. Kennedy immediately

T N I S

identifies himself with America'’s past by linking that rare

"vertical wronoun" with "thL. same solemn oath our forebears

iy
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prescribed nesrly a century end -three-quarters ago.” He
reminds us that the great issue in a chahged world remains
“the same fmvolﬁtieuary belisf for which our forebears
fought." The sense of historic process is implicit in his
identification with "a new generation of Americens.” The
placement of himself and his audience in this procese is
most vivid in the paragraph beginning "In the long history
of the world .. ."

3. His attempt to unite the factions of his audience into the
consensus implied in his use of "we." Kennedy was preaching
a very liberal, internationalist foreign policy, and he knew
that his audience included conservative elements opposed to
such a policy. Several very carefully constructed phrases
show his efforts to conciliate these groups. Aid to poorer
nations will be “to help them help themselves,” not a hand-
out, as conservatives fear. At the same time, it will be
done simply "because it is right,” a statement that would
warm the heart of the most enthusiastic liberal. He has the
liberal's desire to "help the many who are poor" because of
his conservative determination to “save the few who are
rich.” Most famous is his accomodation of the liberal and
conservative approaches t¢ the enemy: "Let us never negotiate
out of fear, but let us never fear to negotiate."

L, His poeticizing of the frustrating realities of international
polities. The nature of the cold war, with its goal of con-
téinment rather than victory, has been a continous frustration
t0 & nation which once thought itself invineible. Kennedy
could not realistically promise victory, but he did try to

©
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lend a kind of glory to the American posture, because this
is what any political awdience craves. He does this by in-
voking "a new generation . . . disciplined by a hard and

' bitter peace." Perhaps the most effective exemple of this
rhetorical strategy is the long sentence near the end of

the speech which begins, "Nou the trumpet summons us agein. . ..

Note how the rhetoric of battle transforms the uneasy, un-
satisfying peace into a glorious struggle. It is a "twilight
struggle,” however, and that phrase makes the grey area
vetween victory and defeat a romantic place where heroism

is still possible. The call to this new kind of heroism is
sounded again and again in such oratory phrases as "Let the
word go forth," "Let every nation know," "Let us begin,"

and so on.

5. The air of seriousness and intelligence and the impﬁtation
of these qualities to the audience. The tone of the speech
i8 earnest and straightforwerd. The rhetoriec is polished,
and there are many a@llusions to widely known and respected
documents, most prominently to the Bible. In the generally
high level of his discourse Kennedy implies a high regard
Por the intelligence and seriousness of his audience, an

impiication born out by his use of “we," discussed above.
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Writing problem:

1. Brutus, Eisenhower, and Kenncdy all use self-effacement
in their public personae. Compare their different purposes
and degrees of success in the use of this device.

2. Eisenhover and Kennedy both eddress themselves to the
same sense of frustration in their audience (see point b
under Kennedy.) Compare their attitudes as shown in their
rhetorical stances. A knowledge of the historical back-
ground would help here, but 1ls not absolutely necessary.

3. Discuss the relation of sincerity to rhetorical shrewdness
in these three speeches. Which speech is the n;os'b contrived,
the most skillful in its manipulation of the audience? Which
is the most honest? To what extent is a carefully constructed
persone a falsification of the self, and to what extent is
it a clarification of the self in a given situation?

k. Both Brutus and Xennedy speak on a high plane and ~ssume
that their aulience can respond intelligently. Why does

Kennedy succeed in this while Brutus feils?




