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ABSTRACT 

A RHETORIC OF DELIVERY 

LINDA ANN MCFERRIN COOK 

AUGUST, 1991 

This research defines delivery as having several 

features of oral discourse which extend to written 

discourse. The study traces the development of delivery 

and provides a diachronic analysis from the classical 

period, Middle Ages, and Renaissance to the eighteenth, 

nineteenth, and twentieth centuries. The ancients' concept 

of delivery includes voice, tone, gesture, and facial 

expression. Modern parallels to these considerations can 

be extended to written voice, rhetorical tone, and visual 

appearance of the written page. 

Written voice as a concept of delivery shares traits 

of the spoken voice since each channel achieves emphasis 

through eliciting auditory effect and displaying rhythm. 

Rhythm underscores the words, adding a dimension that 

contributes to the written voice which readers create 

audibly in their own minds. Thus, auditory effect and 

rhythm serve as signs or avenues which readers utilize to 

interpret discourse. The engagement of the audience with 

the text determines the interpretation of the signs. 
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Likewise rhetorical tone pervades all discourse. 

Present in both oral and written discourse, tone is a 

quality of sound that people sometimes confine mistakenly 

to a sound of distinct pitch. Writers can establish 

rhetorical tone through their utilization of three appeals 

or artistic proofs, identified by the ancients as ethos, 

log o s, and pathos. Both writers and audiences can clarify 

and interpret the tone of the voices in the discourse by 

util izing the particularly effective means of analyzing the 

ethos , logos, and pathos which set the tone. 

Also, gesture and facial expression form a distinct 

fe ature of oral communication; the written corollary 

implies the visual presentation of typography, margination, 

a nd ink. To display the versatility of the concept, this 

study considers visual signs in serial advertisements 

i ntended ultimately to persuade audiences. 

By amplifying the writer's and the reader's 

understanding of classical rhetoric through applicatio~ to 

literary works by William Shakespeare, Jonathan Swift, and 

Alice Walker as well as through the persuasive discourse of 

advertisements, this study has expanded classical rhetoric 

in the modern age. In addition, the study enhances 

understanding of the relationship of the discipline of 

rhetoric to English and American literature. 
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CHAPTER I 

DYNAMIC DELIVERY 

Delivery deserves deference. Long before the 

invention of the printing press, rhetoricians have been 

drawn toward written communication. Although the ancients 

considered delivery important, twentieth-century theorists 

have either ignored it or aligned it with style. Just as 

Quinti lian combined the canons of invention and arrangement 

because he believed that they were coordinate and thereby 

inseparable functions, modern rhetoricians have fused the 

canons of style and delivery in the belief that they are 

indivisible entities in the process of communication. 

Whether the communication is oral or written, the canon of 

de livery holds rhetorical strategies important in the 

t wentieth century just as they were in the ancient world. 

The precepts of the ancients, which include 

c onsiderations of voice, tone, facial expression, and 

gesture, can be traced through the Middle Ages, 

Renaissance, eighteenth, and nineteenth centuries. Of 

course the ancients viewed rhetoric as applying to oral 

communication only. A twentieth-century concept of 

delivery draws upon many influences from the ancients; the 

considerations of the ancients expand to twentieth-century 
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perceptions of written voice, rhetorical tone, and visual 

appearance of the written page. 

Albeit classical Greek rhetoricians record the value 

of delivery, they formulate few principles in their 

wri tings. Classical Roman rhetoricians accept both 

challenges: to reaffirm the value of delivery and to set 

forth doctrines. 

2 

Although classical Greek rhetoricians may have 

neglected to record the concepts of effective delivery, 

both Greeks and Romans adhered to the same principles. A 

telescopic survey reveals the principal positions on the 

concept of delivery. First, the author of Rhetorica ad 

Herennium proclaims the inextricable link of delivery with 

the other canons: "Skillful invention, elegant style, the 

artistic arrangement of the parts comprising the case, and 

the careful memory of all these will be of no more value 

without delivery, than delivery alone and independent of 

these" (190). Some of this author's contemporaries have 

deemed delivery the canon the most useful to the speaker 

and the most valuable for persuasion. Although the unknown 

author maintains that no single canon can be considered the 

most important, he speaks for the majority of his 

contemporaries when he maintains that delivery has great 

usefulness (189). 
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Also, Quintilian affirms delivery's usefulness when he 

proposes that the skill with which rhetors deliver the 

discourse is more important than the nature of the material 

they have composed in their minds (11.3.2). Quintilian 

espouses the tremendous value of delivery when he declares 

that "for my part I would affirm that a mediocre speech 

supported by all the power of delivery will have more force 

than the best speech devoid of that power." He maintains, 

"That is why Demosthenes, asked what was primary in the 

whol e task of oratory, gave the palm to delivery, and gave 

it second and third place as well." Because Quintilian 

notes Demosthenes' emphasis on delivery, many rhetoricians 

conclude that Quintilian regards delivery as not merely the 

first but the only virtue of oratory (11.3.5-6). 

A brief summary of ancient world observations of 

d e livery practice reinforces Demosthenes' emphasis. 

Several examples will affirm the value of delivery in the 

classical world. Philodemus in Rhetoric, edited by 

Sudhaus, declares, "Of the six, or, as some hold, seven 

parts of rhetoric, Athenaeus [second century B.C.] says 

that the most important is delivery" (1.193). Longinus 

believes that "delivery is of greatest importance for 

proof"; Thrasymachus maintains that delivery is given to 

people by nature, not by art; Diogenes Laertius lists a 

work on delivery by Theophrastus, probably the first 
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rhetorician to make delivery the fourth canon to the 

al ready present invention, style, and arrangement. L. 

Plotius Gallus advises orators to choose gestures which 

agree with the content of the speech (Quintilian 11.3.143). 

In the classical Greek period, Plato (427?-347? B.C.) 

records his ideas about rhetoric in the Phaedrus. His 

ideas influence the entire concept of delivery, 

particularly the concept of the discourse of the spoken 

word. The Phaedrus aligns oratory, or the spoken word, 

with the knowledge of truth. In the dialogue between 

Socrates and Phaedrus, Plato defines rhetoric by having 

Socrates explain that" ... rhetoric, taken as a whole, is 

an art of influencing the soul through words, not merely in 

the law courts and all other public meeting places, but in 

private gatherings also." Rhetoric serves "the same 

[purpose] when concerned with small as with great matters 

and, to put the matter in the right light ... to be 

esteemed no more when involved with important affairs than 

it is when occupied with the trivial" (261). 

Plato allows "Dame Rhetoric" to defend herself by 

asserting: "What in the world is the point of this strange 

nonsense, gentlemen [Phaedrus and Socrates]? Remember that 

I bring no compulsion to learn the art of speech on anyone 

who is ignorant of the truth. . " Continuing, she 

explains, "indeed, if my advice is worth anything, a man 



should not resort to me until he has learned the truth." 

She exclaims, "Yet this boast I can make: without me even 

the man who is thoroughly familiar with the facts will be 

not a bit nearer to the art of persuasion" (261). 

5 

Also, Plato records Socrates' teaching that the 

discourse of the spoken word evidences effectiveness if 

that discourse displays knowledge of the soul. He compares 

rhetoric to medicine because "in both cases you [the 

rhetor] must analyze a nature, in the one that of the body, 

in t he oth9r that of the soul." Continuing the analogy, 

Socrates explains to Phaedrus that the rhetor convinces the 

audience through the soul's emotion rather than the mind's 

log i c because a rhetor is "going to proceed scientifically, 

not merely by empirical routine, to apply medicine and diet 

to create health and strength in the one case--while in the 

o ther to apply proper words and rules of conduct to 

c ommunicate such convictions and virtues" (271). In his 

analysis of Lysias' speech, Socrates demonstrates that "a 

man who does not know the truth, but has only gone about 

chasing after opinions, will produce an art of speech which 

will seem not only ridiculous, but no art at all" (273). 

Plato contends that the spoken word's ultimate test hinges 

on the plumb line of truth and honesty. 

A contemporary of Plato, the Sophist Isocrates 

(436-338 B.C.) considers delivery important, for he 
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expl ains that anyone may acquire "a knowledge of the 

elements out of which we make and compose all discourse" 

without considerable difficulty if he "entrusts himself, 

not to those who make rash promises, but to those who have 

some knowledge of these things." Nonetheless, Isocrates 

recognizes that much study awaits a person who desires "to 

choose from these elements those which should be employed 

for each subject, to join them together, to arrange them 

properly." He adds that one should not "miss what the 

occasion d0mands but ... adorn the whole speech with 

striking thoughts and ... clothe it in flowing and 

melodious phrase." Isocrates believes that these tasks 

demand a "vigorous and imaginative mind," coupled with 

adequate practice (16). 

Also, Isocrates expects the rhetoric teacher to 

demonstrate the principles of the art "with the utmost 

possible exactness as to leave out nothing that can be 

taught" so that the "students who have taken form under his 

instruction and are able to pattern after him will, from 

the outset, show in their speaking a degree of grace and 

charm which is not found in others" (16, 18). In spite of 

the importance he places on delivery, Isocrates fails to 

record specific instructions on how to accomplish it 

successfully. 
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Likewise, Aristotle (384-322 B.C.) also considers 

delivery important, yet he too fails to codify his specific 

ideas. In his Rhetoric, Aristotle defines delivery as 

"three things that receive attention: volume, modulation of 

pitch, and rhythm." He acknowledges that "success in 

delivery is of utmost importance to the effect of a speech" 

but r ecognizes that "the subject hitherto has been 

neglected ... for not until late did the art of delivery 

make its way into the arts of tragedy and epic recitation, 

since at first the poets themselves delivered their own 

tragedies" ( 3. 1) . 

Acknowledging that no systematic treatise on delivery 

exists , Aristotle explains the reason: "the whole subject 

of s tyle [utterance, lexis] was late in coming to the 

front" and "delivery is regarded as something vulgar." He 

predicts that "when rhetorical delivery comes to be 

studied, it will have the same effect as the art of acting 

has had on the drama." Aristotle recognizes the 

inextricable link between effective delivery and successful 

communication since "the whole affair of Rhetoric [sic] is 

the impression [to be made upon an audience]; and hence 

delivery must be cared for, not on grounds of justice, but 

as something we are bound to do" (3.1). After a brief 

survey of the classical Greek period, observers may deduce 

that, although the Greeks countenance delivery as a viable 



rhetorical canon, a theory of delivery did not come into 

existence until the classical Latin period. 
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The classical Roman period supplies three 

rhetoricians: the author of the Rhetorica ad Herennium, 

Cicero , and Quintilian; their works codify and demonstrate 

the c anon of delivery. The oldest surviving written 

document in western civilization on delivery, Rhetorica ad 

Herennium, considers the topic because "no one else has 

written carefully on this subject--all have thought it 

scarcely possible for voice, mien, and gesture to be 

lucidly described, as appertaining to our sense-experience" 

(190 ) . Further, the author of the ad Herennium explains 

that the subject of delivery deserves attention "because 

the mastery of delivery is a very important requisite for 

speaking" (190). 1 

The ad Herennium treatise defines delivery as "the 

graceful regulation of voice, countenance, and gesture" 

(7 ) . The two broad areas of consideration include voice 

quality and physical movement. Further, voice quality has 

three features: volume, the gift of nature; stability, 

gained by cultivation; and flexibility, achieved by 

exclamation exercises (193). Communicators can conserve 

stability by avoiding sharp tones which damage the 

windpipe, an offensive practice of the Asian orators. Some 

of the Asian orators include Menippus of Stratonica, called 



the "most eloquent of all the Asiatics" by Cicero in his 

Brutus. Also, Cicero hailed Dionysius of Magnesia, 

Aeschylus of Cnidos, and Xenocles of Adramyttium as 

esteemed "first rhetoricians of Asia" and "principal 

orators of the country" (De oratore XCI). 
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In contrast to the Asian orators, Attic orators 

advocate introducing a speech with a calm, composed vocal 

quali ty which allows the vocal apparatus to warm up. 

Occasional long pauses are certainly acceptable so that the 

windpipe has rest. The writer encourages vocal variety 

when he exhorts his readers to "relax from the continual 

use of the full voice and pass to the tone of conversation; 

for, as the result of changes, no one kind of tone is 

spent, and we are complete in the entire range." He also 

encourages communicators "to avoid piercing exclamation, 

for a shock that wounds the windpipe is produced by 

shouting which is excessively sharp and shrill, and the 

brilliance of the voice is altogether used up by one 

outburst." He concludes that speakers should be grateful 

to nature because "what we [rhetors] declare to be 

beneficial for conserving the voice applies also to 

agreeableness of delivery, and, as a result, what benefits 

our [rhetors'] voice [sic] likewise finds favour in the 

hearer's taste" (195). 
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Additionally, the author discusses delivery in terms 

of vocal flexibility or tone, subdividing into the 

foll owing categories: (1) conversational tone which is 

relaxed and closest to daily speech; (2) tone of debate, 

which "is energetic and is suited to both proof and 

refutation"; (3) tone of amplification which either "rouses 

the hearer to wrath or moves him to pity." Conversational 

tone can be further subdivided into the dignified, 

explicative, narrative, and facetious (humorous); the tone 

of debate can be either sustained or broken; the tone of 

amplification is hortatory (moves to wrath) or pathetic 

(moves to pity) (199). The author teaches that tone 

requires variety which depends upon the purpose and emotion 

conveyed. He suggests that tone be adjusted to the content 

and the words: "Then, corresponding to the content and the 

words, we shall modify the delivery in all the kinds of 

t one, now to sharpness, now to kindness, or now to sadness, 

a nd now to gaiety" (201). 

The author also discusses physical movement, or, "a 

certain control of gesture and mien which renders what is 

delivered more plausible." Facial expression should show 

modesty and animation, and gestures should not be 

conspicuous. Gesture, then, should correspond to tone. 

The writer illustrates two different conversational tones. 

The first is "the Dignified Conversational Tone," for which 



11 

"the speaker must stay in position when he speaks, lightly 

moving his right hand, his countenance expressing an 

emotion corresponding to the sentiments of the 

subject--gaiety or sadness or an emotion intermediate." 

The s econd is "the Explicative Conversational Tone," for 

which "we [rhetors] shall incline the body forward a little 

from t he shoulders, since it is natural to bring the face 

as close as possible to our hearers when we [rhetors] wish 

to prove a point and arouse them vigorously" (203). 

The concluding directive validates delivery: "Good 

delivery ensures that what the orator is saying seems to 

come from his heart [soul]," a requisite essential to 

Plato' s concept of delivery which rests its standard upon 

truth, honesty, and sincerity. The ad Herennium author 

rej ects the notion that delivery overshadows the other 

rhetorical canons. He does, nonetheless, agree with 

Quintilian that delivery has a "marvellously powerful 

effect in oratory" (11.3.2). 

Like the ad Herennium author and Quintilian, Cicero 

(106-46 B.C.) acknowledges the powerful effect of delivery 

in oratory. While Cicero deems all canons of rhetoric 

important, he recognizes that the canons of invention, 

arrangement, style, and memory depend upon delivery for 

effectiveness. He declares that "all parts of oratory 

succeed according as they are delivered." He illustrates 
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his position that delivery "has the sole and supreme power 

in oratory" when he asserts that "without it, a speaker of 

the h ighest mental capacity can be held in no esteem." 

However, he asserts that a rhetor who possesses moderate 

abilities, but who has the ability to deliver effectively, 

"may surpass even those of the highest [mental] talent" 

(III 56). 

According to Cicero, the orator's general business 

encompasses the five canons of rhetoric. Consequently, the 

canons , interdependent upon one another, both influence and 

adjus t each other. Delivery entails taking carefully 

arra nged ideas that communicate with power and judgment 

through well-chosen language that has been secured in 

memory. Delivery presents that language "with dignity and 

grace" (I 31). Cicero advises rhetors to establish a 

constant and diligent habit of writing to achieve the 

keenest judgment. Through writing, arguments which relate 

to the subject of a treatise will unfold as rhetors 

" examine and contemplate ... in the full light of ... 

intellect." Writing affects the arrangement of ideas, the 

choice of words, and the utilization of the clearest 

oratorical rhythm (I 33). 

Cicero also expounds on gesture and facial expression. 

He contends that "proper gesture ought to attend." He 

discourages stage gesture which expresses "mere words" 



13 

though he encourages "emphatic delivery." Hand movement 

"should not be too affected." Instead, it should harmonize 

with the words expressing "them by mimicry." Gestures with 

the arm "considerably extended" constitute "one of the 

weapons of oratory." Cicero calls bodily movement "the 

speech of the body," so the movement of the body needs to 

"accord with that of the soul" (De oratore III 59). 

Although Cicero believes that eyes indicate the 

workings of the mind and that ''all depends on countenance" 

or f acial expression, he thinks the voice contributes most 

to the "effectiveness and excellence in delivery" (III 60). 

According to Cicero's description in Brutus, an outstanding 

rhetor "had a sweet and sonorous voice" (357). Also, 

delighting the ear and producing agreeable delivery depends 

on "change, variety, and alteration of tone" (III 60). 

Most important, Cicero concludes that the entire concept of 

c ommunication rests upon three principles for success: 

" that we prove what we maintain to be true; that we 

conciliate those who hear; that we produce in their minds 

whatever feeling our cause may require" (II 27). 

Certainly Cicero aligns himself with the ad Herennium 

author and Quintilian because he codifies the concepts of 

delivery, a task the Greeks never accomplished. 

A near contemporary of the ad Herennium author and 

Cicero, Quintilian (A.D. c.35-c.95) also contributes a 
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valuable treatise, Institutio oratoria, which contains 

extensive, specific directives for the schoolboy's 

rhetorical training. He sets forth principles of delivery 

that basically conform with the ad Herennium. Quintilian 

discusses the vocal aspects of delivery, as well as 

physical movements. 

First, Quintilian teaches that delivery will be clear 

if "words are fully uttered and final syllables [are] not 

clipped by stressing the first; and yet letters must not be 

pronounced as if numbering them." He also teaches the 

importance of the correct use of a pause; good delivery 

includes evenness along with variety. The voice adapts to 

suit the nature of the subjects and the moods they demand 

and will be "neither too voluble nor too sluggish." The 

voice of the rhetorician will adjust to the subjects under 

discussion: "dignified to console, bold in exhortation, 

suggestive of tears in pity, raised to express violent 

emotion" ( 296-97). 

On body movement, Quintilian asserts that gesture can 

express ideas without the need of the voice; "the hands or 

the head can indicate our wish just as dancing is 

frequently full of meaning. One's glance and one's gait 

can declare one's feelings" (297). Quintilian conveys the 

importance of bodily movement by the intricate detail with 

which he describes the contributions each facet of the body 
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makes toward communication. For example, when he discusses 

the head, he illustrates how eyelids, eyebrows, eyes, 

nostrils, lips, and neck each contribute to facial 

expression. 

With equally explicit description, Quintilian 

emphasizes the importance of hand movements. Since "hands 

almost speak," they become "pronouns by pointing at places 

and o bjects"; he concludes that hand movement is the common 

speech of all men (298). He resolutely affirms that the 

movements of the hands should underscore the rhetor's 

thought. He notes that speakers should "think of the 

c lauses as units in speech; thus the number of motions will 

be much fewer." Further, he observes that "warm feeling 

call s for swift delivery" and that social position dictates 

movement; that is, "the tragic actor is weighty." His 

advice illustrates that "on the stage persons of high 

station have a sedate walk, while slaves and the like move 

more lively" (300). Quintilian concludes that "delivery 

ought to conciliate, persuade, move, and thus delight, all 

of which can come somehow from voice and delivery" (302). 

For this reason, Quintilian refutes some common 

practices of his contemporaries: "But I differ. about 

the forearm and consider clapping the hands and beating the 

breast as purely theatrical" (300). Agreeing with the ad 

Herennium author, he condemns delivery which either tricks 
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or detracts. He objects to "delivery ... which 

continually alters the face, annoys with gesticulations, 

jumps along with changes of voice" because this behavior 

contributes to "a more violent form of delivery." He 

cautions against this "fashion" and advises that such 

behavior "must be kept under control, or else by aping the 

actor's elegance we [rhetors] shall lose the authority of 

the good and dignified man" (304). Both the Greek and 

Roman rhetors accept Quintilian's dictum that a rhetor must 

be "a good man speaking well." For the ancients, the most 

important characteristics of a "good man" include integrity 

and truth. Even so, the same ancients acknowledge that 

truth depends upon effective delivery to convince 

audiences. 

Ancients also agree upon the usefulness of delivery, 

including the principles of voice, tone, and kinesis. In 

fact, the ideas of Greek and Roman rhetors dominate western 

thought from antiquity until well into the medieval period. 

Plato, Aristotle, and Isocrates affirm the importance and 

value of delivery. However, either they failed to codify 

the Greek precepts and practices, or civilization has 

failed to preserve them. Not until the time of the 

Romans--the ad Herennium author, Cicero, and Quintilian, 

and perhaps others whose writings are not extant--were the 

rhetorical principles of delivery codified. 
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Later, in the medieval period, rhetors take classical 

ideas, restate, illustrate, and extend them for the demands 

of the Middle Ages. Classical influence lies "primarily in 

the a r ea of practical application" (Miller Readings in 

Medieval Rhetoric xii). Particularly, the development of 

rheto r ical technique during the period became apparent in 

the a reas of ars dictaminis, as the new written discourse, 

and a r s praedicandi, as the dominant type of oration. 

Concentrating on ars praedicandi, St. Augustine's De 

doctrina christiana amplifies and extends classical ideas 

to pulpit oratorical delivery; his treatise offers both 

explanation and justification for the pulpit orator's 

concern for delivery. He warns that they should not be 

ignorant of the art of rhetoric "since by means of the art 

of rhetoric both truth and falsehood are urged, who would 

dare to say that truth should stand in the person of its 

defenders unarmed against lying." He questions, "Should 

t hey [falsehood bearers] speak briefly, clearly, and 

p lausibly while the defenders of truth speak so that they 

tir e their listeners?" Or should they "make themselves 

difficult to understand" and give the appearance that "what 

they have to say [is] dubious" (118). He queries, "Who is 

so foolish as to think this to be wisdom?" His response 

yokes the uses of delivery for good or evil: "the faculty 

of eloquence, which is of great value in urging either evil 
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or justice, is in itself indifferent." He wonders, "Why 

shoul d it [delivery or eloquence] not be obtained for the 

uses of the good in the service of truth if the evil usurp 

it for the winning of perverse and vain causes in defense 

of iniquity and error?" (118). 

Additionally, St. Augustine draws an analogy between 

language acquisition and delivery. He observes that 

infants learn to speak by mimesis and that speakers become 

eloquent by reading and listening. Further, he discerns 

that " audiences receive persons who speak eloquently with 

pleasure and persons who speak wisely with profit." The 

person who teaches about eternal values speaks on topics of 

great importance, so the eloquence of the speaker becomes 

essential to the well-being of the audience. St. Augustine 

depends on Cicero's explanation of eloquence when he 

explains that the rhetor "is therefore eloquent who in 

order to teach, can speak of small things in a subdued 

manner, and in order to please, can speak of moderate 

things in a temperate manner, and in order to persuade, can 

speak of great things in a grand manner" (143). 

St. Augustine cautions against letting rhythm supplant 

"the gravity of divine writings." Nonetheless, he 

recognizes that rhythm may be an effective rhetorical 

strategy when used as an ornament for rhythmic closings. 

Because musical discipline appears fully learned by the 
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prophets, he advises the rhetor to compose the closing 

11 either by substituting certain words which have the same 

meaning or by changing the order of the words already 

there" ( 149). 

St. Augustine illustrates his thesis from the 

apostles' writings which exhibit rhetorical ornaments. In 

particular, St. Paul speaks both grandly and ornately 

(151). Through modeling and by example, students learn 

from s criptural authors who "say good things and say them 

well." As the matter demands, the acute, the ornate, or 

the ardent styles may be found. And students "may learn 

them by assiduous reading, or hearing, accompanied by 

practice" ( 158). 

St. Augustine also believes that variety is important 

to successful delivery, for he writes, "But no one should 

think that it is contrary to theory to mix these three 

manners; rather, speech should be varied with all types of 

style in so far as this may be done appropriately. For 

when one style is maintained too long, it loses the 

l istener." Transitions allow even a long speech to proceed 

more effectively. St. Augustine observes that the subdued 

style can be tolerated for a longer period of time than the 

grand style alone; the "more the mind of the listener is 

aroused so that he may agree . the less time it can be 
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maintained in that state. [so] the impetus of ... 

speech ebbs and flows like the sea" (161). 

Ars praedicandi places great value upon truth and 

honesty and mirrors the emphases of Plato, Quintilian, and 

the author of the ad Herennium. St. Augustine's primary 

interest revolves around genuine change in the lives, or 

"souls," to use Plato's word for audience. In contrast, 

however, St. Augustine discusses these principles of 

delivery as elements of style, shifting the concepts of 

delivery to the canon of style. He declares that "many are 

changed through the subdued style [of delivery], but in 

such a way that they know what they do not know before, or 

believe what they did not formerly believe." Because he 

asserts that the audience will "do what they know they 

should do, although they have not desired to do so," St .. 

Augustine concludes that the rhetor needs the grand style 

of delivery "to bend hardness of this kind." He reports 

that when praises are eloquent in the moderate style "they 

so affect some that they [listeners] are not only delighted 

by the eloquence of praising or blaming, but also [that 

they] desire to live in a praiseworthy way and to avoid 

living in a way that should be blamed." St. Augustine 

queries whether people change simply because they are 

pleased, just as he analyzes whether or not people act when 

the rhetor employs the grand style of delivery. He also 
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questions whether people always accept knowledge presented 

in the subdued style of delivery (161). 

Not only does St. Augustine synthesize classical 

rhetorical strategies and dicta to present strategies and 

dicta of the medieval age, but he also modifies these 

strategies to make them acceptable for the medieval 

Christian audience. In other words, St. Augustine applies 

his delivery modifications to make classical rhetorical 

learning acceptable to his age. 

Other medieval theorists, such as Alan de Lille 

(?1128- ?1203), a poet and a theologian, concern themselves 

primarily with rhetoric as the decorative force, 

foreshadowing the stylistic movements that accompany the 

focus of Renaissance rhetoric. Alan demonstrates his view 

of the liberal arts with his fantasy of Lady Rhetoric as 

the one who bequeathes ornamentation to grammar and 

dialectic. He recommends the "beauty of the ornaments of 

rhetoric [which] becomes even more beautiful because of the 

power of the artist." Recognizing that rhetoric can rely 

primarily on emotional appeal, he warns that it may "only 

provide a false appearance of strength" (225). 

Also, Alan cites the importance of delivery when he 

asserts that it "moves the mind, appeals to the ear, 

excites the audience, prepares the judge for the decision, 

... wins sympathy and makes the audience more receptive 



to the argument" (224). Even though he advocates careful 

application of voice and tone, Alan de Lille centers his 

attention on "the beauties of Rhetoric . and her 
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colorful flowers of speech" (227). Later, these same 

rhetorical strategies prevalent during the medieval period 

will surface again in English vernacular texts. 

In the Renaissance, the first English vernacular texts 

appear. Although the writers of these texts also depend on 

Cicero and Quintilian as primary sources, the texts were 

basically Aristotelian. Leonard Cox, a sixteenth-century 

schoolmaster, has the distinction of having written the 

first comprehensive treatment of rhetoric in the English 

language, Arte or Crafte of Rhetoryke (1530). A 

traditionalist who concentrates on invention, Cox bases his 

rhetori c on Institutiones rhetoricae (1521), one of three 

texts by a Wittenburg professor of classics, Philippus 

Melanchthon or Philip Schwartzerd (1497-1560). 

Interestingly, Melanchthon "tended to relegate invention 

and arrangement to the province of logic, and by so doing, 

he laid the groundwork for the revolution that Ramus and 

Talaeus were to effect in rhetoric later on in the 

sixteenth century" (Corbett 607). 

The first vernacular rhetoric "to gain wide currency" 

(Corbett 609), Thomas Wilson's text, The Arte of Rhetorique 

(1553), contains "much of the best material from the 
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classical writers together with original interpretations 

and ana l yses" (Thonssen 173). Wilson espouses the value of 

delivery by declaring good ideas and word choices valueless 

without effective delivery: "Be it now that one have al 

these fower, yet if he want the fift all the other doe 

little profite." He clarifies, "For though a manne can 

find out good matter and good woordes, though hee can 

handsomely sette them together, and cary them veie well 

awaie i n his mynde, yet it is to no purpose if he haue no 

vtterance, when he should speake his mynde, and shewe men 

what he hath to saie." Wilson defines delivery, which he 

calls "Vtterance," as "a framyng of the voyce, 

countenaunce, and gesture after a comely maner" (Wilson 

qtd. in Thonssen 175). 

Later, Wilson defines delivery as "an apt ordering, 

both of the voice, countenaunce, and al the whole bodie 

accordyng to the worthines of such wordes and matter, as by 

speache are declared." Therefore, voice, facial 

exp r ession, and general body movement coordinated with the 

tone of the speech constitute delivery. Agreeing with the 

c las sical writers, Wilson recommends that the introduction 

should start softly and that pauses should be used 

appr opriately. Moderation of food and drink, fasting, 

exercise, and imitating clear speakers help to make 

delivery effective (212, 222). 
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The last important factor in delivery, according to 

Wilson, concerns kinesis or body movement. Although Wilson 

declares that gestures should underscore the thoughts of 

the speech, he arbitrarily recommends that the head should 

be upright; there should be pleasant eyes, and no "grinning 

teeth, no wrinkles on the forehead, or thin, tight lips" 

(224-25). Both Cox and Wilson espouse the traditionalist 

position; however, Wilson did much to mold the course of 

the Renaissance in England pedagogically and had a 

considerable "influence on the development of English 

prose" (G. H. Mair qtd. in Corbett 609). The early 

development of the English vernacular texts depends heavily 

upon the Cox and Wilson texts. 

Also in the Renaissance, the French scholar Peter 

Ramus bifurcates rhetoric. Invention and arrangement fit 

more appropriately into logic than rhetoric, he maintains. 

By realigning those canons to philosophy, he places only 

style and delivery in the realm of rhetoric. In so doing, 

he e levates style and delivery significantly. Although 

Ramus' ardent devotee Audomarus Talaeus (Omer Talon) 

published a rhetoric text, Institutiones oratoriae (1544), 

as a companion to the Ramus logic text, Dialecticae libri 

duo. Because of Talaeus's popular text and Gabriel 

Harvey's introduction of Ramistic rhetoric at Christ's 

College, Cambridge, in 1574, Ramistic bifurcation became 



25 

quite popular (Corbett 611). Consequently, in the 

Renaissance, rhetorical interest rests primarily with style 

and del ivery. 

I n the seventeenth century, Thomas Hobbes (1588-1679) 

contributes knowledge to rhetoric, as well as to a variety 

of disciplines, including science, and moral and political 

philosophy. In recent scholarship, Tom Sorell appraises 

Hobbes 's writings as "dominated by a preoccupation with 

science " (ix). Sorell traces Hobbes's evolution in 

attitude about rhetoric. In The Elements of Law, "Hobbes 

insists there is a tension between rhetoric on the one 

hand, and wisdom and science on the other," Sorell says. 

Sorel l adds that Hobbes asserts a similar philosophy in De 

cive, but "he leaves room for a respectable type of 

eloquence" (128, 135). 

In addition to his concern about rhetoric which he 

exp r esses in his scientific and political writings, Hobbes 

wrote three treatises entitled The Whole Art of Rhetoric, 

The Art of Rhetoric, and The Art of Sophistry. In The 

Whole Art of Rhetoric, Hobbes defines rhetoric as "that 

faculty, by which we understand what will serve our turn 

concerning any subject to win belief in the hearer" (424). 

He considers rhetoric "an art consisting not only in moving 

the passions of the judge, but chiefly in proofs" and 

characterizes the art as "profitable" (423). With his 
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primary concern for courtroom rhetoric, Hobbes views 

persuasion as its primary purpose and emphasizes the value 

of proofs to win the case. Nevertheless, he acknowledges 

the value of delivery when he observes that "belief ... 

comes partly from the behaviour of the speaker, partly from 

the passions of the hearer" (424-25). 

While Hobbes concentrates on logic necessary for 

rhetorical argument, he recognizes that the orator needs 

delivery skills. He suggests for action or pronunciation, 

"so much as is necessary for an orator may be fetched out 

of the book of the Art of Poetry, in which we have treated 

of the action of the stage" (487). Actors, or 

"tragedians," only recently invented action which 

"consisteth in governing well the magnitude, tone, and 

measure of the voice; a thing less subject to art, than is 

either proof or elocution [style]" 487). In The Art of 

Rhetoric, he confines rhetoric to the two Ramistic canons: 

"garnishing of speech, called elocution" and "garnishing of 

the manner of utterance, called pronunciation" (514). 

