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ABSTRACT
VZRBAL CUSS OF ORGANIZATIOLAL INFOAATION
IN
MAESSAGE DAECODING
by hishmud M. El-Okby

This 1s a study of one of the basic features
of languesge-in-action. It is an attempt to elucldate
the notion of organizational information in
communication, applied to the message &s content-in-
form. From the point of view of the decoder, it
categorizes such information within a psychological
frame of reference. It demonstrates the various
types of cues manipulated for the organization of
linguistic response in the vocal-auditory
inter-personal communication sitwvation, and presents
& psycholinguistic analysis of a recorded panel
discussion, based on examination of a number of
essumptions. In the course of such examination, it
presents a synthesis of some of the pertinent findings
in interrelated disciplines, all of which are concermed
with language-in-communication. It offers suggestions
for further research in an area thereby initially
explored.

Taking into conesideration such factors as the
attention value of a message, the similarity of

experience supposedly shared by communicator and
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receiver, coupled with their more or less equivalent
familiarity with the symbolic representation of such
experience in language form, the question now arises
whether the clarity of received messages and facility
of communication may be assisted by investigations into
the structure of content. Perhaps a basic principle of
communicability in any language is a formative principle
having to do with the organization of content units.
Consequently, one could assume the operation of verbal
cues eliciting a specific type of information.

One could probably talk of the.organization value of
| messages in communication, depending on the way such
cues are calculated to operate with the decoder.
l. Contouring and Accentuation cues are presumed to
operate at the 'Frojection' level of linguistic responss.
2. Transition, Combination and Integration cues are
supposed to operate at the 'Integration' level.
3. These cues are two main types under each category:
syntactic, and contextual.
4., They operate synchronously, and are not mutually
exclusive.

The theoretic framework within which analysis

and interpretation are conducted is based on:

1. Recommendations of the 1953 Report on Psycholinguistics

by the Committee on Linguistics and Psychology of
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the Social Science Research Council.

2. Applications of some of the basic cuncepts of
Information Theory.

3. Some of the findings of structural linguistics

in the areas of syntactics and suvpra-segmentsal
phonemics.

4. Some of the assumptions of discourse analysis.

5. Pertinent concepts of the psychology of perception
in general, and of the Gestalt psychology of visual

perceptual organization in particular.
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CHAPTIR I

This study is an 1nvestigation into the
structure of message content, from the point of
view of a decoder. It is conducted 'through psycho-
linguistic analysis of a sample of formal
inter-personal communication.

The communication sitwuation, which is only
partially represented by recorded speech, is a
complex process, with many simultaneous component
processes, which affect the behavior of both speakers
and listeners engaged in some form of interaction.

It is a panel discussion among ewminent American
creative thinkers, taking place in one auditorium

of Liami University, Oxford, Ohio, and attended by
several hundred people, who are supposedly interested
in creativity in the various art forms.

The time is around 7.30 P.M. The topic of the
discussion is "Form versus Content in Art." As may be
suggested by the title, such a topliec sounds debatabls.
The notion of 'versus' implies presentation of a

controversial issue, over which panel and audience are

likely to be divided.
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It is uvnquestionable that an analysis aimed
at the identification of only 'verbal' cues,
manipulated by members of the panel, to serve the
specific function of ‘organization', would leave out
a great many 'non-verbal' cues, exchanged among
members of the two interacting sides: the panel on
the one hand, and the audience on the other.
Such non-verbal cues relate to social-cultoral,
psychological, and physical factors and conditions,
both personal and situational, which affect the
communication process in no small measurse.
However, as far as this investigation is corcerned,
the focus is on thos verbal cues, which help
organize content units in the process of perception.
It is truve that the exchange of messages on the
gestural-visual band, for instance, could be utilized
in reinforcing those cues delivered on the vocal-
auditory, relating to the organization of content.
Still, this investigation has to have limits, which
encompass relationships between certain linguistic
end non-linguistic phenomena.

In linguistics, because the focus of study
is on the 'code', rather than on the 'message',
it has been possible to maintain a differencs

between two types of structure - the structurs of



content and tue strocture of expression - and to limit
investigations to the latter, leaving the former to
semanticists, content-analysts, psycho-linguists, etc.
Also, in linguistics, because the structure of
expression has to be maintained in its own rights,
independently of the structure of content, the

levels of structure have to be purely linguistic;

in the main, tuey are divided between phonematization
and grammatization. Consequently, the units of
anelysis are the phoneme, the morpheme, and the
'syntagme'. Territory beyond the sentence is

'out of bounds'.

In the study of verbal communication,
however, the focus is on the 'message', whole and
entire, as content and as expression.

As expression and as content, it is viewed as having
structure, which is perceivable and explainable in
terms of signals. All we have in the form of verbal
items constitute & number of 'cues' manipulated by
an encoder for a decoder. Those cues which are
selected for observation in this study are segmental
and supra-segmental features of language-in-action,
suggestive of a specific type of information. They
do not tell the decoder, in any direct way, what the
message is about; dbut they tell him what goes with
what. They are supposed to help the decoder organize

the content units of received
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messages at different levels of perceptunal
organization.

Accordingly, in Verbal Communication, the
onite of analysis do not have to be phonemes, morphemes,
and 'syntagmes'. As far as the decoder i8 concerned,
his cues can be modulations of epeech sounds, or they
can be speech items, single or combined, as words,
phrases, sentences, or otterances, etc. A1l that
matters is the correspondence between the level of
perceptual organization and the nature of the given
cue. For instance, if at the 'Projection' level,
perceptual organization is described as " a
summation of points of wmaximal stimulation, and a
suppression of other aotivity,"lthon it is reasonable
to soppose that the prosodic features of speech -
pitch, stress, Jjuncture - may be considered cues
providing organigsational information needed at
this level of structuring. On the other hand, if
et the 'Integration' level, percsptual organisation
is desoribed as an ™ ordering of semantic units ...
concordal agreement and certain other relational
phenomensa, oto.,"athcn it is reasonable to suppose

that 'syntactic' items of transition from one

1l

Charles Osgood and T Sebeok, eds., %gyoholingpiatios
(Indiana University Publication, 1954), p. o4.
2

Osgood, op. cit., p. 95.
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sentence to another, or that reduondant 'contextual'

items in combination - may be considered cues of

organizational information needed at this level.
Part I of this study is a theoretic frame-
work, which seeks to slucidate the notion of

'organigational information' utilised in message

decoding. The major thesis expounded in this part

may be summed up &8 follows:

1. There are verbal cues which help a decoder
organise the content of received messages in
the course of vocal-auditory interpersonal
communication.

2. These cuee are supposed to elicit information
at two levels of organization of linguistic
response, namely those of 'Projection', and
'Integration’'. |

3. These cues may be subsumed under the corresponding
categories of 'Contouring' and ‘'Accentuation' for
projection, and of 'Transition', ‘'Combination’,
and 'Integration' for integration.

4. The operation of these cues may be descoribed in
terms of the Gestalt principles of visual

perceptual organisation.
Part II is the actual analysis of recorded

materials. It consists in:

l. Devising means of identifying cues of organigational



information.

2. Identifying such cues in the sample under
observation.

3. Testing a nomber of assumptions on the basis of
evidence from the corpus materiasl, with the
onderstanding that conclusive evidence shoald
come from future field research in each of the
gpecified areas.

It is necessary to emphasize that this
study is of an 'exploratory' nature. It presents
a new way of looking at language-in-aotion.

It presents a new orientation: the communication

point of view, in which form is combined with

content, and structore with function.



CEAPTHER II
DIFINITIVLS

Verbal. Some students of langusge refer to
the supra-segmental or prosodic features of pitch,
gtress, pause, and juncture as 'non-verbal', However,
such features are here considered &as part and parcel
of the segmental units. It would be impossible to
consider bundles of distinctive features as human
speech components, without the hierarchies of
configurational features which give them shape and
constitution. Accordingly, the term 'non-verbsal!
would be used to refer to gestural and other phenomens,
that do not fall within the scope of this enquiry.
Mieanwhile, linguo-perceptual phenomena would be

referred to as 'mon-linguistie'.

Cues. These are segmental and supra-segmental
features of language-in-communication, suggestive of
a specific type of information to be dealt with in
this study. The word 'similarly' is a cue to some
parallel event or situation. It may be viewed as a

'combination' cue, according to the projected theoretic
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framework. A succession of the /-4-3/ intonation
contour (Pike system) in the course of an utterance
signals a 'sustain' in the encoding-~decoding process.
Such an intonation contour may be considered &
combination cuse.

One of the established meanings of the term
'cue' in the context of message decoding, is any 'hint',
or 'allusion', which may be considered suggestive of
certain denotations, connotations, relationships, etc.
Another is a 'sign', or 'indicator' of a certain course
of action. A third is synoymous with a 'clue', thouogh
this meaning is often associated with pfoblem
situations.
In any case, the basic feature of a cue 1s 'indirect'
intimation. What is particularly spelled out here is
the notion of 'mediation' between stimulus and response;
what is 'given' is only & hint that ripples into
further hints, which finally trigger the desired response.
Should the same word occur twice in & message, it would
act as two different cues reinforcing each other in
establishing certain relationships at levels of

organization.

Organizational Information. "In the case of

decoding, we want to know ... what segments contribute

to sequentisl and integrational organigation in



1l
language perception.”

The notion of organizational information maintained in
this study is an sttempt to extend the concept of
'"information' in the direction of its normal usage, which
is, of course, different from the particular denotation
that it has in Information Theory.

Although 'chance! may be conceived of as a factor of
communication as regards tue probability of occurrence

0f coding symbols, there is no intention of investigating
the possibility that chance may still control the
probability of occurrence of 'concepts' and their
arrangements, as words and word combinations. This,
however, would not prevent possible extensions of some

of tue basic concepts of Information Theory, that

could be adapted to the wider range of the present
investigation.

It 1s very often observed that in dealing with
configurational aspects of perception, the terms 'form'
and 'structure' are sometimes used synonymously, and
sometimes with some discrimination as to whether the
notion of 'constituents' is implied, in which case,
'gtructure' would be preferable.

The concept of organization is assumed to add a further

1l
Osgood and Sebeok, eds., ggycholiniuistics (Indiana
Univergity Publication, 19054), p. 7l.
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distinction based on De Saussuore's famous dichotomy
of 'langue' versus 'parole',zand on the principle of
linguistic dvality expounded in particular by Gustav
Herdan.3

Speaking of linguistic structure at the 'codse!
level, one would normally have in mind the two chief
categories of 'phonematization' and 'grammatization'.
However, spesking of how phonemic and grammatical
relationships are utilized in the encoding-decoding

processes of individual 'messages', one would think

in terms of the organization of linguistic units.

Structure of Content. Similarly, the stiructure

of content is, in fact, an 'organization' of content
units at the 'message' level, that one has access to,
to be distinguished from the so-called 'semantic
structure'? which has to do with a summation of the
organizations of content units used by all members of
& speach community.

In order to study the organization of content
units with reference to the linguistic perception of

message decoders, it may be useful to consider in the

2
Ferdinand de Saussure. Course in General lLingulstics

(Kew York: Philosophical Library Inc., 1959), p. 13.
3

Gustav Herdan. lLanguage as Choice and Chance
(Groningen: Noordﬁof% K. V., 1956), Part 1V.
4

Charles F. Hockett. A Course in Modern Linguistics
(New York: kiacmillan Co., 1958), p. 142.
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first place, the general levels of organization of
linguistic responses. Charles Osgood distinguishes
threesz a skill level; an integrational level, and

a representational level. These happen to correspond
to the three levels of organization of sensory inpat6
namely:

1. Projection level: having to do with the "summation
of points of maximum stimolation, aud suppression of
other activity."7

2. Integrative Level: having to do with grammatical
relationships: "Ordering of semantic units, concrete
relational classifications of tuese, concordal
agreement, and certain other relational phenomena,
appear to belong to the 'integrational’ level."8

3. Representational Level: with which this enquiry is
not 'directly' concerned. Information as to what the
content of a message is, though related to, is still

different from iniormation as to the organization of

the elements of such & content.

Osgood, op. ¢it., p. 95.
Ibid. , p. b4.

® N o O

Ibid. , p. b4.
Ibid. , p. 95.
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Within this frame of reference, & few categories of
organigzational information are hypotnesized in this
study, namely: Contouring, Accentuation (at the
projection level); Transition, Combination, &nd

Integration (at the integrative level).

Message. A message 18 technically defined as
that part of the total output of a source unit, which
may simultaneously be a part of the total input to a
destination onit. It may be the utterance, or sentence,
signalled by a terminal juncture, or the ‘entry’,
signalled by a change of speakers.

Decoding. This is the process, whereby auditory
patterns of stimulation elicit both structural and
representational responses in the receiver, through the

activity of the central nervous system.

Psycholinguistic. The distinction often made

between 'psycholinguistics' and 'psychology of language'
is probably based on whether the researcher is a linguist
or & psychologist in the first place, on whether his area
of competence is the verbal event or the mental process.
In either case, however, the basic concern is the
relationship between linguistic and non-linguistic

features.
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Analysis. The procedure by which certain verbal
cues are: 1) identified in the recorded material;
2) empirically tested in their assumed capacity to
elicit certain responses;: and 3) associated with

specific categories of organizational information.

Formal Inter-personal Communication. It is

supposed that the exchange of verbal messages in the
face-to-face situation of some conference or group
discussion may offer more adequate samples for this
type of analysis than in other communication
situations. The whole point of specifying 'formality'
is to avold analyzing the trite expressions of every-
day life chatting, which would normally be responded
to at a level of no small automaticity.

Though intercepted by the voice of the announcer threse
times after the introduction, and by that of the
moderator at points of transition, the recorded
materials from & symposiom held at hiami University
in March of 1953, 8till present the formal communication
situation in which the spesakers address one another,
not withouot reservations of course, dve to their

consciousness of their face-to-face audience.

Vocal-Auditory Band. Interpersonal cowmmunication

channels are often treated as consisting of different
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bands over which messages move synchronously.
As far as this study is concerned, the gestural-visual
band is out of the question, and so are those bands
connected with other sense modalities. One is hers
concerned with the decoding of messages given by

word of mouth and received auvrally.



CHAPTSR IIIX
CUBS AwD CATAGORIZS

A) Projection Level

Contouring. A contour may probably be defined as
one or more lines Joining points of equal elevation on
e surface. An initial step in decoding speech may be
very moch like 'joining points of equal elevation' on
the surface of a continuum. It is the attempt to
discover the hierarchical structure of every utterance,
a8 the bundles of distinctive and configurational
features are simultaneously unreeled. The aim on the
part of the decoder is to distinguish the gross units
of which content is made up, or rather, the minimum
thematic sequences that make a difference in responss.
HEe would want to know, for instance, from the contour
cues of the utterance that there is an actor-action
relationship, or a modifier-modified relationship;
that there i1s a positioning of opposites, or a
drawing together of similarities, no matter what

these are in detail, etc.

15
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Psychologically, contouring is the outcome of
intensity differences, which actually consists in greater
contrast. A triangle of light projected very dimly on
a screen 1s nothing more than & blur of light. But as
the intensity of 1llumination 1s increased, a contour
will emerge. Increased awareness of the divisions of an
utterance that constitute belongingness of units to one
level of structure or another, is probably based on
similer intensity differencs.

Assuming that Immediate Constituents are signalled by
juncture patterns, among other configurational features,
one might expect that the more contrastive and
differsntiated the Junctures become, the more intensity
difference is available, and the more sharply defined
is the contour.

Identification of Cues.

All the prosodic features of speech are supposed to
opsrate synchronously to give the decoder the contouring
cues 1in gquestion. However, it is here suggested that
Juncture, in particular, may be singled out as the
chief variable affecting the simultaneous occurrence

of relationships of grouping and separation involved in
contouring. The other supra-segmental phonemic features,
namely pitch and stress, will be considered redundant

features.
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Accentvation. This feature has to do with the

degree of articulation or differentiation that the decoder
perceives as maintained in connection with certain points
of the contour. The placing of accent on any unit of some
behavioral pattern is usually associated with the notion
of prominence or distinction in comparison with other
units of the same pattern.
Vhile contouring 1s supposed to enable the decoder to
'figure out' the gross form of content, accentuation is
asgsumed to help him distinguish the main features of the
dutline. Eere he seems to observe which units carry more
weight than others; which are stressed on account of
their presumed significance to the sourcej which are
underscored to create more awareness in the receiver.
Psychologically, accentuation is probably
based on all three interrelated notions of 'figure
on ground', 'contrast', and 'fixation'., Any stimulus
which contrasts strongly with its background will
show as & distinct figure on ground; it will be readily
and particularly attended to.
Zlements that are maeximally accentuated in the structure
of content are the ones to stand out as more significant
than others in the background. They are the ones that

call attention to themselves for special recognition.
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Jdentification of Cues.

Again, more than one of the prosodic features may be
considered cues to this type of information. Vhile
stress, as a chief variable, may be chosen for close
examination in this connection, the other features

may be considered redundant.

B) Integration Level

Transition. "The relations between transitionsal

sequences in messages and transitional sequencing
mechanisms in the communicator is the field of
sequential psycholinguistics."1
Integration is another level of organization of linguistic
responses. One of the basic phenomena to be investigated
et this level is transition, which is message decoding
would normally suggest a progressive motion from one
onit of the message to another, or a passage from one
stage of its thematic development to the next.

In analyzing the message in terms of the structure
0f content, transition as a feature of organizational
information is not viewed with reference to the

'probability' of ocourrence of microlinguistic units,
but in terms of the 'possibility' of occurrence of

1
Charles Osgood and T. Sebeok, eds., z?yoholinguistics
(Indiana University Publication, 1954], p. 6.
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conceptual frames, &3 content units. Gustav Herdan's
concept of language &3 choice and chance assumes
great significance in this context. One's interest
in the organization valuoe of the signal or cue at the
point of transition does not centre on how many times
a particular linguistic uvnit will 'probably' occur as
& succeeding unit, but rather on the 'possibility' of
proceeding thematically from there somewherse.

Information theorists are obviously interested
in the former organization value of signals; their
approach is statistical. "The statistical procedurs
nsually ignores, however, & matter which is basic to
linguistics - the distinguishing of levels of structure.ﬁ
Thereforae, the present investigation is concerned with
the latter organigation valuoe of signals. The approach
is analogical, consisting in the use of substitution
frames based on two notions: 1) that of the level of
gtructure; and 2) that of the context of communication.
This is very much the same approach of the individual
decoder in the communication situation. He cannot
proceed from one content unit to the next without
cuing: 1) as to the Immediate Constituent level; and

2) a3 to the thematic environment. If an utterance were

Ibid. , pe. 94
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to be broken up into single words, or into sectioms of
equal length, it wounld lose its sequential valuve in the
process of decoding. One reason 1s that the levels of
syntactic structure would in that case be obliterated
and the contour utterly confused. Another is that
contextual cues would also be shuffled, throwing away
every chance that the decoder might have of guessing
what is likely to come next.

