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I. PHONETICS AND PHONOLOGY

1.1 INTRODUCTION

In a second language (L2) learning situation, maximum deviation is found to 

be at the phonetic and phonological levels. As teachers of English as L2 we should, 

therefore, pay special attention to this aspect of the language. A thorough knowledge 

of the sound system of English and also of the Li of the learners (viz. Malayalam) is 

essential on the part of the teachers of English. The target language English and the 

mother tongue Malayalam, having descended from two different language families, 

Indo-Aryan and Dravidian respectively, their phonological systems do differ to a great 

extent. Identification of and familiarity with the points of difference between the two 

languages, which are likely to be responsible for a major part of the deviations in the 

L2 (English) of the learners, will help us direct our students steer clear of the likely 

pitfalls. We can draw their attention to the common phonological deviations, 

segmental as well as suprasegmental, in the English of Indians in general, and of 

Malayalees in particular. While the RP remains an ideal, let us aim at an Indian 

standard, characterised by intelligibility for the native as well as non-native users of 

English.

As teachers of English as L2, it is our duty and responsibility to use a sort of 

standard, rid of regional angularities so that our English serves as a model to our 

students. To most of them, probably, our use of English is the major, if not the only, 

source of exposure to spoken English. Therefore, let us try to be models to them and 

also be equipped with sufficient scientific knowledge to help them learn and use an 

acceptable variety of spoken English. It is important that we teachers apply our 

knowledge of the phonological features of English when we use the language and also 

insist on our students doing the same. This module on English Phonetics and 

Phonology should be studied with emphasis on practice rather than theory. We 

should apply our knowledge when we use the language and in tum help our students 

do the same. /
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1.2 OBJECTIVES

This unit proposes to provide

a) a description and classification of the segmental phonemes of English 

RP

b) a description of the sound systems of GIE and of standard Malayalam

c) a brief account of the major suprasegmental features of English

d) a note on the common phonological deviations in the English of 

Malayalee learners and

e) guidelines to teachers to help their students improve their spoken 

English.

1.3 PHONETICS AND PHONOLOGY

Phonetics and Phonology are two basic aspects or levels of Linguistics i.e. the 

scientific study of language.

Phonetics deals with the study of speech sounds in general, with the 

production, transmission and reception of the sounds used in human speech, not with 

reference to any language in particular.

Phonology, on the other hand, is concerned with the sound systems of 

particular languages. We can speak of the phonological system of English or 

Malayalam or Kannada. It deals with the distinctive sounds and their specific 

patterning in a particular language. It comprises a study of the distinctive phonemes 

of a language, their functional behaviours, combinatory possibilities or syllabic 

structure and the nature and use of such prosodic features as stress, pitch, intonation, 

etc.

1.4 PHONETICS

Phonetics is that aspect of linguistics which deals with the study of speech sounds, 

with the production, transmission and reception of the sounds used in human speech, 

i.e. how speech sounds are produced, transmitted and received by human beings. 

Accordingly we have articulatory phonetics, dealing with the production of speech 

sounds, acoustic phonetics, with the transmission of sounds, and auditory phonetics, 
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with the reception and perception of sounds. Since our primary concern here is the 

sound system of English, a description of its phonetic characteristics and phonemic 

behaviour is important. The nature and production of the sounds of English, i.e. the 

articulatory phonetics of English, may be studied first, and then their patterning i.e. 

the phonemics or the phonological system of English. A study of the human speech 

mechanism is essential for this purpose.

1.4.1 The Air-Stream Mechanism

An air-stream mechanism is needed to provide the energy required for the 

production of speech sounds. The air that we breathe out, i.e. the air-stream expelled 

from the lungs, is modified to form speech sounds. This air-stream involving lung- 

air is called pulmonic air-stream. The air-stream that is pushed out is called egressive 

and that which is drawn in is called ingressive.

For the production of speech sounds of most languages in the world a 

pulmonic egressive air-stream mechanism is used i.e. the lung-air that is pushed out 

from the lungs. In fact, all the sounds of English and of most Indian languages except 

Sindhi, are produced with a pulmonic egressive air-stream mechanism. The air- 

stream expelled from the lungs undergoes modification. Various organs in our body 

are involved in modifying it into speech sounds. These organs are called the Organs 

of Speech.

1.4.2 The Organs of Speech

The organs involved in the production of speech can be divided into three 

groups, 1. the respiratory system, 2. the phonatory system, and 3. the articulatory' 

system.

The Respiratory System

The respiratory system consists of the lungs, the muscles of the chest and the 

windpipe (trachea). When the walls of the lungs contract by the action of the 

respiratory muscles, air from the lungs is pushed out. This air that passes out through 

the wind pipe is utilized for the production of speech sounds. Thus the function of the

3



lungs and the wind-pipe is to provide the air-stream required for the articulation of 

speech sounds.

Figi. The Organs of Speech

The Phonatory System

This comprises the larynx which is situated at the top of the wind-pipe. The 

air from the lungs passes out through the wind-pipe and the larynx. In the larynx is 

situated a pair of lip-like structures called the vocal cords or the vocal folds. They are 

placed horizontally from front to back. The vocal cords can be held close together or 

wide apart. The space between the vocal cords is called the glottis. The glottis can be 

kept shut or open by holding the vocal cords together or apart. When we swallow 

food or water, the glottis is shut to prevent the food or water from entering the wind

pipe. When we breathe in and out, the glottis is open, with the vocal cords drawn wide 

apart.
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In the production of certain speech sounds, the vocal cords are wide apart and 

the glottis is open so that air passes out through it freely without any friction, 

producing the sound called breath. The speech sounds thus produced with the glottis 

wide open are called voiceless sounds or breathed sounds. For example, the first 

sounds in the English words pill and king.

During the production of certain sounds, the vocal cords are loosely held 

together and as the air from the lungs is pushed out, they vibrate producing the sound 

called voice. The sounds thus produced, with the vibration of the vocal cords, are 

called voiced sounds. For example, the first sounds in the English words bag and 

dance.

The Articulatory System

The articulatory system consists of the pharynx, the oral cavity (the mouth), 

and the nasal cavity. The air from the lungs passes through the larynx into the 

pharynx and then out. through the oral and nasal passage.

The roof of the mouth

The roof of the mouth comprises the teeth-ridge. the hard palate, the soft 

palate and the uvula. The hard convex part immediately behind the upper front-teeth 

is called the teeth-ridge or the alveolar ridge or the alveolum. The hard concave area 

behind the teeth-ridge is called the hard palate. The roof of the mouth then becomes 

soft and fleshy and this soft portion is called the soft palate or velum. At the extreme 

end of the soft-palate is the fleshy finger-like structure called the uvula. You can feel 

these divisions with the tip of your tongue, the convex teeth-ridge, then the hard 

concave hard palate, and the soft fleshy velum. It is not possible to feel the whole of 

the soft palate or the velum.

The soft palate can be lowered or raised by the action of a hinge-like structure. 

If the soft palate is raised, so that it touches the back wall of the pharynx, the nasal 

passage will be closed and the air can escape only through the mouth. Sounds 

produced with the nasal passage closed in this way and air escaping through the 

mouth alone are called oral sounds.
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Eg. AN the sounds in the English words feel, cake and sack.

Fig 2. Soft palate in the raised position, blocking the 
nasal passage of air - production of oral sounds

If the soft palate is lowered so that the nasal passage is open, and the oral 

passage is blocked at some point, air can escape only through the nose.

Sounds during the production of which air thus escapes only through the nose 

are called nasal sounds. Eg. the first sounds in the English words mat, nap and the 

last sound in sing.
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Fig 3. Soft palate in the lowered position, blocking the 
oral passage of air - production of nasal sounds

The Tongue

The tongue is an important speech organ. It does not have any physical 

divisions like the roof of the mouth. But for the purpose of description, we can divide 

it into three main parts, corresponding to the divisions of the roof of the mouth. The 

part of the tongue that lies opposite the teeth-ridge when the tongue is in a position of 

rest is called the blade of the tongue. The extreme tip of the blade is called the up. 

The tip and the blade together are called the apex. The part of the tongue which lies 

opposite the hard palate when the speech organs are at rest, is called the front of the 

tongue. The part of the tongue which lies opposite the soft palate when the speech 

organs are at rest, is the back of the tongue.
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The Lips

The position of the lips affects the quality of vowels. They play an important 

part in the articulation of certain consonants also, the quality of consonants being 

affected by the lip position of the adjacent vowels.

In the articulation of speech sounds, one of the articulating organs 

(articulators) moves towards the other, which is stationary. The articulators which 

move are called the active articulators and those which remain passive are called the 

passive articulators. The lower lip and the tongue are active articulators whereas the 

upper lip, the upper row of teeth, and the roof of the mouth are always passive. Thus, 

in the production of / f / and / v / in English, the lower lip is brought towards the 

upper row of teeth.

1.4.3 The Classification and Description of Speech Sounds

Speech sounds may be broadly classified into two groups - vowels and 

consonants.

1.4.3.1 Vowels

Vowels are voiced sounds during the production of which the air escapes 

through the mouth freely and continuously, unaccompanied by any audible frictional 

noise. For example, the last sounds in she and he. All other articulated sounds are 

consonants. Vowels are thus articulated with a stricture of open approximation, i.e. 

the active articulator, the tongue, is raised towards the passive articulator, the roof of 

the mouth, in such a way as to leave sufficient space between them for the air to 

escape freely and continuously.

Vowels can be classified based on (1) the position of the lips, (2) the part of 

the tongue that is raised, and (3) the height to which it is raised. According to the 

position of the lips, vowels can be classified into two categories, rounded and 

unrounded. Rounded vowels are those during the production of which the lips are 

rounded i.e. drawn together so that the opening between them is more or less round. 

For example, vowels like / u: /, as in pool and / ^- / as in short have rounded lip 

position. There are two mam types of rounding called close lip rounding and open lip 

rounding. Unrounded vowels are those during the articulation of which the lips are
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spread or neutral. The vowels / i: /, as in seat and I e I as in set are unrounded 

vowels. If the spreading of the lips is very’ marked, the vowels may be termed spread, 

and if not so marked neutral.

Based on the part of the tongue that is raised, vowels can be classified into 

front vowels, back vowels and central vowels. Front vowels are those vowels in the 

production of which the front of the tongue is raised towards the hard palate. There 

will be sufficient space between the front of the tongue and the hard palate for the air 

to escape without any friction; eg. English vowels / i: / as in beat and /e/ as in bed. 

Back vowels are those vowels during the production of which the back of the tongue 

is raised towards the soft palate, leaving sufficient space between them for the air to 

escape without any friction. Eg. English vowels /a:/, as in calm and / u: / as in cool. 

Central vowels are those vowels during the articulation of which the centre of the 

tongue (i.e. the part where the front and the back of the tongue meet) is raised towards 

the part of the roof of the mouth where the hard palate and the soft palate meet. Eg. 

English vowels /A / as in cup and / 3: / as in heard.

The vowels of English RP

English RP has twenty vowel sounds, twelve of which are pure vowels or 

monophthongs of the type we have already discussed, and the other eight are vowel 

glides or diphthongs.

The twelve pure vowels in English and their positions can be marked on the 

vowel chart as shown below :
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Fig 4. Tongue positions of the pure vowels of RP

The vowels in English are described below with three-term labels; their 

symbols and words illustrating them are also given.

7 short vowels

/ i / Unrounded, front (slightly retracted) half-close (slightly- 
raised)

Hit, p/t

/ e / Unrounded, front, between half-close and half-open. Met pet

/ 3® / Unrounded, front, open (closer to half-open) hat cat

/ / Rounded, back, open hot pot

/u/ Rounded, back, slightly fronted, half-close (slightly raised) Fall, pwt

/A/ Unrounded, central.half-open Hwt. cwt

/9/ Unrounded, central, between half-close and half-open. Father, clever

5 long vowels

/ i;/ Unrounded, front, close Heat, meet

/u:/ Rounded, back, close Fool, cool

/ ct:/ Rounded, back, open Ca/m.harm

/ 0-7 Rounded, back, half-open all. short

/ 3:/ Unrounded, central, between half-close and half-open B/rd. g/rl

Diphthongs

Diphthongs are sounds during the articulation of which the tongue starts in the 

position of a particular vowel and moves in the direction of the position of another 

vowel, within a single syllable. In other words, diphthongs are vowel glides or 

vowels with a changing quality7; the glide should take place within one syllable. Thus, 

in the production of the English diphthong 1^1 the tongue moves from the position of 

/e/ to the position of /1 / . If the two vowels belong to tw7o different syllables, the 

glide will not be considered a diphthong but a sequence of two vowels. For example, 

the monosyllabic word, eyes has the diphthong /cil/ since it is in a single syllable.
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But in being / tn^/ the two vowels belong to two different syllables and hence this 

glide does not constitute a diphthong, but a sequence of two vowels.

Diphthongs are represented by sequences of two symbols, the first indicating 

the starting point and the second the direction of movement. The starting point is 

referred to as the first element of the diphthong and the point towards which the glide 

is made as the second element. For example, in /el/, /e I is the first element and / I I 

the second. Since vowels of changing quality are called diphthongs, vowels that do 

not change their quality’ are called monophthongs or pure vowels. The 12 pure vowels 

of English have already been described. The eight diphthongs of English are 

described below.

The diphthongs of English RP

The diphthongs of RP may be classified into closing diphthongs and centring 

diphthongs.

Closing Diphthongs

Diphthongs in which the glide is from one vowel position to that of a close or 

high vowel may be called closing diphthongs. Closing diphthongs in English are / ei/ 

/. I Of /, /&I/, /3^r/ and /dif /. The following diagram represents the closing 

diphthongs in English.

aiau
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Fig 5. Closing diphthongs of RP

A dot represents the starting point and an arrow the direction in which the 

glide moves. Of these diphthongs, three glides in the direction of the front vowel HI, 

viz. /□// and Ml /. They may be called fronting diphthongs. The other two, viz.

and/4v/ glide in the direction of the back vowel / T5/. They may be called 

retracting diphthongs. The closing diphthongs of RP are represented below

illustrated in words.

Closing Diphthongs

/£!/, make, pale

/□!/, bay, cay

/4l/, hi"//, sky

/3 v/, na, baat

Mu/, harv, caw

Centring Diphthongs

There are three diphthongs in RP which glide in the direction of the central 

vowel / 3 / viz. /13/, / e 3/ and /us/. These may be called centering diphthongs. 

Their tongue positions are indicated in the diagram below.

..
/

V-

Fig.6 Centring diphthongs of RP
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The centring diphthongs of RP are represented below as illustrated in words: 

Centring diphthongs

/13/, 
/ea/, 
/vd/,

here, mere 

pair, there 

poor, sure

Falling and Rising Diphthongs

Diphthongs in which the first element has greater ‘prorninence than the 

second element, which is only lightly sounded, are called falling diphthongs. The 

prominence of the sound undergoes a diminution as the articulation proceeds. All the 

closing diphthongs in English, and the centring diphthong / 6 3/ are falling, the second 

element being less prominent.

In unaccented syllables, as in the second syllable of period / pionod /, the 

first element of the diphthong may be the weaker of the two elements, i.e. the 

prominence increases as the articulation proceeds. Thus the first element / J / of the 

diphthong 113/ in the second syllable of the example is weaker than the second 

element / 3 /. Such diphthongs with a stronger second element are called rising 

diphthongs. The centring diphthongs /!□/ and /va/ are also ‘falling' with greater 

stress on the first element, but the ‘rising' van eties of these also occur in RP in 

weakly stressed syllables as in the second syllable of the example given. In the word 
‘experience ’ /lbs the first / 13 / is falling and the second one rising.

1.4.3.2 Consonants

Consonants include all breathed (voiceless) sounds, and those voiced sounds 

produced by means of an obstruction in the mouth, or by a narrowing of the air 

passage, giving rise to a frictional noise.

We need the following pieces of information for the description of a consonant

sound

a) the air stream mechanism

b) the state of the glottis
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c) the position of the soft palate

d) the articulating organs or points of articulation, and

e) the manner of articulation or the stricture involved.

We have already discussed the first three and found that all English sounds are 

produced with a pulmonic egressive air stream mechanism. The sounds produced 

with the glottis open are voiceless and those produced with the glottis closed are 

voiced. According to the position of the soft palate, the sounds may be nasal or oral. 

Now let us consider the last two, (d) and (e), i.e. the articulating organs and the 

manner of articulation.

The articulating organs or places/points of articulation

Based on the articulating organs or points/places of articulation, consonants 

can be classified as follows :

1. Labial. In the production of labial sounds, the lips are involved. These may 

be sub-divided into bilabial and labio-dental. Bilabial sounds are those sounds in 

the production of which both the lips are involved, /p, b, w/ and /m/ are the bilabial 

sounds in English. The lower lip is the active articulator and the upper lip the passive 

articulator. Labio-dental sounds are produced with the upper row of teeth against the 

lower lip. / f / and / v I are the labio-dental sounds in English. The active articulator 

is the lower lip and the passive articulator the upper row of the teeth.

2. Dental. The sounds produced with the tip of the tongue against the upper row 

of teeth are called dental. / 0 / as the first sound in //link and 1^1 as the first sound 

in this are the dental sounds in English. The active articulator is the tip of the tongue 

and the passive articulator the upper row of teeth.

3. Alveolar. These are sounds produced with the tip or blade of the tongue 

against the teeth-ridge (also called the alveolar ridge). /1, d, n, 1, s / and /z/ are the 

alveolar sounds in English. The active articulator is the tip or blade of the tongue and 

the passive articulator is the teeth-ridge.

14



4. Post-alveolar. The tip of the tongue is the active articulator and the back part 

of the alveolar ridge (i.e. the part of the roof of the mouth that lies immediately behind 

the teeth ridge) is the passive articulator. The tip of the tongue is held close to, but 

not touching the rear part of the teeth-ridge. The first consonant in the English words 

right, record etc. is an example of a post-alveolar sound.

5. Palato-alveolar. Along with alveolar articulation (i.e. with the tip and blade of 

the tongue against the teeth ridge), the front of the tongue is raised towards the hard 

palate. Such sounds are called palato-alveolar. / J / as in s/iip, / j / as in plea^wre, 

I / as in c/iair and /c/j / as in jam, are the palato-alveolar sounds in English. The 

active articulators are the tip, blade, and front of the tongue and the passive 

articulators, the teeth-ridge and the hard palate.

6. Palatal. The front of the tongue is raised towards the hard palate, /j / as in 

you is the only palatial sound in English. The front of the tongue is the active 

articulator and the hard palate is the passive articulator.

7. Velar. The back of the tongue is raised towards the soft palate (also called 

velum). The back of the tongue is the active articulator and the soft palate is the 

passive articulator. / k, g / and / ^ / are the velar sounds in English, as the first 

sounds in cat, get and the last sound in king respectively.

8. Glottal. Glottal sounds are produced in the glottis. The two vocal cords are 

the articulators (both active). I h / as in he is the glottal sound in English.

There are certain languages with sounds produced at the uvula and also at the 

pharynx. Certain sounds are produced by curling the tip of the tongue and raising it 

against the roof of the mouth. Such sounds are called retroflex sounds. Many Indian 

languages have retroflex sounds, but they are absent in English RP. Malayalam has 

retroflex consonants such as / t I as in /kata/ (shop), / n / as in /panam/ (money) and 

/ 1 / in /vala/ (bangle).
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Manner of Articulation

Consonants can be classified on the basis of the stricture involved i.e. the 

manner in which the passage of air is restricted and the sounds produced. Based on 

the manner of articulation, or how a sound is articulated, consonants can be classified 

as follows:

1. Plosives. A plosive or a stop is a consonant in the production of which there is 

a complete closure of the air stream at some point. The articulators come into firm 

contact with each other, thus blocking the air-stream and causing the air pressure to 

increase. Simultaneously there is a velic closure, blocking the nasal passage of air. 

When the articulators are suddenly separated and the oral closure released, the air 

escapes with a small explosive noise. Sounds thus produced with a stricture of 

complete closure and sudden release are called plosives. Thus, in the production of 

/ p / the lips are brought together, blocking the air-stream. The air pressure is built up 

and when the lips are separated, there is an explosive sound. The plosive consonants 

in English are /p. b. t. d, k/ and /g /.

a) Incomplete plosives. When a plosive consonant is followed by another 

plosive or an affricate sound in the same word, the first plosive is not fully 

pronounced. Such plosives are called incomplete plosives. Eg. the / k / in act and 

picture.

b) Nasal plosion. In sequences consisting of a plosive immediately followed by a 

nasal, the plosive is not pronounced in the normal way. The explosion produced 

while pronouncing such sequences is not formed by the air escaping through the 

mouth, but through the nose. This kind of plosion is known as nasal plosion as in the 

/p/ in sharpness and topmost.

2. Affricates. In the production of affricates also, there is a complete closure, 

the oral and nasal passage of air being completely blocked. But here the oral closure 

is removed slowly and instead of the explosive sound in the production of plosive 

consonants, an audible friction is heard. The release of air is gradual in affricates and 
sudden in plosives. The affricate consonants in English are / ff/ as the first sound in 

chair and /dy as the first sound in jam.
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3. Fricatives. In the production of fricatives the articulators are brought so close 

together that the air in escaping through the narrow space between them produces an 

audible friction or a hissing sound. The fricatives in English are / S ,z ,e.3/ 

and / h /. The fricatives and affricates are also known as sibilants.

4. Trill or Roll. In the production of a trill or roll, the articulators are brought 

into contact with each other a number of times, producing a series of rapid 

intermittent taps. If we say rrrr (the tongue tip tapping against the teeth-ridge), the 

sound produced is a trill. It is considered typical of Scottish English.

Instead of a series of taps, if a single tap is made, by the articulators quickly 

coming together and going away, we have a tap or flap. For example, when / r / 

occurs between vowels, as in very, sorry and hurry, or after / 0 / as in thrive and thrift, 

it is pronounced as a tap.

5. Lateral : A lateral consonant is produced with the oral passage blocked at the 

centre, but open at the sides. English has one lateral consonant viz. I 1 / as in lake. 

For its production, the tip of the tongue is raised to the alveolar ridge, blocking the 

oral passage at the centre. The sides of the tongue are lowered allowing air to escape 

freely through the sides.

6. Nasals. In the production of nasal consonants, the soft palate is kept lowered 

so that the nasal passage of air is open, while the oral passage is completely blocked 

at some point. The lung air, as a result, escapes through the nose. Thus nasals are 

articulated with a stricture of complete oral closure. For instance, in the production of 

/m/, the lips are in firm contact blocking the oral passage and the soft palate is low, 

opening the nasal passage through which air escapes. English has three nasal sounds 

/m/, /n/ and / y /.

7. Frictionless continuants (approximants). These are consonants which can be 

prolonged for a long time without any audible friction. The soft palate is raised, 

closing the nasal passage and the articulators are brought near each other but not close
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enough to produce friction. The /r/ in red, right, etc. is articulated as a frictionless 

continuant.

8. Semi-vowels (Approximants). Semi-vowels are gliding sounds in which the 

speech organs glide from one vowel position to another. The semi-vowels in English 

are / w / as in west and / j / as in yard. In the production of I w/ the glide is from the 

tongue position of approximately / u: / and for / j Z from the position of /i:/ to some 

other position. They function like consonants in the structure of a syllable, despite 

their vocalic quality.

The frictionless continuants and semi-vowels may together be called 

approximants, i.e. sounds articulated with a stricture of open approximation, the gap 

between the articulators being wide enough for the air to escape without any friction.

We have examined the important criteria based on which consonants can be 

classified and described viz. voice (i.e. the state of the glottis), place of articulation 

(i.e. the articulators involved) and manner of articulation (i.e. the stricture involved). 

The consonants can be described using three-term labels. The consonants of English 

RP are described below in this way, with each of them illustrated in words.

The Consonants of English RP

/ p /
*1 •

voiceless bilabial plosive pat, pin

/ b / voiced bilabial plosive bag, bull

/ t / voiceless alveolar plosive Zap, t ip

/ d / voiced alveolar plosive Jog. Jay

/ k / voiceless velar plosive Aing, Aite

/ 9 / voiced velar plosive 4’irl, .glass

C /: f 1 voiceless labio-dental fricative /an, /isli
fev ■

/ V / voiced labio-dental fricative van, vase

It Zi
voiceless dental fricative ///ink, three
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r7 voiced dental fricative f/iis, ///en

Js/ voiceless alveolar fricative sing, .say

voiced alveolar fricative coo, zinc

!<-
voiceless palato-alveolar fricative j/iip, 5/1 ape

3 ♦*|rpz voiced palato-alveolar fricative pleasure, measure

yZ h / voiceless glottal fricative /rot, //is

?/tf/ voiceless palato-alveolar affricate c/iurch, chair

rZ,d3/ voiced palato-alveolar affricate yam, judge

Iml voiced bi-labial nasal /nan, lia/n

Ini voiced alveolar nasal pin, name
$
• / o / voiced velar nasal sing, king

/J/ voiced palatal semi-vowel voung, you

f'ZwZ voiced bi-labial semi-vowel wind, wail

4 Z r Z voiced post-alveolar right, record
V frictionlcss continuant

/1 / voiced alveolar lateral right, /ate

With this information the English consonants can be arranged in a table, 

horizontal rows containing sounds articulated in the same manner, and vertical rows 

with sounds articulated by the same organs.

Place —»

Manner |

ISfZ
5

vl vd

a
<3

Vl

z■o

vd

D
en

ta
l

Al
ve

ol
ar

d.

Po
st

 al
ve

ol
ar

<3
2 □ a v 

>CL. ft
v| vd < Pala

ta
l

3
u
>

v| vd < Glot
ta

l

vl vd

Plosive p t d k 9

Affricate 1/ «lj

Fricative f V 0 J z J 3 h

Lateral 1

Nasal in n 9

\pproximant w r j

vl = voiceless; vd = voiced Total 24
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Fig 8

1.4.4 The sound system of GIE

Now the sound system of General Indian English (GIE) can be compared with 

that of RP.

The vowel system of GIE

The vowels and diphthongs of GIE are given below with words illustrating

each.

Pure vowels Diphthongs

/ i: / heat / al/ he/g/u

/I/ b/t / a U /how

/ e: / cake / xi 3 / o/l

/3 / met /1 u / here

/ X/ cat / v 3 / sure

/d:/ cast / e a / where

/X3 / hot

/ o:/ coat

/ / push

/u:/ cool

/ 3/ bus

Differences between the vowel systems of RP and GIE

1. While RP has two distinctive back vowels /^/ and / □* / GIE has only one, 

symbolized as / /. Thus in GIE. the distinction between cot and caught is not made.
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2. In place of the three distinctive central vowels in RP, viz. / A /, / 9 / and 13:1, 

GIE has just one, symbolized as / a /.

3. While RP has eight diphthongs, GIE has only six, the RP diphthongs II as 

in make being replaced by the pure vowel /e: /, and 13 V/ as in mo being replaced by 

the pure vowel / o: / in the speech of most Indian speakers.

4. RP I a:/ as in car is more back than the GIE equivalent M;/.

5. The GIE equivalent of RP I e 3 /, as in share, has a closer vowel as the first 

element.

6. Certain distinctions effected by the use of different vowels in RP are realized 

in GIE by the use of / r /. For example.

RP GIE
Shut I W I /Sit /

Shirt /p-.t7 / Jarf/

Differences between the two systems

1. In GIE the voiceless plosives are unaspirated in all positions whereas in RP 

they are aspirated when they occur initially in stressed syllables.

2. In GIE, / ") / does not occur finally. A / g / is often introduced by Indians 

after /^/, may be because word finally /^/ is spelt /ng/ as in king, sing, ring, 

etc.
3. In GIE /I and /dj I are palatal affricates, i.e. articulated with the tip of the 

tongue down and hence they are not palato-alveolar affricates as in RP.

4. In GIE / r / is invariably a rolled or a tap / r / whereas in RP it has various 

phonetic realizations. Moreover, most Indians pronounce / r / wherever it is 

found in spelling.

5. Since in most Indian languages spelling represents pronunciation and double 

consonants also occur, most Indians tend to prolong the consonant in words 

with medial double consonant letters, such as pepper.ruhber, utter, etc. In 

RP double consonants do not occur and these words are pronounced as Ipepll, 
/Ta^ 3 I and/A 13 / respectively.

6. GIE has the frictionless continuant I approximant / v / in place of both RP 

fricative / v / and semi-vowel / w /.

21



7. The alveolar plosives / t I and / d / in RP are often replaced by GIE by 

retroflex plosives /1 / and / c/ /.

8. Dental fricatives / 6 / and / ^ / of RP are replaced in GIE by dental plosives /t /
and / d /. 

n

However, these deviations do not affect intelligibility among Indians, but 
many affect international intelligibility, especially if the consonants / 0 /, / j/ / £ /, /d/

11// and / w / are not acquired.

Apart from these segmental features of GIE, deviations in suprasegmental 

features such as stress, pitch, intonation, etc. also impede intelligibility to a native 

speaker of English.

1.4.5 The Sound System of Standard Malayalam

Malayalam .Alphabet: Orthographic representation of vowels :

a a: i i: u u: Tf : e e: aiI * , ,
o o: au : I I;II I •

Note: Of these / ai / and / au / are diphthongs, and are additional vowels

borrowed from Sanskrit and are rarely used especially the long vowels

Orthographic Representation of Consonants

ka (<e>) kha (6u) ga (cn) gha(<j) na (m)

ca.(rd) cha,(an>) ja (n) jha (raw) Tia

ja ,(s) lha (□) da (<u>) dha (cu?) na (STT)

ta .((O)) lha (lc) da (□) dha (w) na (m)

pa (nj) plia (<xc) ba bha (-3) ma (a)

ya(^) ra (ra) la (ej) va (<u) sa (06)

sa.((Tu) ha(aD) la (a) hi (’f) Ra (O)
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Note:
1. Of these the voiced aspirated stop consonants represented by gha. jha, dha, 

dha and bha are not available in spoken Malayalam, since they are pronounced 

as voiceless represented by kha, cha, tha. tha and pha.

2. The dental nasal and alveolar nasal have the same orthographic representation 

pronounced as dental word initially, and as alveolar word medially and finally, 

as in mlam (field), vanam (forest) and a:na (elephant).

The sound system of Standard Malayalam

1. The vowel system

Front unrounded Central

neutral

Back rounded Diphthongs

Short Long Short Long Short Long

High/close i i: u u:

Mid e e: 0 o: ai au

Low/open a a:

Total 10 Total 2
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2. The Consonant System

Place _» 
Manner

Bilabial

Vl Vil

l.ahio
dental
v| vd

Dental

V1 Vll

Denti-
alvvolnr
\ 1 vd

Alveolar

vl

Retroflex

vl vd

Palatal

vl vd

Velar

v| vd

IJnasp
Plosive

Asp

r h

1*

t d

th

_t_ 1 d

th

v j

eh

k ?

kh

Fricative f s s h

Nasal in 0 n D n ft

Lalcra1 1 J

Trill r R

Frietionless
Continuant

V 2 y

Differences from English RP

1. Of the 12 pure vowels in RP only 7 have phonetically similar analogues in

Malayalam. They are / a , a.: , I, i . u , u -• I and / e /.

2. In place of the eight diphthongs in RP, Malayalam has only two / a l / and I au/.

3. Among consonants, RP nasals / m, n / and / y /, affricates /1 f/ and /c/j/ and the 

fricatives /s, h I and the plosives / p, b, k/ and / g / have analogues in Malayalam.

4. Malayalam has retroflex sounds which do not occur in RP.

5. The aspirated stops I plosives are phonemes in Malayalam, while in RP they 

are allophones.

6. Malayalam has six nasal phonemes while RP has only three.

7. Malayalam has dental plosives while RP has dental fricatives.

8. Malayalam has no affricate phonemes; the nearest equivalents to RP palato- 

alveolar affricates are the palatal stops / c / and / j /.

Deviations due to Mother Tongue (MT) interference

According to the theory* of MT interference, similarities between the MT and 

the second language (L2) facilitate L2 acquisition and differences between the two 

hinder it. From the sound systems of English RP and Malayalam, we can identify the
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RP sounds with analogues in Malayalam. In the absence of analogues learners tend to 

use the nearest equivalents in their MT. Examples of such phonological deviations 

attributable to MT interference from Malayalam are given below.

I a.* Z is often replaced by / a: /, /•» / by / o / and / a /
and / o / by / e /, as in

van / va:n 1 for / va:n /,

hot / hod / for / hot /,

aside / csaid 1 for /a said /,

bits / bcs / or / bas / for / b a $ /.

Often vowels replace diphthongs, as in

Sate I gc:t / for / gcit t and no I no: / for / n w /

/4.1/ and / o I / are often replaced by Mj ‘7 and / oj / respectively, with the insertion 

of the palatal semi-vowel / j / as in 
shine /jajin/ for /fain/ 

mine ( m j i / for I m 41 h /

j<>y fdjojl /°r Zc/jo;/

COy I fOr I °2’/

The labio-dental / v / is used for both RP fricative / v / and semi-vowel / w / as 

in.
Wind j VinciI for

Very well j VZ7j for / i/6) I L £ //

RP dental fricatives I 0/ and / d / are replaced by dental plosives / t / and / e// 

respectively; palato-alveolar fricatives / s / and / z / are replaced by the voiceless 

retroflex fricative IS I. The alveolar plosives /11 and / d /, nasal / n / and lateral 11 / 

are also often pronounced as retroflex. / r / is pronounced wherever it is found in 

spelling as in
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and

Since in Malayalam, spelling represents pronunciation such deviant 

pronunciations caused by the influence of spelling are common.