Hobbes believes poets and orators to be similar in the 

degree and manner of success which they attain. 

Recognizing the value of sound to a rhetor, he explains 

that "the measure of sounds is belonging either to poets, 

with us called rhymers; or orators, with us called eloquent 

pleaders" (520). He values the rhythm of both poetry and 
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prose to rhetoric; he theorizes, for example, that "in the 

beginning of the sentence little care is to be had, in the 

middle l east of all, and in the end chiefest regard." He 

explains that "because the fall of the sentence is most 

marked, and therefore lest it fall out to be harsh and 

unpleasant both to the mind and ear, there must be most 

variety and change" (520). In The Art of Sophistry, Hobbes 

cautions orators against sophistry, which is "the feigned 

art of elenches, or coloured reasons." In other words, 

sophistry persuades through intended deceit. Hobbes abhors 

dishonest rhetoric. Perhaps as suspicious as Plato about 

rhetoric, Hobbes guards himself and cautions others, but 

"by the time of Leviathan he ceased to condemn all kinds of 

eloquence" (Sorell 135). Thomas Hobbes possibly 

prognosticates the emphasis on elocution which postdates 

him. 

In the eighteenth and nineteenth centuries, delivery 

remains a dominant focus for rhetoric. The so-called 

elocution movement emerges and blossoms. Michel Le 

Faucheur's Traitti de l'action de l'orateur (1657), 

translated and reissued anonymously under three different 

English titles by 1750, constitutes the primary doctrines 

from which the British elocutionary movement borrowed 

(Tanner "Delivery" 26). Wilbur Samuel Howell considers the 

date of the first publication of this translation to be 
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"the moment when the English elocutionary movement formally 

began," for he lists the work as one of the most 

respectable works of scholarship in the whole history of 

the elocutionary movement and one of the leading treatises 

on delivery in the history of rhetorical theory (164). 

Howell reports that Le Faucheur justifies the book 

because the subject is new. That "novelty" makes it worth 

a young gentleman's money, "especially if he lays under any 

Temptation of the Air, Gallantry, and Grace of a good 

Pronunciation and Gesture, either for the Church, the 

Court , or the Camp." He analyzes that "the Divine, the 

Lawyer and the Soldier are the Men of the World, who have 

most occasion to speak well in Publick" and favorably 

evaluates the English youth when he says that if the 

"English Youth were train'd up more in the Art of Oratory 

and better instructed in the Rules of Action, they have the 

potential to become as Great Men and as Good Speakers, as 

ever Greece or Rome yet produc'd" (169). 

Early in the first chapter, Le Faucheur determines 

that "the Great Masters of Rhetorick have set up Invention, 

Disposition, and Elocution for the three first parts of 

Oratory," and later, in recognition of the influence of the 

passions in human affairs, notes that they added "a Fourth 

~: That is, Action; which consists of Speaking and 

Gesture," and which Demosthenes rates as first, second, and 
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third among the accomplishments of an orator, as did 

Cicero. The English translator fails to preserve the idea 

that, although delivery has an important place in oratory, 

"it must never be allowed to become the sole member of the 

h ierarchy" (Le Faucheur qtd. in Howell 172). 

According to Howell, Le Faucheur answers with a 

thoughtful, pragmatic attitude the question about whether 

or not divines and lawyers should be trained in delivery 

( 173). He feels that, even though the apostles did not 

r eceive r hetorical training to communicate the gospel, they 

d id have the benefit of "immediate inspiration of heaven 

a nd the power to work miracles, and if modern preachers had 

similar r esources, the study of a graceful delivery would 

be unnecessary just as it was for the first century 

discip les" (173). Lawyers need to study delivery because 

judges a re not always well educated and need an interesting 

presenta t ion to make them give an adequate hearing. Also, 

good voice and gestures help to convince the judge that the 

lawyer is sincere. Howell's analysis of Le Faucheur 

indicates that Le Faucheur agrees with St. Augustine that 

good men should study the arts of persuasion so as not to 

allow evil men to take advantage of others through their 

knowledge of persuasion (174). On the other hand, Le 

Faucheur recognizes a schism between Plato and Quintilian. 

Quintilian defines a rhetor as a "good man speaking well"; 



he also acknowledges that truth, sincerity, and honesty 

couch in the audience's perception more than in the 

rhetor's soul. 
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After encouraging young men to begin early to avoid 

neglectful habits, Le Faucheur explores voice, the first 

division of delivery, recapitulates Howell. He reasons 

that not being heard with ease and lack of vocal variety 

constitute problems. He expands variety to include not 

only loudness/softness, fast/slow, robust/gentle, but 

engaging techniques to accentuate "differences among 

rhetorical subjects, among passions, among the formal parts 

of the oration, among the figures of rhetoric, and among 

words and sentences" (Le Faucheur qtd. in Howell 177). 

Howell reports that Le Faucheur's next topic concerns 

bodily movement; Le Faucheur considers hands and eyes to be 

the most important. Enumerating seventeen specific rules, 

Le Faucheur supplies edicts for the pulpit orator such as 

"never to clap his hands or thump the pulpit or beat his 

breast--'for that smells of the Juggler and the Mountebank, 

and 'tis good for nothing.'" He also advises the speaker 

to make gestures only with the right hand, a custom which 

Will eschew the practice that the ancients designated as 

the "babbling of the Hands" (177). The movement must 

coordinate with the orator's speech. 
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According to Howell, Le Faucheur concludes that, to 

understand the precepts of action before a rhetor speaks, 

he "would require a man to try them out and practice them 

in private and endeavor to acquire in that way a good habit 

of speaking in public." He also encourages the young 

speaker t o "memorize some fine passages and rehearse them 

until he c an pronounce them according to the rules 

governing delivery. He should observe these rules in his 

own conversation, submitting to a master if he is unable to 

follow them by himself," Howell recounts. He should learn 

from famous contemporary lawyers and preachers by noticing 

"how far f amous contemporary advocates and preachers adhere 

to these r ules in their actual discourses." To maximize 

h is education, "in his first year of applying these rules 

t o his o wn public delivery, he should solicit criticisms 

f rom his intimates and should eliminate any fault that they 

c all to his attention" (178-79). 

The anonymous translator of Le Faucheur arranges 

action into two aspects, vocal utterance and bodily 

utterance, reports Howell. He also uses the English word 

"elocution" to refer to delivery, the fifth rhetorical 

canon. According to the ancients, "elocution" refers to 

"style," the third rhetorical canon. The word "elocution" 

charmed the eighteenth century. Eventually, the term 

dominated "all other competitors in that particular usage, 



and was even to become the term for the entire art of 

rhetoric" (Howell 181). 
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Albei t Le Faucheur receives credit from Howell for 

having first expressed the sentiment of the elocutionary 

movement, Thomas Sheridan, sometimes called the second 

founder of the elocutionary movement, expresses many of the 

same ideas. Perhaps best known for his advocacy of 

"natural" delivery, Sheridan, in his Lectures on Elocution 

( 1762), deplores the general deficiency of skill in 

speaking and reading. He recommends that speakers persuade 

e ffective ly first by believing themselves in what they 

p lead; he must persuade by demonstrating earnestness, or 

s incerity , to his audience. Sheridan says that "in order 

t o persuade others to the belief in any point, it must 

fi rst a ppear, that the person who attempts it is firmly 

persuaded of the truth of it himself." He queries, "How 

can we suppose it possible that he should effect this, 

unless he delivers himself in the manner which is always 

used by persons who speak in earnest? How shall his words 

pass for the words of truth, when they bear not its stamp?" 

( 6) • 

Certainly the student of Sheridan recognizes the 

emphasis that he places on delivery. He holds that 

delivery should demonstrate effective voice and gestures 

and that tone should convey ethos and pathos, as well as 



logos~ The "office" of a public speaker determines, in 

large measure, how to use language and what language to 

use. He illustrates that "the office of a public speaker 

is to instruct, to please, and to move" (6). 
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Expl aining that both the language of ideas and the 

language of emotion embody effective delivery, he expounds 

further that the first language concerns words arranged 

into sentences. The second language encompasses emotions 

communicated through tone and gesture. To illustrate, 

Sheridan submits, "If he does not instruct, his discourse 

is impertinent; and if he does not please, he will not have 

it in his power to instruct, for he will not gain 

attention; and if he does not move, he will not please, for 

where there is no emotion, there can be no pleasure." 

Consequently, Sheridan deduces that "to move, therefore, 

should be the first great object of every public speaker; 

and for thi s purpose, he must use the language of emotions, 

not that of ideas alone, which of itself has no power of 

moving " (164-65). Although the elocutionary movement lost 

sight of the teachings of Sheridan, subsequent students 

have learned from his precepts. 

Another elocutionist's treatise which is 

characteristic of other works from the eighteenth and 

nineteeth centuries that focus on delivery, such as John 

Bulwer's treatise with the same title, Gilbert Austin's 
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book " sets up delivery as [an] exceedingly important part" 

of r hetoric. The influence of Austin's Chironomia (1806), 

which also provides valuable insight into the elocutionary 

movement, lasted well into the twentieth century. He 

communicates his precepts relating to the improvement of 

the voice through rules listed in their order of importance 

in the following categories: articulation, pronunciation 

and accent, emphasis, pauses, pitch, quantity, variety, and 

tone (3 6) . Like the ancients, Austin recommends the 

practice of "silent preparation of the voice" (75) and 

advises that "to study variety of tone in delivery is a 

most important point. The opposite fault is monotony" 

( 79). 

Concerning body movement, Austin considers the use of 

eyes the most important; he believes that nature cannot 

teach the effective use of gesture. Instead, cultivation 

and practice produce the gesture necessary to "enforce his 

f eelings, [sic] and to illustrate and grace his sentiments" 

(137). Austin regards delivery as important because "the 

manner has naturally considerable influence, in proportion 

to the degree of persuasion which it impresses on the 

hearer , of the sincerity of the speaker" (188). 

Surprisingly, in the eighteenth and nineteenth 

centuries, the three traditionally accepted greats, George 

Campbell, Hugh Blair, and Richard Whately, write somewhat 
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sparingly of delivery. With them emerges the spiraling 

neglect of delivery as a viable rhetorical canon. George 

Campbell's Philosophy of Rhetoric, considered by some 

critics the most important contribution to rhetoric since 

Quint i lian, produces major contributions in three areas: 

treatment of style, emotional proof, and audience response. 

Campbell's work restates Plato's emphasis on truth. 

Campbell combines Plato's emphasis on truth and Sheridan's 

belief in emotional proof as the mover to action when 

Campbel l asserts that "passion is the mover to action, 

reason is the guide. Good is the object of the will, truth 

is the object of the understanding." Campbell alludes to 

voice when he stresses that "when the terms of expressions 

are in other respects equal, that ought to be preferred 

which i s most agreeable to the ear" and believes that 

"words a re either proper terms or rhetorical tropes; and 

whether the one or the other, they may be regarded not only 

as signs , but as sounds" (qtd. in Thonssen 248). 

Somewhat like Campbell, but more popular, Hugh Blair 

emphasizes style in his Lectures on Rhetoric and Belles 

Lettres . Nonetheless, perhaps to refute the precepts of 

the elocutionists, he admonishes students to "guard against 

all affectation, which is the certain ruin of good 

De l ivery ." Blair suggests that speakers "ought to be then 

qu i te i n earnest; wholly occupied with his subject and his 
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sentiments; leaving Nature and previously formed habits, to 

prompt and suggest his manner of Delivery" (129). Indeed, 

Blair, like Plato and Quintilian, emphasizes the ethos of 

the orator and the importance of virtue which spawns truth. 

Blair asserts that "what stands highest in the order of 

means, is personal character and disposition. In order to 

be a truly eloquent or persuasive speaker, nothing is more 

necessary than to be a virtuous man" (129). He treats 

delivery generally by declaring that "the best manner of 

delivery is the firm and the determined. An arrogant and 

overbearing manner is indeed always disagreeable" (105-6). 

With a somewhat different focus, Richard Whately 

underscores the importance of delivery in Elements of 

Rhetoric (1828), for he stresses that "few need to be told 

that the effect of the most perfect composition may be 

entirely destroyed, even by a Delivery which does not 

render it unintelligible" (374). However, he contributes 

in large measure to the belief of twentieth-century 

theorists that the canons of style and delivery are fused 

because they are indivisible entities in the process of 

communication. According to Whately, "these qualities, of 

Style, and of Elocution [delivery], being equally required 

in common conversation, do not fall within the proper 

province of Rhetoric." He maintains that "the three 

qualities ... which have been treated of, under the head 



of Style, viz. Perspicuity, Energy, and Elegance, may be 

regarded as equally [sic] requisites of Elocution; which, 

in order to be perfect, must convey the meaning clearly, 

forcibly, and agreeably" (375). 

Even though Whately considers the requisites of 

delivery to "correspond in great measure with those of 

Style," he advocates that a communicator adopt the 

philosophy of paying "no studied attention to the Voice, 

but studiously to withdraw the thoughts from it 
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trusting to nature to suggest spontaneously the proper 

emphases and tones" (383). Whately warns that the same 

communicator "will, indeed ... incur censure, not only 

critical but moral;--he will be blamed for using a 

colloquial delivery; and the censure will very likely be, 

as far as relates to his earliest efforts, not wholly 

undeserved" (390-91). He advocates such a plan, warning 

readers that "others indeed may be more successful in 

escaping censure, and ensuring admiration; but he will far 

more surpass them, in respect of the proper object of the 

Orator, which is, to carry his point" (397). Whately 

dist i nguishes between the impressive speaker and the 

successful speaker as if the two were mutually exclusive. 

Simply phrased, Whately's rhetoric ignores voice and 

body movement. His opinion that both voice and kinesis 

will develop without instruction embraces the precept that 
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e ffective delivery rests merely upon a standard of truth, 

honesty, and sincerity. His omission contrasts not only 

the elocutionists but also both classical Greek and 

classical Roman rhetoricians. Because Whately's system 

omits any systematic study and implementation of the 

util ization of voice and body movement, it may be 

r esponsible for a decline of a study of delivery during the 

nineteenth and twentieth centuries. 

This study calls for an end to the hiatus promulgated, 

at l east in part, by Whately. Some renewed interest in 

delivery reveals a potential phoenix arising from the ashes 

of de livery neglect. Some interested scholars include 

Winifred B. Horner, William W. Fortenbaugh, Gerald P. 

Mohrmann, Richard L. Sandler, William E. Tanner, Robert L. 

Brown, Martin Steinmann, Jr., and participants in Rhetoric 

78: An Interdisciplinary Conference held at the University 

of Minnesota Center for Advanced Studies in Language, 

Style, and Literature Theory. A twentieth-century 

implementation of the canon of delivery calls for some 

adjustments, such as rhetoricians' recognition that 

effective delivery depends in part on the contribution of 

persuasive appeals to establish tone, an element which 

a ffec ts audience perception of the rhetor. Skilled readers 

ident ify and analyze voice both in prose and poetry; these 

rea ders discover written voice in the same manner in which 
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an audience evaluates public speakers. Although classical 

precepts of voice, persuasive appeals, and body movements 

will provide the underpinning standard for a challenge to 

secure delivery's re-emergence, those ancient precepts for 

presentation which this study emphasizes will be re-named 

written voice, rhetorical tone, and visual effects. 
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Notes 

1A much older manuscript than the ad Herennium exists. 

The oldest extant manuscript, the Egyptian Prisse Papyrus, 

wri tten earlier than 2000 B.C. but not discovered until 

1847, contains the "Precepts of Kagemni and Ptah-Hotep." 

The maxims include, among other directives, teachings 

regarding rhetoric such as "Apply thine heart [when 

speaking] ... to saying such things that the nobles who 

listen declare 'How excellent is that which cometh out of 

his mouth'" (Gray 453). Both the Greek and Roman ancients 

agree with the Egyptian ancients that sincerity and truth 

are requisite for effective delivery. 



CHAPTER II 

WRITTEN VOICE 

Voice, once the prime consideration of delivery, has 

fli rted with and married style since at least the 

eighteenth century. The voice of classical rhetoric has 

undergone transmutation; analysis of the extent of the 

transmutation of voice extends this discussion of delivery. 

Wri tten voice (Richard Larson and Linda Woodson) shares 

characteristics of the spoken voice since each channel 

achieves emphasis through eliciting auditory effect and 

displ aying rhythm. Meaning is inextricably linked to sound 

and r hythm. The rhythm underscores the audible words, 

adding a dimension that contributes to the written voice 

which readers create in their own minds. Thus auditory 

effect and rhythm serve as signs or clues which readers 

utilize to interpret discourse. The engagement between the 

reader and the text determines the interpretation of the 

clues or signs. Both the auditory effect and the rhythm 

merit consideration and application. 

The marriage of delivery and style may contribute to 

entropy i n twentieth-century rhetoric. In 1850, German 

physicist Rudolph Clausius "put forth the second law of 

ther modynamics." Extending the first law of 

41 



t hermodynamics, which states that energy can never be 

c reated or destroyed, Clausius added to this law of 

conservation the second, namely, "that with every 

transformation there is a loss of energy, an increase in 

entropy" (Rifkin and Howard qtd. in Tucker 324). 
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Eventually the energy in a closed system dissipates from a 

"higher level of concentration and order to a less 

concentrated , more disordered state" until the system 

reaches equilibrium (Rifkin and Howard qtd. in Tucker 324). 

Shoul d a shift occur in the concept of delivery, the system 

loses energy and chaos increases. 

Specifically, the written voice, entropic in the art 

of language because of the "information explosion," reduces 

its energy . Because entropy hampers the dynamic process in 

which readers and writers engage, an investigation of its 

princip l es will illuminate the restrictions and limitations 

that i t places on written voice. Lindsey Tucker reports 

that Shannon, Gibbs, and Boltzmann theorize about 

information which, like energy, "could be measured 

quantitatively and was also subject to entropy, [in] that 

messages were prone to redundancy, ambiguity, noise, and 

distortion" (325). In a "contest between meaningful 

s truc t ure and chaos," John Gardner asserts that art (e.g. 

di scourse) i s a game "against entropy" (qtd. in Fredrickson 
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47 ). When words appear in a context, they can satisfy 

one's desire for meaning (47) if, as Jakobson theorizes, 

readers are willing to consider them adequately, which 

means that words have to be understood within a particular 

context , as part of a particular code in relation to the 

message being carried, and by considering how contact will 

be made. 

At other times, readers can be the victims of entropy 

because writers may present an inadequately developed 

writte n voice. In his analysis of The Sunlight Dialogues, 

Robert Fredrickson contends that "human relationships ... 

counteract entropy" (56). Fredrickson assesses the value 

of lang u age in discouraging entropy in twentieth-century 

society. The chief contribution that language offers in 

the battle against entropy surrounds its capacity to carry 

meaning " i n this human order," for its elements "acquire 

significance in relation to each other." As Roland 

Barthes ' theory attests, readers have difficulty accepting 

a work wi th an inadequately developed written voice because 

the delivery of discourse does not initiate an engaging, 

dynamic p r ocess between reader and writer (56). 

Extended further, the negative impact of entropy has 

detracted from rhetorical structures and may account, at 

least i n part, for the exclusion of delivery from the 

rhetorical canon. To recognize the debilitating influence 
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of entropy on rhetorical structures may assist in 

recl aiming these structures. Recognition can lead to 

re-establishing the canon of delivery, which will 

counteract the chaos introduced to the ancient system that 

is only now being proffered in the twentieth century. 

Because the twentieth-century "information explosion" 

bombards readers, they abbreviate the reading process and 

rush to assimilate information in a non-social act which 

focuse s on speed instead of allowing sufficient time to 

engage the written voice. Such an abbreviated reading 

process causes too many readers to ignore voice. These 

readers unwittingly espouse the Whately dictum which 

encourages "natural, unstudied" voicing. 

Nevertheless, skilled readers do identify and analyze 

voice in both prose and poetry. These readers discover 

written voice in much the same manner in which an audience 

evaluates public speakers. Wayne C. Booth contends that 

"most dramatic events are. . based on merely 

conventional responses, requiring a rhetoric to place them 

fo r the reader" (111). Perhaps the marriage of delivery 

with style has contributed to the growing fragmentation in 

language which makes such an act extremely difficult and 

unlikely . Evidence of the success or failure of a writer's 

effective use of written voice is demonstrable through a 

diachronic analysis of selected passages by recognized 
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writers. Readers can respond to emphasis achieved by these 

writers through auditory effects and rhythm during the 

engaging, dynamic process of reading, which opens the 

window on interpretations and abstractions found in the 

discourse. 

To illustrate written voice diachronically, this 

analysis will use texts which span five centuries. 

Representing different genres, the texts arranged 

c hronologically include William Shakespeare's Sonnets XXIX 

and CXVI; Jonathan Swift's satirical essay "A Modest 

Proposal "; and Alice Walker's realistic narrative "Everyday 

Use." These will provide variety to demonstrate the 

versatility of written voice (Chapter II) and tone (Chapter 

III). During the process, the written voice and tone 

emerge from the British as well as the American pen, men as 

well as women, white as well as black, poetry as well as 

prose. 

Because twentieth-century readers experience entropy 

through language removed from its originator, the problem 

of distinguishing written voice looms in the forefront. 

Until the twentieth century, many people read aloud. Some 

still do. Only two of numerous examples that could be 

cited include the custom of individuals such as Abraham 

Lincoln who read aloud daily throughout his life and the 

common practice of families spending evenings together with 
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various members reading aloud for enjoyment and relaxation. 

J ust as Thomas Carlyle's recurring philosophical principles 

call for reading aloud, so does Richard Lanham's conviction 

expressed a century later in Style: An Antitextbook, which 

reports regretfully the demise of the practice of oral 

reading. A distinct voice, a sense of who the rhetor is 

and what he represents, emerges and engages the reader or 

audience. Readers who, as audience, respond to the 

delivery clues by enjoying the sounds and rhythm the rhetor 

encodes in the text will extend the rhetor's text and will 

personalize the rhetor's written voice into unique 

responses that supply voice timbre and rhythmic qualities 

to Shakespeare's love plaint, Swift's persona arguments, 

and Walker's character ideolect. 

Both prose and poetry employ written voice at least in 

part because of their verisimilitude. Lanham observes that 

''many t extbooks distinguish prose and poetry as two 

distinct forms of communication" (194). While prose is 

typica l l y considered the form which "cannot use the obvious 

r hetorical figures of sound and arrangement," Lanham 

d i s agrees because "nobody can--and nobody should--make 

rul es a bout what prose can do. It [prose] can do anything 

lang u age can do" (194-95). However, without an 

identifiable written voice, both prose and poetry lose the 

pers ona lity of the rhetor which precipitates the loss of 
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the reader's interest. Readers and listeners reject 

discourse which smacks of non-human characteristics, an 

analogous concept to Carlyle's idea that people react 

negatively to the sense of isolation. In Democracy, 

Carlyle evaluates people's reactions to the solitary life 

as "the sum-total of wretchedness" (263). Since most 

communication was oral, the ancients had no difficulty 

distinguishing voice. For example, even when delivering an 

ora l message, the ancient bearer declared the voice of the 

speaker by announcing, "Great Caesar says. " 

Just as there were conventions used by messengers to 

deliver discourse to an audience removed from the original 

speaker, writers utilize conventions to create the concept 

of written voice for readers of written discourse. Though 

these conventions affect a reader both consciously and 

subconsciously, the written voice opens the text for the 

reader when recognized during the dynamic decoding process 

of discourse. These strategies of delivery can provide an 

avenue into written texts. By identifying significant 

features of written voice and by demonstrating their 

effectiveness for skilled readers, other readers, less 

skilled, can learn to respond to written voice and thereby 

enter texts that may appear formidable without this 

well -paved avenue. 
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Lanham asserts readers can distinguish poetry from 

prose because poetry, in utilizing typography, invites play 

t hrough its visual arrangement. It is possible to bring a 

"poetic " attitude to the "driest stuff" around. While one 

c an "print it as poetry and it is poetry," the reverse is 

a lso possible. The writer can take "prosaic poetry" and 

transform it into prose quite easily. "Prose can be 

intrinsically 'poetic' in courting the pleasures of 

language as much as poetry, as much as man himself," Lanham 

explains (97-100). Perhaps the poetic sphere embodies a 

p lay a ttitude. Because poetry yields to nonprescribed 

forms as well as traditional ones, it invites rhetors to 

employ multi-dimensional language which includes schemes 

and tropes , special rhythmic effects, and rhyme. 

However , a play attitude can encompass prose as well 

as poetry . Though Lanham contends that typography 

distingui shes poetry from prose, prose can also utilize 

typography . Examples abound that manifest effective as 

well as ineffective typography in prose. Advertising takes 

advantage of the usefulness of typography. Typography of 

v arious s izes cues the reader to the importance of the 

concept--the larger the print, the more important the 

information. For example, a writer who wishes to emphasize 

a conce pt may capitalize ALL the letters of the stressed 

wor d o r phrase. Also, lines of various lengths in 
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straight, diagonal, and backwards directions communicate a 

message to the reader that supercedes the semantic 

possibilities of word content. To illustrate, a sentence 

i n which the words circle clockwise inward toward the 

c enter of the page may communicate to the reader that the 

information read in the center of the sentence sphere 

appears to be the most important concept in the message. 

( See Figure II-1.) 

Figure II-1 

Typography of various colors likewise communicates 

specific i deas. For example, black print typically appeals 



50 

to a traditional audience. A fast-food chain, on the other 

h and , may choose to advertise in hot-pink, red, orange, or 

ye l low since these colors stimulate the appetite (DeVito 

207 ) . Likewise, a company advertising a new product may 

benefi t by choosing red typography because red stimulates 

the brain, "provoking new thoughts" (Devito 207). The 

written voice of a traditionally blocked classified copy 

de c lares either that the advertised product needs no 

special sales promotional because the public purchases the 

product or that the product promoter fails to choose 

alternatives for effective delivery. Whether advertising 

util i z es prose or poetry, every text produced contains, to 

some extent , a written voice. Effective writers' texts 

d isplay written voice more skillfully than other texts do. 

Perh a ps the most distinguished author since the 

i nvention of the printing press, Shakespeare in his texts 

il lustrates the principles of this study. Though 

Shakespeare wrote his plays to be performed for an 

audi e nce, he i ntended his sonnets for the written page. 

Hence, Shakespeare's sonnets provide a graphic illustration 

o f writte n voice and lend themselves to syntagmatic 

analysis . Because different literary selections may 

incorporate d i fferent voices, analysis of a single 

se lec tion reveals each writer's strategies that control the 

writ ten voice and tone in that work only. That concept, of 
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course, is the point. Even though long selections provide 

opportunity to explore quantity, short selections allow the 

breadth of a diachronic analysis. Additionally, short 

selections allow one to identify strategies used for 

delivery and to investigate the interdependences among them 

as well as to judge the extent to which a writer achieves 

effective presentation. 

The important principles of delivery have not changed 

since they were codified in classical rhetoric; these 

principles or strategies point the reader toward ideas that 

help one to understand discourse. Two particularly 

effective strategies that help writers achieve written 

voice and alert readers to the voice are the use of 

auditory effect and the use of rhythm. These two 

strategies of emphasis are implicit in the principles that 

elicit emotional and physical responses, perhaps at first 

subconsciously, but then alert the reader consciously 

through emphasis and allow participation within the 

discourse by directing responses to written voice. An 

illustration shows that, whether emphasis appears in prose 

or poetry, it contributes to a writer's creating written 

voice and rhetorical tone. 

Two significant studies on emphasis corroborate on its 

most important characteristic: variety. Well-known for 

their teachings on oral delivery around the turn of the 



52 

century, Charles Henry Woolbert (1877-1929) and S. S. Curry 

(1 847-1921) represent contemporary thought on delivery. 

What they taught about emphasis in oral delivery extends to 

written discourse theory emphasized in the second half of 

the twentieth century. 

First, Charles Henry Woolbert describes variety as the 

most i mportant characteristic of emphasis. He requires 

that sounds make sense, express ideas, and stir feelings. 

He be l i eves that "sounds carry meaning by changes. 

Monotony in any form is without sense." These changes 

attract attention because they occur in "color, size, 

shape, position, relation; things unexpected and 

unforeseen , the new, the more so, the less so, the extreme, 

the excepti onal" (193). Illustrating the parallel 

principle of variety in written art, as well as in all 

other arts, Woolbert concludes that "variety is at the base 

of all t he arts: color, line, composition in painting; 

form, ac t i on, mood in sculpture; pitch, time, volume in 

music; materi al, form, lines of force in architecture" 

(1 93-9 4 ). Though he does not admit the possibility, 

Woolbert would agree that a writer might utilize the 

s trategy of monotony to establish a preselected effect. 

Obviou s e x amples are in James Joyce's Ulysses and Samuel 

Beckett 's Waiting for Godot. 
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Next, S. S. Curry, sometime president of the Boston 

School of Expression and author of Mind and Voice, studied 

the principles of conversation. He discovered that 

"inflexion and intervals are always found together. When 

one is accentuated, in nearly every instance the other must 

be increased. In accentuating one. [rhetors] 

unconsciously emphasize the other." For example, analysis 

of effective written discourse will reveal that "rising 

inflexions and falling inflexions appear, and the intervals 

followi ng the emphatic word have a downward direction." 

Curry believes that the intervals are "fundamental 

characteristics of naturalness in speaking English." Also, 

he insists that intervals and inflections be mastered, for 

both are the "primary elements of delivery" (260-61). 

Curry cautions that inflections "will seem most 

difficult at first, but later intervals will be most 

difficult." He teaches his students to coordinate the 

emphatic parts. To accomplish this task, rhetors 

accentuate the central idea "by shortening the inflexion 

and opposing the intervals of the subordinate and emphatic 

parts ." Curry also recommends as important introducing "an 

emphatic pause after the central idea." The speaker's 

agi lity test includes making "definite short inflexions on 

a low pitch in subordination to an emphatic one sustaining 

the conditions and openness of the tone passage" (262). 



Thus , voice coordinates with tone to produce effective 

discourse. Certainly, written voice and rhetorical tone 

remain significant to late twentieth-century discourse; 

however, some twentieth-century rhetoricians recognize 

written voice and rhetorical tone as considerations of 

styl e , rather than delivery, as this research interprets 

them. 
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Two additional representative examples of vocal 

training will substantiate the equivalent nature of spoken 

and written voice. Oral delivery skills taught to orators 

extend to delivery clues in a text which identify the 

written voice. To train public speakers at the Emerson 

School of Orators in the late nineteenth century, Jessie 

Eldridge Southwick (1865-1930) taught the "voice culture" 

principles. Emphasizing the importance of voice 

development, Southwick proposes that "the voice is a 

natura l reporter of the conditions, emotions, thoughts, and 

purposes (character and states or conditions) of the 

individual." To illustrate, she identifies the "ring of 

t r u e culture in the voice" as "that perfect modulation of 

tone a nd movement which, without self-consciousness, 

communicates exactly the meaning and purpose which impel 

the u t terances of the speaker" (1). Corresponding to oral 

vocal training, written voice remains significant in 

printed communication because written voice, tone, and 
' 



visual presentation remain the rudiments of effective 

written texts. 
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Almost a hundred years later, Huber Ellingsworth 

(19 28-) and Theodore Clevenger, Jr. (1929-) espouse the 

same principles. After studying delivery in relation to 

social action as a strategy of oral communication, they 

have discovered that "it is difficult to undergo the 

visceral changes of emotion without betraying them in the 

body and voice. Adding the dramatic arena, they report 

that, for actors to enjoy a successful portrayal of an 

emotion, the situation requires that "it be 'felt' 

internally to some degree" (170). 

However, with the lack of interest and focus on 

delivery--hence the loss of the imagined speaker's voice 

(written voice)--comes a loss of the experience that 

audito ry effect and rhythm provide the reader. Written 

voice i n discourse needs to be rediscovered. Like Barthes, 

Richard Larson (1929-) believes that "rhetoric has not 

dealt sufficiently with the dramatic encounter between 

reader a nd text." That relationship Larson calls a 

"dramatic encounter," since "what the reader hears shapes 

his or her perception of the text" (125). Analysis of 

selected works reveals that each type has at least one 

distinguishable written voice. The written voice present 

in di s course also has tone. Through the selected tonal 
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strategies, written voice encodes ethos, pathos, and logos 

and helps the reader to form concrete images. The images 

further enhance the reader's encounter with the text so 

that the rhetor "delivers" his ideas dramatically and 

dynamically to the reader. 

Before the twentieth century, a significant writer, 

Robert Louis Stevenson (1850-1894) recognizes auditory 

importance . Stevenson's illuminating essay "Style in 

Litera t ure " emphasizes the importance of literature's 

auditory effect and equates music's similar effects. He 

points directly to the importance of sound values in 

delivery when he observes that "each phrase in literature 

is built of sounds, as each phrase in music consists of 

notes. One sound suggests, echoes, demands, and harmonizes 

with another; and the art of rightly using these 

c oncordances is the final art of literature" (100-01). 

