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Essay on N. K. Karger’s primer of the Ket language and K. Donner’s
phonogrammic sound recordings

Isao SHIMOMURA*, Etsuhiro YAHAGI** and Daisuke ITO***

Abstract

In this paper we reviewed the first Latin alphabet primer of the Ket language, written by
N.K. Karger in 1934, and also looked into the phonogrammic sound recordings of the
languages of the Siberian indigenous minorities, made by Kai Donner in 1912-1913 and 1914,
from the viewpoints of cultural anthropology and phonetics and proposed a talker
identification method.

Ket, genetically still unknown, is a minority language spoken by a population of
approximately one thousand persons, who live in the areas along the Y enisey and its numerous
tributaries. Before the Revolution Ket had no form of writing. In 1934 the first Latinized
primer of Ket, which was replaced by a Cyrillic version in 1938, was published by the then
Soviet authority and helped liquidate illiteracy among Ket people. The new writing system
consisted of 28 Latin letters, asingle Cyrillic one, and two kinds of diacritic symbols, each of
which was designed to be easily learned by phonetically naive Ket speakers. Most of the hand-
drawn pictures and the texts portrayed their natural surroundings, costumes, tent-houses, boat-
houses, routine work, people, and shamanism. In short, they produced something like a
biography of the indigenous people.

In reviewing Ket, we encountered a question concerning how to interpret a glottal stop
sound occurring as an allophone in this language. Our answer is that if the sound

spectrographic pattern of energy seen in the interval between a glottal stop sound and its
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following consonant is proven to be created by an excessive glottalization, this interval can be
interpreted as a trace of the syllable that once might have existed there.

In looking into the phonogrammic sound recordings made by Kai Donner, we made a series
of averaged spectral analysis on 28 speech samples from four linguistically different groups,
i.e. Ket (Paleo-Yenissey), Samoyedic (Uralic), Kamassian (Uralic), Turkish (Altaic), Tataric
(Altaic), and Russian (Indo-European). It was discovered that all of the 28 speech samples
showed a very similar acoustic energy pattern in which energy was attenuated around the five
frequencies values of 0.2kHz, 1kHz, 2.6 kHz, 3.6kHz, and 5.8kHz, irrespective of their
different phonological environments.

The discovery prompted us to propose a method for a talker identification. The method
focused on the local peaks in the frequency region between FO and 0.2-1kHz for vowels.
Spectral envelopes of the frequency region between 3.6kHz and 8kHz were used for
consonants. If the slopes of the local peaks of vowels and consonants are overlapped at severa
points in these frequency regions, the talkers of the samples under comparison will be
regarded as the same. Using this method, we drew a figure in which Samoyedic speech

samples were assorted into four groups and Kanmassian ones made a single group.
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00000000 du’p[du?p] KETICA. S.39, eiserner Haken [0 O O, eiserner Angelhaken
O000O0O0OO0OO0OO0oOOO0O0 duobd oks Angelrute 0 0 0O Osuldud O 0O O O KETICA.
S.84, Blut 0 O Bans — bap KETICA. S.20, Erdel] 00 3emns . binde KETICA. S.23, selbst
000 0qukKETICA. S.70, Loch O O

At Qukdina kuleno B oon.
ooooooooooooOoOooooooooooOooooooon
A Ha EHuceri ropoHocTaes (npoMBLLIAT b YNOLWEN .
At sulas B 00N.
ooooooooooooooo
g Cc HapTto# MOLLES .
atno B aygge kulen onazn.

oooooooooooooOoooooooooon
B Hauweii [J 3ewie ropHocTtaes MHOr O .
Kulep is dup.
ooooooooo  ooo
FopHocTaii  pblby ecT .
Kulep B apo bindedat quk dwB at.
ooooooooooOoon ooooooooo oog

ropHocTari B 3emwie  CBOK HOopy  penaer .
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Qin patat dulek. Kola gatat dulel. j:
Oin satat aqia Kola satat sela
dulek. flulek.