Psychologically, transition seems to be
accomplished through the simultaneous operation of
systematic and non-systematic principles of
agssociation. Principles of subordination, coordination,
etc. would belong to the former category; while
principles of similarity, contiguity, etc. would
pertain to the latter. The operation of both level
or syntactic cues and contextual cues of transition
seems to be explainable in terms of systematic and
non-systematic principles of association.

Jdentification of Cues.

In structural linguistics, 1t is natural that the

transition phenomenon should receive only partial

treastment. Only level cues seem to be identifiable.
3

According to C.C.Fries, the links between what he calls

3
Charles C. Fries. The Structure English (Liew York:

Harcourt Brace & Co., 1902), p. 241.
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8 'situation' sentence and a 'sequence' sentence must

be structural units, or rather, grammatical in a strict
linguistic sense. Hence, he nas to limit his investigation
- and uonderstandably so - to the'so-called! definitive
article, the 'so-called' adverbs, and the demonstratives.
However, his inclusion of such items as 'else' and 'other'
now leaves the way open for the warranted addition of

the whole category of contextual cues, within the frame
of reference of psycholinguistic analysis. Apart

from these two main types of cues, the prosodic

features also play an important part in signalling

transition from one content unit to the next.

Combination. In the course of progression

from one unit of a message content to the next, there
occurs an accumulation of parts, an addition of
thematic segments that for some reason or other may be
viewed &8 tacking together. This phenomenon is here
referred to as combination. vbviously, what is involved
in cowmbination of elements is redundancy, or repetition
and reiteration. However, it is not just redundancy, but
redundancy in transition. While pursuing a point in the
course of development, the decoder would encounter
certain items being repeated along the line of
progression. He might or might not be fully aware of

the repetition and reiteration, but the end result for
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him is accumolative. Combination enriches context, and
this in turn affects prediction of subsequent events.
Speaking in terms of Information theory, prediction
would then be made on the basis of both 'discrete', and
'comulative' probabilities, or rather, possibilities in
the present context.
Given only knowledge of the immediately
antecedent event at any one of these levels,
uncertainty as to the subsequent event is
maximal (within limits imposed by the structure
of the hierarchy). As we increase our knowledge
by teking into account more and more of the
sequence of antecedent events, &s well as
subsequent events in the case of decoding,
oncertainty as to the subsequent event
decreases. 4
Psychologically, this is due, very likely, to
stimulus patterning. The stimulus presented in one form
after another, thereby accumulating additional
information for the decoder, becomes more specific, and
hence, more precisely assoclated with a given response
than with other responses. 'his 1s what one might call
the psychological function accomplished by combination
of elements. However, the principles of perceptual
organization underlying combination as a structural
feature might perhaps be 'similarity', 'contiguity', etec.

Identification of Cues.

Here again, it is necessary to recognize the two chief
classes of level, or syntactic cues, and of contextual

cues. Prosodic features may be considered redundant.

4
Osgood, op. cit., p. 97.
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Integration. It is assumed that listening to a

verbal communication involves an attempt on the part

of the decoder to accomodate, &s far as possible, the
presented structure of relationships into the total
framework of his previous experiences. Hence, the notion

of integration as a feature of organization. The encoder
usually provides certain cues to facilitate this

operation. Such verbal units have the value of incorporating
new relationships into a generally acceptable frame of
reference, namely the logical, through 'substitution',
'modification’', and 'amplification'.

What is involved in integration sesms to be the
outcome of all the foregoing operations; not that these
operations follow & consecutive linear order, of course,
but that they all contribute to this phenomenon
simultaneously. When contour and accent are discriminated,
when the elements of content are noted in succession, as
well as in combination, the integration of newly
established relationships into a framework already in
existence becomes possible.

Psychologically, integration is accountable in
terms of the principle of fusion or summation in
rerceptual organigzation. Henve, the pertinence of the
notion of 'consistency' in particular with regard to
comprehension. "Whether the comprehended thought becomes

oor own, whether we retain it, and whether we can
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use it, does not depend on comprehension &s such.
The process of 'fitting in' only defines more closely
the meaning."5

Identification of Cues.

Cues to this type of organizational information happen
to be identified by the structural linguist in terms of
'function words', which would qualify as level cues,
according to the present classification. These are the
signals that help the decoder establish the communicated
structural relationships vtilized for reasoning.

Within the presented framework of studying the message
as content-in-form, it would be necessary to recognize
the other major class of contextual cues, which consist

of 'content words'.

b
David Rapaport, (trans.). Organizastion and Pathology of
Thought. (Liew York: Columbia University Press, 19o1), p. 45.




CHAPTER I
ANALYSIS

Within the theoretic framework sketched in
Part I of this study, the corpus material in Appendix
1 will be anslyzed with the aim of identifying those
cues which are assumed to elicit the interrelated
categories of organigational information previously
discussed.

The proposed analysis is psycholinguistic;
it has to do with the relationship between linguistic
and non-linguistic phenomena. Under 'Contouring', it
deals with the relationships between juncture and
intonation, as two of the prosodic features of speech,
and the 'gross structure' of content in the process of
decoding. Under 'Accentuation', it ie concerned with
the relationships bstween stress and Juncture
phenomena, and the ‘'prominence' or wmaximal
stimulation of apooitie content units in the same
process. Analysis in terms of these two categories 1is
hypothetically representative of the 'Projection', or
8kill level of organisation of linguistic response.

At the 'Integration' level, hypothetically

25
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represented by the three operations of 'Transition’,
'Combination', and 'Integration', analysis of speech
is also assumed to treat relationships between
linguistic and non-linguistic features. Transition is
synonymous with 'progression' from one content unit
or groaop of wnits to another in the process of
perception;: combination is assumed to consist in the
'clustering' of such units; and integration has to
do with their ‘'cohesion' against a backgroond of
experience poséceaod by the decoder.
Under allthree categories of perceptnal organisation,
identifiable verbal cues are partly 'grammatical’
and partly ‘'lexical' items; partly 'syntactioc', and
partly 'contextual’'.

This analysis is ‘auditory', as distinguished
from 'instrumental' ansalysis in structoral
linguistics. It is realised that in order to deseribe
linguistic features significant to communication,
such features must first be 'discovered' by deliberate
auditory analysis. However, for confirmation of the
sheer physical characteristics of speech in field
experiments, observations made by the analyst would
have to be supplemented by instrumental measurements.

The analyst, who is a decoder of the messages
he listens to, could not possibly qualify as &

ecasual listener under the same conditions of the
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particular communication sitvation. While losing all
the nonverbal cues previously alluded to, he has the
advantage over the casual listener in other respects.
For instance, in the process of perception, a decoder
would normally vtilisze in partiounlar a two-dimensional
view of things: one prospective and the other
retrospective. The analyst has a better chance of
utiliging perception both ways: prior training and
availability of 'play-back' would naturally act
favorably for him.

However, the aim of this analysis is
exploration; otherwise, it could not have been
planned to cover so much territory. It is supposed
to demonstrate: 1) what cues to look for in field
research dealing with the organization of message
content in the process of decoding; 2) at what
levels of linguistic response they are supposed to
operate; 3) how to identify them in a corpus material:
and 4) how to go abont testing a few assumptions
empirically, in a more or less tentative way.

While the reproducibility of cue identification is
maintained, and the quantitative side of measurement
initially demonstrated, the given interpretations
would need further checks from future research.

The data under observation coneiste in

excerpts from & symposium on & 'supposedly’
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oontrévorsial issue; Form versus Content in Art.

The various contributions, referred to as 'ontries',
which éro made by members of the panel in discussing
this issuoe, are given serial numbers in the order of
their ooccorrence. And because the brief statemen ts
made by both the moderator and the announcer provide
links in between the exchanged messages, the
contributions of these two individuals are also
included in the general count of entries to facilitate
reference.

At the projection level of organigzation of
linguistic response, hypothetically represented by
oontouring' and 'accentuation', any utterance
composed of a group of words may be analysed, however
brief sach an utterance may be. While data for suvch
analysis could be chosen from any part of the carpus
material, it will be convenient at this level to treat
only the shorter emtries. At the integration level of
organization, however, discourse unites must be long
enough to permit observation of such phenomena as
'transition', 'combination', and ‘'integration’.

The longer entries will therefore provide data for
analysis in terms of these categories.

The procedure of analysis is two-fold:
general and specific. The general procedurs consists

of three steps:
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Transcription of recorded material, special
attention being given to terminal junctures, as
well as to pauses of hesitation and all instances
of hemming and hawing.

Selection of entries to be charted in terms of the
prosodic features of pitch, stress and Jjuncture.
Tabolation of content units for the rest of the
entries to help identify contextual cunes.

Dean John Winburne's method of content analysis

is considered very helpful in this respect.

The specific procedure of analysis starts

when the data have been reduced to these charts and

tables. It is the more '‘presentable', or rather,

more condensed form of the data now on display for

the reader of this study. This procedure is suited

to
It
1.

the requirements of testing specific assumptions.
also consists of three steps:

Formation of assumptions under each category,
suggested by the charted data. Generally,
Assumption I would be about the assumed capacity
of a particular type of cues to elicit a certain
feature of organizational information.

Assumption II would be concerned directly or
indirectly with the ’'predioctability' of occurrence
for each of the specified types of cues, through

preliminary investigation of some correlation



2.

30

between one feature that is supposedly known to

the decoder with another that is pending occurrence,
or else, through an investigation of the operation
of some fundamental principle like the binary
principle, on which a decoder might consciously or
unconsciously base his predictions.

Assumption III would be concerned with one of the
main characteristics of interpersonal communication
among & group, such as feed-back effects and mutpal
interaction.

Should certain terms occur in any of the essumptions,
which need clarification of the intended meaming,
sooh colarification is done, 88 a rule, in the
course of interpretation. (step 3)

Identification of Cues. One or two entries are
osually chosen for observation. If the specified
cues are prosodic features of speech, the patterns
of these features are charted consistently according
to one system, such as the Pike system of phonemic
notation., All intonation contours are charted in
terms of such a notation, and so is the case with
the patterns of tentative and terminal junctures.
Adherence to one particular system is only meant

to permit collation for purposes of comparison or
contrast. Any other well known system, such as

the Trager and Smith, could have been used for

the same purpose.
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On the other hand, if the specified cues are
'syntactic', a consistent classification of such
cues is maintained all the way through, accompanied
by & brief note on the basis of such classification
in terms of the communicative function served by
these cnes. As for the identification of 'contextual’
cues, this is done, 88 a rule, along the lines
drawn by Dean John Winburne's research in content
analysis, His major and minor 'sensemes' are basic
notions on which the present investigator has

built tables of major and minor content units,

as well as tables of differentiated cue clusters.
Interpretation. In & process of differential analysis,
mere identification and reproducibility are all the
evidence nesded to support a given description.

Iu other words, verification is inheremt in a
demonstrable contrast; in a comparison of points

of similarity or difference. However, because
interpretation under circumstances dictated by the
natore of this research would still have the
limitations previously alluded to in this chapter,
the presented verification of assumptions may be
congsidered tentative. More exhaustive treatment
under conditions permiésivo of more experimental

rigor would still be needed.



CHAPTER II
CONTOURING CUZES

The notion of contouring may be svmmed up in
a foew words to bear in mind in the oourse of analysis.
It is a presumed tendency on the part of a decoder to
respond to certain verbal cues, which signal two main
stroctural features of simultaneons ooccurrenc:
grouping and separation of items. Whenever grouping
0f elements occurs, separation of these from other
elements will concurrently take place.

Verbal cues, which are sopposed to signal the
two structoral relationships in question, may be more
than the ones selected here for observation. Only two
of the prosodic features of speech will be considered
in this analysis, namely, Juncture and intonation.

It is assumed that Jjuncture in particuler is probably
the ehief variable affecting word grouping and
segmentation, as far as field properties are concerned.
Although intonation i1s recognised as a factor of
perceptual organisation at this level, it ie assumed to
operate in other capacities connected with communiscation
of feelings and attitudes.

32
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With a view to the puorpose of this analysis,
it may be helpful to distinguish between two types of
junoture. &) Tentative junoture / may be operationally
defined as a pavse of combined phonological-and-structural
significance, occurring in the course of an otterance.
It signals a'sustain' in the encoding-decoding process.
Therefore, 1% can occor st the end of s ‘sentence'!, if
such an end is not relatively 'conclusive'. It is often
agccompanied by & -4-3 or & -2-3 intonation contoar,
according to the Pike system of phonemic notation.
b) Terminal juncture # is a pause invariably ocourring
at the end of an ntterance, the given signal bdbeing,
relatively ‘'conclusive'. As far as the present corpus
mstorial is eonoornod.'thil pavae is more often than

otherwise accompanied by the -2-4 intenation contour.

1. Assumption I

Junotures and intonation contours are supposed to
operate 'Jointly’' as coes for the 'simultaneous’
separation and gronping of items, as represented
by the words of an ntterance.
2. Jdentification of Cues
(Botry 10., Ciardi)

But ocan youo go on to the human qgc;tion /

ontil youo koow what stone w1114gg /

and what reinforoed concrete 1111425 /
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and what steel will do /
-4-3

and what glass will do /
~4=3

and what plagstic facings will do #
-2=4

Uh ontil yoor knowledge of these materials is saoch /
D=3

that yoo..you can put them in second place #
=2=4
(Bntry 13., Ciardi)

I'd likxe to ask William Butler Yeats that question /
oh and his snswer is /
0 body swayed to music o bright'ning glance /

how shall I tell the dancer from the danoz #
_ 2=

You can't separate these th.. these two things /
There is no dancer/
onless.. the..the dance is nowhere until someone dances

1t §
-2=4

And he's not a dancer until he's danoéni #
3. Interpretation
Entry 10 is divided into two sections by means

of the terminal juneture after 'will do'. This juncture
may be viewed as performing two organisational funotions
simultaneously. While it separates the preceding frame
from the one following it, it actually groups or unifies
8ll the preceding segments, marked off by tentative
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pauses. A possible interpretation of this phenomenon may
be given in terms of the Gestalt principles of proximity
and similarity, on the one hand, and of contrast on the
other. In position, Ywhat stone will do?, ‘what reinforced
eonorete will do', ofo. are contiguous iognonte, marked
off as 'segments' by means of eontiguous pauses. And in
duration, these consecutive pauses, or tentative junoctures
are very much similar. However, they become the wmore
similar, when the terminal Jjunctuore after '‘will do!
occurs, presenting & significant contrast in the form
of a markedly dissimilar pause. In the particular
atterance being examined, other iepocts of similarity
may be noted; for instance, the intervals between
tantative Junotures are slmost equal in length, varying
between 5 and 6 words esch. Also the segments between
tentative junoctures are slmoat identical in struocture.
Although these aspects may be viewed as contriduting to
contouring relationships of grooping and separation, yet
they do not pertain to Juncture cues as soch.

4 look at the junctore pattern for Entry 10
mey help clarify thie and further illustrations.

Qws} 6's7 6107 ﬁws7 5"7 6we§ 9we} 9-:%

b

It is suggested that the occarrence of B, while separating
the A-B frame from the forthecoming B-C frame, actoally
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gives more unity and cohesion to the segments A-Bl, 2,
3, eto. By the same token, when C occurs, it woold
potentially set the B-C frame apart, while furthering
the onity, not only of B-Cl and B-CZ2, but alse that of
the whole B-C frame with the A-B frame. Similarity of
daration between B and C as terminal Jjunctures, coupled
with their relative proximity covcld be some of the
underlying faotors.

9"} 5'87 8'8? 9v!% 8!!}4!:? 10-:2

i

D
#  8ws#

The above terminal juncture pattern of Entry 13
would probadbly give a better idea of the possible effect
on contouring of the distance between these junctuores.
Judging by the same coriterion of eontiguity, it would
appear that B-C and C-D have & strong tendency to unite.
Regardless of the content of these segments, the sheer
stroctural phenomenon is borne out by experiments with
metronome beats distridbuted over longer and shorter
distances.

It may be noted in addition that, in terme of
progroseion, the distance betwesn terminal junctores
tends to get shorter, as the speaker moves on to
conolude his point. It is not clear as yet, if this

is more or less gcnofally the case, or if it is
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characteristic of the style of individvual speakers in
argonent. In any event, the observation is true of both
patterns here.

With regard to the operstion of tentative
Junctures in their assumed capacity to signal beth
separation and grouping relationships, one woald
probadly find an exact replica of what happens in the
case of terminal junctures, only on a smaller scale.
The same principle of contrast may aceount for the
gseparation of frames or segments between points of
tentative junectore, while the same notions of contiguity
and similarity may explain word grouping within these
segments. For example, in the A-B frame of Entry 13,
the components of the A-Bl segment, already sharing a
roogh similarity of spasing, together with proximity
in sequence, would, upon the osceurrence of Jjuncture 1,
become the more similar and the more contiguous, while
getting separated from the forthecoming components of
segment A-B2.

Considering intonation in the presumed scheme
of joint operation with joncture, the general current of
speech 1is supposed to flow at pitch level 3, acocording
to the Pike eystem of notation. From there, glides take
place, up to levels 2 and 1, and down to level 4.
Presumably, any departure from level 3, whether up or
down, 18 in a sense, & signal of separstion, unless a

glide back ensues. Similarly, any return or glide back
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to level 3 from up or down is, in a sense, & signal of
groaping or unification. Meanwhile, recurrence of the
same oontonr'il in itself a signal of grouping from
similarity.

The data being examined shows three types of
intonation contours:/-2-3, =4~3, and ~-2-4./

The /-2-3/ and /-4~3/ contours glide both ways op and
down, but they do return to level 3. As such, they seem
to indicate temporary separation from the main current,
followed by & junction. These are the contoors observed
to accompany the tentative junctuores.

On the other hand, the /-2~4/ contour observed to
sccompany terminal Jjunocturee in both entries, seems to
represent departore down to level 4, with no 'apparent'
return to level 3, or rather, a stronger typc‘or
separation. But as the stream of speech flows on, the
decoder is made aware that such & separation is enly
momentary, thoogh for a comparatively longer duration
than in the case of the other two contours.