Sound value in language has been argued for centuries, 

mainly by two extreme factions which Christopher Collins 

designates as the "musicalists" and the "dictionary 

people. " The musicalists, like Stevenson, hold that each 

vocal sound contains a musical property, a magical essence, 

which distills into a poem's words and lines. Conversely, 

the dictionary people, most of them rigidly rational, 

maintain that sound has virtually no effect on a poem or 
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prose experience; for dictionary people contend that a poem 

c onsists of word meanings alone (115). 

Through the reading process, the rhetor and the 

a udience engage in a dynamic experience to which the 

audi tory effects of the written voice contribute. The 

musicalists ' point of view appears more acceptable than 

t hat of the dictionary people. The sense of sound provides 

an essential dimension to discourse. Though some casual 

o b s ervers may call the process a sense of hearing, the 

"hearing" involves the specialized activity of an internal 

voice because, of all the sounds audible to the human ear, 

wr i t ten discourse utilizes a range that attempts to 

reproduce every sound that occurs in a particular spoken 

language and to represent sounds culturally recognized in 

nature. 

Although Sir Francis Bacon (1561-1626) chooses to 

"reserve the term 'rhetoric' for 'the doctrine concerning 

the Illustration of Discourse' [IV 454]," he comments 

i ncidentally on auditory effect, rhythm, and emphasis when 

he discusses the similarities between music and rhetoric. 

He believes that the human spirit has natural rhythmic 

movement ; therefore, "sound alone . doth immediately 

and incorporeally affect most [II 561]" (Jardine 217). For 

example , Lisa Jardine proposes that Bacon does not credit 

sympat hy f or the effectiveness of aposiopesis, the figure 
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which orators use when they plan an interruption before the 

end o f a logical series. According to Jardine, Bacon 

thinks that "it is a purely auditory stimulus which 

produces a particular pleasant feeling in the listener, 

moving him to agree with the utterance" (218). 

American musicalist Sidney Lanier recognizes the 

importance of the simple sound element in English verse, 

thereby acknowledging the presence of written voice, when 

he expl a i ns that "a formal poem is always composed of such 

sounds and silences (or of the signs, or of the conception 

of such sounds and silences) as can be co-ordinated by the 

ear" (Science 33). To extend the correlative, he broadens 

the concept of language's relationship to music. Refuting 

the idea t hat "music is a species of language," he proposes 

instead t hat "language is a species of music." Lanier 

e xtends the concept by referring to language as "a set of 

t ones segregated from the great mass of musical sounds, and 

e ndowed, by agreement, with fixed meanings." To 

i llustrate , he maintains that the "Anglo-Saxons have, for 

e xample, p r actically agreed that if the sound 'man' is 

uttered, the intellects of all Anglo-Saxon hearers will act 

in a certain direction, and always in that direction for 

that sound" (Music and Poetry 3-4). Though he is wrong to 

view language as static, he correctly observes that users 



o f language do agree upon meanings even though those 

meanings may change over time. 
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Further clarifying the concept and the validity of 

written voice, Lanier asserts that some misunderstanding 

may occur when he classifies language as music because "the 

most common and familiar musical instrument happens to be 

at the same time what may be called an intellectual 

instrument,--i.e., the organ of speech." The same vocal 

apparatus which produces a musical message via sound tonal 

combinations also produces a verbal message. Though he 

believes that "music, freed from the stern exactions of the 

intellect , is also freed from the terrible responsibilities 

of real ism," the words that often correspond with music 

have c onventional meanings. The speech organ has both 

capaci t i es, according to Lanier. While the tones 

themse lves are "devoid of intellectual signification in 

t hemselves as if they were enounced from a violin or a 

f lute, " the tones are usually produced "along with certain 

vowel a n d consonantal combinations which go to make up 

wor ds, and which consequently have conventional meanings." 

He cont i nues, "In this way significations belonging 

exc l usively to the words of a song are often transferred by 

the hearer to the tones of the melody. In reality they are 

absolutely distinct." This phenomenon does not occur in 

reverse because "the tone would not be thereby impressed 
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with the meaning of that word. It might occur a moment 

after, conjoined with any number of different words" (Music 

and Poetry 4-6). In other words, sounds combine to produce 

the musical message; just so, sounds combine within a 

particular context to communicate an idea. Only within a 

context can sounds transmit ideas. 

Adopting Lanier's idea that "musical tones have in 

themselves no meaning appreciable by the human intellect," 

one may analyze tones that conjoin others to transmit 

intel lectual ideas in the English language is possible 

(Music 7). This analysis will pinpoint the phonological 

effects which the delivery of these selections produces 

because of established conventions. The phonological 

entities contribute significantly to the communication of 

meaning and emotion. Christopher Collins in The Act of 

Poetry categorizes the meaning of traditional English sound 

va lues for both oral and written discourse. An audience 

can unders tand the sound values if they fall within those 

sounds assigned, received, and learned through the oral 

tradition. (See Table II-1.) Because Collins' sound 

values are traditional, they do not satisfy a linguist's 

expectations for sound study. Nonetheless, when the 

audience interprets texts within a tradition, the 

intertex tuality provides a short-hand way of achieving 

communication. If one admits the value of intertextuality, 
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then a sound table provides one vantage point for study. 

When significant, specific sound values will be recorded in 

the International Phonetic Alphabet (IPA). The auditory 

effect and rhythm of the sounds contribute emphasis to 

establish a written voice. 

Authors achieve written voice when they choose 

rhetorical strategies to establish atmosphere and mood 

based upon the sound to effect a particular emotional 

reaction from the audience. Though a writer may choose 

from many rhetorical strategies, those used most often for 

effective delivery center on written voice, tone, and 

spatial arrangement. In other words, those chosen 

rhetorica l strategies that combine to create a speaker's 

written voice and tone also depend upon the reader's 

perceived ethos, pathos, and logos of the speaker. For 

example , to create written voice, words with particular 

consonant clusters can produce a desired effect, i.e., 

colliding consonants can express outrage, disgust, or 

conflict. Based partially on Collins' verbal sound values, 

Table II- 1 catalogues twentieth-century analogous sounds 

and meanings. An audience cannot perceive, respond to, or 

enjoy mus ic unless it can be heard audibly or at least 

reproduced in the ear of the mind (exteriorized or 

interio r ized). Like an audience listening to music, one 

reading or listening to speech requires a context in which 
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[o] 
[U] 
[au] 

[e ] 
[i] 
[a.r J 
[oi] 

[ a] 
[:,] 
[q] 
[v] 

[ae.] 
[ € J 
[I\] 
[!] 

[w ] 

[l] 
[r] 

[ m] 
[n] 
[~] 
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Table II-1 

PHONETIC SOUNDS FOR TRADITIONAL ENGLISH ASSOCIATIONS 

Traditional-English 
Meaning-Associations 

as in "ng" resonance 
as in "QQze" solemnity 
as in "cow" completion 

as in "s~" brightness 
as in "s~" unimpeded motion 
as in "lie" speed 
as in "bQY" 

as in "f§.ther" depth 
as in "l~" hollowness 
as in "hgt" 
as in "fQ.Qt" 

as in II §.Ct" sharpness 
as in II S§}t" precision (light) 
as in II 1!.P II narrowness 
as in "kick" 

as in "won" speed 
smoothness 

as in ",;!.ull" smoothness 
as in "roll" sleepiness 

calm 
warmth 
brightness 

as in II !!}O!!! II sleepiness 
as in II nap II inarticulate sound 
as in "si~" hollowness 



[s] as in 
[z] as in 
[3] as in 

[h] as in 
[f] as in 
[v ] as in 
[ f"] as in 
[ e J as in 
[ ~] as in 
[tj ] as in 
[d3 ] as in 

[b] as in 
[ d] as in 
[g] as in 

[p] as in 

[t] as in 

[k] as in 

"hi§" 
"bu~" 
"azure" 

"hat" 
"fat" 
"yest" 
"ship" 
"thin" 
"that" 
"cheap" 
"judge" 

"gump" 
"gump" 
"2un" 

"pop" 

"~ap" 

"cut" 

whispering 
sliding motion 
hissing 

impeded motion 
friction 
rubbing 
soft, gentle scraping 
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dull collision or explosion 
the striking of two objects 
the scraping of two objects 

small, sharp impact or 
explosion 
striking, piercing of two 
objects 
cutting, piercing of 
something 

the mess age can be interpreted. To ignore a word's sound 

values compares to reading the notes of music on a musical 

score without hearing them or to an observer who watches a 

dancing couple moving silently around the floor as they 

read the music silently. Something is definitely missing. 

The element missing in those scenes is the auditory 

experience of music and language. Plato illustrates the 

subtle effect of sounds on the hearer's emotion. The 

collective subtleties can produce an enormous impact. Not 

insensitive to art, but at the same time, not sympathetic 

to it, he proclaims in The Republic that "poetry waters and 
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nourishes emotions which ought to be desiccated" (606D). 

Certainly Plato recognizes the effectiveness of delivery 

strategies. His recognition produces fear in Plato that 

his u topia , the Republic, will be abolished because 

delivery alone can sway an audience. Dishonest orators who 

rely primarily on pathos to persuade an audience can 

produce that destruction. 

Since he believes that logic should be the primary 

persua der, Plato contends that poetry's persuasive capacity 

through the emotions should be avoided. However, Plato's 

static point of view does not allow for any other function 

of poetry . Considering poetry's only function to be a 

persuasive d i scourse, he fails to recognize the 

possibilities of multiple responses to the text. While he 

a cknowledges and consequently fears what emotions poetry 

may generate in an audience, he confirms poetry's power to 

c reate emo tion. 

Capturin g the significance of emotion in literature 

which, i n the ancient world, was likely to be read orally, 

Longinus theorizes that "the effect of genius is not to 

persuade t he audience but rather to transport them out of 

themselv es. Invariably that inspired wonder casts a spell 

upon. [the audience] and is always superior to what is 

merely convincing and pleasing" (127). The effective 

rhetor recognizes the value of the auditory effects that 
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carry emotional elements which are transmitted through the 

written voice of discourse. 

Aristotle defines diction, the power of language, in 

The Poetics when he explains that the merit of diction is 

to b e clear and not commonplace. The clearest diction is 

that made up of ordinary words, but that diction is 

commonplace. Words which employ unfamiliar words are 

dignified and outside common usage. He clarifies 

"unfamiliar" as "a rare word, a metaphor, a lengthening, 

and anything beyond the ordinary use." He recognizes that 

the preferred communication contains "a sort of mixture of 

the two . " To illustrate, Aristotle says that "one kind 

[ unfamiliar] will save the diction from being prosaic and 

c ommonplace . . for example ... the metaphor and the 

'ornament,' whereas the ordinary words give clarity'' (x). 

Aristotle also discusses the use of metaphor as an 

el ement of diction in his Rhetoric when he distinguishes a 

metaphor as deriving "from something; and the beauty of a 

word, or its ugliness, as Licymnius in his Art of Rhetoric 

says, will lie either in the sound or in the sense." 

Contending that metaphors must be drawn from words that 

sound beautiful, that are effective in sound, sight, or 

some other sense, he advocates choosing words that come 

closest to the thing described and requiring them to set 

themselves distinctly before their audiences' eyes (189). 
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Whi le rhythm certainly does not displace sound value 

or message, rhythm shares an important relationship. 

Mourns Lanham, "When a sterile, unfeeling dissection is 

perfunctorily performed on a poem to the exclusion of 

' sensing ' the poem and feeling a poem's sound, much of that 

poem's meaning and enjoyment have been ruefully neglected" 

( 103). Lanham lauds the value of rhythm when he insists 

t hat using rhythm devices effectively enhances the 

experience of all literature. The humorous, baudy fabliaux 

i n Chaucer's Canterbury Tales; the rough, disconcerting 

r hythm o f John Donne's "The Flea"; the heavy, periodic 

prose of Samuel Johnson; and the unpredictable, garbled 

narration of Faulkner's Benjy in The Sound and the Fury 

serve as only a few examples. The written voice maximizes 

rhythm to evoke previous experiences through rhythm within 

phras es, r hythm which controls a single selection, as well 

a s interte x tual rhythms. 

Wil l i am Shakespeare's sonnets substantiate the value 

o f auditory effects and rhythm of written voice. Wallace 

Bacon analyzes Shakespeare's diction through an analysis of 

hi s characters. When Bacon analyzes characters of 

Shakespeare ' s plays, he also finds the sonnets' successes. 

Bacon determines that "it is characteristic of 

Shakespe a re 's people that, at moments of highest emotion, 

they are like l y to find words enough to express their 
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feelings." In addition, "Shakespeare's vitality depends in 

large part upon his success in getting feelings into 

language" (273). While evaluating Shakespeare's encoding 

emotions into his texts, readers engage in a dynamic 

e xchange of energy. When they read his sonnets, readers 

experience emotionally the rhetorical strategies which 

contribute to the written voice. 

Sonnet XXIX 

When, in disgrace with fortune and men's eyes, 

I all alone beweep my outcast state, 

And trouble deaf heaven with my bootless cries, 

And look upon myself and curse my fate, 

Wishing me like to one more rich in hope, 

Featur'd like him, like him with friends 

possess'd, 

Desiring this man's art and that man's scope, 

With what I most enjoy contented least; 

5 

Yet · in these thoughts myself almost despising, 10 

Haply I think on thee, and then my state, 

Like to the lark at break of day arising 

From sullen earth, sings hymns at heaven's gate; 

For thy sweet love rememb'red such wealth brings 

That then I scorn to change my state with kings. 
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Shakespeare's "Sonnet XXIX" expresses an experience 

which enriches the reader because of carefully chosen sound 

images which convey the written voice (458). Though much 

Shakespearean scholarship suggests that the emotions 

expressed are the poet's own, it is immaterial whether 

Shakespeare voices his own emotions or those of his 

persona . The reader's perception of the written voice will 

cause the sonnet to appear to be either psychologically or 

autobiographically revealing. To read any literature 

autobiographically requires a study of history to discover 

the author's written voice. 

Through the rhetorical strategies of the written 

voice, Shakespeare also uses rhythm competently for desired 

effects. Sidney Lanier explains that rhythm wraps up 

Shakespeare's idea with a perfect fit because, like a 

nursery rhymer, Shakespeare "does not hesitate at a 

rhythmic intention which requires a rest to be supplied in 

the body of the line." More sophisticated than the 

nursery-rhymer, "he uses this device with special purpose, 

where he desires that the rhythmic dress of his idea should 

not flap about its body but clothe it with absolute 

fitness" (194). 

Because the sound as well as the sense ot the sonnet 

ascertains Shakespeare's expressive vitality, a 

phonological analysis reveals the sonnet's written voice 
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and demonstrates that the sound supports the thesis. The 

International Phonetic Alphabet (IPA) symbols as recorded 

in the second edition of Virgil A. Anderson's Training the 

Speaking Voice will be used to represent the sounds 

discussed in this chapter and indicated in brackets. The 

sounds under discussion will be notated by capitalizing the 

letters within the word which correspond to them. When 

compared to the chart of traditional-English meaning 

association, the vowels reveal the depth and hollowness 

which the poet transmits through the short vowels in the 

first l i nes of Sonnet 29: the vowels [I] in disgrace, and 

the [ o] in fortune. Coupled with the long, rounded sounds 

in the next line's vowels, the [o] in alOne and the 

diphthong [au] in outcast state express solemnity. 

Likewise, the consonants affect the written voice of 

the sonnet. The sliding, hissing motion of the [s] 

( striking the nerve of discord) coupled with the internal 

scraping [g] in disGrace communicates the compounded 

frustration of the arduous situation. The colliding 

consonant clusters in the phrase OuTCast STate appear 

i nternally in the word outcast, followed immediately by the 

initi a l sibilant [s] in the word State to communicate the 

onerous situation. Because interrupti0n of air occurs in 

the mouth when the tongue requires a pause following the 

soundi ng of the plosive [t] before it can articulate the 



[k ] sound occurring in the initial position of the final 

syllable, the speaker experiences momentary interruption 

when the speaker pronounces outcast state. 
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Shakespeare reinforces the frustration and depression 

with an arrhythmic beginning phrase, "when in disgrace," a 

dactylic foot followed by an accented syllable. Because 

most of the sonnet rests in iambic rhythm, he places 

emphasis on that phrase. The dactylic rhythm causes the 

reader to sense the difficulty the written voice expresses 

through the momentarily interrupted rhythm of the line. 

Next, the reader hears the rhythmic hesitation of the 

written voice in the third line, "And trouble deaf heaven." 

The unstressed and precedes the word grouping "trouble deaf 

heaven ." The first syllable of trouble signals the unrest; 

the f ollowing two syllables are unstressed to set up the 

arrhythmi c movement in the line. Correspondingly, the 

emphasis achieved by changing the rhythmic pattern 

parallels the conflict in the poet's written voice. 

Similar occurrences with the phrases "wishing me like," 

" featu r 'd like him," "haply I think," and "like to the 

l ark " stress the lack of consistency of rhythm prior to the 

r esolution in the final couplet. The lack of rhythmic 

consistency foreshadows and contrasts the smooth, flowing 

line s of iambic pentameter in the concluding couplet: "For 
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thy sweet love rememb'red such wealth brings/ That then I 

scorn to change my state with kings." 

Likewise, the sonnet speaker communicates his 

depression through the alliterative lingua dental analogue 

[ §] in the line, "THis man's art and THat man's scope," 

a!1d couples the voiced [~] in "THese" with its 

c o r responding voiceless analogue [ e] in "THoughts" [e.,ts] 

in line 9. 

In "haply" [hcie.p li], the first word in line 10, the 

sharp contrast of the initial consonant sound [h] to the 

preceding rumination reveals thit the poet's written voice 

rapidly changes from depressed preoccupation to a thought 
\, 

which overwhelms and consumes him. Consonance with the [0] 

and [;§ J analogous sounds dominates the line "I THink on 

THee, and THen my state," and partially conveys the 

transition of the abrupt mood change from depression to 

e cstasy, for the fricative quality of the fused consonants 

p rov i des a hissing bridge. The liquid [l]'s of the 

fo llowing line "Like to the Lark" smooth the line into the 

t ranquility which the sudden thought imparts. The long 

vowels and diphthongs--[~I] in "like" and '.'arising," [er] 

in "brEAk" and "dAY"--in "like to the lark at brEAk of dAY 

arising" transmit the light, airy titillation which the 

speaker aptly compares to the lark, a symbol of carefree, 

elevated adventure. 
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The sibilants [s] and [z] in "from Sudden earth Sings 

hymns at heaven's gate" connect the depths of despair in 

the written voice with the tranquility of anticipating 

heaven outside its gates. Abruptly leaving earth's 

corroding bowels, the convivial lark soars effortlessly to 

celestial bliss, an action intensified and unified by the · 

sibil ant [s] initiating both Sudden, a descriptor for 

earth, and Sings, the active verb representing the 

invitation issued at the threshold of heaven. 

Correspondingly, the compound vowel[ar] in thY and the 

simpl e [ i] of swEEt in line, 13 "for thy sweet love 

remembe r ed" lengthens and ~olors the bright, gay emotion 

tha t s urges in the poet when he recalls the love of that 

fri end . 

I n general, Shakespeare employs the couplet, for the 

ide a follows the thematic structure of the previous idea in 

logica l sequence (Hubler 26). The couplet summarizes and 

applies the depressed attitude revealed in the written 

voice to its reversal, which was sparked by a thought about 

t he l oved one. The short vowels--[-ae-] in thAt, [£] in 

thEn, and [I] in kings--effectively reflect and enhance 

that mood change whe.n the poet boasts "that then I scorn to 

chang e my state with kings." Thus, in the final line, the 

writ t en voice intensifies the conflict between temporary 

depr ession and its joyful reversal through the scraping, 
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sl iding [ ~] in THat and THen, the [s] in Scorn and State, 

and its homophonic [z] in kings. 

Similarly, through the written voice, "Sonnet CXVI" 

reveals the mutual strength that like-minded lovers 

experience. Although the written voice of "Sonnet XXIX" 

expresses temporary dubiety and apology, the speaker of 

Shakespeare's "Sonnet CXVI" never falters in his confidence 

and assurance. In spite of the confession of faith or 

perhaps because of it, the sonnet resembles a farewell 

speech. Additionally, the content of lines 1 and 2 reminds 

the audience of the ordinance of marriage found in the 

Anglican Book of Common Prayer in that both the Book of 

Common Prayer and "Sonnet CXVI" contain clear, positive 

tones in their messages of love. 

Sonnet CXVI 

Let me not to the marriage of true minds 

Admit impediments. Love is not love 

Which alters when it alteration finds 

Or bends with the remover to remove: 

0, no! it is an ever-fixed mark 

That looks on tempests and is never shaken; 

It is the star to every wand'ring bark, 

Whose worth's unknown, although his height be 

taken. 

5 



Love's not Time's fool, though rosy lips and 

cheeks 

Within his bending sickle's compass come. 10 

Love alters not with his, brief hours and weeks, 

But bears it out even to the edge of doom. 

If this be error and upon me prov'd, 

I never writ, nor no man ever lov'd. 
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An analysis of the sonnet's sounds reveals that the 

written voice of "Sonnet CXVI" possesses an overflow of 

short vowel sounds, particularly the closed vowel sound. 

Shakespeare discloses the decisiveness of the poem with 

emphatic, precise sounds. The sharp, clipped tones of the 

short open vowels [CL ] as in "alter" and El,.-] as in "foot" 

sustain the resolute, unconditional devotion of the rhetor 

throughout the poem. Just as consistency of the sounds 

reflects the singular theme and overshadows other vowel 

sounds, the dominance of these short vowels controls and 

unifies the poem. For instance, every word in line 2, 

"Admit [ "3::..- dmit] impediments [1mpt:_d.~ m£.nts]. Love [11,v] is 

[r z] not [nc:t] love [ lAv]," possesses short vowel sounds, 

and line 3, "Which alters when it alteration finds," a 

continuation of the thought, contains only two long vowel 

sounds, the [e r ] in alterAtion and the [ar ] in finds. 
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When Shakespeare uses long vowels, they achieve 

emphasis through contrasts, thereby intensifying the 

effectiveness of the written voice. For example, line 1 

concludes with two long vowels, the rounded [u] in trUE and 

the straight vowel diphthong [a:x] in "minds," to point up 

ideal love's essential ingredient--like-mindedness. Again 

in line 5, the words "Oh, nO!" contain the long rounded [o] 

vowel sound to underscore the interjection and accentuate 

the solemnity. Although the [u] as in dOOm possesses 

forebodi ng overtones, its utilization in line 12 also marks 

a contrast to the beautiful, unchanging picture of the love 

relationship of true minds, an excellent example of 

Collins 's point that the Chart of Verbal Sound Values 

s hould s erve as "only a preliminary guide and not a set of 

l aws" ( 113). Boasting six long vowels, line 9, "[l]ove's 

not [n~t ] [t]Ime's [tarmz] fOOl [ful], thOUgh [~ o] rosy 

[ r o z1] l ips and chEEks [t/iks]," the enigmatic statement 

reflect s the changing body in contrast to the unchanging 

mind and emotion which the speaker declares; the phrase 

"though rosy lips and cheeks" also contrasts with the 

fol lowing line, "within the bending sickle's compass come," 

which c onta i ns all short vowels. 

Sh a kespeare employs consonant nasals in line 1 to 

blend t he line in a harmony of the written voice akin to 
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what he describes in the sonnet. Three nasal [m] sounds 

lull the audience from the first line, "[l]et Me not to the 

Marriage of true Minds," into the first part of the second 

line, "[a]dMit iMpediments." Love is the theme; therefore, 

the calm smoothness of the [l] sound establishes the tone 

in the second part of line 2: "Love is not Love." The 

liquid [r] sound is also used to suggest smoothness and 

warmth, two characteristics of comfortable love: "Remover 

to Remove" ( line 4) and "Rosy lips" ( line 9). 

In comparable fashion, utilizing alliteration of the 

consonants noticeably enhances the written voice of the 

sonnet. Often, Shakespeare repeats a word or the root of a 

word to tickle and please the ear. Examples include "Love 

is not Love/ which alters when it . Alteration finds/ Or 

bends with the remover to remove." Also, the nasal [m] 

sound unifies the sound of the first line and immediately 

attracts attention to the sonnet. Actually, it is just fun 

to say--or hear: "Let Me not to the Marriage of true 

Minds." Three additional alliterative [m] sounds in line 

2, "AdMit iMpediMents," contribute to a repetitive 

sensation of [m] 's. 

Shakespeare's utilization of the nasals in the written 

voice further illustrates the marriage of true minds, for 

nasal sound production occurs when air travels through the 

two separate oral and nasal cavities before joining to 
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produce a single audible sound. In the same manner, two 

separate lives travel distinct paths until they join 

themselves in marriage. In line 10 the sibilant [s] 

interweaves with the unvoiced plosive [k] which alliterates 

"siCKle" [sik~l], "Compass" [k"mp~s], and "Come" [kAm]. The 

alliteration of the hard [k] sound intensifies the impact 

of such a fearful phenomenon: the "sickle of Time" that 

inevitably wields its final influence which brings an end 

to life. 

The voiced plosives are secondary to the previously 

described sounds in the written voice, but they support and 

extend effectiveness. The [b] sound gently discharges in 

"bending," "brief," "bears," and "be," in lines 10-13: 

"Within his Bending sickle's compass come; / Love alters 

not with its Brief hours and weeks, / But Bears it out even 

to the edge of doom: / If this Be error. . " The 

gentle undercurrent can be heard subtly as a dull collision 

or explosion which Shakespeare uses to drive home his 

point--i f the thesis goes awry, all human relationships 

reduce to an unhappy, loveless existence. However, the 

oath of the sonnet speaker emphasizes how strongly he 

believes his philosophy. 

Certainly much of this interpretation emerges without 

articulating any of the above reasons provided the 

interpreter or audience is accustomed to listening and 
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sensing the intended mood and meaning. However, when 

audiences consciously use sound devices encoded into the 

wri tten voice to analyze poetry either syntagmatically or 

paradigmatically, they further enhance their engagement 

with the text. 

Likewise, audiences enhance understanding by utilizing 

rhythmic devices. The steady rhythm of the written voice 

of " Sonnet CXVI" reflects the steadfastness of the text. 

Echoing the predictability of a "marriage of true minds," 

the regular iambic foot alters the rhythm of the sonnet 

only when a negative force appears. For example, the last 

part of line two, "love is not love," displays a negative 

possibility. The phrase's rhythm with its dactyl foot 

corresponds to accentuate the contrasting idea: what 

appears to be love may not, in reality, be love at all; 

where true love dwells, constancy resides as well. 

Still another caveat emerges in the twentieth century 

s ince electronics communicate much discourse. As Collins 

observes, "when the mechanical pandemonium of our streets 

has l eft audible no man-made sound below a shout, we have 

come t o forget how infinitely various and expressive the 

human voice can be" (124). To be sure, written voice 

poss e s ses various expressiveness because silent readers 

respond to the vocal apparatus since they are receptive to 

"words with miniature tensions and expansions, and 
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[ because] their minds imagine the sound of ... [the 

r hetor's] voice pronouncing the syllables" (112). The 

pho nological analysis of these sonnets points out the 

communicative importance of auditory effect in the written 

voice. 

Another Englishman, Jonathan Swift (1667-1745), 

satirizes the royalty that William Shakespeare regales in 

h i s s onnets. Dean of the Anglican St. Patrick's Cathedral 

i n Dublin, Ireland, Swift demonstrates effective use of 

written voice . Along with the Drapier's Letters, "A Modest 

Proposal " understandably is "the best remembered of the 

I rish wr itings" of Swift, Ricardo Quintana contends (107). 

The writ ten voice of the essay "A Modest Proposal" 

demonstrates the neoclassical emphasis on reason manifest 

in the e ighteenth century. A calm, matter-of-fact sound 

reverberates throughout the essay. Combining precise, 

sha rp, s olemn vowels with the piercing, exploding, and 

striking plosives, Swift creates an undertow that connotes 

c onflict. Likewise, the sounds confound the sense. Though 

modern English sounds may have somewhat modified the 

corresponding eighteenth-century sound, the proposal's 

satiric message rings a trustworthy sound of efficiency 

which p e rsuades twentieth-century audienc es just as it 

pers uade d eighteenth-century audiences. 
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Similarly, the rhythm of the written voice pulsates 

with matter-of-factness. Swift's preference for 

monosyllabic words produces sentences that plod along with 

little bounce. Characteristic of the period, Swift prefers 

simple, clear terms bound together in simple, clear 

sentences. The classical graces of order, good form, 

unified structure, clarity, conciseness, and restraint 

govern the written voice. The audience may hear a voice 

that is reasonable, yet calculated, through the 

contributing rhythm. Analyzed paradigmatically, the 

rhythms of "A Modest Proposal" evoke word, phrase, and 

intertextual meanings through recurring, contrasting 

cadences with voices that confuse the audience. 

To foreshadow the satire, Swift employs both rhythm 

and sound. Beginning in the title of the essay "A Modest 

Proposal ," the adjective modest utilizes the soothing, 

sleeping [m], the striking, voiced plosive [d], the 

whispering sibilant [s]; the word concludes with the sharp 

impact of the unvoiced stop [t]. Interspersed with the 

consonants, the hollow [a] and the precise[£] confuse the 

audience about the meaning of the word. When combined with 

the sounds of the second dominant word, proposal, modest 

satirically announces the import of the essay. The word 

proposal produces sharp impact with the [p] sounds, 

whispering with the [z] sound and lulling with the 
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significant final [l] consonant. The solemnity of the 

repetitive [o] sounds combines with the sharp precision of 

the final vowel [d] to intensify and confuse the lulling 

[l]. The written voice communicates both the radical idea 

that the essay espouses as well as its repetitive nature 

since, in reality, the proposal already is in practice. 

Also , the title "A Modest Proposal" intertextually echoes 

other titles of other proposals such as "A Proposal that 

All t h e Ladies Should Appear Constantly in Irish 

Manuf a c tures," "Proposal to Pay Off the Debt of the 

Nation ," and "The Advantages Proposed by Repealing the 

Test. " 

Swift's introductory sentence initiates the impact of 

the wri tten voice through its sounds. The effectiveness of 

the written voice extends throughout the essay. To analyze 

the essay paradigmatically renders the essay equally 

effective whether the reader analyzes the end, the middle, 

or the beginning of the essay. The sounds occur internally 

within t he word, between words, and intertextually. Swift 

begins, " I t is a melancholly Object to those who walk 

t hrough this great Town or travel in the Country; when they 

see t h e Stre ets, the Roads, and Cabbin-doors crowded with 

Beggars o f the Female Sex ... " (109). Applying phonetic 

ve r b al s ound values (See Table II-1), the audience depends 

upon t h e key words and expressions to determine the 
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written voice. In the first key adjective, "melancholy," 

the audience hears the short vowels[£] in the first 

syllable "mEl" and[~] in the second, unstressed syllable 

"an" with the short vowel (q] in the third syllable "chOl." 

The [€] and [a] short vowels communicate sharpness, 

narrowness, and precision; the short (q] vowel connotes 

hollowness with the rounded and open oral cavity. The 

smooth, calm, nasal and liquid consonant sounds [m], [l], 

and [n] in "MeLaNchoLy" which lull gently portend the 

struggle that Swift captures in the essay. 

Likewise, the familiar iambic rhythm of the beginning 

sentence soothes the audience with its regularity. The 

stresses are not heavy, nor do they pulsate. However, the 

intensity increases when the dactyl foot in "crowded with" 

interrupts the steady rhythm. Any rhythm change unsettles 

the audience ever so slightly, further underpinning the 

disconcerting effect of the sounds. This disconcerting 

rhythm suggests the same undertow that the auditory effect 

provides with scraping, colliding vowels and consonants. 

When Swift begins the first part of the sentence with 

smooth rhythmic qualities, he harmonizes its message with 

the sounds of the sentence. That is, the rhythm connotes 

the same harmony as well as disharmony which the consonants 

and vowels display. 
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Both the combined sound experience and the rhythm of 

the written voice foreshadow the conflict people sometimes 

experience when the comfort or security of an entirely 

precise, "practical" solution clashes with the agony which 

surrounds an inadequate nurturing of loved ones; the word 

me lancholy encapsulates the strife of which Swift writes. 

Perhaps Swift represents with the consonantal lull the 

complacent Irish who feel incapable of rescuing themselves 

from an slavish economy that yields an inadequate 

sustenance for them and their children. On the other hand, 

the precise, sharp vowels which occur within the individual 

word evoke meaning within phrases; vowels such as [d€,] in 

cAbin , trAvel, and pAssenger, [I] in It and children, [e] 

in mEl ancholy, objEct, and bEggars, and [A] in country 

control the sound. 