Eg Summer

Variations between the two systems in suprasegmental features also create 

difficulties, especially in connected speech which are discussed in the following

section.

1.5 PHONOLOGY

We have described in brief the concrete phonetic characteristics of the speech 

sounds of English in terms of articulatory phonetics, i.e. in terms of what they sound 

like and how they are produced. At the more abstract phonological level is th

system of distinct sounds or phonemes of English which contrast with one another.

Thus, while at phonetic level, / p / is a voiceless bilabial plosive, at phonological 

level, it is a phoneme different from the other phonemes in the phonological system of 

English.

Each language has its own phonological system, with differences from the 

systems of other languages. Thus English RP has a system of 44 distinctive sounds 

while standard Malayalam has a system of 52, with differences between the two 

systems. For instance, the voiced palato-alveolar / J / of RP as in pleasure and 

measure is absent in Malayalam, while the retroflex sounds in Malayalam like / "t / 

and try / as in / kata / (shop) and / panam / (money) are absent in English RP. Again, 

French and most Indian languages have dental plosives whereas these sounds are 

absent in English. The voiced alveolar fricative /z/ as in zoo and zebra exists in 

English but not in Tamil, Kahnada and Malayalam. The retroflex plosives /1 / and !df 

occur in most Indian languages but not in English. There are also differences in the 

way in which sounds are organized in each language. For instance, English permits
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/sk7 combination word initially, as in school, but in Hindi they do not occur word 

initially without a vowel in between. Again, English permits combinations such as 

/sp/, /st/ and /bl/, but several Indian languages do not, even though their systems have 

these sounds. Thus, each language has is own system of sounds and also its own 

specific ways of organizing them into larger units, which together constitute its 

phonology. Phonology or phonemics deals with the distinctive sounds and the"- 

specific patterning in a particular language i.e. their functional behaviours, their 

combinatory possibilities or syllabic structure, and the nature and use of such prosodic 

features as stress, pitch, intonation, etc.

1.5.1 The Phoneme

A phoneme is the smallest distinctive unit of sound in the sound system of a 

language. The phonemes of a language are distinctive or contrastive i.e. they stand in 

contrast with one another in the phonological system of that language. In other 

words, when one phoneme is substituted by another, it produces a meaning change. 

Thus, when /p/ is substituted by /b/ in the word pet I pet/, it becomes bet fozxJ, a 

different word with a different meaning. Thus /p/ and /b/ are contrastive in English, 

and hence two different phonemes in English. Again, if we substitute the /k/ in cool 

and /ku:l / with /p/, we get pool /pu:!/ hence /k/ and /p/ are two different phonemes 

in English. The contrast between /p/ and /b/ or /k/ and /p/ is functional in Englis1- 

each one effecting a meaning change, when it occurs in the same linguistic 

environment. Units which can thus substitute for one another in the same environment 

are said to be in contrastive or parallel distribution and those which do not occur in 

the same linguistic environment are said to be in non-contrastive or complementary 

distribution. Phonemes are in contrastive distribution. For example, if we consider 

the -et /et/ part of pet / pet / as the context in which /p/ occurs, most of the consonants 

of English can occur in the same context, to form other different words like bet, met, 

set, etc. /p/, /b/, /m/, and /s/ are in contrastive distribution, they are phonemes in the 

phonological system of English. In Malayalam /I/ and /!/ are contrastive, as in /vala/ 

(net) and /vala/ (bangle) and hence are phonemes, but in English they are^ non-
contrastive and hence are not different phonemes, /b/ as in /balam/») and [b J

* h
I as in /b tlvdni/ (jar) are contrastive in Malayalam but not in English. Thus in the 

phonemic system of a language, the focus is on contrast. While in articulatory
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phonetics speech sounds are described in terms of their mechanism of production, in 

phonemics they are elements which stand in contrast with one another. They form a 

network of contrasting sounds. Thus, a phoneme may be defined as a minimal 

distinctive sound unit of a language; minimal means it cannot be further subdivided 

and distinctive means it causes a change of meaning. Thus, a phoneme is the smallest 

linguistic unit of sound which can bring about a change of meaning. Each language 

has its own set of phonemes.

Minimal Pairs

The phonological system of a language can be determined by establishing the 

phonemes of that language. This can be done by discovering and collecting minimal 

pairs, i.e. pairs of words which differ from each other only in one sound segment. For 

example, fit I fit / and sit I sit / constitute a minimal pair in English, differing from 

each other in the initial consonant alone, and we can identify /fZ and /s/ as two 

phonemes in English. From the following sets of minimal pairs, bet / bet/, pet I pet/ 

met /met/, set / set/ and let / let/, we can identify the phonemes /b, p, m, s/ and /l/. The 
following sets, leper /fzpj/, letter //«fc)/, lesser //e59/ give us the phonemes, /p, t/ and

/s/. Similarly, the sets beat I bi :t /, bit / bit/ , bet I bet / and boot I bu:t / give us the 

vowel phonemes /i:, i, e/ and /u:/.

1.5.2 Allophones

Each phoneme may have a number of variant forms called allophones,

occurring in different contexts. The allophones of a phoneme have considerable

phonetic similarity between them as well as differences and they do not occur in the

same phonetic environment. For example, English voiceless plosives / p, t, k/ have

both aspirated (i.e. with a strong puff of breath after the release of the plosive) and 
bunaspirated varieties, /p/ as in pin [ pin ]is aspirated but in spin / spin / 

|b .
unaspirated, the /t/ in turn [ I 3'-M] is aspirated and in step /sr«p/, unaspirated. The

syllable, whereas the unaspirated voiceless plosives occur immediately after /s / and 

in unstressed syllables. These two varieties are allophones in English and can never 

occur in the same phonetic environment. They occur in mutually exclusive, 

predictable phonetic environments. They are said to be in non-contrastive or
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h hcomplementary distribution. Where [k] occurs[ k ] cannot, where[p] occurs [p ] 

cannot, and where [t] occurs [th] cannot. The aspirated and unaspirated varieties of 

each phoneme are members of the same family; they are called allophones and the 

family is called a phoneme. Each phoneme is a bundle of similar sounds or phones 

which do not occur in the same environment.

Allophones are phonemically the same, but phonetically different. For 

example, the /1 / s in the words take, stake and outpost are phonetically different from 
one another. Their pronunciation may be represented as [^eik], [steik] and [5 </*//> 3^* ^3 

respectively. The /t/ in take is an aspirated /t/ since it is a voiceless plosive occurring 

initially in a stressed syllable; the /t/ in stake is unaspirated since it is a voiceless 

plosive preceded by /s/; the first /t/ in outpost is an incomplete or unreleased plosive, 

since it is followed by another plosive, viz./p/. Thus the /t/ in take is different fror/? 

the /t/ in stake and both are different from the /t/ in outpost which is an unreleased 

plosive. The three /1 /s are allophones of the same phoneme /t/. Again, the /!/ in girl 

is different from the /l/ in love. The /!/ in girl is ‘dark’ or velarized, with the back of 

the tongue raised towards the velum, symbolized as [ £]. And the /I/ in love is clear 

or palatalized, with the front of the tongue raised towards the hard palate. These two 

variants are allophones of the same phoneme [1].

Thus, allophones may be defined as the different, concrete phonetic 

realizations of the same phoneme according to its phonetic environment. They are in 

complementary or non-contractive distribution, while phonemes are in contrastive 

distribution. Substitution of one phoneme for another will bring about a change of 

meaning but the substitution of one allophone for another of the same phoneme will 

not, though such a substitution will not be acceptable to the native speaker. Thus, the 

substitution of /p/ for / k / in the word sky gives us another word spy. But the 

substitution of [kh] for [k] in the word sky does not alter the meaning of the word. [ph] 

in the place of [p] in the word spy also will not alter the meaning, [spal] and [spha r] 

will be understood to mean the same; so also [skar] and[skhal]. In English, therefore,

/p/ and /k/ are different phonemes, while [k] and [kh] are allophones of the same 

phoneme /k/ and /p/ and [ph] allophones of another phoneme /p/. Allophones of the 

same phoneme will have considerable phonetic similarity. Thus, [p] and [ph] are both
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voiceless bilabial plosives, [k] and [kh] are both voiceless velar plosives. The three 

allophones of/t/ already discussed are all voiceless alveolar plosives and the two / 1 /** 

‘dark’ and ‘clear’ are both voiced alveolar laterals. But there will be differences also 

as already pointed out. Phonemes are enclosed in slant lines // while allophones are 

enclosed in square brackets [ ]. Generally, the simplest (i.e. the unmarked) symbol 

out of the symbols used to represent the different allophones is used to indicate the 

phoneme. Thus, [p ] and [p] are allophones of the phoneme /p/ in English.

Since allophones are in complementary distribution, it is possible to predict in 

a given language, which allophones of a phoneme will occur in a particular context or 

situation. For example, the two /l/ sounds in the word lull /1 Al / are allophones of the 

same phoneme. The first one is a clear /l/ with a front vowel resonance (i.e. with the 

front of the tongue raised towards the hard palate) and is different from the second 

one which is a ‘dark’ [ t ] with a back vowel resonance (i.e. with the back of the 

tongue raised towards the soft palate). ‘Clear’ [1] occurs when it is followed by a 

vowel or /j/, as in leave /li:v/r led /led/, and million / milpn/. ‘Dark' [ f ] occurs whe 

it is word final or when followed by a consonant, as in till I til/, tell /tel/ and help 

/help/. The contexts of occurrence of the aspirated and unaspirated varieties of 

voiceless plosives have already been given. From the phonetic context, we can 

predict which allophone will occur.

Free Variation

Such a generalization, however, does not take into account those variant 

realizations of the same phoneme in the same phonetic situation. If one allophone 

freely varies with another allophone of the same phoneme, they are said to be in free 

variation. If one allophone is substituted for another of the same phoneme, it will not 

change the meaning. For example, in English, the word cut may be pronounced with 

the final /t/ aspirated as [kh-Ath] or unaspirated as [khAt]. Here [th] and [t] are in free 

variation in word final position; this is also known as non-contrastive free variation. 

In such instances the phonetic composition of the allophones is unpredictable in term* 

of their environment.
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These are the three criteria usually used for determining the phones belonging 

to the same phoneme, i.e. allophones of a phoneme : 1. they should be in

complementary distribution i.e. mutually exclusive, never occurring in the same 

phonetic environment, 2. they ought to display a considerable amount of physical 

similarity; and 3. they should be in non-contrastive free variation, i.e. if they occur in 

the same contexts, they should not change the meaning of the word.

1.5.3 Distribution(Phonotactics)

The two kinds of distribution already described, contrastive and 

complementary, refer to the occurrence of phones; those which occur in the same 

contexts, effecting a change of meaning are contrastive and those which do not occur 

in the same contexts are non-contrastive. Thus, phonemes are contrastive and 

allophones are non-contrastive or complementary in distribution.

Here we consider the distribution of phonemes in a particular language. Each 

language has its own restrictions regarding the distribution of its phonemes and their 

combinatory possibilities. This area is covered by phonotactics, which can be 

considered a branch of phonology. It deals with the way phonemes combine to form 

syllables, in other words, it studies the structure of syllables in terms of phonemes and 

also their contexts of occurrence. The different phonemes in a particular language 

occur in specific contexts or environments. In phonology, the term ‘distribution' 

refers to the occurrence of'phonemes in certain contexts or environments i.e. tlu 

possible combinations of phonemes in a language. For instance, the phoneme / /

never occurs in English word initially i.e. there is no English word beginning with

/ f3 /. Therefore, we can state the distribution of/^/ / as, / J / occurs in word final and 
intervocalic ^i.e. between vowels as in singing I impositions, but not in initial 

positions.

Distribution of English RP consonants

All the consonants in English except the following occur in word initial, 

medial and final positions : /and/r/. /'J/and/J/occur in medial

position but not in the initial’/ / occurs finally also as in sing, king and hang. In a
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few words / j / occurs initially as in genre I and finally as in garage hzytc.j'

/. /h, j / and / w / occur in initial and medial positions but not in final position.

In RP, /r/ occurs only when followed by a vowel, word initially (as in red and 

right), and word-medially (as in try and marry) but it does not occur finally in a word.

Final ‘r’ in spelling is silent. Thus, in the phrase bear up there is an /r/

since it is followed by a vowel. But in the word bear I / there is no /r/, even 

though the letter ‘r’ is there in the spelling. In American accent, /r/ occurs pre- 

consonantally as well as pre-vocalically. Thus part and car are pronounced /pa:rt/ 

and /ka:r/ in the place of RP pronunciation /pa:t/ and /ka:/ respectively.

Linking /r/

When words ending with the letter ‘r’ in spelling are followed by words 

beginning with vowel sounds, it is usual in RP that the letter ‘r* is realized as /r/ in 

pronunciation. Thus, we say,

My car is red. /ma l ka:r iz red/

Since the ‘r’ in the word car is followed by a vowel sound /r/, the letter ‘r* is 

realized as /r/ in pronunciation. But the /r/ will not be pronounced if the ‘r' in spelling 

is not followed by a vowel.

Look at my car /, u k mat ka:/

The consonant ‘r’ realized in this manner as a connecting link between words 

is called a linking /r/. Some more examples are :
Far away Ifcc.r 3 u, 61 /

Never again /n&v2Y / *

Matter of fact3 T 3 V

Intrusive /r/

By analogy the usage of linking /r/ is extended to words ending in vowels, 

even when there is no ‘r’ in spelling. Such cases where an /r/ occurs when there is no 

T’ in spelling followed by a vowel, is known as intrusive /r/. That is, if one word

32



ends in a vowel and the next one begins with a vowel, an /rZ is inserted between the 

two. For example,

/

//Asia and Africa

The idea of it. J L

The pronunciation of these without the intrusive ZrZ is equally correct. 

Intrusive Zr/ is optional while linking ZrZ is obligatory.

Distribution of Pure Vowels

All the vowels in English except the following occur in word initial, medial 

and final positions.

I -V X)

Z 30 . 3C y A / and ZeZ occur in initial and medial positions but not in the final 

position. Z15Z does not occur in word initial position. It occurs medially, and it occurs 

finally only in the accented form of the word to /tu /.

Distribution of Diphthongs

All the diphthongs in English except / V9 / occur initially, medially and 

finally. ZW does not occur initially in a word.

five of the eight diphthongs of RP, viz., the ciosins ’
ihphthon gs. / <et. a:, oi, »« / and / #07 may be followed bv /
within a word

/ el / + / 3 / player / plci 3 Z
/ at I + Z 3 / higher Z hat 3 Z
I 31 / + / 3 / employer / impl pioZ
/ ntii/ + / 3 / power Z pa na Z
/ 3I» / + / 3 / slower z Si 30 3 Z



Diphthongs are longer (i.e. the first element is lengthened) when word final 

and also when followed by a voiced consonant, than when followed by a voiceless 

consonant. Thus /a I is longer in words like buy / ba / (word final), and bide / ba d / 

(followed by a voiced consonant), than in bite / bait / (followed by a voiceless 

consonant).

1.5.4 The syllable

We have seen that phonemes are the units of speech sounds and that each 

phoneme is a family of related sounds called allophones. At a level higher tha 

individual sound segments or phonemes, we have the unit called syllable. In every 

word made up of more than a single sound, at least one sound is heard to be more 

'prominent' (stands out more distinctly) than the neighbouring sounds. If there is only 

one 'prominent' sound the sequence is said to consist of one syllable. A word is made 

up of one or more syllables. Words like tree / tri: / hit I hit / , and bell /bel/ have 

only one syllable each. They are called monosyllabic words. Words like calmer 
/1< a: m a /, letter /Ig^3/ and sister / sid'fo / have two syllables each and they are 

called disyllabic words. Words with more than two syllables are called polysyllabic. 

Examples are civilization, cultivation, humanity, etc.

Usually syllable division is marked with a hyphen :

Calmer / 3 I (2 syllables)
Traveller /Hx-va-^a/ (3 syllables)

Humidity /hju:(4 syllables)

It is not always possible to mark syllable division in the orthographic 

representation since in English particular letters of the alphabet do not always 

represent particular sounds. Double letters represent single sounds as in summer 

/ S a m a / and rubber /r/\b 3/.

A syllable is a natural division of speech and there are no hard and fast rules 

regarding the way in which a word should be divided into syllables. Actually each 

puff of air pushed out of the lungs produces one syllable.
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The syllable can be analysed in terms of the elements or segments which 

constitute it, viz. vowels and consonants. A syllable consists of one or more speech 

sounds. For example, in eager I (I 9 / the first syllable is made up of one

speech sound, a vowel, /i: / and the second syllable is made up of two speech sounds, 

one consonant and one vowel, /g/ and / Q /. The most prominent sound in a 

syllable is said to be syllabic. It is called the nucleus (N) of the syllable. Usually the 

vowel or diphthong in a syllable is its nucleus. The vowel is the most important 

segment, the central element of a syllable. The rest of the sounds in a syllable are 

nonsyllabic or marginal. For example, in the word clip /kll p / which has a single 

syllable, the vowel /!/ is the nucleus and the consonants /k/, /l/ and /p/ are marginal. 

A syllable always has a nucleus, but may or may not have marginal elements. Thus 

the single syllable in eye / at / has only the nucleus. The consonant or consonants at 

the beginning of a syllable is called the releasing consonant/s (R) or the onset and thn 

consonant or consonants at the end of the syllabic is called the arresting consonant/s 

(A) or the coda. The nucleus is the central obligatory element of a syllable and the 

consonants are optional. If the syllable ends in a vowel (i.e. without the coda), it is 

called an open syllable and if it ends in a consonant (i.e. with the coda), it is a closed 

syllable. The nucleus which is usually a vowel or diphthong is represented by the 

symbol V and the marginal elements by the symbol C. In the monosyllabic word bet 

I bet / /b/ is the releasing consonant, /t/ the arresting consonant and/e/ the nucleus.

b - e - t
T 1 I
Rc - N Ac
C - V - c

This syllable has the structure CVC.

The English consonants /!/, /m/, /n/ and /r/ sometimes function as syllabic, ij£- 

as the nuclei of syllables. Such consonants are known as syllabic consonants. Eg-the 
/n/ in mutton / zvia/'H / and the I I I in little I 1 I tl/. Syllabic consonants are

> i
represented as 1, m, n, etc.i < <

The frictionless English sounds /w/ and /j/ which are phonetically of a vowel

like quality are functionally consonants. They are marginal in syllable structure and
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are preceded by the indefinite article a and not an. Thus certain sounds belonging to 

one class according to phonetic form, fall into the other class according to function, 

i.e. consonants, functioning as vowels and vowel like sounds functioning as 

consonants.

Some syllables have only the nucleus and hence its structure is just V; eg. I 

/ai/V;a/ei/V. Some syllables have the nucleus and an arresting consonant eg; 

allly.\l, VC; up I Ap/VC. Certain syllables have a releasing consonant and 

the nucleus; eg. Lie / la I / CV; he /hi:/ CV. Some syllables have a releasing 

consonant, the nucleus and an arresting consonant.

Eg. Per /pet/ CVC; met /met/ CVC.

English permits more than one consonant to release a syllable and more than 

one consonant to arrest a syllable. The following syllables have two releasing 

consonants: steel / sti:!/ CCVC; sleep I sli:p / CCVC.

The following syllables have three releasing consonants :

Stream /stri:m / CCCVC; street /stri:t / CCCVC

The following are syllables with two arresting consonants :

Grasp /gra:sp / CCVCC; plant /pla:nt/CCVCC

There are syllables with three arresting consonants :

Tempt /tempt/CVCCC; plantsICCVCCC.

In English the number of releasing consonants may be upto three and the 

number of arresting consonants upto four. The study of syllable structure of this sort 

comes under phonotactics.

1.5.5 Consonant Clusters in English

A consonant cluster is a sequence of two or more consonants occurring within 

a syllable. For example, the sequence / pi / in the word play I plel / is a consonant 

cluster, because both the consonants forming the sequence belong to the same
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syllable. In the word clasps /kla:sps/ the consonants /s/, /p/ and /s/ form a consonant 

cluster since they belong to the same syllable. On the other hand, in the word tender 

/ tend a /, the two consonants /n/ and /d/ do not form a consonant cluster, since they 

belong to two different syllables. In words like singer, hunger, thunder, etc. we have 

consonant sequences of this kind. Such sequences of consonants which do not form a 

consonant cluster are called abutting consonants.

In English, clusters upto three consonants can begin a syllable and upto four 

can end a syllable. Examples of consonant clusters commonly occurring in English 

are given below :

A. Initial clusters of two consonants

/p/ as the first element /pi-/ plate, pluck

/pr-/ prim, pray

/b/ as the first element /bl-/ blow, blame

/bj-/ beauty, bugle

/t/ as the first element /tr-/ trick, true

/tw-/ twelve, twist

/d/ as the first element /dr-/ drop, dry

/dj-/ dew, duty

Combinations of /mj-/, /gl-/, /gr-/, /fl-/, /fr-/, /vj-/, /br-/, /sp-/, /st-/, /si-/, 

/nj-/, /hj- /, /kj-/, /kr-/, etc. are also available in English.

B. Initial clusters of three consonants

In English initial clusters of three consonants have /s/ as the first element, 

/spl-/ splash, spleen

/spr-/ spread, spring

/str-/ /stj-/, /skr-/ and /skw/ also occur in English.

C. Final clusters of two consonants t

/p/ as the final element /-sp/ lisp, clasp

/-Ip/ help, pulp
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/t/

/d/

as the final element /-pt/

- /-kt/

as the final element /-bd/ 

/-vd/

helped, kept 

kicked, fact 

robbed, clubbed 

saved, paved

Final clusters of /-md/, /-nd/, l-l&l, /-sk/, /-lk/,/-If/, I-LnI, /-pt/, /-ps/, 

/ts/, /-bz/, /-lz/ etc. are also available in English.

D. Final clusters of three consonants :

/t/ as the final element /-kst/ next, context

/-mpt/ prompt, tempt

/s/ as the final element /-pts/ adapts, corrupts

/-kts/ acts, contacts

Final clusters of /-dst/, /-skt/, /-nst/, /-fvd/, /-fts/,. /-fts/, /-jks/, /Ivz/, etc. are also 

available in English.

E. Final clusters of four consonants :

/-ksts/ texts, contexts

/-mpts/ prompt, tempts

1.5.6 Suprasegmentals (Prosodic features)

The phonemes that we have so far considered viz. vowels and consonants, can 

be described as segmental phonemes (also called primary phonemes) since they 

produce speech segments. There are also certain additional speech features, such as 

stress, pitch, length, etc. affecting speech sounds which may hence be called sound 

attributes or suprasegmentals. When contrastive, i.e. when they effect a change of 

meaning, they are described as suprasegmental phonemes. They are also called 

secondary phonemes or prosodic phonemes. Suprasegmentals signal phonetic 

phenomena affecting higher units of sound like words, phrases and sentences and not 

single segments, the phonemes.
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1.5.6.1 Word Stress

All the syllables in a polysyllabic word in English are not articulated with the

same force. Some are uttered with greater force than the others. Stress may be

described as the degree of force with which a sound or syllable is pronounced. Every

syllable is uttered with a certain degree of force and the one uttered with the greatest • *
degree of force is called the stressed or accented syllable. Thus in cultivation
/ kr\l -ti - vei-Jh/, the stressed syllable is the third. In the word examination

3 q 4 - * rr •/ig - zx_-ml • all the five syllables are numbered according to the degree of

force of utterance, no.l indicating the syllable with the maximum degree of force and 

no.5 the one with the minimum force. Although there is a number of degrees of 

variation in stress, we usually distinguish only one or two stresses, primary and 

secondary. The stressed syllable is said to receive primary or tonic stress or accent 

and the syllable next to that in the degree of force of utterance is said to receive 

secondary stress or accent. We mark the stressed syllable or primary accent with a 

short vertical stroke on top at the beginning of the syllable. Secondary stress is 

marked with a short vertical bar below and at the beginning of the syllable. In the 

following : English words both primary and secondary stresses are marked:

i _ r
Examination / I Ci 2. m i n t >- J /

Ji

i.
Misuse / ml5 iu -5 / 

i J

There are no rules for determining which syllable in a word is to be stressed.

When there is a doubt we have to refer to the English Pronouncing Dictionary. It is

difficult for a non-native speaker to place the accent on the correct syllable. Since in

English words the accent is both free and fixed. It is 'free' in the sense that it is not

associated with a particular syllable in all the words of English, as it is in some other

languages (eg. To the first syllable in Czech, and to the last in French). There are a

number of English disyllabic words with accent on the first syllable, such as lady 
i ,

I leidi/ and many / meni /, and also a number of them with accent on the second 
syllable, such as JepentZ/di'pend/and beside I bLsnd /. There are trisyllabic words

i.
with accent on the first syllable, such as customer / KA5b«-y and anywhere

I iCC-9 / and with acc'ent on the second, such as agreement/ ri-.^ t /
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Thus, the accent is not on the same syllable. The accent in English words is 'fixed' 

also in the sense that the main accent always falls on a particular syllable of any given 

words (with certain exceptions determined by the rhythmic pattern of the total 

sentence in which the word occurs). For example, manner has stress on the first 

syllable, below on the second, politician on the third, etc.

Another difficulty about English word accent is due to shift in the accent, quite 

common in derivatives. There are, of course, a number of words in which there is no
i •

stress shift in the derivatives, such as agree / 3 $ r11 / and agreement

But there are a number of derivatives in which there is a shift in the accent causing 

slight changes in pronunciation. A few examples are given below :

’politics; political; poli tician

’photograph; photographer; photo'graphic

’patriot; patriotic

a’cademy; aca'demic; acade'mician

There are a number of disyllabic words in which the accentual pattern depends 

on whether the words are used as nouns/adjectives, or as verbs. When these words 

are used as nouns or adjectives, the accent is on the first syllable and when they are 

used as verbs, the accent is on the second syllable. For example

Word Noun/Adjective Verb

insult / 'iusaU / / m’sAlt /

absent I ’tebsanl/ / ib’sent /

conduct / 'k» nd a kt / / k j it'd a kt /

object / b d} ikt I ! ub’djekt Z

present I 'preznt / / pn'zent /

desert / 'dez a l / / dl'z3.t /
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There are also words which are accented on the same syllable whether they are 

used as nouns or as verbs. Examples are ’limit, ’visit and re’mark with accent on the 

first syllable in the first two words, and on the second in the third word, whether they 

are used as nouns or as verbs.

Compound Words

In most compound words in English i.e. words composed of two separable 

words, the primary accent falls on one of the two elements, usually the first. Others 

have double stress. The following are examples of compound words with stress on 

the first element: ’blacksmith, ’bookshelf, 'kingfisher and 'footprint. There are a few 

compound words with -ever, and -self, with primary accent on the second element, 

such as her'self him'self, whatever and whenever. There are also compound words 

in which both the elements are accented. Eg. 'bad-hempered, 'afternoon,

*home-made. Though there are no rules as such for determining word - accent in 

English, the following hints will be useful.

7. Words with weak prefixes have the primary accent on the root, as in

a 'head and be 'cause.

2. The inflectional suffixes- ed. -es and -ing do not affect the accent.

Eg : -ed reflate reflated

sub’mit sub’mitted

-es ’focus ’focusses

'bus 'buses

-ing ’sing 'singing

'play 'playing

3. The derivational suffixes - age, -ance, -en, -ess, -ful, -hood, -ice, -ish,-ive, -

less, -ly, -ment, -ness, -or, -ship, -ter, -ure and -zen do not normally affect the

accent.
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Eg: -age

-ance

‘carry

’break

perform

carriage

^breakage

performance

a ppear a ppearance

-en ’light lighten

'bright ‘brighten
•

-er ‘work ‘worker

be‘gin be’ginner

-ess 'God 'Goddess

'actor 'actress

(but 'prince - prin'cessi, except when used attributivelv,

September).

-ful 'care 'careful

-hood ‘child ‘childhood

-ice ‘coward ’cowardice

-ish ‘fool ‘foolish

-ive a‘buse a’busive

-less ‘aim ‘aimless

-ly ‘bad Sadly

-ment involve in’volvement

-ness ‘bitter ‘bitterness
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-or ‘conquer 'conqueror

-ship Tfellow 'fellowship

-ter ’laugh ’laughter

'zen ‘city ‘citizen

4. Words ending in -ion take the primary stress on the penultimate syllable i.e. 

the syllable preceding the last one, as in culti'vation, appli'cation, etc.

5. Words ending in —ic,-ical, -ically, -ial, -ially,-ity, -ious, and -ian have tb#* 

primary accent on the syllable immediately preceding the suffix.

-ic e’lectric. pa'thetic, gratnmatic

-ical electrical, grammatical, categorical

-ically economically, politically, 'chemically

-ial me'morial, confidential, dictatorial

-ially industrially, confidentially

-ity activity, ca'pacity, futility

-ious laborious, industrious, vi'ctorious

1.5.6.2 Sentence Stress and.Rhythm

In connected speech in English all the words are not uttered with the same 

stress. Some words are stressed and some are not. For example, in the sentence,

The ‘leaves 'rustle in the ‘gentle ‘breeze

The words leaves, rustle, gentle and breeze are stressed and the rest unstressed. It is 

generally the relative importance of the words that decides the stress. The most 

important words are usually content words viz. nouns, verbs, adjectives, adverbs, 

demonstratives, and question words, and they are usually stressed, (demonstratives in

43



English are this, these, that, and those and question words are what, why, who, etc.) 

Function class words viz. prepositions, conjunctions, articles, personal pronouns, 

auxiliaries, relative pronouns, etc. are semantically insignificant and are not usually 

stressed. Look at the examples given below, in which content words are stressed and 

function class words are not.

If you ‘study ’well, you will 'get a 'first class.

'This is the 'key to the 'kingdom of'heaven.

The syllable which is stressed when a polysyllabic word is pronounced in isolation, 

will be stressed when it forms part of connected speech also. Thus in the sentence, 

'The 'book is be'low the 'table , the second syllable in the word below is stressed. 

Thus, normally in both connected speech and isolated words certain syllables are 

prominent while others are not. In connected speech, however, the choice of the word 

receiving primary accent depends on the meaning the speaker wants to convey. For 

example, in the sentence,

She laughed

if the speaker wants to emphasize that it was she and not any one else who laughed, 

the primary accent will be on she. On the other hand, if laughed is to be emphasized, 

then the primary accent will be on that word. Thus the meaning conveyed by an 

utterance largely determines the accentual pattern in connected speech. However, in 

normal speech, nouns, adjectives, adverbs, main verbs and demonstrative and 

interrogative pronouns are more likely to receive accent than prepositions, 

conjunctions, auxiliary verbs, articles and pronouns i.e. in utterances pronounced in 

the normal way without any special emphasis to any part, content words receive 

accent and function class words do not.

Rhythm

One of the important characteristics of stress in English is that it is a language 

with a stress-timed rhythm. This means that in English stressed syllables tend to 

occur at regular intervals of time. Thus, in the sentence,

'This is the 'dress I 'like.
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the time intervals between the accented syllables this, dress and like will be roughly 

the same. Irrespective of the number of unaccented syllables between two accented 

syllables, the time interval between them will be roughly the same. It is this 

phenomenon that gives English its characteristic rhythm. Such a phenomenon of 

certain features occurring at regular intervals of time is called isochrony. Stress in 

English is isochronous. In order to achieve this regularity of time interval, accented 

syllables may have to be prolonged and unaccented ones pronounced rapidly. Thus 

accent or stress in connected speech depends on the rhythmic balance of the sentence 

and the relative importance ascribed by the speaker to its different parts. Most Indian 

languages are syllable - timed i.e. the rhythmic movement is based on syllabu 

quantity and not on stress, as it is in English which is a stress-timed language.

Strong and Weak Forms

Since function class words are not usually stressed, most of them tend to 

'weaken'. Many common English words have thus two or more forms of 

pronunciation, one 'strong' form and one or more 'weak' forms. This phenomenon is 

known as gradation i.e. the existence of two or more pronunciation for the same 

word. The strong forms are used when these words are accented, or when pronounced 

in isolation, and the weak forms when they are unaccented. For example, the 

indefinite article 'a' is pronounced as /el / in isolation, but in connected speech it 

weakens to / a / as in

I've a pen / d pen I

Soalso/rarve/ n&v /weakens to/ A 3^ /,. /q V / or even/v/. Forms like 

/el / and/ I are called strong forms and forms like / ^3v / and

v / are called weak forms.