To sum up, 88 far as evidence goes, the foregoing
desoriptive account of the synshronous operation of
Junctores and intonation contours in their sssumed
capacity for contouring could be suggestive of empirical
ways wheredy the assumption may be verified in field
research and stilized in application.
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The second assumption to be examined in this
chapter has to do with the predictability of junotures,
a8 verbal ocnes of organizational information. It is
considered worthwhile to find oot how far a decoder's
expectations of the ocourrence of junctures may be
'foreseen'.

If the Gestalt principles of perceptnal organisatien
may be accepted as adequate 'grammatical' desoriptions
of how jonoture-and-intonation cones help arouse in a
decoder the response of lumping and dsviding speech items
apon their reception, these psychological principles
alone are not enoogh to explain the contouring phenomenon
in language perception.

The question now arises, whether the occurrence of
Juonsture, or rather, its presumed operation in the
encoding-decoding process is grammatical also in the
purely linguistic sense, that may be discussed in terms
of sobject-predicate relationships, modifier-modified
relationships, etc. It is reasonable to suppose that
the relationships aroused by the verbal cues in
question are grammatical, both in the broad
configurational sense, encompassing such notions as
eimilarity, ocontigoity, contrast, eto., and in the
strict sense of linguistic structure, based on the
notion of immediate constituents. The presented
exanination of assumptions I and II deals with
Juncture ocues in this double frame of reference

respectively.
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l, Assumption II

In order for junctures to operate as organizational
cunes of contouring, they must fall at syntactioc
points of structore.

2, Jdentification of Cues: Juncture and Corresponding IC Pn

(Entry 1., Announcer)
Barly in the discussion / Il
John Ciardi had made the statement / L2
that a rhythm is a way of knowing something #
Asked to elaborate on what he meant / Il
Mr. Ciardi said / 12

Example:
(L2) L1 12
Asked to elaborate//on what he meant//Mr. Ciardi said//...
L
Ll Ll

(Entry 19., Neutra)
Well technolegy /L4
to-dzy which envelope us / L3
in lnc; & terrible fashion / Il
has produced / LS unbearable situations / L4
biologically unbearable situnations in our community /L2
in our cities #
We have been so in love / L2
and the technicians / L6
and the technologists / 14
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and also the architedts with materials / L1

that it was overlooked :hat man the consumer / 13

is the greatest subject #

To understand his responses and reections I say / Il

is the thing #

(Entry 29., Ciardi)
And..and..it's..it's..it's an experience #
It says / I1 ' ’
in making this / L2
I live / 13
better / 14
more riohly / 14
more troly / L4
than I a0 / 16
by not making thie #

Whether it means anything or not / Il
I'm more alive in the process #

As Robert Frost said / 12

e while back / 11

s poem / L2

i¢ a momentary stay / L3

sgainst confusion #

You can't get clarified to stay so #
Uh you muen't think that #

You have to do it all over sgain #
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But for a minute / Il
the poem clarifies a thing #
It oh it's an experience of life / Il

eaught #
I think that is the subject of all art #

3. Interpretation

In order to £ind out how far the given junctures
tally with syntactic points of structure, the corresponding
IC pattern is sketched in every ocase, as shown by the
example in Entry 1.

TABLE
Corrdsponding IC Patterns

Entry Patterns

1 #1-2 ¢
¥ 1-2 #

19 # 4~3-1-3-4-2 #
# 2=5-4~1-3 #
#14#

29 # 1-2-3-4~4-4-5 #
#1#
# 2=1-2-3 #
#14
#1#
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The patterns for Entries l.and 29.share one
characteristic, which Entry 19 does not have.

It is the regularity of the hierarchical structure of
constituents. The levels would normally take a regular
ascending order ( # 1-2-3-, eto. # ), a regular descending
order ( # 3-2-1 # ), or both.

It would appear that the obvious irregularity of patterns
in Entry 19 may give & more or less accurate picture of

& Jorky wey of speaking, where pauses are made at

various levels of the syntactic struoture, irrespective
of the regularity of gradation. So, although Jjunctures
may fall at syntectic pointe of structure, yet, when the
hierarchy of leveles gets shuffled, as it does in Entry

19, the decoder is furnished with sach combinations as
‘'well technology', 'to-day which envelops us', 'architects
with materials', etec.

In the light of such evidence, it would seenm
reasonable teo modify the original asssumption throuogh the
sdditional specification of the featore of regularity
pertaining to the hierarchiocsl order of linguistic
stroocture. Without this particular charscteristioc,
Juncture could not possibly perform its function, as a
cue of organisational information. It could sometimes
introdunce into the communication sitvation more entropy
than the ordinary hesitation pause; for such entropy
would be associated with the ambiguity of 'queer’
comdinations.
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Onscéther possible modification of the assomption
way have to do with the range of levels at which a
speaker would normally be able to manipulate juncture
cues with & minimom of entropy for the decoder in oral
interpersonal communication. It weuld appear that
manipalation of such cues above the third level of
structure would require adegquate support from emphatic
stress and pitch variations, or else run the risk of
breaking up the unity and continuity of the structure
of content in the decoding process. Entry £9 gives an
excellent example of & successful manipulation of
jonoture cues at the 4th and 5th levels in the pattern
# 1=8~3~4-4-4-5 # .

Above all, however, the notion of a sommon context
t0 be shared by both encoder and decoder would assume
importance here. The occurrence of Juncture wonld be
predictable, if it fulfilled the two conditions of the
regularity of order, and the range of operation.
However, it would be more predictable, if these two
individvals shared approximately the same degree of
sssimilation of the language structurs.

It has been demonstrated through the foregoing
examination of Assumption II how encoders differ in their
manipulation of juncture cues, and how the decoding
process is affeoted by such a difference with respect to
the organisation of items at the projection level.
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+ Assuming that the difference touches the encoder
in terms of manipulation, and the decoder in terms of
predioction and subsequent operation, it would be
anderstandable to think of contouring as 'given' and of
contouring as ‘expected', not as a prcscntttion of the
same or similar patterns of organisation in every
instance, but of chareactaristically different patterns
at times. In short, the notion of 'relativity' seems
impelling in this connection. There is resson to believe
that while the grammatical base fer Jjunoture is an
astoality with language users, differences will keep
oconrring between source and receiver, depending on the
factors slready noted and discussed.

If an encoder chose to place his junotures at points
a, b, and 4, while the decoder expected them at points
b, ¢, and £, there would be difference between ‘given'
and texpected'., To the extent that difference oiiltod,
the organisation of content units at thia level with
the help of soch cues would be affected.

1. Assumption III
The organisation value of juncture cues depends on

the amoont of agreement between contouring ss ‘given'
and contouring as 'expected'.

2. Jdentification of Cues
Conplod Juncture and IC patterns

for both ‘given' and ‘expectedl.
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(Entry 3., Annoancer)
Given
Confliet with John Ciardi's point of view / Ll
was provided by Millard Sheets #
Responding to the question / L2
Is the big ides / L3
more important than concern with the actual materisl
mediom of the painter / Il
Mr. Sheets said /I2
Expected
Confliet with John Ciardi's point of view / 11
was provided by Millard Sheets #
Responding to the guestion / L2
Is the big ides / 13
more important / I4
then concern with the sotusl material mediom of the p./ Il
Mr. Sheets said / L2

(Bntry 21., Announcer)
Given
A question which seemed for a moment to go unanswered/ Ll
provided one of the best expressions / L2
of the view point of Millard Sheets #
The panel was agked what they meant by the word art / 11
and whether they are not in fact talking about several
different things / 12
when they used the word art #
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Expected
A question / 12

which seemed for s moment to go unanswered / Ll
provided one of the best expressions / 12

of the view point of Millard Sheets #

The panel was asked what they meant by the word art / 11
and whether they were not in fact talking aboot several
aifferent things / 12

when they used the word art #

(Entry 11., Neutrs)
Siven
Most assoredly I have to know firet the human beings / L2
Before I know / L4
what a.. c0ld wet stone will do/L5
do to my.. skin where I have through which I have
heat losses #
The biological side of it / L3
and the empathic side of 1t / L2
understanding homan beings / 13
and systematically uonderstanding them / I4
as well as empathically understanding them / Ll
is the premise #
to know / L1 !
what to do about stone steel and any other thing #
I have to understand physiological optics befors I know

how to use glass or mirrors and so forth #
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BExpected
Most assuredly / Il

I have to know first the human beings / 12

before I know what & c0ld wetcesome will do to my skin/L3
where I have (through which I have) heat losses #

The biological side of it / 13

and the empathic side of it / L2

understanding homan beings and systematically uonderstanding
them as well as empathically understanding them / Ll

is the premise / 12

to know what to do sbout stone steel and any other thing #
I have to understand physiological optice FeIdre :

before I know how %o use glass or mirrors and so forth #

3. Interpretation

' The following table shows the result of e
congruency test in which given and expected patterns
are ocompared. In either case, every Junctuore point is

tagged by the IC level: at whioch it occurs.

TABLE
Congruency Test

R R R  ——————

Eptry Given Pattern Expected Pattern

3 f1# 14
# 2-8-1-8 # # 2=B-4-1-2 #
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TABLE

Congruency Test

lntry‘ Given Pattern Expected Pattern
21 # 1-2 # # 8=1-2 #
# 1-2 # #1-2 #
11 # 2=4~b # # 1-2-3 #
§ B=R=3-4-1 # # 3-2-1-2 #
14
#1¢

The comparison between given and expected
patterns shows 1 discrepancy for Entry 3, 1 for Entry
21, and 7 for Entry 1l. In termss of a simple numerical
calculation, it is easy to see that for the deceder
(here the present investigator), the organisation value
of Jjuneture cues employed in both Entries & and 21 mast
be higher than that of ouves in Entry ll. Especially as the
total number of words for the entries in question is
apyroxizately the same on either side of the comparison,
it would be tempting to compute a ratio of organiszation
value for employed cues, and the results would look

more or less satisfaotory.
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However, it is not eo much the number of
discrepancies between given and expected patterms that
really counts, as it is the type of such discrepancies.
In the foregoing interpretation of observations connected
with assomption 1I, it has been pointed out that variability
with regard to the operation of these verbal cues may be
viewed in terms of: a) the regularity of transition from
level to level, b) the range of junotore location between
the two poles of Immediate and Ultimate constituents, and
o) the degree 61 sssimilation of a langnage structure for
both encoder and decoder.

- Accordingly, the one discrepancy noted in Entry 3
would not affect contouring in any drastio way, especially
as both given and expected patterns are, otherwige,
identical. The decoder would be more satisfied, if one
more junscture point were added at level 4; in other wmrds,
if the range were & little wider to suit an utterance
carrying so muoeh content weight. Almost the same thing
may be said with regard to the one point of disagreement
in Entry 8l1. The added Jjuncture, however, is not oot of
the range already covered; it is of the nature of adding
one more stroke to a finished econtour.

In contrast with these points of disagreement
are the ones noted in comparing 'given' and ‘'expected’
for Entry ll. These are, for the most part. sonnected

with the ebserved irregularity of transition from



. m——— —— = —— = -—



51

level to level. Also there is a lack of balance in
contour delineation canesed by & lop-sided distridution
0f Jjunctures, as may be exemplified by the utteraunce
starting, 'The biological side of it,' ete. By the time
level 1 is reached, ihroo more words are given, followed
by & semi-terminal junocture, which seems to create
oncertainty that couold have been avoided.

In brief, the evaluation of juncture cues in terms
of the proposed comparison between given and expected
patterns would seem plausible. However, in a field study
sitoation, the quantitative side of it would have to
be developed in the light of specific types of
disocrepancies.



CHAPTER I1Il
ACCENTUATION CUES

While contouring is desoribed as a perceptual
operation connected with the establishment among content
onits, as represented by '‘words', of relationships having
%o do with the simultsneous oscurrence of grouping and
separation, accentoation may be operationally defined as
& presuvmed tendency on the part of a decoder to respond
to coertain verdal cues, which signal twe other structural
features of simoltaneons occurrence, namely, projection
and soppression of items. It would be impossidble to
think of the relative ’rouinonoc of coertain items in a
speech continoum, withoot the concurrent levelling of
other items in the vicinity. There could be no projection
without suppressioen.

It is assumed that word stress, as distinguished
from syllable stress or accent, is a basic verbal occe
to this partionlar operation. Other prosedisc features,
gsuch as intonation and Jjuneture, 4o get into the picture.
However, the present analysis is concerned only with
word stress, as a chief variable affecting the prominence
and soppression of items, and with junctore as a

soncomitant variable. For the purpose of this auvditory
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anslysie, word stress standis for two main types:

a) pormal ____ , which 18 the more common types of
'gsentence' stress, and b) emphatic or peak stress *,
whieh is the strongest type that may be distinguished
among all the rest.

1. Assomption I

Stress and junoturo operate 'Jjointly' as cues for
the simultaneous projection ind. suppression of items,
a8 reyresented by the words of an utterance.
2. Jdentification of Cues
| (Bntry 16., Cisrai)
Reslly all you're asking is that /
ch when you say you want & poet to have ideas /
or an architect to have ideas /

or an artist to have ideas /

*x
811* you're reslly seking is that he be & human beingf
. ¥
th and I don't think that's too mush to grant the

the srtist #

vh I don't care &ho is /

the chances are he's & hupan being #

If he's a 3:_}_1_ human being /

he'll say small things aboot being human /

he will have small experiences in his art #

If he's & g._a_:-g_gg_ homan being /

he will have larger ones /

but the only way he g:_,_l; have an experience in hise
art form is technical #
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But oh yoo see that's that's the dirty word #

One thinks immediately /

on;ty correctness i#

x®
Uh that's the .. not it at all #

It's the way of going #
The langnaze must be spzken #

TABIE I.

Accentuated Units

Stress only Stress and Junoture
asking Really idesas

poet idesas
architect ideas
artist human being
ssking all artist

too I is

grnat I haman being
who homan
chanoces are

small technical
small dirty word
small immediately
larger empty correctness
larger all

only going

can spoken

langueage
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TABIE 2
Content Units

Major Minor

poet

architect idess homan being asking

artist ideas human being say

he ideas homan being asking

artist thingse being human

he experiences human being think

he ones thinks
experiences you

techniocal you small

airty word I emall

empty correctness ¢ 1 small

way of going you larger

language -~ spoken one larger

art

art form

3. Interpretation
A All stressed onits are supposed to have one

thing in common, though, of course, in varying degrees.
They &1l represent variations in intensity, compared
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with other units in the vicinity. Whether pre-jonctural,
post-jundtural, or medial, these stressed units
represent points of prominence, against a more or less
levelled background. Without these points, the whole
configuration of content units would be vague, and
sometimes ambiguous. In the utterance, "all you're

*
really ssking is that he be a human being," the

etressed units are respectively, & funoction word and

two content onits, one minor and one major. The major
onit, receiving the emphatic strese, happens to be a
key onit, opon which the whole argument is baged. It

is the only ovnit repesédd four times without change or
modification. The minor unit, within the larger context
of the whele symposium, is not actually minor. There 1is
e conflict between members of the panel, as may be seen
in the form of asking and answering. As for the funotion
word given prominence in this utterance, it is the most
significant in the whole frame. The speaker makes unse of
it to give point to his argument.

In order for s decoder to give due attention to such
words, it is necessary that they shonld be distinguished
in a fashion, from the other words in the baockground.

In terms of the Gestalt prineciple of figure-on-ground,
when part & of & pattern ie presented with more intensity
than parts b, o, and 4, part & will be perceived as a
figuore. It is not difficult to find out empirically

that stressed units in & speech continoum are the
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only units to be distinguished against a background of
noise that could drown almost everything else.

When stressed uonits happen to be pre- or post-
Jonctoral, their prominence from inocreased intensity,
wonld, through the additional effeoct of graduvally
arrested movement, or of gradually started or resumed
movement, be given a more clear-cut form sgainst the
tlevelled' background. This appears to be very wmuoch the
case with words like '4deas', 'homan being', 'techniesal’,
'all', etc. The stress responded to under the
circumstances is characterised by a more extended
rendition of the syllable carrying it. This wouold
probably inorease the attention valoe of soch a oue,
particnlarly if in terws of intensity, the stress
happens to be of the peak type, with respect to the
entire nttersnce. An example of this is: "Uh I don't
oare !ig.ho is / the ochances are he's a ggggg»!gigg#"

S0 much for the configurational aspect of the
Joint operation of etress and Jjuncture, as may bde
viewed from an examination of this portion of data.
Quantitatively, stressed uvnits are 37 in 8ll: 17 of
these are pre-jonctoral; 4 are post-junctural; and
16 are of medial ooccurrence in their resysctive
utteranaes,

It is quite obvicns that a substantial nomber of gtressed
words ocour medially, irrespective of Jjuncture points.
Naturally, the aim of the original assumption is not
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to prove or disprove the joint occurrence of stiress and
Juncture as such, but rather to f£ind out how far the
enquiry could be pursued on the basis of such & count
in terms of major and minor content units. Stress and
intonation could also be profitably investigated in
terms of a joint partnership along these lines.

Judging by evidence from the anslysis of
Entry 16, the assumption being examined here could be
tentatively gqualified in the light of findings from
Tables 1, and 2. The table of accentuated units shows
which of these are differentiated by stress, in the
main; 'only' is not literally meant. It also shows
which of these are sdditionally differentisted by
jonoture. The table of content units is prepared with
& view to discovering which of the total number of
37 units belong to the major category, and which belong
to the minor one. Comparing the information provided
by these two tadles, one finds that out of 19 units
differentiated by means of both atress and junesture
cues, 15 may be identified as major content units.
Therefore, it is probable that one way of qualifying
the original assumption is to say that "stress and
jonoture operate jointly, when they are applied to
words of major content items."” This is very muoch open
to questien, however; further investigation is

needed.



59

1. Assumption II

Content units differentiated through the combined
operation of stress and juncturs appear to be generally
more 'significant' than those projected by stress in a
medial position.

2. ldentification of Cues

(Bntry 15., Stevenson)
I think that Mr,. Cierdi hes the..the right point
of _v_:.ig_ ¥
I can't oonctin of the kind of musioc that wouold

interest anyone /
without absolute control of materials firss #

(Entry 18., Ciardi)
But I'm saying what's wrong with having a tzchniul
zu_uion #
What's wrong with }Ev_igg your medium #
What's wrong with believing that the only way you
can ged o_x_gr:ucd what you are /
is through your medium #

TABIR 1
Accentuated Units

Stress Stress and Jonctuore
Ciardi view
right anyone

eonceive absolute first
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TABIE 1

Acocentuoated Units

e ————

Stress Stress and Junocture
loving technical-passion
expressed medionm
are
mediom
PABIR 2

Content Units

Major Minor
point of view 1 think
conoeive anyone

materials first Ciardi

technical passion saying
sedionm loving
mediom

getting expressed 1

you

wrong you
wrong

wrong
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3. Interpretation

The notion of 'sig nificance'seems to suggest
at least two main issues in this context:

a) vhether such unite are signifiocantly 'located' in
the atterance; whether by virtue of thlir positions,
they are likely to call the decoder's attention more
strongly:

. b) whether such unite belong to & major content category.