Correspondingly, the sharp, controlling vowels carry 

intertextual meaning which echoes beyond the text. Because 

o f their dominance, they can also represent the English 

l andlords who own and, thereby, do control the land and its 

people . The initial lull of the nasals and liquids in the 

wor d MeLanchoLy, the first word that carries meaning, 

pre par es the audience to relax. Nonetheless, the liquids, 

by t hei r very nature, fail to dominate the word melancholy 

or the selection. Instead, the strength of the precise 

short vowels[€], [~], and [a] dominates the word, just as, 
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i n tertextually, the English control the seemingly helpless 

I rish. The articulate vowel governs the inarticulate nasal 

i n much the same manner that the articulate English govern 

t he i narticulate Irish. 

Not only do the incongruous sound combinations of the 

written voice in the word melancholy typify the confusion 

of the audience because of their internal conflict, but 

subsequent words compound the verbal strife in the phrases. 

Swi ft attempts to placate the audience by referring to 

Dublin as a "great Town," intentionally choosing oxymoronic 

one- syllable words. How many "great Towns" are there in 

t he wo rld? This feigned enthusiasm for Dublin has a 

transparent nature. The diphthong [ez] in great and the 

r ounde d long vowel [qV-] in Town compete for attention 

because the thin [er] communicates brightness; the deeper 

~11] reverberates with solemnity and seriousness. 

Consequently, the sounds strengthen the link in the 

oxymoron . The syllable simplicity amplifies the message: 

t he s p e ake r professes only superficial allegiance to "this 

g reat town." The profundity is not present. In fact, to 

designa t e Dublin as a "Town," rather than a city, heaps a 

satiric , oxymoronic insult in the written voice upon the 

biggest and best that Ireland possesses. 

Fu r ther, the audience questions allegiance when the 

written voice of the speaker describes the community 
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s treets in the phrase as "crowded with Beggars of the 

Female Sex." Swift's faithfulness to perspicuity 

a dumbrates his carefully selected diction. The adjective 

"crowded" centers on the [q,r] vowel sound, but consonants 

concentrate the sound. The consonant cluster [kr] 

intensifies because of the [d]; the adjacent [e] vowel 

sha r pens the already harsh sound. The final sound, the 

plosive [d], suggests the dull impact of two objects. In 

trut h , Dublin's crowded conditions strike the nucleus of 

Irel and's problem. 

The oxymoronic "great Town," in reality, teems with 

femal e beggars. The word "Beggars" voices the initial [b] 

plosive to create the explosion experienced intertextually 

in Ire land because of English control of Irish land, 

coupled wi th English negligence to care for neither the 

land nor the people dependent upon it. Its corresponding 

impact compounds the medial [g], also a dull impact of two 

objects ; the harsh [ ?f'] sound collides with the voiced [ z] 

buzzing i ts final consonant. The sharp, closed short vowel 

[€ ] c ommunicates a narrow, cold emotion clearly chosen to 

demonstrate the lack of concern demonstrated by the 

a bsen t ee l a ndlords. The phrase "crowded with beggars" also 

presses an audience concerned with the enjoyment and 

experience of sounds. 



86 

Swift's desire to restrict his language to have 

c larity, conciseness, and restraint calls into question his 

description of the Beggars. Using a prepositional phrase, 

Swi ft reports "Beggars of the Female Sex." His preference 

f or Female coupled with Sex indicates the gender on which 

hi s plan focuses. Since women carry children both in the 

womb and in their arms, Swift singles them out. The 

two-syllable beggars corresponds rhythmically with mothers 

to extend the parallel; many women in Ireland who are 

mothers are also beggars. Irish females quite literally 

hold i n their arms the Irish economic problem according to 

Swi ft' s reasonable narrator. 

The distinction carries added significance when the 

a u d i ence cons i ders the sound value of the written voice 

because the word Female carries an initial weakened sound, 

the voiceless fricative [f]. Its irritating friction 

chides the ears until the sound relaxes into the medial 

nasal [m], the initial sound in male. Perhaps speculating 

t hat a typical reaction to females with child or children 

mixes a we with fear, Swift captures that mixed response in 

the c ons onants. 

Swift also images copulation through the sounds. The 

fr icative [f], formed by movement through an opening, can 

represent the vagina. The unimpeded motion of the long 

straight i nitial vowel [i], a phallic symbol, conveys 
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s peed--perhaps with which the Irish female can get 

pregnant. The word female possesses one additional vowel, 

the long straight [er] which transmits additional length to 

the controlling [i] vowel sound. Consequently, Swift's 

narrator aggravates the audience with the grating sound of 

the word female, and irritates them further with the 

harshly redundant descriptor sex, a combination of words 

which displays seduction and conquest. 

The single-syllable sex initiates its sound in the 

written voice with the hissing, whining [s] so that the 

word communicates its tension and harshness. The final 

consonant cluster [ks] combines the harsh, plosive [k] with 

the re leased force of the [s], imaging sexual climax. 

Additionally, the simple, hard sound carries an 

unsympathetic verdict for the women who "stroll to beg 

sustenance for their helpless infants." The narrator 

appears somewhat compassionate with his choice of the 

generic female terminology, but resounds his genuine 

reaction with the austere word sex which begins and ends 

with a sibilant though it comes to a full stop [k] before 

the final discharge (ejaculation) of [s]. 

Additionally, the written voice's use of the word 

Female to describe the beggar Irish mothers smacks of 

scientific categorization of animal genus and species. The 

decision adumbrates the thesis of the essay, that human 
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beings can be viewed merely as animal propagators of the 

species. Adroitly, the speaker equips his audience to view 

the beggars as animals without values or sensibility. 

Convincing to both eighteenth-century audiences for which 

Swift wrote as well as to the late twentieth-century 

audience, this scientific restraint places tension between 

the c ompassion for human distress and the compulsion to 

improve the economy. The phrase Female Sex echoes 

inter textually in such essays as "Proposal that All the 

Ladies Should Appear Constantly in Irish Manufactures," to 

contrast the "Females" from the "Ladies." 

To improve the economy challenges both Swift the 

writer and the starving Irish. Choosing a topic of 

interest to his audience, Swift exercises his knowledge 

about both English and Irish value systems. Certainly this 

knowledge becomes the root system for the gnarled "Irish" 

tree that a sound value system aids. 

In addition to disconcerting the British, Swift 

i ntends to create a subtle disharmony in the Irish 

communi ty to encourage the Irish to take care of their own 

r ather than to accept their poverty with helpless 

resignat i on. The Irish have preferred to place blame only 

upon t he English lords rather than to accept at least 

parti a l responsibility for allowing themselves to be placed 

in circumstances which allow someone else to control their 
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livelihoods. Swift ironically calls for the injured 

parties to shoulder some of the blame. To describe Irish 

chi ldren as "somewhat dear" for the English also points out 

that the Irish too hold their children only "somewhat 

dear." Whether they be interpreted as dominant mothers who 

castrate their sons or drunken, bar-hopping fathers who 

refuse responsibility, those parents who possess strong 

love for a child need to find some way to feed them, Swift 

impl ies. The auditory effect and the rhythm of the written 

voice produce the intended conflict between the desire for 

economic prosperity and the regard for human life. With 

the i ntroductory sentence, Swift sets the strife that he 

sustains throughout the essay. The audience feels the tug 

of the undercurrent through the sounds and the rhythm. 

The sounds of the written voice render the same calm, 

matter-of-fact veiled sincerity of a reasonable man when 

they are analyzed paradigmatically. However, a syntagmatic 

analysis, while infinitely useful, would prove too 

burde nsome for prose to be practical. Additional selected 

passages from the center and the end of the essay will 

illustrate the presence of the written voice for the 

audience/reader. 

Swift uses his reasonable written voice to communicate 

satirically that he utterly disapproves of the abuses which 

the Irish have endured at the hands of the English 
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landlords. For this reason Swift writes, "I Grant this 

Food will be somewhat dear, and therefore very proper for 

Landlords; who, as they have already devoured most of the 

Parents, seem to have the best Title to the Children" 

(11 2). Swift's utilization of pronouns accentuates the 

anonymous "they" who may not be identified by anyone. The 

[g] in Grant sounds a forced release which resembles the 

striking or swinging motion to hit something. The [d] in 

Dear , DevoureD, chilDren, and lanDlorDs, and the plosives 

[p] in ProPer and Parents and [t] in granT, somewhaT, and 

TiTl e provide the sharp, exploding plosives; the sliding, 

hissing fricative [ 8 ] in THis, THerefore, and THey 

produces the friction and intrusive motion which juxtaposes 

with other sounds to give the audience the unsettled 

feeling caused by tension between appearance and reality or 

satire. The vowels clarify with the consonants to 

emphasize the sharpness and hollowness within the words, 

but particularly in relationship to other sounds. 

The vowel sounds increase the undercurrent established 

with the satire Swift masterfully sustains throughout the 

essay. To illustrate, Swift links the passage with 

abundant [c:£] short sounds in such words as grAnt, 

lAndlords, and pArents to emphasize sharp, narrow 

preciseness which communicates the voice's lack of emotion 

and matter-of-factness even with such an ordinarily , 
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emotion-laden topic--children. The hollow depth of the[~] 

in such words as somewhAt, proper, and Already compounds 

the empty emotion of the speaker's voice in the analytical 

proposal. The choppiness of the[~] sound is tempered 

slightly by the long[~] sound of the dominant word fOOd 

and the incidental who later in the sentence. One 

addi tional illustration will solidify an idea that 

dominates the entire selection. The short [l] sound of 

such words as thErefore, vEry, alrEAdy, parEnts, bEst, and 

childrEn underscores sharp vocal inflection, a component of 

factua l, calculated ideas. Clearly, short-vowel sounds 

dominate the sentence to carry the unemotional, cold 

proposal to readers. 

Analyzed paradigmatically, the vocal sounds of the 

narrator carry the same unemotional, cold proposal to the 

readers, a proposal undercut by occasional smooth, warm 

sounds to set up the undertow and conflict. The undertow 

and conflict continue even to the last paragraphs of the 

essay. In the first sentence of the penultimate paragraph, 

the voice of the narrator generates the consistency of the 

previous paragraphs when it declares, "After all, I am not 

so violently bent upon my own Opinion, as to reject any 

Offer proposed by wise Men, which shall be found equally 

innocent, cheap, easy, and effectual" (117). The plosives 

[b], [p], and [d] found in Bent, oPinion, ProPoseD, founD, 



92 

and cheaP assume an inferior position to that of the 

fr icatives, liquids, and nasals to emphasize the 

conciliatory nature of the sentence. The fricatives [f], 

[v], [f], and [ -t_f] found in aFter, oFFer, Found, and 

eFFectual combine with the [v] in Violently, the [f] in 

SHall and the [-tj] in CHeap, whiCH, and effeCTual to provide 

a scraping f~iction without the bombardment of the 

plosives. The conflict between the sounds as well as the 

conflict between the proposal and the satiric intent of the 

essay remains. 

Noticeably absent are the initial consonant sounds in 

the words of this conciliatory sentence. The preponderance 

of vowel sounds, many in the initial position, reinforce 

the consonance because of the lack of force which the 

vowels typically possess. The sentence contains the 

following words with initial vowel sounds: After, All, .!., 

Am, Upon, Own, Opinion, As, Any, Offer, Equally, Innocent, 

Easy, and Effectual. The precision of the short[~] found 

initially in After, Am, As, Any, and medially in shAll 

combines with the sharpness of the[ € ] in violEntly, bEnt, 

rejEct, mEn, and EffEctual to communicate the 

matter - of-factness consistent with the rest of the essay 

without the strength of the consonants. The sounds of the 

' sentences comply with the sense of the sentence to produce 
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93 

Certainly the rhythm of the sentences contributes a 

simil ar sense to produce a written voice in the audience's 

ear. The iambic rhythm of the first sentence in the 

penultimate paragraph flows smoothly to lead to the obvious 

interpretation that the speaker's emotional control and 

cool reasoning ability pervade the sentence and the essay. 

The reader's close observation yields quite a different 

discovery. The first two feet of the sentence, "After all, 

I am not," displays two anapests, a reality that creates 

the initial undertow of emotions which pervades the word, 

the sentence, as well as the entire essay. 

The written voice of the essay "A Modest Proposal" 

demonstrates the neoclassical emphasis on reason with a 

calm, matter-of-fact sound which echoes throughout the 

essay. Combining precise, sharp, solemn vowels with the 

piercing, exploding, and striking plosives, Swift creates 

an undertow that connotes the economic conflict in Ireland 

about which he had much concern. Likewise, the sounds 

confound the sense. Swift wants his readers to reject his 

persona's proposal; he employs the sounds and rhythm of the 

written voice and the tone of delivery to accomplish his 

task. Though modern English sounds may have somewhat 

modified the corresponding eighteenth-century sound, the 
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proposal's satiric message rings a trustworthy sound of 

efficiency which persuades twentieth-century audiences as 

it persuaded eighteenth-century audiences. 

The rhythmic effect of ebbing and flowing of the 

written voice implies the negative underside of a proposal 

which, at face value, appears matter-of-factly sound. A 

listening to the written voice can distinguish the satire 

of t he proposal. The voice clearly suggests the satire of 

the e ssay, with its emphasis upon the riptide of Swift's 

proposal, negative emotion alternating with reason. Reason 

dominates because iambic feet dominate. The same 

undercurrent exists intertextually in other essays, such as 

"A Proposal to the Ladies of Ireland." 

J ust as William Shakespeare and Jonathan Swift utilize 

written voice to communicate to an intended audience, so 

American Alice Walker employs written voice. Best known 

for her novel The Color Purple (1982), Walker's short story 

"Everyday Use" explores the strength she gained through her 

own female heritage. She offers interest and insight into 

contemporary black leaders as well as her analysis of the 

strugg l es of an Afro-American lineage. Walker discloses 

these trials in "Everyday Use." Her rich written voice 

further accentuates the importance and value of auditory 

elements and rhythm in a variety of genres from a variety 

of bac kgrounds and countries. 
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The initial lonely "I," the [ar] sound in the written 

voice in her introduction, prepares the audience to focus 

on one person--the speaker--in the short story. In the 

introductory twenty-word sentence, sixteen are one-syllable 

words: "I will wait for her in the yard that Maggie and I 

made so clear and wavy yesterday afternoon" (46). The 

preponderance of one-syllable words foreshadows the 

solitary simplicity of the dominant character. The first 

two-syl lable word, Maggie, focuses on the most important 

person to the narrator. Vibrating gently and brightly, the 

initial short[~] in the first syllable "MAg-" joins the 

soothing [i] in the second syllable "-IE" to communicate 

the quiet strength that Maggie possesses. The consonant 

sounds [w] in will, wait, and wavy, the [m] in Maggie and 

made, and the [y] in yard and yesterday alliterate to 

magnify the soothing written voice with long vowel sounds 

and to produce a warmth in the written voice which calms 

and relaxes the audience. 

Rhythm does not confine itself to poetry and the 

essay. The written voice benefits significantly from 

Walker's effective rhythmic patterns. The slow rhythm of 

the firs t paragraph plods through the abundance of single 

syllables which dominate. The first sentence, "I will wait 

for her in the yard that Maggie and I made so clean and 

wavy yesterday afternoon," sets the simplistic mood. The 
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name "Maggie" significantly controls the sentence. The 

English iambic rhythm dominates the sentence's meter. Even 

the second and third sentences feel the control of the 

single-syllable vocabulary. The audience can use the 

rhythm of the first part of the first paragraph to 

determine much of the meaning. Hearing this 

straightforward, choppy presentation alerts the audience to 

anticipate a speaker who possesses a limited vocabulary 

since a basic, monosyllabic vocabulary typically indicates 

the simplicity of youth. 

Auditory impression also enhances the speaker's 

description of her daughter, Maggie. As the name implies 

through its sound equivalents in the written voice, the 

word Maggie is a mixture of an inarticulate nasal [m] being 

scraped against the hard [g]. The voiced plosive [g] 

dominates the consonant sound; its medial position conveys 

strength which controls the meaning of the entire word. 

The written voice perhaps stresses the inarticulate [m] 

because the central character empathizes with the younger, 

badly burned daughter. This empathy intensifies as they 

anticipate the arrival of the older, "fortunate" daughter. 

The audience responds to the empathy of the written 

voice for Maggie because of the alliterative adjectives 

which compound the sound and the impression. The speaker 

describes Maggie with the words standing Hopelessly and 
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Homely (47), employing the glottal aspirate [h] which 

communicates an impeded motion. Because of the adjectival 

aural impression which the written voice conveys, the 

audience forms a partial mental picture of Maggie. The 

speaker discloses Maggie as the gentle, embarrassed 

daughter whose self image suffers because of burn scars. 

Util izing vowels and consonants to create the picture of 

Maggie, the written voice divulges Maggie through her 

description of the way Maggie walks when she drawls, "That 

is t he way my Maggie walks. She has been like this, chin 

on chest, eyes on ground, feet in shuffle, ever since the 

fire that burned the other house to the ground" (49). 

Despite the rather depressing description, the written 

voice of the mother conveys the closeness that she feels to 

the daughter by the alliterative [m] that she chooses when 

she purrs, "my Maggie." The nouns that begin with the 

a lliterative affricative [ tJ ] in "chin" [ tJz11] and "chest" 

[ des+] reflect the impeded motion which characterizes 

Maggie ' s hesitant plodding along. The consonants dominate 

the aura l impression by overshadowing the short, closed 

vowels. 

The written voice of the mother/speaker recalls ten or 

twe lve years earlier when Maggie had received the 

life - changing scars. Grappling with a nightmare in which 

the s pe aker "can still hear the flames and feel Maggie's 
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a rms sticking to me, her hair smoking and her dress falling 

o ff her in little black papery flakes" (49). The strength 

of the alliterative [f] in Flames, Feel, Falling, and 

Fl akes scrapes the memory as well as the ear. While each 

impression contributes to the total aural experience 

through the written voice, the consonants also advance, but 

do not dominate, the sensation. The long [ez] in flAmes 

and flAkes, the [i] in feel, and the short, open[~] in 

£Al ling are vowel sounds which brightly permeate each word. 

Even though Maggie is homely, she is the beloved. The 

mother's action in the story's climax bears out this 

audi tory impression of the written voice. 

Although the diction never dramatically changes, the 

rhythm of the sentence does. Walker interestingly 

intensifies the short story's rhythm as the tension 

i ncreases. For example, the dialogue in which the speaker 

describes the fire scene which produced Maggie's scars 

t erminates abruptly. The descriptive sentence, "Her eyes 

s e e med stretched open, blazed open by the flames reflected 

in them," precedes the sudden caesura with the exceedingly 

short sentence "And Dee." The speaker reminisces coldly on 

Dee's reaction to the event. 

In one last example of rhythm's contribution to 

written voice, the speaker/mother narrates the additional 

impression of Dee as a demanding daughter who requires all 
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other thoughts and activities to cease when she appears. 

When the narrator interrupts herself in the line, "When she 

comes I will meet," the anacoluthon effectively stops the 

introspection before the two main characters confront Dee 

(Wangero). When the speaker interrupts the natural rhythm, 

the break also signals an hiatus of the natural, relaxed 

lives of the mother and Maggie. 

On the other hand, the written voice in the speaker's 

description of the older daughter supplies an example of 

sounds within a context controlling the interpretation of 

the t ext . The mother describes her older daughter as 

"lighter than Maggie, with nicer hair and a fuller figure. 

She's a woman now, though sometimes I forget" (49). The 

speaker provides a limited three-characteristics 

description prior to Dee's arrival. The mother's account 

o f Magg i e requires two paragraphs; her description of 

hersel f requires one long paragraph. Dee can be described 

with t hree simple characteristics. The mother describes 

Dee' s c omplexion as lighter and nicer than Maggie's hair 

and Dee's figure as fuller. The initial consonants [n] in 

Nice, t he [l] in Lighter, and the [f] in Fuller lull, but 

deceiv e. When the mother describes Dee, she characterizes 

a person considered beautiful in a predominantly white 

cultur e. To view Dee as nice, light, and full is to 

categor ize her as a black attempting to fulfill and fit 
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i nto the established norms of a white culture. Ironically, 

Dee fulfills the expectations of a culture that she 

declares that she rejects; the mother reveals her insight 

into Dee's dual motivations when she establishes Dee's 

characteristics for her reader. 

The distance between mother and older daughter becomes 

readily apparent through the written voice when Dee reveals 

her decision to adopt a new, African-based name. Receiving 

the family name, "Dee," for Dicie, means very little to the 

older daughter so that "Dee" rejects the simple 

one- syllable name composed of one consonant and one vowel. 

Instead, Dee assumes the highly complex, 

escape-from-her-past name, Wangero Leewanika Kemanjo. As 

pretentious as it sounds, the highly complex polysyllabic 

name represents the unstable, topsy-turvy mannerisms and 

flamboyant lifestyle that Dee (Wangero) pursues. 

Alice Walker's heart-rending short story utilizes 

written voice to convey a thesis as uncomplicated and 

o rdinary as her title: those who possess profound love care 

eno ugh about others to share everyday experiences with 

them, rather than bequeathing occasional flippant 

attention. The written voice employs vocalic and 

cons onantal English sound values which amplify and extend 

the experience. The vowels and consonants combine to 
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produce the gentle, quiet strength of Maggie, as well as 

the disorder of Dee. 

Established conventions and traditional meanings of 

sound values have been utilized since antiquity to deliver 

discourse. Sounds combine with rhythm to produce a musical 

mess age; just so, sounds and rhythm unite within a 

particular context to communicate an idea. Only within a 

context can sounds transmit ideas. The written voice can 

open a text for an audience when the audience benefits from 

auditory messages and rhythm received during the dynamic 

decoding process of discourse. Readers can gain entry into 

a text and can discover written voice by utilizing 

knowledge about the auditory effect of sounds; readers can 

become engaged with a text through an analysis of its 

rhythm. 

Analysis counteracts language entropy that threatens 

effective communication. When chaos pervades language, 

communication declines. For readers to understand a text, 

they need to hear the written voice, just as ancient 

audiences listened to oratory. Ancient audiences discerned 

the meaning from oral delivery clues as well as from the 

actual words spoken, gleaning a total impression of the 

rhetor from his delivery. Present-day readers do, too. 



CHAPTER III 

RHETORICAL TONE 

Rhetorical tone pervades the delivery of all 

discourse. Antiquity taught delivery as an oral concept, 

and delivery remains among the considerations for oral 

presentation. Just as the concept of voice extends to 

written communication, tone applies to written 

communication as well. Present in oral speech, tone--a 

quali ty or character of sound which people sometimes 

confine to a sound of distinct pitch or even to a musical 

note-- extends also to written discourse. The employment of 

rhetorical appeals affects the tone of the delivery of both 

oral and written discourse. For example, according to the 

ad Herennium author, rhetors "modify ... delivery in all 

k inds of tone, now to sharpness, now to kindness, or now to 

sadness, and now to gaiety" (190). 

Writers can establish tone through their utilization 

of three appeals or artistic proofs identified by the 

ancients as ethos, logos, and pathos. These three appeals 

determine in large part the success that rhetors enjoy 

because, in both oral and written discourse, appeals 

largely determine the degree of tonal impact which 

discourse exhibits. Both rhetor and audience can apply the 
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principles of ethos, logos, and pathos to the rhetorical 

tone of any discourse. These identified principles can 

illuminate a text for an audience by clarifying the tone of 

voi c es in the text. 

Twentieth-century meanings of rhetorical tone attach 

themselves to the past. I. A. Richards recognizes the 

significance of the past when he explains that "it is 

important. to realize how far back into the past all 

our meanings go, how they grow out of one another ... as 

an organism grows, and how inseparable they are from one 

another" (30). Background is also important because 

scholarship has neglected rhetorical tone as a concept of 

delivery which can be discovered through appeals. A brief 

examination of the historical significance of ethos, logos, 

and pathos is a particularly effective means to identify, 

a nalyze, and codify features of rhetorical tone. 

Readers and rhetors can utilize the rhetorical 

s trategies of tone as appeals by grasping and applying the 

ancient concepts. As William w. Fortenbaugh amplifies 

Aristotle's De anima, "Human beings are marked by opinion 

and belief" which entail not just a matter of argumentation 

"on the basis of facts and issues." Opinion and belief in 

discourse are complex ideas which include "manifestation of 

character, expression of emotion, appropriate style, and 

effective delivery" (246). Character represents ethos or 
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appeal from perceived character; facts and issues 

constitute logos or appeal to logic; pathos is emotional 

appeal. Readers can gain entry into a text by responding 

to its rhetorical tone through ethos, logos, and pathos. 

The classical Greeks rely heavily upon Aristotle to 

define rhetorical appeals. He equates ethos to the 

character of the speaker; whereas logos pertains to the 

"argument proper" or the dialectic of the discourse, pathos 

produces "a certain attitude [emotion] in the hearer" (8). 

Specifically, the ethos of a rhetor aids the rhetorical 

tone of the discourse in its power to persuade because, 

according to Aristotle, an audience can trust and accept 

"men of probity." In the areas where knowledge is not 

exact, he believes that people trust those of strong 

character "absolutely." However, Aristotle contends that 

the trust should be generated by the discourse. He warns 

against establishing trust solely on a rhetor's reputation. 

Although Aristotle acknowledges that some rhetors, whom he 

doe s not identify, write that the uprightness of the 

speaker "contributes nothing to his persuasiveness," he 

maintains that ethos remains the most persuasive of all 

appeal s (1.2). 

For rhetors to produce such a perception of trust from 

their audiences, they demonstrate through the rhetorical 

tone of their discourses that they are virtuous. According 
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to Aristotle, virtue surrounds the following elements: 

justice, courage, temperance, magnificence, magnanimity, 

liberality, gentleness, prudence, and wisdom. Recognizing 

the just and the courageous as the most highly esteemed 

character traits of persons, he conjoins bravery and 

justice. Bravery, readily accepted as essential in war, 

completes justice as necessary "in peace as well as in 

war." Courage moves people "to perform noble deeds in 

times of peril." Aristotle asserts that justice is the 

virtue "whereby each and all have what belongs to them in 

accordance with the law" (1.9). If the tone of the 

discourse demonstrates some of these characteristics, the 

discou r se may be perceived as ethical. 

The nex t most highly praised virtue which demonstrates 

an eth i cal tone is liberality. Aristotle describes the 

liberal person as "open-handed," not joining the struggle 

for money which most other people seek covetously. 

Instead, he bestows pecuniary benefits rather than hoarding 

money. Aristotle defines temperance or self-restraint as 

the "virtue through which men hold themselves as the law 

e njoin s wi th regard to bodily pleasures." The virtue 

"magnani mity" produces great benefits that approach 

grandeur in lifestyle; meanness of spirit and shabbiness 

are i ts opposites. Aristotle considers prudence an 

intellectual virtue which "enables men to lay good plans 
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fo r their happiness." He alludes to gentleness as 

placability and to wisdom as sophia, an intellectual 

virtue. Any behavior or discourse prompted by one of these 

virtues confers nobility and establishes an ethical tone 

for the rhetor (1.9). 

Correspondingly, the written voices of a text may be 

perceived as ethical. If oral discourse can demonstrate 

ethical characteristics such as trustworthiness, virtue, 

and sophia, written discourse can also establish such 

traits. Rhetors can utilize rhetorical strategies to 

establish not only a single rhetorical voice but an 

interweaving of voices which evince different qualities, 

even conflicting ones. Rhetorical tone may be the product 

o f a rhetor who co-mingles discordant voices in written 

discourse. Audiences of both oral and written discourse 

benefit from using ancient appeals to explore the voices of 

the text; they discover ethical voices that display virtues 

in the text. Such disclosures expand and enhance the 

audiences' interpretation of any kind of text. 

In addition to identifying the virtues, Aristotle 

recommends that rhetors fortify tone by strengthening their 

ethos. Readers may perceive discourse as ethical if the 

voices demonstrate that they have performed virtuous acts. 

Virtuous acts include the following: deeds for which the 

reward is honor, rather than money; any desirable action 
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for their country to the neglect of their own interests 

(1. 9). 
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Readers may respond negatively to written voice in 

discourse if they perceive that the voice lacks any of the 

three characteristics that Aristotle identifies which gain 

belie f or evoke ethos: character, intelligence, and good 

will. He records several traits that rhetors can possess 

which dispose audiences to perceive them as untrustworthy, 

thereby advancing a negative tone. For example, rhetors 

may lack the intelligence to form reasoned opinions, or 

rhetors may be "rascals" who may be "ill-disposed" because 

they know what they perceive to be the right courses to 

recommend to their audiences. Nonetheless, they may fail 

to advise their audiences accordingly. Being 

"ill-disposed" to an audience may cause rhetors to advise 

the wrong courses, even if they see the right ones. These 

circumstances and characteristics constitute the conditions 

that weaken the ethos of rhetors (2.1). A perception of 

any negative characteristic in the written voices produces 

a negative reaction from the audience. 

In addition to ethos, Aristotle develops logos as the 

nucleus of persuasion. Arguments which contain easily 

comprehended deductions befit rhetoric rather than 
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dialectic, he declares (1.2). Expanding a discussion of 

logos and the fallacies of logic, Aristotle suggests Topoi 

or commonplaces, as well as various types of arguments. 

Aristotle places great importance upon audiences who serve 

as "judges." He explains that "whoever it is ... [the 

rhetors] have to persuade is the 'judge.'" Rhetors strive 

to make the audience or reader "'decide' in . [their] 

favor" (218). A reasonable tone contributes to rhetorical 

voice which helps to govern an audience's perception of 

discourse. 

Aristotle explains two basic reasoning constructions, 

deduction and induction, which rhetors can utilize to 

accomplish a reasonable tone. Although not always the most 

cogent strategy, the enthymeme appears to be the most 

frequently utilized to achieve a reasonable tone. Two 

types of enthymemes are the demonstrative and the 

refutative. The demonstrative proves "that a thing is or 

is not so"; the refutative allows rhetor or audience to 

draw a conclusion from inconsistent propositions. The 

example corresponds to induction, and "induction is a 

begi nning or principle of knowledge" (qtd. in Thonssen 51). 

The two types of induction, perfect and imperfect, have 

some characteristics in common. According to Glenn and 

Thelma Capp, who explain Aristotelian logical theory, 

perfect induction results when all parts of a class are 
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examined and found to have certain characteristics in 

common. In reality, because a conclusion is based on 

verifiable facts, perfect induction does not require an 

inference. On the other hand, imperfect induction examines 

only part of a class from which a general conclusion is 

drawn (124). 

Aristotle likewise stipulates pathos as emotional 

appeal. Because reactions to discourse range across a 

spectrum of emotions, pathos contributes significantly to 

rhetorical tone. By Aristotle's definition, pathos 

incorporates those emotions as "states which are attended 

by pain and pleasure, and which, as they change, make a 

difference in. . judgments [of the same thing]." To 

analyze rhetorical tone via the emotions, Aristotle 

outlines three general questions on anger which can be 

applied to every emotion: (1) What is the mental state of 

t he angry persons? (2) With whom are they angry? (3) What 

things commonly make them angry? The answers to these 

questions provide rhetors with knowledge about how to evoke 

speci fic emotions in their audiences. Using the result of 

audi ence a n alysis, rhetors can sway the emotions of an 

audien c e (2.1). 

Audiences can respond to the emotion of a text by 

analyz ing the pathos of a text. Because emotion embodies 

one avenue to analyze rhetorical tone, Aristotle's 
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definitions of the basic emotions can be helpful. 

Aristotle defines the first emotion, anger, as "an impulse 

a ttended by pain, to a revenge that shall be evident." 

Asserting that people are always "angry with some 

p articular person" because that person has wronged either 

t he individual or one of his friends, Aristotle contends 

that angered persons receive pleasure arising from the 

expectation of revenge, "for it is pleasant to think that 

one will attain one's aim, and no one aims at what he 

thi nks he cannot attain." Angered persons can possibly 

derive pleasure when they imagine themselves fulfilling an 

act of retaliation (2.2). 

A rhetorical tone opposite to anger is mildness, an 

emotion or tone defined as placability, calmness, and 

patience. To be successful, Aristotle contends, rhetors 

ascertain the mental condition of those who are mild and 

the persons towards whom they are mild. Then rhetors 

determine "through what things they are rendered mild." 

Basically, people are pleasant to those individuals who 

t r e a t them with respect. Applying this maxim to discourse, 

rhetors who wish to allay an audience's alacrity will 

impart a message that acknowledges the audience's anger by 

di s closing a similar response to the condition or situation 

that angered the audience. To illustrate, people who are 

objects of shared hostility can be viewed as "formidable" 
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or as "involuntary offenders," or as "extremely distressed 

over what they have done" (2.3). In similar manner, 

Aristotle discusses what he considers to be the other basic 

emotional pairs: love or friendship and hatred, fear and 

confidence, shame and shamelessness, benevolence or pity 

and indignation, envy and emulation. 