wr,
=
w
z
&
T
=
=
g
g
]
=

3
i

Tuda plakat skoladinta |am ditlga dap-

| Balal wgts wledet oy
! e - qupt |
e B

Batat imuo [ batet KETICA. S.21, Gesicht. dulek mbmb [0 0 dulok KETICA. S.38,
waschen. agte xopowo [ 0O 0O aqgte KETICA. S.17, gut. selonnoxo OO0 sel
KETICA. S80, schlecht. 00 0000000000000 OOOOOOOOOOOO
0000000 U0o0OoooO0O00 opduspopos DOOOOOOKETICAODOOOOO
00 00000000o0o0o0oOo0O00o0o0oU0oUoooooOOooooDOoooooo
desb p [destig] rnaza [ des KETICA. S.31, Auge. adat 6onatr OO0 OO adat
KETICA. S.15, (es) schmerzt, (es) istkrank. 0000000000000 OOOOOO
000o000o0oU0o00oOoO0O000000o0oOO0O0oDUoDUOoOoOoDOOOoOoDOoUOoO
o0oo0o0o0oouooooooooooog

Oin B atat dulek.
oooooooooooooog
H /Lo MOET .

Qin B atat agto dulek.
oooooooooo ooooooooood
nH Lo Xxopoup MOET .

Kola B atat dulek.

oooooooooooooon

Kons Jmyo MOET
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Kola B atat selo dulek.
oooooooooo oooooooooo
Kosnsi /Lo ns0xo MOET .
Oin opdu.
oooooooooo
nH 3/0poB .
Kolada desb p adat.
oooooooooooooooo
Kosn rnasa 60/14T .
Batat agto ulelek!
ooooooooooooon
J/imyo  xopoup Mo !

otnmbl OO OO oDn KETICA. S.15, wir. ad 0 O KETICA. S.15,ich. didaguoB itin
Hanucann 00O O didep- KETICA. S.32, schreiben. lagond 0 O ~ la’m [la?m] KETICA.
S72, Tisch O OO ileppykn OO0 yl KETICA. S53, Arm. kupke nepeg OO OO
KETICA. S.62, vor. tude atoTr 0O O KETICA. S93, jener atoT . lamcTton O la’m
[ladm] KETICA. S.72, Tisch. ditlgookono 000000 ~ dyl KETICA. S.35, neben.
dapqupten nosucenu 0O 0O O dapgupte KETICA. S.29, hangen.
atn skoladina plakat didapuoBiiti.
ooooooooooooooooooood
My B UKOMIe [1akat  Hanucasm .
Ulelek lapon ilen kupka!
ooooooooooooooood
Mboii pykun egoii  nepeg!
Tudo plakat skoladigte lam ditlge dagqupten.
oooooooooOoooOoooooooooooon oooooo

Jrot rnsakar B LIKO/1E cTona okosio [J rnosucesin .
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Sujka oon. Bu qojego tajup. Sujka uska
dejsutolat. Sik dep oponan. Bug qasap qoj
daqojaqen. Belda dey qojda kit silen. Suj-
kadapa qojda inolt guipitin

ase|

Atna dey gujdepal qup dussetin.
Akstepal ase] silipetin?
Jina den usdige| quj digoldonen.

) 7y
qaj 4

;lftfsz«f gt eﬂﬁ;ﬂ.‘c:ug, - R
o l¥s "&fj ger f.u'[f_j}({n’i"},’e’«ﬂ_ tn a'u] dubbain. Tudn aiwy e