These two issues are touched apon briefly in this study.

A third issve, which needs & much more thorough

investigation in field research, has to do with the

possible correlation between these two features of
signifioance in the study ef individuval style.

With regard to the attention value of units
located in the pre-~junctaral position, the table of
accentuated unite seems to indicate that in 2 cases
out of 7, these units seem to receive the highest
stress. Therefore, if they deo ocall attention mere than
stressed units in the medial position, then intensity
alone as a field property would not explain the phenomenon.
It is probable that the change of movement at points of
joneture, coupled with the aceompanying variations of
pitch level, might asccount in part for the assumed
significance of this loeation. According to the Gestalt
principle of commen movement, units may be viewed in
separation, if they move toward or away from each

other. The notion of separation is involved in the
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operation of both Juncture and intonation as
econcomitant variables.

In the case of stressed onite before terminal jonotures,
it {s true that the anticipated drop to level 4 - with
words like 'view' and ‘'mediom’', wouold cause & stress

to gather additional intensity. Meanwhile, it is quite
probable that the down-glide, signalling & separation
from pitch level 3, followed by a temporary arrest of
movement, should contribute to the attention value of
these units.

The question of whether the signifiocance of
such onits has to do with their belongingness to major
content categories may be tentatively answered from
Teable 2. There is some indicatdén that the assumption
is well worth investigation.

The element of choice may have been gleaned
through the injitial quantitative enquiry into how much
of the total of major content units receives accentuation
or differentiation, from more than one set of cues.

The implication of this enquiry is that the distinction
between major and minor ocontent units, supposedly
operating with doth encoder and decoder, seems to
underscore the notion of relativity. While single or
doudble ouning is relative to the encoder's awareness of
such a dietinction, the amount of attention given -

by the decoder is also relative , partly to his



awareness of such a distinetion, and partly to his
awareness of such cues, &8 physiocal phenomena, to say
nothing of motivational factors. The picture is even
much more complex; what is relevant to this investigation
however, is the notion of 'selection' for thae decoder.
Accordingly, it would be meaningful to consider two sides
of a oomparison between what is ‘given' in terms of
acoentovated units, and what is *expected', and to find
out what the relationship between these two could mean
with respesct to this feature of organisation.

What ie ‘given' is available for empirical
checks. What is *ox)ootod'. however, may be diffiocult
to determine with unquestionable precision. The nearest
spproximation would probabl&ffor individpals to study
& particnlar message, silently, outside the communication
situoation, with the purpose of locating the central
content units, or those that they consider to be
essential for understanding the mesasage in question.
It is assumed that such units would be the expected
loci of accentuation. |
Accordingly, the expected pattern would vary from one
individoal to another. This variability ie the feature
that could de utilised in determining the organisation

valoe of these cnes (stress cues) at this level of

language perception.
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l. Assumption XIX

The organisational valuoe of 'normal' and 'emphatio®
typee of stress depends on the amount of .grunont'
between accentuvation as 'given' and accentnation as
‘expected’.
2. ldentification of Cues

A (Entry 9., Neutrs)
The (material) was put(shead)of everything else #
And it is my (considered opinion) /
snd so I can (easily) ssy and beyond (suspiocion) /
that I haven't used new (materiale) in a (daring)
wy /
I would say that all these (material) (considerationd
are (yery) muoch in (second) place in my mind #
I (do) think that the (best) (material) the architeot
ever gets under his (hands) /
are the (human beings) /
who are his (olients) #
And oh to pnderstand (homan beings) /
to be (fascinated) by understanding their (responsiveness)

their (responses) their(resotions) /
is the (grest) (art) of structuring an(environment)
and arranging (8stimupli) for them f

Given stress:

Bxpeoted stress: ( )
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(Entry 12., Houghton)
It woula (appear) /
(off hand) /
that this (panel) is moving in that (age-o0ld) discussion
of (form) versus (content) /
over on to the side of (form) #
And oh let's not worry about whether we're saying
(anything) at (all) # |
The (important) thing is the (word) the (rhythm) the
(shape) the (line) #
Uh and I would like to come (back) to the support of
(Sheets)' point which was that /
(form) and (rhythm) and (shape) and (line) in (themselves)
are (not) enough #

And that (somehow) /

there must be the (balance) of this (form) and (shape)
and (rhythm) and (line) /
addressed to (something) that relates to (human beings) #

3. Interpretation

While scocentuoation as 'given' is denoted by the
underlined stressed Iordl; accentustion as texpected! is
provided through identification of the words supposed to
carry special weight in terms of content, which would
entitle them to a characteristic prominence among other
words in each utterance. These supposedly prominent

words are denoted by means of brackets,
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Congruency Test: For each of the two entries,
& comparison is made between given and expected patterns,
and the organisation value of stress cues is computed
as follows: X is the total nomber of points or
differentiated units, both given and expected. Congrs.
is the number of points in agreement between the two
pstterns. Organisation value is presumed to be & fraction
of Congrs./ N.

The result shows a ratio of 23/39 for Bantry 9.,
a3 against 27/36 for Entry 12. How significant soch a
reauvlt may be is hard to tell now. However, this line of
enquiry appears to be promising.



CHAPTER IV
TRANSITION CUES

Analysis at the 'projection' level of message
decoding has been conducted in terms of the two presomed
operations of 'contouring' and 'accentuation'. At this
level, the organization of message content with the help
of the prosodic features of speech i8 viewed as & gross
structoring of units in the aggregate. The only relation-
ships under investigation have been those of grouping
versngs separation, and projection versus suppression.

At the 'integration' level of message decoding,
however, organisation of content is viewed in terms of its
more diverse relationships, which may be subsomed under
three main oategories: transition, combination, and
integration. Naturally, the overlapping of suck
relationships, both among themselves and with other
relationships at the 'representational' level, would be
inevitable. But 1t would theredby suggest the essential
unity of the process of language perception. There could
be no traneition without combination of items, and there
could be no integration without consistency among the
various combinations in view of the constant need to

sobstitote, modify, and smplify content units.

67
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While integration has to do with the aspect of
‘cohesion' among content units, transition is oconcerned
with that of 'progression', There is a presumed tendency
on the part of a decoder to view events in a seqoence,
a8 proceeding from one point to another. Such a tendency
would probably underlie the gquestions: "Where do we go
from here? What next?" etec. The concept of motion is basio
to transition.

Verbal cues supposed to elicit this category of
organizational information, though numerous, cannot be
heterogeneous. The operation of these cues represents one
form of speech dynamics, one forwm of human behavior, which
would naturally be expected to have some basic pattern.
Consequently, it is considered pertinent in the present
investigation to attempt discovery of such a pattern.

Linguistic research, having been so far confined
to otterance er sentence limits, and guarded against the
study of content, could not possibly give a more or less
complete picture of an organizational feature like
transition, which operates in a wider frame of reference.
However, because form and content are inseperable,
linguistic research must have given at least one side of
the picture, namely the syntactioc.

St111, the notion of syntax within utterance or
sentence limits is incomplete. In the present enquiry,
it is extended to cover relationships between utterances

and treated within a communication frame of reference.
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If the linguistic unit performing the funoction of
transition from one sdéntence or ntterance to the next
happens to be & 'content' wnit, and not a 'function’
word, it is considered logical, from a communication point
of view, to treat such a unit as a funotion unit, and
accept it as a syntactic cne. There i8 no sense in
stodying eyntax in terms of individoal utterances.
And if people can proceed from one utterance or sextence
to the next, uvsing units of speech other than the so-called
'function' words, these units, no doudbt, fulfil a syntactic
fonetion. Any hesitation in accepting this premise wounld
mean denial of the way language operates in communieation.

l. Assomption I
Transition in message decoding is effected partly

throogh the operation of 'syntactic' ounes, and partly
through that of tcontextoal' cnes.
2. Jdentification of Cues

(Entry 4., Sheets)
TABLE 1
Syntactic Cues

Reference Cues Shift Cues
Patting it another way And I think
But by the same token It seems to me

Bot 1 believe
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TABLE 1
Syntactic Cues

Reference Cues Shift Coes

I think

I believe

I don't think
I think
And I think

TABIE 2
Contextual Cunes

Differentiated Cue Closters

greatest art have sdvanced

great arts aesthetic understanding
great ideas organisation

great art painting... & complete unit
idess accords of color

homan values handling space

great ideas texture values

ideas technioal building

progress



TABIE 2
Contextual Cunes

e S e ——
Differentiated Cue Clusters

quantities

easier to produce

experimental age
new vocabulary

new power

smpty ert
i1deas will come back

insight
power

force

ideas

(Entry 6., Fadiman)
TABIE 1
Syntactic Cues

oga—— —
—

1]

—————

Reference Cues Shift Cues
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(Entry 6., Fadiman)
TABIE 1
Syntactic Cues

— — a—— — ——

e p——— — —

Reference Cues Shift Cues
That And

The Now

They Yoo

That What...?
Bat Yoo

Most of !them® And

They How

They Now

Bet Really

The first And of coaurse
But Suppose
The first Here

The second Here

The Now

The And

The Is..e?
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TABIR 2
Contextual Cues

—————— — —— —— a—
—— — ———

Differentiated Cue Closters

idess ‘worde'

ideas poet's ideas

sommed up prose writer's idess
1ist 'them’ in the words themselves
ideas ideas of Shakespearse
ideas notions about the world
ideas notions

ideas a8 he expresses them
ideas

'of' young novelists

of very bad .. novelists

ideas
ideas
rhythms
Two dates
one date another date

Bighty seven years ago four score and seven years ago

same date
the first the second
Do rhythw rhythm

rhyths
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TABIE 2

Contextoal Cunes

Differentiated Cue Clusters

rhythms
that
first statement second statement
faoct same

statement different
statenent four score ete.
beginning of great idea
ides

idea less operative idea operative

eighty seven years ago

3. Interpretation
Transition seems to be & product of linkage

at points of terminal Jjuncture and ‘elsewhere'.

The former type of linkage, which is the more obvioous,
is furnished by means of syntactic cues. These cues

seem to fall into two major divisions: one of them
‘refers’' back to something of previous occurrence in
speech; the other '‘shifts' on to what is forthooming.

0f course both types suggest the onward motion, and both
provide the connection between what has gone and what
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is ooming; but this distinction appears to be pertinent
especially in a comparison between one style of speech
and another. It may also be correlated with particular
types of ocontext in speech. This is a point that may be
picked up for futore research.

While Table 1 for Entry 4 shows 3 reference ones
a8 against 8 shift cuves, Table 1 for Entry 6 shows 17
as sgainst 16. Also, the 3 cues from Entry 4 dbelong to
one variety: they kntroduce amplifications either
through similarity or through contrast. "We've advanced
eee in raising the level of understanding ... .
'Potting it another way', the organisation of a painting
¢tec."” Also, "I think we've made a tremendous progress
eee o 'By the same token', I don't think that the things
we are producing ... will ever hold their place etc."
Again, "I think that the experimental age ... will
contribute trewmendously to the younger painters ... .
'But' it's a pretty empty art ... etec."
As for the shift cues in the same Bntry, they also belong
to one variety without a single exception. That particular
variety introdunces & 'personal opinion', or & 'personal
convietion'. Eight such cues say: ']l think', '] bdelieve'.

On the other hand, Table 1 for Entry 6 shows other
varieties of both reference and shift ouves. One olass of
reference cues is for 'definitives' like 'the', 'the first';
enother for 'demonstratives' like 'that', etc.; another
for 'pronouns'; and another for ‘contrastive reference',

like 'dot’'.
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Shift cues for the same Butry consist of these groups
of items: emphatic items like 'really', 'and of course’;
intermission items like '‘now'’, 'here'; items inviting
audience participation or involvement, like 'you’,
'suppose’, 'what...?' eto. Finally, the word 'and' is of
particnlar interest. While i3 operates here as a 'shift!
ocue, it is odbserved to act elsewhere as a 'combination’
cue, serving the function of addition or annexation.
However, this double frame of operation is understandable
in terms of the inevitable overlapping of organisational
phenomena already discussed. The only solution for the
practioal purpose of analysis would be to make this
arbitrary decision: if 'and' is loocated at the head of a
sequence sentence, i.e., following a terminal juncture
(actnal or potential), it is automatically considered &
'ghift' cue; 4if it is located anywhere else, it is
oconsidered a 'combination' cue.

In i{ntrodocing syntactic cues, raference has
been made to those speech items which provide linkage
at points of terminal juncture, as distinguished from
those that establish linkage elsewhere. The latter are
given the name of 'contextual'’ cues.
Context is supposed to be structured in the course of
speech through & process of 'differentiation' and
constant 'reference'. While differentiation reveals the

spesker's awareness of the sides of an issue, constant
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reference indicates his progression. How far he proceeds,
or how fast ~ these are questions pertaining to the degree
of transition. The important point to note here is that
progression is achieved through a form of redundancy, once
the 'primary’ cues are given, and the differentiation
established.

Table 2 for Entry 4 shows the differentiation
established horisontally by means of two columns;
meanwhile, transition is represented vertically down
the columne through the occurrence of redundant cnes
which get attached to the corresponding 'primary' cue
(here underlined), as the speaker goes on.

In a comparative frame of reference, Sheets spesks of:

1) the greatest art of past epoohs; 2) the fact that
painters 'have advanced'; 3) that advancement is recorded
in terms of 'quantities'; 4) that this art is ‘empty’' art:
and 5) that painters need more 'insight'. |

Bach of these items is considered a primary cue, which 1is
continoally reinforced by reduondant cues of reference to
itself. A speaker could handle two or more primary cunes at
8 time, and have them simultaneously reinforced. That is
how he is enabled to proceed with his argument.

It may be observed that while some of these rein-
forcement cues are 80 olose to the corresponding primary
coe a8 to be identical repetitions; others are only slightly
related. This is understandable in terms of the
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concarrent development of the content units
initially introduced by the primary cues. Transition
from one point of the structure of content to the next
is natorally accompanied by some development or
amplification of the primary cue, by which the particular
point has dbeen previously ushered in.

Table 2 for Entry 6 shows the same principles
in operation: differentiation horisontally, and
transition accompanied by amplification vertically.
The obvioue difference botveén the charted sequence here
and in Table 2 for Entry 4 is an indiocation of two
styles of treatment. Sheets differentiates between
claseical and modern art in terms of two primary cues,
and moves on from past to present, where he remains to
the end of the cntfy. That is why wmost of his content
onits cluster in the second colomn,
Fadiman, on the other hand, holds the two sides of the
comparison all the way through. He introduoces his two
primary cues of 'ideas' versus 'words' almost
simultaneosuly, and koéps riling up reinforcements on
both sides till he moves up to the climax with the
amplification: ‘'young novelists', 'full of ideas', etc.
Then he makes & big shift to the question of rhythm;
but there, again, he maintains the same balance of cues
with 'one date' here, and 'another date' there; with one

having 'rhythm' and the other 'no rhythm'.
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This is one way of exploring & pattern for
transition cues. While syntactic cues may be considered
oxplicitly relational, and expliocitly transitional,
contextual cues are implicitly so. They further progression
through the referred to clustering phenomenon, which
is explainable in Gestalt terminology. In a sense, every
reinforcement cue must be 'similar' to the primary cue
to which 1t belongs. And the more ‘contiguouns'! it is to
the primary cuve, or to the preceding reinforcement cue,
the more operative it is likely to be in achieving
anity with the rest of the cluster.

Curiously enouogh, although syntactic cues are
the more obvions, they seem to be the less operative
ags tools of transition. A simple test would be to
remove them completely from the message under study,
and obgserve the results. Progression could be effected
throogh the operation of contextual ecues alone.

But this is not the way people speak; people use, and
will go on uvsing ‘'reference' cues and 'shift' cues,
and any serious displacement of these could affect
comprehension of their messages. Experiments along

these lines might be both interesting and profitable.
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l. Assumption II1

The pattern of transition oues, as manipolated by
individoal communicatiors, seems to show two
interlocking frames: a macro-structore and a

micro-structure.

2. Identification of Cues
| (Entry 2., Cierdi)
TABIE 1

Syntactic Cues

Reference Cues Shift Cues
It A while back
He Then

It Now

That How...?
Something And

That You

It You

It You

Whe ther What

It There

One of the There

It In

It In

That Mayeeo?

It What...?
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TABLIE 1
Syntactic Cues

Reference Cues Shift Cues
That What...?
It Because
And
TABIE 2

Contextual Cues

Differentiated Cue Clusters

R. Frost .. put it rhythm

said way of knowing

said something... wave length
said something... way it goes
hed to say something... primitive

rhythm (English Language)
kpow .. have misged way of going
know have missed meter of the race
know aiming at iambic
know have missed other langusges, other ways
know have hit kind of beat
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TABIE 2

Contextual Cunes

Differentiated Cuoe Clusters

know have missed rhythmic (seguences)
know visual
know series of lines
know in time
know series of sounds
know
know (structore) in rhythm
struoture
way of forming

bringing to shape
basic to form

rhythm (way of knowing)
way of knowing .. ourselves

human behavior .. poem

doing .. writes.. poem

doing .. receives poem

poem never idesa ..

always .. experience
what idea feels like




TABIE 2
Contextual Cues

Differentiated Cue Clusters

live in 1%

experience

experience
(pace)

rate

(rhythm) . .unfolding
rhythm

wave length

(way .. testing)

way one knows

TABIR 3
Macro-Structure

Transition Frames

l. I was interviewing Robert Frost ...
2. He pot it ...

3. He said ...

4. Then he 8aid ...

5. What he had to say next ...
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TABIE 3

Macro-Strocture

e ———
Transition Frames

6. That's your way of knowing it.
7. One of the questions I'd like to raise ...
8., But I want to say very emphatically ...

3. Interpretation

The distinoction already made between syntactie
and contextual cues serving the funotion of transition,
coupled with the tentative discovery that such a
function appears to be largely fulfilled through the
operation of the latter type of cues - have saoggested
faurther 1nvestigationlinto what basically affects a
decoder's comprehension of the sequence of events.

If oontextual cues appear to be 80 operative in
revealing sequential progression, where in particular
do they exercise maximuom power?