Later in Book III, Aristotle advances the powerful 

influence in the concept of pathos which aids in the 

discovery of the rhetorical tone of the discourse. He 

proposes that propriety of language expresses emotion and 

character in proportion to the subject. The level of 

perspecuity of the language will determine the degree to 

which the audience believes the facts presented, Aristotle 

assert s . An emotional rhetor can convince an audience even 

"when t here is nothing in what he says." Consequently, a 

rhetor may successfully "stun the audience with sound and 

fury" ( 3 . 7 ) . 

Even before Aristotle, Plato distrusts rhetoric in 

part from his observation that rhetors can sway opinion by 

appe a l ing primarily to the passions. Plato amplifies the 

impor tance of rhetorical tone when he condemns most 

ardently a rhetor's apparent lack of ethical tone or ethos. 

In the Gorgias, Plato addresses this issue when Socrates 

explai ns that rhetoricians do not know what is good or 

evil , what is honourable or base, what is just or unjust. 
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In fact, Plato believes that rhetoricians may only give the 

impression of those various characteristics so that , 

"though he is ignorant, he appears to the ignorant to know 

more than one who possesses knowledge." Plato suggests 

that no one should learn rhetoric until he possesses the 

abil ity to discriminate between ethical and unethical 

characteristics so that he will not lead audiences toward 

fal se ideas (qtd. in Thonssen 21). 

Plato's concern that rhetors abuse pathos to gain 

approval or to sway the audience continues through the 

Roman classical period. In De oratore, Cicero cautions the 

orator to consider "whether the cause requires ... the 

minds of the audience ... [to] be excited; for such fiery 

oratory is not to be exerted on trivial subjects." Those 

rhetors who plead before judges or other audiences employ 

emotions such as love, hatred, anger, envy, pity, hope, 

joy, fear , anxiety. A rhetor can garner the love of the 

audience "if ... [the rhetor] seems to advocate what is 

advantageous to the persons before whom ... [the rhetor] 

is speaking" (qtd. in Thonssen 76). Like Plato, audiences 

may distrust any voice in a discourse which they interpret 

as conveying a predominantly emotional timbre. 

The Roman ancients also recognized the importance of 

ethos in creating rhetorical tone. For example, Cicero's 
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ideas address ethos as the skill of "painting character." 

Extending his definition of ethos in De oratore, Cicero 

bel ieves that the value of "a jocose manner ... and 

strokes of wit" give credibility to rhetors. By evoking 

the pleasure of an audience, rhetors prepare an audience to 

acce pt the discourse. To the concept of rhetorical tone, 

Cicero adds that the ability to please the audience with 

wit c annot be taught, but rather is "certainly [a] peculiar 

gift of nature" (II 54). 

Agreeing that rhetorical tone is important to please 

an audience, Quintilian, in Institutio oratoria, also 

recommends that the orator utilize ethos by demonstrating 

that h e possesses "goodness, being not only mild and placid 

but for the most part ... polite, and amiable and 

attract i ve to the hearers." All these characteristics 

should s eem to flow from the nature of the person so that 

the moral character of the speaker clearly appears 

in his discourse (VI.2.13). He agrees with Marcus Cato, 

who also addresses the importance of ethical tone when he 

advises that the ideal orator should be "a good man skilled 

in speaking" (XII.1.1). Quintilian depicts the 

quintessential rhetor as "the perfect orator, who cannot 

· · t · 1 de "not only exist unless as a good man"; requiremen s inc u 
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consummate ability in speaking, but ... every excellence 

of mind" (Preface 9). 

Quintilian explains that rhetors need to be of "good 

character and of pleasing manner." If rhetors defend their 

clients well, they should praise their clients' virtues; 

"the virtues which he ought to praise, if possible, in his 

client, he should possess, or be thought to possess, 

himse lf" (VI.2.18). When he points out that rhetors can 

persuade when they are "thought to possess" character, 

Quinti lian bridges the Platonic ideal with this treatise's 

perception of ethos as an avenue of establishing rhetorical 

tone as well as an audience's utilizing ethos to interpret 

a text. That rhetors possess strong moral character, which 

assures truthfulness and sincerity, extols an ideal 

expectation; that audiences can perceive truthfulness and 

sincerity embraces a principle of rhetorical tone as an 

avenue of illuminating a text, an idea also advanced in 

this research. 

In the Middle Ages, both rhetors and audiences 

continue to hold ethos and logos as important, just as the 

ancients did. Expanding pathos as a path for audiences to 

discover rhetorical tone, St. Augustine concerns himself 

with audience response or the emotion the rhetor engenders 

in the audience. In his influential treatise on the art of 

ecclesiastical rhetoric, De doctrina christiana, a work 
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t hat outlines theoretical and practical guidelines for the 

rhetorical art of preaching, St. Augustine's interest in 

a udience response is prompted by his intention to clarify 

strategies for developing effective sermons. Through the 

interconnectedness between the rhetor and an audience, 

pathos establishes the tone. 

Further, St. Augustine observes that "moving the minds 

of the listener" depends on the degree to which the 

audience identifies the speaker's intentions and feelings 

with those of the audience (176). His observation depicts 

the manner in which medieval and, later, Renaissance 

rhetoricians advise orators and writers on the importance 

of understanding how an audience may perceive communication 

because of rhetorical appeals which may set the tone. 

Geoffrey of Vinsauf also recommends rhetorical tone as 

an important consideration. He recognizes the importance 

o f audience and affirms the advice of the ancients to 

"spe ak as the many; think as the few." He continues, "[D]o 

not have regard to your own powers, but rather his with 

whom you speak. Give a weight to. words that 

[are] suited to his shoulders ... " (73, 99). Geoffrey's 

treatise admonishes rhetors to evoke the desired emotional 

response to create an acceptable tone based on the 

character and interests of an audience. 
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In the Renaissance, Leonard Cox advocates rhetorical 

tone as a quality used to determine its meaning or to 

distinguish differences in meaning. He discerns the 

importance of ethos, logos, and pathos to effect a change 

in the audience. Intertwining ethos and pathos, Cox 

teaches that "Logike is a playne and a [s]ure way to 

in[ s]tructe a man of the trouth of euery thynge" (159). In 

spite of the emphasis which he places upon ethos and logos, 

Cox acknowledges pathos as "beneuolence," which he defines 

as " the place whereby the herer is made willyng to here" 

( 50) • 

Also, Thomas Wilson in The Arte of Rhetorique 

emphasizes the value of a reasonable or logical tone: "When 

we haue declared the cheef pointes, whereunto we purpose to 

referre all our reasons, wee muste heape matter, and finde 

our a rgumentes to confirme the same to the vttermoste of 

our power, makyng firste the strongest reasons that wee 

can, and nexte after, gatheryng all the probable causes 

together, that beyng in one heape, thei maie seme strong 

and of greate waight." He continues, "And whatsoeuer the 

aduersarie hath saied against vs, to answere therevnto as 

tyme and place maie beste serue .... For prouyng the 

matter, and searchyng out the substaunce or nature of the 

cause, the places of Logique must helpe to sette it 

forward" ( 114). 
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Wilson depends upon Quintilian's teaching to discuss 

pathetic tone: ". . straight and immediately after the 

Narration, ther should also bee vsed suche sentences as 

might be full of pithe ... that the hearers may be 

stirred vpon the onely report of some sentencious saiyng, 

or weightie text in the Lawe" (114). Rhetorical tone 

persists whether in "speakyng saiyng, or weightie text in 

the Lawe. As in speakyng largely against extortion, one 

might after his reasons applied to the purpose, bring in a 

pithie and sentencious proposition ." (113). Wilson 

also observes that pathos moves an audience "with those 

things , which we think either hurtful, or profitable for 

ourselves. II (114). 

In the eighteenth and nineteenth centuries, the 

importance of ethos, logos, and pathos expands. Rhetorical 

theory reinforces the ancient principles of tone that 

influenced the pedagogical tradition in the centuries that 

followed. In A System of Oratory, John Ward (1679-1758) 

enlarges slightly the definition of ethos as character. If 

an audience applies ward's belief that characteristics of 

ethos may appear in dynamic discourse "in order to render 

what he says acceptable to his hearers; and [if] 

[ th t B 1 d Modesty" ose] are, Wisdom, Integri y, enevo ence, an _ 

(I.142), the hearers will receive impressions and insights 

into the discourse. 
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Recognizing the importance of logos in persuasion, 

Gilbert Austin teaches in Chironomia that "oratory is the 

power of reasoning united to the various arts of 

persuasion" and exhibited by "the whole energy of ... 

human powers." Reasonable tone or logos has the 

disadvantage of "appeal[ing] to the understanding alone; 

oratory deals with the passions also. Reasoning proceeds 

directly to the truth, and exhibits it in the simplest 

language" (217-18). Logos can be employed to discover tone 

since utilization of logos by both the rhetor and the 

audience sets the tone of the discourse. 

The relationship of reasonable tone to delivery 

remains significant, for as Austin observes, "reasoning 

divested of rhetorical composition and of rhetorical 

delivery becomes strict demonstration. Such reasoning is 

found in logic, mathematics, evidence of facts, and law 

arguments." Austin illustrates logos as one of the chief 

components to discover rhetorical tone. When Austin 

proposes that discourse considers what audiences will judge 

"the most favorable view of the subject," he also suggests 

that the rhetors entertain audiences to get ... [their] 

attention, and, "having won . [their] favourable 

attention, 

and to. 

appeals at once to . [their] understanding 

[their] heart[s]" (217-18). Appeals to 

audience understanding usually equate to appeals to 
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logos; appeals to their hearts equate to appeals to their 

pathos. Thus the audience perceives rhetorical tone both 

logically and emotionally. 

In The Philosophy of Rhetoric, George Campbell 

reiterates the traditional rhetorical emphasis on the 

appeals to influence an audience. Campbell places high 

priority on reasoning to persuade, but he acknowledges that 

audiences are not convinced by logos alone. He explains 

that "If the orator would prove successful, it is necessary 

that he engage in his service all ... the different 

powers of the mind, the imagination, the memory, and the 

passions." However, Campbell does not believe that pathos 

supercedes logos. Rather, he views pathos and the other 

faculti es "not as supplanters of reason, or even rivals in 

her sway; they are her handmaids, by whose ministry she is 

enabled to usher truth into the heart, and procure it there 

a favourable reception" (206-07). 

Charles Sanders Peirce supplements Aristotelian 

logical forms by explaining abduction as "a preference for 

any one hypothesis over others which would equally explain 

the facts, so long as this preference is not based upon any 

previous knowledge bearing upon the truth of the 

hypothesis, nor on any testing of any of the hypothesis" 

(6.526). Peirce distinguishes abduction from induction 

because the legitimacy of abduction "depends upon 
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altogether different principles from those of other kinds 

of i nference" (6.526). Abduction has a certain element of 

guesswork--an estimate or an original suggestion. 

Abductive suggestion comes suddenly as an act of insight 

which Peirce considers to be "extremely infallible." He 

explains that "it is true that the different elements of 

the hypothesis were in our minds before; but it is the idea 

of putting together what we had never before dreamed of 

putting together which flashes the new suggestion to 

[active ] contemplation" (5.181). A subconscious process 

which i s not subject to logical criticism, abduction forms 

perceptual judgment in one continuous process. Peirce 

considers abduction as reasoning because he views logic as 

a normative science. 

Another facet of abductive inference, plausibility, is 

a theory that "has not yet been subjected to any test, 

a lthough more or less surprising phenomena have occurred 

which it [abductive inference] would explain if it [the 

inference ] were true . or if it [inference] were highly 

plausib le. " Audiences are justified in reasoning 

abductively "as long as the phenomena ... [are] 

inex p licable otherwise" (2.662). Nonetheless, Peirce 

admits that abductive logic is fallible. 

Ab duct i ve logic closely associates with pragmatic 

logic, Peirce theorizes. Concluding his lectures of 1903 
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on pragmatism with a maxim for pragmatic logic, Peirce 

resolves that the elements of every concept enter into 

logical thought at the gates of perception and make their 

exits at the gates of purposeful action; and all who 

"cannot show passports at both those two gates are to be 

arrested as unauthorized by reason" (5.212). Abduction is 

probable inference, presumption, or unerring instinct 

skil ls that human beings are compelled to have. They can 

use these skills to "bridge short gaps" (Peirce 6.497). 

In the twentieth century, considerable scholarship 

explores the relationship between rhetors and audiences. 

Such scholars as I. A. Richards, Kenneth Burke, Wayne C. 

Booth, Chaim Perelman, and Roland Barthes investigate 

rhetorical approaches to language interpretation. 

Twentieth-century reader-response advocates include Louise 

M. Rosenblatt, Norman Holland, David Bleich, and Stanley 

Fish; Mikhail Bakhtin, Umberto Eco, and L. S. Vygotsky 

explore tone by analyzing the voices which penetrate 

discourse. A renewed interest in written voice and 

rhetorical tone enhances the concept that delivery is still 

a viable, functioning canon in twentieth-century rhetorical 

theory. 

Audiences can apply I. A. Richards's sort perception 

theorem to discover rhetorical appeals which can illuminate 

tone. The theory requires that the general or abstract 
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i dea split into sorts. From these sorts the audience 

"arrives at concrete particulars by overlapping or common 

membership of these sorts." Richards explains perception 

as "whatever it perceives as a thing of a certain sort. 

Al l thinking from the lowest to the highest--whatever else 

it may be--is sorting" (30-31). When a twentieth-century 

audience sorts out the measurable criteria of the ethos of 

a s peaker to determine the tone by identifying the ethos of 

a speaker, the audience uses delivery strategies as 

instances of concrete particulars. 

Additionally, other characteristics of speech 

contribute to the audience's evaluation of the tone by the 

credibility or ethos of a speaker. Audiences may also 

receive a "delivery" from a text. Readers listen to their 

inner ears, verbalize texts, and use punctuation, diction, 

s pelling clues, and other context clues. In those ways an 

audi ence may perceive a rhetor's tone through the ethos of 

delivery. For example, Huber Ellingsworth and Theodore 

Clevenger, Jr., have researched the impact of Standard 

Gene r al American dialect on broadcast advertising. Their 

rese arch extends to audiences that interiorize a written 

text . Ellingsworth and Clevenger conclude that the 

principal advantage of Standard General American dialect is 

that "it leads the greatest number of listeners to develop 

a favorable image of the announcer and, through the 
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announcer's increased credibility, to develop a favorable 

impression of the product he advertises" (173). 

Also, rate of speaking produces typical impressions in 

a wide range of listeners. A rapid rate of speaking "leads 

to an impression of activity, energy, and dynamism." On 

the other hand, "slow speakers are typically viewed as 

conservative, deliberate, or lethargic" (Ellingsworth and 

Clevenger 175). The perception of the audience determines 

whether these tonal characteristics enhance or impair the 

credibility of the rhetor. Audience perception depends 

upon preconceived ideas of efficiency, energy, and 

dynamism. For example, if people in the audience know 

individuals who are slothful and slow in most of their 

activities, those people in the audience may regard slow 

speakers as lethargic; unless they know the speakers in 

other non-communicative circumstances, observers may draw 

t he c onclusion that all slow speakers are inactive and 

apathetic. On the other hand, if individuals in the 

audience know slow people who perform their tasks carefully 

and thoughtfully, those individuals may view slow speakers 

as d e liberate, but not lethargic. Audiences depend upon 

the experiences that they bring to the communicative 

situation to shape their interpretative responses. 
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Likewise, pitch and volume contribute to the 

impression of the audience. Ellingsworth and Clevenger 

conc lude that "a low-pitched or loud voice is thought to 

characterize [a] relatively strong personality," but a 

"high-pitched or weak voice is thought to characterize 

relatively weak ones." Many scholars belie that 

misconception; nonetheless, the popular myth persists. 

Ellingsworth and Clevenger point out that twentieth-century 

rhetors hav e difficulty in dispelling an initial impression 

on an audience; only "after extended contact with an 

individual ... [is] the impression of strength or 

weakness arising from pitch and loudness of his voice 

finally overcome" (175). 

Rhetors' credibilities precede them so that audiences 

"hear" ethical tone even before rhetors speak. In fact, 

Ellingsworth and Clevenger allege that "only rarely is a 

s peaker 's delivery so poor that it causes an audience to 

a lter a well - formed favorable impression of him." Judgment 

about the ethos of little known rhetors depends heavily 

upon t one perceived by audiences during delivery. 

Ell ingsworth and Clevenger assert that rhetorical tone in 

del ivery receives attention before the "content of the 

speech has been sufficiently developed to provide a basis 

for judgment, and thus it is delivery that elicits the 
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expectations concerning the speech" (179). 
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Rhetors can expect response to their discourses based 

upon rhetorical tone which audiences perceive in the 

deliveries of rhetors. As Ellingsworth and Clevenger 

assert, "If the delivery is lively, assured, and direct, 

the i nitial impression of the speaker will be that he 

[i.e., any speaker] possesses these traits, and auditors 

will l ook f or further evidence of them in the speech." 

Unless significant contrast appears between the perception 

of the tone and the content of the discourse, an audience 

will have a favorable impression of the speaker and will be 

more "likely to view his ideas favorably than if his 

delivery pattern had created an unfavorable first 

impress ion" (179-80). Sometimes spelling or other clues 

indicat e particular dialects such as those which Mark Twain 

t ranscribes in Huckleberry Finn and other discourse; 

rhetors can establish particular idiolects and dialects. 

However, rhetors cannot use language as a "neutral 

medium t hat passes freely and easily into the private 

property of (their] intentions." Rather, language is 

"populated- -over-populated--with the intentions of others. 

Expr opri ating it, forcing it to submit to one's own 

intentions and accents, is a difficult and complicated 

process " (Bakhtin, The Dialogic Imagination 294). Mikhail 
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Bakhtin explains that each person communicating with 

another person in a novel "will seek, by means of 

intonation, pronunciation, lexical choice, gesture, and so 

on, to send out a message to the other" (The Dialogic 

Imagination xx). The communication process extends to the 

rhetor and the audience. Rhetors send out messages "with a 

minimum of interference from the otherness constituted by 

pre-existing meanings (inhering in dictionaries or 

ideologies) and otherness of the intentions present in the 

other person in the dialogue" (xx). Most audiences 

trans fer dialects much like their own or dialects from 

their memories to written discourse. Such a transfer may 

provide a credible impression of the rhetor. Readers also 

supply themselves with individualized speaking rates, 

pitches, and volumes for various voices through context or 

other clues. The readers have determined truth and a 

credible interpretation for themselves. 

In the search for truth or ethos, audiences may try to 

analyze rhetorical tone during delivery. Tonal strategies 

of discourse require cunning investigation, for the 

perception of truth may be difficult to determine. In The 

Rhetoric of Fiction, Wayne c. Booth discusses the 

difficulty of determining exactly what is truth. He 

acknowledges that audiences "are all passionately fond of 

the truth.'' Nonetheless, he confesses the difficulty he 
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experiences in determining truth, hence ethos: "I can 

never rely on myself to recognize decency or courage when I 

see them, and more often than not the truth annoys me on 

first encounter or is dismissed as falsehood" (112) G 

Extending Booth's idea, I. Hashimoto in "Persuasion as 

Ethical Argument" doubts any audience's ability to discern 

ethos in rhetorical tone. In fact, Hashimoto argues that 

"no one really knows what 'fair,' 'honest,' or 'sincere' 

really means." The notions that students "'must' not 

coerce, 'must' be non-threatening, 'must' be friendly, and 

[must be] 'generous,' [ideas which] underlie most 

textbook treatments of persuasion," appear to Hashimoto to 

be "nothing but problems in explicitly or implicitly tying 

persuasion and/or persuasive argument to prefabricated 

ethical requirements" (46). 

Any argument, ill-contrived, can evoke negative ethos 

as wel l as logos. I. Hashimoto asserts that "examples 

a bound where persuaders might use unethical arguments for 

e thical ends" (49). For example, few people would question 

the "moral rightness" of Churchill's stand against the 

evi l s of Nazi Germany, nor would they question the value of 

such decisions during wartime. Yet people may still assert 

that "Churchill uses unfair techniques as he invokes God's 

Will, builds his case on the vague notion of the 'New' 

[sic] world, and loads his text with generalities that he 



has no intention of supporting with facts, evidence, or 

even logic" ( 50). 
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Hashimoto would probably take issue with the value of 

tea ching students to "avoid" any weakly formed argument. 

Ironically, Hashimoto asserts without proof that he 

"suspects students who practice all kinds [many varieties] 

of p ersuasive techniques--even shady ones--learn to 

recognize such techniques," learn to understand how they 

oper ate, and learn to evaluate their effects "much more 

knowledgeably than students who are taught simply to avoid 

inappropriate methods of persuasion." Since that is the 

case, he surmises, "they can become much more conscious of 

unethical persuasive appeals and perhaps even more 

responsible citizens" (52). In other words, students can 

p ractice negative technique in order to rid themselves of 

t hat t echnique. 

Despite the difficulty in distinguishing truth and 

t hereby its positive tonal features, most rhetoricians 

bel ieve that truth perceptions are possible. Nan Johnson 

in "Et hos and the Aims of Rhetoric" has demonstrated that 

rhetoric, in fact, is a tool for discerning such difficult 

questions. Since rhetoric is a method for knowing, Johnson 

reasons that rhetoric "can influence how people think and 

behave." Consequently, rhetoric is ultimately an ethical 
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s peaker's ideas" ( 227). 
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To convince audiences that rhetors possess good will 

and friendliness, rhetors depend upon establishing a 

positive, credible tone. Characters who possess amiable 

dispositions can emanate a feeling of good will toward an 

audience. A knowledge of the emotions enlightens rhetors, 

contends Aristotle. Likewise, knowledge of emotions 

clarifies a text for readers. Aristotle makes clear the 

interdependence of ethos and pathos in his discussion of 

them. Nonetheless this study will show that pathos 

possesses characteristics beyond those that Aristotle 

identi fies. 

A second rhetorical appeal which rhetors can use to 

influence twentieth-century audiences is logos or logical 

arguments. Both rhetors and audiences can employ 

strategies of logos to fulfill their interdependent roles 

in the dynamic communication process. Rhetors utilize 

logos to build the nucleus of their discourses. Also, 

audiences can use logos to discover rhetorical tone which 

aids analysis of discourse. To what degree and in what 

manner rhetors and audiences handle the arguments determine 

the perceived tone of the discourse. If, for example, 

rhetors employ strategies deemed by their audiences as 

logical, their audiences may draw particular conclusions 
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b ased upon the rhetors' utilization of those strategies. 

On the other hand, audiences may receive a negative tone 

from a text's logos which will, in turn, conjure a negative 

disposition toward the content of the discourse. In 

essence, logical arguments often constitute the nucleus or 

the content of the discourse; logos also serves as a 

primary basis for acceptance or rejection of a discourse. 

Evidence and reasoning form the components of logical 

rhetorical tone. Stated simply, facts and opinions lead to 

interpretations which shape the nucleus of discourse. 

Twentieth-century readers can determine facts and opinions 

which constitute the logos in the rhetorical tone of 

discourse. In formal logic or dialectic, arguments are 

sets of statements in which some statements serve as 

p remises or statements of evidence. Other statements serve 

a s conclusions or interpretations that can be drawn from 

the premises. The reasoning processes of rhetors and 

audiences may be classified as deductive, inductive, or 

abductive. 

In deductive logic, the conclusion is a necessary 

cons equence of the premises. Glenn and Thelma Capp explain 

deduc tion as logic which proceeds "from a general premise 

to a conclusion about a particular case" (135). The 

audience can start with a general statement and can draw a 
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conclusion about a specific case, character, or argument. 

For example, if the narrator in Walker's "Everyday Use" 

employs the following logic, she is reasoning deductively. 

My daughters want the family quilt. Maggie is my daughter. 

Therefore, Maggie wants the family quilt. 

In inductive logic, the conclusion can be inferred, 

interpreted , or deemed probable. Glenn and Thelma Capp 

describe induction as logic which proceeds "from a specific 

instance to a general conclusion" (135). To reason 

inductively, audiences can examine specific cases or bits 

of information to draw conclusions about an idea, a 

situation, or a character. To illustrate, the audience may 

perceive that the mother in Alice Walker's "Everyday Use" 

utilizes the following logic. My daughter Maggie wants the 

famil y quilt. My daughter Dee wants the family quilt. 

There f ore, my daughters want the family quilt. 

Abductive logic also utilizes inference, but abduction 

incorporates the surprised or inspired thought which cannot 

be e xplained logically. In "Everyday Use" the mother 

experiences abductive logic as she struggles to decide who 

should have the Lone Star quilt and The Walk Around the 

Mountain quilt. When Maggie comes to the door with her 

"dopey, hangdog look" to observe the conversation between 

the mother and Dee the mother receives inspired thought , 

" just 1 i ke when . [ she is] in church and the spirit of 
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God touches ... [her]" (58). The mother's logical 

conclusion to give the quilts to Maggie stems from her 

surprised thought. 

The twentieth century also ushers in the so-called 

"new rhetoric," a movement which developed and thrived 

through the efforts of scholars such as rhetorician Kenneth 

Burke and philosopher Stephen Toulmin. In A Rhetoric of 

Motives, Burke devotes 150 pages to the treatment of 

dialectics or logos. Treatment length alone attests to the 

importance of reasonable or logical tone. Burke views 

peopl e as rational beings who both create value and 

formu late the stage for the enactment of those values. 

Therefore, he conceives of persuasion as the logical and 

ethical use of words to convince audiences that those 

values are superior and necessary. The logic which rhetors 

utilize to convince other persons is the nucleus of 

persuasion. Within a political and ethical framework, 

Burke perceives symbolic action as a logical persuasion of 

people toward a state of identity, unity, and harmony. 

Sometimes, however, the logic is quite illogical. 

Burke's term "false unity" defines an illogical conclusion 

as a unity that exists because of a state of cooperation 

based upon a superficial shell rather than genuine 

identification. To Burke, if the intelligent and ethical 

utilization of persuasion shatters and exposes sham, then 
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l ogic fulfills its ultimate purpose. That logos is 

i mportant to discourse has long been an accepted tenet; 

that logos helps to establish and shape rhetorical tone may 

be a new concept. Nonetheless, it is valid. 

Later, Stephen Toulmin formulates a workable system of 

informal logic. He suggests a system for classifying 

a r tistic proofs which employs arguments as a central and 

uni fying construct. This system contributes to an 

e xpansion of the concept of audience response that in turn 

h elps the audience to determine reasonable rhetorical tone. 

Toulmin defines logic when he posits its primary business 

a s a "retrospective, justificatory one--with the arguments 

[that people] .. can put forward afterwards to make 

good. [their] claim that the conclusions arrived at 

are acceptable" (Uses of Argument 6). Basically, Toulmin 

describes argument as a movement from accepted data, 

through a warrant, to a claim. Data incorporate evidence 

or f acts and opinions upon which the argument is based. 

The c laim is a stipulated name for the conclusion; the 

warrant explains the relationship between data and 

conc lusion. Because a warrant often may be open to 

quest i on, Toulmin adds three elements to his logic: backing 

which substantiates the warrant, qualifiers which limit the 

degree of its probable truth, and conditions of rebuttal 
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warrant (Uses of Argument 99-107). 
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Unscrupulous or inexperienced rhetors who fail to 

u tilize logos or a reasonable tone produce a dangerous 

s ituation for inexperienced readers, just as the same 

rhetors would present difficulty if they unscrupulously 

employed pathos or emotional tone. Conscientious rhetors 

avoid inadequately developed reasonable tone when they 

avoid faulty logic such as generalization, insufficient 

explanation, ad hominem, bandwagon appeal, false dilemma, 

circular argument, post hoc, and ergo propter hoc. 

Reasonable tone structures the nuclei of well-formed 

discourses which persuade. Rhetors convince audiences that 

rhetors employ ethos or ethical tone, which is primarily 

the e vidence of strong character, and that rhetors evoke 

pathos, an emotional response from the audience. 

Pathos, the appeal that rhetors utilize to establish 

rhetorical tone to effect audience persuasion, resides in 

the r hetors' abilities to bring their hearers/readers into 

a desired emotional response. David H. Covington points 

out that emotional appeals "are similar to ethical appeals 

in that they allow a speaker to base. arguments on 

non- logical progressions of thought." However, emotional 

appeals differ "in the degree of their attention to the 

state of mind of the audience rather than to the character 
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projected by a speaker" (92). Nan Johnson believes that 

Aristotle's emphasis on pathos indicates "the significant 

role given to pathetic considerations in classical 

r hetoric" ( 156). 

Booth in The Rhetoric of Fiction extends the concept 

of rhetorical tone in discourse with convincing examples. 

He pursues the value of pathos by citing its manipulative 

e ffect even when the topic is as "universally deplored as 

cruelty to children." When Huck's pap in Huckleberry Finn 

pursues him with a knife, when Jason in The Sound and the 

Fury disappoints the children about a circus, or when 

Swift's narrator advances a "modest proposal" to have the 

infants boiled and eaten, audience response to tonal 

implications "range[s] from unconcerned amusement to 

absolute horror, from pitying forgiveness to hatred" and 

depend "not primarily upon any natural relation between the 

bare events and our reaction but upon a judgment rendered 

by the author" (112-13). 

Other twentieth-century scholars enlarge upon the 

import of pathos on the audience, particularly on the 

degree and quality of the response. In Literature as 

Exploration, Louise M. Rosenblatt views literature "as a 

source of insight and emotional liberation" with the 

primary emphasis "on the relationship between the 

individual ... and the book" (224). The pathos which the 
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audiences bring to the reading affects their responses to 

discourse. David Bleich supports pathos as an important 

component in audience response or audience interaction. In 

Readings and Feelings: An Introduction to Subjective 

Criticism, Bleich defines reading as interaction because 

"the content of literature, its origin, and its effect 

[sic ] on readers all call for sophisticated understanding 

of emotional life" ( 3). 

Also, Stanley Fish in Is There a Text in This Class? 

argues that "literary reading is an act of perception 

influenced by context and by the 'prestructured 

understandings' of the reader" (vii). Norman Holland 

defines the literary experience as an event influenced by 

"subj ective predisposition." Holland argues that 

unconscious experience is "the substance of response." The 

audience or reader "recreates the materials of the text 

into a conscious reflection of experience" (154). 

Likewise, Nan Johnson exposes the importance of 

rhe t orical tone in discourse. Johnson effectively draws 

suc h careful parallels between the concept of pathos and 

audi ence response that she uses the two concepts 

interchangeably. She comments further that traditional 

rhetorical theory posits that the structure of a text 

influences both the comprehension of oral and written 

language and the frame of mind of the reader/hearer "who 



137 

i nterprets what is heard or read in terms of subjective 

f actors such as emotional frame of mind ... " (152). 

Johnson believes that tone based on the emotional response 

of the audience, a concept that she entitles the pathos 

principle, is a rhetorical concern. The basic assumption 

of reader-response criticism is the emotional response of 

the audience based upon previous experiences. The 

criticism espouses the premise that "the act of 

understanding of the meaning of textual features is 

affected by the predisposition of the reading mind," 

Johnson asserts (152-53). 

Certainly pathos serves an important function in the 

dynamic communication process. Rhetorical tone perceived 

by the audience shapes the success of the discourse. The 

ethical, logical, and emotional responses of the discourse 

determine the acceptance or rejection of the ideas conveyed 

by the discourse. The emotional perception of the audience 

holds substantial responsibility for effective delivery. 

When interwoven with rhetorical tone, the written 

v oice, conveyed primarily through auditory effect and 

rhyt hm, clearly displays characteristics of delivery. 

Robert Miles and Marc Bertonasco consider written voice a 

mixture of two attributes: "first, the persona: the 

writer's personality, or rather those features of it that 

he exhibits in a given piece of writing." Closely linked 
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with persona, rhetorical tone "may be divided into (1) the 

writer's attitude toward his audience and (2) his attitude 

t oward the subject" (228). 

Miles and Bertonasco also rename and extend the 

Aristotelian ethos as persona, pathos as attitude toward 

audience, and logos as attitude toward subject. Explaining 

rhetorical tone of a passage as "emotion reflected in that 

passage," they believe that tone represents the sum of two 

of the writer's attitudes (224). The rhetor's "attitude" 

towa r d his subject depends upon "the emotions he feels 

toward his subject." Emotions can vary widely within a 

single selection. Miles and Bertonasco believe the crucial 

factor in the establishment of tone of a selection is the 

rhetor's degree of "friendliness" (225). Combined with the 

rhetor's attitude toward the discourse, "the second 

ingredient in tone is the writer's attitude toward his 

audience." 

The rhetor's attitudes or emotions interact with the 

e xperiences of the audience to produce the verbal thought 

of t he audience in response. The verbal thought people 

experience as part of their inner lives constitutes what 

the literary theorist Mikhail Bakhtin calls a "polyphony of 

voic es." Defined in The Dialogic Imagination, a voice is a 

"speaki ng personality, the speaking consciousness." 

Bakhtin theorizes that a voice "always has a will or desire 
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behind it, its own timbre and overtones." In oral/aural 

arts, the overtones individualize it (434). Thus audiences 

respond to rhetors in large measure because of their 

individualized "polyphony of voices." 