0 EY

goj megseab [0 KETICA. S.67, Bar. qoieqo — koioys KETICA. S.67, qoi. ego — oge
6epnora OO o0geKETICA. S.75, Hohle; Nest. 0 0 koio Barenloch 0 00 0 Bu KETICA.
S.26,buer,sed 0000 O; Plur. bug . tolugp yBugen KETICA.S.93,ichssh0 000
0O 0; KETICA. S.30, datup ich sehe D 0 OO0 O OO uske goMoii uosk KETICA. S.97,
uosk nach Hause 0 [0 O deB utolat — dejbugawi] O O KETICA. S.30, hinken O O 0O OO
O Oskuyetbipe KETICA. S.81, vier 00O dep ntogn OO O oponan nowin ogon
KETICA. S.76, ogon?erging 0 0 000 gasaptam OO0 KETICAOOOOOOOO
daqojaa n [dagojaginly6mnn 000 KETICA.OOOOOO OO Bblda[bilda Bce O
OO0 KETICA.ODOOOOOOO kit KETICA. S.72, kit Fleisch O O Bilenenn O OO
KETICAODODOOODOOO ipolt ukypa KETICA. S.51, Fell O OO qjtpitin ganwn
KETICA. S.65, gosobat geben 0 0 0 0O 0O O gotpat er gab. gaj nocb KETICA. S.63,
Elentier 000 OO gajeElentier, Elch 0000000000000 OOOOOOOO
O00000O0yc'usOOOOOOOOOOOOOO20

Sujka oon.
ooooo oooon
Caika LUEST .

21 AnekceeHko 000 0560
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Bu gojego tolup.
ooo oooo oooo
H meaBexbio bepriory yBugen .

Sujka uske dei utolat.

oooooooooo oon

CQoika Aomoii  nobexarn .
Sk dey oponoan.
O ooooooooo

YeTbpe yesioBeka nowny .
Bup gasay qoj dagojag n.

oooooooooooon oooo

QHyn Tam  mMegBegs yéum .
Bs Ida dep gojde kin Bilen.
oooooooooooon ooooooo
Bce squu  megBeas  MsICO em .
Sujkadape goide ipolt @ tpitin.
ooooooooon ooo o oood
Qaike meaBeas UKypy — gaam .
ujka gojeqo tolun.
ooooooooooooood oooo
Gaika meBgeas 6epsory — yBugen .
Sk dep qoj daqojaa n.
ooo oooooooon oooo
UeTbpe 4YesoBeka MegBeas — yowm .

& j[qij] 6epécTta OO OO0 KETICA. S65, go’j [ge?j] Birkenrinde. qus uym 0O 0O

KETICA. S.61, Jurte, Zelt.

tojol kapobka OO KETICA. tojes Geféss aus Birkenrinde

000000 asd mnuvka OO0 KETICA. S.18, asal grosses gedecktes Boot [0 [0 O

00ooo0ogo; S19, adin (grosseres) Boot.

dubboat er macht, verfertigt.

otno DO ODOOO

dubbot genate 00O 00 KETICA.S.38,
~ aks KETICA. S.16, was?20 0 O O O

0 0O Bile etin KETICA. S.22, hilebat machen, tun, verfertigen 0 0 000000000000
usdipel 3 6epésbl OO0 0 ~ usb6epésa KETICA, S.97, Birke. b n[in] KETICA. S.53,
yn, in, inge, inezwel. des aifltTaHyTca OO0 00000000 00O O O OO0 ?20KETICA.O

0000000 tudetor OOODOOOOODO KETICA.S. 93, tud (o) jener.
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atno den & jd pal qup dusB €tin.
ooooooooooOoOoOoOooooooooO ooo
Hauwn J1rgan n3 6epéctbl HYymbl  A€/1akT .
Aksb pal asel BilB etin?

oooon ooo oooon

s 4yero UIINMK Y caenanm ?

atho dep usdinel ®j digoldonen.
ooooooooooo Oooooooooood oooo
Haun sqan n3 6epésnbi bepécty cauparor .
bNn dep dwsB ain.
ooooooooooooOooooon
[Ba u4esoBeka TAHYTCA .
Tudo aks?
oooo oo
Jro 4To ?

«wndepdeean»000003100000000000000000O00G0O0O0OO
goboooooooooooomuooooooboocoOoooOoooOooOoooboOooaon
gobooooooooooooooOooooOOoboO0oO0OooooOOoboboOoooooo
0000000000000 000000000000000000000«bn dep
desan»000000000000CO0O0O0O0O0O0O0O0OOOOOOOOOGOOOOO
O00O0O0«Tude aks?» OO0 O OOOOOOOOOOOOOOOOOOOOODODOO
gooooobooooooooooOoooobOOoboOobOoOooooOOobboOoooooDo
gooooobooooooooooOoooobOOoboOobOoOooooOOobboOoooooDo
goooobooooooooooooooooboOoboOob0oOooooOoOboboOoooooDo
gooooobooooooooooOoooobOOoboOobOoOooooOOobboOoooooDo
goboboooooooooooooOoOoOoOoOoOboO0omooooOooOooooooo
oooooooooooooobooooooooOooboboOooooooObooboOoo