A weak form is generally distinguished from the strong either by (1) the 
difference of a vowel sound as in / lyx v / and / A av /, (2) the dropping of a 

sound as in / A 12. / and / 12. /, or (3) the reduction of the length of sounds as
in i^'-l and jh 11 . A list of the strong and weak forms of commonly 

used English words is given below : they are mostly function class words.
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Articles Strong form Weak form Examples
a / Cl 1 Z 3 Z I a pen Z
an I ;vn / Z a n Z Z a n eg Z
the Zb i: / Z b i Z+vowcl Z 6 i eg Z

Pronouns /8a Ziconsonant ZBjIk-iZ
he / hi: / / hi, i:. i Z Z wen lu keiin Z
him / lum 1 Z 1111 Z Z ai met ini Z
Ills / hiz / Z iz Z Z ai met iz Ircnd /
she //i/ Z/i Z ZJ i iz. prcti Z
her / h-. / Z ha, •:, a Z I at met haZ
you Z ju 1 Z j u Z Z ai wil mil ju Z
them / 8 cm / Z 6 a m, 8 m. in Z Z ai met 6 in Z
we I wi 1 Z wi Z Z wen wi met Z
lls Z A S Z Z as. s Z I let as sli p Z
me Z mi: Z Z mi Z Z let mi si Z
Auxiliaries
am Z ami Z Z a in, in Z Z ami redi Z
are lal Z a Z I wi a icdl Z
IS Z iz. Z Z z, s Z Z hi z redi Z
was Z w i) z Z Z w a z Z Z ai w 3 / icdl Z
were Z wv Z Z w a Z Z wi W3 leil Z
has Z h;ez Z / luz, az. 7 Z Z In az left I

have Z h;ev Z Z II a v, a v. v Z Z wi av ied it Z

had Z had Z Z 11 3 (1, 3(1. (1 Z Z wi 3 d ied it Z

can Z kail Z Z k 3 n Z Z ai k a ii swim Z

could Z k ud Z Z k a d. d Z Z ai kad sit 1

do Z du: Z Z du.da.d / Z hi:l da ini a leiv 1

docs Z d a z. Z Z d a z, z, s Z Z In da zmt laik it /

must Z m a st Z Z ma st. mas Z Z ju. in a s sit Z

shall Zf al Z Zf 'a 1. f 1 Z Z ai j 1 lid it Z

should Z /, u d Z Z J a d, J d Z Z ai fd rid it Z

will Z wil z Z 1 Z Z ail help ha Z

would Z w ii d Z Z w 3 d, a d, d / Z aid laik i a si: it /
Prepositions

at Z ,xt Z Zat Z Z ail k a m at siks Z

for Z fo: Z Z 1 5 Z I ail well fa |u Z

from Z fro in Z Z fr 3 in Z Z ail rail train deli Z

of Z o v Z Z a v, v, 3 Z Za kA ft av milk Z

to Z lu: Z Z toZ+vowel Z aiv toa:sk lum Z

I t a Z+consonaut / aiv ta rid it /

Co/ynncfionj

and Z rend Z Z and, a n, n Z Z bred an milk Z

as Z ;ez Z Zaz Z Z ail do az lit scz Z

but Z bA t Z Z b a l Z Z wi k bat li.x-pi I

than Z 6 ten Z Z B a n Z Z aim ku:l a Ban jn.Z

Relative pronouns

who Z hu: Z Z hu, u:,u Z Z ai hured K fcintidZ

diat ZBxt Z Z ts a t Z Z at red B at IctaZ

Generally, in speech the weak fonns of such words arc used, 
and the strong forms are used only when they are stressed as in,

’Will you come?’ ‘Yes, I will' I ai wil /, 

and when dicy occur finally, as in,

that’s what you are / ft a,is wnt joo /



1.5.6.3 Pitch and Intonation

In connected speech the pitch of the voice is continually rising and falling.

The pitch of the voice is determined by the rate at which the vocal cords vibrate i.e

their frequency of vibration. The more rapidly the vocal cords vibrate, the higher will

be the pitch. The voice-pitch keeps on varying in connected speech. Four pitch

levels, ranging from the lowest, marked [1], to the highest marked [4] are generally

used. Most utterances in normal speech begin at pitch level [2] and the voice

normally rises to level [3] just before the end of an utterance and the end is

characterised by a terminal contour(TC). The term intonation is used to cover both

the pattern of changes in the pitch of the voice and the terminal contour. Intonation

refers to significant changes of pitch and stress in relation to utterances. In other

words, utterance bound pitch is called intonation.. Falling and rising are the two

basic intonation types. When you sing, 'sa ri ga ma pa dha ni sa', the pitch of your

voice moves from low to high, i.e. the pitch rises. When you sing 'sa ni dha pa ma ga

ri sa' the pitch of your voice moves from high to low, i.e. the pitch falls. If you utter

the word yes with the pitch of your voice rising the pitch movement can be 
/

represented as Yes and also jn counting
•* z ✓
One, two, three..............

Such a pitch movement from a low to a high pitch, taking place within a single 

syllable is referred to as a rising intonation pattern. Two more examples are given 

below:

Sita / who passed the ztest/joined thex Institute/

'Pen, 'pencil, zpaper, zink........

The same word Yes can be uttered with the pitch of your voice falling, the 

pitch movement being represented as

Y es

In counting, the last one has a fall, 
z z X
O ne, t wo and th ree

Such a pitch movement from a high to a low pitch is referred to as a falling 

intonation.
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The two can be combined and the word uttered, bringing the pitch down and

letting it go up again. Such a pitch movement is called a fall-rise intonation and may

be represented as 
KZ

Yes

The term tonic or tone may be used to refer to fall, rise or fall-rise i.e. the type 

of pitch movement within a single syllable.

In speech we make pauses at certain points. For instance, consider the 

sentence,

Dogs are faithful, but their masters are not.

When we pronounce this sentence, we pause after faithful. Such a pause may be 

called a tone group boundary. The tone group boundary is indicated with a double 

bar II.

Eg. Dogs are faithful, // but their masters are not //.

Tone group boundaries divide an utterance into tone groups. Each tone group 

is a stretch of utterance between two pauses i.e. two tone group boundaries. Thus in 

the above example, there are two tone groups, 'dogs are faithful' and 'but their masters 

are not'.

We have to decide three things about an utterance before we mark its 

intonation viz.

1. How many tone groups can it be divided into (i.e. the choice of tonality).

2. Where shall the tonic be (i.e. the choice of tonicity) and

3. What kind of tonic is to be used (i.e. the choice of tonic and tone).

Let us consider these one by one.

1. Tonality

Normally tone groups are indicated by pauses and they coincide with clauses. 

Thus, there are as many tone groups as there are clauses in an utterance. For example, 

the sentence,
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When I went to the beach, I met Meera

has two clauses and two tone groups. In written English, pauses are indicated by 

commas, semicolons and fullstops. Therefore, generally a tone group boundary 

coincides with one of these punctuation marks. In the above example, the two tone 

group boundaries coincide with the one comma and fullstop. In ‘one, two, three, 

four’., we have three commas and one full stop marking four tone groups. Though 

this is generally so, there are exceptions.

When we want to give emphasis to a particular item of information in an 

utterance, we give it the status of a tone group. Thus, normally we utter the sentence,

John went to the party with Mary

as a single tone group. If we want to emphasise the fact that he went with Mary and 

not with anyone else, we would utter it as two tone groups.

John went to the party // with Mary //

2. Tonicity

After dividing the utterance thus into tone groups, we have to decide which 

syllable is to carry the tonic or tone; the syllable carrying the tonic is called the 

nucleus or the nuclear syllable. Generally a tone group in English contains one and 

only one tonic. In normal speech, unless some special meaning is intended, the tonic 

falls on the last stressed syllable. Thus in the sentence

I went to the party with Mary

the last stressed syllable is / me 3 / in /'m e srl / and this syllable carries the tonic. 

(The stressed syllables are marked with short vertical lines on top and the tonic with a 

slanting line, going up or down).

4 \vent to the ^partv with \\4ary

However, if we want to give emphasis to a particular word, then the tonic falls 

on the stressed syllable of that word. Thus, in the above sentence, if the meaning is, I
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went to the party and not anywhere else, with emphasis on ‘party’, the tonic would be 

on the stressed syllable / P^:/ of /ptM/.

*1 \vent to the 'party with *Mary

If we want to say that it was I who went with Mary and not you or someone else, the 
tonic would be on ‘J •

\ ‘went to the 'party with ‘Mary

3. Tonic

After thus dividing an utterance into tone groups and deciding which syllable 

carries the tonic or tone, the next step is to decide which tonic to use, rise, fall or fall- 

rise. (It is possible to talk about other tonics like low-fall, high-fall, low-rise, high- 

rise, etc. but such details cannot be dealt with in the limited scope of this unit. As 

already mentioned, tonics are marked with short strokes slanting upwards left for fall 

and right for rise. Stressed syllables carrying no tonic are marked with short vertical 

strokes.

For example,
. . . \
I 'went to the party' with Mary (tonic on Maty)

4 \vent to the^party with ‘Mary (tonic on party)

I went to the party with Mary (tonic on I)

The shift in the tonic depends on the context, i.e. the most important word in 

the tone group for the speaker in that particular context.

The choice of a particular tone or tonic for a particular type of utterance 

depends on the emotional attitude the speaker wishes to convey and also upon 

whether he wants to interpret it as a statement, a question, a command, or a request. 

The terms, declarative, interrogative and imperative are formal labels referring I 

grammatical categories, whereas statement, question, request and order are semantic 

labels referring to meaning. Generally a declarative sentence is a statement, an
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interrogative sentence a question, and an imperative sentence a request or a command, 

but this is not always so. Thus the sentence,

They are ready

is a declarative in form, uttered as a statement, but the same sentence uttered in a 

different way as follows :

They are ready ?

is a declarative in form, used as a question. Likewise the sentence,

Will he come today ?

is an interrogative in form used as a question, but

Would you open the window, please ?

is an interrogative in form, used as a request.

Now let us look into the intonation patterns of these different types of 

sentences. In fact there are no hard and fast rules regarding the choice of a particular 

tonic for a particular type of utterance. The following, however, will be useful as 

general guidelines:

A. Falling tone

The falling tone is used in the following contexts :

1. In declarative sentences uttered as ordinary statements without any 

implications, and when the tone group is final (if the tone group is non- 

final, we use a rising tone), as in

*1 \vent to the 'party.

The ’water isswarm.

2. In Wh-questions (i.e. questions beginning with a question words like what, 

why, etc) uttered in the normal way i.e. expecting some information in the 

reply and sometimes in a cold unfriendly way,
’Why are you\ate?

’where do you live?

3. In commands, as in 
>Get '‘out!

Will you 'stop 'writing 'please? (as an order)
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4. In exclamations, as in 

Svhat a ’lovely'sight!

>What a’finexday !

5. In tag questions which imply that the speaker is certain about what is said 

and he just expects the listener to confirm his statement

’He is well // isn't he?//

We ’don't want to ’go // do we ?//

On the other hand, if he wants the listener to answer his question, then a 

rising tone will be used.

B. Rising Tone

The rising tone is generally used in the following contexts :

1. In incomplete utterances, often the first of the two clauses in a complex 

sentence, which indicates something more to follow (i.e. when the tone 

group is non-final), as in

He is zlate // because he 'missed the 'bus //

In listing items, we use a rise for each except the last one, as in 

zone // ztwo // fthree 'four //

The fall on four indicates that the counting is complete. Similarly,
I ^bought zbooks, 'pencils, zpapers. and a'‘pen.

2. In declarative sentences used as questions, as in 

’We will 'go for azpicnic ?

’You are ^ready for the ztest ?

3. In Yes/No questions (i.e. questions expecting Yes or No as answer) as in 

Are you zdreaming ?

Has your ’friend zcome?

4. In Wh-questions asked in a warm, friendly way, indicating extra politeness

and interest as in (

’Why are you ^late ?

’Where did you zgo ?
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5 In polite requests, as in 

'Please 'pass the *salt 

'Please ‘open the zdoor.

6. In tag questions where the speaker wants the listener to answer his 

question and give information (instead of just confirming or agreeing to 

his statement as is generally done in tag questions).

‘She has 'done the zwork, // ^hasn't she ?

(The speaker wants to know whether she has done it or not)

;Mary is 'coming /'isn't she ?

C. Fall - Rise tone

The use of a fall-rise tone indicates that the speaker implies things which are 

not explicitly expressed. The listener should understand more than a literal 

interpretation of the words. Thus the normal way of saying 'The girl is pretty' without 

any implication would be,

The girl is pretty.

But if it is uttered with a fall-rise 
1/

The girl is pretty'

it implies that she is pretty, but she is stupid or something derogatory like that.

The houses are nice (but not the people in them).

I 'didn't ’see 'you at the concert (you went somewhere else, after gettir.w 

permission to go to the concert)/

The intonation patterns of declaratives, interrogatives, and imperatives may be 

summed up as follows :

1. Declaratives

a) Declarative sentences uttered as statements, and if the tone group is final, 

we use a fall, but if the tone group is non-final, i.e. there is something 

more to follow, we use a rise.

He ‘won theorize.

He ‘won the 'prize // as his performance was ^good //

b) In listing things we use a rise for each item, except the last which is uttered 

with a fall.
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I bought 'oranges, *grapes and 'apples.

c) When the speaker implies things which are not explicitly stated, a fall-rise 

is used.
i .He is rich (something like ’ but not generous' or 'but stingy' is implied).

d) When declaratives are used as questions, we use a rise.

(We shall zstart now ?

2. Interrogatives

a) Yes- no interrogatives used as questions have a rising intonation 

Are 'you 'ready ?

Yes - No interrogatives used as requests, also have a rise,

Would you 'close the 'door ?

When they are used as commands or order, we use a fall 

Will you 'get 'out.

Generally while a rise indicates politeness, respect and interest, a fall indicates 

authority, indifference, disrespect, etc.

b)

c)

d)

Wh-interrogatives normally take a fall,

'Why are you hate ?

When they indicate extra politeness and interest, we use a rise.

In an alternative interrogative or disjunctive interrogative, where you have 

to make a choice of the tvpe, ft* H r > - z 1 f' yiCiir»vr ' OW
X \ V

Do you like tea or coffee ?

When there are more than two alternatives, all but the last tone group carry 

a rise, and the last one a fall.
S s' / '

Do you like tea // coffee // milk // or juice ?

Tag questions generally take a fall, i.e. when the speaker is sure that the 

listener will confirm what he has stated.
i i z \We are going 'out, aren't we ?

If the speaker is not quite sure about the listener's reaction and wants an 

answer from him, he would use a rise as in.

We are Agoing 'out, ^aren't we ?
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3. Imperative Sentences

Imperative sentences as commands take a fall and as requests a rise.

'Get vout!

Please ‘pass the salt.

4. Exclamatory sentences are usually said with a fall.
What a'sunny^day ! .

Thus (a) the falling tone may be used in

1. ordinary statements without any implications

2. wh-questions asked neutrally

3. commands and

4. exclamations

b) The rising tone may be used in

2. incomplete utterances, often the first of the two clauses in a complex 

sentence.

3. yes/no questions,

4. wh-questions asked in a warm friendly way and

5. polite requests

c) The fall-rise tone may be used to convey

1. special implications not explicitly expressed

As already seen, intonation in English (as well as in many other languages) serves

(1) a grammatical function and (2) an attitudinal function. In other words,

intonation helps the hearer to make out whether a particular utterance is a

statement or a question, a command, or a request. Thus, the same sentence can be

uttered as a statement (i.e. when pronounced with a falling tone) or as a question

(i.e. when pronounced with a rising tone). Again the same sentence can be uttered

as a command with a falling tone and as a request with a rising tone. For example.

She is clever (a statement) 
i z
She is clever (a question)

Shut the door (command) 
i s
Shut the door (request)
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Thus intonation serves an important grammatical function.

Moreover, with the help of intonation one can find out the attitude or mood of 

the speaker, whether he is sarcastic, impatient, annoyed, concerned, interested in the 

hearer or in the subject of the talk, etc. In general, while a falling tone indicates 

authority, unfriendliness, disrespect, indifference, matter-of-fact attitude etc. a rising 

tone indicates politeness, respect, warmth, friendliness, interest, etc. The fall-rise tone 

is typically used for special implications such as insinuations, veiled insult, sarcasm, 

unpleasant news, etc. For example.

You're coming . Aren't you? (expected agreement)
\ /

You're coming. Aren't you ? (uncertain about agreement)

Why are you late? (neutral)
/

Why are you late? (concern)
\ /

She is clever (implies something derogatory).

The attitude conveyed by intonation, however, will have to be interpreted 

within a given context.

1.5.7 Transcription

Often there is no one-to-one correspondence between the letters of the 

alphabet and the speech sounds of a language. The great disparity between English 

spelling and pronunciation is notorious. There are 44 phonemes in English but only 

26 letters in the alphabet. There is no one-to-one relationship between spelling aiu. 

pronunciation i.e. each letter of the alphabet does not alwttys represent a particular 

sound. (If it did, then there would be the same number of letters in the alphabet and 

of speech sounds in the phonological system). For example, the letter 'czin city 

stands for the sound /s/ whereas in cat in stands for /k/. In site and cite the letters 's' 

and 'c' are pronounced alike, viz. as /s/. Thus, in English one letter of the alphabet 

may stand for more than one sound and also the same sound may be represented by 

different letters of the alphabet. This is not a peculiarity of English alone. There are 

several languages without any one-to-one correspondence between letters of the 

alphabet and the speech sounds.
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0 Phonetic transcription is a device which is useful in overcoming the

difficulties caused by the disparity between spelling and pronunciation. It has often 

been defined as a kind of alphabetic writing in which each letter represents one sound 

and never any other, 'one sound one symbol'. This, however, is not an accurate 

definition, since often the same symbol represents slightly variant forms of a speech 

sound. Thus the /k/ at the beginning of key and also at the beginning and end of cook 

are represented by the symbol /k/, but actually these /k/s differ slightly from each 

other, the difference being determined by their phonetic context, i.e. the other sounds 

adjacent to them. We have already seen how each phoneme is actually a family of 

related sounds called allophones, each occurring in particular contexts. The two /k/s 

are different allophones of the phoneme /k/, but these variant forms are represented by 

the same symbol /k/. Transcriptions may be phonemic ('broad') or allophonic 

('narrow').

1.5.7.1 Phonemic / Broad Transcription

A phonemic or broad transcription is based on the principle 'one symbol per 

phoneme', in which the smallest number of symbols are used, most of which are 

letters of the Roman alphabet. A number of conventions are implied in each symbol. 

Thus the same symbol /p/ is used whether it be aspirated or not, but from its context 

of occurrence it can be assumed whether it is the aspirated variant or not. Slight 

phonetic variations are not indicated by any signs. Still a phonemic transcription is a 

very useful method of indicating unambiguously the spoken form of a language. In 

teaching the pronunciation of a foreign language, a broad or phonemic transcription is 

generally to be recommended.

1.5.7.2 Allophonic / Narrow Transcription

In an allophonic or narrow transcription, on the other hand, extra symbols are 

used to denote all the features of sounds that are implied by the conventions in broad

transcription. It is more precise than phonemic transcription. The extra symbols used1
for indicating information about allophonic features are called diacritics. Thus 

aspirated Zp/ is indicated as [ph] and 'dark' /l/ as [ 1]. For example,

Pin [phin]

Girl
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Narrowness can be of varying degrees. Narrow transcriptions are useful for -

comparative purposes, especially to make comparisons between the variant 

pronunciations of the same language by different people.
4

A letter-for-letter equivalent method of writing by using the alphabet of 

another language is called transliteration.. Examples are, 4
pe:na (pen) «
lease :ra (chair) «
a.:na (Elephant)

1.5.7.3 International Phonetic Alphabet (IPA)
The International Phonetic Alphabet (abbreviated to IPA) has symbols to ®

represent all the sounds existing in the languages of the world. This alphabet is based ®

on the Roman alphabet, but since the twenty six letters of the Roman alphabet(A to Z)

are not sufficient to represent all the sounds, additional symbols are included and the

existing ones suitably modified. It is very useful in phonetics because in IPA, there is

a one-to-one correspondence between symbol and sound.

****
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II. LINGUISTICS AND ENGLISH GRAMMAR

P• P. Giridhar and Basanthidevi

SYNOPSIS

1. What is Linguistics?
2. The Nature and Functions of Language.
3. Language Variation: Dialects, Styles, Registers
4. Kinds of Grammar: Reference grammars. Traditional grammars, Prescriptive. 

Descriptive, Theoretical and School Grammars
5. Morphology: Morph, allomorph, morpheme; empty, zero morph, and portmanteau 

morph. Inflection, derivation and word formation including compounding. 
Morphophonemics

6. Syntax
7. Semantics

2.0 What is Linguistics?

Linguistics may be defined as the scientific inquiry into or the systematic study of 

language. It studies its structure, the uses to which these structures are put and the 

relationship between them. It also studies the development, the acquisition, and the 

pathology of language.

Speakers of a language know a system that enables them to understand and create

utterances which they have never encountered nor produced them themselves. This

unconscious knowledge, which is called linguistic competence, constitutes the basic

subject matter of Linguistics. The essential route to describing this linguistic competence

is to construct a grammar which is an explicit mental system of rules and elements.

categories and processes needed to produce and interpret familiar and novel sentences.

Although language has grammar at its heart, it is more than grammar. Underlying the use

of language is what is called communicative competence which directs you what to

speak, where and when. Language is more than even communication. Linguistics

addresses language in two foundational arenas of human experience viz. the mental and

the social. While Linguistics studies how' language is organised in the human mind, it

can't forget that language is also social action. Its tentacles reach far and wide into

different walks of man's existence. It has to do with biology and neurology, with 
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cognition and genetics, with philosophy, with questions of identity and human rights, 

with literature and rhetoric, with society and social systems and hence with sociology' and 

anthropology, with questions of the mind and hence with psychology, it is 

mathematically constituted and hence has to do with mathematics and computation, has 

to do with communication and hence with concerns of communication engineering and so 

on. With the scope and application of Linguistics as wide as shown above. Linguistics 

has become an important academic discipline. Depending on what the focus is on. we 

have different branches of Linguistics. If it is language and society, we have 

Sociolinguistics. If it is language and cognition, we have Cognitive linguistics. If it is 

study of language across time, we have Historical linguistics. Clinical Linguistics studies 

language pathology. Forensic Linguistics uses language toward the end of tracking 

criminals. Educational Linguistics has to do with language in education. Computational 

Linguistics has to do with computational testing of linguistic theories . and with applying 

linguistic knowledge to real-world problems. If Linguistics is used to study literary 

discourse, we have Linguistic Poetics. Corpus Linguistics compiles representative bodies 

of texts and uses them to help answer questions about language use.

2.1 The nature of language

Language is a central entity in the human universe. It is so intrinsic a part of human 

life that the progress that man has achieved so far on planet earth is unthinkable without 

language. Language is in fact considered a distinguishing feature of man. the articulate 

mammal vis-a-vis subhuman life forms. Language is necessary not just for 

communication and dissemination of the knowledge created but is essential for the very 

creation of knowledge. Language is meaning coded in systematic ways into sound. It is a 

sound-sense construct. The relationship between sound and sense, or form and meaning is 

for the most part arbitrary in that there is no logical relationship between the meaning and 

the sound sequence that expresses the meaning. Thus there is no reason why what is 

expressed by the sequence god, for instance, should be signified by the word god. There 

is nothing about the sounds in god that has anything to do with the properties of the 

object the word god refers to in the nonlinguistic world. The relationship between a
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photograph and the object it is a photograph of on the contrary is not arbitrary. It is 

representational or imitative or iconic. Language is a system in that it is rule-governed as 

any viable phenomenon in the universe is. Being a construct of the human mind, it is 

creatively rule-governed unlike the solar system, for instance, which is rigidly, 

unalterably rule-governed because it is not a construct of human consciousness. A 

machine is to be sure rule-governed but is not characterized by rule-governed creativity 

like language is.

The form-meaning construct that we said language is, is a two-way model of 

language. This conception captures the generalized space of the linguistic sign.

A three-level construction is:

la. language

pronunciation
(phonology)

grammar
(syntax)

meaning
(semantics)

A four-level conception of spoken language structure is:

lb. language

phonetics phonology’
(svntax)

pronunciation meaning
(semantics)

A six-level model using the transmitting medium, grammar and semantics which seems 
to be the most insightful is (David Crystal 1987:83):
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If language is defined as ‘organised noise’, the ‘noise’ part is studied by what is called 

Phonetics, and the ‘organization' part has multiple levels of linguistic structure. These 

levels are phonology, morphology, syntax, semantics and pragmatics, all of which 

organize the ‘noise’ that speech consists of, the phonic material.

2. LAN(lVA6f function Component of grammar/language

0
R
G
A
N
I
S
E

D

links lg structure with use

the interpretation 
of words/sentences 
sentence formation

word-formation

PRAGMATICS

SEMANTICS

SYNTAX

te patterning of speech sounds

MORPHOLOGY

PHONOLOGY

NOISE the articulation & perception 
of speech sounds

PHONETICS

2.1.1 The Functions of Language

Language can be put to a range of functions which have to do with the number of 

personal, social and cultural roles that language plays in our lives.

1. The Referential Use of Language

The most common use of language is to exchange facts and opinions. This we do 

whenever we tell people about ourselves or our lives, or the world at large or when we 

elicit information about other people and their lives, and the world at large. This is 

language used to communicate ideas. This is also called the ‘propositional' or 'ideational' 

use of language.

2. Language as an instrument of thought

Some scholars think the primary use of language is in thinking. Although it is not know n 

whether all thought requires language, there is little doubt that we do use language for our
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thinking. People often feel the need to speak their thoughts aloud without any audience to 

address. When people perform mathematical calculations in their heads, they are using 

language. Thought could be argued to be subvocal speech.

3. Language as emotional ex-pression

When somebody says, ‘Shh! I shouldn’t have done it!” the shh that (s)he utters is not 

communication of ‘ideas'. It is giving vent to one's emotions, the letting go of some 

nervous energy. This we do whenever we are sad, angry, or frustrated or annoyed or 

happy and excited.. This is the emotive or expressive function of language. Swear words 

and obscenities are another example of the expressive/emotive function of language. The 

almost involuntary’ verbal reactions that we make to beautiful scenery or art. our 

expressions of fear, disgust, affection etc are all examples of this kind of language use.

4. Language as social interaction.

Imagine someone is relaxing on her easy chair in the lounge outside her house, and the 
® visitor says, ‘Relaxing?’ Now the visitor knows jolly well that the woman is indeed

B relaxing. The only function that his apparent question has is to break social ice. to get

£ talking. There is no factual content involved in such utterances. Our use of phrases such

as good morning, pleased to meet you. How are you? belong to this class of utterances 

and are not meant to be taken literally. They are linguistic lubricants of social space.

This is also called phatic communion

5. Language as expression of identity

Language also has an identify ing function. In many situations our use of language is 

meant to declare our identity rather than to inform or convey ideas. For example the 

chanting of a crowd at a football match, the shouting of slogans, names, affirmations at 

religious meetings and so on are examples of language being used to express identity, to 

express solidarity’ with particular groups. The above is done voluntarily. By the very fact 

of using a language or any of its dialects one is involuntarily revealing one’s identity as to 

region, social class, education, age, sex and personality.
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6. Language as Sound

There are many situations where the only reason for using language is the power or effect 

of its sounds. Children's nursery rhymes and games, the litanies, the mantras spoken in 

religious groups, the voices of people singing in the kitchen or at workplaces doing 

manual work are examples of this use of language.

7. Language as controller of reality.

This is a performative function of language. The prayers, formulaic curses of priests 

directed at God. gods, spirits, devils and ghosts, and other physical forces, and utterances 

of oracles involve use of language which is meant to control the forces which some 

native speakers believe affect their lives. Naming a child or a ship is another example of 

such controlling use of language.

8 Language as recorder of facts

This function of language is illustrated by all kinds of record-keeping: geographical 

surveys, historical records, accounts, scientific reports, parliamentary records and so on. 

Here the situation is not the same as when you do a t> pical speech act where there is an 

addressee. The purpose here is to record the content for future generations and for future 

reference etc

2.1.2 Language V ariation

No language in the w'orld is monolithic, invariant and uniform throughout the area where 

it is spoken, and throughout the various domains of its use. Language can van- along 

parameters such as region, social class, gender, age. situation and content. Language 

could van- from region to region. Variation along the parameter of region gives rise to 

what are called ‘regional dialects'. Variation along the parameter of social class gives rise 

to what are called ’class dialects' and in India 'caste dialects'. There are languages which 

show variation between men's and women's speech. There are languages which show

wide divergence between the spoken and written varieties, which phenomenon is called 

‘diglossia’. Situation-oriented linguistic variation goes under the name of ‘styles'. One
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can have speech vary in response to whether the situation is formal or informal, whether 

the speech is between participants who differ as to factors such as age, seniority, 

peerhood. friendship, hierarchies in the family and the office and so on. Language can 

also differ based on the content of performed language. Thus the language of science 

could differ from business language or commercial language or religious language and so 

on. Such varieties are called ‘registers’. Language can also vary across time. Chaucer's 

English is different from Shakespeare’s English and Shakespearian English is different 

from contemporary English. Especially language teachers need to be aware of this 

important feature of human language. Language variation obtaining at a particular point 

or period of time is studied by what is called ‘Sociolinguistics’ and 'Dialectology' and 

language change across time is studied by what is called 'Historical Linguistics'.

2.1.3 The notion of grammar

Grammar is the summum bonum of language. It is the heart of human language. It is 

the framework, the skeleton around which or on which language is built. There is this 

idea that some languages have no grammars. This is not true. What such people mean is 

that particular languages have no grammars that are written down. You will be surprised 

to know that a child a few months old knows a noun from a verb. This is some evidence 

to say that we are all bom w ith a part of the grammar of a language w e get to speak later 

A grammar is a rule-system which governs a language, 'a device of some sort for 

producing the sentences of the language under analysis' It is a mental system of 

categories and processes, of elements and patterns which organizes linguistic expression. 

It is not a simple device however. There are multifarious layers of formal patterning and 

amazingly deep and abstract rule-relationships that come to light in a grammatical 

analysis. There is no human language without a grammar which underpins it. The 

existence of such linguistic systems is the product of anatomical and cognitive 

specialisation unique to man. While grammar is a two-sided coin, language is not just 

meaning and expression, but is a three-sided entity, consisting of expression, meaning 

and context which links the two.
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m
o

n

context

Grammar in the light of context is language. The sentence 'The window is open' 

uttered inside a train compartment on a windy day would have a different content 

compared with the same sentence uttered, say, in the context of a situation where 

someone has said 'It's very sultry' The first utterance could be a 

suggestion/request/command to close the window whereas the utterance of the sentence 

in the second context is just to affirm a fact. Grammars generate sentences like a 

machine, without contexts and the same sentences with the same stable grammar- 

specified meaning uttered in different contexts could have different content, and the 

intended content is not apparent from the (grammar-generated) expression alone. In many 

Indian languages people say. 'I will come' at the time of leave-taking when actually they 

should be saying ‘I will go' The utterance ‘I will come" in this particular context would 

have a different content from what it would have as a response to a question like ‘Will 

you come home9'

There is a variety of grammars that linguists do: traditional grammars, reference 

grammars, school grammars, descriptive grammars, prescriptive grammars, theoretical 

grammars.
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We will briefly see what these are.

Traditional grammars: This is the term used to refer to attitudes and methods found in 

the period before the advent of the science of Linguistics. The word is often pejoratively 

used to refer to an unscientific approach to grammar, an approach which based grammars 

of particular languages on the grammars of what are thought to be prestigious classical 

languages like Greek, Latin and Sanskrit. In this approach empirical facts of particular 

languages were given scant regard. However many basic notions of these traditional 

grammars have been found to be very insightful.

Reference grammars: Reference grammars are those grammars which contain 

grammatical descriptions which are as exhaustive and comprehensive as possible so that 

whoever wants to do something about the language can refer to the grammar for facts and 

proceed. He can use it as reference material much the same way as we use lexica or 

dictionaries as reference materials we look up

Descriptive grammars: Descriptive grammars are grammars that describe grammatical 

facts of a language objectively. They do this without making any evaluative judgements 

about their standing in society. Facts as in themselves they are without comparing the 

grammatical facts with those of other languages. Such grammars are the staple practice of 

working grammarians.

Prescriptive grammars: Prescriptive grammars are grammatical manuals which 

prescribe certain ways of speaking. They focus on constructions where usage is divided, 

and lay down socially correct use of language. Foe example they would lay down that 

one should say, ‘It’s F, and not ‘It’s me’ Such grammars exerted a formative intluence on 

language attitudes in Europe and .America in the 18lh and 19th centuries. They don't seem 

to have gone out of vogue as yet.

School grammars: School grammars are also called ‘pedagogical' grammars and 

‘classroom grammars’. These are specifically designed to teach a foreign or second 

language. They are written in a nontechnical simple language which might tell on the
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scientificity of descriptions. They could also be written to develop an awareness about the 

mothertongue. Written in the teaching mode, they are nonargumentative, and 

nontheoretical. These ‘teaching grammars' are widely used in schools.

Theoretical Grammars: Theoretical grammars are written to investigate and debate 

areas of grammar and go beyond the study of individual languages. They are 

crosslinguistic investigations of grammatical topics, and are highly theoretical, 

argumentative and could be abstract.

See Module 1 of this teacher package for an introduction to Phonetics and Phonology.

2.4 Morphology

One of the basic problems in any science is to identify its minimal units. In language 

we must distinguish the basic units of sound, which in themselves are meaningless, from 

the basic meaningful units, which are made up of individually meaningless sounds. 

Asked to name the minimal meaningful units in language, most people would say. 

‘words'. Its existence is taken for granted by people. We have no difficulty’ in 

recognising words in a stream of speech. But what exactly is a word-’ Pronunciation, 

stress and intonation are no guides to recognising the boundaries of words. In

4 a door adore

the two expressions are pronounced identically but the first is not a word while the 

second is. One can't distinguish words in terms of the types of meaning they express. 

Bachelor and unmarried adult male mean roughly the same thing but one is a word and 

the other a phrase. Linguists believe w ord could be defined in terms of the w ay it patterns 

syntactically. A widely accepted definition of the word is the following:

5. A word is a minimal free form.

A free form is an element that can occur in isolation, and whose position w ith respect to 

the neighbounng elements is not fixed. Thus the expression speakers is a word because it 

can occur in isolation ( as in answer to the question who are they?) and it can occur in 

different positions in the sentence as 5 shows.
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6. a) The speakers debated the issue.
b) The issue was debated by the speakers.