Bakhtin's idea of a polyphony of voices extends to 

written communication perceived as a musical score. A 

single melody or message can be harmonized in a variety of 

ways; the message can be assigned to different instruments 

with different tones. Bakhtin sees orchestration as the 

means of obtaining a polyphony of voices because a 

polyphony "makes any segment of text almost infinitely 

variable'' (431, 434). As John Trimbur recounts, "From 

Vygotsky's and Bakhtin's perspective, the problem of 

composing is rooted in the cultural history of the writer 

and the polyphony of voices that resonate in the writer's 

mind" (219). How rhetors choose to approach discourse to 

form their positions and argue their points of view depends 

in large measure upon "a concrete heteroglot conception of 

the world," Bakhtin explains. In other words, rhetors 

create tone from a polyglot of internal "voices" which 

combine after much internal struggle with other utterances 

to unify into the rhetor's voice. 

Although it is difficult, perhaps impossible, to 

determine absolutely the rhetor's intent, readers can 

analyze and interpret from their own perspectives of 
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written voice through utilizing the appeals to encounter 

r hetorical tone. The Peircean idea, according to Umberto 

Eco, "is the idea of an infinite process of 

interpretation." He continues, "Many texts have 

undoubtedly many possible senses, but it is still possible 

to decide which one has to be selected if one approaches 

the text in the light of a given topic ... " (Semiotics 

3). Many contemporary theories of interpretation exist 

between the two extremes of the spectrum. 

On the one extreme, Eco observes, "stand those who 

assume that every text (be it a conversational utterance or 

a poem) can be interpreted in one, and only one, way 

according to the intention of its author." On the other 

extreme of the spectrum "stand those who assume that a text 

supports every interpretation" (3). Eco theorizes that 

" the r eader finds his freedom (i) in deciding how to 

activ a te one or another of the textual levels and (ii) in 

choosing which codes to apply" (The Role 39). The 

f o llowing interpretations embrace Eco's extension of 

Peirce. Both Eco and Peirce acknowledge that "every 

interpretant ... increases ... understanding" (The Role 

43) . The following interpretations, which emphasize the 

impor tance of audience response, may be regarded as 

contributions to the interpretations of William 

Shake speare, Jonathan Swift, and Alice Walker. 



This chapter will analyze rhetorical tone in 

Shakespeare's Sonnets XXIX and CXVI, Swift's "A Modest 

Proposal," and Walker's "Everyday Use." When readers 
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observe rhetorical tone by responding to the delivery 

strategies of ethos, logos, and pathos in selected works, 

readers can determine their own interpretations from the 

spectrum of possibilities. The result of such a study will 

broaden the readers' understandings of the analyzed 

selections. Both the classical Greeks and the classical 

Romans recognized the force of a speaker's ethos, logos, 

and pathos to persuade an audience; twentieth-century 

readers can discover rhetorical tone by analyzing ethos, 

logos, and gathos. 

Shakespeare's Sonnet XXIX primarily exudes ethical 

rhetorical tone and demonstrates ethos through the apparent 

loving dedication of the writer to the reader. The 

audience is predisposed to find favor with the persona when 

the strength of the persona's devotion to him surfaces. 

The dedication of the sonnet's voice to the person who is 

the i ntended audience displays a modicum of ethical tone, 

but the sonnet's voice appears to be out of control of his 

emotions and his logical faculties. Therefore he loses 

credibility. 

He also shows lack of credibility when he declares 

that W1. th fortune and men' s eyes. " Not he is "in disgrace 
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only is his present situation fraught with financial 

problems, but also his popularity with others has 

degenerated. The speaker acknowledges loss of credibility 

when he affirms that he is "all alone" to "beweep" his 

"out c ast state." The speaker's tone lacks ethical appeal 

b ecause he shows lack of control and curses his fate. 

However, the sonnet's voice moves from an appearance 

of a bsolute lack of control of behavior to an escalating 

credibility which occurs because of the "lark at break of 

day arising." The amiability at the conclusion of the 

s onnet lends ethical tone to the voice of the sonnet. The 

s u dden change which the winged flight of the lark indicates 

s ignal s a negative impact which the unstable quality in the 

personality may be unable to handle. 

Sonnet XXIX reasons inductively to attempt a 

re a sonable rhetorical tone. In spite of the highly 

pathetic tone of the sonnet when the poet exclaims, "Haply 

I think on Thee," the poet's logos convinces the audience. 

The overriding purport is a convincing argument which 

suggests that the audience provides an indispensable 

function in the life of the persona. The audience brings 

happiness to the poet that he would not trade for any 

amount o f the king's money or position. 

Th e poet/persona commences his reasoning inductively 

when he t akes a set of criteria or evidence that he 
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e xperiences as premises, presumably to draw a conclusion. 

The persona collects his personal data when he enumerates 

t he following factual information: he is alone; he is 

di sgraced in both finances and reputation; he desires to 

exchange places with a talented, hopeful person who has a 

promising future replete with friends. Yet his attitude 

transforms suddenly to happiness when he thinks of his 

beloved. Perhaps some audiences consider his premise 

fall acious and unfounded because he bases his concluding 

promise on a surprising insight (abduction). Nevertheless, 

the poet draws the conclusion that, because of the 

happiness he experiences from the thought of the beloved, 

he scorns the idea of changing places with anyone, even a 

king. 

The negative, pessimistic coloring of such words as 

"beweep," "trouble deaf heaven," and "bootless cries" 

causes the audience to react to the pitiful agony of the 

rhetorical tone. Driven by his emotions, the poet/persona 

wafts about in his misery and hooks the audience with his 

ye a rnings in lines 5-6, "Wishing me like to one more rich 

in hope" and "Featured like him, like him with friends 

possess'd." What audience would not sympathize with a 

hopeless, friendless persona? Surely the poet/persona 

skillfully utilizes pathos to bring about a desired result: 
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t o gain the affection of his beloved through pity. 

Further, the persona desires "this man's art and that man's 

scope" because he remains unhappy with his portion of 

t alents. So miserable is the poet that in the position 

where he ordinarily finds great pleasure, he experiences 

little satisfaction: "With what I most enjoy contented 

least." Expressing heightened dissatisfaction with 

himself, the poet expresses final scorn and hatred. 

At the point of abject misery, the poet suddenly 

experiences an insight which Peirce would designate as 

abductive logic. With surprised insight, he thinks about 

his beloved when he says, "Haply I think on thee." With 

that thought, a whole wave of cleansing, clarifying 

conc lusions uplifts and frees the poet from his bonds. He 

exul ts and resolves from no other logical conclusion, "Then 

my state/ Like to the lark at break of day arising/ From 

sull en earth, sings hymns at heaven's gates." 

The evidence or example that the poet uses to 

determine that he will keep his own position is simply the 

s urging emotion that he experiences when he remembers the 

" s weet love." He equates his love with great wealth, 

d i scounting the earlier miserable feelings. His logos is 

faulty, for he bases his decision on insufficient data. 

His pathos carries the persuasion and convinces the 

audience that the poet feels strongly--at least at that 
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moment. As one might expect from an impassioned sonnet, 

the emotional tone or pathos is the strongest of the three 

appeals in establishing rhetorical tone. 

In Sonnet CXVI, the persona's ethos depends largely on 

his logos and pathos. Audiences admire faithfulness, 

constancy, and security, all of which the persona claims to 

possess. He exhorts his eternal love repeatedly in such 

lines as the following: "It is an ever-fixed mark"; "That 

looks on tempests and is never shaken"; "It is a star to 

every wand'ring bark"; and "Love alters not with its brief 

hours and weeks." The ethos of the persona enhances the 

courage exhibited in such lines as "That looks on tempests 

and is never shaken" and "But bears it out even to the edge 

of doom," for the audience reads promises to display 

bravery when faced with tumultuous weather or other 

bombardments as well as the horror and spectre of death and 

destruction. Nothing can frighten the persona of the 

s onnet from the constancy of his love. 

The ethos of the persona solidifies with the truth 

contract in the final couplet. His oath of veracity 

magni fies his affirmation of truthfulness when he declares, 

"I f t his be error and upon me prov'd / I never writ, nor no 

man e ver loved." Because the poet would deny his 

authorship if found untruthful, he heightens his already 

emphatic declaration. Although this affirmation may sway 
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the audience, he may also respond by requesting the persona 

to "feed my sheep," or demonstrate the love rather than 

merely exhort the love. 

The declaration of the persona attempts a strong 

reasonable tone to prove "what love is." Because the poet 

util izes logos in the form of inductive reasoning to 

determine the answer to the question, the poet/persona 

garners both positive and negative evidence. The negative 

evidence proves what love is by declaring what love is not: 

"Love is not love which alters when it alteration finds." 

Furthermore, love does not yield to pressure; love does not 

"bend with the remover to remove." Neither does it succumb 

to pressure: "It looks on tempests and is not shaken." The 

poet/persona declares that love is not the pawn of time or 

fortune when he affirms, "Love's not Time's fool." 

Not only does the poet/persona demonstrate what love 

is not, but he supplies positive illustrations of what love 

is. Using imagery, the persona describes love as "an 

ever-fixed mark" such as a lighthouse that can withstand 

the tempestuous furor of a threatening storm. He also 

designates love as a "star to every wand'ring bark" because 

a star in the sky does not vanquish with wind or storm. 

Although a star may be difficult to distinguish during a 

storm, a star remains constant nonetheless. Even when a 

star cannot be seen, it shines. In another positive 
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statement, asserting reasonable proof of the steadfastness 

of love, the persona extends his premises through false 

analogy. That lighthouses defy tempestuous storms and 

stars remain unwavering, though undetected, does not prove 

that the persona's love will last until the end of life. 

Nevertheless, the persona describes his love as enduring 

"eve n to the edge of doom." The evidence or proofs are 

assertions with no examples of such qualities in the 

persona; the logical tone weakens because the persona does 

not c onvince the reader of the reasonable nature of the 

discourse. To seal the promise, the persona draws his 

conclusion with an oath much like the troths that many 

star-cros sed lovers hold in their memories. 

The somewhat subdued emotional appeal overshadows the 

reasonab l e appeal. With the impassioned phrases "Love's 

not Time 's fool" and "the edge of doom," the persona evokes 

pathos. The strong positive response to the term "true 

minds " a cknowledges a relationship between two kindred 

spirits or at least admits the need for the bond. The 

e motiona l yearning for constancy along with the desire for 

security g e ntly elevates the emotions. The star provides 

an interesting scenario because the star never blinks; it 

remains c onstant whether it overlooks a calm or a 

tempestu o us sea. The star also guides the wanderers back 

to the secur i ty of the beloved. The speaker may persuade 
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but fails to convince with his logos. 
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Another writer who uses rhetorical tone is the 

eighteenth-century satirist Jonathan Swift. Swift proposes 

persuasively to prevent the children of the poor Irish from 

being a burden to their parents and to the country of 

Irel and and to make them a benefit to the public in his 

wide ly acclaimed satire "A Modest Proposal." To persuade 

his readers, Swift employs rhetorical tone, which can be 

analyzed through ethical, logical, and emotional appeals. 

Analyzing paradigmatically the three tonal appeals that 

open the window of interpretation to aid the reader in 

understanding the text, the reader observes that Swift 

relies heavily upon rhetorical tone to convey the import of 

the essay. 

To supply the foundation for the entire persuasion, 

the narrator of the essay early establishes rhetorical tone 

through ethos. With earnestness, the narrator declares in 

the first sentence: "It is a melancholly Object to those, 

who walk through this great Town, or travel in the Country; 

when they see the Streets, the Roads, and Cabbin-doors 

crowded with Beggars of the Female Sex, followed by three, 

four, or six Children, all in Rags, and importuning every 

Passenger for an Alms" (109). In this sentence, the reader 

gleans the snippet of information that the narrator is an 
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honorable man filled with gentleness, liberality, 

magnanimity, and prudence because he notices the beggars of 

Irel and wherever he walks. The readers respond to his 

mani fested high character because he describes the sight as 

"melancholly"; he is apparently saddened by the poor women 

who beg both in the city and in the country, along the 

roads , and at the doors of homes. 

Continuing his spurious ethical tone in the midst of 

the most unethical of proposals, the narrator presents the 

appearance that he has contemplated what may be the proper 

solution. Once he has made his proposal, he garners 

support for it: "I grant this Food will be somewhat dear, 

and therefore very proper for Landlords; who, as they have 

already devoured most of the Parents, seem to have the best 

Title to the Children" (112). His wisdom and magnanimity 

combine with his temperance to produce persuasion. The 

n arrator satirically demonstrates nobleness by his concern 

f or the landlords. He alleges that he seeks the most 

reasonable solution to the problem; reasonableness 

indicates his wisdom and strength, and he has the courage 

to suggest a method that has never been considered. 

His ethical tone is exhibited when he declares, "After 

all , I am not so violently bent upon my own Opinion, as to 

reject any Offer proposed by wise Men, which shall be found 

equally innocent, cheap, easy, and effectual" (117). 
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Indicating his temperance, prudence, and liberality, the 

persona appears willing to accept another person's 

suggestion that will solve the problem most expediently and 

fai rly. However, the provided proposal needs to meet the 

standards of being innocuous, inexpensive, facile, and 

effective. Additionally, the persona demonstrates 

open-handedness when his concluding paragraph confirms that 

he will gain nothing monetarily from the proposal. The 

persona, as a man of wisdom, sets an unreasonable standard 

that many people require for any offer to meet the needs of 

the country. After all, any government proposal must be 

easy, cheap, and effective to be acceptable to a body of 

people. And certainly, in all of the persona's "modest 

p roposal," he demonstrates prudence. He advocates a plan 

fo r the future which has the appearance, at least, of being 

effective. Certainly a man of justice can accept a program 

that meets the requirements set in advance; implied 

acceptance helps to establish an ethical tone. That Swift 

adequately develops the ethos of his persona can be 

supported from further paradigmatic analysis; however, this 

example serves as demonstration for readers who access the 

text through analyzing the rhetorical tone. 

Rhetorical tone can also be analyzed by searching the 

text for logos or reasonable tone. In fact, logos 

constitutes the nucleus of this tonal analysis. Even if 
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the reader were not aware that Swift's satire couches 

itsel f comfortably in the Age of Reason, a paradigmatic 

analysis of rhetorical tone reveals such characteristics. 

For example, in the first sentence, the logical appeal 

presents a muted but distinct presence. It seems 

reasonable that the persona surveys the deplorable 

situation without limitation before offering any solution 

or proposal to alleviate the problem. It is practical and 

reasonable to review a situation carefully and completely 

to determine viable solutions. The persona convinces the 

reader that the problem is tantamount because he surveys 

both city and country and finds the problem pervasive in 

both locations, in "the Streets, the Roads, and 

Cabbin-doors crowded with Beggars of the Female Sex" (109). 

The females invariably trail "three, four, or six Children" 

and every child and mother wear rags, begging every passing 

traveler for alms. The problem needs to be adequately 

established and true in most cases to conform to the 

widespread problem for which the persona as a wise, 

credible person seeks to determine a reasonable solution. 

The persona devises a reasonable solution which he 

calls a modest proposal. Once the audience accepts the 

problem, which Swift's contemporaries as well as most 

casual observers of Irish history can accept, they are 

prepared to accept the solution which the persona believes 
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is "cheap, easy and effectual" (117). James Howe says that 

we like the narrator because "his sweet reasonableness is 

like our own in our better moments" (117). The narrator's 

use of mathematical calculations also gives the concept to 

a reader that logic permeates the essay, which gives 

credence to the scheme. The narrator indicates that he has 

studied the subject for "many Years" and "maturely weighed 

the s everal Schemes of other Projectors," though he found 

other proposals "grosly mistaken in their Computation" 

(110). Swift's satire amuses twentieth-century audiences 

who di scover the gross mistakes in the calculations. 

An audience places confidence in a writer who has 

spent t i me studying a topic before writing and particularly 

appreciates the reasonable tone emanating from the 

computation provided, albeit an intentionally inaccurate 

tally. For example, the persona "humbly offers ... to 

public Consideration" that of 120,000 children, 20,000 

s hould be retained for breeding purposes. Of that 20,000, 

o ne-fourth, or 5,000, should be male, he computes. 

Howeve r , in the same paragraph, he "logically" projects 

that "one Male will be sufficient to serve four Females" 

(11 1 ) . Certainly, if one-fourth of the 20,000 children 

should be male, then three-fourths of the remaining group 

should be females not four-fifths as the narrator , 

suggest s. 
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Even more significant is the logic or reason the 

narrator gives for deciding that one-fourth of the group 

should be males to service the females and continue the 

supply of children. He reasons "that these Children are 

seldom the Fruits of Marriage, a Circumstance not much 

regarded by our Savages," and concludes, "therefore, one 

Male will be sufficient to serve four Females" (111). The 

verisimilitude of logic prevails, but veracity in his logic 

is insufficient. 

The writer further advances his logic by acknowledging 

that these "Children are seldom the Fruits of Marriage, a 

Circumstance not much regarded by our Savages" and 

concludes from the non seguitor argument that "therefore, 

one Male will be sufficient to serve four Females." The 

conclusion that one man can regularly impregnate four 

females does not follow the major premise that most beggar 

children are bastards. The ideas may be only remotely 

related and may not be verified statistically. Numerous 

calculations intentionally go askew because Swift may 

desire his readers to see the inconsistencies once they 

find the generally missed concepts which Swift skillfully 

includes. No reader ever enjoys a comparison between 

people and animals, yet the comparison is entirely too 

practical in language and purpose. Logos can be 

distinguished from pathos. 
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Swift considers not only the ethical and logical tones 

of the essay but the emotional tone as.well. The emotional 

tone of "A Modest Proposal" figures prominently in the 

success of the essay. Swift's persona evokes pathos to 

persuade the readers to move to action once they are 

convinced in their minds. The persona evokes an emotional 

response early in the essay when he conjures up one of the 

favori te emotions of the eighteenth century--melancholy. 

The persona sympathetically notices the beggars that crowd 

both city and country in the first sentence of the essay: 

"It is a melancholly Object to those, who walk through this 

great Town, or travel in the Country" (109). 

Not simply paying lip service to the poor as a mass, 

the narrator distinguishes poor families, noting that 

streets, roads, and houses contain females with from four 

to six children shabbily dressed who beg every passer-by 

fo r money. The narrator takes advantage of the reader's 

knowledge that the beggars behave in just such a manner in 

Ire land and combines that knowledge with the specific 

descriptions that deal with groups of people in family 

settings. Little children persuade audiences to perform a 

great variety of tasks through their vulnerability and 

innocence. 

An emotional fallacy, the persona's "glittering 

generality" displays motherhood in the first sentence and 
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sprinkles love for country evidenced through patriotism 

throughout the essay. The narrator shifts his terminology 

to "these Mothers [who], instead of being able to work for 

their honest Livelyhood, are forced to employ all their 

Time in stroling [sic] to beg Sustenance for their helpless 

Infants" (109). When the reader views the irksome beggars 

as mothers with little helpless children, he/she has been 

emotionally nurtured to favor the best interests of both 

mothers and children. When the concerns of the economy 

surface later in the essay, the readers shift their 

emotional preference to a patriotic loyalty to consider 

Irel and's best interests. 

A syntagmatic analysis would provide the reader with a 

burdensome amount of evidence to indicate that emotional 

tone overrides the essay. However, a paradigmatic analysis 

will arrive at the same conclusions without the bulk of 

d ata. Swift's persona cleverly utilizes words, phrases, 

and i ntertextual sentences to evoke an emotional tone which 

convinces the audience that something must be done about 

the absentee landlords who do not provide for the poor of 

Ireland. They are also persuaded that the poor of Ireland 

mus t do something to care for themselves. 

With his thesis, the persona balances the success of 

the i dea on his emotional tone that both illuminates the 

proposal and signals a satire. Restating the satire 
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several times in the essay, the rhetor emphasizes the 

thesis when he surmises, "I grant this Food will be 

somewhat dear, and therefore very proper for Landlords; 

who, as they have already devoured most of the Parents, 

seem to have the best Title to the Children" (112). The 

proposal hinges on three key words: proper, devoured, and 

Titl e . The perspicuity of a proposal that meets the 

standards of propriety seems essential and contrived with 

little emotion. The food desired will be properly garnered 

so that the titled landlords are not circumvented in a less 

than d ecorous manner. 

However, the word devoured smacks of high emotion 

because gluttony in the time of rampant hunger raises the 

ire of the Irish as well as the English. The pathos 

associ ated with devoured produces an undercurrent typical 

o f Swi ft and correlated with the undertow produced through 

the written voice. Although the denotation of the word 

devoured indicates consumption, its connotation sends 

n ega tive messages to the reader to conflict with the 

positive message delivered by the word proper earlier in 

the s entence. 

The emotional tone is bound by the word Title, the 

third major word in the reworded thesis. For the British, 

emotional unrest subsides somewhat with the word Title 

because the connotation for the titled British is a 
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positive status symbol. However, for the Irish, to remind 

them of entitlements which they do not possess sets up an 

additional negative emotional tone. To suggest that 

Landlords have "the best Title to the Children," one of the 

few possessions that the Irish produce themselves, provides 

the I rish with an additional jolt to an already precarious 

emotional signal. The phrase "the best Title to the 

Chil d r en" supplies a resentful emotional tone which the 

Irish felt toward the British and which is pervasive 

throughout the essay. 

A positive emotional tone resurfaces as the rhetor 

provides a well-ordered oration to develop and support his 

ludicrously illogical proposal. His "reasonable" tone 

pervades the discourse, but he underscores the essay with 

s ubdued emotion to rouse his readers to action. Creating 

an emotional tone, the rhetor tells his audience that he is 

a man in control of his emotions. He declares, "After all, 

I a m not so violently bent upon my own Opinion, as to 

re ject any Offer proposed by Wise Men, which shall be found 

equal ly innocent, cheap, easy and effectual" (117). 

His declaration of the lack of strong emotion 

demonstrates restraint, a feature deceptively persuasive in 

its emotional tone. To claim control of his thoughts so 

that he shifts his opinion only when "wise men" convince 

him offers effective emotional persuasion. Audiences are 
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persuaded by an emotional tone that suggests by transfer 

that the rhetor or persona is also wise when he claims 

association with the wise. If, by discussion with wise 

men, the persona changes his mind, he will also be deemed 

wise. To establish emotional tone, the concept of transfer 

figures prominently. The persona skillfully utilizes 

deceptive emotional control. Just as he exercises 

emotional control through his emotional tone, the persona 

utilizes both reasonable tone and logical tone to persuade 

his readers. Readers who analyze Swift for techniques in 

rhetorical tone open windows for understanding and 

communication through such delivery. 

Audiences benefit from utilizing rhetorical tone to 

open windows on Swift's "A Modest Proposal." The strong 

ethical appeal, the deceptive logical appeal, and the 

overpowering emotional appeals combine to provide 

r hetorical tone that audiences hear through the voices that 

t he narrator employs. Personal experiences influence the 

perception of the audience; rhetorical tone extends that 

experience and opens windows through audiences enhance 

their understanding and reception of ideas. 

This dynamic interactive process encourages an 

audience to participate in establishing rhetorical tone for 

"Everyday Use," through three rhetorical appeals, ethos, 

logos, and pathos. The voices of Walker's short story send 
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d ifferent messages to different readers, but readers can 

a nalyze the ideas which they receive from the story by 

determining the ethical tone, the reasonable tone, and the 

emotional tone. The dominant voice of the short story is 

the first person narrator through whose eyes the entire 

story unfolds. Although many perspectives which depend 

u pon a great variety of factors can develop from a single 

story, a paradigmatic analysis of rhetorical tone can serve 

as an example of one interpretation that a reader can 

engender by analyzing rhetorical tone based upon the 

ancient concept of rhetorical appeals and extended with 

twentieth-century ideas. 

The strong mother establishes her ethical appeal early 

with the work ethic she demonstrates in the first sentence 

o f the short story, "I will wait for her in the yard that 

Maggie and I made so clean and wavy yesterday afternoon" 

(47). Readers usually trust characters who demonstrate 

their abilities to work hard, who establish dependability 

and trustworthiness to make an area clean and presentable 

to visitors. With the first sentence, the narrator 

presents the three major characters in the story--the 

mother, Maggie, (the daughter still at home), and Dee. In 

the second paragraph, the mother introduces the visitor Dee 

as Maggie's older sister. Early the readers see the 

relationship of trust between the mother and the daughter 



160 

at home. The mother/narrator establishes ethos for both 

the mother and Maggie because of the bond of trust between 

them. 

However, Dee, the visiting daughter, fails to engender 

the trust of the reader in part because the mother as 

narrator does not supply it. The mother's first 

identification of the guest is that Dee is the source of 

Maggie' s nervousness. In addition, the mother identifies 

Dee first as Maggie's sister--not as her daughter--a tone 

which suggests a lack of closeness between the 

narrator/mother and the visiting daughter. Through 

Maggie's eyes, the narrator identifies Dee as a sister who 

"has hel d life always in the palm of one hand," and 

suggests that "'no' is a word the world never learned to 

say to her" (47). Dee's ethical appeal weakens further 

when the reader perceives Dee as a spoiled child who always 

gets what she desires from her mother as well as the rest 

of the world. Whether or not Dee was privileged, the 

reader knows that Maggie views her from that perspective. 

The narrator/mother strengthens her own positive 

ethical rhetorical tone when she retells the night of the 

fire which destroyed their first house. The mother 

recounts the event: "Sometimes I can still hear the flames 

and feel Maggie's arms sticking to me, her hair smoking and 

her dress falling off her in little black papery flakes" 
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(49). The reader discovers the bravery of the mother 

rescuing the younger daughter, Maggie, from the burning 

hous e and her devotion to Maggie to hold her smoldering 

body as she runs for help. The mother performs a noble 

deed in a perilous time and displays courage, a convincing 

characteristic for a positive ethical tone. She apparently 

gives no thought to her own safety. 

In her mother's shadow, Dee's ethos is negative. The 

mother 's voice uncovers silent hostility for the beautiful, 

successful daughter who returns to visit the family. 

Instead of eager anticipation from mother and sister, both 

women dread Dee's arrival. The narrator/mother's memory of 

Dee at the fire that Maggie narrowly escapes was of a young 

girl who seemed to want to dance happily around the burning 

house. Dee rejoiced at its destruction because she hated 

the house passionately. The mother recalls thinking, "Why 

don't you do a dance around the ashes? I'd wanted to ask 

her. She had hated the house that much" (50). 

When Dee does arrive for a short visit, her 

abras iveness accentuates the negative emotional appeal in 

the rhetorical tone of the voice that she may send to the 

reader. She immediately corrects her mother's first words, 

"Well . . Dee" ( 53). Brusquely Dee responds, "Not 'Dee,' 

Wangero Leewanika Kemanjo!" (53). Dee has renamed herself 

because she "couldn't bear it any longer, being named after 



162 

the people who oppress ... [her]" (53). Rather than 

having respect for her apparently admirable stance that 

bl acks should have freedom and equality, the reader, 

perhaps because of "Wangero's" previous behavior at 

the burning house, sees her as neither courageous nor 

gentle. 

Although Dee appears to have respect for the things of 

the past such as the butter churn, Grandma Dee's butter 

dish, and the dasher, her conversation with her mother 

reveals that she wants to use the items for mere 

decorations, not because of the person the items represent. 

Her greediness for items like these kitchen artifacts and 

the quilts stitched by her grandmother's hands indicates a 

niggardly attitude that belies the justice and courage the 

reader hopes that Dee possesses. Ironically, Dee's 

interest in the hand-stitched quilts stems not from her 

pride in and love for her grandmother's handiwork but from 

her recognition that displaying "artifacts" is fashionable. 

In fact, Dee is ashamed and embarrassed by her past 

and those who represent her past--certainly not 

characteristics of an honorable person. Her true colors 

emerge when her mother denies her request to have the 

quilts with the Lone Star and Walk Around the Mountain 

patterns. Angrily, Dee retorts, "You just don't 

understand." In reality Dee is the one who fails to 
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understand. She fails to understand her heritage because 

she lacks the wisdom that exudes from an ethical person. 

On the other hand, the mother's ethos soars because she 

administers justice; she awards the quilts to Maggie, to 

whom she had promised them. 

Like ethos, logos pervades the story from various 

strategies. The narrator/mother communicates a logical 

tone both as the narrator of the story and as a participant 

in it . As the narrator, the mother can distinguish between 

fact a nd fantasy. Early in the story, she reveals her 

dream that she and Dee will have a "television" 

relationship in which, on "TV mother and child embrace and 

smi le into each other's faces." In her dream, she 

recounts, "Dee and I are suddenly brought together on a TV 

program of this sort," and Dee shows appreciation to her 

mother in front of millions, including Johnny Carson (48). 

In Peircean logic, the rhetorical thought is abductive 

since a dream can be classified as non-logical or 

nonverifi able evidence. A surprising insight such as a 

dre am can influence decisions when reasoning is abductive, 

but this dream has no sustaining effect. Her daydream only 

reveals a contrast between fantastic relationships and hers 

and Dee's. The mother refuses to change. 

The mother recognizes that such an encounter is 

reverie because "in real life I [the mother] is a large, 
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big - boned woman with rough, man-working hands" (48). The 

mother does whatever she needs to do to secure livelihood 

for her family. She performs traditionally male work such 

as "knock[ing] a bull calf straight in the brain between 

the eyes with a sledge hammer and ... [having] the meat 

hung up to chill before nightfall" (48). The mother tries 

to i ndulge in fantasy, or abductive logic, but she cannot. 

She r ebuts the reverie when she affirms, "But that [having 

a quick tongue or looking a strange white man in the eye] 

is a mistake. I know even before I wake up" (49). The 

mother appears to be too practical to indulge in abductive 

logic . 

Although the mother received only a second grade 

education, the logos in her written voice stands tantamount 

among that of the other characters. Paradigmatic analysis 

reveal s a consistent pattern of logical tone from the voice 

of the narrator. When Dee announces her name change, her 

mother questions her decision. The mother/narrator does 

not draw a deductive conclusion from Dee's logic. Dee 

begins her enthymeme with a major premise that all 

American-based names derive from white American 

sl ave-owners who oppress all blacks. Her unstated minor 

premis e that Dee is an American-based name leads her to the 

conclusion that her name derived from American slave-owners 
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who oppressed all blacks. Therefore, Dee no longer wants 

her mother to bequeath the family name to her. 

A logical tone emanates from the written voice of the 

mother/narrator; she refuses to accept Dee's reasoning. 

The mother establishes the name's lineage back to the Civil 

War and unsettles Dee in doing so. But the mother/narrator 

completely unravels Dee (Wangero) with her logic when Dee 

asks for the two quilts already promised to Maggie. The 

mother tries to work around a direct confrontation by 

asking her to take one or two of the others. Her 

reasonable tone pervades her response. Dee will not accept 

the quilts "stitched around the borders by machine" (57). 

Instead, she desires the hand-stitched quilts that 

represent the past. 

The mother's reasonable tone declares that she has 

already promised the requested quilts to Maggie when she 

and John Thomas marry, perhaps to put to everyday use. 

Furious ly, Dee (Wangero) attempts to persuade her mother 

that Maggie has no sense about how to use a hand-worked 

quilt. Dee declares that she herself knows best how to use 

a n artifact of a rural past--hang it on the wall as a 

decoration to substantiate her fashion knowledge, not her 

pas t. Certainly Dee's reasoning power extends little 

beyond herself. For the reader to learn from the mother 

that Dee had the opportunity to have the quilts when she 
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"old-fashioned," adequately demonstrates her fickle, 

unreasonable tone. 
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Reason in this short story is sparse, but emotion 

abounds. The mother/narrator may be interpreted as the 

reasonable, calm individual of the short story; in 

contrast, both daughters exude emotion. Pathos or 

emotional tone can also be determined paradigmatically. As 

in many blood relationships, emotional tone pervades the 

encounters of the three women. Maggie demonstrates 

nervousness rather than confidence in the reader's first 

glimpse. She stands "hopelessly in corners, homely and 

ashamed of the burn scars down her arms and legs" (47). 

The emotional tone shifts toward sympathy for Maggie, where 

it r ests throughout the short story. The "under-dog" 

emotional response to Maggie is overwhelming. 

While some readers may despise her backward nature, 

kno wledge of her burning hair, arms, and legs in a fire 

that completely destroyed their home fosters emotional 

responses from the reader. The physical disability 

contrasts with the "perfection" with which both mother and 

daughter view the visiting daughter and grasps the 

emotional heart-strings of many readers. 

Emotional heart-strings lengthen when the mother 

compares Maggie to a lame animal run over by a careless 
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ri ch person. Maggie walks with "chin on chest, eyes on 

ground, feet in shuffle, ever since the fire that burned 

the other house to the ground" (49). The reader's sympathy 

rests with Maggie, the unfortunate, innocent soul who 

burned in a house fire in which her sister seemed both 

relieved and delighted. 