000000000 «wndepdeean»000000000000000O0OC00CO
goooooooooooooocoOoooOobOOoboOoOoOoOoooOOoboboOoOooooo
goooooooooooooocoOoooOobOOoboOoOoOoOoooOOoboboOoOooooo
O0DOO0O0O0O0OO0O0000D000000 «Tude aks?» 0000000000O
goooobooooooooooooOoooobooOoboOoOoOoooooOoboboOoOooooDo
ooooooooooooooo
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oboboooooboooOoooooooooboOooboboOoboOooOoOooOoOoboOoboboOooDo
goooooooOooobooOooOooOoOoboOooOoOoOooOoOoOoOoboOoboOoDOoOn
goooooooOooooboooobooooooOoooOooOoboOoOoboOooOooDooOoon
goooooooOoooboooobooooooOoooOooOoOoOoOoboOooboOoDOoOn
gboooooooOooboooboooobooooOooOoooOooOooOoOoOoboOooOoDoOon
gooooooooooobooOooooboooboOobOOoOoboUOoDOOoOobOoOoooboOoo
gooooooo
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p.37

> AF 2

aseg.w TN L tulit v

37

artel apTens 0000000000000 DOOOOOOkoonepatveDOOOOO
gooboooboobooobooboboooboobOobDbooboobooboobooo
gooboooboobooobooboboooboobOobDbooboobooboobooo
0000000000000 godagol st KETICA. S.65, qosoboat geben 0 0 O gotpot er
gabt. on KETICA. S.77,vid,veileD 00O O0O0OO0OOO JisKETICA. S55, Fisch OO
kotn KETICA.S58, ket Marder D000 O0DOO00OO0OODOOODOODOOODOODOO
0000 o0 tOnO0000OD00ODOOO: keten. kulen KETICA.ODOOODOODOO
konKETICA.OODOOOOODO san KETICA. S.80, die Eichhorner O 0 ; sa’s[sals]. dekp
KETICAOODOOOOOO sunKETICA.DDODOOOOODO asep KETICA. S18, as
Feder, Daune 0 0,0 00O tulit KETICA. S.94, tulyt tulit Beere 0 O O
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atna artel kooperativdine  gedopoB at, on:
ooooooooooooooooooooooooomooooooonnn

Haua apresib B Koonepatums  cpana MHOr o
is, katn, kulen, kon, san, Bon, dekn, sun, asen,
tulit.

oooooooooooooooooooooooooooooooooonon
oooon.

PblObl, KO/IOHKOB , I OPHOCTAEB , /IMCUL , GEJIOK , YTOK , T /iyxapei, ps64ukoB , nepa,

Ar oAbl .

p.40

F ninh

_ _ "~ dogom - ——""3%
= et sihom ol e
M mb T qabem
i & oo TR e
Al 6
R oy T |
. ; L e
f'f'l“ W_;g &% 7 bnam eanga qog 8 T .
: |

qusam Bansa qos 9 —

gusam KETICA. S.70, eins 0 O bnam [inam] KETICA. S.53, yn zwei 0 0 dopom
KETICA. S.37, dogom drei 0 O sifom KETICA. S.81, sigom siyam sik vier 0 00 qafom
KETICA. S.63, gagem finf 0 O as KETICA. S.18, sechs 0 0 ons KETICA. S.77, on¢ onts

sieben 0 0 bnam [inam] Bonsa qos 0 0 qussm Bansa qos OO0 qos 00 Banse —
KETICA. S.22, bancap bantsap: 1. negativesVerb OO 0 0O ; 2. weniger DO 0O OO ban
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0000000000 0OO0OKETICA. S22, nein, nicht; un-000000snemO 000
OgosO 000000 qusemOOOOO gosOOO0OOOOOO

p.48 s
Sensg.