In contrast the units -er and -s do not count as words here since they cannot occur in 

isolation. Also their positioning with respect to the adjacent elements is completely fixed. 

There is no ersspeak or erspeaks, but only speakers. The qualifying expression minimal 

is necessary’ to ensure that we do not identify phrases such as the speakers as a single 

word. The expression the speakers consists of two minimal free forms. Words are the 

minimal free forms. But they are not the minimal meaningful units of language. Notice 

that the expression speakers is not irreducible. It can be broken into further units which 

are meaningful: speak, er and s. These are three minimal meaningful units. The 

traditional term for these minimal meaningful units is sign. In Linguistics a more 

common term is morpheme. Most linguistic signs are arbitrary in that the connection 

between the sound and the entities they stand for is purely conventional. It is not rooted 

in any property of the object the sign stands for. For example there is nothing about the 

sound of the word book that has any thing to do with books as objects in the nonlinguistic 

world. We could just as well call them kub instead of book. Some other people call the 

same object lesctia (the Angamis). pustak (Hindi) The minimal meaningful units then are 

not words, but arbitrary signs or morphemes.

Speech sounds are organised into phonemes first and then they are structured into 

morphemes. While many English words consist of only one morpheme, there are many- 

English words which contain two. three, or four morphemes. See the table below.

7. Words consisting of one or more morphemes

One morpheme Two Three More than four

the
and
boy
speak
hospital
gentle

boy-s boys'
speaker-s speakers'
hospital-ise hospital-is-ation 
gentle-man gentle-man-ly

hospital-ise-ation-s
gentle-man-li-ness
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Morphemes do not always have an invariant form. The morpheme used to express 

indefiniteness in English has two forms: a and an

8. an orange 
an ox 
an hour

a building 
a car 
a heron

The form an is used before words beginning with a vowel, and the form a is used before 

words beginning with a consonant.. The variant forms of a morpheme are called its 

allomorphs. Thus a and an are allomorphs of the indefiniteness morpheme in English. 

.Another example of allomorphic variation in English is the plural morpheme -s in the 

following words:

9. cats 
dogs 
buses

The plural is pronounced as .v in the first case, as z in the second and as 6b in the third 

case.-5. -z and -6b are allomorphs of the plural morpheme in English.

•
Morphs are physical forms which represent morphemes in a language. In example 9. for 

example, each of the words viz cars, Jogs and buses has two morphs representing tw o 

different morphemes but the three forms of the English plural morpheme viz. s, z and -cz 

are morphs representing the same morpheme viz the plural morpheme.

The analysis of morphological structure is based on a number of fundamental contrasts. 

One such contrast is between free and bound morphemes. The forms er and .? of the 

word speakers are bound morphemes because they don't occur in isolation. They always 

occur attached to another free form (like speak). In the word houses, the form house is a 

free morpheme whereas the form 5 is a bound morpheme.

Word structure Like sentences complex words such as builder, denationalize have 

internal structure. In this section we talk about how one goes about analysing the internal 

structure of complex words. Let's take the word denationalisation. The word has five 

morphemes: de, nation, al, ise, ation. The form nation is a free morpheme since it can
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stand alone while the other morphemes are bound morphemes. But just a report of which 

constituent morphemes are free and which are bound does not say all there is to say about 

the structure of the word. There are rules which drive the way these morphemes are put 

together. For example none of these possible orders of the same morphemes constitutes 

an English word:

10. *alizedeationnation
* ationizalnationde
* nationdeizeational

Of the 120 possible arrangements of the five morphemes, only one. de nation al ize ation 

could be an English word. This order is pretty strict because each of the bound 

morphemes is an affix, a bound morpheme which not only must be bound but must be 

bound in a particular position, and not anywhere. Furthermore each affix attaches only to 

a particular lexical category' (either N or V or Adj). called its base, and results in a word 

of another lexical category. The suffix ize attaches to nouns (and adjectives), and forms 

new verbs.

11. colony—► colonize
theory_ theorize

national ~► nationalize

Similarly, the affix de attaches to verbs, and not to nouns

12. construct----► deconstruct
colonize ___ decolonize
mystify------ ► demystify

The affix al forms adjectives from nouns and ation forms nouns from verbs.

Given these restrictions, the structure of the word is best seen as starting from the form 

nation, which is the only free morpheme in the word, and which could be called the root 

of the word, successively adding affixes, one at a time, as follows:

13. nation 
national
nationalize *nationize
denationalize *denation
denationalization
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I

The structure of the entire word could be represented as either a set of labelled brackets 
or a tree diagram.

You could do the same kind of analysis for the complex words incomparable, ungodly, 

misunderstand, unharmonious, uncontrollably.

A stem is the form to which an affix is attached. In most cases the stem will also be the 

root. In the word books, the root viz book is also the stem, the form to which an affix is 

attached. But in a word like hospitalized, the affix ed attaches to hospitalize which is the 

stem, but not the root.

Types of Affixes It is possible to distinguish between several types of affixes in terms 

of the position relative to the root/stem. Prefixes are bound morphemes which attach 

before the root. Suffixes are bound morphemes which occur after the root. In the word 

redoes, for example, re zs the prefix because if do is the root, re is attached before the 

root and 5 is found attached after the root, re is therefore the prefix, and is written as re- 

and s the suffix and is written as —5.

Some English prefixes
15. dis-appear

re-play 1
il-legal
in-accurate
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Some English Suffixes

16. vivid-ly 
govem-ment 
teach-er 
go-es

Infixes are bound morphemes which occur inside roots. Circumfixes are discontinuous 

bound morphemes, part of which occurs before the root and part after the root. English 

has neither.

Portmanteau morphemes are merged morphemes. They encode more than one piece of 

information, more than one contrast. In the Kannada example below

17. hoog-utt-aane ‘(he) goes' 
go tense 3sgmsc

the form aane encodes three pieces of information. It indicates person (third person), 

number (singular) and gender (masculine) It is a portmanteau morph.

An empty morph is a bound morph which realises no morpheme. It is a surplus 

structure-building formative carry ing no meaning. Look at the following.

18. therm-o-meter 
fact-u-al 
sense-u-al

The form o in thermometer and u in factual and sensual are empty morphs. There is no 

such thing as an empty morpheme.

A zero morph is a bound morpheme which fills a structural gap in a pattern. In

19. a) she cut the ribbon just now.
b) he shut the door.
c) Papu put away the book.

the past tense encoded in the verb is in terms of a zero morph. It is not realised in terms 

of speech sounds, but it is necessary to posit it to fill a structural gap in the system of past
i

tense marking in English. Some verbs take -t as the past tense marker and some verbs
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take -d, some others take -ed, and still others don’t take anything; they take a zero 

morph, as in 19 above. There is no such thing as a zero morpheme.

Inflection Almost all languages have contrasts such as singular and plural, present and 

past. These are often marked with the help of a morphological process called Inflection. 

Inflection does not create a new word as do derivation and compounding. Inflection 

does not change the referential or cognitive meaning of the word, as do derivation and 

compounding. Nouns have inflectional affixes marking number, gender, case and so on, 

and verbs are marked with inflectional affixes for tense, person and number as in English 

and for voice, gender, reciprocity, reflexivity and so on in other languages.

20. Plural inflection

singular plural

apple ((apple) s)
car ((car) s)
dog ((dog) s)

21. Tense inflection

Present past

work ((work) ed)
jump ((jump) ed)
hunt ((hunt) ed)

In many of the Indian languages person, number, gender and various categories are 

inflectionally marked in the verb in addition to tense.

Word formation A characteristic of all languages is their ability to form new words. 

The categories of noun, verb, adjective and adverb are all open in the sense that new 

members are being constantly added to them. The two most common modes of creating 

new' words in a language are derivation and compounding. Both these modes of word- 

formation create new words from existing morphemes. Derivation is the process by 

which a new word is built from a root through the addition of an affix. Compounding on
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the other hand is a process which involves putting together two or more words (with or 

without affixes) to yield a new word. Helper, for example, is derived by suffixing -er to 

the verb help. The compound word self help, on the other hand, is created by putting 

together the already existing words se//'and help.

Derivation Derivation creates a new word by changing the referential meaning of the

word and by, possibly, though not necessarily, changing the category of the word.

Category change is not a necessary, but a sufficient condition of derivation.

The derivational affix -er, for instance, combines with a verb to create a noun with the 
meaning ‘one who does X’ as shown in 22.

22. N

V Af

work er

Verb Derived noun

(help)V ((help)V er)N
(teach)V ((teach)V er)N
(drive)V ((drive)V er)N

22. Some English derivational Affixes

Affix Change Effect in meaning Examples

-a (ion V—>N the result of X'ing realization

-ive V—►N having the property 
of doing X

assertive

-al N->Adj pertaining to X national

-ate Adj—>V make X activate

-ness Adj—►N the state of being sadness, happiness
X
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In some cases the internal structure of a complex word is not obvious. The word 

unhappiness, for instance, could be analysed in either of the two ways shown in 23.

It is however possible to find an argument that favours 23a over 23b. The argument is 

that the prefix -un combines freely with adjectives, but not with nouns.

Compounding puts two already existing words together and forms a new word. 

Compounding is highly productive in English. Compounds can be found in all the major 

lexical categories in English: nouns, verbs and adjectives, nouns being by far the most 

common type, steamboat, doghouse, cave dweller dog biscuit are examples of NN 

compounds in English which are nouns, crybaby, for instance, is a VN compound which 

is also a noun, bloodthirsty, roadworthy are NAdj compounds which are adjectives 

whereas redhot is an Adj-Adj compound which is an adjective, bellyland. gatecrash, 

stagemanage. oversee, undercut are examples of compound verbs in English.

Compounds could be distinguished from phrases in that compounds are complex lexical 

items whereas phrases are syntactic objects.

English has other modes of word formation.

Clipping is a process by which a new word is created by shortening a long polysyllabic 

word. Eg prof for professor.
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Acronyms are formed from the initial sounds or letters of a string of words which forms 

a unit. UNICEF, NATO, RBI are examples.

Blends are words that are created from parts of tw o already existing words 

Eg motel from motor hotel, brunch from breakfast and lunch.

Backformation is a process whereby a word whose form is similar to that of a derived 

form undergoes a process of deaffixation. Eg enthuse from enthusiasm.

Turning nouns into verbs and verbs into nouns is quite common in English. Consider the 

word English as a verb, as in

24.1 have Englished three Kannada novels.

and buy, sell. ask, invite, read, write, think, take etc as nouns.

Morphophonemics This is the interface between phonology and morphology. 

Allomorphy which is phonologically conditioned is a good example of this interface. 

Changes that happen when two words come together, the sandhi changes are also 

examples of this.

2.5 Syntax

Syntax is defined as the study of the rules governing the way w ords are combined 

to form sentences in a language. If morphology is the study of word structure, syntax is 

the study of sentence structure. What is a sentence? It can be defined as the highest and 

the largest linguistic unit. A language has several layers of structures which are 

hierarchically organized. The phonological structure is at the lowest level and syntactic 

structure is at the highest level. A sentence is a complete and independent unit. It can be 

classified according to form as well as function. A formal classification recognizes 

sentence types such as declarative, interrogative, imperative and exclamatory.
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A declarative sentence is one in which a statement is expressed. For example,

1. Tony Blair is the Prime Minister of Great Britain.

It can also contain a negative statement.

2. Margaret Thatcher is no more the Prime Minister of Great Britain.

An interrogative sentence is one which is formed to ask a question.

3. Who is the Chief Minister of Karnataka ?

An imperative sentence is one in which a command is expressed.

4. Leave the room immediately.

An exclamatory sentence is one which carries an emotional utterance. It usually 

lacks the grammatical structure of a full sentence and is marked by a strong intonation.

5. What a beautiful flower it is!

From a functional point of view sentences are classified as statement, question and 

command

A statement is always in declarative form and is used chiefly to assert or report 

information. In English it typically contains a subject before a verb. For example,

6. The man is tall.

It can also be negative.

7. The man is not tall.

A question is a major type of sentence, typically send to elicit information or a 

response. Questions may be marked by a question word such as what, where, etc. They 

are called wh-questions because a question word in English begins with wh For 

example,

8. What is he doing ?

9. Where did she go?

A question which elicits a yes-no response is called a yes-no question. For 

example.
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10. Did she go to Delhi ?
A tag question is one in which a question follows a statement. The question is 

asked to confirm the statement.

11. She went to Delhi, didn’t she ?
A rhetorical question is a question to which no answer is expected.

12. Do you think I am a fool ?

A disjunctive question is one in which there are two propositions. In the 

following questions, there are two propositions as indicated by the two verbs viz. sing 

and dance.

13. Did she sing or did she dance ?

Traditional grammars distinguish three major sentence types viz. simple, 

complex and compound.

A simple sentence consists of a single clause that stands alone as a sentence. The 

clause contains a single verb group. The following are examples of simple sentences.

14. The boy fell.

15. They played cricket.

16. Meera will buy a new raincoat.

17. He had left

The sentences 14-17 contain one verb group each, but a verb group itself can 

consist of one word (as in fell, played) or more than one word (as in will buy, had left). 

The central element in a clause is the verb; each clause contains one verb group. 

Therefore, each simple sentence contains just one verb group.

A complex sentence is defined as a sentence consisting of more than one clause. 

It contains one main clause and at least one subordinate clause. In a complex sentence, a 

clause is incorporated or embedded into another clause as seen in the following 

sentences.

18. Meera said that the boy fell.

19. That the boy failed surprised everyone.
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20. They stopped the game when it rained.

In sentence 18, the clause the boy fell is embedded into the clausal structure.

Meera said-------- . In 19, the clause that the boy failed is embedded into the clausal

structure-— surprised everyone. In 20,the clause when it rained is embedded into the 

clause. They stopped the game.....................

A compound or coordinate sentence consists of two or more main clauses each 

of which could function independently in other circumstances. These clauses are joined 

by a coordinating conjunction such as and, but. or or as seen in the following sentences.

21. Meena cooked food and Deepa cut vegetables.

22. The farmers prayed for rain but it did not rain.

Each clause in 21 and 22 has equal status. In other words, neither clause is part of the 

other clause.

What is a clause9 It has been defined as a grammatical construction intermediate 

between a sentence and a phrase, containing such major functional elements as subject 

and verb. It may be equivalent to. a sentence. For example, the clause I saw a car in the 

sentence.

23. I saw a car when I looked over the wall is equivalent to a sentence.

Clauses have been classified in many ways, the most widely accepted 

classification being main (independent) and subordinate (dependent) kinds. This is 

illustrated in the sentences 18- 20.

When a clause plays the role of a subject it is called subject clause. In the 

sentence,

24. What I said is correct.
The clause what I said is a subject clause because it performs the function of a subject. 

When it performs the role of an object it can be called nn object clause. For example, 

what he said in the sentence.
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25. I believed what he said.
Can be called an object clause. A clause performing the function of an adverb is called 

an adverbial clause. The clause when it rained in the following sentence.

26. They stopped playing when it rained.

is an adverbial clause.

A verbless clause is a clause in which the verb is omitted (and often the subject as well). 

An example is when ripe in the following sentence.

27. When ripe, the mangoes will taste well.

Structure of Sentence

A sentence consists of words which are organized in a systematic way. Any 

jumble of words cannot form a sentence. It can be illustrated with the help of the 

following:

28. The young boy helped the old man.

29. Boy the helped man old the young.

28 is a sentence but 29 is not because 28 has a structure whereas 29 does not have 

any structure. It implies that there is a particular way in which words are combined to 

form groups.

Words in a sentence form natural groupings i.e. some words go together. For 

example, the, young, boy go together in the sentence. So do the, old, man. This natural 

group of words is called a constituent. This can be illustrated with the help of a tree 

diagram as follows:
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The young boy helped the old man

the young boy

young boy

helped the old man

the old manthe helped

Young bov the old man

old man

The tree diagram gives an insight into the internal structure of the sentence and 

how words are hierarchically organized to form the highest unit, that is sentence. The 

words young and boy form part of a large unit young boy which forms part of a much 

larger unit the young boy. Similarly, old and man form part of a large unit old man and 

this in tum forms part of a larger unit the old man The old man forms part of a much 

larger unit helped the old man. This process goes on till the largest unit i.e. the 

sentence. The young boy helped the old man is formed The young boy and helped 

the old man are the two major or immediate constituents.

In general, simple sentences consist of two principal constituents. These 

constituents are called Noun Phrase (traditionally known as nominal group) and verb 

phrase (traditionally known as verbal group). An NP (Noun Phrase) is a construction 

with a noun as head. In the NP. the beautiful girl the noun girl is the head. A pronoun 

can also be the head. The term verb phrase is used in two senses. Traditionally it refers 

to a group of verbs which together have the same syntactic function as a single verb, e.g. 

is coming, may be coming, get up to. In such phrases (verbal groups), one verb is the 

main verb (the lexical verb) and the others are subordinate to it. In modem grammar, the
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verb phrase (VP) has a much broader definition. It is equivalent to the whole of the 

predicate of a sentence. In the examples in the following figure, the constituents on the 

left represent NP and constituents on the right represent VP.

NP

S

VP

Meera

She

The young boy-

left.

2

3

collected the money- 

helped the old man

The NP of 1 consists of one single noun and NP of 2 consists of a pronoun 

whereas the NP of 3 consists of an article, an adjective and a noun. The VP of 1 consists 

of a single verb and VP of 2 consists of a verb and an NP - consisting of an article and a 

noun. The VP of 3 consists of a verb and an NP consisting of an article, an adjective and 

a noun. Thus, an NP can also occur as a part of VP. The NP that occurs on the left side 

of the sentence plays the role of a subject. The NP that occurs as part of VP plays the 

role of an object.

Alternative constituent structures can be assigned to a construction to resolve 

ambiguity (when a construction has more than one meaning). For example, new houses 

and shops can be assigned two different constituent structures corresponding to two 

different meanings.

'new houses and new shops' 'new houses and (all) shops'

The sentence 30 has two meanings and the following tree diagrams.
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30. They are eating apples.

show how different constituent structures are assigned corresponding to their meanings.

i) Statement about some people ii) Statement about some apples
(who are eating apples). (which are edible)

2.6 Semantics Semantics is the study of meaning in language. The meaning of 

‘meaning' has been debated since the times of Plato. It is now widely and rightly believed 

that meaning is not something out there, outside language as an abstract entity. To say 

that a word has a certain meaning is to say that it is used in a certain way in sentences. 

There is no meaning beyond the meaning that words have in specific sentences and 

sentences have in discourses.

In modem Linguistics meaning is studied by analysing the way words and 

sentences are used in specific contexts. As Wittgenstein, the philosopher said, “the 

meaning of a word is its use in the language"

In this section we will look at some basic concepts and fundamental contrasts in 

semantics. First of all semantics is not directly concerned with the study of the external 

world although semantics does impinge upon it. Semantics is not our real world 

knowledge. In fact one reason why linguists like Chomsky jib at considering Semantics 

as part of Linguistics is that it is difficult to sift the study of linguistic meaning from real 

world knowledge. The world of nonlinguistic experience is the domain of physicists, 

philosophers, psychologists, geographers and so on. The focus in Semantics is therefore 

not how language ‘refers’ to the external world—reference. The focus rather is on how 

people relate words to each other within the framework of their language, their ‘sense'.
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Modem Linguistics thus distinguishes between ‘reference' and ‘sense’, the latter being 

the subject matter of Semantics, the former taking us away into the messy ocean of 

nonlinguistic experience.

Another reason this is the case is that languages look at reality differently, and 

there fore codify the external world differently from one another. For example the same 

biological relationships of ‘father’s mother’, 'mother's brother' ‘mother's sister’ and 

‘father's sister' are given different treatment in different languages. Family photographs 

would look the same but the words would have different senses. English does not have 

single words to express the above four relationships, but many languages do.

Even within a language one needs to make a distinction between sense and 

reference. This is needed to explain the way language makes divisions where there none 

in the external world. The neat scientific classifications of flora and fauna are not 

refected in language. Where the real world notions are indeterminate language has 

determinate notions, like our words for ‘hili' and 'mountain', ‘cup’ and ‘glass', 'stream' 

and 'river' etc When does a stream become ar/ver and a Zi/7/ a mountain1'!

Words need to be explained not with reference to their 'reference', but with 

reference to their 'sense'. The word 'chair' for example needs to be described not as an 

object in the external world in an absolute sense. It has to be explained in terms which are 

relevant to other such objects that are expressed in the language. That is. the word gets 

explained as the sense of other related words, for example, sofa, stool, easy chair etc is 

described. As a matter of fact this is the process that reaches its logical conclusion in a 

dictionary. Dictionaries describe the 'sense' of words and not their 'reference'. Only so 

much ‘reference' gets to be a part of a dictionary definition of a word as is necessary to 

set it apart from other words.

Sense relationships

Synonymy This is the relationship of sameness of meaning. Youth and youngster are 

synonyms as are kingly, royal and regal. But it is good to remember that no two words
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have exactly the same meaning, and hence there are no true synonyms. There are usually 

stylistic, regional, emotional or distributional differences, 'hang on' is equivalent to 

‘wait’ but the former is highly colloquial, and informal while the latter is less so. Which 

means they are not interchangeably used.

Antonymy This is the relationship of ‘oppositeness’ of meaning. There are no true 

synonyms, but there are true antonyms. There are several kinds of them.

--gradable antonyms such as big/small. good/bad which permit the expression of 

degrees (very small, very bad, etc).

-nongradable antonyms (also called complementary terms), which do not permit 

degrees of contrast, such as male/female, single/mamed; it is not possible to talk of very 

male, quite married (much married is different) etc except in jest.

-converse terms; two-way contrasts that are interdependent, such as parent/child. 

buylsell. giveitake. One member presupposes the other.

Hyponymy This is the relationship of ‘inclusion’, whereby we can say that ‘an X is a 

kind of Y' For example ‘rose’ is a kind of ‘flower’, elephant of 'animal', car of ‘vehicle’ 

Several words would be co-hyponyms of the same superordinate term: rose, 

chrysanthemum, daffodil, sunflower etc of ‘flower This however is a linguistic rather 

than a real-world classification.

Sentence meaning
Sentence meaning could be

prosodic meaning, grammatical meaning, pragmatic meaning, social meaning, 

propositional meaning.

Prosodic meaning The way a sentence is said using the prosody of a language could 

alter the meaning. Each of the following sentences carries a different implication as the 

stress moves across the sentence (indicated by capitals):

25. John's bought a red CAR(not a bicycle).
John's bought a RED car (not a green one).
JOHN'S bought a red car( not Michael).
John's BOUGHT a red car ( not sold it).
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The prosody, in this case stress, gives us information about what part of the sentence can 

be taken for granted (the ‘given’ info) and what part is fresh (the ‘new’ info).

Grammatical meaning This has to do with the semantic roles played by syntactic 

elements. In

26. Gindhar killed the burglar yesterday.

the subject, object, verb and the adverbial express the fact of the semantic role of‘agent' 

performing a certain ‘action’ on a ‘patient’ at a particular 'time'. Number, person .gender 

etc could also be considered grammatical semantics as opposed to lexical semantics 

expressed by lexical items or words.

Pragmatic meaning This is the meaning that sentences have in a discourse setting like 

we saw earlier in a sentence like, 'the window is open . a meaning which is not the 

interpretation given by the grammar. This is the meaning on the interface between 

structure and use.

Social meaning The choice of a sentence or expression may express things like 

rudeness, politeness, distance etc, and therefore directly affect social relationships. 

‘What do you mean by talking to me like that?’ raises larger issues than the meaning of 

the individual words and sentences used.

Propositional meaning

In this approach there is a distinction made between sentences as grammatical units and 

propositions, which is an idea drawn from logic and philosophy. A proposition is a unit 

of meaning that talks about a subject matter and says something about it. In w hat is called 

‘truth-conditional semantics' sentences are analysed in terms of the underlying 

propositions they express and these propositions are tested to see whether they would be 

true or false in relation to the real w orld.
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III. APPLIED LINGUISTICS

V.Saratchandran Nair
*

3.0 Applied linguistics

3.1.1 What is Applied Linguistics?

3.1.2 Interdisciplinary approach

3.1.3 Paradigmatic relation vs syntagmatic relation

3.1.4 Different Language Teaching methods-an overview

3.2.0 Error analysis

3.2.1 Idio-syncratic dialect

3.2.2 Systematic deviation vs Unsystematic deviation

3.3 Interlanguage

3.3.1 Language transfer

3.3.2 Transfer due to Training

3.3.3 Overgeneralisation

3.3.4 Communication strategies

3.3.5 Simplification

3.4.0 Communicative competences vs grammatical competence

3.4.1 Communicative needs of the learner

3.4.2 Functional syllabus

3.4.3 Notional syllabus

3.4.4 Task based approach

3.5.1 Contrastive analysis

3.5.2 Source language vs.Target language

3.5.2 Interference rules
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3.6.0 Linguistics and Literature

3.6.1 Language and Style

3.6.2 Lower order skills vs higher order skills

3.7.0 Translation

3.1.1 Applied Linguistics?

The term “Applied Linguistics” seems to have been used in the United states of 

America in 1940 particularly in the article published by Mackey (1966). The practising 

language teachers have been hearing this term very often In some quarters language 

teaching is considered to be Applied Linguistics and it has been clarified that if a person 

is not trained in Applied Linguistics he/she is not fit for language teaching. Of late there 

have been differences on this view and a gamut of subjects have been included in the 

discipline of Applied Linguistics. Now it covers various areas of Linguistic application 

such as language teaching, language testing and evaluation, preparation of materials for 

teaching, lexicography, translation, sign language, and artificial intelligence, 

Computational linguistics, stylistic analysis, literacy, language education, 

sociolinguistics, psycholinguistics, neurolinguistics, speech pathology etc and a host of 

other interdisciplinary subjects, the vistas of which are difficult to define. For instance, 

infolinguistics, demolinguistics, geolinguistics are new’ subjects on the horizon, which 

have taken foot hold in the discipline-Linguistics Information science, demography and 

geography have been beautifully wedded with Linguistics respectively in the formation 

of infolinguistics, demolinguistics and geolinguistics.

Although Linguistics is a science, it has traditionally been grouped under the 

branch of Knowledge Humanities. This notion has changed largely owing to the 

application of linguistic know how in dealing with subjects such as language teaching, 

language technology, neurolinguistics, speech pathology, computer science etc.
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The very basic question arises as to what is Applied Linguistics? What does one 

really apply in Applied Linguistics? What are the innovations that are brought in when 

one applies linguistic knowledge in language teaching? How far is it effective9 Probably 

we have to think in terms of what linguistic efforts go into the making of alphabets for 

unwritten languages, how the phonemes of a language are arrived at? What makes the 

distinction between a phoneme and a grapheme? For instance in Malayalam there are two 

phonemes, representing the grapheme The two phonemes are the dental nasal [ h ] 

and the alveolar nasal, [rj]. It can been seen that they operate in clearly defined 

environments. Such a linguistic knowledge is a prerequisite for any language teacher. A 

language teacher is expected to utilize this knowledge while teaching any language, be it 

in the LI or L2.

3.1.2 Applied Linguistics could also be defined as an area in which not merely is the 

description of a language attempted, but it goes beyond that. In fact theory building is 

not it's activity, but application of the theory which is tested and validated in empirical 

situations. So it could be called, “the consumer of theories", to quote M. A.K.Halliday. It 

does not confine itself to the strict boundaries of Linguistics, but permeates to other 

disciplines. We could say that the approach is interdisciplinary. Be it with Sociology, 

Mathematics, Statistics, Philosophy, Biology, Geography etc. It gains and strikes a 

balance with different disciplines. Keeping in view the requirements, it finds practical 

solutions. So we could say that the applied linguists are not theory builders but 

consumers of the theory of language or the description of language. They may also be 

regarded as the evaluators of the theory of language. An adequate presentation of any 

language teaching material would necessarily, have to be preceded by a proper 

description of the target language to be taught, which a language teacher and material 

producer would necessarily have to be aware of. Before the descriptive information can 

be used by the pupils, the course writer must necessarily work out suitable techniques for 

presenting it to them. If one analyses, the areas on applied linguist would be working in 

would be the pedagogic presentation, materials, aims, teaching techniques, practical 

restrictions, and the teaching method. Based on the theoretical formulations of the 

target language to be taught these would have to be described.
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3.1.2 Paradigmatic vs Syntagmatic relation

In order to illustrate the linguistic notions which are applied in language teaching 

one specific example that could be cited is the paradigmatic and the syntagmatic 

relations. A linguistic element enters into syntagmatic relation with other elements at the 

same rank with which it forms a serial structure related to linear stretches of writing or 

the temporal flow of speech. At the same time it enters into paradigmatic relations with 

other elements, which may appear in a given context and which are mutually exclusive in 

that content. Syntagmatic relations are relations of co-occurrence and paradigmatic 

relations are relations of substitutability. This notion is very much utilized in language 

teaching. See the examples below in Malayalam, a language of the South Dravidian 

family of languages.

1) malavaaLa adhyaapakan nallavan aaN@ 

Malayalam Teacher good-Pro is 

“Malayalam Teacher is good"

2) malayaaLa adhyaapakaR nallavaR aaN@ 

Malayalam Teacher-pl good-Pro(Pl) is 

“Malayalam Teachers are good”

3) tamil adhyaapakar 

Tamil teacher-pl 

“Tamil teachers are good”

nallavar aaN@ 

good-Masc(pl) is

tamiladhyaapika 

Tamil teacher (Fern) 

“Tamil teacher (lady)

nallavaL aaN@. 

good-Pro(Sg) is 

is good"

4)
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While comparing 1 and 2, it is seen I adhyaapakan I “Teacher (Masc, Sg)”, agrees 

with the Word I nallavan I meaning,” good person” or good man and it is to be noted that 

it is denoting a singular noun. In the relation between/ adhyaapakaR / ‘'Teachers” and 

nallavar/ “good people”, it is to be observed that it is a relation of co-occurrence and if it 

is wrongly substituted, the sentence would result in an ungrammatical sentence. In 

English it is not necessary to nominalise the adjective in the post nominal position, 

whereas in Malayalam the adjectives are nominalised in the postnominal position. While 

comparing the sentences (1) and (4) it is seen that I adhyaapakan/ is substituted with/ 

adhyaapika/ the paradigm, the substitutable relation, the syntagmatic relation also 

changes accordingly. In any language teaching situation, the relation between the 

paradigms and syntagmems could be highly utilized and the patterns were very much 

utilized in the pattern practiee/audiolingual method of teaching.

1.4 An Overv iew of the Language Teaching Methods

If one scans the development in the field of second language teaching and various 

research work that had been done, one can see that it is not confined to one school of 

thought but has been under the influence of several schools of thought in the field of 

Linguistics.

An overview of the language teaching methods, prior to 20th Century would show 

us that there was no particular theoretical method with which the practitioners of 

language teaching methods worked. It was more of a trial and error method ,

One of the earliest methods that was practised was the grammar translation 

method, which emphasized that the students studied the parts of speech, memorized 

conjugation, declensions and grammar rules and translated selections using a bilingual 

dictionary. That means though the students may be knowing the language, neither they 

were able to communicate the language nor were they able to use it. This methodology 

was largely used until the end of 19lh Century and early part of 20th Century. The
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theoretical basis of the Grammar translation method was prescriptive views and the views 

of traditional grammarians.

With the advent of structuralism one could see that the methodology of teaching 

changed. The pit falls in each method were empirically studied based on language 

learning theories either in LI learning situation or L2 learning situations, drawing 

parallels or with different perspectives. The questions arose as to whether LI learning 

and L2 learning were similar or different?, Somehow, for a long time, much distinction 

was not made. The example often cited is of the French scholar, Gouin, who through a 

diligent study of German could not learn the language, but his nephew, a three year old, 

could easily acquire German. He was extremely fascinated to observe this and it led him 

to develop the Direct Method. The child only links his/her experience with the 

language. Thus the language teaching methodologies largely depended on language 

acquisition or language learning theories. Direct Method emphasized that language 

learning could be achieved through experiencing the target language in meaningful 

situations. The central idea being the association of words and sentences with their 

meaning through demonstrating, dramatization etc. Jespersen and Palmer were the 

leaders in advocating direct method and it is in Europe that this method spread rapidly 

during the 20th Century, with the use of tape recorders and language laboratory.

Behaviorists vs congnitivists: In the behaviorist model propounded by

B.F. Skinner (the stimulus response theory), language was seen as patterns and the 

audiolingual method was developed. Audiolingual method and pattern practice laid 

emphasis on students learning through the language teaching materials, which contained 

(i) basic conversational sentences for memorization (ii) structural notes to help the 

students perceive and produce the stream of speech and the sentence patterns of the 

foreign language (iii) pattern practice exercises to establish the patterns as habits (iv) 

laboratory materials for oral-aural practice out of class and an opportunity to use the 

language in communication rather than translation. Language learning is thus seen as the 

conditioning of habits and the fallout of this model is that it is mechanical, dull,
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monotonous and lacking in the creativity which is natural to the human mind. We could 

conclude that language learning and language teaching is skill teaching.