The pathos of Dee's personality further clarifies her 

unreasonable tone. Maggie and her sister appear to be 

related only biologically. The reader feels Dee's 

emotional impact even before she enters the short story. 

Maggi e and her mother have worked to get the house ready 

for Dee's visit. An emotional consternation is a possible 

response for a reader who may envision a detached child 

whose mother would not be surprised if the child began to 

dance for joy that the old house burned to the ground. The 

mother/narrator intimates to the reader/audience that she 

thought for a while that Dee hated Maggie as well as the 

house--at least until the church raised money to send Dee 

to school in Augusta. Dee's selfish dogmatism reappears as 

she reads mercilessly to her dimwitted mother and sister 

and demands a yellow organdy dress for high school 

graduation and black pumps for a green suit (50). Emotion 

dominates her relationships and her written voice. In a 

similar manner emotion directs the short story just as Dee , 

seeks to control its participants. 
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Alice Walker, like Shakespeare and Swift, has created 

rhetorical tone by utilizing appeals defined by the 

ancients as ethos, logos, and pathos. Similarly, her 

audiences can employ appeals to discover new insights about 

the short story "Everyday Use" or any other form of 

discourse. She extends the persuasive concepts by 

combining words which "taste of the ... contexts in which 

they [have] lived [their] ... socially charged. 

[lives ]" (219). R. Allen Harris's headnote to "Bakhtin, 

Phaedrus, and the Geometry of Rhetoric" clarifies the 

concept of internal voices with Michael Holquist's analysis 

that " the obsessive question at .the heart of Bakhtin's 

thought is always 'Who is talking?'" (168). 

Perhaps the probing question is not as easy to answer 

as it may appear. Bakhtin's theory explores discourse more 

deeply than mere name identification. Harris observes that 

readers take identity for granted, but what they fail to 

notice is that "these labels do not designate autonomous, 

univocal entities. They [labels] designate 

composites--collections of voices, some in harmony, some in 

conflict " (168). Ultimately, Harris concurs with Bakhtin 

that "the most immediate consequence of ... diversity is 

that the authorial voice is a distillation of an untold 

number of prior voices" (172). 
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The rhetorical tone of these voices penetrates all 

discourse. People sometimes confine their understanding of 

tone to a sound of distinct pitch or even to a musical 

note. Certainly present in oral speech, tone--a quality or 

character of sound--extends to written discourse. 

Antiquity taught delivery as an oral concept; delivery is 

still important to oral presentation. Just as the concept 

of voice extends to written communication, tone applies to 

written communication as well. The dynamic communication 

proces s in a text transfers ideas which originate with 

rhetors and approach audiences through both aural channels 

and written ones; rhetors may be public speakers or 

writers. Correspondingly, rhetorical appeals affect the 

tone o f both oral and written discourse. 

Rhetors can establish rhetorical tone through their 

u tilization of three appeals identified by the ancients as 

ethos , logos, and pathos and expanded in concept and 

application through the centuries. These three appeals 

de termine the success that rhetors enjoy because, in both 

oral and written discourse, appeals determine the degree of 

tonal i mpact which discourse exhibits. Both rhetors and 

audiences can apply the principles of the appeals to 

discover rhetorical tone of any discourse. These concepts 

can i lluminate texts for audiences by clarifying the 

rhetorical tone of textual voices. 



CHAPTER IV 

VISUAL PRESENTATION 

Gesture and facial expression as forms of visual 

communication complete or extend verbal communication. 

Two of the primary rhetorical considerations in the 

traditional concept of delivery, gesture and facial 

expression can be extended to modern application of the 

delivery of written discourse. A movement of any part of 

the body including the face, gesture can be considered 

expressive thought or feeling. More specifically, gesture 

is a form of symbolic communication; that is, gesture has a 

semiotic nature. Neuropsychologist Adam Kendon believes 

that "the word 'gesture' serves as a label for that domain 

of visible action that participants routinely separate" 

and "treat as governed by . . . communicative intent" ( 28). 

Gesture as a visual concept of delivery can be applied 

to written discourse. Poetry in particular has form which 

audiences anticipate. What audiences see initially 

influences their perceptions even before they read the 

discourse. Audiences also depend upon visual perception to 

determine the class of poetry. For example, audiences 

detect a sonnet quickly by observing its fourteen-line 

structure and its rhyme scheme. Although audiences may 
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perceive free verse as quickly as a sonnet, the lack of 

established structure communicates a different message. 

171 

Even though established forms used in poetry and prose 

may be an obvious extension of visual presentation, gesture 

as visual presentation of ideas also extends to all other 

forms of written discourse. Some critical approaches may 

not recognize presentation in a nontraditional genre. 

Nonetheless, the rhetoric of delivery opens a wide enough 

umbrel la to encompass commonplace discourse such as 

advert isements to rhetorical scrutiny; the broad base 

affirms the comprehensive nature of rhetorical delivery. 

In The Rhetoric of Fiction, Booth calls for a rhetoric 

flexib le enough to include variation from conventional 

responses for the reader since "even the most permanent 

values receive altered conventional expression from man to 

man, region to region, and time to time" (111). In other 

words, unlimited and natural motives can exist in trivial 

as well as in artistic or literary discourse. For these 

reasons, this analysis demonstrates the versatility of the 

concept through discourse for advertisement rather than 

artistic or literary discourse. Though the concept of 

visual presentation applies to literary discourse, it is 

pertinent to all other written discourse. 
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Readers can determine the effectiveness of delivery in 

any discourse, effectiveness which hinges in part on the 

internal voices of the readers as Bakhtin observes. R. 

Allen Harris clarifies Bakhtin's concept of internal voices 

with Michael Holquist's analysis that "the obsessive 

question at the heart of Bakhtin's thought is always 'Who 

is t alking?'" (186). Harris perceives that readers 

automatically attempt to identify the narrators and persona 

when they speak. However, readers "fail to notice ... 

that . labels do not designate autonomous, univocal 

entities. They designate composites--collections of 

voices, some in harmony, some in conflict" (168). 

Ultimately Harris concurs with Bakhtin that "the authorial 

voice is a distillation of an untold number of prior 

voices" ( 1 72) . 

The voices in all discourse are either "distilled" 

into one authorial voice or spread among a polyphony of 

voice s that the author controls throughout the discourse. 

The universality of the concept of voice in discourse can 

be p a rtially demonstrated by comparing Plato's Phaedrus 

wi t h a Burger King menu. Plato's Phaedrus may possess 

"unus ually rich terrain for ... investigation"; however, 

the Burger King menu "supports similar analyses." To 

compare the Phaedrus with a Burger King menu appears 

ludicrous at casual reading, but Harris contends that 
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voices "inhabit" both discourses (176). Serial 

advertisements demonstrate the effect of voice and gesture 

in v isual presentation. 

Advertisements also produce evidence that written 

voice and rhetorical tone contribute to understanding text. 

Careless orthography or typography sends messages that may 

reduce readers' positive regard for the ethos of the 

discourse. Also, readers' pathos may depend upon a 

multipl i city of factors so that the pathos about the 

discourse is mixed. 

If audiences analyze delivery of written discourse in 

the t wentieth century, they need to include visual 

presentation. Gesture forms a distinct feature of oral 

communication; the written corollary of gesture implies 

t ypography, margination, and ink in written advertisements. 

The communicative functions of gesture extend to a page of 

advertisement, for advertisement presents a message in both 

verbal and visual media. After all, advertisements are 

li t t le more than stills or frozen pictures. An analysis of 

the visual features of written discourse includes such 

important characteristics as typography, margination, ink, 

and, incidentally, binding and orthography. This chapter 

considers visual signs or signals in serial advertisement 

discourse to be written communication intended ultimately 

to persuade readers to purchase the product advertised. 
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Gestures serve as signals from rhetors to their 

audiences; audiences interpret signals on the basis of 

t heir experiences. Nespoulous, Perron, and LeCours 

distinguish between two categories of gestures--"those 

having an obvious communicational intent and those related 

to practical actions." Although they differentiate between 

the two classes, they recognize that "a non-semiotic 

act - -and examples abound in daily life as well as in 

literature--can become 'semiotized' either by means of an 

explicit original convention between participants. · .. or 

by t he receiver alone" (12-13). 

Also, gestures are visual presentations which convey 

ideas. One such visual presentation is an advertisement 

which serves the same function on the printed page of 

serials as hand or body movement during oral presentation. 

The purpose of an advertisement includes communicating 

information to produce a sale's transaction. Gestures are 

among the first signs of communication that human beings 

exhi bit; gestures are also among the first forms of 

communication that human beings understand. Nespoulous, 

Perron, and LeCours cite Trevarthen, who presents evidence 

that "hand gestures are organized, from early months, to 

express the infant's awareness of persons, orientation of 

interest[,] and emotional state." Consistent asymmetry in 

hand movements of infants suggests to Trevarthen that there 
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exists "innate lateralized cerebral ... control of 

gestural expressions" (16). Just as small children can 

control gestures to communicate their needs, so advertisers 

can assimilate composites to communicate to audiences why 

they should purchase products. 

Facial expression, like other bodily movement or 

gesture, affects the delivery of discourse. A brief survey 

of i deas that rhetorical theorists consider gesture and 

facia l expression confirms the consensus that readers also 

interpret discourse at least partially from the visual 

clues they receive. This conclusion extends to written 

discourse as well as oral discourse. 

Even though neither Aristotle nor other Greek 

rhetoricians proposed a systematic treatise on delivery 

which would have included gesture, Quintilian attests to 

the power of gesture upon discourse and considers gesture 

"the c ommon speech of all men" (XI, 87). He observes that 

gesture "can express ideas without the need of the voice. 

The hands or the head can indicate . [a] wish just as 

danc i ng is frequently full of meaning" (XI, 65-66). To 

Quinti lian, "hands almost speak" because they show "a dozen 

t In the 1'deal discourse, "speech emo i ons" (XI, 85, 86). 

wil l fuse with the gesture" (XI 84). Quintilian condemns a 

visual presentation "which continually alters the face" and 

"annoys with gesticulations" (XI,182), for he agrees with 
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Popilius Laenas that such presentation is "too busy" (XI, 

183). Quintilian cautions that "when gestures and face do 

not agree with speech ... words will not be convincing" 

(XI, 67). His claim that gestures reveal the rhetors' 

sentiments more than words and often say more than language 

emphasizes the value of gestures. Perhaps Quintilian 

exaggerates the point to stress the value of gesture; 

nonetheless, gesture deserves a tenable position as an 

extension of language. 

Quintilian's predecessor, Cicero, places great value 

upon a rhetor's capacity to use delivery effectively. He 

declares that "delivery has the sole and supreme power in 

oratory" (III, C.LVI). Cicero believes that the mind has a 

particular look, tone, and gesture for every emotion; voice 

combines with the person's frame and countenance to produce 

harmony as a musical instrument does (III, B.LVII). 

Acknowledging the importance of gesture, Cicero ranks 

facial expression next to voice in importance to oratory or 

d iscourse. Cicero credits nature for setting the 

impo rtance of facial expression because, as he 

demonstrates, words have significance only to those who 

have knowledge of them and speak the same language, but 

"acti on, which is accompanied by the emotions of the mind, 

affe cts every one." He explains that emotions of the mind 

accompany actions and that the "feelings of all men are 
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excited by emotions of the same kind." He extends the 

concept by declaring that people discover emotions in 

other persons when they respond similarly to that emotion. 

Likewise people utilize "the same indications ... to 

express them [emotions] in themselves" (De oratore B.III. 

LIX ). Thus, the ancients award gesture a prominent vehicle 

for presenting ideas. 

In the Middle Ages and the Renaissance, rhetoricians 

held to the views of Cicero and Quintilian. The theater 

holds some related ideas about gesture though ancients 

preferred to distinguish orators from actors. 

Shakespearean gesture, according to David Bevington in 

Action Is Eloquence, has an "extraordinary power that words 

alone cannot claim." But visual images also have a power 

to d e c eive ( 1). "Visual language" challenges the audience 

to interpret; sometimes different audiences may have 

different perceptions about gesture. 

Studies on human gestures reveal interesting results 

o f h uman perception. Gestures can indicate intent and 

a ttitude (Elam 69-78). Bevington points out that the 

act ing handbooks of the Renaissance and the seventeenth 

cent u r y "begin with the idea that passion and action are 

close ly linked, that action is an outward form of an inward 

state " (67). D. Efron distinguishes as "physiographic" 

those " s peech-related gestures that present a sort of 



178 

picture of some aspect of the content," and he terms 

ideographic those "speech-related gestures" which, he says, 

are " logical in their meaning and which portray not so much 

the content of the talk as the course of the ideational 

process itself" (31). In evaluating Shakespearean gesture, 

Bevington advances the idea that Elizabethan attitude 

proscribed a set of gestures to correspond with a 

particular set of emotions. Elizabethan attitude toward 

gesture was that "gesture is something put on, like a 

garment, to enable one to fulfill a social role" (67). 

In the seventeenth-century treatise Chirologia: or the 

Natura l Language of the Hand and Chironomia: or the Art of 

Manual Rhetoric (1644), John Bulwer (fl. 1654), impressed 

with Francis Bacon's gentle criticism of Aristotle because 

Aristotle failed to codify gestures in The Art of Rhetoric, 

advances Bacon's idea that "as the tongue speaketh to the 

ear, s o the gesture speaketh to the eye" (238). Carefully 

substantiating his idea that the body "can emphatically 

v ent a nd communicate a thought and in the propriety of its 

u tterance express the silent agitations of the mind," 

Bulwer purports the significance of gesture because God 

chose g e sture as communication when Moses requested a sign. 

He considers the hand a substitute of the tongue, the 

spokesman of the body, and the signifier of the soul (15). 
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Gestures are used universally, Bulwer claims, because they 

are the "tongue and general language of human nature" which 

'' [all people] easily understand" (16). Gesture supercedes 

speech because the movement of the hand "anticipates the 

tongue . . [so that] if words ensue upon the gesture, 

their addition serves but as a comment for the 

expl ication of the manual text" (17). Bulwer places 

infinite value upon the visual presentation of discourse. 

Arousing attention aids in communicating ideas. 

Gesture assists in gaining the attention of the audience. 

Likewise, the visual features of written discourse such as 

advertisement serve to secure the reader's attention. Once 

rhetors have the attention of the audience, they can 

c ommunicate ideas verbally as well as visually. To one 

s eventeenth-century theorist, gesture and facial expression 

p rimarily communicate emotions or pathos. Charles LeBrun 

(1 61 9 - 90) teaches his pupils to study facial expression by 

learn i ng to categorize how the face looks when the person 

fee ls particular emotions. In A Method to Learn to Design 

the Passions (1698), LeBrun includes sketchings of faces 

that depict what he considers the basic emotions. Some of 

those positive attributes are labeled admiration, joy, pure 

love, veneration, and ecstasy. Some negative emotions are 

identi fied as contempt, horror, hatred, anger, and bodily 
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pain . Some of LeBrun's other sketches demonstrate fear 
I 

desire, hope, joy, and extreme despair with weeping. 

In Chironomia, or The Treatise on Rhetorical Delivery 

(1806), Irish clergyman Gilbert Austin (1753-1837) defines 

gesture as "the action and position of all the parts of the 

body; of the head, the shoulders, the body or trunk; of the 

arms, hands, and fingers; of the lower limbs, and of the 

feet" (133). Because "the image of the mind is the 

countenance of which the eyes are the index," the eyes 

"exercise absolute dominion" over the all-important facial 

expression or countenance (99). Austin defends the study 

of gesture, even though he observes that most people in 

England "seem to have altogether decided against ... 

[gesture's] expediency and use" unless they are forced to 

use it "by the immediate and irresistible impulse of their 

feelings'' (134). Austin concludes that "a public speaker 

shoul d attend to the expression of his countenance as well 

as to that of his voice" (92). 

I n the nineteenth century Arthur Schopenhauer 

( 1788-1860) agrees with Austin so strongly that he gives 

more c redence to facial expression than spoken expression. 

I n "On Physiognomy" (1851), Schopenhauer affirms that 

u s u al ly "a man's face says more of interest than does his 
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tongue. [;] it is the monogram of all his thoughts and 

aspirations" (269). Much rhetorical theory of the 

eighteenth and nineteenth centuries stresses the importance 

of g esture and facial expression in discourse. 

In The Essentials of Effective Gesture (1916), Joseph 

Mosher explains the traditional definition of the term 

gesture as "visible expression, that is, any posture or 

movement of the head, face, body, limbs, or hands, which 

aids the speaker in conveying his message by appealing to 

the e ye" (3). Mosher advises public speakers to make 

gestures; otherwise the speaker misses a significant 

advantage, but gestures "must do more than serve as a mere 

outlet for nervous energy .... They must help to 

illuminate, vitalize, and enforce his verbal expression" 

( 2) • 

Mosher cites six essential characteristics of gesture 

to make them pleasing and convincing. Gestures must evince 

"ease or spontaneity, unobtrusiveness, vitality, 

c onfidence, fitness, and accuracy" (14). To improve visual 

e xpression, the speaker needs to "use [gesture] . · · in 

c onnection with actual speaking, either with memorized or 

extemporary addresses, in the classroom or before the 

public," recommends Mosher (59). Perhaps Mosher also would 

agr ee that gesture as a visual expression aids rhetors in 

communicating a message in written discourse by appealing 
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to the eye with typography, ink, and margination. Written 

discourse may exhibit a different medium from oral 

discourse, but its concepts and functions are parallel. 

In the late twentieth century, a renewed interest in 

gesture has emerged in such areas as linguistics, biology, 

psychology, and semiotics. Many linguists theorize that 

gesture is a part of a communication system which boasts 

many attributes. Linguists utilize the term language when 

referring to gestures because viewing gestures as "spoken 

utterances" (Kendon 24) works only when they are embedded 

in c ontexts of traditional meaning. Twentieth-century 

scientist R. J. Andrew believes that expressions such as 

those sketched in Charles LeBrun's seventeenth-century text 

carry a traditional meaning for English speakers. He 

purports in "The Origin and Evolution of the Calls and 

Facia l Expressions of the Primates" that facial expressions 

c onvey basic emotional drives. To illustrate, he 

speculates that repeated head shaking to signal a negative 

response such as a rejection of food perhaps originated as 

an ac t of an infant's turning the head away (100). 

Neurologist Macdonald Critchley concurs with Gilbert 

Aust i n that gesture is important. As a biologist Critchley 

explains that "speech entails far more than 'articulate 

utterance.'" As a rule biologists consider human speech 

the "ability not only to make known one's feelings and 
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ideas, but also to recognize the feelings and ideas of 

another.'' Critchley further clarifies the idea that the 

"means by which this inter-communication is effected" 

includes more than vocal and audible articulatory sound. 

Writing, drawing, gesture, and even other art-forms such as 

music, painting, sculpture and dance influence 

communication. He elaborates that "gesture, 

gesticulation[,] and facial movements of expression usually 

accompany the act of talking" and unde_rscore the meaning 

(9). His evidence concurs with that of rhetoricians who 

view visual features of written discourse as extensions of 

verbal communication. 

Just as gestures underscore oral communication, visual 

presentat i on accompanies written discourse. Both prose and 

poetry employ established conventions of visual 

presentation. For example, some poetry profits from a 

proscribed number of lines, a predetermined rhyme scheme, 

o r numerous other practices. Because of the immediacy and 

t he v ersatility which they display, advertisements serve to 

i llustrate gesture as a feature of the delivery of written 

d iscou r se. Specifically, serial advertisement utilizes 

typography, ink, and margination to accompany the text so 

that i ts verbal message is reinforced. 

I n a n extensive study of gesture, Desmond Morris and 

h · 'f' ce of human is col l e agues discovered that the s1gn1 ican 
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gestures has been greatly underestimated. Perhaps the 

nature of gesture as a nonverbal act makes gesture as 

dif ficult to discuss today as it was for the ancients. 

Morris explains that "it is as if, by their very nature, . 

gestures do not like being written about. They resist 

verbal analysis" (xi). The ancients would agree with that 

assessment of the difficulty of writing about gestures. 

Morris's Oxford group determined to "learn much from a 

detai led examination of the geographical and historical 

background of the so-called 'trivial actions' ... take[n] 

so much for granted" (xi). Although they studied only 

Europeans, they also declare their research a study "of 

American gestural communication" (xv). From their 

extensive data, they determine the following: many gestures 

possess several major meanings; gestures extend their 

ranges across national and linguistic boundaries; and 

occasionally gestures contain "gesture-meaning overlap" 

which signifies that a gesture has more than one 

interpretation in a particular region (xxiv-v). For 

e xample, the gesture of moving hands from left to right and 

back again in front illustrates that gesture conveys 

mean i ng only within a context. Depending upon the 

circumstances in which the movements take place, the 

ges ture can be interpreted as waving or window washing. 
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Just so the gesture (visual presentation) of an 

advertisement depends upon the context. 

In his survey of a century of research on facial 

expression, Paul Ekman concludes that the dispute over the 

real ity of universals in facial expression has not been 

resolved. In Darwin and Facial Expression, Ekman assesses 

Darwin's theory that emotional expressions are universal as 

a "consistent outgrowth of his [Darwin's] theory of man's 

evolution'' (187). However, he concludes that "Darwin's 

evidence was weak; the reports of those he wrote to in the 

fiel d to ask if particular facial appearances signified 

particular emotions in their cultures were open to error 

and v ulnerable to bias, since Darwin had told these people 

what h e hoped they would see" (187). Darwin failed by the 

identical standard which scientific investigation 

proposes--to research objectively without preconceived 

conclusions. Likewise audiences may have different 

responses to visual presentation, but the judgment that 

determines the quality of the advertiser's choices for 

v isua l presentation can be assessed with one failsafe 

method - -a survey of the intended audience to determine how 

many persons actually bought the product. 

Robert G. Ley and Esther Strauss believe that the 

human face serves two primary purposes in interpersonal 
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communication: communication and identification. To 

illustrate, they turn to social situations, for "it is 

important to know whether the person standing before you is 

happy, angry, or sad, and additionally (perhaps 

principally), whether that person is your spouse, 

department chairman, or physician." Much of the research 

on f acial recognition treats the face "somewhat 

monolithically. In other words, some researchers regard 

the face (experimentally), as simply another facial 

feature" (269). Just so, many people disregard the visual 

presentation of discourse as meaningless. Both facial 

expression and visual presentation merit examination as 

contributing factors in communication. 

Advancing the evolutionary point of view, R. J. Andrew 

believes that the historical development of facial 

expression in human beings provides interesting insight 

into human utilization of facial expression to signal, or 

to put it another way, to communicate ideas. Andrew 

reports that researchers could not "treat mammalian 

vocal isations [sic] and facial expressions in terms of a 

drive model. They can be best described as basically 

dependent upon 'stimulus contrast'; that is, facial 

e xpression responds to a stimulus which arouses 
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attention" (102). Andrew views facial expression as 

dependent upon the audience which views the face. 

Even though scholars may agree that gestures signal 

meaning to the audience, the difficulties of visual 

communication may center on the "accuracy" of the judgment 

of the audience or reader. Can audiences judge emotion 

expressed by visual or verbal communication? Ekman, 

Friesen, and Ellsworth in Emotion in the Human Face: 

Guidel ines for Research and an Integration of Findings 

affirm that audiences are capable of making assessments 

( 5) . By establishing measurement procedures, audiences can 

decipher information from faces and gestures when they 

match them to codified indexes. Rhetors who are students 

of emotion and reaction of the targeted audience can mold 

public opinion and, to some extent, can mold public 

response first by identifying typical responses to 

particular facial expressions and then by utilizing the 

fac ial expressions to which audiences favorably respond. 

Conve rsely, audiences can stretch their knowledge of what 

specific facial expressions mean to interpret both visual 

and verbal discourse. 

The analogy extends to advertisers who persuade 

audiences to purchase products on the basis of advertisers' 

knowledge of typical responses. Consumers, responding to 
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visual presentation which forms a composite impression on 

the a udience, decide whether or not to purchase an 

advertised product. Ekman, Friesen, and Ellsworth describe 

four management techniques that can control facial 

behavior: "(l) intensifying, (2) deintensifying, (3) 

neutralizing, or (4) masking a felt emotion with a facial 

behavior usually associated with a different emotion." 

They hypothesize that "these control techniques for 

managing facial behaviors associated with emotion are 

o perative in most social situations." They also observe 

that p eople learn so-called display rules, usually early in 

l ife, f or each facial behavior specifies "what management 

t echnique should be applied by whom in what circumstances" 

( 23). 

Ekman, Friesen and Ellsworth conclude that the face 
' 

is the most skilled nonverbal communicator. Because the 

face a ppears "capable not only of withholding information 

but of simulating the facial behavior associated with a 

feel ing which the person in no way is experiencing," the 

face also constitutes the best "nonverbal liar" (23). 

These parallels illustrate the sameness between the 

reaction of audiences who "read" gesture in rhetors and the 

t · r'al From visual ones who "read" an advertisemen in a se 1 • 

techniques such as typography or orthography, margination, 

ink, and binding, advertisers choose the message they wish 
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to c onvey to the purchasing audience. Then the audience of 

consumers determine the effectiveness of the written 

discourse by responding to the advertisement, a composite 

of v isual techniques to establish the presentation which 

accompanies verbal discourse or the text of the 

adve r tisement. Audiences of consumers who view a serial 

advertisement may profit from knowledge about the various 

techniques employed to persuade a targeted audience to buy 

the p roduct. When informed, they may choose to alter their 

responses consciously. 

The predecessor of typography, orthography affects the 

abili ty of the discourse to accomplish its communicative 

purpose. The story of orthography is as old as recorded 

h istory; orthography has been a major preoccupation of 

c ivil ized beings. According to Dan W. Andersen, 

'' Automation, typewriters, and computers have not replaced 

concern for orthography" (10). Since the Middle Ages, 

educators, philologists, and spelling reformers have 

concerned themselves with illogical and inconsistent 

orthography of an English-speaking people. According to 

Ric hard Venezky, by the middle of the eleventh century the 

Anglo- Saxons, "working with an Irish-flavored Latin 

alphabet, established orthographic practices consistent 

enough not only to serve their own needs, but also to serve 
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as a basis for the Norwegian and Icelandic orthographies" 

( 9) • 

At the beginning of the development of a scaled system 

to e valuate orthography in America, the "general merit" 

criteria reflect the importance of "artistic quality of the 

writing in addition to clarity and uniformity of line" 

(Andersen 13). In other words, legibility and readability 

match beauty and esthetics as valuable characteristics of 

orthography. Legibility or the ease with which something 

can be read accounts for the major criterion applied to 

handwriting today. The criteria for effective orthography 

have been superimposed on the standards for evaluating 

print. The typography in advertisements influences the 

perception of an advertisement either favorably or 

unfavorably. 

Understanding typography as a facet of visual 

p resentation enables readers to grasp general principles 

wi t h which to analyze written discourse. Rob Carter 

cautions advertisers to choose typeface prudently, for 

"letterforms have the innate ability to express meaning in 

and o f t hemselves" (n. pag.). In Carter's view, typography 

inf l uences both visual and audible presentation. 

Typography presents audible or sound images because 

typeface shares some of the communicative qualities of 
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mus ic. To illustrate, Carter cites Frank Armstrong, who 

discovered that typography has the "potential to 

communicate the content and emotional qualities of a text 

through visual arrangement and thought-unit phrasing" (5). 

Armstrong puts considerable energy into his graphic designs 

to be certain that they reflect appropriate emotional 

quali ties which exist in typographic form. He believes 

that typographic elements and spaces "pulsate rhythm" as 

the eye moves across visual compositions. Texts set with 

the "visual 'dynamics' of various type weights" create 

corresponding harmonies (6). Armstrong equates sound 

pulsation with visual point, constant pitch with linear 

element, rhythm with horizontal sequencing, increased 

duration with increased letterspacing, and increased volume 

with vertical extension (6-7). Put another way, as the eye 

sees, the ear hears the words in response to their visual 

treatment. 

David Colley also supports Carter's visual and aural 

concept of delivery in written discourse. Approaching 

typographic design as a "process of structured thought," 

he believes that music and typography are similarly 

structured since both have "the potential to communicate 

structure and its expansion and extension." Colley--a 

student of Claude Levi-Strauss, Ferdinand de Saussure, and 

Roland Barthes--refers to models found in structural 
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linguistics and anthropology which demonstrate that visual 

communication is allied to verbal communication. Both are 

based upon structural laws (qtd. in Carter n. pag.). 

Philip B. Meggs suggests that one of the structural 

laws or general principles is that "typography involves 

complex visual relationships of scale and space" (17). 

Typography can be subdivided into two categories, serif or 

sans serif. As A. Jerome Jewler explains in Creative 

Strategy in Advertising, "the serifs are ... tiny 

appendages, or 'feet,' that give some individuality to 

letters." The sans serif types "lack ... little lines" 

and have "a contemporary feel." He suggests limiting the 

number of typefaces in any advertisement to two, choosing 

"one for all display lines (headline, logo, subheads, 

caption, and so on) and the other for body copy." Often 

the advertisement utilizes a single typeface. Jewler 

believes the advertisement needs contrast, but not clash. 

The contrast may utilize light and heavy, with a heavy sans 

serif for display and a light~ serif for the text. 

Generally, readers interpret italics as feminine and block 

print as masculine. Another typeface combination includes 

a larger size type for display with a smaller size for body 

copy (152-53). James Craig explains that "display type 

must also work with the text type and be part of a unified 

design" ( 135) . 
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Typography combinations demonstrate the concept that 

typefaces can embody different feelings and moods. Craig 

views typography as mirrors to the emotions. Roman 

typefaces, for example, connote "dignity, austerity, and 

grace"; typography styled after Egyptian letters are 

"forceful; they have presence and insistence." Craig 

interprets sans serif faces as "modern, contemporary. 

with an "efficient, no-nonsense feeling" (137). Later in 

thi s chapter, the interpretations of the advertisements 

i llustrate an interpretation of typography when perceived 

as a visual component in conjunction with other parts of 

the discourse. 

The first purpose of typography is to attract readers. 

Craig perceives that the purpose of display type is "to 

catch the reader's eye, to attract his attention, to draw 

him i n" (135). Jewler suggests the following guidelines 

for designing a print advertisement to attract the 

audience. A line of type "should run no longer than 

thirty-nine characters (or one and one-half alphabets)." 

If a l i ne contains more than thirty-nine characters, it 

"tends to discourage readership." If ·che line is longer 

t h t b d1.·v1'ded ·1·nto two or more a n that, "the space needs o e 

columns of equal width, letting ... [the] copy run from 

one column to the next" with the primary information set in 

les s than ten-point type. Long copy blocks that are 
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subheaded avoid the "gray mass look." White type on black 

background does not usually attract readers; however, 

headlines "may be set in reverse for impact if they are 

large and bold enough." If printing copy is superimposed 

over tonal matter such as photographs, the tonal material 

n eeds to be a uniform color with "adequate contrast between 

t he type and the background." Although lower-case typeface 

t ends to be more legible than upper-case, it is appropriate 

t o capitalize a headline, the first words of a sentence, 

and any proper noun (155). 

Readers respond negatively to print which does not 

o bserve traditional conventions of visual presentation. 

For instance, sentences, including the headline, need 

appropriate punctuation--either a period or a question 

mark; the exclamation point needs to be reserved for 

occasions when genuinely warranted. Leaders such as a 

series of unspaced periods( ........ ) "look sloppy and 

uninviting." If the advertisement has more than one copy 

element, including pictures, all elements should be aligned 

by a vertical or horizontal axis whenever possible; 

otherwise, the advertisement appears jumbled. However, 

Meggs advises that a "decision to use symmetrical or 

asymmetrical composition should grow out of the subject 

matter and design intent, for both can be effective 

appr oaches to graphic space" (78). Too many italics "make 
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[the] copy look pale and weak instead of adding impact" 

(Jewler 155). 

Generally, an advertisement is effective if it is 

attention-getting and pleasing to the eye. Typeset which 

fit s the desired space and text that has appropriate length 

contribute to those goals. If rhetors follow these 

conventions, they will probably be successful in delivering 

discourse to the audience. Essentially advertisers define 

success as did the ancient Sophists. For many Sophists, 

getting results is the ultimate test that determines the 

success of discourse. In other words, for rhetors who 

communicate through the written discourse of advertisement, 

the result or success can be determined by asking one 

question: Did the product sell? 

Ink also contributes significantly to the visual 

presentation of written discourse, and serial 

advertisements serve as excellent examples. Although ink 

has many technical properties, this analysis focuses on the 

color of ink chosen for the advertisements. Process color 

is necessary to reproduce color photographs (halftones) and 

combinations. Printers utilize four specific inks--red, 

blue, yellow, and black--and color separations are made of 

the color continuous-tone copy to isolate each of the four 

inks onto a separate negative. The approval of color 

proofs is an important aspect of controlling quality. 