One's immediate impression is that probably the

notion of a 'macro-structure' might offer a solution.
If the big land-marks are visible, if the various turns
and points of Junction are held in view, it is very
likely that one shouold find one's way about, withoot
hitting blind alleys.
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The problem would then be how to identify those big
land-marks which make up the macro-struoctare.
One way would be te chart all differentiated cue
clusters, and to mark primary cues, as is shown in
Table 2. Presumably when all primary cues are identified,
there will be nothing else to look for. These will be
the constitovents of the macro-structaore, without which
the decoder would be at a loss, regarding the sequence
of events. If for any reason, he were to become
momentarily inattentive and miss these particular cues,
the chances are that he would lose points of
significance in terms of sequence. This is not to seay,
however, that all primary cues are of equal significance.
According to Table 2, rhythmic 'pace’ is reinforced only
once, but to 'know' whether one has hit or missed
something, thronsh_onc's awareness of rhythmie
sequences, gets the heaviest cluster of ll reinforceme t
coes. Should the decoder miss as many as § or even 9
of these, he would be able to follow the presented
sequence nontheless. But if he were to miss the name
of Robert Frost or subsequent reference to his name,
he would not only miss the sequence of presentation
at this point, bat also the whole idea of source
credibility attached to the better known American poet.
Another way of identifying constituents of the

transition macro-structure may be to obtain communal



———
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Judgement on the matter from various decoders, and
study the results. Table 3 shows the investigator's
own impression of the minimum nomber of transition
frames, without which the decoder conld miss the
sequence at one point or another. Frames 1-5 are
essential for identifying the source of guoted
information. Frame § signals a start for Ciardi's
own personal reactions to achieve independence of
what Robert Frost said or thought. Frame 7 signals
s shift to the next major point, namely what sort of
human behavior & poem is. Frame & signals his
conoclusion that a poem is never about an idea, but
always about the experience of an idea.

Tables 2 and 3 would make it possible to
compare the resvltant macro-structures identified in
these two different ways: the gquantitative and the

impreseionistio.

Table 2 Teble 3
R. Frost .. put it l. A while beck I was ...
know .. have missed 2. He put it ...

3. He said ...

4. Then he said ...

b. What he had to say next ..
rhythm 6. That's yoour way of knowing..
human behavior .. poem? 7. One of the questions ...

idea .. experience 8. Bat I want to say ...
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The fact that in either case the decoder is the analyst
would certainly be expected to affect the results.
However, the assumption regarding the correspondence
between constituents of the macrostructure and major
content units seems to be justified. According to

Table 2, primary cues are no other than the major
content units of the Entry. Therefore, it would be
safer to employ the quantitative method of identifying
the macro-struocture, as represented by Table 2.

As for the micro-struotore, which has no
separate existence per se, probably two things may be
said aboot it in brief. First, it would natuorally be
expected to merge into the macro-structure at every point,
both syntactically and contextually. Second, the
distinction between 'macro' and 'mioro' is relative.
In Gestalt terminology, one thinks of the inter-
dependence of action of the 'parts' within the ’'whole'.
Therefore, it is possible to think of the 1ntoriock1ng
frames as & number of interjacent circles, ranging from
the smallest to the largest. This would probably
explain the position of the cunes put between brackets
in Teble 2, as distinguished from the underlined cues
on the one hand, and from any of the reinforcement
ouee on the other hand.

Finally, oconcerning the effect on comprehension

of the presence or absence of a macro-structure, it
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may be tested through total or partial removal of its
constituents, followed by comparison of results for
varioos decoders. The underlying assumption is that
predictability of forthcoming items in a particular
order is calculated in terms of macro-structore units.
For instance, when Ciardi starts by quoting Robert Frost,
the ochances are that when he moves on to discuses
rhythm, the motion is more or less expected; and when
his discussion is conoluded by the statement 'It's a
way of knowing something,' the conclusion is more or
lese foreseen, becanse it 1s made precisely in terms
of _the initial remark quoted from Robert Frost.

In other words, once the decoder is let in on the
gradoal unfolding of the 'big frame', his expectations
of items in the 'folloubthrongh' wodld be more or

leas accurate.

1. Assumption III

In interpersonal communication of the group
situation, the total frame of transition is
revealed through an exchange of cues, occurring
with the change of speakers in succession.

2. Jdentification of Cues
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TABIE 144)
Syntactic Cues

Panel Entry Reference Cues Shift Cues
Annoancer 1l

Ciardi 2 4 while back
Announcer 3

Sheets 4 They

Adanms 5

Fadiman 6 I joust want
Adams 8

Neutra 9 Well

Adanms 14

Stevenson 156 I think
Adems 17

Ciardi 18 But

Annouoncer 21

Sheets 22 I think
Adanms 26

Ciardl 27 I think
Announcer 32 |

Ciardi 33 No
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TABIE 1(B)

Syntactic Cnes

-

Panel Entry Reference Cues 3Shift Cues
Fadimen 6

Clardi 7 That

Neutra 9

Ciardi 10 Hay...?
Ciardi 10

Neutra 11 Most assuredly
Noeutra 11

Houghton 12 It would appesar
Houghton 12

Ciardi 13 I'd like ...
Stevenson 15

Ciardi 16 Really
Ciardi 18

Neutrs 19 Well

Neutra 19

Ciardi 20 Absolately
Sheets 22

Ciardi 23 But that

Ciardi 23

Sheets 24 That
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TABLE 1(B)
Syntactic Cues

Panel Entry Reference Cues Shift Coes

Sheets 24

Ciardai 26 I mean

Ciardi an

Sheets 28 That

Sheets 28

Ciardi 29 It

Ciardl 29

Sheets 30 I think

Sheets 30

Ciardi 31 I think
TABLE 2

Contextual Cues

Entry Differentiated Cues
1 Ciardi
rhythm
way of knowing something
2 Robert Frost
2 rhythm

way of knowing something
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TABLE 2

Contextual Cnes

Entry Differentiated Cues
3. conflict with Ciardl
Millard Sheets
big idea material medium
4 both important
4 ideas will come back into art
5 (Adams)
6 anecdote
6 idea operative
what.. meant, John
7 part of it
(4 human feeling technical passion
8 (Adams)
9 material of architeot
9 once eternal issues
10 question
10 materiels second place?
11 human beings first fanlt of P. Avenue renewal
11 fault of P. Avenue renewal
12 panel moving
side of form
12 content along with form
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TABIR 2

Contextual Cues

i

Entry D

ifferentiated Cues

13
13
14
15
15
16

16
17
18

18

19
19

20
20
2l

dancer

(Adams)

have ideas

being huoman

question .. W. B. Yeats

dance

Ciardli right

materials first

language spoken

(Adsms) lightning bugs have passion

techniocal passion
wrong?

getiing expressed
throogh medium

technology envelops us

onderstand human

the thing

saying same thing
human within form

question
srt?
several different things
M. Sheets
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TABIE 2
Contextual Cues

— ]
Entry Differentiated Cues
22 question
pertinent
22 poetry and musio

two different arts

problem

23 nonsense
24 bad
25 mean remark
25 parable?
26 (Adams)
27 way have something to say
27 It says: I make this
28  1dea! |
29 experience
29 subject of all art
30 great idea!
31 greater experience
32 write a poem

convey idea?
33 not an ides

an experience

33 ideas .. textbooks




95

3. Interpretation

While Assumption I treats transition cues in
terms of categories, Asgumptions II and III consider the
frames within which they operate. Speaking of a
'macro-structure' with reference to Entries, or
individval units of discourse, would naturally suggest
an examination of the 'total frame' of transition in
a group communication situation. |

To a certain extent, the total frame of
trangition for the recorded excerpts which constitute
the corpus material of this study, is in a way
'meddled with' by virtune of the natore of ‘editing’',
even if it consisted of nothing more than pntting
excerpts together, providing the most essential links
in between. In other words, the ‘'‘presented' sequence
is slightly different from the 'asctual! segquence here
and there. However, the fact remaina that it ‘'is' a
sequence calculated to give the transition ocues
necesgssary for one's perception of the total frame.
Such aframe is therefore exsmined with this
onderstanding of the circumstances attending its
projection.

A general look at the transition cues
ocourring with the change of speakers shows the two
major types of syntactic cues previously identified
and disocpssed in the presented examination of
Assumption I.
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What is interesting to note, however, is the almost
systematic occurrence of only shift cves, when the
torn is between Adams, the moderator, and any of the
speakers (Table 1A), and of both reference and shift
cues, when the turn 1s between members of the panel
engaged in the condunct of the discussion (Table 1B).
The obvious reason is that Adams says nothing beyond
"Mr. So-and-so wants to speak,” theredby breaking the
'referential' sequence, and making it necessary for
the next speaker to start with a shift cue.
On one single occasion, however, he takes part in
the Adiscussion (Entry 17): "I think it can be rather
arbitrary. As Mr. Neutrs pointed out, even lightning
bags have passion,” upon which Ciardi retorts:
"But 1I'm saying what's wrong with having & technicsal
pegsion?” It is only here that the turn from
moderator to 'speaker' produces a reference cne of
transition.
With the annooncer, however, the case is

bound to be different. He is not an actual participant
in the communiocation, but he is, in a sense,
superimposed. Becanse he can control his own entrances
and exists, these could not be looked upon as
affecting subsequent cnes. The opposite would rather
be true. He is the one to take the cue from the

speaker he introduces; he is not & ‘cue giver' but
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a 'cue taker'. This being the case, he sounds twice
like 'Adams' (Entries 1 and 21), and twice like s
participant (Entries 3 and 32).

Table 3 shows the contextual cues ocourring
in the first and last sentence of every Entry. It may
be observed how these always bear some reference to the
mein content units treated throughout the discussion.
While the first sentence is sopposed to pick up these
significant cues from the foregoing speaker, the last
may be expeated to hand these down to the following
speaker, as modified, amplified, or perhaps substituted
for by other cues.

A8 previounsly mentioned, the effect of editing
on the total frame of transition should be noted.
In other words, whenever transition occurs between the
announcer and any member of the panel, it should be
remembered that this <transition: 'is not 'actuval’,
but caloulated to resemble actuality. These shifts,
though valuable in these terms, should still be identffied
&8 premeditated and superimposed. Therefore, they may
be studied separately as is indicated by Entry nombers.
Therewith, it is suggested that the moderator's bdbrief
statements with which he ushers in one Spoakor after
another should also be noted separately. In a sense,
thege statementa are also premeiitated. In spite of
his presence with the group, he is not really involved
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in the communication situation, especially as he puts
in very little or nothing in the way of participation.
His sole contribution is to turn in speakers. This
being the case, the name Adams 1s just mentioned in
Table 2, with nothing to follow. But when he does
contribute something, it is treated as with the other
members of the panel.

The assumption that the first and last
sentences uttered by panel speakers as they follow one
another would normally contein 'pickup' signals of
reference to significant content items of previous
ocourrence - seems to be justified in quite a nuomber of
cages. The closest fit to this pattern of operation
is probably demonstrated in shifts between the
announcer and the next panel speaker. In the shift
between Entries 1 and 2, the pickup items are ‘rhytha!
and 'way of knowing something'; they are the vdry »
words with which Ciardi closes Entry 2. In the
ghift between Entries 21 and 22, again, the pickuap
items are identical. It is on these two occasions
that the announcer cannot be mistaken for a panel
speaker, or an actual participant. The fit in
transition is too close to be trne.

In the 3-4 and 32-33 shifts, however,
transition is more or less like that between the

actoal participants in the discussion. The pickap
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signals are there, but they are not exact replicas.
They are in a way similar to those in the 6-7 shift;
they sound more incidental. In fact, it is this
incidental quality that may be considered characteristic
of all other shifts between panel speakers. There are
always pickup signals, which vary from the most to the
least incidental, from the most to the least casual.
If the speaker chose to start with some anecdote, or
to introduce his point at some length, it might appear
for a moment that he had failed to pick up his oue
from his forerunner. And yet such & cue would sooner
or later YOme up.Again, should & speaker be interrupted
before he wae able to formulate his conclusions, the
pickop eignals for his follower might be anywhere,

not necessarily in the final utterance. In other
words, the first and last sentences do not always
contain the pickup items. Though syntactically, both
reference and shift cues among speakers seem to have

a more or less fixed location, yet contextually,

the so-called pickup signals could occur anywhere.

And it is throvugh the operation of these two major
types of cues that the total frame of transition

may be envisaged.



CEAPTER V
COMBINATION CUES

Combination, as a category of organisational
information, is here located between traneition and
integration for the simple reason that it is basic to
both. It ie not a 'different' category; it is 'the!’
category to account for scommunication in symbols.

It is the prineiple of reduondancy in action. With a
separate chapter devoted to its treatment individnally,
it may appear as a separate entity. This is far from
being the case with any of the categories postulated
in thie stody. It is only for the sake of analysis
that ecombination, like transition, ie considered
temporarily 'in its own righte’.

Combination of items, as may be seen from the
exanination of assumptions in the preceding chapter,
is fundsmental to the identification of cues serving
the function of transition. The whole phenomenon of
ous olostering shown to account for progression is
explainable in terws of combination. Therefore, with
respeat to the decoder, whose task is basically the

identification of cues, it is reasonable to suppose

10v
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his having a tendency to add or accumulate items
repeated identically, analogously, or by association.
It is sssumed that combination coes fall into
the same two classes of 'syntactic'’ and ‘contextunal’.
Syntactic cues of combination, in the sense of
'annexation', are limited to the worde 'and', 'or!',
and their equivalents, such a8 'in addition', 'farther-
more!, etc.; apart from these, a host of composite
syntactic cues wmay be vsed for combination, when
selected for 'reiteration' in close proximity.
In other words, when units like ‘'‘and', or 'or!' are
used to combine content elements like & , b, o, eto.,

the combination is something like a plus b plus oc.

The Gestalt depends more on contiguity than on
similarity. But when function onite like 'that 1s',
'not ontil', etc. are reiterated in suvccession, and
in close proximity, they produce combinations which
are like aa , bb , etc. The Gestalt depends on both
8imilarity and contiguity. This is considered the
basis for distinguishing between 'annexation' and
'reiteration' cues on the broad syntactic side.
They are not two kinds; but they produce two
varieties of combination. It appears that any
syntectic cue, incloding 'dnd', and 'or' can operate
a8 & reiteration cue for combination, once it is

selected for reiteration in close proximity.
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Contextually, combination cues are the same two
classes of 'primary' and ‘'reinforcement' cues.
Differentiation being established, the decoder would
expect the same recurrence of items, noted before,
prodocing combinations which have either 'identical’,
or 'analogous' constituents. Both of the Gestalt
principles of similarity and contiguity seem to be

in operation here.

l. Assumption I

Combination of items in message decoding at the
integration level is produced partly through
'annexation' and partly through 'redundancy’.
8, Identification of Cues
(Rotry 7., Ciardi)
TABLE 1

Syntactic Cues

Annexatien Cues Reiteration Cues
basic (and) true That is
husdband (or) oitisen This is
about notation (or) etoc. It 1is
That means

beautiful and intense That weans
beautiful and intense Till the passion
beautiful and intense Until the passion
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TABIE 2

Contextual Oues

Differentiated Cue Clusters

homan feelings

beanty

good huosband

good oitizen

humanity

souls .. beantiful
intense

beautiful souls

intense sonls

delivering sermons

beantiful sermons

intense sermons

it

notion

it .

anything technical

art form

technically concerned
notation

way hands behave
business playing piano
techniocal art

arts technical

poems
poetry
passion technical
kisses both blubber
human feeling technical passion

one
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(Entry 9., Neutra)
TABLE 1
Syntactic Cues

Annexation Cues Reiteration Cues
complex (and) shifting we have

thirty (or) forty years we have

to the Philistines (and) what have you

strocturing (and) arranging
and

and

whether .. or
or
or
or
or

and

and

and
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TABIE 2

Contextual Cues

Differentiated Cue Clusters

material of the architect

complex

shifting
hest material new materials
human beings stainless steel
clients plestics
human beings reinforced concrete
responsiveness (0ld stuff)
responses new materials
reactions material considerations
them
eyes
ears

auditive reception

thermal reception

inner ear sense of position
sense of scceleration

homan beings
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3. Interpretation

When Ciardi employs such combinations as
'basic and true', ‘husband or ocitizen', 'about notation
or about the way the hands behave ...' the funsction
onites 'and' and 'or' are supposed to do the business
of combination in an explicit way. These units, by
themselves, seem to signal combination, positively or
negatively. And when some correlation is established
in terms of content value between 'basic' and 'true!',
or between 'husband' and ‘'citizen’', etc., as wounld
normally be expected, combination may bé considered to
be implicitly signalled in addition. And should the
whole frame 'basic and true' be reiterated in some
analogous form, combination would get still further
implicit reinforcement. Whenever this is the case
with annexation cues, they are placed in a medial
position between the two columns of Table 1.
The frame 'beautiful and intense' is both annexational
and reiterative; its constituents are both explicitly
and implicitly combined. In fact, they are more
implicitly than explicitly combined. Consequently,
in a cluster count, they would go with reiteration
cues.
In order to show how many primary cues are responded to,
whether these are ajntaotio or contextual, underlinings
are used to indicate these cunes. Whatever is listed

under them is supposed to belong to them.
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Table 1 for Entry 7 shows 3 clusters of
reiteration cues, as against 3 individual annexation
cues. While the former are supposed to combine 10
items, the latter combine 6 : that is, if one were to
equalize items assingle in every case. dotnally, if the
sentence etarting: 'That is ... ' contained two or more
content units, to be combined with some two or more
constituents of its parallel 'That is', then the net
result would be & combination of 'two', not of *‘foar',
or more. This is done for the sake of equalization.
Table 1 for Entry 9 shows 4 clusiers of reiteration cues
combining 13 constituents, as against 4 individoal
annexation cues combining 8 constituents.

Therefore, &8 far as evidence goes, it appears that
reiteration overweighs annexation, as far as
syntactic signals are concerned.

Contextually, however, the picture of
combined items is entirely redundant. At this point,
it should be re-stated that redundancy muet be
conceived of as a form of repetition, sometimes
identical, and 'more often' analogous, or purely
aggociative. It must be broadly wmaintained, in order
to account for the progression and development of
items in a message organisation. As previously mentioned,
combination is not performed for its own sake.

A comparison between cue clusters in Table 2 for Entry 7
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and those in the corresponding Table for Entry 9

shows different forms of redundancy antiligzed for

combination. Probably the most striking difference

lies in greater variety among cluster constitue ts in

Entry 7. The grouping of such items as 'beauty',

'good husband', 'good eitizen', and 'humanity' onder

the primary cue ‘'human feeling' (Table 7) is certainly

different from attaching 'responsiveness', 'responses’',

and 'reaotions' to 'human beings' (Table 9); or from

attaching 'steinless steel', ‘plastics', etec. to

'new materials (Table 9). While the former type of

cluetering is accomplished through subtle, ingeniouns

repetitions, the latter is done through blank,

onqualified, or slightly qualified repetitions.
However, in either case of contextual cue

clugstering, the form of combination is redundant,

and the underlying principles of perceptual organiszation

are similarity in various degrees, and contiguity.