Unlike audiolingualism, which subscribed to the behaviorists view of language 

and language acquisition, generative linguistic theory seeks to account for the creativity 

of the language, the fact that given a finite set of rules of the language, a speaker, is able 

to create an infinite number of stimulus free sentences in a given language. The theory 

attempts to characterize the knowledge of language speaker as grammar. A grammar is 

both the idealized language system and its actual use. Chomsky (1986:27) uses the term- 

language to refer to this capacity:” When we speak of a person knowing a language, we 

do not mean that he or she knows an infinite set of sentences or sound meaning pairs 

taken in extension or set of acts or behaviors; rather what we mean is that the person 

knows what makes sound and meaning relate to one another in a specific way, what 

makes them “hang-together”, a particular characterization of a function, perhaps the 

person has a “notion of structure” and knows an I-language as characterized by the 

linguist’s grammar. Chomsky’s concern was that of the “poverty of syllabus”, Plato's 

problem was about how a child with limited input of the language, the child has heard, is 

able to capture the entire mechanism of the language In a short period of time, the child 

acquires the capacity to put together words and grammatical affixes to form adult like 

sentences. The child's ability to create novel utterances cannot be predicted by an 

imaginative behavioral model, but rather suggests a genetic basis to the language faculty 

Recent research in child language acquisition also brings in evidences that the child's 

internalized grammar comprises a limited number of principles and parameters.

3.2.0. Error Analysis

The study of error’s has gained currency particularly with the studies of Corder 

(1967 & 1971), Nemser (1971). When a learner learns another language, it is believed 

that he is in fact restructuring and develops an independent system, which is termed by 

Corder as the “idio-syncratic dialect” of the learner. The views of Pit Corder centred 

around the point that the learner is carrying over the habits of the mother tongue into the
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target language and it is quite natural for any language learner to commit an error. Where 

as Nemser (ibid) called errors as “approximate system”, in the continuum from Source 

language system to Target language System. Contrastive studies between the SL and TL 

also predicted that certain errors are bound to occur and was termed as interference and 

to eradicate the predicted errors, interference rules, were suggested. The theoretical frame 

work with which this was worked out was the behaviorist model.

One of the serious criticisms that emanated immediately, was the errors, which 

were predicted, did not necessarily appear in the learner’s language and there were 

certain errors which could be described more from a creativist point of view, particularly 

the work of Dulay and Burt( 1973-1974). The theory' that was proposed was that the 

learner has a “built-in-syllabus”, for learning any particular language The natural 

cognitive processes, when faced with a particular data, determined the sequence of 

creating the cognitive structure which we call the grammar of the language. The strong 

version of the hypothesis proposes that irrespective of the learner's mother tongue, all the 

learners develop cognitive processes of the similar kind and the weak version is that 

development sequence is conditioned by the mother tongue. The criticism leveled 

against this theory’ is that how could one explain “the interference errors”, and we have 

to explain also the evidence that learners, be it child, adult, free learning and formal 

instruction, follow largely similar developmental sequences whatever their mother 

tongues are. As per the weak version it would be necessary that all learners of a 

particular mother tongue would produce the same kind of interference errors and the 

errors would be constant under the same learning conditions (Dulay and Burt; ibid). 

From this we understand that language learning may not take place utilizing the 

contrastive and comparative method which goes against the inherent “creativism”, 

bestowed with every’ human being.

3.3 Interlanguage

The studies on second language acquisition took a dramatic turn with the 

publication of Selinker (1972), with a psycholinguistic perspective, in which the learner's
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language was termed as “Interlanguage’. There are five central processes governing the 

inter language of the learner such as (i) Language Transfer (ii) transfer of training (iii) 

strategies of second language communication (iv) strategies of second language learning 

(v) overgeneralization of the linguistic material. Apart from this there are some minor 

processes such as “spelling pronunciation” and “hyper correction”. He considered errors 

as fossilised errors, which have certain characteristic properties. The errors have been 

considered as some psycholinguistic construct, in spite of remedial measures, they 

regularly reappear. The errors are systematic, mutually intelligible among the 

community of L2 speakers or L2 learners and have characteristic property of backsliding 

(Selinker, 1975). Later studies came up stating that there is variability within the 

interlanguage continuum and it is in a state of transition and it is highly dynamic 

(Tarone, 1979 and Ellis, 1985). Tarone (ibid) further argues that attention is variable 

which causes style shifting and these styles vary from the super ordinate style (when most 

attention is paid) to the vernacular style (when least attention is paid). It amounts to 

saying that language of an L2 learner in a class room is more formal and his casual style 

can be observed outside the classroom.

Krashen's “monitor" model (1982) caught the attention of researchers in Second 

Language acquisition owing to the fact that he made distinction between acquisition and 

learning as two distinct processes, wherein L2 acquisition, is more akin to LI acquisition 

and L2 learning is a class room based activity and is marked by the presence of feed back 

and is rule centred. Acquisition is the pathway which follows the LI pattern as described 

by Dulay and Burt as “creative” construction process. According to Krashen (ibid) this is 

achieved “without consciously focusing on linguistic forms”.

3.4 Communicative competence

Another view point which emerged particularly with the advent of sociolingustic 

studies was the distinction brought between grammatical competence vs 

communicative competence. A learner may be able to know the grammar of the 

language but may not be in a position to communicate properly. Communicative
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competence model advocated by Canale and Swain (1980:27-28) proposes five principles 

of curriculum design to guide pedagogical approaches to communicative competence (1) 

communicative competence comprises of grammatical competence, sociolinguistic 

competence and communication strategies; (2) a communicative approach must be based 

on the learner’s communicative needs; (3) the second language learner must take part in 

meaningful communicative interactions; (4) optimal use should be made of the learner’s 

native language skills; (5) the primary objective is to provide information, produce and 

experience the second language.

The Notional/Functional Syllabus model was designed by Wilkins (1976), 

concentrating on the communicative functions and needs: requesting information, 

expressing need, commanding etc. Current literature in Applied Linguistics discusses 

very often the methodology of language teaching initiated by Prabhu (1987), popularly 

known as the Bangalore Project, the Procedural Syllabus. This approach results in 

simulation of acquisition processes within the confines of the classroom, known as task 

based experience. The central hypothesis of this methodology is that the structure can 

best be learned when attention is focused on meaning. The consequence of this syllabus 

is that first it involves the abolition of any kind of Linguistic syllabus. That is to say 

there is no imposition of a semantic or structural syllabus in classroom language and the 

teacher and the student are left free to interact based on the cognitive task at hand

The studies on second language acquisition and the implicational universal, the 

concept of markedness and the principles and parameters theory’ of Chomsky (1981b) 

have gained currency bringing to the fore the link between L2 learning and Universal 

Grammar. The data analysed in several works lends credence to the fact that adult 

learners have an underlying grammar governed by UG and in fact while acquiring a 

second language it is a case of resetting the parameters.
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3.5 Contrastive Linguistics

With the publication of Robert Lado’s ‘ Linguistics Across Cultures’ in 1957, 

Contrastive analysis or Applied Contrastive Linguistics came into prominence in the field 

of applied linguistics. The main aim in this field of inquiry is to compare and see the 

similarities and dissimilarities between the Source Language (SL) and the Target 

Language (TL).

With the advent of the structuralist school of thought, it was believed if one 

analyses the source language and target language it is possible to predict the areas of 

interference or predict the errors, that a L2 learner of TL would commit, when he/she is 

already aware of SL. So it was believed that if one describes SL and TL adequately and 

compares them and construct the interference rules, it would be possible to predict the 

errors that the students w’ould commit.

The hypothesis applied in contrastive linguistics is that learning is facilitated, 

whenever there are similarities between SL and TL and learning would be interfered with 

when there are marked differences between SL and TL. So insight of both languages 

have to be obtained by proper theoretical formulations. It would involve three steps viz., 

(i) Contrastive analysis should precede a strong theoretical foundation (ii) The 

conversion of this analysis into a form which could be understood by non specialists, (iii) 

Rendering the formulation into teaching materials.

Language is a set of rules. These rules are either optional or obligatory' set of 

restrictions. The restrictions imposed by each language would be unique to itself, 

however, there are universal similarities. When one compares two entities of the SL and 

TL, logically the frame of reference should be the same._ See for instance, let us 

compare the future tense form in Tamil and Malayalam with English and Hindi. One 

finds that the notion of future tense form or habitual tense in Tamil and Malayalam is 

realized as present tense form in English and Hindi. It is not the notion future time and
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you would realize that ‘Time’ and ‘Tense’ are two aspects. One is a semantic notion and 

the other a grammatical notion.

Egg- (E) 

(H)

The sun rises in the east 

surraj puurab mein uthata hai 

‘Sun’East rise-present tense

(Ta) suuryan kilakku udi-pp-aan

‘Sun’ east-loc rise-Fut.T.PNG 

“Sun rises in the east”

(Ma) suuryan kilakka udikk-um 

‘Sun’ East rise-Fut. T.M

Habit. T.M

“Sun rises in the east”

Contrastive Analysis lays equal emphasis on description and comparison.

Contrastive Linguistics is not dependent upon any specific linguistic model 

provided the two languages in question are described within the same theoretical frame 

work.

Problems of equivalence:

One of the problems connected with Contrastive Linguistics is that of 

equivalence. It is easy to establish formal equivalence but it is difficult to set up 

functional semantic equivalence.

Equivalence which are comparable should be contextually equivalent. (Halliday 
1964 : 15)

I

Equivalent constructions are those constructions which atleast sometimes are 

mutually translatable, the relation which holds between such equivalents is called textual 

equivalences (Catford, 1965:27). So we could assume that equivalence is a notion
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connected with the measuring of the compared construction and that an approach to 

Contrastive Analysis through equivalence is necessarily meaning based. So equivalent 

constructions can be classified as

(a) Equivalent, formally different

(b) Equivalent, formally similar (Congruent)

(c) Non-equivalent, formally similar

(d) Non-equivalent, formally different.

So contrastive linguistics could be useful, when the conceptual systems 

underlying the source language and the target language are similar, meanings can 

probably be got effectively by pointing to the semiological equivalences between source 
language and target language.

3.6 Linguistics and Literature

The linguistic studies have been confined to normal discourse wherein the 

linguistic code conveyed in a unitary sentence is a constant, whereas language in 

literature denotes more than a single code. Language is employed in literature with 

significance, which is meaningfully different from the use of language in common 

discourse. One of the central issues discussed in stylistics over the past three decades is 

the relationship between language and literature. Any literary piece taken is conceived as 

a text and the semiolinguistic analysis conceives the interface between writer, discourse 

and reader as “I” -“thou'’ approach than “I”-“it” (Srivastava and Gupta, 1990).

“I” , “Thou”

Writer Linguistic Reader

Question verbal paralinguistic Answer

Utterance non-vocal non-linguistic Non-verbal response

◄...................... . .................... ............................. -........................... ►
Mediation process

The literacy discourse is considered between two discussants (I writer-Question- 

utterance) and Thou (Reader-Answer-response) and is a mediating process. In essence it
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would encompass not only the linguistic code but also the cultural code, that make 

communication possible. When one analyses the language in literature, he should also 

think of the choice of language for literacy discourse, language in fictional discourse, 

language in written discourse, language with stylistic meaning and rhetorical 

significance.

3.7. Translation

Translation is a major activity in the field of Applied Linguistics, which has been 

intensively studied. Translation, then, consists of studying lexicon, grammatical 

structure, communication situation and cultural context of the source language text, 

analyzing it in order to determine its meaning using the lexicon and grammatical 

structure which are appropriate in the receptor language and its cultural context.

A translation can be stated to be a good translation if the original meaning of the 

source text is transferred to the target language and the target language reader is able to 

enjoy the original text in the cultural milieu of the target language.

A translation is expected to be as natural as possible in the target language.

A translation is expected to produce as exactly as possible the meaning of the 

source text.

The most important aspect of a good translation is that it is expected to be 

communicative to the intended audience.

A good translator should be competent in both languages.

Source language Target Language
Text to be translated Translation

▲

▼
Retrieve the original MEANING—>Re-express the MEANING
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4.1 How do we read a poem ?

A literal answer would be to say I pronounce the words on the printed page, but 

that is just not enough. After all there is to poetry a great deal more than what meets the 

eye on a printed page. Isn't there "the mind's eye" participating in the reading process9 

At the first reading, a poem usually will make only some sense (gives some pleasure 

also) but it will definitely not yield everything. It might provide only hints at meaning 

which we may acquire after repeated readings. After all "suggestion is the soul of 

poetry" and its Dhrani take us to various levels of meaning also. I must say that like 

some teacher readers poetry cannot be galloped over like a newspaper. It demands 

slow, careful and attentive reading. Some poems provide pleasure even at the first 

reading and the difficult poems yield slowly if read more than once. I am told that the 

master poems in the English language are so rich that even after five or ten or twenty 

readings - can still go on yielding.

Read this piece of verse.

Thirty days hath September,

April, June and November,

All the rest have thirty one,

Excepting February alone,

To which we twenty-eight assign

Till leap year makes it twenty-nine

This has regular rhythm, endrhymes and very few people call this poetry. 

Obviously this does not appeal to the mind or arouse feelings. Poetry may state facts, 

but the more important, it makes imaginative statements that we may value even if its 

facts are incorrect. "The Rime of the Ancient Mariner" has a crescent moon with stars 

and it does not stop the passage from being good poetry though it is wrong astronomy. 

Hopkins's poetry is for example to be heard.

104



There are other elements in a poem besides plain prose sense: sounds, images, 

patterns, rhythms, figures of speech. These may strike us and please us even before we 

ask ourselves, "But what does it all mean9".

This is a truth not readily grasped by anyone who regards a poem as a kind of 

puzzle written in secret code with a message slyly concealed. The effect of a poem 

(one's whole mental and emotional response to it) consists in much more than simply a 

message or the dictionary definitions of its words. By its musical qualities, by its 

suggestions, it can work upon the reader's unconscious. T.S. Eliot put it well when he 

said in The Use of Poetry and the Use of Criticism that the prose sense of a poem is 

chiefly useful in keeping the reader's mind "diverted and quiet, while the poem does its 

work upon him". Eliot went on to liken the meaning of a poem to the bit of meat a 

burglar brings along to throw to the family dog. What is the work of a poem9 To 

touch us, to stir us, to make us glad, and possibly even to tell us something.

How, then, does one set about reading an unfamiliar poem, especially a poem 

with apparent difficulties9 Here are some suggestions.

On the first look, try reading the poem once straight through, pushing on despite 

all obstacles. Don't dwell on a troublesome word, at least not until you have read the 

poem as a whole, for as you read the poem for a second time some of its difficulties 

may resolve themselves when seen as parts of a larger design.

On second reading, pick out for special attention whatever words, phrases, lines 

or passages are not yet clear. Look up unfamiliar words. In a dictionarv or 

encyclopedia, look up names of persons and places, foreign words, references to 

mythology.

Read the poem silently to yourself, sounding its words in your mind. (This is a 

technique that will get you nowhere in a speed reading course, but it may help the 

poem to do its work on you).
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Better still, read the poem aloud, or hear someone else read it. Further meaning 

may be discovered. Even if you are no actor, to decide how to speak a poem can be an 

excellent method of understanding. Some poems, like bells, seem heavy till heard. 

Listen while reading the following lines from Alexander Pope's Dunciad. Attacking the 

minor poet James Ralph, who had sung the praises of a mistress named Cynthia, Pope 

makes the goddess of Dullness exclaim :

"Silence, ye wolves! While Ralph to Cynthia howls, 

and makes night hideous - answer him, ye owls!"

Whence owls slide together and become yowls, poor Ralph's serenade is turned 

into the nightly outcry of a cat.

Try to paraphrase the poem as a whole, or perhaps just the more difficult lines. 

In paraphrasing, we put into our own words what we understand the poem to say, 

restating ideas that seem essential, coming out and stating what the poem may only 

suggest. This may sound like a heartless thing to do to a poem, but good poems can 

stand it. In fact, to compare a poem to its paraphrase is an excellent way to see the 

distance between poetry and prose.

Euphony, Cacophony, Onomatopoeia

Alliteration and Assonance

Poetry like music appeals to the ear. However small it may be when compared 

to the sound of an exquisite orchestra or even the product of a tribal drummer, the sound 

of the words in itself gives pleasure.

Most good poetry has meaningful sound as well as musical sound. Certainly the 

words of a song have an effect different from that of wordless music : they go along 

with their music and, by making statements, add more meaning. The French poet 

Isodore Isou, founder of a literary movement called letrrisme, maintained that poems
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can be written not only in words but in letters (sample lines : xyl, xyl, /prprali dryl / 

zinglo trpylo pwi). But the sound of letters alone, without denotation and connotation, 

has not been enough to make Letterist poems memorable. In the response of the 

Kikuyu tribesmen, there may have been not only the pleasure of hearing sounds but also 

the agreeable surprise of finding that things not usually associated had been brought 

together.

More powerful when in the company of meaning, not part from it, the sounds of 

consonants and vowels can contribute greatly to a poem's effect. The sound of s, which 

can suggest the swishing of water, has rarely been used more accurately than in Surrey's 

line "Calm is the sea, the waves work less and less". When in a poem, the sound of 

words working together with meaning pleases mind and ear, the effect is euphony, as in 

the following lines from Tennyson's "Come down. 0 maid" :

Myriads of rivulets hurrying through the lawn,

The moan of doves in immemorial elms.

And murmuring of innumerable bees.

Its opposite is Cacophony: a harsh, discordant effect. It too is chosen for the 

sake of meaning. We hear it in Milton's scornful reference in "Lycidas" to corrupt 

clergymen whose songs "Grate on their scrannel pipes of wretched straw". (Read that 

line and one of Tennyson's aloud and see which requires lips, teeth and tongue to do 

more work). But note that although Milton's line is harsh in sound, the line (when we 

meet it in his poem) is pleasing because it is artful. Pope has illustrated both euphony 

and cacophony in his Essay on Criticism, insisting that sound must echo sense :

Soft is the strain when Zephyr gently blows.

And the smooth stream in smoother numbers flows;

But when loud surges lash the sounding shore,

The harsh, rough verse should like the torrent roar..... [metrical rhythm]

Not merely sound but also rhythm contributes to the effect of this passage.
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Is the sound in each of those examples identical with meaning? Not quite. In 

Tennyson's lines, for instance, the cooing of doves is not exactly a moan. As John 

Crowe Ransom has pointed out, the sound would be almost the same but the meaning 

entirely different. Words that convey nothing of the kind - slave, sledgehammer, 

sleeve, slow - that it is doubtful that the sound all by itself communicates anything very 

definite. Asked to nominate the most beautiful word in the English language, a wit 

once suggested not sunrise or silvery but syphilis.

Relating sound more closely to meaning, the device called onomatopoeia is an 

attempt to represent a thing or action by a word that imitates the sound associated with 

it: zoon, whiz, crash, bang, ding-dong, pitter-patter, yakety-yak. Onomatopoeia is often 

effective in poetry, as in Emily Dickinson's line about the fly with its "uncertain 

stumbling Buzz", in which the nasal sounds n, m, ng and the sibilants c, s help make a 

droning buzz, and in Robert Lowell's transcription of a bird call, "yuck-a, yuck-a, yuck- 

a" (in "Falling Asleep over the Aeneid").

Like the Kikuyu tribesmen, others who care for poetry have discovered in the 

sound of words something of the refreshment of cool rain. Dylan Thomas, telling how 

he began to write poetry, said that from early childhood words were to him "as the notes 

of bells, the sounds of musical instruments, the noises of wind, sea and rain, the rattle of 

milkcarts, the clopping of hooves on cobbles, the fingering of branches on the window 

pane, might be to someone, deaf from birth , who has miraculously found his hearing". 

For readers, too, the sound of words can have a magical spell, most powerful when it 

points to meaning. James Weldon Johnson in God's Trombones has told of an old-time 

preacher who began his sermon, "Brothers and sisters, this morning I intend to explain 

the unexplainable - find out the indefinable - ponder over the imponderable - and 

unscrew the inscrutable!". The repetition of sound in unscrew and inscrutable has 

appeal, but the magic of the words is all the greater if they lead us to imagine the 

mystery of all Creation as an enormous screw that the preacher's mind, like a screw-

108



driver, will loosen. Though the sound of a word of the meaning of a word may have 

value all by itself, both become more memorable, when taken together.

4.2 Rhyme (Consonance, End rhyme, masculine rhyme, feminine rhyme)

A large body of English poetry is unrhymed. Yet rhyme is one legitimate means 

to set poetry apart from prose and ordinary conversation and take it closer to music.

A rhyme, defined most narrowly, occurs when two or more words or phrases 

contain an identical or similar vowel sound, usually accented (heavily pronounced) and 

the consonant sounds (if any) that follow the vowel sound are identical.

Hay, sleigh, praire schooner, piano turner

(Some definitions or rhyme would apply the terms to the repetition of any identical or 

similar sound, not only a vowel-sound. In this sense, assonance is a kind of rhyme and 

so is alliteration also called initial rhyme).

To be at its best rhyme ought to surprise.

It is very well that a reader may anticipate which vowel is coming next for patterns of 

rhyme gave him pleasure by satisfying his expectations. If it is bad. it will end up as 

mere monotonous chunking. (Ex Charm leading to arms and skies above to love)

In a line like the following one cannot predict the line that comes next

Julius Ceasar

The Roman geezer

Squashed his wife with a lemon squeezer

Herrick used it for startling contrast.

Then while time serves, and we are but decaying,

Come, My Corinna, come Let's go a-maving.
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Rhymes like May, decay, death, breath, earth, mirth and birth or moon, June and croon 

may ring true but the wearisome frequency with which they occur in language make 

them boring.

What makes a good rhyme is not in a word 

But it is of the poet's way of seeing.

A fine example is Blake's rhyme which is as fresh as fresh paint when read nearly over 

two centuries.

The Angel that presided o'ver my birth 

The Angel that presided o'ver my birth 

Said, "Little creature, formed of joy and mirth,

Go love without the help of anything on earth".

A skillful rhyme unlike poor rhyme is never a distracting ornament.

Rime the rudder of verse,

With, which, like ships, they steer their courses.

Like other patterns of sound, rhyme can help a poet to group his ideas. Emphasize 

particular words and weave a poem together. It can start reverberations between words 

and can point to connections of meaning.

Masculine Rhyme is a rhyme of one-syllable words. (Jail, bail) (or in words of more 

than one syllable) stressed final syllables di-vorce, re-morse

Feminine Rhyme is a rhyme of two or more syllables with stress on a syllable other 

than the last.

Tur-tle, Fer-tile, in-tel-lectual

Hen pecked you are. Often it is used in comic verse but can occasionally be valuable in 

serious poems as in Wordsworth's "Resolution and Independence".

We poets in our youth begin in gladness

But thereof come in the end despondency and madness
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Or as in Anne Sexton's

And of course we're not married. We are a pair of scissors

Who come together to cut, without to well saying His, Hers.

In English serious poems using feminine rhymes of three syllables have been attempted 

as in T.Hood.

Take her up tenderly

Lift her with care,

Fashioned so slenderly

Young and so fair!

All said and done, it works very well for comical purposes.

In Eye rhyme, spellings look alike, but pronunciation differ, rough and dough, idea and 

flea, Most critics believe that strictly Eye rhyme is not rhyme at all.

To have an exact rhyme, sounds following the vowel sound have to be the same 

: red and bread, wealthily and stealthily, walk to her and talk to her. If final consonant 

sounds are the same but the vowel sounds are different, the result is slant rhyme, also 

called near rhyme, off rhyme or partial rhyme. (Store rhyming with sun, moon, rain, 

green, gone, thin). By not satisfying the reader's expectation of an exact chime but 

instead giving him a chink, a slant rhyme can help a poet say something more 

meaningfully. It works especially well for disappointed let-downs, negations and 

denials as in Blake's couplet.

He who the ox to wrath has moved 

Shall never be by woman.

Consonance, a kind of slant rhyme when rhymed words or phrases have the same 

consonant sounds but a different vowel as in Chitter-Chatter.

Examples :

1. 0! Where are you going ? says Milder to Malder.

2. 0! Where are you going? Said reader and rider, (keeping consonance).



Endrhyme: Comes at the end of lines, internal rhymes within them. Most rhyme tends 

to be end rhyme.

Example of internal rhyme.

Chieftain............. of Azcan in Caftan

After, with henna, hackles halt 

(lines heavy in alliteration also).

Both rhymes are best employed in Robert Burns "The Kirk's Alarm".

Orthodox, orthodox, who believe in John Knox,

Let me sound an alarm to your conscience;

There is a heretic blast has been blown in the......

That what is not sense must be nonsense.

Alliteration and Assonance

Listening to a symphony in which themes are repeated throughout each 

movement, we enjoy both their recurrence and their variation. We take similar pleasure 

in the repetition of a phrase or a single chord. Something like this pleasure is afforded 

frequently in poetry.

Analogies between poetry and wordless music, it is true, tend to break down 

when carried far, since poetry’ - to mention a single difference - has denotation. But 

like musical compositions, poems have patterns of sound. Among such patterns long 

popular in English poetry is alliteration, which has been defined as a succession of 

similar sounds. Alliteration occurs in the repetition of the same consonant sound at the 

beginning of successive words - "round and round the rugged rocks the ragged rascal 

ran" - or inside the words, as in Milton's description of the gates of Hell :

On a sudden open fly

With impetuous recoil and jarring sound
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The internal doors and on their hinges grate 

Harsh thunder, that the lowest bottom shook 

Of Erehras.

The former is called initial alliteration, the latter internal alliteration. We recognize 

alliteration by sound not by spelling.

Know and nail alliterate and know and key do not.

In Cummings’ line

Colossal hoax of clocks and calendars

Or Apt alliteration's artful aid.

The sound of x within hoax alliterates with cks in clocks. Incidentally the letter r does 

not always lend itself to cacophony. Today prose writers avoid alliteration. Poetry 

today has less alliteration than what it had in the past. Old English verse is said to have 

been held together by alliteration.

Nowadays it is used to give special emphasis as in Lear's 

Far and few, Far and few 

Are the lands where the Jumblies live

In the lines of Pope,

The courtier's promises and sick man's prayers

Alliteration provides a strong aid to memory, one cannot forget a tongue twister like 

Peter piper picked a peck of pickled peppers

Or common expressions like

Green as grass, tried and true, from stem to stern are hard to forget.

Its thoughtless and mere decorative use just call attention to emptiness.

Assonance

As has already been seen, to repeat the sound of a consonant is to produce 

alliteration hut to repeat the sound of a vowel is to produce assonance.



Like alliteration assonance may occur either initially as in all the awful auguries 

or internally as in

Her goodly eyes like sapphires shining bright

Her forehead ivory white (Spenser)

Assonance can help make common phrases unforgettable.

Examples : eager beaver

Holy smoke

Like alliteration it shows the reader down and focuses his attention.

4.4 Rhythm, Stress and Pauses

The word 'rhythm' comes from a Green original meaning 'measured motion'. Its 

presence in spoken language originates in the fact that we stress some syllables and 

words more strongly than others so that almost any use of language involves a 'flow' of 

varying emphasis. But rhythm in poems is more conspicuous than in ordinary speech, 

because it is more regular, more patterned. It can be defined as

Repetition of stress in regular patterns

So in thinking about rhythm, it is useful to keep in mind both the fact that it has 

roots in ordinary speech, and the fact that it is more highly organized and more 

purposeful. The mistake is to think of it as something which poets apply to language 

"from the outside" that they have thoughts which may then 'versify' i.e force into a 

lyrical mould.

Eliot says,

..... " the poem may begin to shape itself in fragments of musical rhythm and its

structure will first appear in terms of something analogous to musical form".

He feels that sensitivity for rhymes is one of the most important responses, we can 

develop
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Eliot's concept of 'auditory imagination' is the feeling for syllable and rhythm, 

penetrating far below the conscious levels of thought and feeling, invigorating every 

word, sinking to the most primitive and forgotten, returning to the origin and bringing 

something back, seeking the beginning and the end. It works through meaning certainly 

or not without meanings in the ordinary sense and fuses the old and obliterated and the

................ and the new and surprising, the most ancient and the most civilized

mentality.

In fact it is the rhythm that hold our attention by creating in the mind a certain 

kind of expectancy - (a pattern of expectation). Once we have responded to a rhythm, 

the mind gets attuned to it and wants to hear it repeated (recall your response to a drum 

beat that has regularity). It is like a tune that you know is started off by a neighbour on 

a mandolin and as soon as you recognise it you start completing it. That is a completed 

rhythm first creates an expectation and then satisfies it. If it is a ballad the effect is 

greater. That is how the sound is related with the meaning and with rhythm that it 

concentrates attention on what the poem has to communicate.

We need to develop in students sensitive response to rhythmic effects and try to 

relate them to meaning as a w'hole. The effort is perhaps more important than the 

conclusion. You may reach, because it exercises the "auditory imagination", the ability 

to enter into the kind of experiences evoked by the rhythm.

Rhythm depends on word order and therefore the syntax of the poem affects the 

word order

Stresses and Pauses

A rhythm is produced by a series of recurrences : the returns and departures of 

the seasons, the repetitions of an engine's stroke, the beats of the heart. A rhythm may 

be produced by the recurrence of a sound (the throb of a drum, a telephone's busy- 

signal), but rhythm and sound are not identical. A totally deaf man at a parade can 

sense rhythm from the motions of the marcher's arms and feet, from the shaking of the
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pavement as they tramp. Rhythms inhere in the motions of the moon and stars, even 

though they move without a sound.

In poetry, several kinds of recurrent sound are possible, including (as we saw in 

the last chapter) rime, alliteration and assonance. But most often when we speak of the 

rhythm of a poem we mean the recurrence of stresses and pauses in it. When we hear 

a poem read aloud, stresses and pauses are, of course, part of its sound. However, it is 

possible to be aware of rhythms in poems read silently.

A stress (or accent) is a greater amount of force given to one syllable in 

speaking than is given to another. We favour a stressed syllable with a little more breath 

and emphasis, with the result that it comes out slightly louder, higher in pitch, or longer 

in duration than other syllables. In this manner, we place a stress on the first syllable of 

words such as eagle, impact, open and statue and on the second syllable in cigar, 

mystique, precise and until. Each word in English carries at least one stress, except 

(usually) for the articles a, an and the, the one-syllable prepositions : at, by, for , from, 

of to, with Even these, however, take a stress once in a while : "Get WITH it!". "You 

are not THE John Lennon9 One word by itself is seldom long enough for us to notice a 

rhythm in it. Usually a sequence of at least a few words is needed for stresses to 

establish their pattern : a line, a passage, a whole poem.

Rhythms affect us powerfully. We are lulled by a hammock's sway, awakened 

by an alarm clock's repeated yammer. Long after we come home from a beach, the 

rising and falling of waves and tides continue in memory. How powerfully the rhythms 

of poetry also move us may be felt in folk songs of railroad workers and chain gangs 

whose words were chanted in time to the lifting and dropping of a sledgehammer, and 

in verse that marching soldiers shout, putting a stress on every word that coincides with 

a football :
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Your LEFT ! TWO ! THREE ! FOUR!

Your LEFT! TWO! THREE! FOUR!

You LEFT your WIFE and TWEN-ty one KIDS

And you LEFT! TWO! THREE! FOUR!

You’ll NEV-er get HOME to-NIGHT!

Strong rhythms may be seen in most Mother Goose rimes, to which children have been 

responding for hundreds of years. This rime is for an adult to chant while jogging a 

child up and down on his knee :

Here goes my lord 

A trot, a trot, a trot, a trot!

Here goes my lady 

A canter, a canter, a canter, a canter!

Here goes my young master 

Jockey-hitch, jockey-hitch, jockey-hitch, jockey-hitch !

Here goes my young miss 

An amble, an amble, an amble, an amble!

The footman lags behind to tipple ale and wine 

And goes gallop, a gallop, a gallop, to make up his time

More than one rhythm occurs in these lines, as the make-believe horse changes 

pace. How do these rhymes differ? From one line to the next, the internal between 

stresses lengthens or grows shorter. In "a TROT, a TROT a TROT a TROT", the stress 

falls on every other syllable. But in the middle of the line "A CAN-ter, a CAN-ter, a 

CAN-ter, a CAN-ter", the stress falls on every third syllable. When stresses recur at 

fixed intervals as in these lines, the resulting pattern is called a meter. The line "A trot 

a trot a trot a trot" is in iambic meter, a pattern of alternate unstressed and stressed 

syllables. Of all patterns of rhythm in the English language, this one is most familiar; 

most of our traditional poetry is written in it and ordinary speech tends to resemble it.
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Most poems, less obvious in rhythm than nursery rimes are, rarely stick to their meters 

with such jog-trot regularity.

Stresses embody meanings. Whenever two or more fall side by side or 

whenever they far outnumber unstressed (or slack) syllables, the poet is placing 

emphasis on his words just as surely as if he had underlined them.

4.5 The Person in the Poem

"I wandered lonely as a cloud", said William Wordsworth in the opening line of 

a famous poem. Most of us probably will accept this statement at face value. Evidently 

it is the poet's way of telling us what he, William Wordsworth, British subject, age 

thirty-seven, of Dove Cottage, Grasmere, took a walk by himself And yet, despite the 

first person pronoun, a moment's thought will reveal that, for all we know the truth may 

be otherwise. For a poem is not necessarily autobiographical and the fact that a poet 

says "I" gives us no guarantee that he is not creating a fictitious person to speak 

through, as Samuel L. Clemens in a familiar novel puts words into the mouth of a first- 

person speaker named Huckleberry Finn. In poetry, some distinction needs to be made 

between the living writer and his words on the printed page.