Kinaqopa  Kinko skéladiga Ban dinBag. -

Bis atn sudo qusibye dagc{n. Kinko adoot.”

Buda op senspdage oon. Senby dineas,

quiki aljohan. Senwy qutki sinugot. Bu daas-

hans: ,Sel ansin. Kinkoda op oon se| dejesan.
Bu se| daqaj.
Kinko pan dogtogon.

serb p [senin] KETICA. S.81, senep Schaman 0 0 000000 OOOO KETICA.
S.85, sanap Schaman. dinbas KETICA. S.34, ich(od. er)kam O O O KETICA. S.35, djeksebes
kommen, ankommen, gehen 0 0 0 O 0 O kinegonge KETICA.O 0 0O 0 0 O O bisKETICA.
S.23, Abend, am Abend O O O budd] O OKETICA. S.26, sie O 0 OO O [ qustins
KETICA. S.61, kuos 0 O O degon — danngabakd O O KETICA. S.29, finden O 0O 0O O [
adoot KETICA. S.15, adat 0 0 0O O O O qutki KETICA. S.71, qutkij zaubern schamanieren
00000000000 0O0000OahohenKETICA.OOOOOODO Binugotd OO
KETICA.OODOOODOO daashans KETICA. S.30, daskan¢ daskans daskants sprechen O
OO anin KETICA. S.18, anij téte 0 O O dejesan KETICA. S.33, digij téten 0 O O dagai
KETICA. S.28, dagi dayi er tétete 1 0 0 O 0 O dogtogon KETICA.O OO OO OO

0000000000000 0000000O000D0U0ooooOOoooooooo
00000000000o0O0000000o0o0O0O00o0DU0ooooOOoOooooooo
00000000000 0000 xac [xas] OKETICA. S45, ha’s Zaubertrommel 00 O
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00000000 kew [kef] OKETICAOOOOOOOOO0OO0OOOOOOOOOOO
xatéyn 00000000000 000000000000000000000 kat
+bul ‘000000000’ 000000000000 « KETICA. S57, ka't Pelz [
0;S26buFuss10000000000000000000000
00000000000 00Okacho [kago] 1000000000 [xas]O [kef]O
ko] 000000000000 O000000O0DO0000000D0O00000O0
00000000 MO0000000000000000000000000000
00000000000000000000000000000000000000
00000000000000000000000000000000000000
000000000000000000000000000000000000OO
000000000000000000000000000000000000OO
00—0000000000ceaHc —0 000 20
0000000000000000000000000000000000000
000000000020 00000000000000000000000000
0000000000000000000000000000000000O0O00OO
000000000000 00000000000000000000000 senin
O000000snimil000000000000000O0O0000O0OOO000O0
0000000000000000000000000000000000000O
00000000000
0048000000000000000000000000O0000O00000
0000000000000000000000000000000000000O
0000000000000000000000000

Serbyo OO 000 LLAMaH
Kinagope Kinko skoladine Bon dirB os.
ooo oooooooooOo ooooooo

CerogHa KuHbko B LWKO/MTY He npy LEn .

Bis atn B uda qusb po dapon.
oooooooooooooooooooon oo
Beuepom Mbl ero B ero 4YymMe Haum .

22 00000000000000000000000000000000000000000000
oooo0o00000000000000000O0000000DO00O0O000

23 000000000000 O000O000O00O0O0Oo0OoOoUO0OoOoUOOOoOoUDO0OUOOO
12500000 19790
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Kinko adoot.
ooooooooood
KuHbkO 60/1bHO .
Budo op serb pdans oon.
oooooooooooooOooooooooon
Ero orey K LamaHy MO LLEST.
Serb p dirB os, qutki agogon.
oooooooooo ogooooo oOoooo
lamaH  npulén , LamMaHuT b Ha4vasi .
Serb qutki Binuqot.

ooooooooooooOooooo
LLamaH wamMaHuTb  KOHYnI
Bu daashans. «Sd ambin».

ooooooooooooooooo.

H ckaszan: «QieHss yb6elite ».