As far as syntactic combination cues are concermed,

it has been demonstrated how these tend to be more

reiterative than annexational. The results seem to

argoe strongly for redundancy in the sense defined

by the desoribed operation.
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l. Assomption 1

The principle of linguistic duality seems to
underlie the operation of combination cues.

2. ldentification of Cues

(Entry 18., Hooghton)
TABLE 1
Syntactic Cues

Annexation Cues Reiteration Cues
that form, etas. ~ that
(and) that somehow .. that

and

and

and

and

and

and

TABLE 2

Contextual Cues

Differentiated Cue Clusters

content form
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TABLR 2
Contextual Cunes

_— ]

Differentiated Cue Clusters

Content form
saying anything form
something related word
to homan beings rhythm
what use shape
& point line

something to say
end Mr, Sheet's point

end balance

something oclose form

to his heart rhythm
ghape

line

form

shape

rhythn

line

formalism

formal materials

words for sake of words
naterial means to end

content along with form
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(Entry 22., Sheets)
TABIE 1
Syntactic Cues

Annexation Cues Reiteration Cues
idea (or) content It ien't literature
rhythm (and) 8all ... It is music

to go over ..(and) defend It 18 a special ...

speaks (and) writes
You're not dealing
You're dealing

It's important
It's terridbly ...

It's not the ...
It isn't just ...

that never say ...
that doesn't say ...
that i8 written ...
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TABLE 2

Contextual Cues

- ]
Differentiated Cue Clusters

different kinds of art

music
musio

it

special area

of human feeling
tone

rhythm

masic

music

no idea

no content
doesn't say anything

work of art

form
manner

form

literature

ideas clearly
aniquely stated

not mere rhythm

not just rhythm

ideas
context
basic ideas
concepts
feelings
beliefs

lecturer

speaks and writes beauntifully
fasoinating hear him speak
doesn't say anything
novor'ssy anything

two different arte

problem
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6. Interpretation
The notion of 'linguistic dvality' has been

borne out by linguistioc research at varioos levels,

but within the narrow framework of 'phonematization’
versus 'grammatization'. However, from the point of
view of commonication, one cannot conceive of a
linguistic principle as separate in operation from

the whole conceptual framework of human experienoce,

a3 may be represented by message content.

The presented procedure of identifying combination

cues in the structure of content would not be possible
if the basic scheme of language operation was not

so amenable to analysis in terms of a system of duality
which encompasses both the structure of content, and the
strocture of expression.

Fundamentally, it is possible to think of
combination cues as 'syntactic' and 'contextuval’.
Syntactic cues are those grammétioal unite that wmay
be identified as 'Joiners' of content units.

Table 1 for Entries 12 and 22 comprise & number of
such oconnecting units. Contextual cuee are those
content uhits, which carry the sum and substance of
the message. Whatever may have been left out of Table
2 for these two Entries belongs to the category of
minor content units: those that are subsidiary
ramifications, which receive no fuorther development
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in the course of the message. Should one be interested
in giving a detailed picture of content units, soch
minor elements would certainly make their appearance
in the table.

It is then possible to think of syntactic cues
serving the funetion of combination as 'annexational’
and 'reiterative'. This does not mean that the two
classes are mutually exclusive, but that they prodnce
two different types of combination. All the annexation
cues in Table 1 for Bntry 12 are simultaneously
reiterative cues, with only one single exception.

On the other hand, none of the annexation cues in
Bable 1 for Entry 22 is selected for reiteration.
This seems to be a matter of individual style.

Meanwhile, contextual cues, serving the same
function of coalescence may be divided into:
"identically redundant', and 'analogously redundant'.
While there are various forms of analogous repetition,
none of them can be confused with identical forms.

It has been stated earlier how both classes of redundant
unite are essential for communication. However, so long
a8 the aim is to achieve progression with the concurrent
development of content units, there would normally be
more items of the analogously redundant type than of
the identically redundent. Under 'content' in Table 2
for Entry 12, there is not a single item identically
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repeated. Under *‘form', there is one in this particular
cluster.

Considering each cue cluster individuvally,
the internal structure has two components: & 'primary!
cue, followed by ‘reinforcement' cuee. Sometimes, the
primary cue does not appear to be central in the
cluater following it. How far organisational primacy
would coincide with conoceptual centrality appears to
be relative to the point of view of the beholder:
the encoder on one side, and the decoder on the other.
For example, oonsidoging the cluster under 'music' in
Table 2 for Entry 22, should the item 'special area of
huoman feeling' occor first, it would be arbitrarily
called a 'priaary' oue for this particular cluster,
soccording to the iroaontod scheme of analysis.
And shounld a decoder think it proper to call 'music’
8till the primary oue, the difference between the
given' order and the ‘expected' order would not
inally matter in this connection, a8 long as there
'{s' a primary cue with other reiterative cuee in
the vieinity.

Thie ie oﬁo interpretation of the principle
of 'lingunistic dvality', viewed as underlying one
sspect of perceptual oiganizat1on in message decoding,

namely combination.
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l. Assumption III

In interpersonal communication of the group
éituation, a speaker's reaction to opposition in
argument seems to be reflected in increased density
of combination ones.
2, Identification of Cues
Entries: 13, 16, 18, and 20., Ciardi
TABIE 1

Syntactic Cues

Entry -Anthexation Cues Reiteration Cues
13 None until someone ...

~ until he ...
16 poet or an architect
or an artist
If he's a small ...
if hois 8 larger ...
That's the dirty word.
That's not it ...
it's the way
18 None !ggg'e wrong with ...
‘ What's wrong with ...
What's wrong with ...
20 None lg_you're going ...
if yon—violato voe
If you violate ...
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IABIE 1
Syntactic Cues

Entry Annexation Cues Reiteration Cunes
20 No one objects ...

No one objects ...

TABLE 2
Contextual Cues

Entry 13., Ciardi Differentiated Cue Clusters

W. B. Yeats

guestion

answer
body masic
dancer dance
dancer dance
someone it
dancer dancing

Bntry 16., Ciardi

ideas homan being poet
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TABIE 2

Contextnal Cunes

Entry l1l6., Cilardi

Differentiated Cue Clusters

ideas
ideas
ideas
things

ones

human being
human being
homan being
being houman
human bdeing

poet
architect
artist
artist
he

he

he

he

he

experiences

experience

art

art form
technical

dirty word

empty correctness?

way of go

language spoken
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TABIE 2

Contextual Cues

Entry 18., Ciardi

Differentiated Cue Clusters

passion
loving
getting expressed

Entry 20., Clardi

music
stractores
premises

technical premises

planist
what fingers doing

what fingers doing

wrong techniocal
wrong medium
wrong medium
same thing
at it differently

poem

not something said

something happening
happens

poet
way thing flows
form

empty technically?

human
good

homan
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TABLE 3

Comparative Distribation

Total Cunes

Density

Density

per cluster per cue

|

16

18

20

60

207

146

36

174

20

Jon

jo»

3*

&*

NOTE: The underlined figures for Entries 10 and

7 stand for available samples of '‘normal' distribation,

a8 far as Ciardi is concerned. These are calculated to

permit a comparison within understandable limits.



S« Interpretation

In debating this controversial issue, Ciardi
appears to be the predominant figore, fighting for
form and technical passion. As long a8 his opposition
can be kept under control, he is naturally relaxed:
he speaks at some length, interjects incidental remarks,
and proceeds at a moderate pace. On two ococasions, however,
he seems to be gradnally shaken by his opposition: once,
following Houghton's (Entry 12) and once, following
Sheets's (EBntry 228). On the latter ocoasion, he
retorts violently with the phrase:"That's nonsense,
Mr. Sheets,"™ and says little under the circumstances,
that could be studied in terms of the effect of
oppogition on his manipulation of combination cues.
Houghton's opposition being milder, Ciardi
goes on at a faster tempo, apparently saying more in
less words. This is the general impression a decoder
would probadly get, as he listens to Entries 13, 16,
18, and £20.
Table 1 shows no annexation cues in 4 Entries. All
gyntactic cues are reiterative: £ clusters for Entry
13; 2 for 163 1 for 18; and 2 for 20. This
distribution of syntactic cues seems to be more or

less normal, as far as Ciardi is concerned.

See Entry 7, for example.
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As for contextual cues, the general picture
gshows density with brevity. Entry 13 shows 3 cluosters,
with a total of 12 units. Apart from the grammatical
struocture in which these content units are set,
practically nothing is said, which is not redundant in
& measure. The density ratio seems to rise even higher
in Entry 16, as may be seen in Table 3 of Comparative
Distribution. What is noticeable in addition is that the
speaker seems to sacrifice motion and variety for the
sake of greater emphasis: his reinforcement cues are,
generally speaking, more or less identical repetitions
of his primary cues: the only variation for 'human being'
is 'being human'; 'experience’ has no reiterative form
but 'experience'; 'technical' is made synonymons with
some 'dirty word',Aror lack of a more suitable term,
to maintain the diversity to which he is accustomed.

Entry 18 is probably the most representative
of incressed density of combination cues ocoupled with
brevity. It is not only that the three main content
units are trebly reiterated, but the whole syntactic
frame of the gnestion is constantly repeated. Nothing
else i8 said beyond this. Entry 20 shows a return back
to normal, according to Table 3. Comparing Entry 20
with Entry 16, one observes how the total number of
words rises, while density per cue falls.

On the other hand, the samples of 'normal' distribotien
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shown as underlined in Table 3 demonstrate, in a very
"tentative' fashion, how, under the effect of
opposition in arguvment, density per cue rises in Entries
13 and 16, while the number of words falls. In other
words, the speaker seems8 to reinforce his primary cnes
more than he unsually does, and simunltaneously, to
reduce the total number of words.

In any case, with & sample like thie, it is
difficult to tell sccurately how 'significant' such
differences wmay be. Above all, what we have here is
the reaction of one individuval. Whether this is

generally the case with others is opem to research.






CHAPTER VI
INTEGRATION CUBS

Combination of the elements of a message
ocontent has been introduced as basic to transition
on the one hand, and to integration on the other.
It has also been stated that while transition is
synonymous with progression from one end of a
message to the other, integration is presumed to
mean cohesion among parte. The assumptions to be
examined in this chapter have to do partly with what
cohesion of parts is, and partly with what it does, as
far as the decoder is concerned. Preliminary to the
analytic process at this stage, however, one gquestion
shovuld be raised asnd taken account of.
In an investigation into what constitutes organigational
information in linguistic communicetion, are we
interested in the 'logic' of such communication?
And if so, what is our standpoint, as far as the
'quality' of reasoning is conocerned?

In answer to the first part of the question,
one would say that this investigation is concerned at
this point with the linguistic features of

124
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organigation for reasoning, not with the reasoning
process as such. In other words, when people reason
with one another, they are supposed to nse certain
linguistic technigues. They might 'substitute'’ some
items, 'modify' other items, 'amplify' other items,
etc. These are the organizational linguistic techniques,
which are here postulated as basic to any form of
reasoning. Naturally, we are interested neither in the
'mode’ of reasoning, nor in the 'quality' of reasoning.
These are questions of more interest to the logician,
and they are naturally outside the scope of this study.

Therefore, whether the communicator is reasoning
or rationalizing, all we propose to do is to notewhat
type of organigational cues he manipulates, where, how
often, and with what effect on the decoder.
Our aim is to discover a basic pattern, which would be
expected to recur with other speakers of the same
language. When it is etated or implied that
'sabgtitution' cues, for instance, help a decoder to
accomodate & suggeeted relationship better, and
therefore perceive it better, it should be understood
that one 18 not oconcerned at all with whether such
a decoder is convinced, whether he will accept or
reject the presented relationship.

Integration ocnes are, again, either syntactic

or oontextual. Syntactic cues are those grammatical
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units viewed a8 providing links for speech segments,
which 'substitute’ content units, 'modify', or 'amplify'
them.

Contextual cues are, according to the basic scheme of
combination, either 'primary' or 'reinforoement' cues.
The same principle of redundancy adduced to aoobnnt for
combination is again utilized to achieve the
integration or oohesion of parts, often referred to as
the 'development’' of content units. Naturally, epntextuoal
cues would fit into the same funotional framework of
syntactic cues, which holds 'substitution’,
'modification’, and ‘amplification’.

l, Assumption I

Intogration'of content units is accomplished 'Jjointly’
by syntactic and contextual cues.
2., Identification of Cues
(Bntry 27, Ciardi)
TABLE 1
Syntactic Cues

—

Sabstitotion Modification Amplification

of (what) goes (when) spring parable: (There)
discovered (that) (while) he was sw.. juggling: (He)
this ie (what) (while) he was cl.. @pecialists: (One)
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TABIE 1
Syntactic Cues

Substitotion Modification Amplification

It is (that) anything.. idea (thgt) Desecration: (This)

moral: (I)

TABLE 2
Contextual Cues

Differentiated Cue Clusters

short story

parable of artistic process

Juggler
Juggling
Juggler
monastery sweeping
island of peace sweeping
monastery
dedicated to praise Juggled

sessions of Jjuggling
cleaning
Juggler
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TABIE 2

Contextual Cues

Differentiated Cune Clusters

monks
specialists

wrote hymns

raised flowers
illominated manuscripts

d4id decorations

Desecration

What Loce says

Desecration

Sheets says
poetry about ideas

Juggling

sweat

Virgin come down

wipe sweat

moral
real one

gist

anything intensely done
anything positively done
any good shape

praise

gtatement

experience

prayer

1 say
6xpor10noe of ideas

one idea

praise
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(Entry 29., Ciardi)
TABLE 1
Syntactic Cues

as——— e—
————

Substitotion Modification Amplification

think (that) is.. (whether .. or) Experience: (It)
(more .. than)

(as) R. Frost

TABLE 2

Contextuoal Cues

Differentiated Cue Clusters

(1dea) Experience
live better

more richly
more alive in process
Robert Frost

poem
momentary stay sagainst confusion

not stay 80 (olarified)
for a minute clarifies thing
experience caught

of all art




5. Interpretation

One's view is here limited to inter-sentential
syntactioc cues signalling the three structural features
specified as basio to the process of integration amang
decoded content onits. In Table 1 of Entry 27, some
units are listed as ‘'‘substitotion' cunes. What is meant
in the first case, for instance, is that when the listener
hears Ciardi say:"I want to make it into a parable of..",
he expects the ococurrence of 'something', an object or
action, which could be 'artistic thinking', 'oreative
thinking', 'the artistic process', or anything
suitable in this context. However, as soon as the
decoder receives the cue: 'what', his expectations
switch over to an expanded statement of what was of
probable ococurrence, and so he gets: " .. what goes
on in the artistic process.” This expansion of a
content onit pending expression is introduced by
means of such cues as ‘what', 'that', etc. And this
expansion is presumably calcnlated to give better
sccomodation to integration between the idea of the
parable and that of the artistic process, by way of
introduction. This is not to say that other factors
may not be recognised as affeoting & speaker's choice
of the expanded frame rather than the short frame.

And this is not to say that the expanded frame always
provides & better contribaution to integration, buat
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that it offers another alternative to & decoder who
might need it in order to perceive the presented
relationships better. It is very likely, however, that
in oral interpersonal communication, & decoder would
be happier with the expanded form, which is actuoally
more redundant than the short form. In any case, this
roint would need further confirmation from field
research.

Moving on to the second column of Table 1,
one observes another set of cues used to signal
another type of expanded frames, referred to &as
‘modification' frames. The chief difference between
these and suobstitution frames is & difference of
function. Modification frames are supposed to delimit
actions already expressed or pending eikpression.

In the case of "When spring ceame around, he found himself
recovered," the whole frame,'when spring ocsme around'’

may be looked upon a8 'dolimiting' the forthecoming

action of the juggler 'finding himself recovered'.

In this case, modification is ‘'prospectively' applied

to aotion 'pending expression'. On the other hand,

"They were just about to run in and throw him out,

when they saw the Virgin, etc.," is an illustration

of how an expanded frame is signalled to modify

iretrospectively' some action already expressed.



The third column comprises & composite
nomber of cues, which signal the structural relation-
ship given the name of 'amplification' in the sense of
illustration or supplementation of something of prior
occurrence. In Zntry 28, Ciardi reqnests three more
minotes to give a 'parable', and his request is granted
with the words: "Speak, master."” Thereupon, he starts:
%«.0 There's a lovely short story of Anatole France's,
eto. eto. " The cue shown between brackets in this
colomn is supposed to signal an amplification of the
unit 'parable’. Similarly, ‘he' is related to 'juggling',
‘one' to 'specialists’, tthis' to 'Desecration', and
'I' to 'moral'. To say that 'there', 'he', 'one', 'this',
and 'I', eto. are 'amplification' cues is not to
contradioct or denounce one's calling them previously
by the name of 'transition' cues. They are both
transition and amplification cues; they fulfil
complementary functions in one and the same process of
language perception. It is only that one is here
intereated in some exploration of the different
functions fulfilled by these and other uvnits of
speech.

Along these lines, one may read the results
shown in Table 1 of ZEntry 29. "That is the subject of
all arts," is a substitotion frame. "Whether it means
anything or not, " is & wmodification frame, prospectively
acting opon 'Ciardi being alive in the process’'.
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As for the list of amplification cuves, it is saofficiently
varied in scope, althoogh it comprises only three units.
The notion of 'experience' in this context happens to
be one of those delicate concepts, that can hardly be
communiocated even to artists, without misapprehension.
It therefore needs amplification in various ways.

One way, according to Ciardi, is to denote what it
means in the broadest possible terms: "It says,etc. ,"
goes the first cue. Meanwhile, & comparison is needed
to demonstrate the advantage of living through an
experience: " better, more richly than I do etc.,”
goes the second cue. That does not seem enough to
convince, not ohly & panel of fellow artists and
creative thinkers, but also & large audience of mixed
thoughts and mixed feelings. So, out goes the name of
Robert Frost again: "As Robert Frost said a while
back,etc.” The cue "as", followed by the particular
neme of Robert Frost, is calculated to usher in
amplifying information characterized by source
oredibility. As a matter of fact, one could 1ist more
cues under this category than just three: in a sense,
development of content items consists in amplification
all the way through. However, the most conspicuous
cues that could be listed systematically here may be
arbitrarily determined as units introdueing: 1)
comparisons implicitly or explicitly expressed; and

2) appositional statements.
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With respegt to contextual cues, there is
praetically nothing to add to what has already been
demonstrated in the previous ehapter about differentiated
eue elusters: how they are supposed te aeecumulate, and
how they eperate with the deceder in terms of primary
and reinforeement frames. What is closely related to
integration, however, is the ssheme of their operation
in terms of the three structural features of 'substitution'
tmodification', and tamplifieation?t.