Most of us find it easy to tell the difference between an experience in life and an 

experience conveyed to us in a work of art- unlike that man in the Phillippines who, 

watching a movie of a villain sneaking up on a cowboy hero, pulled out a revolver and 

peppered the screen. Reading a poem or story about the death of someone, our 

emotions are different from those we might feel if we were actually present to witness 

the final agonies. It is even possible to derive a kind of pleasure from such a poem, not 

because we are hardhearted or sadistic, but because "pleasure is inherent even in the act 

of understanding". The following poem is not grim, though it speaks of the most 

horrific event imaginable.
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The neck of Madame Sossman while the drum

Pointed, and Teeny was about to cough

In waltz-time swinging Jocko by the thumb -

Quite unexpectedly the top blew off:

And there, there overhead, there, there hung over

Those thousands of white faces, those dazed eyes,

There in the starless dark the poise, the hover,

There with vast wings across the cancelled skies,

There in the sudden blackness the black pall

Of nothing, nothing, nothing - nothing at all.

We can take pleasure from this poem not because of the nature of its subject, but 

because of other elements : its sound, its portrait of a circus frozen in a split - second, 

and the colossal pun in "the top blew off' (top being also the "big - top" or circus tent 

and perhaps the lid of the enormous pot of all creation). The fact that MacLeish's 

poem employs rime and lines of uniform length sets its apart from prose and indicates 

that it is something other than description of experience. Such artifice, as Richard 

Wilbur has suggested, serves to declare that the poem "is not the world, but a pattern 

imposed upon the world or found in it".

Some poets, of course, speak directly of their personal experiences. They do not 

insist that, in order to read their poems, we study their biographies. Yet there are some 

poems whose effect depends in part upon our being aware of the poet himself:

Trumbull Stickney (1874-1904)

SIR, SAY NO MORE

Sir, say no more,

Within me, 'tis as if

The green and climbing, eyesight of a cat

Crawled near my mind's poor birds.
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The subject of Stickney's poem is not some nightmare or hallucination. The poem may 

mean more to you if you know that Stickney, who wrote it shortly before his death, had 

been afflicted by cancer of the brain. But the poem is not a prosaic entry in the diary of 

a dying man, nor is it a good poem because a dying man wrote it. Not only does it tell 

truth from experience, it speaks in memorable words.

In a poem like Naming of Parts, Henry Reed makes an imaginary instructor 

imagines a cadet in front of him in a parade. In Browning's My last Duchess, the duke 

is the speaker who addresses an ambassador who has brought another proposal to the 

duke.

4.6 Denotation and Connotation

To write so clearly that they might bring "all things as near the mathematical 

plainness" as possible - that was the goal of scientists according to Bishop Thomas 

Sprat, who lived in the seventeenth century’. Such an effort would seem bound to fail, 

because words, unlike numbers, are ambiguous indicators. Although it may have 

troubled Bishop Sprat, the tendency of a word to have multiplicity of meaning rather 

than mathematical plainness opens broad avenues to poetry.

Every word has at least one denotation: a meaning as defined in a dictionary. 

But the English language has many a common word with so many denotations that a 

reader may need to think twice to see what it means in a specific context. The noun 

field, for instance, can denote a piece of ground, a sports arena, the scene of a battle, 

part of a flag, a profession, and a number system in mathematics. Further, the word can 

be used as a verb ("he fielded a grounder") or an adjective ("field trip", "field glasses").

A word also has connotations: overtones or suggestions of additional meaning 

that it gains from all the contexts in which we have met it in the past. The word 

skeleton, according to a dictionary, denotes "the bony framework of a human being or
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other vertebrate animal, which supports the flesh and protects the organs". But by its 

associations, the word can rouse thoughts of war, of disease and death, or (possibly) of 

one's plans to go to medical school. Think, too, of the difference between "Old Doc 

Jones" and "Abner P. Jones, M.D". In the mind's eye, the former appears in his shirt 

sleeves; the latter has a gold nameplate on his door. That some words denote the same 

thing but have sharply different connotations is pointed out in this anonymous Victorial 

jingle ;

Here's a little ditty that you really ought to know:

Horses "sweat" and men "perspire", but ladies only "glow".

The term druggist, pharmacist and apothecary all denote the same occupation, 

but apothecaries lay claim to special distinction.

Few people care more about the connotations of language than do advertisers, 

who know that connotations make money. Recently a Boston automobile dealer 

advertised his secondhand cars not as "used" but as "pre-owned", as if fearing that "used 

car" would connote an old heap with soiled upholstery and mysterious engine troubles 

that somebody could not put up with, "pre-owned", however, suggests that the previous 

owner has taken the trouble of breaking in the car for you. Not long ago, prune- 

packers, alarmed by a slump in sales, sponsored a survey to determine the connotations 

of prunes in the public consciousness. Asked. "What do you think of when you hear the 

word prunes?" most people replied, "dried up", "wrinkled" or "constipated". 

Dismayed, the packers hired an advertising agency to create a new image of prunes, in 

hopes of inducing new connotations. Soon, advertisements began to show prunes in 

gay, brightly coloured settings, in the company of bikinied bathing queens.

In imaginative writing, connotations are as crucial as they are in advertising. 

Consider this sentence : "A new brand of journalism is being born, or spawned". 

(Dwight Macdonald writing in The New York Review of Books'). The last word, by its 

associations with fish and crustaceans, suggests that this new journalism is scarcely the 

product of human beings. And what do we make of Romeo's assertion that Juliet "is the
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sun?" Surely even a lovesick boy cannot mean that his sweetheart is "the incandescent 

body of gases about which the earth and the other planets revolve" (a dictionary 

definition). He means, of course, that he thrives in her sight, that he feels warm in her 

presence, and even at the thoughts of her, that she illuminates his world and is the center 

of his universe. Because in the mind of the hearer these and other suggestions are 

brought into play, Romeo's statement, literally absurd, makes excellent sense. In a 

famous poem by Blake, both denotation and connotation are indispensable

4.7 Words and their Order

Whether the poet wears a mask or speaks to us person-to-person, a poem 

confronts us with some kind of face. We have now to consider what comes through 

this face : words.

The right word

Unable to fill a two-svllable gap in an unfinished line that went "The seal's wide 

- gaze toward Paradise", the American poet Hart Crane began paging through an 

unabridged dictionary. When he had reached 5. he found the object of his quest in 

spindrift: sea spray driven by a strong wind The word is exact and memorable. A 

word, however, does not have to be so unusual to be le mot juste. Any word can be a 

right word, if used in the right place. It may be a word as ordinary and everyday as 

from. Consider the difference between "The sedge is withered on the lake" (a 

misquotation of a line by Keats) and "The sedge is withered from the lake" (what Keats 

in fact wrote). Keat's line suggests, as the altered line does not, that, because the sedge 

(a growth of grasslike plants) has withered from the lake, it seems to have withdrawn 

mysteriously.

It is a temptation for some poets, especially novices, to invent new words, 

ignoring the existing resources of the English language. Such a poet will never say 

"Her eyes shine like a chipmunk's" or "her chipmunk eyes shine" if he can say "Her
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chipmunkeyeshine" or "Her chipmunkily-shiny eyes". But a master poet - even 

experiment loving E.E. Cummings - seems to regard an invented word as a thing for 

special occasions. When Gerard Manley Hopkins calls a falcon "dapple-dawn-drawn", 

the coined word startles, but startles us into the realization that the poet really is 

looking at bird and dawn through fresh eyes, seeing qualities that could hardly be 

expressed in language more conventional. Memorable, too, is the coined word in the 

opening of a poem by Emily Dickinson: "The overtakelessness of those who have 

accomplished Death....".

In reading poetry, there is nothing to be done about this inevitable tendency of 

language except to watch out for it. If you suspect that a word has shifted in meaning 

over the years, most standard desk dictionaries will be helpful, an unabridged dictionary 

more helpful yet, and most helpful of all the Oxford English Dictionary' (OED), which 

gives, for each definition, successive examples of the word's written use down through 

the past thousand years. (No reader need feel a grim obligation to keep interrupting a 

poem in order to rummage his dictionary; but if the poem is worth reading very closely, 

he may wish any aid he can find).

When is a word the right word9 No ironclad rules can decide. And yet, because 

precise observation - whether of something real or something imaginary - is a quality 

we expect of good poetry, we do find a poet often striving for words that point to 

physical details and solid objects. He may do so even when his subject is an abstract 

idea:

Beauty is but a flower

Which wrinkles will devour;

Brightness falls from the air,

Queens have died young and fair,

Dust hath closed Helen's eye,

I am sick, I must die :

Lord, have mercy on us 1



In these lines by Thomas Nashe, the abstraction beauty has grown petals that shrivel. 

Brightness may be a general name for light, but Nashe succeeds in giving it the weight 

of a falling body. By the way, some editors believe that air in the third line is a printer's 

error for "hair". Which version makes for a better poem ?

Not only the poet's choice of words makes his poem seem more formal, or less, but also 

the way he arranges them into sentences. Compare these lines,

Jack and Jill went up the hill 

To fetch a pail of water.

Jack fell down and broke his crown 

And Jill came tumbling after.

With Milton's account of a more significant downfall :

Earth trembled from her entrails, as again 

In pangs, the Nature gave a second groan;

Sky loured, and. muttering thunder, some sad drops

Wept at completing of the mortal sin

Original; while Adam took no thought

Eating his fill, nor Eve to iterate

Her former trespass feared, the more to soothe

Him with her loved society, that now

As with new wine intoxicated both

They swim in mirth, and fancy that they feel

Divinity within them breeding wings

Wherewith to scorn the Earth.

Not all the words in Milton's lines are bookish : indeed, many of them can be 

found in nursery rimes. What helps, besides diction, to distinguish this account of the 

fall of man from "Jack and Jill" is that Milton's non-stop sentence seems farther 

removed from usual speech in its length (83 words), in its complexity (subordinate 

clauses), and in its word order ("with new wine intoxicated both" rather than "both 

intoxicated with new wine"). Should we think less (or more highly) of Milton for
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choosing a style so elaborate and formal? No judgement need be passed : both Mother 

Goose and the author of Paradise Lost use language appropriate to their purposes.

Among the languages of mankind, English is by no means the most flexible. 

English words must be used in fairly definite and inviolable patterns, and whoever 

departs too far from them will not be understood. In the sentence, "Cain slew Abel", if 

you change the word order, you change the meaning : "Abel slew Cain". Such 

inflexibility wras not true of Latin, in which a poet could lay down his words in almost 

whatever sequence he liked, and because their endings (inflections) showed what parts 

of speech they were, could trust that no reader would mistake a noun for an adjective. 

(E.E.Cummings has striven, in certain poems, for the freedom of Latin).

One advantage of English word order is that it gives a word greater or lesser 

prominence. One place of emphasis is the beginning of a sentence. Yeats, for instance, 

opens "The Scholars" with a direct look at his subject : "Bald heads, forgetful of their 

sins / old, learned, respectable bald heads....", Poe starts "To Helen" with direct 

address: "Helen, thy beauty is to me / like those Nicean barks of yore....". In a 

sentence, even greater emphasis falls on words placed last. And when the last word or 

words also carries the impact of a rime, emphasis is greater yet. Notice how much 

weight there is on the end of this sentence, from blind Milton's dream of his dead wife:

Hsr face was veiled, yet to my fancied sight

Love, sweetness, goodness in her person shined

So clear, as in no face with more delight;

But oh, as to embrace me she inclined,

I walked, she fled, and day brought back my night.

The rigidity of English word order challenges the poet to defy it and to achieve 

unusual effects by inverted word order. It is customary in English to place adjective 

in front of noun {a blue mantle, new pastures). But an unusual emphasis is achieved 

when Milton ends "Lycidas" by reversing the pattern :

At last he rose, and twitched his mantle blue :



Tomorrow to fresh woods, and pastures new.

Perhaps the inversion in mantle blue gives more prominence to the colour 

associated with heaven (and in "Lycidas", heaven is of prime importance). Perhaps the 

inversion in pastures new, stressing the new, heightens the sense of a rebirth.

If a poet's switching - about of words is too far out of the ordinary, however, the 

result may be ludicrous. In Rabbi Ben Ezra", Robert Browning has a sage ask, "Irks 

care the crop-full bird? Frets doubt the maw-crammed beast?". Turned around and 

slightly rewritten into a more readily understandable order, the light might read: "Does 

care irk the bird whose crop is full? Does doubt fret the beast whose maw is 

crammed?". Unintentional humour may result when an incompetent poet inverts words 

to get his rime to come out right :

He took her hand, and held it for a few

Moments or so, his courage up to screw.

But there is nothing ludicrous in Milton's description of God's casting Satan out of 

heaven - "Him the Almighty power / Hurled headlong flaming from th'ethereal sky".

4.8 Imagery

Read the following poem :

IN A STATION OF THE METRO

The apparition of these faces in the crowd;

Petals on a wet, black bough

Pound has said he wrote this poem to convey an experience : emerging one day 

from a train in the Paris subway (Metro), he beheld "suddenly a beautiful face, and then 

another and another". Originally he had described his impression in a poem thirty lines
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long. In this final version, each line contains an image, which, like a picture, may take 

the place of a thousand words.

Though the term image suggests a thing seen, when speaking of images in 

poetry we generally mean a word or sequence of words that refers to any sensory 

experience. Often this experience is a sight (visual imagery, as in Pound's poem), but it 

may be a sound (auditory imagery) or a touch (tactile imagery, as a perception of 

roughness or smoothness). It may be an odor or a taste or perhaps a bodily sensation 

such as pain, the prickling of gooseflesh, the quenching of thirst. Here are two brief 

poems containing very little eye appeal. Instead, they embody physical sensations.

Taniguchi Buson (1715- 1783)

THE PIERCING CHILL I FEEL

The piercing chill I feel :

my dead wife's comb, in our bedroom, 

under my heel ...

Translated by Harold G, Henderson

As in this haiku (in Japanese, a poem of seventeen syllables) an image can 

convey - in a flash - understanding. Had he wished, the poet might have spoken of the 

dead woman, of the contrast between her death and his memory of her, of his feelings 

towards death in general. But such a discussion probably would be less forceful. 

Striking his bare foot against the comb, now cold and motionless but associated with 

the living wife (perhaps worn in her hair), the widower feels a shock as it he had 

touched the woman's corpse A literal, physical sense of death is conveyed : the 

abstraction "death" is understood through the senses. To render the abstract in concrete 

terms is what poets often try to do; in this attempt, an image can be valuable.

An image may occur in a single word, a phrase, a sentence, or as in this case, an 

entire short poem. To speak of the imagery of a poem - all its images taken together - 

is often more useful than to speak of separate images. To divide Buson's haiku into five
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images - chill, wife, comb, bedroom, heel - is possible, for any noun that refers to a 

visible object or a sensation is an image, but this is to draw distinctions that in 

themselves mean little and to dissemble a single experience.

Does an image cause a reader to experience a sense impression for himselP Not 

quite. Reading the word petals, no one literally sees petals but is given the occasion to 

imagine them. The image asks to be seen with the mind's eye. And although "In a 

station of the Metro" records ;what Ezra Pound saw, it is of course not necessary for a 

poet actually to have lived through a sensory experience in order to write it. Keats may 

never have seen a newly discovered planet through a telescope, despite the image in his 

sonnet on Chapman's Homer.

It is tempting to think of imagery as mere decoration, particularly when we read 

Keats, who fills his poems with an abundance of sights, sounds, odors and tastes. But a 

successful image is not just a dab of paint or a flashy bauble When Keats opens "The 

Eve of St. Agnes" with what have been called the coldest lines in literature, he evokes 

by series of images a setting and a mood .

St. Agnes' eve - Ah, bitter chill it was !

The owl, for all his feathers, was a-cold;

The hare limped trembling through the frozen grass.

And silent was the flock in woolly fold :

Numb were the Beadsman's fingers, while he told 

His rosary, and while his frosted breath 

Like pious incense from a censer old.

Seemed taking flight for heaven, without a death....

Indeed, some literary critics look for much of the meaning of a poem ;in its 

imagery, wherein they expect to see the mind of the poet more truly revealed than in 

whatever he explicitly tells us he believes. In his investigation of Wordsworth's "Ode: 

Intimations of Immortality", the critic Cleanth Brooks devotes his attention to the
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imagery of light and darkness which he finds carries and develops Wordsworth's 

thought.

4.9 Attitude and Theme

In looking for the attitude expressed in a poem, it may be helpful to try to state 

the theme : the central thought the poem as a whole conveys. Theme is not the same 

as "subject matter". For instance,

Theodore Roethke (1908- 1963)

My Papa’s Waltz

The whiskey on your breath

Could make a small boy dizzy;

But I hung on like death;

Such waltzing was not easy.

We romped until the pans

Slid from the kitchen shelf;

My mother's countenance

Could not unfrown itself.

The hand that held my wrist

Was battered on one knuckle;

At every step you missed

My right ear scraped a buckel.

You beat time on my head

With a palm caked hard by dirt

Then waltzed me off to bed

Still clinging to your shirt.

In this short poem, the subject- the topic dealt with - is summed up m the title 

"My Papa's Waltz". The theme might be stated : "What fun it was to have my old man
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romp with me when I was a kid?" Or perhaps : "I really loved my father, I didn't mind 

his being a rough and dirty drunk".

To state a poet's theme is useful mainly as a way to help oneself understand a 

poem. The strategy will work more successfully on some poems than on others, with 

best results to be had from poems that assert some proposition. Some poems declare 

their themes in their opening lines, as does Wordsworth's "The World is Too Much 

With Us" and Herick's "To the Virgins, to Make Much of Time" ("Gather ye rose-buds 

while ye may I Old Time is still a-flying"). The theme of the latter, in fact, is so well 

known that it has a name : carpe diem (seize the day), a favourite argument of poets 

from Catullus to A.E. Housman. Recall Housman's "Loveliest of trees" : the subject is 

cherry blossoms, or the need to look at them; but the theme is "Time flies. Enjoy 

beauty now’!" Theme may be central to a poem by Robert Frost, who prided himself on 

saying something. "Theme alone can steady us down", wrote Frost of himself and his 

fellow poets. It can prevent poets from "giving way to undirected associations and 

kicking ourselves from one chance suggestion to another in all directions as of a hot 

afternoon in the life of a grasshopper"?

Experiment : Subject and theme

Read a few poems in the anthology and try to state their subjects and their themes. It 

may help you see the difference between subject and theme if you express each theme 

in a complete sentence of your own.

In late-show Westerns, when one hombre taunts another, it is customary for the 

second to drawl, "Smile when you say that, pardoner" or "Mister, I don't like your tone 

of voice". In reading a poem, because we can neither see the poet's face nor hear his 

voice we have to infer his attitude from other evidence.

Like tone of voice, tone in literature is whatever conveys an attitude toward the 

person being addressed. Like the manner of a person, the manner of a poem may be 

friendly or belligerent towards its reader, condescending or respectful. And again, like
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tone of voice, tone in a poem may tell us how the speaker feels about himself, for 

example, his manner may be cocksure or humble. But most of the time when we ask, 

"What is the tone of the poem?" we mean, "What attitude does the poet take toward his 

theme or subject?", is he affectionate, hostile, earnest, playful, sentimental, sarcastic or 

what? We may never be able to know, of course, the poet's true feelings. All we need 

know are the feelings we are supposed to share while reading the poem on the page. 

Tone, strictly speaking, is not an attitude but whatever in the poem makes an attitude 

clear.

In some poems the poet's attitude toward the theme and subject, reader and 

himself may be plain enough to sum up in a word. But in other poems, his attitudes 

may be so mingled that it becomes impossible to describe them tersely without doing 

his poem an injustice. In "To his Coy Mistress" for instance, does Marvell take a 

serious or a playful attitude toward the fact that he and his lady are destined to be food 

for worms? There is no-one word answer. .And what of T.S. Eliot's "Love song of J. 

Alfred Prufrock".

4.10 Irony and Sarcasm

A poem is often made complicated and more interesting by another kind of 

irony. Verbal irony occurs whenever words say one thing but mean something else, 

usually the opposite. The word love means hate here: "I just love to stay home and do 

my hair on a Saturday night!" Sarcasm, a kind of verbal irony, occurs in heavy- 

handed, bitter and mocking statements designed to hurt someone : "Oh, he's the biggest 

spender in the world, all right!" (The irony, if that statement were spoken, would be 

underscored by the speaker's tone of voice). A famous instance of sarcasm is Mark 

Antony's line in his oration over the body of slain Julius Ceasar. "Brutus is an 

honourable man". Antony repeats this line until the enraged populace begins shouting 

exactly what he means to call Brutus and other conspirators : traitors, villains,
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murderers. We had best be alert for irony on the printed page, for if we miss it, our 

interpretations of a poem may go wild.

Robert Creeley

OH NO

If you wander far enough

you will come to it

and when you get there

they will give you a place to sit.

for yourself only, in a nice chair,

and all your friends will be there

with smiles on their faces

and they will likewise all have places.

This poem is rich in verbal irony. The title helps point out between the speaker's 

words and his attitudes lie deep differences. In line 2, what is it ? Old gage9 The 

wandering suggests a conventional metaphor : the journey of life. Is it literally a rest 

home for "senior citizens" or perhaps some naive popular concept of heaven (such as 

we meet in comic strips: harps, angles with hoops for haloes) in which the saved all sit 

around in a ring, smugly congratulating one another ? We cannot be sure, but the 

speaker's attitude toward this final sitting-place is definite. It is a place for the selfish, 

as we infer from the phrase for yourself only. And smiles on their faces may hint that 

the smiles are unchanging and forced. There is a difference between saying "They had 

smiles on their faces" and "They smiled" : the latter suggests that the smiles came from 

within. The word nice is to be regarded with distrust. If we see through this speaker, as 

Creeley implies we can do, we realize that, while pretending to be sweet-talking us into 

a seat, actually he is revealing the horror of a little hell. And the title is the poet's 

reaction to it (or the speaker's unironic, straightforward one): "Oh no! Not that!".

Dramatic irony usually refers to a situation in a play wherein a character, 

whose knowledge is limited, says, does, or encounters something of greater significance
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than he knows. We, the spectators, realize the meaning of this speech or action, for the 

playwright has afforded us superior knowledge. In Oedipus Rex, when Oedipus vows 

to punish whoever has brought down a plague upon the city of Thebes, we know - as he 

does not - that the man he would punish is himself. (Referring to such a situation that 

precedes the downfall of a hero in a tragedy, some critics speak of tragic irony instead 

of dramatic irony). Superior knowledge can be enjoyed not only by spectators in a 

theatre but by readers of poetry as well. In Paradise Lost, vjq known in advance that 

Adam will fall into temptation, and we recognise his overconfidence when he neglects 

a warning. The situation of Oedipus contains also cosmic irony or irony of fate: some 

Fate with a grim sense of humour seems cruelly to trick a man. Cosmic irony clearly 

exists in poems in which fate or the Fates are vergence of the Twain. And it may be 

said to occur too in a poem such as Robinson's "Richard Cory" and in MacLeish's most 

envied man in town to kill himself and another twist of fate for spectators at a circus to 

find themselves suddenly beholding a greater and more horrific show than they had 

paid for

To sum up : the etfect of irony depends upon the reader's noticing some 

incongruity or discrepancy between two things. In verbal irony, there is a contrast 

between the speaker's words and his meaning; in an ironic point of view, between the 

writer's attitude and those spoken by a fictitious character; in dramatic irony, between 

the-limited knowledge of a character and the fuller knowledge of the reader or spectator; 

in cosmic irony, between a character's aspirations and the treatment he receives at the 

hands of Fate. Although in the work of an inept poet, irony can be crude and obvious 

sarcasm, it is invaluable to a poet of more complicated mind, who imagines more than 

one perspective.



4.11 FIGURATIVE LANGUAGE 
Language

Structure

Simile
Metaphor
Symbol
Metonymy
Personification
Hyperbole

Figures of Speech

Alliteration
Antithesis
Oxymorun
Epigram
Climax and Anti-climax
Chiasmus
Zeugma
Hyperbaton
Allusion

Objectives

This unit deals with figurative language used in poetry. As you know poets use 

a specialized language which is different from every day language. Your knowledge of 

such a language is essential for understanding I appreciating poetry.

Tropes

Figurative langue can be divided into tropes and figures of speech.

Tropes- Tropes literally mean ‘turns’ or ‘conversions’. In an expression containing a 

trope, words or phrases are used in such a way that they differ from their standard, 

literal meanings. Examples of tropes are simile, metaphor, symbol, metonymy & 

synecdoche, personification an hyperbole.
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Simile

(a) Simile- A simile is a comparison between two distinctly different objects which 

are usually linked by the words “like” or “as”.

Example: Far off like floating seeds the ships

Diverage on urgent voluntary errands.

W H.Auden- Look, Stranger !

And ice mast-high, came floating by 

As green as emerald.

S.T Coleridge-The Rime of the Ancient

Mariner.

Metaphor

(b) Metaphor- A metaphor is, as it were, an implied simile, in which the 

comparison is merely suggested and not stated clearly.

Example: 1 will drink life to the lees.

Tennyson: Ulysses.

Here, life itself is being compared to a tumbler of drink from which Ulysses 

hopes to drink the very dregs; in other words, he hopes to live life to the full.

Example: All the world’s a stage

.And all men and women merely players.

Shakespeare: As you like it.

Here, life itself is compared to a play where men and women are the actors and 

actresses.

Symbol

(c) Symbol- While a simile or in metaphor strikes a comparison between two 

objects, a symbol usually has a range of significance. The “cross”, for 

example, is a religious symbol for Jesus Christ, it is also the enblem of 

Christianity, its faith and devotion. The colour Red is symbolical of courage, 

passion, youth, warfare and many such associated things. A symbol, in
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literature may be conventional or may be personally devised by the poet or 

writer. It adds to the poetic depth of the literary work.

Metonymy and Synecdoche

Metonymy (derived from Greek, meaning “ change of name”) is the literal 

term for the trope in which one thing is meant to be another. Examples:

I find all around me Shakespeare, Goethe, Kalidasa and

Tagore patiently waiting on the shelves to help me.

Here Shakespeare, Goethe, Kalidasa and Tagore signify the works of these writers and 

not the writers themselves.

Scepter and Crown

Must tumble down

And in the dust be equal made

With the poor crooked scythe and spade.

Here. Scepter and Crown symbolize power and kingship while scythe and spade 

symbolize the much poorer peasantry.

Synecdoche (derived from Greek, meaning “taking together”). Is the literal 

term for the trope in which a part of something denotes the whole or the whole denotes 

a part.

Examples:

The nineteenth autumn has come upon me.

W B Yeats: The Wild Swans at Coole.

Here autumn signifies the nineteenth year.

The boast of heraldry, the pomp of power,

And all that beauty, all that wealth e'er gave,

Awaits alike through’ inevitable hour:-

Thomas Gray: Elegy Written in a Country Churchyard

Here, the abstract ideas of heraldry’, power, beauty and wealth signify respectively, 

men of high birth, powerful men, beautiful ladies and wealthy men.
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Personification

Personification is a trope in which an inanimate object or an abstract idea is 

represented as a person.

Death be not proud, though some have called thee

Mighty and dreadful..........

John Donne-Death Be Not Proud

Here, Death is personified.

Come forth into the light of things.

Let Nature be your teacher.

William Wordsworth-The Tables Turned.

Here Nature is personified.

Hyperbole

Hvperbole-A trope in which intensity is conveyed through extreme 

exaggeration.

Examples:

Sol thro’ white Curtains shot a tim' rous Ray

And op'd those Eyes that must eclipse the Day:

Alexander Pope-The Rape of the Lock

In order to convey the brightness of Belinda’s eyes. A comparison has 

been instituted with the Sun itself. Which is the source of all light.

I lov’d Ophelia: forty thousand brothers 

Could not, with all their quantity of love.

Make up my sum.

Shakespeare- Hamlet. (V I 262-264)

Hamlet express his love for Ophelia in hyperbolic terms to Laetes. Ophelia brother

Figures of Speech

In using figures of speech, a change is brought in the grammatical order or 

pattern of words, and not in their meaning, as in the troops. Examples-Alliteration,
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Antithesis with Oxymoron and Epigram, Climax and Anti-climax, Chiasmus, Zeugma 

and Hyperbaton.

Alliteration

The repetition of the same letter or syllable at the beginning of words placed 

side by side or nearby, is called alliteration. The alliterative meter was the principal 

organizing device of the Old English verse which had four stresses in one line, 

separated by a caesura or a pause. The opening line of Piers Plowman by William 

Langland (medieval poet) represents this.

In a Somer Soon, whom Soft was the Sonne.

Here Files of pins and the shining rows

Puffs, Powders patches Bibles and Billet dons

Alexander Pope- The Rape of the Lock.

Antithesis

Antithesis is a figure of speech where two contrasting ideas are placed side by

side.

Examples- United we stand divided we fall.

Proverb.

He is willing to wound and yet afraid to strike.

An Epistle - to Dr. Arbuthnot.

Oxymoron

This is a figure of speech in which two opposite or contradictory words or ideas 

are combined for strong emphasis.

Thus idly busy rolls their world away.

Oliver Goldsmith- The Traveller.

Oxymoron- idly busy.

And painful pleasure turns to pleasing pain

Spenser- The Fairie Queene.

Oxymoron- painful pleasure.

Pleasing pain.
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Epigram

Epigram is an apparently shocking statement which hides a deeper meaning underneath. 

Our sweetest songs are those that tell of saddest thought

P.B.Shelley-To A Skylark.

Though hard to believe, it is our saddest thoughts, which being sincere and honest, form 

themselves into the most memorable, melodious and sweetest songs.

Beware the fury of a patient man 

Dryden.

The fury of a patient man being rare, is itself proof of a justified and valid cause for 

anger, which being aroused, is expressed fiercely.

Climax and Anti-climax

Climax is a figure in which a series of words, ideas, images or sentiments are 

arranged in an ascending order of importance so that the most forceful one comes last of 

all.

To strive, to seek, to find and not to yield.

Tennyson-Ulysses.

I came, I saw, I conquered.

Shakespeare-Julius Caesar.

There is a chronological use of actions in the above examples.

Anti-climax is a figure in which the words, ideas or images are arranged in a 

descending order of importance so that the very last item is less important than those 

that have gone before.

No louder shrieks to pitying heaven are cast.

When husbands, or when lap- dogs breathe their last.

Pope-The Rape of the Lock.

“She lost her husband, her child. Her purse and her pocket handkerchief’. .

There is chronological diminution of values in the above examples.
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4.3.1 Chiasmus

This figure consists in the inversion of the second of two parallel or same phrase 

or clauses. The purpose of this inversion is the emphasis of the statement.

Example:

The mind is its own place, and in itself 

Can make a Heav’n of Hell, a Hell of Heav’s.

Milton-Paradise Lost. Book-1 

‘Beauty is truth, truth beauty’ - that is all 

Ye know on earth, and all ye need to know

John Keats-Ode on a Grecian Urn.

Zeugma

Zeugma is applied to expressions in which a single word stands in the same 

grammatical order of two or more other words, but with an obvious shift in its 

meaning. For example.

Obtain her honour, or her new brocade

Pope-The Rape of the Lock.

Here the term honour is used in connection with honour as well as brocade.

Hvperbaton

This is a figure of speech in which the grammatical order of words in inverted 

for the sake of emphasis.

Examples:

Just are the ways of God

And justifiable to men.

Milton-Samson Agonistes.

The order is inversed here. Instead of saying “the ways of Gof are just and 

justifiable to men”. We have the above.
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Another example:

Much have I traveled in the realms of gold 

And many goodly states and kingdoms seen

John Keats-On First Looking into Chapman’s Homer.

Allusion

This is a figure of speech in which another place or person is mentioned to 

suggest some similarity. Or dissimilarity or some associated meaning. For example:

Hence loathed Melancholy 

of Cerberus and blackest midnight born

Milton-L’ Allegro.

Here, there is an explicit allusion to the three headed watch-dog, Cerberus who 

guarded the entrance of hell.

4.12 Forms of Poetry

Elegy

The Elegy is a lyrical poem in which the poet mourns the death of some one 

dear to him. Tennyson’s Break, Break, Break is an elegy suggested by the death of his 

friend Arthur Henry Hallam. Milton’s Lycidas is an elegy on the death - Edward King, 

one of his school fellows. Shelley mourns the death of his friend Keats in Adonais. 

Hopkins’s Felix Randal and Audien's In Memory of W.B. Veals are modern examples of 

the elegy. Elegy also means a poem dealing with tragic aspects of life The term is also 

used with reference to a reflective poem which has melancholic strain. Gray’s Eleg)' 

Written in a Country' Churchyard is an example of this kind of elegy.

In an elegy the poet sings the praise of the dead person. He introduces 

philosophical element into it and finds solace in some guiding principle. Shelley, for 

instance, not only mourns the death of Keats but also, finds consolation in the idea that 

man’s soul is immortal and the dead man will find happiness in the next world. Auden 

in his In memory of W.B. Yeats is not only lamenting the death of a great poet; he is
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also writing cultural history. The function of the poet in a society is one of the themes 

of his poem.

There is another type of elegy - the pastoral elegy. Theocritus, the great poet, 

is an early practitioner of this form. Milton’s Lycidas, Shelly’s Adonais and Mathew 

Arnold’s Thyrsis are examples from a later period. Here the setting is pastoral. The 

characters are represented as shepherds. The poet invokes the aid of the muse at the 

beginning of the poem. He laments that the muses did not rescue the dead. There is a 

procession of the mourners. Nature joins in the lamentation. Flower symbolism is an 

important aspect of pastoral elegy. The poem generally ends on a positive note of hope.