Proofs for checking color are "either progressive 

(on-press) proofs or nonpress color proofs" (Nelson 

181-82). 
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Color is one of the most versatile elements of 

advertisements. It attracts attention and creates a mood. 

In g eneral, people "notice a color ad[vertisement] more 

readily than one in black and white." Also, products can 

be p resented realistically in color. In addition, color 

can h ighlight specific elements within an advertisement. 

The Seagram advertisement which follows demonstrates this 

concept. (See Figure IV-1.) Occasionally, an advertiser 

will use spot color for the product in an otherwise 

b lack - and-white advertisement. This technique "not only 

e mphasizes the product as the primary element in the 

a dvertisement, but [it] also saves money compared to 

four-color processes" (Russell and Lane 461). 

The other element of color is the pathos or the 

psychological and emotional response which it evokes in the 

audi ence. Roy Paul Nelson explains that blues and pastels 

crea te cool, passive environments; red connotes excitement 

and warmth; orange represents knowledge and civilization. 

Green allows rest and symbolizes freshness, but green, like 

all other colors, may have negative connotations. 

also i ndicate disease, guilt, or terror (183). 

It can 
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Figure IV-1. Serial Advertisement [Actual Size: 8 1/2 x 11 

inches]. (Reprinted with permission from Hiram Walker and 

Sons, 1990.) 
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Yellow serves as an excellent example of the 

difference that color can make in human perception. Yellow 

suggests the positive concepts of youth and springtime. To 

illustrate, the analgesic Nuprin struggled to obtain its 

share of the ibuprofen market. Not until group creative 

director Harry Azxorin of Grey Advertising in New York 

noticed that Nuprin was the only yellow pain reliever did 

the c ompany capitalize upon its difference from the others. 

According to Herb Lieberman, executive vice president of 

Grey Advertising, the secret is to convince consumers that 

the "product is different before they will believe the 

p roduct is better." The fact that Nuprin is yellow is 

s uperficial to the product's superiority, yet "its unusual 

presentation opens people's minds that this product is 

di ffe rent" (qtd. in Winters 28). Both the positive 

connotation of yellow and the contrast in color between 

Nuprin and its competitors definitely encourage a favorable 

interpretation or response of the audience. 

Margination contributes another important component of 

visual presentation. The edge and the space immediately 

adjacent to it form the margin of an advertisement or any 

other written discourse. The margin serves as both the 

introduction and the conclusion, important integral parts 

. though they may have 
of discourse. The outside boundaries, 

no typeface or pictures, contribute to the composite 
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presentation, for margins affect the interpretation of the 

discourse. Controlled by some practical, rather mundane 

considerations, margins frame and enclose the rest of the 

advertisement. One such ordinary factor to determine width 

includes "a wide center margin to make photocopying 

possible--especially in the case of periodicals" (Tauber 

60-61 ). 

The utilization of white space called the margin can 

be a strong design convention to unify the advertisement 

and to emphasize the other elements. J. Thomas Russell and 

We Ronald Lane in Kleppner's Advertising Procedure report 

the basic rule is "to keep . [the margin] to the 

outside of the ad[vertisement]. If the designer [rhetor] 

places too much white space in the middle of the 

advertisement, separating other elements, the eye may 

become confused, as unity breaks down" (463). 

Sometimes, however, advertisements leave no margin. A 

"bleed advertisement" extends to the edge of the page. 

According to Russell and Lane, "bleed ad[vertisement]s are 

designed to get extra attention. An advertisement may 

bleed only on three sides, or it may bleed on two sides, 

leaving the white space on the other two sides open for 

copy" (278). Bleed advertisements increase the cost of 

printing up to twenty percent (278). 
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Although the cost of a bleed advertisement is higher 

than the cost of one with margins, this kind of 

advertisement provides opportunities for distinctively 

cre ative approaches. The purposes of bleed advertisements 

are to "make the prime prospect [the consumer] realize that 

he or she should consider ... [the] product first," to 

"implant ... [the] brand name indelibly in the prime 

prospect's mind," and to "connect it to the positive 

attributes of the product." Effective advertisements first 

attract the reader to the product; then they "get across a 

main selling point and the brand name" (Russell and Lane 

455- 56). 

Other features in the visual presentation of delivery 

exist that do not pertain to individual advertisement 

pages; the binding of the discourse is one such feature 

that deserves attention. w. Emo Reavis explains that book 

covers today are more a matter of eye appeal than of 

mechanical ingenuity. Nevertheless, mechanical features 

first had to evolve. Museum collections of ancient books 

reveal that book covers were initially employed only as a 

me ans of protecting the leaves. After the invention of the 

p r inting press, "the decorating of book covers became an 

art." Leather coverings and blind tooling or tooling with 

gold leaf dominated the medium until 1822, when cloth 

covering introduced the first innovation (92-93). 
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Now the term bindings has expanded to include any 

cover for any discourse in print. Bindings cover serials 

as well as books. The definitions of bindings have 

e xtended to include book jackets or covers, and their 

purposes now include advertising the product, not merely 

protecting the book or serial. In fact, Roy Paul Nelson 

suggests that book buyers are so conditioned to jackets 

that "when a jacket is missing or torn, the value of the 

book diminishes. The bookseller may have to mark down the 

price and throw the book on his clearance table" (291). 

The jacket serves as an advertisement for the book because 

the jacket usually presents information on the contents of 

the book and a biographical sketch of the author. 

The design of the jacket also sells the book; its 

visual presentation catches the buyer's attention. The 

design of the jacket spine is particularly significant 

b ecause purchasers make selections from books which sit 

tightly shelved among all the other books in the store. A 

g roup of book reviewers at the Trade Book Clinic of the 

t that "the design Amer ican Institute of Graphic Ar s agrees 

of the book--and this ... include(s] the jacket--helps 

the book review editor decide whether or not to review the 

book" (Nelson 291). 

Analyzing components of advertisements reveals the 

parallels between oral delivery and visual presentation. 
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Published in The Wall Street Journal on Monday, July 30, 

1990, the Samsonite advertisement utilizes delivery 

strategies that simulate gesture. (See Figure IV-2.) The 

visual composition communicates the persuasive idea that 

the Ultravalet Garment Bag which has compartments to 

arrange clothing resembles a wardrobe or a chest of 

drawers. The analogy convinces potential customers that 

they will be as organized and comfortable as they are at 

home when they travel with the Ultravalet. 

The typography of the advertisement suggests the 

practicality and lasting value of Samsonite luggage. The 

creator of the advertisement utilizes the modern Roman face 

because of its straight serifs and readable type which 

appeal to people who have both respect for the past and 

interest in the future. The headline "We Took A Great 

Idea, And Made It Fly" discloses to the reader of The Wall 

Street Journal that Samsonite relies on the past to advance 

its i deas for meeting the challenge of the present and the 

expectation of the future. 

Because the headline captures audience attention with 

readable typeface and utilizes familiar terminology, it 

draws the audience to "read the fine print." The text 

printed in italics sets up the analogy with abundant 

details about the Ultravalet. The analogy compares the 

Ultravalet with a chest of drawers like that which a 
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Figure IV-2. Serial Advertisement [Actual Size: 9 1/2 x 15 

inches]. (Reprinted with permission from Samsonite, 1988.) 
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traveler uses at home. The Ultravalet contains numerous 

pockets and compartments, so the advertisement limits its 

description to the most significant advantages of each one. 

For example, Samsonite features a telescoping bar with a 

patent pending that pulls out to remove suits and dresses 

without adjusting the ones which hang in front. Exhausted 

travelers probably regard this innovation alone as a 

distinctive enough feature to make the garment bag worth 

the purchase. 

Margination in the Samsonite advertisement aids the 

typography in establishing a dignified, tastefully executed 

presentation. The single thin line bordering the left 

margin separates the advertisement from competing ideas to 

its left. The conservative white margins on the other 

three sides create a thin border and frame the ideas in the 

advertisement. The white margins prevent a "closed intt 

appearance and focus the reader's attention on the ideas 

contained within the borders. Receiving a communication 

v isually, readers perhaps infer that they will also be 

perceived as dignified, tasteful individuals because they 

car ry Samsonite Ultravalet Garment Bags. 

Also the black ink chosen for the Samsonite 
' 

advertisement communicates dignity and a businesslike 

attitude. Because readers of The Wall Street Journal are 
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accustomed to reading black and white, the advertiser can 

choose black ink and still expect success. A spacious 

four-column by fifteen-inch advertisement draws additional 

attention because of an abundant white background. The 

typography, ink, and margination of the advertisement 

visually persuade someone who wants both comfort and 

convenience to purchase the Ultravalet. 

A closely related serial to the daily newspaper, the 

weekly news magazine Newsweek contains some of America's 

most creative and most effective advertisements. One such 

creative and effective advertisement is a House of Seagram 

advertisement for Canadian Club published March 26, 1990. 

(See Figure IV-1.) The rhetor's carefully chosen "gestures 

and facial expression" simulate high sophistication with 

its subtle, understated delivery. 

Both the visuals and the highly selective diction 

reflect the simplicity of the ancients and state 

corresponding classic qualities. Two almost identical 

phrases and seven visuals are constructed to emphasize the 

p roduct. The first five pictures demonstrate the first 

l ine of copy, "The proper way to tie a tie." The pictures 

demonstrate the five steps in tying a tie appropriately for 

dress attire. A formal tie attracts readers who identify 

themselves as affluent because they know that a tie 
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indicates formality. The eye follows the first three 

pictures from left to right margins in reading fashion. 

The first picture demonstrates the tie in the initial 

fol ding position; the second picture shows the first loop 

under; the third picture reveals the completed looping. 

The eyes return to the left margin to view a partially 

completed tie in the fourth picture; in the fifth picture 

the tying process is complete. On the middle right side, 

the last picture attracts the play attitude with the symbol 

of t he Seagram logo and the line "The Proper Way To Loosen 

It" beneath the symbol. Even though the typography breaks 

away from the traditional rules of .advertisement, the 

advertisement nonetheless works to draw the attention of 

the r eader. The Old Roman face with thick and thin strokes 

is s et in small (i.e. eighteen-point) capitals. The line 

reads vertically instead of horizontally. Simplicity of 

little prin~ and sparse illustration calls attention to the 

a dvertisement. With a simple yet profound line, Canadian 

Cl ub, dubbed "THE BEST IN THE HOUSE IN 87 LANDS," seems to 

have little need to shout its merit. The calm confidence 

of the advertisement allows violation of the basic 

typography rules without penalty. 

Likewise the choice of inks for the Seagram 

advertisement extends the visual presentation of 
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understatement for emphasis. Just as a speaker dresses 

c onservatively to accentuate his message, the advertisement 

" dresses" conservatively to call attention to its product. 

If a page is permeated with color, no one color receives 

audience attention. However, a page with little color 

emphasizes the color. A splash of highlighted red-orange 

in the shape of a maple leaf surrounds a black cloverleaf 

to complete the Canadian Club emblem. The red-orange leaf 

duplicates the color of the Canadian Club whiskey pictured 

at the bottom right hand corner of the advertisement. Use 

of only one color directs the attention of the audience. 

For additional product identification, a reproduction 

miniature of the whiskey bottle appears directly beneath 

the Seagram logo with the product's registered name. 

Canadian Club demonstrates effective visual presentation 

with a nonverbal message. The controlled gestures here 

express the idea with few written words. 

The "bleeding" margins reinforce the understatement, 

for they connote calm, unassuming certainty. The subdued 

gray background that extends to all four edges calls 

additional attention to the advertisement. The neutral 

solid color soothes and relaxes readers just as the liquor 

claims to do. Quiet and unadorned, the bleeding margins 

complement the impression established by the typography and 

the pictures. 
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An equally effective advertisement for a quite 

di f ferent product demonstrates visual presentation of 

wri tten discourse as gesture. The Problem Pregnancy 

adve rtisement produced by the Sellers Baptist Home and 

Adoption Center in the January-February 1990 issue in 

Miss ionsUSA delivers a message of delicate warmth to young, 

pregnant women who may need assistance and to audiences who 

may know someone with those circumstances. (See Figure 

IV-3. ) In a serial that targets religiously conservative 

audiences, the advertisement focuses its delivery or visual 

presentation on delicate, traditionally feminine 

typography; dignified, somber black ink; ?nd bordered copy. 

The graceful italic typeface of different sizes 

delicately adorning the full page advertisement provides 

profusive information. The headline "Problem Pregnancy?" 

occupies the head position in thirty-six point or one-half

i nch bold italic letters to gain the reader's attention. 

The c ore of the main services offered by the Sellers Home 

oc cupie s the space just below the center of the page in 

fourt e e n point letters. Below the centered list of 

s e rvices the identification details on ways to contact the 
' 

advertiser appear in bold italic print. Additional 

information holds the center bottom position; the 

advertiser stresses that "Clients from all states 

accepted." In still smaller print, Sellers affiliates as 
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"An agency of the Home Mission Board, SBC (Southern Baptist 

Convention]." The information may be cumbersome to casual 

readers, but to those who require Sellers Home services 
I 

the information provides the incentive to seek the service. 

Interestingly, the advertisement achieves a delicate 

bal ance by centering all the information with the single 

exception of an explanation of the picture which appears on 

the bottom left side of the picture. The three-line 

explanation on the far left of the picture distracts from 

the successful balance accomplished with the other lines. 

Centering the smallest print would have placed the 

miss ionary's name almost directly under her own picture and 

woul d have completed the stability of the rest of the 

advertisement. 

Another feature of typography is the type of print. 

In an advertisement which focuses on a distinctly female 

audience, the italics present a non-threatening visual that 

is f eminine. The typography and the picture--a woman 

lovingly touching a baby--successfully attract female 

readers. Because the director touches the baby but does 

not hold the baby in her arms, the demonstration connotes 

the director's apparent detachment from the child, which 

may stimulate a subliminal message. Readers can view the 

detached balance as a tasteful nonverbal invitation to 

· · · · b d taching themselves from a chieve harmony in their lives Y e 
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Fi gure IV-3. Serial Advertisement [Actual Size: 8 1/2 x 11 

inches]. (Reprinted with permission from Sellers Baptist 

Home and Adoption Center.) 
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their biological children and allowing adoption. In that 

way, parents of unwanted children can provide for childless 

couples who desire children. 

Also important, ink usually affects the visual 

p resentation of advertisements. The presentation in 

dignified black ink suggests that information from the 

a gency will be handled professionally. Because they have 

v ariety, both the boldface type and multi-sized type please 

t he eye. The black and white picture extends the feminine 

aspect of the italic type and invites all pregnant women 

r egardless of color to seek assistance from the Sellers 

Home and Adoption Center. Black and white broaden rather 

than restrict this advertisement's appeal to an audience. 

Once readers analyze typography and ink, they can 

progress to margination. The Sellers Home advertisement 

presents an interesting set of visual concepts. Wide white 

margins frame the advertisement; a thin line border that 

encloses the information affirms the protection which the 

a dvertisement proclaims. A thick-lined border that 

s urrounds the picture of a woman and a baby suggests that 

t he agency provides a secure environment. Not 

c ontradictory, the straight, unswerving lines of the 

borders surround the people located within them and 

strengthen the gentle italic type. In summary, the 
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gestures and the facial expression co-ordinate with the 

written voice of the printed page to convince readers that 

t he Sellers Home provides calm security for its clients. 

The Sellers Home advertisement provides a dissimilar 

c oncept and presentation from the Arkansas vacation 

a dvertisement. Arkansas prides itself on being "the 

Natural State" and its vacation department advertisement 

a ccentuates that characteristic with its typography, ink, 

a nd margination. (See Figure IV-4.) Its headline and body 

b oth utilize the austere slab serif which closely resembles 

s ans serif. Its suggestion of serifs is the same width of 

the main strokes of the letters. The headline "Every year, 

people come to Arkansas to see us turn over a new leaf" in 

thirty-six-point lightweight letters suggests an 

uncomplicated, old-fashioned vacation filled with simple 

pleasures; the picture of the model family in the woods on 

a fall day extends the concept. The long headline 

subdivides into three centered lines. The same style print 

in fourteen-point for the body of the advertisement 

co-ordinates the typeface. Still smaller print for the 

coupon enhances the coordination. Even though the 

a dvertisement utilizes the same typeface, its random, 

r agged lines in the text offset the balance and connote 

l ack of organization and lack of unity in spite of the 

consistency of the typeface. Viewed as gesture, these 
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Figure IV-4. Serial Advertisement [Actual Size: 8 1/2 x 11 

inches]. (Reprinted with permission from Arkansas 

Department of Parks and Tourism.) 
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ragged lines equate with an oral presentation that is "too 

busy," or "annoys with gesticulations" (Quintilian XI , 

182). 

Clearly this advertisement achieves its primary 

l everage with ink in the spectacular fall color display of 

i ts picture. Its text, which reads "With natural shades of 

v ivid reds, dazzling yellows, sunset rich oranges, warm 

b rowns and glittering golds," beckons visitors to see the 

r adiance for themselves. Ultimately, the visual 

presentation appears successful, for this advertisement 

lures people who are interested in a vacation set in a 

natural, romantically wild terrain. 

Far less readily observed, the margination of the 

Arkansas advertisement shows variety with its bleed margin 

that extends across the top of the page and halfway down 

the left and right margins. These margins attract the 

attention of Vista readers with its brilliant colors. The 

white margins on the bottom half of both the left and right 

sides attempt to unify the advertisement with the message 

that Arkansas is beautiful in the fall. No borders 

restrict the advertisement, just as the individuals who 

visit Arkansas feel freedom by viewing its radiant fall 

k aleidoscope and by participating in the festivals that 

c elebrate the natural beauty of Arkansas. The visual 
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presentation or gesture has power in spite of its busy 

composite impression. 

In quite a different focus toward a much more 

selective audience, the Bradford Exchange "Romeo and 

Juliet" cameo carving plate advertised in Better Homes and 

Gardens in August 1990 appeals to people who desire a 

f inancial return for their aesthetic purchases. (See 

Figure IV-5.) The two-page spread provides a volume of 

information about the acquisition. A picture of the plate 

in its actual size allows the readers to study its detail. 

Explaining the advantages of the purchase in the text and 

listing the reasons for the Bradford recommendation enhance 

the appeal to logos. This delivery or visual presentation 

focuses on the reasons for the investment; the copious 

print, however, overwhelms the reader. The advertisement 

assigns incidental focus on beauty or aesthetics. 

The typography chosen by the creators of the 

a dvertisement enhances aesthetic appeal. For an innovative 

product of a little known company, the advertisement layout 

would not attract the attention of prospective consumers, 

but for a well-established, successful company that has 

advertised in Better Homes and Gardens for many years, the 

f ormat is predictable and permissible. Readers who are 

unfamiliar with the practice of making purchases as 

investments may even be lured by the beautiful actual size 
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reproduction of the plate on the page opposite the text, 

but neither the headlines nor the body attracts potential 

b uyers. Eighteen-point modern Roman type commands little 

attention. The smaller Roman type in the body of the text 

e xplains why The Bradford Exchange recommends the purchase, 

but the typography does not persuade the casual reader 

because the two-columned, nine-paragraphed message takes 

much time to read. Probably attracted audiences will 

already be interested in acquisitions of this nature. The 

typography as well as the format of this advertisement will 

draw few casual readers. 

The typography is enhanced somewhat by the two colors 

of ink which adorn the "Romeo and Juliet" advertisement; 

however, the colors present contrasting gestures. The 

headline utilizes pink color that matches the Rose 

Carnelian Incolay Stone in the cameo plate being 

advertised. Even though the identical color is 

aesthetically pleasing, the ink timidly introduces a 

potentially valuable acquisition to the audience. 

Soft-spoken pink does not attract masses of purchasers. 

Black ink commands respect more than any color; it 

reproduces well and is easy to read. On the other hand, 

the quiet nature of the headline coincides with the 

soft-sell approach that appeals primarily to the logic of 
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Figure IV-Sa. Serial Advertisement [Actual Size: 8 1/2 x 

11 inches]. (Reprinted with permission from The Bradford 

Exchange, 1988.) 



'Romeo and Juliet": The most famous love scene of all time 
a Bradford Exchange recommendation 

The ancient art of cameo carving . .. the enduring medium 
of Rose Carnelian Incolay Stone ... Shakespeare's moving 
drama of love and tragedy ... an extraorciinaxy union of fine 
arts re-creating one of the theater's most electric moments, 
the balcony scene from Romeo and Juliet. "Romeo and 
Juliet;' a distinctive high-relief, cameo sculpture plate, is 
available now- and it looks like a smart buy. Here's why 
Bradford recommends it: 

"Romeo and Juliet" is a historic first issue -the first ever 
in the unique medium of Rose Carnelian Incolay Stone. 

It's an important work of art featuring a revolutionary 
cameo-carving technique perfected by renowned sculptor 
Roger Akers. Attesting to its importance, each plate is 
individually numbered and accompanied by a Certificate 
of Authenticity. 

It has the potential to appreciate in value. The edition of 
"Romeo and J u!iet" ends forever on March 31, 1990. Once 
the edition closes, collectors' demand could exceed the 
supply of plates and force asking prices sky-high. 

If, for example, you had followed one of our major 
recommendations in 1978, you would have bought the 
first issue in the Gone With the Wind series, a plate that 
now trades at $275.00*-more than 1,000% of its $21.50 
issue price. More recently, if you had acquired "The Pin
tail," the first issue in the Knowles Jerner's Ducks series, 
you would now own a plate valued at more than four 
times its 1986 issue price. 

Like any marketplace subject to the laws of supply and 
demand, the plate market is ever changing. Not all plates 
go up in value; some go down. But right now, Bradford 
Exchange analysts rate "Romeo and Juliet" as one of the 
year's top prospects ... and we'll back up your pur
chase with our 365-day money-back guarantee. 

The Bradford Exchange 365-day Guarantee: Within one 
full year after you receive your plate, you may resell it 
to us if for any reason you are not completely satisfied. 
We will issue you a refund check ( or credit your account 
if youpaid by credit card) for everything you have paid, 
including postage, without the necessity of a resale 
transaction. 

The Bradford Exchange-picking winners since 1973. To acquire "Romeo and Juliet" at its $65.00 issue price
Worldwide, limited-edition plates are the only collectibles backed by our 365-day guarantee-simply fill out and mail 
traded on an organized exchange. And with offices in the order form provided. Send no money now. You will be 
the United States and nine other countries, Bradford billed in four convenient monthly installments. But don't 
is at the very heart of this exciting international market. delay. The time to get "Romeo and Juliet" is now-before 
That means Bradford analysts can often spot trends it nas a chance to increase in value. 
in the making. r;;~-,J}_ !\.t(,s."' •t>s reported in the Bradford Exchange C111,r,it Q,l{lfatktu~ \bl. 17-4. - = . ~ ' ~ 

--------- ------------ < t!S ----------------------

''Romeo and Juliet" 

The Bradford Exchange 
Trading Floor 
9345 Milwaukee Avenue 
Oticago, IL 60648 

:>]ease enter my order for "Romeo and Juliet:' I understand 
need send no money now. I will pay for "Romeo and 

uliet" in four convenient monthly installments of $16.25* 
~ach , the first being billed before shipment. (Limit: one 
) ]ate per CUStomer. ) 'Plus S3. I9 postago •nd handling. 

Please respond by: August 31, 1990 

Signature 

Mr. M,s. Ms. 
(Cilcle One) Name (Please Print) 

Address 

City State 

Telephone 

Zip 
3181-EBI207 
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Figure IV-Sb. Serial Advertisement [Actual Size: 8 1/2 x 11 

inches]. (Reprinted with permission from The Bradford 

Exchange, 1988.) 
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readers who are interested in investments in aesthetic 

objects. 

Black ink dominates. The serious "facial expression" 

visually emphasizes financial security to interested 

readers. The black ink utilized for the plate title and 

below the plate's reproduction balances the bleeding black 

background in the upper half of the page. On the lower 

half of the page, the gray background distracts the 

audience from reading the print underneath the plate 

reproduction. An attractively balanced page somewhat 

offsets the overabundance of print on the opposite page. A 

reader sees little movement in this dense advertisement. 

The volume of traditional white margins frames the 

advertisement attractively to unify the message and sends 

the attention of the readers to the information contained 

within its borders. The margins send the focus to the 

printed material contained in the center of the 

advertisement (Figure IV-Sb). The bordering effect of the 

margins enhances the advertisement. The center margin 

divides the lines of the text so that, when readers do take 

the time to peruse the advertisement, they receive relief 

from the margins. A broken line serves a dual 

purpose--forming a border between the body and an order 

form and indicating where the customer should clip the 

order form. Although these additions may connote 
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thoroughness, many readers will see "gesticulations" that 

are annoying and unattractive. Sedate, almost stodgy, the 

advertisement signals an elegant and refined product (the 

" Romeo and Juliet" cameo plate) to a fairly narrow, 

discriminating audience. 

Gesture is important because it completes or extends 

v erbal communication. While gesture and facial expression, 

according to the ancients, constitute the visual 

p resentation of oral discourse, written discourse embodies 

similar visual features such as typography, margination, 

a nd ink. A rhetoric of delivery envelops all types of 

d iscourse from prose and poetry to advertisements, for 

e very discourse presents communication in both verbal and 

visual media. 

A review of these principles reveals that audiences 

can determine the validity of a rhetoric of delivery. The 

ancients' concept of delivery considers voice and tone as 

wel l as gesture and facial expression. Extensions of 

v oice, tone, gesture, and facial expression in written 

d iscourse include written voice, rhetorical tone, and 

vi sual presentation of the written page. By amplifying the 

wr iter's and the reader's understanding of classical 

r hetoric through application to literary works by William 

Shakespeare, Jonathan swift, and Alice Walker as well as to 

the persuasive discourse of advertisement, this study gives 
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a new meaning in a new time~ This analysis expands 

classical rhetoric in the modern age. In addition, the 

study enhances understanding of the relationship of the 

discipline of rhetoric to English and American literature. 

This research focuses on various aspects of delivery. 

The study traces the development of delivery and provides a 

diachronic analysis from the classical, medieval, and 

Renaissance periods to the eighteenth, nineteenth, and 

t wentieth centuries. Plato's ideas about rhetoric 

i nfluence the entire concept of delivery because he 

r ecognizes that the power of delivery rests with rhetors' 

a bilities to convince primarily through pathos rather than 

logos. Therefore, Plato contends that the ultimate 

criterion for rhetoric, hence delivery, rests with rhetors' 

e thos. Although Greek rhetoricians countenance delivery as 

a viable rhetorical canon, a theory of delivery did not 

c ome into existence until the classical Latin period. The 

a ncients agree upon the usefulness of delivery that 

i ncludes principles of voice, tone, and physical movement. 

The ideas of Greek and Roman rhetors dominate western 

t hought from antiquity until well into the medieval period. 

Medieval rhetors such as St. Augustine and Alan de 

Lille take classical ideas and restate, illustrate, and 

extend them for the demands of the Middle Ages. The 

development of rhetorical technique became apparent in the 
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areas of ars dictaminis and ars praedicandi. The same 

rhetorical strategies prevalent during the medieval period 

surface again in English vernacular texts. In the 

Renaissance, the first English vernacular rhetoric texts 

a ppear. Although the writers of these texts also depend 

u pon Cicero and Quintilian as primary sources, the texts 

a re basically Aristotelian. Leonard Cox, Thomas Wilson, 

Peter Ramus, and Audomarus Talaeus concentrate rhetorical 

i nterest upon style and delivery; in the seventeenth 

century, Thomas Hobbes restates classical rhetoric. 

In the eighteenth and nineteenth centuries, delivery 

remains a dominant focus for rhetoric as the so-called 

elocution movement emerges and blossoms. Michel Le 

Faucheur, Thomas Sheridan, and Gilbert Austin declare the 

value of delivery; however, George Campbell, Hugh Blair, 

and Richard Whately spoke sparingly of delivery, an absence 

which has continued into the twentieth century. This study 

calls for a termination of the neglect of delivery as a 

viable canon of rhetoric. This analysis defines delivery 

a s having several features of oral discourse which extend 

to written discourse. The classical precepts of voice, 

persuasive appeals, and physical movement provide the 

underpinning standard for the re-emergence of delivery. 

These classical precepts, when identified and analyzed in 
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written discourse, become written voice, rhetorical tone, 

and visual presentation. 

Written voice shares characteristics of the spoken 

voice since each channel achieves emphasis through 

eliciting auditory effect and displaying rhythm. Meaning 

is inextricably linked to sound and rhythm. Rhythm 

underscores the words and adds a dimension that contributes 

to the written voice which readers create audibly in their 

own minds. Thus, auditory effect and rhythm serve as signs 

or avenues which readers utilize to interpret discourse. 

The engagement of the reader with the text determines the 

interpretation of the signs. 

These two strategies of emphasis are implicit in the 

principles that elicit emotional and physical responses, 

perhaps at first subconsciously. These strategies provide 

a window for reader participation with the discourse and 

direct responses to written voice. When audiences 

consciously use sound devices encoded into the written 

voice to analyze poetry, they further enhance their 

engagements with the text. The phonological analyses of 

Shakespeare's sonnets, Swift's essay, and Walker's short 

story highlight the communicative importance of auditory 

effect in the written voice. Both vowels and consonants 

combine in their traditionally accepted English 



associations to communicate ideas and evoke emotions to 

audiences. 
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Likewise, audiences enhance understanding by utilizing 

r hythmic devices. Rhythm connotes harmony as well as 

disharmony, just as consonants and vowels do. For example, 

t he rhythm of written voice either can soothe with rhythmic 

r egularity or can foreshadow conflict with disconcerting 

r hythmic change. To understand texts, audiences need to 

h ear the written voice, just as ancient audiences listened 

t o oratory. Ancient audiences discerned the meaning from 

oral delivery clues as well as from the actual words 

s poken. They gleaned a total impression of rhetors from 

their deliveries. Present-day readers do, too. 

Like written voice, rhetorical tone pervades all 

d iscourse. Present in both oral and written discourse, 

tone is a quality or character of sound that people 

sometimes confine mistakenly to a sound of distinct pitch. 

Writers can establish rhetorical tone through their 

utilization of three appeals or artistic proofs, identified 

by the ancients as ethos, logos, and pathos. The three 

a ppeals determine in large part the success that rhetors 

enjoy because in both oral and written discourse, the 

appeals largely set the degree of tonal impact of the 

discourse. The classical Greeks rely heavily upon 

Aristotle to define rhetorical appeals. He explains ethos 
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as the character of the speaker, logos as pertaining to the 

"argument proper" or the dialectic of the discourse, and 

pathos as "producing a certain attitude [emotion] in the 

hearer" (1.2). To convince audiences that rhetors possess 

good will and friendliness, rhetors depend upon 

e stablishing positive, credible tone. 

Conversely, viewing the written voices of the text 

with negative characteristics also produces a negative 

r eaction in the audience. Logos or reasonable tone is 

i mportant to success. Aristotle explains two basic 

r easoning constructions, deduction and induction. Charles 

Sanders Peirce adds abductive logic either as an additional 

construction or as an extension of induction. Rhetors 

ut ilize strategies of logos to build the nuclei of their 

discourses. Also, audiences can use logos to discover 

rhetorical tone which aids the interpretation and 

analyzation of discourse. To what degree and in what 

manner rhetors and audiences handle the arguments determine 

the perceived tone of the discourse. If rhetors employ 

strategies deemed by their audiences as logical, their 

audiences may draw particular conclusions based upon the 

rhetors' utilizations of those strategies. On the other 

hand, audiences may receive a negative tone from a text's 

logos which will, in turn, conjure the audiences' negative 

disposition toward the content of the discourse. In 
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essence, logical arguments often constitute the nucleus or 

the content of the discourse; logos also serves as a 

primary basis for acceptance or rejection of a discourse. 

Audiences can enter the text by analyzing its pathos. 

The appeal that rhetors utilize to establish rhetorical 

tone to effect audience persuasion resides in the rhetors' 

abilities to bring their hearers/readers into desired 

emotional response. The rhetors' attitudes or emotions 

i nteract with the experiences of the audience to produce 

v erbal response of the audience. Thus, audiences respond 

t o rhetors in large measure because of their individualized 

" polyphony of voices" (Bakhtin 434). That ethos, logos, and 

p athos are important to discourse has long been an accepted 

t enet; that they help to establish and shape rhetorical 

t one may be a new concept. 

Similarly, gesture and facial expression, two of the 

primary rhetorical considerations in the traditional 

c oncept of delivery, extend to modern applications of 

d elivery of written discourse because they are both types 

o f visual communication. The visual concept of delivery 

certainly applies to poetry and prose. What a reader 

i nitially sees influences his perception even before he 

r eads the discourse. Gesture and facial expression 

examined as visual presentation of ideas expand to all 

f orms of discourse which include written advertisements. 
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The concept of delivery in classical rhetoric extends 

to written discourse through written voice, rhetorical 

tone, and visual presentation. A rhetoric of delivery 

remains significant. 
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