A leok at the eontents of Table 2 for Entry 27 will
show how the total strusture of differentiated cue
elusters can be aceomodated within the three-
dimensional frame of reference. 'Juggling', 'sweeping',
and 'the artistic process' seem to be handled as
inter-changzeable substitutes: and so are the 'monks',
'Luce', and probably 'Millard Sheets'. The 'moral'
modifies everything said: anything 'intensely well
done', anything 'positively well done', ete. is,
according to Ciardi, synonymous with the artistie
experience. The whole parable as has been previously
alluded te, is an amplifieation of the notion of the
artistic process. Similarly, Table 2 of Entry 29
shows substitution in the inter-ehangeable character
of a poem as 'a momentary stay against confusion',
and as 'an experience of life caught'. It shows

modification through specifying the ephemeral nature
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of organization in the artistic experience. And it
shows amplification in terms of Robert Frost's
contribution to John Ciardi's initial statement
asbout the notion of experience.

Finally, the essential unity of both syntactic
and contextual cues seems to be reflected in their
fitness into the same scheme of integration, which
in Gestalt terminology is based on principles of
consistency and symmetry in the main. Through
sobstitution, modification, and amplification of
content units, the decoder is supposedly enabled to
perceive better consistency or more symmetry among

parts of the presemted content.

l, Assumption II

The scheme of integration cues seems to revesal
a binary principle in action.
2. Identification of Cues
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(Entry 33., Ciardi)
TABILE 1
Syntactic Cues

Sobstitotion Modification Amplification
(What) I am oon.. (When) you put Idea in action:
(What) interests behaves (when) (In) philosophy

Creative thinking:
<o i8 (what) portion/ around(which)

(He) said
tell me (how) irrationalities(that)

Basie things:
tell you (how) things (that)

(You) can't get ..
in (what) it means experiences (that) _ _ _ _ _
in (what) it does Profound obscurit.
the fact (that) (As)

told ve (what)

TABLE 2

Contextual Cues

)

Differentiated Cue Clusters

Idea Experience
idesas experience

ideas into monographs ideas into human being
portion of a life

enactment of idea



TABIE 2

Contextual Cues

— m—

I
it

e —— e ———

Differentiated Cue Clusters

experience
idea in action
in philosophy

idea pragmatic consequences
concept how human being behaves
thing in the ebstract accepts idea .. motivation

way of measuring ideas

idea experience
what idea means to human b.

what it does inside him
Mr, Neutra

'pure idea’ whole bush of dendrites

lost 16th cent. cause idea with all glands on
with 8ll fears on
with all anxieties on
with all Jjoys ready
with all irrationalities
basic irrationalities

emotions
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TABLE 2

Contextual Cues

Differentiated Cue Clusters

problem solving

rational

Dean of engineering
five steps

limit problem
qualitative analysis

quantitative mathematics

check quant. mathematics

creative thinking

mechanical implementation/ oreative thinking

chess playing
problem solving
problems to solve
defining 'girls’
qualitative anaiysia

quantitative mathematics

text-book ideas

basic things of life

get married

get married

beget child

die decently

cardinal points of life
hinge points

important points
irrationalities
profound obscurities

B marvellous obscurities
experiences .. stir us

resonance .. vibration







3. Interpretation

To repeat an earlier statement, the pattern
rostolated for the main linguistic features of
organization otilized for the integration of content
unite is presumed to underlie any reasoning process.
It is neither the reasoning process as it 'shounld be’,
nor even as it 'is', Wh' ether we reason or rationalize,
whether we follow an inductive or a deductive procedure,
or both, the underlying structoral features of
linguistio expression are presumably these two in the
main: 'substitutiont', and ‘modification'. A content
anit or & combination of content units is either
‘replaced?!, or '‘changed' in the course of reasoning.
It may be wholly or partially replaced; and in the
process of ohange, it may be gualified, tempered,
delimited, or else, expanded, broadened, developed,
etc. This duel scheme of integration cues does not
contradict the tripartite scheme being so far
expounded;: it only presents a possible reduction in
binary terms.

As a matter of fact, the operation of the
binary principle seems to be so pervasive as almost
to dictate a scheme of dualities all the way throogh.
In the first place, Table 1 for Entry 33 presents one
of two categories of integration cues, namely the

syntactic. A look at column 1 will show two varieties
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of substitotion cues: one occupying an initial position
in the sentence; the other occupying & terminal
position. It wounld be interesting to investigate the
relative significance of these two positions from the
point of view of the decoder.
Moving on to column 2, one observes two varieties of
modification cues: those in the upper part modify
both prospectively and retrospectively, according to
their position in the sentence. This has already been
discnssed in the previous examination of Assomption I.
Those in the lower part of the column most always
follow whatever they modify. They never precede it.
As it now stands, column 3 comprises two
types of amplification cues: one is distinctively
analogiocal and extensional; it often suggests a
comparison implicitly or explicitly. This type is
here represented by the unit ‘'as', It is as
distinctively analogical and extensional as 'and'
is distinctively ‘combinational', and as ‘then' is
distinctively 'transitional'. The other type 18 a
composite group of shift cues employed td introduce
the amplifying combination of items.
However, when column 3 is mashed into colomn 2,
the result will be & compound of two ohief elements:
one ocharacterised dy introducing further development

and extension (now amplification): and the other
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comprising different features of change (now
wmodification).

On the other hand, Table 2, whioch stands for
the other chief category of integration cues, namely
the contextoal, shows, in turn, & dual distribution of
these cues, as represented by the two columns of
differentiated cue clusters: one for the notion of
'idea', and the other for the notion of ‘'experience’.
It may be argued that the observable duality of
distribution may very probdbably reflect the two-sided
issue under discussion: 'form' versus 'content', and
that the Jjuxta-position of 'idea' versus 'experience'’
is probably foreshadowed by the two sides of the topic.
It is also possible that this basic duvality is a
characteristic of Ciardi's pearsonal style.

All this may be true to & certain extent. Observation,
howeger, seems to support the assumption that 'duslity’
is inherent in the very process of differentiation,
without which there could be no distribation of cunes,
no communication. A content analysis of any of the
@ntries treated in this study would invariably reveal
the binary structure of content in every case.

In Entry 4, for instance, the major content units
cluster around 1) the great art of the past; and

2) the empty art of the present. Entry 9 centres on

two points: 1) technical concern with raw materials:
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and 2) technical concern with human response.

Within this dual frame, the same features of
sobstitution and modification are observable aboat
contextual cues in Table 2 for Entry 33. In & sense,
8ll clusters under 'experience' are offered as
gubstitutes for those under 'idea'. The ‘whole bush
of dendrites' would replace the ‘'pure idea'; 'creative
thinking' would replace 'problem solving', etc.
Meanwhile, the notion of"pragmatio consequences' in
philosophy is adduced to amplify the 'idea in action'.
The notion of the 'basic irrationalities' is modified
by the very mention of the item 'emotion', and by the
thought of 'dying decently', etc. There is ample
evidence here of the operation of the binary principle.

l. Assumption III

In 1ntorporsona1‘oommunication over a controversial
issue, the total structure of content consists in

a 'systematic! integration of 'salient' contextual
cues, mﬁnipnlatcd on both sides of the controversy.

2. Identification of cnes
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TABLE 2A

Contextoal Cunes

Contention Reaction

Entry 2., Ciardi Entry 6., Fadiiman

rhy thm Lincoln's four score and ..
way of knowing idea operative

basic to form

poeum Idees of Shakespeare
not about idea a8 he expresses them
about experience cannot list them
Feature of Integration: Amplification

Exchanged Remarks:

Fadiman: Is that all what you meant, John?
Ciardi: That's very much & part of it.

Entry 9., Neutra Entry 10., Ciardi
best materials human guestion

human beings gsecond

Entry 18. Biardl Entry 19., Neutra
technical passion technology envelops us

loving medium wan, greatest subject
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TABLE 2A

Contextual Cnes

Contention Reaction
Batry 18., Clardi Eantry 19., Neutra
Fpature of Integration: Modification

Exchanged Remarks:

Neutra: To understand his responses and reactions,
I say, is the thing.

Cierdi: Absolately. We're saying the same thing but
coming at it differently, ete.

Entry 13., Clardi Entry 156., Stevenson
human question Mr. Ciardi right
gsecond materials first

Feature of Integration: Substitution for similar

Reference: Agreement acknowledged
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TABLE 2B

Contextual Cues

Contention Reation
Entry 4., Sheets Entry 12., Houghton
both terribly important balance of
form ideas form
fair equality rhythm
shape
line

addressed to .. human b..

Iincoln's four score ..

utilizcd to make a point

Feature of Integration: Amplification

Reference:
Houghton : I would like to come back to the support of
Mr. Sheet's point which was etc.

Entry 22., Sheets Entry 23., Cliardi
four score .. out of context nonsense

two different arts

problem
Feature of Integration: Subgstitution for different

expected

Reference: Disagreement declared
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TABLE. 2B

Contextual Cuoes

R —————— — — —
— = = = — ——

Contention Reaction

Entry 27., Ciardi Entry 26., Sheets

goetgx «e @XpPEerience

2

;ni~idoa e praise an idea
Entry 29., Ciardl Entry 30., Sheets
an experience praise .. great idea

Entry 31., Clardl

greater experience

Feature of Integration: Substitotion for different
Reference: Disagreement declared

3. Interpretation

In & communication situation like this, where
membere of the panel form two sides, the total
integration of contributions from both sides would
presumably be a product of the operation of cues

signalling approval on the one hand, and disapproval
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on the other. In terms of the basic three-dimensional
scheme postulated for integration cues, signals of
agreement between two or more members of the panel
would be associated with a 'substitution' of something
similar or with tamplification!'.

On the other hand, signals of strong disagreement wounld
be associated with a 'substitution' of something
completely different, or with mere rejection followed
by a pause of suspense. Half-way between are signals
of mild disagreement, which suggest some form of
'modification’,

All three types of signals have naturally
been transmitted, received, and reacted to by every
member of the panel. Table 2A for one side of the
controversy, andi Table 2B for the other side give
& briefing of the exchanged cues &t points of
contact. The question of the saliency of these ounes
is determined partly by their recurrence, as
previouely shown in Tablee of differentiated clusters,
and partly by their appearance as the points
'at issne’.

As for the sequence followed in these two
tables, it does not show the actual order of
presentation, but the order found to reveal the
systematic nature of the process of agreement and
disagreement, as corresponding to the postulated

pattern of integration cues.
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J. Ciardi, poet and poeirv editor of the Saturday Review

C. Fadiman, author, lscturer and crivic

N, Houghton, manag ing director cf the Phoenix Theater, New York

R, Keutra, Los Angeles architect

1o Shedbs, artisc designer and director of L. A, Art Irstitute

H, Qhevenaon? composer musician, chairumaa of the Ccmpositien
Dept., Unjversity of Scuthern Califorania.

Fhil Adams, director of the Cinciaonatl Art lMuseum
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Evening Session
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Anmouncer /

““Early in the discussicnrs John Ciardi had waae the
stateoncht that a rhythm is a way of knowing somethingh
Asked to elaborate on what he meant Mr. Ciardl said
Cinpd: 2.
B A vhile back I was interviewing Robert Frost vh ia
Florida and he put it uvh as well as I uh Itve ever heavd it
sala# Uh it's something that's bosn buzzing arcund the edge

£ my my head for a long timze end he he helpcd lccate ith
he said whon you stars a poem you 4on't knowwohre it'ts goingf
It's on its way uh and you don't know whare it's coming oud
but you do know wnon voa ve m,. sed it# Ua t\cn he said now
thers’s a question? How do you k ﬁow vhonn you've missed whab
you didn't know you were a.;minb abﬁ Ch and he éoesn't know#
You do knowi Tou do know whea you've missed i%7 You kuow
you hope you know when ycuve hit it tut you can be pos itive
you know when yau've missed it# Uh the v what he vnat he
had to say next on it was that the rhyiha s in it;? That's
that's your way of k"ovlnv itiF 50W9u“1xq abovt the wave length
of the way it gooes# Thsre's somelh 1; es primitive as the
teas of Fother Ccoses That's thav's uaw riivtba of the Eaglish
lanzuegef IL's tho meser of the racsd Uk there's there's
a kind of wey of goin=t In Eaglich it's tasically iambic
In other langusges 1» 1l i% gees other wavsyd Iu's a kind of
beas# ijanlc gsemien s# ¥agvher they'rm 2 seo eao Uil
visual 2s in a ss:;es of linss or ia tize as in a series of
sounds all stzuctura's 1&vn1?e§ in rhythf Structure is

L
dw Y 7 ere (
your vay of fovming a pnam 16 %8 vour rey of forming a4vbn¢ug}
B“ina_““ it to Qhao # Hay u&?@ Yo insist thas a rb"“ m is
a way of knowing Sfup,a¢nr § st icts vory casic o formy
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2,

It's a way of knowing something about ourselves# One of the
questions I'd like %o vaise is what sort of human behavior

is a poem# vhat is a human being doing when he writes a

poenf What is a human being doing when he receives a poemf
Because I'd I don’t know how the others would feel about

this but I want to say very emphatically a poem is never about
an ideaf It's always and only about the experience of an ideay
And that's a very different thing# It's what what an idea
feels like when you live in it# That is it is an experience
and it has to come to you at a pacef# Experience has to happen
at a certain ratef# And the rhytha of the unfolding as well

as the rhythm and and the wave length of the language are

the basic ways uh poetry has of testing the walidity of the
esthetic experience# It's the way one knows#

Annocuncer 3.

Conflict with John Ciardi's point of view was provided
by Millard Sheets# Responding to tae question is the big idea
more important than concern with the actual material medium
of the painter Mr Sheets said

Shhats 4.

They're both terribly important# And I think the
greatest art uh a s I look back upon the great arts of many
epochs contains both of these qualities in fair equality#

It seems to me that ... if we do look our own age comparatively

we must recognize that ... welve advanced ... I I believe very

honestly tremendously in the last 20 ... 25 years in America and

throughout the world in raising the level of esthetic understanding

and feeling about paintingf Putting it another way the

organization of a painting as a complste unit ... the accords -

of color the new concepts of handiing space within space

texture values and all the things that are part of the the

technical building of of a of a painting ... I think wadve

made a tremendous progress over the perfectly banal cheap

kind of literal painting that that degenerated in the late

19th and early 20th century where where realism was an

end in itself# But by the same token I don't think that

the things that we are producing to day in these large ..

quantities which are so much easier to produce than dealing

with great ideas will ever hold their place in terms of of

comparison with great art of of many epochs of the pastf

I believe that ideas and deep human values are permanent;

I don't think that the twantfet.h century has ruled those

out for a moment# I think that the experimental age that we've

gone through will contribute tremcndously to the younger

painters coming on in the next few generations who will

inherit with one stride new vocabulary now powery But it's
retty empty art if you compare it to great ideasf And I

think that the ideas will come back into art if we as a

society have the f the insight and the power and the force

to develop these ideas
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Adams 5.
Mr, Fadiman wants to speak of that too Mr. Shests
May hef

Fediran 4
I just want to add a little anecdote which may be

familiar to all of you involving the great French uh painter
Derain and the great French poet Mallarmei# Derain was a very
intelligent man who was a friend of Mallarme who once said
©o him Mallarme he said I cannot understand why I .eo I
cannot write postry as you do# I have such remarkable ideasf
And Mallarme said that's your trouble poetry is made with
words# not ideasf Now ... that mey seem paradoxicalf
You might say this is art for art's sake§ Not at all# '
The poet's ideas and the prose-writer's ideas are in the words
themselvesf They are not something which can be summed up#
What are the ideas of Shakespe No one knows# No one knows#
You cannot list themf And if your English professor here tells
Kml to 1list Shakespeare's ideas you must see that he is fireds#
ow that doesn't mean Shakespeare has no ideasf Not at allf
Not at allff But his notions about the world and you may call
them ideas if you will those notions are only perfect and clear
when they are ressed precisely as he expresses them and
in no other wa;?l{cw a great many ... I I in the course of m:
ggb as an editor I usad to meet a great many young novelists

st of them very bad young novelists but they had a lot of
ideasf# They're full of ideas# Really they had many more ideas
than Dickens ever had in all of his 1ife I assure you#
But the ideas were not of the sort that could be married to
this particular medium narrative proseff The first question
asked of Mr, Ciardi was in connection with what he meant by
his statement about rhythms# And of course he said he couldn't
.o answer you exactly and he's quite right# But I think we
can make it a little clearer this wayf We can say ... suppose
I gave you two datesi Here's one dat. Eighty seven years ago#
Here's another datef Four score and seven years ago# Now both
the same date aren't they# The first date has no rhythmf The
second date has rhythm# Mr., Ciardi could tell you just what
rhythm that is and why it is that Lincoln chose to say that
rather than eighty scven f## Now the second statement i3 a
different statement than the first statement# Curiously enough#
The fact is the samef The statement is differenti The statement
four score and seven years agzo i3 the bsginning of a grett
idea and you know what the idea was You've read the Gettysburg
Address# And we remember that idea is operative # The idea
would be less operative if Lincoln had said eighty seven years
ago# Does that make ..o I8 that all whet you meant John#
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Ciardi 7 ’

That's very much a part of it# This this is such
a basic and true notion and yet i%'s one the audience resists
so uch# As soon as I've bad this experience uh uh ever since
I began vith the Saturday Review if you try to say anything
technical abeut the art form that means you have no human
feelingsf Uh that that means you hate beauty uh and you're
not really a very good husband or citizen# It's it's it's as
if a musician destroyed his humanity bg being technically
concerned about ... notation or about the way the hands behave
in the business in the business of vh playing the pianoff
People think consistently that so long as their souls are
beautiful and intense they're poets# Now I think there are
many beautiful and intense souls delivering sermons for
example delivering perhaps beautiful and intense sermons;
But they're not poems# Poetry is a technical art# All arts
are technical# And until the passion is technical it doesnt
go# I made an aphorism for that oncef# Till passion is technical
kisses are blubberf# Uh the that's that's you've you've got
to be both the human fesling and the technical passion have
to be on

Adamsg §.
Mr, Neutra would like to speak to that toof

Neutra 4.