The elegy, in due course, has come to mean a memorial verse, containing the 

poet’s tribute to some great men. In this kind of elegy, the writer expresses his 

appreciation of the role of a great individual in society. Auden's poems on Yeats and 

Melville are memorial in character. They contain tributes to the dead, and there is also 

a good deal of comment on life in general. One particular type of elegy needs to be 

mentioned separately. It is called pastoral elegy it I a type in which the poet expresses 

his sorrow under the guise of a shepherd mourning for a companion. Here, the setting 

is pastoral, all the characters are presented as shepherds and there is an appeal to the 

Muses to rescue the dead, and there is a mood of lamentation and sorrow finally ending 

in consolation. This convention in writing was established by Theocritus, a Green poet 

of the third century. In course of time, the pastoral elegy slipped into a literary 

convention. The new convention was employed by English poets from Spenser to 

.Arnold. Milton’s “Lycidas” and Shelley’s, “Adonais” are excellent examples of 

pastoral elegy. A minor variation of the elegy is the epistle.

Whereas the elegy is a poem of mourning for the dead, the epistle is a poem 

written to a friend or patron who is alive. It is written in praise of his qualities, and it 

contains incidentally thoughts of moral and philosophic importance. This form of 

writing gained its importance in Pope's “Epistle to Dr.Arbuthnot”.
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Satire

Satire may be either in prose or verse. Here we are concerned with satirical 

poetry. All of us are satirists in a way. That is, we ridicule what we do not like. In 

satirical poetry a basic human instinct that of laughing at wickedness or folly - is turned 

in to art.

In early English poetry Chaucer is the classic example of a poet laughing at the 

corrupt clergy. Here the poet is not attacking individuals. He is attacking the corrupt 

practices in the church. Here we may note a moral purpose. Chaucer has his own ideal 

of a man of religion. He depicts the person as a truly religious man. The Parson’s 

spirituality is contrasted with the worldly nature of the Prioress and the Monk. There is 

gentle satire in his portrayal of the Nun. Without any venom he exposes her lack of 

spiritual outlook. She has the ways of a fashionable lady. She has fine table manners. 

She has qualities which are not expected of a Nun. We do not hate Chaucer’s 

characters. We laugh at them. This gentle satire is more effective than the indignation 

we see in the works of Juvenal, a great Roman satirist of the first century'.

We see the English satirical poetry' at its best in the Neo-classical period. You 

know that the age was one of political and religious controversies. Many writers were 

engaged in pamphleteering. Writers took sides and ridiculed their opponents by 

employing a polished style. They found the heroic couple serviceable.

Dryden’s Absalom and Achitophel is a well known political satire. The poet is a 

Tory and a Catholic satirizing the Whigs (Protestants) who are opposed to the King. In 

his comment on contemporary politics, he uses Biblical framework. Shaftesbury 

(Achitophel) is a crooked politician. He supports the claim of the Duke of Monmouth 

(Absalom) to the throne. He sets him up against his farther Charles (David). 

Shaftesbury is depicted as a man without principles. The portrait is an example of 

invective:

“Of these the false Achitophel was first;

A name to all succeeding ages curst.
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For close designs and crooked Counsels fit;

Sagacious, bold and turbulent of wit;

Restless, unfit in principles and place;

In power unpleased, impatient of disgrace

Fiery soul, which working out its way

Fretted the pigmy body to decay

Another important satirical portrait is that of Duke of Buckingham (Zimri). He 

is delineated as an unsteady man :

“In the course of one revolving moon

He was fiddler, statesman and buffoon"

Duke of Monmouth, the bastard son of Charles II revolting against his own 

father, has a parallel in the Old Testament of the Bible - Absalom opposing god-like 

David under the influence of false Achitophel.

In Mac Fleckone Shadwell, a contemporary of Dryden is ridiculed as a literary 

dunce. His burly body and the dullness of his plays are made fun of in a sophisticated 

manner. The epic manner is cleverly used to make Shadwell contemptible. Sustained 

irony is one of the features of Dryden's satirical poems.

Pope’s satire in Epistle to Dr. Arbuthnot is full of venom. His technical mastery 

is noteworthy in the lines where Lord Harvey (Sporus) is attacked :

“Let Sporus tremble - what ? That thing of silk,

Sporus, that were white curd of ass's milk ?

Satire or sense, alas! Can Sporus feel ?

Who breaks a butterfly upon a wheel ?

Yet let me flat this bug with gilded wings,

This painted child of dirt that stinks and stings :

Whose buz: the witty and the fair annoys,

Yet wit ne ’er tastes, and beauty' ne 'er enjoys
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Satirists always ridicule the departures from social norms. Fashions and foibles are 

made fun of Satire, as Dryden says is “amendment of vice by correction”. Study Mac 

Flecknoe to Arbuthbnot in the light of the points I have made about satirical poetry.

Sonnet

The Sonnet is a poem of fourteen lines. It originated in Italy and was developed 

by Petrarch. There are two types of sonnet Petrarchan and Shakespearean. The two 

types differ from each other in rhyme scheme and structure. The Petrarchan sonnet has 

two divisions - octave (the first eight lines) and sestet (the next six lines). The octave 

introduces the theme or some problem. The sestet presents the resolution or conclusion. 

Milton’s On his Blindness, and Keat’s on First looking into Chapman’s Homer are 

sonnets in the Petrachan form. This form was brought to England by Sir Thomas 

Wyatt. The octave part of Milton’s sonnet. On His Blindness introduces the theme of 

the poet’s loss of sight. He asks how he can write poetry and serve his maker In the 

sestet he derives consolidation from the realization that God does not need anything in 

return for his gifts. He learns a lesson in humility :

"'They also serve who only, stand and wait"

The Shakespearean form has this division - three quatrains (each a unit of four 

lines) and a couplet (a unit of two lines rhyming with each other). The couplet sums up 

the problem presented in the quatrains. Study Shall I Compare three and when in 

Disgrace noting the features of the Shakespearean Sonnet.

The sonnet is a difficult form of poetry to write because it restricts the thought to 

fourteen lines. Shakespeare, Donne, Keats and Wordsworth are some of the finest 

sonneteers in English. Hopkins, the modern poet, has also experimented with this form 

with success.

Dramatic Poetry

Dramatic poetry is essentially dramatic in character. By drama, we mean 

character in action. Dramatic poems are those in which the poet works out his theme
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through a character of real importance. Hudson divides dramatic poetry into three 

groups: a)Dramatic story, b) dramatic monologue and c) dramatic lyric.

Dramatic story contains a certain, amount of non-dramatic description of setting 

but primarily it tells a story. Part of the story is told in dialogue, and part of it in direct 

narration. Tennyson’s “Maud” and Arnold’s “The Forsaken Mermen” employ this 

principle. Hudson defines the dramatic monologue as a poem that treats all outward 

things as subordinate to those inner forces and problems upon which its interest is 

concentrated. It is essentially a study of character, of mental states and moral crises 

made from within. Some of Browning’s poems are good examples of the dramatic 

monologue. Sometimes, the poet would like to convey his philosophy through the 

supposed speaker of his poem. In modern times Eliot made a subtle use of the dramatic 

monologue to convey a moral crises faced by the contemporary civilization. Through 

the imaginary character of Gerontion and Alfred Prufrock, the poet gives his reflections 

on the complexity of modern life. Dramatic lyric is a subjective poem in its spirit and 

method. But the poet does not convey his feeling directly but gives expression to it 

through some other person. The speaker of a dramatic lyric is not to be identified with 

the poet himself. Donne’s love lyrics dramatize a variety of situations in the 

relationship of man and woman. This mode of writing in which the moods and 

experiences of the author are distanced and at the same time telescoped into the mental 

status of an imaginary speaker is increasingly popular with modern poets. Browning is 

a master of this form. His A/v Last Oneness is a fine example (also called Dramatic 

Monologue).
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V : THE STUDY OF FICTION

Dr Prema Raghavan 
DESSH, RIE, Mysore - 6

5.0 Introduction:

The novel had relatively low status in its early years and was associated more 

with the rising middle class than with the aristocracy. Emerging in its recognizably 

modem form in the Europe of the eighteenth century, the novel is a young genre, a 

tiny infant in comparison to poetry' and drama, both of which seem to be as old as 

humanity. Today however novels are prescribed in courses of study of English 

literature in renounced Universities and several literary critics have initiated a new- 

wave of interest in narrative techniques.

Studying a novel is different from reading it. The former task requires in the 

reader the ability to distinguish between plot', ’story',' form' and 'theme'-or between 

’a symbol' and 'an image’. Ip. this unit, an attempt is made to explain and illustrate 

these technical terms.

5.1 Objectives:

At the end of reading this unit you should be able to

a) distinguish between a tale, a short story, a novella and a novel.

b) enumerate the elements of a novel.

c) analyse and illustrate suitably various elements of a novel like plot, 

characterization, dialogue, setting in a novel and its theme.

d) identify the type of novel they are reading.

e) recognize the significance of the different narrative techniques used.

5.2 Fiction: The work fiction comes from the Latin ‘fictio' meaning a

shaping or counterfeiting and refers to stories which are not entirely factual. They are 

partially shaped, imagined or made up by the writer. Some novels are researched like 

the novels on medical crimes by Robin Cook. In Acceptable Risk he confronts one of
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the most provocative issues of our times personality-altering drugs and the complex 

moral questions they raise. Based on medical facts it provides a stimulating, up-to- 

date explanation of current knowledge of brain function and the direction of research 

and at the same time grabs the reader maintaining suspense with surprising story 

twists. Even in a historical novel, unlike in a textbook of history factual information 

is secondary' to the telling of a plausible tale. Stepher Crane the author of The Red 

Badge of Courage was bom after the war was over, but few eyewitness accounts of 

the American Civil War give us so keen a sense of actual life on the battle front as we 

experience on reading what Crane creates for us. We expect from fiction a sense of 

how people act, not an authentic chronicle of how at some past time, a few people 

acted.

After hiding himself within the sack meant to cover the body of Abbe Faria a 

fellow prisoner. Dante finds himself carried out. Fearing discovery, he holds himself 

as still as possible, his senses alive to happenings around him. As he was being 

carried out of the dungeon we are told that 'he could fell the cool night air around his 

body and could hear the scream of a night owl overhead'. It is what he feels and 

hears (he cannot see sewed up within the sack) that makes the details so real to the 

reader. The episode is dramatic and strange yet the reader believes it to the true to 

life. This is the power of story telling. Alexander Dumas, a master of the an of 

fiction had the power to make us believe his imaginings. The an of the story teller is 

such that to the reader, sheer fantasy becomes believable and real.

5.3 The Fable, the Tale and the Short Story:

5.3.1 The Fable

Two forms which have dominated literary fiction in English are the novel and 

the short story. They have several elements in common. The short story can be 

compared to other related varieties of fiction. The fable and the tale which are ancient 

forms whose orgins date back to the time of word-of-mouth story telling. Though the 

fable and the tale are relatively simpler in structure, in them we can plainly see 

elements also found in the short story' (and in the novel). A classical fable is a brief 

story that has a message for the reader. It sets forth some pointed comment on human 

life. Whenever we speak of "sour grapes”, “the lions share”, to cry ‘wolf’, or “to kill 

the goose that laid the golden eggs” we refer to Aesop, often unconsciously.
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The German writer Gotthold Ephraim Lessing wrote many fables in a style

familiar to us from Aesops’ fables. Given below is one of his fables.
*

THE SHEPHERD AND THE NIGHTINGALE

A Shepherd asked a nightingale to sing again one summer night when the bird 

had ceased its song.

“Alas!” said the nightingale, “ the frogs croak so loudly that I feel no 

inclination to sing. Do you not hear their noise?”

“Yes,” said the shepherd, “I hear them, but only because you are silent.”

We can often hide another’s rudeness by showing kindness.

As illustrated by this story a fable contains a moral or a message which is 

implied or overt. This has to be got across to the reader through using the story mode 

(instruction through illustration). The story itself is stripped to the barest minimal 

details and no attempt is made to either portray characters vividly or acquaint the 

reader with the working of their thought processes.

5.3.2 Tale:

The word tale comes from the old English work talu meaning speech While 

some understand tales to be stories handed down from the past (told on a cold evening 

to a group which congregated around the fire place), the term has been extended to 

include any story, whether short or long, true or fictitious. Defined in a more limited 

sense, a tale is a story, usually short that sets forth strange and wonderful events in 

more or less bare summary. without detailed character-drawing.

In a tale the matter of concern is the wonderful happenings rather than 

revelation of character. In the .Arabian Nights. Aladdin summoning the magic genie 

is much more important that Aladdin’s personality. You never know why Red Riding 

Hood befriended the wolf despite her mother's warming but her misadventure and 

subsequent rescue is the stuff tales are made off. While Grimms fairy tales are a 

collection of stories which were told orally before they were put down in writing, in 

Hans Christian Andersen the world of magic and enchantment is the work of a
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modern author. The tradition of tall tales exists in many cultures of the world. The 

tale below illustrates superbly the art of a master teller of tales.

NONSENSE FROM SERBIA

In my young days when I was an old man we had many beehives, and I used to count 

the bees every morning. I counted them easily enough, but I could never contrive to 

count the beehives. Well, one morning as I was counting the bees I was greatly 

surprised to find that the best bee was missing, so I saddled a cock, mounted it, and 

started in search of it. I traced it to the sea-shore, and saw that it had gone over the 

sea. so I decided to follow it.

When I had crossed the water I discovered that a peasant had caught my bee; 

he was plouging his fields with it and was about to sow millet. So I exclaimed, "That 

is my bee! How did you get it?” And the ploughman answered. ''Brother, if this is 

really your bee you can come over here and take it.”

So I went to him. and he gave me back my bee and a sack of millet on account 

of the services my bee had rendered him. Then I put the sack on my back, and 

moved the saddle from the cock to the bee. Then 1 mounted, and led the cock behind 

me that it might rest a little.

As I was crossing the sea one of the strings of my sack burst, and all the millet 

poured into the water. When I had got across it was already night, so I alighted and 

let the bee loose to graze; as to the cock. I fastened him near me and gave him some 

hay. After that I laid myself down to sleep.

A tale such as this does not need to be photographically realistic. The listener 

knows that he is hearing a yarn and enjoys scoffing at it.

The world of fantasy which peopled the fairy tales with witches, wizards, 

goblins and trolls merges into the modem day novels (essentially meant for children, 

but relished by adults as well) such as those of JRR Tolkien and J. K. Rowling.

Tolkien's narrative The Lord of the Rings runs to over a thousand pages. 

Tolkien calls it ‘a long tale' and further adds that the book is largely concerned with
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Hobbits who are ancient people living among the bigger clumsier race of the human 

kind. In Tolkien’s The Lord of the Rings you have a fairy tale magnificently told with 

every' kind of colour and movement and greatness-attributes of a classical work of 

fiction. In Rowling’s creation of Harry Potter you have an international best seller. 

The magical world of Potter exists within the framework of the contemporary would 

which we inhabit. The genius of Rowling has successfully bridged the gap between 

the world of fantasy and our everyday world.

The most obvious feature which separates the novel from the short story and 

the novella is its length. Other distinguishing features are listed below:

5.3.3 The short story:

The chief difference occurs on account of the following aspects.

- The short story is meant to be read in one sitting. The reading of a short story 

tends to be a less reflective and more concentrated an experience.

- The short story being limited to a brief span of time does not show its 

characters maturing and developing.

- The characters are shown at some revealing moment of crises - either internal 

or external.

Short stories rarely have complex plots, the focus in upon a particular episode 

or situation rather than on a chain of events.

Since characters in the short story are seen only for a short period of time, the 

short stoiy writer has to shock the reader into thinking and responding. For this the 

writer employs an unexpected ending, a dramatic inverting, a surprising twist of plot.

5.4 The Novella:

This form can be distinguished from the short story and the novel on account of 

the following aspects.

- The novella is usually longer than a short story’. Although it may be read at 

one sitting it is usually not.

- The novella has a dominant symbol or complex of symbols at its heart.
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These rather than the complexity of its plot gives the novella its depth and 

significance. For example Joseph Conrad’s Heart of Darkness ( a classic novella) 

has a plot which can be summarized in just a few lines. Its greatness lies in 

Conrad's use of symbol and image in the work, the complexities of the narrative 

technique (the tale within the tale) and to the texture of the prose.

The short story and novella writer does not produce merely shorter versions of 

the novel. These different fictional genres require a different use of the resources 

of the writes of prose. They should not be read and analyzed in the way we read 

or judge a 500-page novel.

5.5 Definition of a novel:

The Oxford English dictionary defines a novel as ‘a fictitious prose narrative 

or tale of considerable length in which character and actions representative of real 

life on past or present times are portrayed in a plot of more or less complexity

Fiction represents characters and situations which are imagined, however 

these characters and situations must be representative of real life. The novel is in 

prose to establish that sense of real life, of recognizable everyday existence w hich 

is the preserve of this form of literature.

The novel is narrative in the sense that it is the telling of something rather than 

enacting it thus distinguishing it from drama. The novel moreover has 

character, actions, and a plot which is governed by events arranged in 

chronology, cause and effect on some other connective logic.

The novel must be of a certain length because issues of significance to the 

world of humans are dealt with in a novel by common consent. A certain length must 

be necessary to allow for a certain complexity of treatment. We usually refer to a 

prose narrative of some twenty or thirty pages or less as a short story; those that have 

a length of between forty and fifty and a hundred pages we describe as novelle ( 

singular: novella). Thus a narrative longer than a novelle is a novel.

5.6 Elements of a novel:

The elements that go into the composition of a novel are.
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The Plot: This includes the events and actions which are central to the novel 

Characters: The individual human beings who are participants in the events and in 

the action.

Dialogue: closely connected with characterization it interprets the character and

helps in the development of the action in the novel.

Time and place of Action: This deals with the use of time and the description of the 

place which gives the novel its realistic appeal.

Sty le: a made of expression, expressing thought in writing (or speaking) by selecting 

and arranging words, considered with respect to clearness, effectiveness, euponv, or 

the like that is characteristic of a group. For example in the style of Faulkner, a 

familiar style, a pompous style a pedantic style (each distinct from the other).

Style also indicates those components or features of literary composition that 

have to do with form of expression rather than with the content of the thought 

expressed. Thus the phase-he is all style and no substance.

The No-velist’s Interpretation or Philosophy of Life. This may be stated or merely 

suggested by implication.

Hudson points out that these six elements must be there in a prose fiction if the 

work is to be regarded as a novel.

5.7 Subject matter in the Novel

While the theme and technique of novels may vary, the raw material of all 

novels is "the essential texture of life". All good novels also possess “ a genuine 

human meaning” which it acquires only when it is dedicated to the struggles and 

misfortunes of mankind. Thus in Oliver Twist Dickens portrays the horrors of the 

London underworld of the period. It is however, marked by Dicken's interpretation 

of life, that of good triumphing over evil and Oliver-an optimist to the end-lives to 

inherit his birthright. In The Adventures of Tom Sawyer_ Mark Twain inter twines the 

growing pains of young Tom Sawyer with American folklore, particularly 

superstitions, and tidbits of daily gossip that have lost none of their universality and 

relevance to this day. The Count of Monte Cristo tells the story of the travails of 

Edmond Dantes accused of being a Bonapartist and arrested on a charge of treason. 

Condemned to a life of imprisonment in a notorious prision due to the machinations
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of evil men, he triumphs over his circumstances and returns to take revenge. A 

fascinating tale of adventure, mystery and intrigue the novel continues to fascinate 

readers all over the world.

Thus, even though the human context of a novel is rooted in a particular milieu 

and national sensibility, it is not limited by space and time. A great novel is relevant 

to all men of all ages. Hudson calls this universal.applicability. An Indian reader 

who reads an English novel or a French or Russian novel in translation may recongise 

and identify- with the struggles and problems of the people depicted in those novels.

All novels deal with the action of characters with whom we identify ourselves. 

They communicate to the reader the moral and / or emotional crisis of incidents and 

events-the emotional and moral predicament of men which we may have experienced 

or atleast recognize as being the lot of humanity.

The primary quality of all good works of literature is being true to 'one’s self 

and 'one's experience'. Authenticity is regarded as the most essential feature in all 

forms of good literature. To achieve realism. Jane Austen wrote about love and 

matrimony among the landed gentry- with whom she fraternized. She never wrote 

about men or matters she was not familiar with. The strength of a novel depends 

upon the realistic imagination the novelist is capable of Classics like Gulliver 's 

Travels and Robinson Crusoe have a subject matter which is unbelievable and 

fantastic. Ensuring verisimilitude (meaning true to life )through exact details forces 

our acceptance.

Dante digging the tunnel and subsequently meeting Father Faria becomes 

believable only through the enumerating of the details about how Dante accomplished 

his idea of building a tunnel.

5.8 Plot and Story Telling

A plot is an ordered, organized sequence of events and actions. In this sense, 

plots are found in novels rather than in real life. While life has stories, novels have 

both plots and stories. In differentiating a story from a plot. E M Forster states that ' a
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story is a narrative of events arranged in their time sequence, whereas a plot is a 

narrative of events with the emphasis falling on causality.

The king died and the queen died is a story

The King died and the queen died of grief is a plot

It is the causal connection that gives significance to the sequence of events. The plot 

may become complex when an element of mystery is added as with the following 

addition.

The queen died, no one knew why until someone discovered that it was through grief 

at the death of the king.

The response to a story is no more complex than primitive curiosity. The 

novel while retaining the basic elements of a story has a plot which consists of causal 

sequence complicated by mystery which arouses the appreciation of the reader. 

Novelists who have a good knack for story telling can keep the reader engaged but a 

novel of Henry James or George Elot creates a sense of tension and suspense relative 

to our desire to know ‘what happens next’ which is an integral part of the appeal of 

their works.

5.8.1 Types of plot:

Plots can be described in the following two ways.

In terms of the dominant human activities w hich form the motivating principle 

in them or which are induced in the reader by them. These include plots structured 

around conflict as in Conrad's Nostromo around /ziyjrery as in many of Dicken's 

novels, around pursuit or search as in The Count of Monte Cristo around a journey_as 

in Gulliver's Travels , or finally, around a test like in Tolkien's The Lord of the Rings.

A more technical classification of plots will provide us with terms like 

'picaresque I episodic', ‘well made' and multiple. In novels like Nicholos Nickelhy. 

Pickwick Papers and The Vicar of Wakefield the novelist develops a story on the basis 

of detached episodes while serializing them for publication. Such plots are episodic.

A well made plot will have organic unity. Jane Austen's Pride and Prejudice is a 

good example of a novel with an organic plot. Most of the well-known classics have 

compound plots; in such cases these elements of the compound plot must be woven
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into a single organic whole. Hudson admires Tolstoy’s Anna Karenina where the 

various elements that enter into the plot are balanced with great art.

5.9 Characterization:

The story of a novel is usually about people and the term characters is used to 

refer to them. Animals have been introduced as in Orwell’s Animal Farm but they 

represent human characteristics or in other words symbolize people in the real world.

Forster says that since the novelist is himself a human being, there is an 

affinity between him and his subject matter which is absent in many other forms of 

art. The historian is also linked but less intimately. If a character in a novel is 

exactly like Queen Victoria not rather like but exactly like-than it actually is Queen 

Victoria and the novel becomes a memoir. A novel is based on evidence plus 

something more. The unknown quantity (which we refer to as something more) is the 

temperament of the novelist, and the unknown quality always modifies the effect of 

the evidence, and sometimes transforms it entirely.

Characters in a novel are not like real people. Often the novelist give names 

which are unusually appropriate. In life one may come across a very tall man called 

Mr.Long or an Indian scholar called. Vidyapati however an anti hero called 

Heathcliff (Wuthering Heights) or a positive force acting like a summer's sun named 

EstherSummer son ( Bleak House) are rarely encountered in life.

.Another difference is that in real life we never understand each other 

completelv. People in novels can on the other hand be understood completely by the 

reader if the novelist wishes; their inner as well as their outer life can be exposed. 

This is why they seem more difinite than people we meet in life even our own friends.

A novelist's success with characterization depends upon the graphic 

description of characters and their behaviour in the course of the novel. When Dante 

looked at his own face in the mirror after his escape from the prison he finds that 

fourteen years had changed him beyond recognition. His face was thin and long, 

with a stem mouth. His eyes were deep, with a burning light in them'.
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‘Because he had been so long in the darkness, he could see things at night 

which other people could not see. He now had the right of a wolf or a hyena. We are 

told that ‘even his best friend could not recognize him. He could hardly recognize 

himself’. The reader is witness to the birth of a new ‘persona' in the place of the old.

Characters are referred to by certain well established terms like flat and round 

characters, major and minor characters, stock characters, types, caricatures and so on.

5.9.1 Flat Characters:

They are also called types or caricatures. Forster states that in their purest 

forms they are constructed round a single idea or quality. When there is more than 

one factor in them the curve towards becoming a round character begins. Mrs Reed 

and her children in Jane Eyre are flat characters. They merely personify the 

unimaginative cruelty' of upbringing Jane experienced as a child among indifferent 

relatives.

According to Forster the advantage of using flat characters is that “they never 

need reintroducing, never run away, have not to be watched for development and 

provide their own atmosphere. In this sense Danglers in 77ze Count of Monte Cristo 

is a flat character though at the end of the novel there is a symbolic recantation by 

Danglers as he falls before Dante now the Count of Monte Cristo. We easily 

recognize in him the ugly and evil man who had once sworn to ruin Dante.

Hudson writes about dynamic characters (like Jane Eyre) and static characters 

(Mr Collins in Pride and Prejudice) According to him characters which change in the 

course of the novel are dynamic and those that remain unchanged are static. Hudson 

considers the novelists capacity to include all types of characters (Catholicity) a great 

virtue.

Modem novels which raise questions on fundamental issues of life have 

brought about tremendous changes in the concept of characterization. Protogonists 

like Meursualt in The Outsider and Joseph K. in Kafkas' The Trial are not heroes in 

the conventional sense. They are not men “ of great moral stature” not even ordinary
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men. In fact “ the anti-hero” the less than the ordinary man is becoming more and 

more the rule as fictional protaganist.

5.9.2 Round Characters:

According to Forster the test of a round character is whether it is capable of 

surprising in a convincing way. A round character has the incalculability of life about 

it- life within the pages of a book. Beck}- Sharp is the heroine of Vanity Fair. A 

woman on the make, she waxes and wanes, modified by the experiences through 

which she passes. Elizabeth Bennet of Pride and Prejudice changes from a being so 

utterly certain about the angry, hostile feelings she harbours towards Darcy to a much 

humbler and conciliatory state of mind. In both Becky and Elizabeth we recognize 

facets w hich are human.

5.10 Methods of Characterization:

The chief methods of characterization available to a novelist are the following.

5.10.1 Description or report:

In Jane Austen's ' Persuasion' we known a lot about Fredrick Wentworth 

before he even appears before us. The narrator tells us about the young man and the 

reason for the breakup of his romance with .Anne Elliot. We also hear about him from 

Mrs Croft his sister and other characters who talk about him reporting on his actions 

and beliefs so that we feel we have met him ourselves.

5.10.2 Action :

In The Count of Monte Cristo, Dante refuses to escape even though the old 

man Faria, grown weak and ill, urges him to do so. We learn far more about his 

innate compassion and loyalty from this act than through pages of description.

5.10.3 Thought and conversation of a Character:

Dialogue in particular is a wonderful way of revealing character. Jeremy 

Hawthorn points out that we learn about Mrs. Bates in Emma merely through her 

conversation so much so that comment from Austen's narrator is really not needed. 

In Virginia Woolfs Mrs.Dalloway Clarissa Dalloway and Peter Walsh actually do
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very little, but by the end of the novel we feel that we know them quite w'ell just by 

having followed so many of their thoughts.

5.10.4 Symbol and Image:

In the Turn of the Screw, the young governess of Miles and Flora who she 

suspects to be in the thrall of some evil possession writes ‘ The summer had turned, 

the summer had gone; the autumn had dropped upon Bly and head blown of half our 

lights. The place, with its grey shy and withered garlands, its bared spaces and 

scattered dead leaves, was like a theatre after the performance- all strewn with 

crumpled play bills. The summer of innocence is over. The young governess know 

with certainty the culpability of her words. The ‘theatre- is what she has been allowed 

to witness- the dead communicating with Flora and Miles. Now the performance is 

over, they have shut her out and all is quiet once again.

5.11 Dialogue

The novelist has to get his character to speak in “the sort of language they 

would speak in real life”. However it is not an easy tack to capture precisely the 

speech habits and tone of voice of people in conversation. Different types of class 

speech habits when realistically captured makes a novel amusing and interesting. An 

artist may sometimes use a language which is ” intentionally unreal and artificial”. 

Shakespeare for instance made his character talk in blank verse.
I

Dialogue helps the novelist in bringing out the inner workings of the minds of 

characters, their hidden thoughts and feeling thereby establishing the individual 

identify of the characters. Dickens is a master of this exacting technique. The 

characters of his novel like Scrooge and Micawlen are found to exist very largely 

through their speech. Similarly Tom Sawyer and Muckleberry Finn. The inventors of 

Mark Twains fantasy come alive through their speech which reflects the differences in 

their characters and the position they occupy in society.

5.12 Setting in a Novel:

The description of men and women in a particular setting at a given period and 

the circumstances and natural surroundings of a place are the basis of the action of the
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novel. Thus the context within which the action of the novel takes place ie not only 

its geographical setting, but its social and historical factors are also important. Thus 

the French Mediterranean Coast during the time Napolean was striving to return to 

power and the depiction of Dantes, Mercedes, Fernand, Danglers and Caderousse 

among the other characters who people the novel provide the setting for The Count of 

Monte Cristo Edmond Dantes its protagonist changes from being ‘a dark-haired, 

good-looking young man of about twenty’ ‘ to becoming a man of thirty-three so 

changed in appearance that the reader is told, ‘even his best friend could not recognize 

him'.

5.13 Theme:

A much used word in the literary criticism of the novel, the word 'theme' is 

also a favourite of lecturers and teachers in essay and examination questions. The 

term theme is used in a number of ways.

A theme may be overt or covert. In other words it can either be consciously 

intended and indicated as such by the author, or alternatively discovered by the reader 

I critic as an element of the novel independent of the author.

A theme may be seen as a ‘central idea' or as a 'recurrent argument, claim, 

doctrine or issue’. Defined as a central idea, a range of varied themes are attributed to 

Charles Dicken's Bleak House such as the themes of 'parental responsibility', ‘the 

heartlessness of the law', the evil of "causes', ‘the destructiveness of choosing money 

and position rather than love, ‘the centrality of writing to Victorian society'-and many 

more. Though all the aforementioned themes can be found in Bleak House . it the 

reader must decide what their relative force and importance in the novel are.

5.14 Types of Novels

5.14.1 The Picaresque Novel

The picaresque novel is a type of prose fiction which originated in the sixteenth 

century. (The word picturesque is derived from the Spanish word Picaro. a term used 

to refer to a rogue). These novels tell the story of a “rogue or a knave.” Heroes of 

these novels are “individuals who are thrown on their own resources by 

circumstances and so had to take a wandering life of adventure”. These novels have
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heroes who are daring and enterprising but “unrestrained by moral scruples”. This 

type of prose fiction is loose and a number of episodes are held together by the 

presence of a central character. The first picaresque novel in English is Thomas 

Nashe’s Unfortunate Traveller

(1594). Other notable examples are Daniel Defoe’s Moll Flanders and Fielding’s 

Jonathan Wild and Rudyard Kipling's Kim.

Most picaresque novels use a long journey as a technique to introduce a series 

of adventures. This method however, “is as old as Homer's The Odyssey." Among 

other forms of prose fiction the picaresque novel is distinguished by "the variety, 

comedy and often the savage realism which its convention of a not too scrupulous 

hero conveniently afforded. Smolett is one of the English novelists ‘who comes very 

close to the classic French and Spanish Picaresque romance. 'The most popular 

picaresque novel is Cervantes's Don Ouixote. There is also another commonly used 

phrase known as the river novel which traces through a number of chapters in a novel 

the history of a single character or a group of characters. Forsyth Saga by Galsworthy 

and its continuation. A Modern Comedy and Strangers and Brothers are good novels 

which belong to this category.

5.14.2 The Historical Novel

This is a type of fiction which is a product of 'historical imagination? and it aims at 

combining the dramatic interest of the plot and character with more or less detailed 

pictures of the differences of outlook, customs and environment of any given period 

of the past.' When the ‘essence of the narrative.' which is based on human 

experience is significant, historical sitting does not become important; though the 

intellectual movements and strange struggles of man in a particular period have their 

impact. Hudson says: ‘Sometimes the permanent is so bound up with the temporary 

and interpenetrated by it that the setting becomes an element in the human drama 

itself.”

Writing about Hawthorne's Scarlet Letter, he says that it is a profound study of the 

effects of sin upon the human soul "which transcends all condition of time and place. 

But the tragedy in the novel is wrought out of the materials furnished by New 

England Puritanism and an interpenetration of eternal moral issues "thus assume in it
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a local and temporary form.” He considers ‘The descriptive power of the artist" and 

substantial accuracy as two tests for a good historical novel which Walter Scott 

achieves both in his historical novel. To lend an edge and force to their historical 

reconstruction, novelists must be able to establish “an emotional bond with the 

period.” This is exemplified in the works of Scott like Ivanhoe, Kenilworth and 

Thackeray’s Esmond. Novels of this type which attempt a precise historical 

reconstruction which is 'too external’, “lack the life which can only come from the 

intuitive imaginative sympathy of the novelist’ (Read George Eliot's Romola)

On the part of the reader he should know “How much of a novel is true history 

and how much of a novel is pure invention. The value of a historical novel does not 

depend on factual truth, but no reader likes to feel that he is being deceived by fiction 

which pretends to be fact.”

15.14.3 The Allegorical Novel

‘An allegory exists where one or more meaning additional and parallel to the literal 

sense, and distinct from it. are embodied in a story or image; the form may be either 

literary or pictorial or both as in the emblem of literature of the counter reformation 

period.' Some short allegorical stories teaching a moral are called fables. 'Others 

called parables are characteristically pithy and didactic, but in so much as they do in 

general, explicitly liken one thing to another are perhaps analogies rather than 

allegories.”

Bunyan is a great allegorist. His Pilgrim's Progress, the best example in this genre, is 

an allegory on the life and death of a Christian. To be able to write a good allegorical 

novel, a novelist must posses a vision as in the case of Bunyan and also the gift of a 

good novelist. Cervantes's Eon Quixote and Swift's Gulliver's Travels are allegorical 

novels. In an allegorical novel the question we should always ask is. how for is it a 

good novel? George Orwell's .Animal Farm is an excellent political allegory'. Here 

Orwell fuses the artistic and political purpose extremely well, to make animals on the 

farm completely convincing. Unlike many allegorical works, in this novel' the story 

on the factual level suggests something outside, but it is not dominated by the story at 

the secondary level. It should be noted that allegories depend on "connotative
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symbolism.” If the allegory has to be suggested in explicit terms, generally “the story 

on the primary level has to surrender its realistic probability.”

5.14.4 The Problem Novel

Novels which attempted an articulate enquiry into the political crises, appalling 

poverty, and the assertion of a vast popular, democratic, social and political 

movement of the people based on the growth and description of a new industrial 

working class in early Victorian age were technically described as problems novels. 

Arnold Kettle includes the works of Disraeli, Mrs.Gaskell and Charles Kingsley under 

this type of fiction. It is essential to clarify’ the position of Charles Dickens in this 

context. Though novels of Dickens are equally socially conscious” and ‘no less 

engaged in contemporary issues morally, politically, colloquially than other writers', 

it would be a “disastrous underestimation" of Dickens's works if they are included 

under this category. The distinction between the works of Mrs.Gaskell and Kingsley 

and those of Dickens is "in the note of abstraction involved in such words as question 

and problem.” Inspite of the “insistent topicality" of the works of Dickens 

(emphasized by Mrs.Tillotson) “one can't label works like Bleak House or Oliver 

Twist or Hard Times as problem novels. While Dickens deals w ith the complex 

forces of his time, now here is his craft of fiction or psychological insight stilled by a 

motive of propaganda. Though his works did bring about concrete social reform, 

there is neither didacticism nor propaganda in his works. It is precisely here that we 

see the complexity and richness in the works of Dickens.

Anyw ay, it is important to note that "to see a living complex of forces and people as a 

'problem' necessarily implies a standpoint not merely detached in the artist's sense 

but in a different way, judicial, therapeutic perhaps and all too easily self-righteous." 

For a point of view which usefully emphasizes the "topicality" and the zeal for social 

reform apparent in the works of Dickens, read Mrs.Tillotson's views on this issue in 

her Dickens At Work.

5.14.5 The Psychological Novel

The psychological novel gives us the inner life of the character without any 

interference of the author or comments. William Faulkner's The Sound and the Fury 

is a brilliant psychological novel. The profound psychological base of the novel
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becomes apparent in the very first reading of the novel. Critics have noted a clear 

’Freudian structural system within which the three Compson brothers merge into a 

single figure signifying the three aspects of human personality.” It is easy to notice 

the obvious use of the concept of Id in the character of Benjamin, and of Super ego 

in the character of Jason. It should however be noted that a really good novel shows 

the artist’s penetrating psychological insight. But it is the obvious use of Freudian 

methods, the “stream of consciousness' technique and the interior monologue that 

lend to the psychological novel its characteristic qualities. (Stream of consciousness 

technique is discussed in detail later in this unit).

5.15 Narrative Techniques:

Everything we read in a novel comes to us via come sort of ’telling' with the 

reader responding to a situation or a character by ‘seeing' it as the novelist wishes him 

to see it. In this respect the writing of a novel is comparable with the making of a film 

’One scene in a film could be shot in innumerable ways, and each of them would 

produce a different effect on the audience. The response of the audience to a situation 

or their attitude to a character can be affected by the point of view from which the 

story is told. Point of view can be described as the relation in which the narrator 

stands to the story. These are chiefly the follow ing .

5.15.1 The First Person Point of View :

The author can tell the story through the mediation of a personified narrator. 

The ’teller' here it a distinct person with defined human characteristics.

Jane Eyre is one of the great romantic heroines of world literature. Charlotte 

Bronte in Jane Eyre it tells the story of a child who is orphaned and forced into 

accepting cold charity at the hands of her rich cousins and, later, at Lowood School. 

Jane escapes to take up position as governess to the young ward of Mr.Rochester. 

Their love affair. Jane's discovery of Rochester's secret- hideously concealed in the 

attic of Thomfield Hall-and her desperate flight are told with passionate intensity. 

First through the vulnerability of a child who after being locked up following a 

scuffle with cousin George asks, ‘"why was I always suffering, always browbeaten, 

always accused, forever condemned'. Why could I never please? Why was it useless 

to try to win any one's favour?” Later the reader hears the anguish of a woman in 

love with a married man who confides that ’’the vehemence of emotion, stirred by
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grief and love within me was claiming mastery, and struggling for full sway, and 

asserting a right to predominate, to overcome, to live, rise, and reign at last: yes-and 

to speak”. Married at length to the man she loves she tells us with equanimity that in 

the first two years of their union Mr.Rochester continued blind. “I was them', says 

Jane’, his vision, as I am still his right hand..... the apple of his eye”.

When the story’ is told in first person the narrator uses “I” and the reader (in 

the role almost of a confidant) enters the world of the narrator. In David Copperfield 

for example we see the world only through David's eyes. The other character are 

seen from outside. This kind of narrative can be very powerful and lifelike. The chief 

constrain here lies in the fact that the narrative cannot be privy to the thoughts and 

motives of other characters nor can he see events occurring in ‘another space' or ‘time 

zone'. Since physically he is trapped within the skin of one of the characters-the one 

with whom the author identifies himself thus producing an imaginary autobiography.

To over come these constraints the first person point of view is altered to 

include the point of view of more than one character in the novel. In Marlows Heart 

of Darkness Conrad is Marlow. But then there are other first person narrator. When 

you read the first two pages of the novel you realize that the first person singular is 

used only once here. (‘Between us there was. as I have already said somewhere, the 

bond of the sea') and only very sparingly hereafter. Mostly the first person plural is 

used as in ‘We four.... etc’. Most of the time we forget the first person narrator, and 

even at the beginning and of the novel he is only a very insubstantial presence. There 

is also the presence of an ‘outermost narrates' a sort of secretary, an official recorder, 

who takes down Marlow's story and passes it on. The real importance of the 

outermost narrator seems to be that of a private reminder to Conrad to keep Marlow 

at a distance, to objectly him and despite the closeness of his experience be judged as 

if by someone completely impartial and remote from it.

5.15.2 The omniscient point of view.

Also known as the direct or epic point of view is found where a novelist 

writes" as though he knew everything" Here the narrative source is so undefined as 

to make it doubtful whether or not we are dealing with an individualized human 

source. 'The Count of Monte Cristo ’ begins on an impersonal note.
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On the French Mediterranean Coast at Marseilles, sunshine brightened the gilded 

figure of a Madonns. High above the harbour, from the top of the church of Notre 

Dame La Garde, this golden Madonna looked down towards the sea seamen called her 

the ‘Protector of the Sailors’.

The omniscient narrator tells you about the thoughts and feelings of both 

Danglers and Fernand Mondego after they succeded in engineering the imprisonment 

of Dantes. With Napoleon’s return to power, Danglers, becomes fearful. “He will 

search for me and will take his revenge. I must hide away in another country where 

he will not find me'’. Meanwhile Dante spends time with Mercedes trying to win her 

love’. The narrator is privy to the reasons for Fernand's happiness. We are told that 

‘So long as Dantes did not return, Mercedes might one day be his wife.

Unlike the first person narrator the ommiscient narrator is every where. He is 

with Fernand when he hears- a strange new sound -a scratching noise behind the wall 

of his cell. He expresses the surge of hope which fills him on hearing this with 

'Now Dantes' began to think once more of living instead of dying.

Thus the omniscient narrator is everywhere, telling the reader the most 

intimate details of peoples lives, their thoughts and even the motives behind their 

actions. (In real life we scarcely know the motives of our own actions).

5.15.3 Epistolary

Epistolary is a technique of telling a story through a series of letters. In novels of this 

kind, correspondence is carried on between the characters in the novel. This method 

was used by Richardson and many other writers after him. Letters in these novels give 

“the feelings of the moment as the writers felt at the moment”.

5.15.4 Written Documents: ‘

In addition to choosing a narrator or narrative source, the novelist can select a 

stated or implied medium for the narrative. For example, Agatha Chrustie's. The 

Murder of Roger Ackroyd (1926) and Feador Dostoyevsky's, Notes from 

Underground (1864) are both presented to the reader as written documents.
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5.15.5 Stream of Consciousness:

It was William James (an American pychologist) who coined the term ‘stream of 

consciousness’. It refers to the supposed unending or uneven flow of the human 

mind. It is based on the theory that ‘the bewildering variety of ideas that flow into the 

mind has an underlying unity like a stream on the surface of which are found floating 

all sorts of things’. This technique helps a novelist in giving ‘an unconscious 

expression to apparently unconnected thoughts, however brought together by loose 

association. It wzas first used by Steme in his Tristram, Shandy. Great exponents of 

this technique in modem prose fiction are Virgina Woolf (Mrs.Dalloway), James 

Joyce (Ulysses) and Faulkner (The Sound and the Fury). The term psychological 

novel refers to some of these novels where this technique is used.

This technique reduces authorial interference in the narrative to suit the “human 

nature" that “had changed". Some of the novelists who use this technique effectively 

seem to subscribe to Freudian principles or theories of other psychologists, that 

"significant activities of the human mind occur below the level of consciousness". 

Obviously enough, they find that reducing human material to chronological order or 

showing characters “as if they were reasoning conscious beings and no more gives a 

picture of life that is incomplete and superficial"

In an article on the modern novel Virginia Woolf says and examine for a moment an 

ordinary life on an ordinary’ day. The mind receives a myriad of impressions, trivial, 

fantastic, evanescent or engraved with the sharpness of steel. From all sides they 

come as incessant shower of innumerable atoms. So a reader is called upon to 

experience this stream of consciousness and feel the “incessant shower of 

innumerable atoms,” when he reads the novel. In other words the reader is called 

upon to completely merge his identify1 with the character in the novel. The term 

interior monologue was until recently used to mean the same as stream of 

consciousness of late, the trend is to treat ‘interior monologue' as a technique and 

stream of consciousness as a “generic name referring to a type of psychological 

novel’’. The distinct characteristics of this technique (stream of consciousness) are

a. “ The use of the element of incoherence in the conscious process of thinking".

b. “Ignoring boundaries of space and time and setting new structures”.
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c. ‘'Seeking an internal analysis of the motives and drives of characters who are 

allowed to express their unexpressed thoughts by placing emphasis on 

sensory impressions”.
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VI: STUDYING DRAMA

Dr Prema Raghavan 
DESSH, RIE, Mysore-6

6.0 Introduction

The word drama comes form the Greek word drama which means “to do”. Drama 

means “ action or deeds”. Though the word drama has come to be synonymous with 

plays, it has several meanings. It may mean a single play referred to as “ a stirring 

drama ” or to the work of a playwright or dramatist as in “Ibsen's drama". Plays written 

in a particular time or place could be called by terms like Elizabethan drama or French 

drama. The term drama is used to suggest high excitement as in 'real life drama . The 

term dramatic implies suspense, tension or conflict.

Since drama is found both as a genre of literature as well as a form of art 

performed at the theatre, it is necessary to understand the craft of drama and distinguish it 

from other literary forms like poetry and the novel. This unit attempts to discuss the 

aspects of drama we need to consider in studying it.

6.1 Objectives

The unit will enable you to:

i) define the term ‘drama’

ii) distinguish between drama as literature and drama as action.

iii) analyse the importance of plots and character in plays.

iv) explain dramatic design and structural design with respect to plays studied.

6.2 Drama - literature or action?

Malcolm Kelsall says that “just as a wheelwright makes wheels, a playwright 

makes plays. The work is. a craft”.
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Plays are different from novels and poetry in this that they are written to be 

performed rather that to be read. While many novels and poems have been read out 

dramatically before audiences, public performance is not an essential part of their nature. 

Thus the reading of Eliot’s 'Wasteland' or Dicken's Great Expectations is a private and 

individual act. It is not so with a play. ‘As You Like It' was written so that the lines 

might be spoken by actors in a public theatre and the conventions of the theatre were kept 

in mind in shaping it.

A play however, is literature before it exists in a theatre. A play when read 

conveys its potential as theatre. Some have likened it to ‘the shadow cast by 

performance’. .Aristotle conceived of plays as being an imitation of an action and it is in 

this sense-words and bodies in movement that drama must be understood.

Plays enacted in the theatre is the essence of drama.

Some playwrights like G.B.Shaw, Luigi Pirandello and Edward Albee have 

written prefaces to their plays which are meant for the reading public. Shaw's stage 

directions are beyond the inguenity of any set designer, being aimed more at the reader 

than the spectator. The stage direction of Pygmalion has, ‘He goes to the central 

windows, through which, with his back to the company, he contemplates the river and the 

flowers in ‘Battersea Park on the opposite bank as if they were a frozen desert' The 

frozen desert cannot appear on the stage nor can what is contemplated through the 

windows.

The director gives to the various roles his own interpretation. Thus while one 

staging of Hamlet would present his as a medieval Dane, another would be a hep 

contemporary. Similarly every reader while reading the play infuses it with his

own impression. The Hamlet of literature would be more nearly fixed and changeless 

than when the play takes the form of action with different actors, theatres or styles of 

producing plays.
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6.2.1 Drama and Literature

Some elements of a short story and a novel are found in a drama as well. Plays 

usually have themes and characters we get to know. There may even be passages of 

poetry in a drama and some drama in poetry. While Shakespeare favoured the blank 

verse, Robert Browning wrote My Last Duchess in dramatic monologue ( a theatrical 

device). The soliloquy spoken Hamlet and made popular by Shakespeare is a form 

adopted by Browning in his 'Soliloquy of the Spanish Cloister ’.

A play which is destined to be read and not acted is sometimes called a closet 

drama. Shelley’s neo-Shakespearean tragedy. The Cenci (1819) was never performed 

though Shelley himself attempted to get it staged at Convent Garden. The lengthy 

oratorial passages and the limited scope for gesticulation may have made the play 

difficult to stage. Such works however continue to exist as literature.

6.2.2 The Play as Action:

In a play the characters are actors who perform before a group of people seated in 

a theatre. The experience of watching a play in a theatre is different from reading a story, 

a novel or even a play in solitude. In a theatre we become a part of the community (the 

audience) whose collective response affects our own. This is similar to the manner in 

which when we watch a movie in a theatre we are moved to laughter or tears through 

catching the mood of the crowd which surrounds us. The same movie if watched at home 

is likely to elicit less of a response. In a theatre the action is live and an animated 

responsive audience can egg an actor on to greater heights.

A play is a work of art and like poetry and fiction, it is composed of words. When 

we watch a play being performed excellently we contruse it to be life ( scene from life) 

being played out before us. There is no sense of artifice. We forget that play exists as 

literature. The actors, their speech, mannerisms, gesticulations, costumes, the music, 

lighting and stage props seem so real that we are immersed and we forget that they are 

creations of a playwright.
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The play is written to be performed. Its fundamental nature calls for action. The 

dialogue in a play is not always the guide to significant action. What occurs in silence 

can be more emphatic than what is said.

6.3 The Empty Space:

Malcolm Kelsall defines a theatre as ‘any space in which actors and audience are 

brought into relation’. The stage is of special significance because the eye reads the stage 

as if it were a book. It studies the objects on the stage seeking their meaning. Both 

emotion and intelligence are involved and expectation may be aroused. A space hung 

with red and black may suggest that tragedy is to be performed. Higgins’ laboratory in 

Wimpole Street in Shaw’s Pygmalion has ‘a flat writing-table on which are a

phonograph, a laryngoscope, a row of tiny organ pipes with a bellow ........... The

audience is prepared to meet the phonetician in such a setting.

Within the set, costume and make-up speak their own special language Celea and 

Rosalind of J.v You Like It are not dressed like Mother Courage and Kattrin in Brecht's 

plays ‘Mother Courage and her Children’. Lighting, music and sound play their part in 

creating the scene. In .Arthur Miller’s Death of a Salesman, the sound of the flute and 

the pattern of leaves which appear on the stage signal a return to the happier days before 

the protagonist fell on hard times.

Few early theatres survive and none for Shakespeare’s time. The dramatists of 

nineteenth century onwards have left frequent detailed descriptions of the nature of the 

set, properties and costume required for production.

In Sean O Casey's Juno and the Paycock the following description of a 

tenement house in Dublin is given.

The living-room of a two-room tenancy occupied by the Boyle family in a tentment house 

in Dublin. Left, a door leading to another part of the house; left of door a window 

looking into the street; at back a dresser; farther to right at back, a window looking into 

the back of the house. Between the window and the dresser is a picture of the I 'irgin;
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below the picture, on a bracket, is a crimson bowl in which a floating votive light is 

burning. Farther to the right is a small bed partly concealed by cretonne hangings 

strung on a twine. To the right is the fireplace; near the fireplace is a door leading to the 

other room. Beside the fireplace is a box containing coal. On the mantelshelf is an 

alarm clock lying on its face. In a corner near the window looking into the back is a 

galvanized bath. A table and some chairs. On the table are breakfast things for one. A 

teapot is on the hob and a frying-pan stands inside the fender. There are a few books on 

the dresser and one on the table. Learning against the dresser is a long-handled shovel- 

the kind invariably used by labourers when turning concrete or mixing mortar. Johnny 

Boyle is sitting crouched beside the fire. Mary with her jumper off- it is lying on the back 

of a chair-is arranging her hair before a tiny mirror perched on the table.

The play was first performed at the Abbey Theatre, Dublin in 1924 on a stage 

within a proscenium arch. The date of the action of the play is 1922. It was, therefore, a 

contemporary setting. It is play about Dublin performed in Dublin. The audience are 

expected to recognize a room such as might be found if they went round the corner and 

entered a tenement house.

O’Casey expects that recognition when he writes of ‘a two-room tenancy'. What 

the audience actually see are two doors leading out of one room. The subsequent action 

will define the nature and function of the doors, one leading into the only bedroom 

possessed by a family whose two grown up children are seen on stage, the other leading 

not into the outer world directly, but into the tenement house of which this is a tenancy. 

Through that door other members of the community who live in the tenement will come 

and go. One thing this may suggest is the lack of privacy of the poor: ‘In a corner near 

the window looking into the back is a galvanized bath’. That bath is never used in the 

play. Its function is to suggest the other kinds of action which might occur in this room. 

Likewise ‘Farther to the right is a small bed partly concealed by cretonne hangings strung 

on a twine’. The bed is often employed, most usually by Johnny who has been crippled 

fighting against the British, also as a hiding place by Mrs Boyle. It too tells one more of 

the nature of life of the poor. If that is Johnny’s bed, where is Mary’s in this two-room
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tenement? We see her in her under-clothes ( a little shocking in 1922) putting on make

up at the kitchen table. As for the parents, Juno and ‘Captain’ Boyle, what of their life 

together? The action of the play will show how little is left in the marriage, which Juno 

holds together by hard work for the sake of the family. Nothing explict is said about 

marital intimacy. O'Casey does not need to. The set tells us.

The windows will have their function. The one that looks into the street leads into 

the outer world through which tragedy will come. Through it the Captain will see the 

gunman knocking at the street door. He brings a summons to death for Johnny. 

Through the same window the family see the funeral of Mrs Tancred's son, who has been 

killed in the Irish civil war. The other window, to the back, is used for the comic world 

of the play. The lay-about Joxer, the Captain’s side-kick, climbs out of it to hide from 

Juno-through it he makes a farcical appearance at an inappropriate moment when we 

have all but forgotten that he is still out there. By the end of the play those windows are 

associated in the minds of the audience with two different kinds of story, and two 

different kinds of theatre: the tragic and the comic.

The various properties which O'Casey lists each have a particular piece of 

information to convey, and a dramatic function to perform. The picture of the Virgin 

Mary and the votive light indicate that this is a Roman Catholic household. Before 

Johnny’s death, the light suddenly goes out, and remains extinguished until the end of the 

play. The fire and the coal speak of the domestic hearth as the center of the family; they 

also tell that the Boyles cook and eat where they sit and live. Breakfast will be eaten 

where Mary is making up and reading the paper. The long-handled shovel tells us that 

someone in this house is a navy. In fact the shovel becomes a comic property, because 

Captain Boyle is too lazy to work-that is one reason why the alarm clock is face 

downward. The other man of the house-hold, who could use the shovel, Johnny, is a 

cripple. The workers in this house are the women. The books which are scattered about 

are not what one would necessarily expect. Mary is discovered reading, and the 

association of reading and books we might thus make with her, is correct. She has 

intellectual aspirations to escape from the slum. Some of the books are identified later.
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They are by the daring new dramatist Ibsen. One of them is A Doll's House which 

concerns a woman’s attempt to escape from her environment. Mary, we shall learn, 

throws over her lover, Jerry, a labourer, for the upwardly mobile schoolteacher Charles 

Bentham. This leads to her tragedy.

Almost everything O’Casey mentions, therefore, carries information. Some of it 

one gets at once. Other matters are subject to delay before they acquire their 

signification. Another matter of great substance has not yet been discussed, however. 

We are told this is ‘a tenement house in Dublin’. O’Casey did not describe what he 

meant by that, because his audience knew, and his set designer and stage crew 

constructed a box set from immediate knowledge. This room has been a grand Georgian 

room. The doors may show signs of pediments, the ceilings cornices, the windows are 

large sash casements. This naturalistic detail derives from historical fact-the slum 

dwellers in Dublin had moved in on a once smart Georgian area of town-but it carries a 

message about the pretensions of Ireland herself. The set juxtaposes grandeur and 

squalor. The Boyle family, in their aspirations (and by means of the money they inherit 

during the play) have grand designs, which are checked by low realities. Ireland, in her 

national aspirations, uses a grandiloquent rhetoric. The facts are that young men die 

brutally, and without apparent benefit to anyone. At the end of the play O'Casey 

removes all the furniture and properties from this set, so the room alone is left to make a 

statement about the home that is removed from it.

If we were to move a step further, from reading theatrically to planning 

production, it would also became apparent how much O’Casey has omitted in his 

description, and yet which it is crucial to supply correctly. He mentions a dresser, but he 

does not state what is on it. The fireplace has a mantelshelf. What is on it besides the 

alarm clock? This is the kind of naturalistic play which invites speculation about the life 

of the characters outside the action of the piece-hence the galvanized bath. What kind of 

people are they, what kind of lives do they lead when not in this action? To complete 

dressing the set is not merely an exercise in historical accuracy- the pieces must be in 

period-it is a continuation of the expressive information which O'Casey has already given
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one. What kind of crockery does Juno put on her dresser? Will that, as far as poverty 

permits, show some upward desire? Is she neat, or a sloven? Are there family 

photographs upon the mantelshelf? If so, of what kind9 Mary at confirmation9 A 

wedding group? How do the Boyles light the fire, or cigarettes or a pipe? With matches, 

or spills or paper? If spills, what sort of spills? All this, in reading, can only be 

peripheral. But the set tells one it is the kind of play where such kind of questions are 

relevant, and, indeed, in production must be indicated. This is intrinsic to naturalistic

theatre. It invites us to forget that the stage is a stage.

6.4 Plot .and Characters:

A drama must be viewed in one sitting and therefore the play wright must confine 

himself to the main theme concentrating on the most important incidents and situations. 

Brevity thus become the first requisite of a dramatic composition.

Shakespeare’s practice as a dramatist disproves the misconception that what 

matters more in drama is action and not characterization.

It is the characterization not merely the incidents of the play which leave a lasting 

impression. Replace Othello’s Desdemona with Cordelia from King Lear and the tragic 

potential of the situation is lost. It is rightly said that “the core of Macbeth is not the 

murders which Macbeth commits, but the character of Macbeth himself'.

Since character and the motives of their actions have to be suggested within the 

span of a few scenes the principles of selection and concentration are followed by the 

playwright. Macbeth is a masterpiece of condensation. The physical prowess and 

predisposition to evil of Macbeth and Lady Macbeth’s strength, moral courage and 

emotional dominion over her husband come through in just a few hundred lines.

’ The discussion on Juno and the Paycock is taken from Drama, an Introduction by

Malcolm Kelshall.
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An actor in a play impersonates somebody. Consider the line, “How now! a rat? 

Dead, for a ducat, dead” spoken by Hamlet after killing Polonius. The actor in

playing Hamlet will have to ask himself how does Hamlet move? And why does he 

move9 This according to Kelsall is ‘dramatic poetry’.

The evolution of the plot is also a means of characterization in a broad sense. As 

the story moves forward the dispositions, motives and passion of the characters are 

revealed. Thus in the one act play 'The Unexpected' the audience grows to admire Mrs. 

Parker’s adroitness and strength of character revealed in the manner in which she 

contrives the escape of her son convicted for a crime he had never committed.

6.4.1 Dialogue:

Dialogue used as means of characterization, it works in two ways. We gauge 

character not only by what is said by him/her but also by the remarks of other characters. 

Speeches by characters are not merely for purposes of characterization alone, they often 

communicate information necessary for the structure of the play as a whole.

In Moliere’s Comedy Tartuffe or The Imposter; Tartuffe is a pretending to

be a man of God. He gains influence over Orgon a rich nobleman to the growing 

discomfiture and annoyance of the members of his own family Orgon means to make his 

daughter Mariane who is in love with Valere marry the much older ruffian Tartuffe. The 

following exchange occurs between Damis (Orgon’s son) and Dorine ( maid to Mariane 

who is Orgon’s daughter)

Damis-I must put a stop to the dog's machinations! 17/ have something to say to him! 

Dorine-Oh, go easy! Leave your step mother to deal with both him and your father. She 

has some influence over Tartuffe. He takes notice of her. I 'm not sure he is not sweet on 

her. I wish to heaven he were! That would be a lark! As a matter of fact it is on your 

account that she 's sent for him. She intends to sound him about this marriage you are so 

worried about; she means to find out what he has in mind.

The exchange contrasts the youth and brashness of Damis with the womanly 

wisdom of Dorine and Elmire (Damis’s step mother). It also sets into motion the course
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of events which end with the exposure of Tartuffe’s villany. Soliloquy and incidental 

asides are also means employed by playwrights to reveal character. Soliloquy is speech 

by a person, when he is alone on the stage. It reveals to us the thoughts, feelings, desires 

and passions of the character. Hamlet’s and Iago’s soliloquies are illustrations of the 

manner in which soliloquies serve to take us into the inner recesses of their minds in a 

manner in which ordinary dialogue would be unable to do. Soliloquies reveal to us 

motives and designs which a character would be unable to share with another person.

6.5 Dramatic Design:

The following elements are found integral to dramatic conflict.

This may vary from the conflict between the forces of good and evil, the hero and 

the villain, individual and fate {Greek drama), man and society {Enemy of the People) or 

conflicting states of mind in the same individual (Brutus in Julius Caesar)

Conflict forms the starting point of every dramatic writing. The plot has a well 

defined course with the dramatic line tracing the order of exposition, the rising action, 

climax, falling action and finally catastrophe or conclusion.

6.5.1 Exposition:

This provides the information necessary for the spectator to understand the play. 

It should never be long and dull but should be characterized by naturalness and 

spontaneity. The opening scene of Othello introducing the theme of Desdemona's 

elopement with the Moor is, for, Hudson, a fine piece of exposition. In I nexpected. 

Alec and Tom reveal that Mrs Parker has lived alone in a lonely cottage for six months 

Joe asks why a lady like her should live near a prison and never encourage any visitors to 

see her. An example often cited of defective exposition is the tedious narrative of 

Prospero in the second scene of The Tempest where he speaks about his banishment from 

Milan.
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6.5.2 Rising Action:

The dramatist should follow the principles of clearness and logical consistency in 

managing the rising action, which in its turn should prepare us for those elements which 

will become important at the crisis. Springing surprises is not good art. Joe’s arrival, his 

suspicion of the true reason for Mrs Parkers presence, the reference to a car hidden away 

in an old shed, his connection with the constable and the sense of the fugitives at large 

add to the rising action.

6.5.3 Crisis:

This should be a natural and logical outcome of all that has taken place before. It 

should arise out of the action itself and not be imposed on the play from the outside. It 

may also be made emphatic by “being condensed into a single incident or a group of 

incidents”. In Macbeth, the crisis occurs in Act III with the appearance of Banquo's 

ghost marking the beginning of the reversal of Macbeth’s fortunes. The murder of 

Caesar (Act III) forms the crisis in Julius Caesar.

In The Unexpected, the crisis occurs when the convict, now a fugitive from law 

enters the cottage. After the initial shock betrayed by Mrs Parker, she rallies around at 

the convict’s insistence (We believe him to be her son). Enter Joe and the crisis occurs 

heightened by the entry of the warder.

6.5.4 Denouement:

This marks the beginning of the conclusion of the conflict, and it depends on 

whether the play will have a happy or unhappy ending. In comedy it will take the form 

of the “withdrawal of obstacles, clearing away of misunderstanding. In tragedy it will be 

in the form of forces which have held evil in check. Once we reach the stage of 

denouement there will be no suspense and we only look forward with interest to the 

accomplishment of the anticipated results at the end.

In The Unexpected, the denouement occurs when Mrs Parker reveals that Roger, 

her son, did escape. The first convict we learn was only Roger’s pal. Roger after
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overcoming the real warden had impersonated him and escaped in the car which he 

pretends to take away as an evidence.

6.5.5 Catastrophe:

The dramatic conflict is concluded here with a sense of finality and completeness. 

An in Chekov’s The Cherry Orchard, the ending of a play may be quite inconclusive in 

modern drama. While advocates of realism approve this inconclusive ending on the 

ground that drama must be true to life, Hudson does not subscribe to this view. Art is not 

life and it may “justly claim as a part of its privilege of selection and arrangement the 

right to adopt the convention of the end”. Hudson adds further that we all instinctively 

expect a story to have a conclusion.

In The Unexpected the play ends on a happy note. All obstacles in the way of 

Roger’s escape are removed. He even has the password (as revealed by Joe) which will 

get him safely to freedom-Australia where he will be joined by his, mother ‘to start all 

over again'.

6.6 Structural Design

The structure of a drama proceeds on the following design.

6.6.1 Parallelism:

Shakespeare quite often repeats the theme of one part of the action in another pan of it. 

Thus the recurring themes “illustrate and reinforce each other" or they are sometimes 

used to introduce further complications in the story. In King Lear, we have two plots 

which resemble each other even in minor details, thus creating “variation on a single 

theme". The use of parallelism for the purpose of reinforcement is found in Marlowe's 

Dr.Faustus. In its main plot we have a Renaissance scholar making a pact with the devil 

to become a powerful magician. In its comic sub-plot, he is aped by crude characters. 

The parody is crude in Marlowe; in Shakespeare it subtly works as a variation on a 

theme.
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6.6.2 Contrast:
The stuff of drama is always a conflict. Hence all drama is based on the principle 

of contrast. It can be employed in various ways: in a play, the difference in tone in the 

beginning and closing parts, especially in a tragedy, heightens the tragic effect. In 

Macbeth, we have a contrast between the hero with admirable qualities and the fallen 

hero. This is case of contrast between the “rising” and “falling” actions. Contrast can 

also be utilized in the sense of comic relief. The Porter Scene in Macbeth and the Grave 

Diggers scene in Hamlet depict such a use of the principle of contrast.

There could also be contrast in characterization. Shakespeare was very fond of 

this scheme and introduced characters as foils to each other. Brutus and Cassius, and 

Iago and Othello are example. In The Unexpected, Joe is a contrast to Tom and Alec.

The principle of contrast serves a moral purpose too as we can see from the plots 

of A Mid-Summer Night’s Dream. The theme of love treated in the main plot is parodied 

in the sub-plot by the rude mechanicals underlings thereby stating that love and reason go 

ill together.

Irony is another important aspect of the principle of contrast. We have dramatic 

irony when there is “marked difference in the meaning of what is being done or said on 

the stage for the characters themselves on the one hand and for the spectator son the 

other”. The characters themselves may be ignorant of important facts while the audience 

are aware of the situation. A good example of verbal irony is in Act III Scene III of 

Julius Caesar when the character at the brink of disaster still appears to himself to 

occupy a position of greatness and security and proceeds accordingly “to give expression 

to feelings of pride, or safety, or self-confidence. Greek tragedy abounds in this kind of 

irony as it is based on a story from mythology of which the audience have intimate 

knowledge.

When there is contrast between what we anticipate and what actually happens we 

have prophetic irony. You may also note the subtle irony involved in the contrast
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between Macbeth’s first words “So fair and foul a day I have not seen” with the witches’ 

words “fair is foul and foul is fair”.

A dramatist may achieve ironic effect either by withholding essential particulars 

about characters motive and situation and gradually disclosing facts or by exhibiting all 

the particulars to the audience. Shakespeare follows the latter method as we can watch 

his characters with full knowledge of their motives and yet get fresh insights into truth. 

Hudson feels that this method is more “artistic” than the first one.
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