Well uh porh-ga the material of the architect is
a little bit more complex and shifting than the material of
the poet and that's why I would vh I could make & much
clearer statement about it from my point of viewf About 30
or 35 or LO years ago modern architecture started to be
explained to the Philistines and to 2ll the good people
who didn't know why we need a new architecturef You know
uh we have &ll these new materials we have the stainless
steel and the plastics and the reinforced concrete what
have you and we can't go on with this old stufff The material
was put ahead of everything else and it is my .. considered
opinion and 'so I can easily say and beyond suspicion that
I haven't used new materials in a daring wayff I would say
that all these material considerations are very much in second
place in my in my mind# I do think that the best materisai
the architect ever gets under his hands are the human beings
who are his cl:lentsg And uh to understand human beings to
be fascinated by understanding their responsiveness their
responses their reactions is the great art of structuring
an environment and arranging stimuli for them# Whether it's
for their eyes or for their ears or for their auditive reception
or for their thermal reception or for their inner ear sense
of position or acceleration and so forth# He has to understand
human beings and this is his material# I suppose that every
issue of the trade magazines bring new meterials and new
engineering and new installations and they are always played
up as the decisive facfor in architectursf# But once upon a
time archetecture was concerncd with eternal issuesf



Ciardi /o

¥May I May I ask one question of that Mr Neutra#
Uh I'm interested in your eaphasis but can you can you go
on to the human question until you know what stone will do
and what reinforced concrete will do and what steel will
do and what glass will do and what plastic facings will do#
Uh until until your knowledge of these materials is such
that you you can put them in second place#

Neutra /7.
Most assuredly I have to know first the human beings

before I know what a cold wet stone will do to my skin where
I have heat losses# The biological side of it and the
empathic side of it understanding human beings and systematically

erstanding them is the premise to know what to do about
stainless steel and any other thing# I have to understand
physiological optics before I can know how to use glass
mirrors and so forth# I don't start with mirrors and glass#
And this is the great fault of Park Avenue re uh renewalf

Houghton /2.

It would appear off hand that this panel is moving
in that age old discussion of form versus content over on to
the side of form# And uh let's not worry about whether we're
saying anything at all# Uh the important thing is the woré
the rhythm the shape the line uh and I would like to come
back to the support of Mr, Sheets' point which was that
form and rhythm and shape and line in themselves are not
enough and that somehow there must be the balance of this
form and shape and rhytlm and line addressed to something
that relates to human beingsf I don't think anybody would
really dispute me but the uh may be they would this panel
I think wouldi But we have heard so much emphasis on the
formalism on the formal materials as opposed to what use these
were to be put to that I would like to to try to put my
weight back on the side of of suggesting that certainly
four score and seven years ago is better than eighty seven
years ago and one does understand the meaning of the
difference but Lincoln was utilizing the phrase in order
to make a point and he had something to sayf And he wasn't
Just playing with words for the sake of the words in
themselvesi They were the material which was a means to an
end and the end was something that he had very much close
to his heart to say to other people and the content is
important along with the form in which it's said#

clardi, /7.

I'd like to ask William Butler Yeats that question
uh and his answer is O body swayed to music o bright'ning
glance how shall I tell the dancer from the dancei You can't
:;{lrat.o these things these two thingsf There's no dancer

ess .., the the dance is nowhere until someone dances it
and he's not a dancer until He's dancingf
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Ademg /4.
I*'d like to ask a rmsician who practices the most
urely artificial and abstract of all art forms# Mr. Steven
ow do you speak to this pointf

Steversocn /5.

I think that Mr, Ciardi has ths the right point of
viev# I can't conceive of the kind of musie that would
interest anyone without absolute control of materials first#

Ciardi /6.

= Really what you're acsking is that when you say you
want a poet to have ideas or an avchitect to have ideas or
en artist to have idass 21l you're rseally asking is that he
be a human being# Uh end I don?t think that's too much to
to grant the the artist# Uh I don't cara who he is the chances
are he's a human beingi If he's a small human being hs'll
pay srall things about being humanf He will have small
exporiences in his art# If he's a largsr human being he
will have larger ones but the only way he can have an
experience in his art form is technicalf# But uh you see
that's that's the dirty word# Ons thinks immediately

empty correctnessy Un that's the rot it at allf Its the

way of going# The language must be spoken#

Ademg 17

I think it can be rather arbitraryf As Mr., Neutra
pointed out even lightning bugs have passions#

Cisydi /4>

But I'm saying what's wrong with having a technical
pagsionf# What's wrong with loving your mediumf# What's wrong
with believing that the only way you can get expressed what
you are is through your mediumf

Novtra /f-

"~ Well technology today which envelops us in such a
terrible fashion has produced unbearable situations biologically
unbearable situations in our cormmunity in our citiesf We have
been so in love and the techaicizns and ths technologists and
also the architects with materials that it was overlooked
that man the consumer is the greatest subject# To understand
his responses and reactions I say is the thing#
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Ciard] 20-

Absolutelyi We're saying the same thing but coming
at it differently uh may be across the hedge of of uh our
different art forms we see this differently# But a poem is
not something saidf It's something happening# And how does
it happen unless one engages it in the terms of what it's
already startedf Uh if you're going to write music you have
to you have to watch your uh structuresf If you violate your
premises you're going to be in troublef If you violate your
technical premises you're going to be in trouble# No one
objects to a pianist being worried sbout what his fingers
are doingf Uh he couldn't be a good human pianist without
worrying about what his fingers are doing# Uh no one objects
to this in a dancer# Uh yet if a poet says that he is in
love with the way one thing flows into another in his poem
he's lugposed to be empty technically# This is the only way
he can be human within his formf#

Announcer 2/
A question which seemed for a moment to

unanswered ﬁvvidad one of the best expressions o?the view
int of Millard Sheets# The panel was asked what the{ meant
y the word art and whether they were not in fact talking

about several different things when they used the word art#

Sheets 22.

I think this this question is one of the most
pertinent questions that has been ask In other words we
are talking about several different kinds of art# What's
true in music it doesn't have to represent an idea or
a content# It isn't literature it's music# It's a special
area of human feeling that best expresses itself through
tone rhythm and all the other definitions that you might
give for music# But in the word in in the art of literature
you have another problemi# You're not dealing with mere
rhythm alone you're dealing with ideas# The four score and
seven years ago is out of context# It's imposrtant# It's
terribly important the definition that uh the comparison
you've given Mr, Fadiman# But it's not the basic reason
that respect that particular address# It isn't just the
rhyth;; There are some basic ideas concepts feelings beliefs
that were very clearly uniquely stated# Now I feel that the
the problem that we are talking about here is is one that
we can be we can leave everyone confused about by merely
stressing the importance because we are nearly always as
aptists as critics on the defensive about what constitutes
an organic work of art# The form the manner in which it's done#
And therefore we are a little prone to go over on that side
continuously and defend the importance of the formf But I went
to a lecture one time which someone summed up like thisf
He uﬁeaka and writes beautifully# Of course he doesn’t say
anything but it's just fascinating to hear him speak# I donmt
think we hage time in a world like this to listen to things
that are just ag:kon well that never say anything# I would love
to hear music that doesn't say anything that is written
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beautifully# But they are talking abecut two different arts
and I think we've got to face the fact that this is our
problen;j

Ciardi 23
But that's that's nonsense Mr, Sheetsf I mean that's
the kind of thing one says#

Sheets 24 -
That's bad#

Ciardi 25

I mean this remark that you quote is a piece of
nonsense# May I take about three minutes to give a a
parablef I ub o0 I

Aggag 26
Speak master#

Ciardi 2 7
Uh I think it mey have something to say# Uh there's

a lovely short story of Anatole France's and I want to make it
into a parable of what goes on in the artistic processf .
You recall the juggler of Notre Dame uh went through France
for a long time and made himself a good living by juggling#
He would get to a county fair and spread a rug on the ground
and get down on his back and toss balls up in the air and
Juggle them with his hands and his feet and his nose and
all went well and he made a good living out of it# Then some
gears later one winter ill and broke and homeless he found

imself wandering down a back road of France and he came
to a monastery# The brothers took him into the monastery and
they kept him through the winterand tended himf VWhen spring
came around he found himself recovered# He was well# But he
decided he didn't want to leave this monastery# He was going
to stay there he had found a little island of peacef But he
also discovered that this monastery was dedicated to the
praise of the Virgin and he liked that# But all of the monks
were specialists of some sortf One wrote hymns in praise of
the Virgin and one raised flowers for her altar and another
1lluminated manuscripts and another did decorations of a sort
and only the juggler had nothing to give her# So he took to
sweeping out the chapelf But one day while he was sweeping out
he was taken by an urge to to do something real for the Virgin
and he took out his mat and juggled for herf There There There
after he uh he began to sneak in little sessions of Juggling
before the statue while he was cleaning out the chapel%g
And one day one of the monks looked in and saw this happenin
and called all the others and said Desecration of the templ
This is what the what Luce says about the novel every once in
a while the desecration of the templef And the monks looked in
through the window and sure enough there was the juggler juggling
in front of the statuef They were just about to run in
and throw him out when they saw the Virgin come down from
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the pedestal and wipe the sweat from the juggler's browf

And I uh I'11 leave vou to pick out the moralf#f I th I think
it's a real one but I think the gist of it is that anything
intensely well dene any anything positively dons any good
shape 1s a praise is a statemeant is an experiencej

It*s a prayery I don't know how much more meaning there is
than that# Mr. Sheets saya poetry i3 about ideasf I have to
go back to my original phrasingf# It's not sbout ideas#

It's about the experience of ideas and basically the one idea
that a poem has to give is praisei# It says I make thisy#

Sheets 2 J~
That's an idea#

Clazdi 2% A

| And and it's it's it's an experience# It says
in making this I live better mecre richly more truly than I do
by not making this# Whether it means anything or not I'm
more alive in the processi As Robert Frost said a while
back a poem is a momentary stay against confusionf You can't
get clarified to stay sof Uh you musn'¢ think that# You have
to do it all over againf But for a minute the poem clarifies
a thing# It uh it's an experience of life caught# I think
that is the subject of all art#

Shcets 3 o
I think praise is a great ideaf

Cizrdi 37/
I think it's a greater experiencef

Annovnecer 34
John Ciardi was asked 1f he was not when he writes
a poem in fact trying to convey an ideaf

Ciorgi 75.
~  Uh no it is nct an idea I want to convey to the

readerf Let him find his owa ideas# I'm trying to give him

an experience# Uh yes ideas existf I leave those to academicians
10 put into monographsif What I'm conveying what interests me

is when you put this idea into a human being what porition of

a 1life follows in the enactment c¢f this ideaf# That's an
experionceff It's the idea in actionf Uh if you wa in philosophy
they speak of pragmatic cogseqnences# Semetimes it's hard to
svaluate an idea a concept# The o The only real mceasure turns
out to ve .., all right I don't know how to define this thing

in the abstractf But tell me how a humen being behyes whea he
accepts this idea as a motivation and then I'1l tegl you

how I feel about 1t# That's a way of measuring idoas you seei
Eut it's the experience # All 211 I'm interested in for any
idea is what it msans to a human being what it does inside
hiw# Uh ¥r, Neutra was speaking earlier of the fact that

here’s no such thing as pure idea# That was a lost 18th
century cguSe# Toulve got this whole bush of dquritgs‘arggnd
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your glands on with all your fears on with all your anxieties
on with all your joys pmady with all your irrationalities#
And I refuse to be rational about this process# It's not a
matter of problem solving# Uh it's it's a matter of those
basic irrationalities we call the emotions and that do the
most important things of our lives# Uh I found myself on a
panel with the dean of engineering# And this panel was called
a panel on creative writing# On creative thinking# And he
told us what creative thinking wasf He said it consists of
five steps you define the limits of your problem uh you
perform a qualitative analysis you then perform the
quantitative mathematics check the quantitative mathematics
and find the mechanical implementation of your solutio

And that's not creative thinkkng that's chess playingf
That's problem solving# I have a great deal of respect for it
we all have problems to solvef But I defy you td do any of
the basic things of a life in these terms# You can't get
married this way by defining the girl and performing
qualitative analysis and quantitative mathematics#

You cant get married you can't beget a child you can't

die decently this way# And all the cardinal points of our
life all the hinge points all all the things that make our
lives important to us are irrationalitiesf They're they're
they're full of very profound obscurities as the Bible is
full of ringing marvellous obscurities because they involve
these experiences that stir usf# Resonance is the word heref
Therhe a vibrationf That is nothing to do with testbook

ideas as stated#



APPENDIX II

This study has as many implications as can
be applied to message decoding in any form of
inter-personal communication. When research of this
type 1s forther developed, the time may come when
speaking 'and'! listening can be taunght by notation.
Playing it by ear will, of course, roﬁain the
privilege of those who either lack training, or do
not think it necessary to have such training. The
rest will have access to information of increasing
precision about how messages need to be encoded on
the basis of how they are decoded.

One of the implications of thise gtody ie
that clarity of message content may be provided for
in terms of cues, associated with specific features
of perceptual organigation. The value of manipolating
these cues in such a way as to achieve 2 well
organized content has always been hagily perceived.
Because the concept of organization itself has been
vague, what constitutes a cue to sach information
could not have a clearly defined function. As a
matter of fact, the very notion of 'cuing' in this
context may have been just initiated in this study.

158
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One would normally hear about 'well chosen words',
and 'well constructed sentences', or about discourse
characterized by 'unity', 'brevity', 'variety', etc.,
withoot ever getting to the roots of revealing a
basic pattern of organization encompassing all these
items.

The problem of how to improve speech or
writing has been more often than otherwise attacked
from the point of view of 'vocabulary' or of 'grammar!
in the narrow sense of 'linguistic' grammar, which
whether 'prescriptive' or 'descriptive', must be
recognized as & body of summary statements about a
'gode'. What should receive more emphasis is the
granmar of 'messages', as content-in-form, 'intra’
a8 well as 'inter-sentential’; and the psycholinguistic
perceptual ‘'grammar', introduced inm this study as
cues and categories of organizational information.
The first two chapters on contouring and accentuation
cae8 emphasige the importance of the prosodic features
of speech, as consisting in their capacity to outline
and demarcate the structure of content vnits in a
more or less general way. This is not to say that
representational mediation would cease to operate,
bat that it would operate in unison with the referred

to organigational cues.
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At the integration level, this is borne out
by the possible division of cues (in the next three
chapters on transition, combination, and integration)
into 'syntactic'! and 'contextuoal'. Syntactic cues are
immediate constituent, or level, cues. They are both
stroctoral and 'semantic', i.e., representational.
Contextual cues are both semantic and 'structuoral’.
The cune clustering phenomenon operates on the same
principle of complementary distribution observed
about allophones as related to phonemes.

In brief, according to the orientation and main
thesis of this study, it is recommended that the
listener's or reader's expectations be given priority
of consideration in any attempt to tackle problems

of inadequate verbal communication; that organiszation
of content in & broad sense, based on psychological
principles, be the focus of investigation.

In inter-personal commuonication, the value of
fluoency and speed is very often exaggerated. If we
mean to 'communicate', it does not always pay to be
ready with 'worde'. The chief characteristic of
fluency is ‘'profusion', which is in many cases lacking
in organisational cues. Particularly in a critical
age like ours, spesakers, salesmen, &ll public
relations people, including teachers, might do well

to contribute to research in this connection.
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Probably the most distinctive feature of personal
style in speech or writing is organization. So far,
almost nothing has been done, that the author is
aware of, in terms of investigating the relative
potency of oral cues relating to organization.

More experimental work along these lines
would give & tremendous push to the study of
individuval style. The foous would then shift to
oral communication, which in itself is a big gain,
especially if the aim of study is to improve the
ability to predict in the face-to-face situvation.
In oral inter-personal communication, more cues are
available than in written communication. Particularly
those cues that tell more about the individual are
usunally the ones we miss in analyzing written messages.
For instance, speaking only of the organisational
agpect, when we analygze oral communication, we have
8 chance to study pause and hesitation phenomena,
which are almost completely obliterated in the written
form. We can project accentuated items of content with
great ﬁrooision. We can probably detect signs of
certainty or vncertainty, applicable to the commonicator,
his audience, or his topic, from a study of the
features of 'redundancy’, which in this investigation,
is given very broad implications.
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The situation effeoting the decoder's ability
to predict forthocoming events in a message may be
described as entropic in so far as it presents
ancertainty to him. Such a sitvation is supposed to
lose as much of entropy as it gains in redundancy.
Research dealing with transitional and other
integrational phenomena would provide ample chance of
seeing these concepts in application. One may choose
to consider the effect of pause and hesitation on the
decoder, as he tries to put the pieces of the puzzle
together. Pauses of particularly longer duration, which
fall between syntactic junctore points, and thuos seem
to interrupt the continuous flow of speech, are
agsumed to correlate with the rise of entropy on the
part of the decoder. They operate as ‘noise’.

While the normal joncture pauses are an aid to the
decoder in & process of structuring relationships,
hesitation pauvses are & hindrance. It is suggested
that hesitation pavses be experimented on in field
study situations, with the aim of determining their
offect on organization.

Finally, this study has various implications
for research in language learning. With the focuos
gathering on the 'message', as content-in-form, both
'vocabulary' and 'grammar' will be viewed in truer

perspective. Research could demonstrate to teachers
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and learners how 'words' stand for content units,
sometimes as separate, and sometimes as combined 1tems.
It could demonstrate how the code-structure students
are tanght at school is actually embedded in a
psyocholinguistic structure, based on principles of
similarity, contiguity, contrast, etc.

It could demonstrate how the organization of content
units is inseperable from the so-called 'word order’',
and how sentence order is as importent as 'word order’'.
Meanwhile, focus on the 'message' as content-in-form
would rid language learning of the artificialities of
code analyses. Learners would naturally be interested
more in a study of how 'individual messages' are
fcommunicated® than in suvmwmary descriptions of how
'language' operates in general terms.

And, as far as speech training is concerned, research
could show that more is involved in improving
articulation, for 1nstanoo, than a mere sharpening of
blurred edges across word boundaries, to facilitate
aunditive reception, namely the provision of
organigation cues. Also, teachers telling their
gtudents to introduce more 'pitech variation', would
come to realigze that this is desirsble, not only for
the sake of change, not only to avoid monotony with

8 resultant drop in attentive reception, but

particularly to provide the decoder with more
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organizational cues.

In brief, the more research gets communication-
oriented, the more it is directed to the investigation
of relationships between linguistic and non-linguistioc
rhenomena, the more meaning language would have for
both speaker and listener. After all, when we speak

or listen, we communicate with somebody somewhere.
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