Kinkod op oon sel dejesan.
ooooooooooooOooo oooooooooo
KuHbkO orey nouén o0/1eHA youTsb .
Bu sel dagaj.
oooooooooood

H 0/1eHA yéun .
Kinko Ban dogtogon.
ooooooooo oooogd

KuHbK O He Jiyque  Ccrtasio .

oooooooocoooo
oooooooooooooooooboOoOoooOooOoOOOOoOoOoOoOOboboOoOooo
goooobooooooooooooOoooOobOOoboOoOoOooooOoOoboboOoooooDo
goooobooooooooooooOoooOobOOoboOoOoOooooOoOoboboOoooooDo
goooobooooooooooooOoooOobOOoboOoOoOooooOoOoboboOoooooDo
gbobooooooboobOoOoo0oOooOoOo0oOoboOoOoOoOobOozZe0O0OOOOn
gobooboooz200oo0o0oo3qboboobooobobooobobooooooboOoooon
go01seb0000noonokB4000O000Ooooonoon
ooooooooooooooooboooooooOoOooOoOoooooObobooooo
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00000000000000000000000000000000000000
000000000000001000019000000000000000000
00000000000000000000000000000000000000
00200000000000000000000000000000000000
00000000000000000000000000000000000000
000000000000000000000000000000000000
0000000000000000000000000000000000000
00000000000000000000000000000000000000
00000000000000000000000000000000000000
00000000000000
0000000000000000000000000000000000000
00000000000000000000000000000000000000
OO0OO04dlophonel 0000000000000 0O0O0O00O0OO0OOOOOOO
00000000000000000000000000000000000000
00000000000000000000000000000000000000
00000000000000000000000000000000000000
00000000000000000Ofreevaiaiond 0000000000000
00000000000000000000000000000000000000
000000000000000000000
0000000000000000000000000000000000000
00000000000000000000000000000000000000
0000000*00000000000000000000000000000
00000000000000000000000000000000000000
00000000000000000000000000000000i implosived O
00000000000000000000000000000000000000
00000000000000000000000—00000000000000
—0ooooooooo
0000000000000000000000000000002v2000VO
00000000000000000000000000000000000000
0000000000000 0(C)V:2V22 C(V)ODOODO00000 20 2 [0 vocaic
00000 C{Ovoiced 0000?20 ?[Drdeassl 00 00000000000COO0
0000000000000 0 GO voicedD 00 OCOC[dvoiced D0O000O00

24 flynb3on 00000480
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oooooooooooo

0000000000000 0000000O000D00ooooOOoooooooo
0000000 totd kartO ta?pd te?ed ji?0 du?pd di?0 sa?kd se?nl ka?i0 di?nO
ki20O ladmO ge?j0 saesO hadss 00 00 0 0O 0O O O to?td kaetD ta?pd du?pd sa’kD se?nd
di?nO ki?2tO la2mO saksd hads O CV-{p, t, k, s O CV>-{m,n, 1} OO O OOOOO0OO
0oooooooO{ptk,s OO0voiceDO{m,n, I} O0sonority 0000000000
00*000000000000000 p02A0%k02s0{000000000} OO
000o0o0ooooo momOA 0{0000000000 mnl}0000000O0OO
ooooooooooo

0000000000oO0o0000U0o0o0oO000o0oUooooOOoooooooo
0000000000000 00000000000O000000U0UNenetsD OO
0000000U000o0o0o0000U000o0o0O000o0oUooooOOoooooUoo
0 0000000000000 Yurak-Samoyedd OO OO0 O0O0O0O0OO0OOOOOOO
000000000o0o0o0o0000U00o0ooo000o0oUooooOoooooUoo
000000000o0o0o0o0000U00o0ooo000o0oUooooOoooooUoo
0000000000000 0000D00O0H. M. TepeupHko N. M. Tereshchenko
0000000*W0000000000000000D0D0o0o0ooOO0oooUooooo
0000000000000 oooooooooooooooooon
00000000000o0o00000000o0o000o0oU0oooooooooooo
000000000 000o0oooo0o0ooooooooooooooooooon
0700000000000000000C00000O0O0OOO0OO0O0120msO0O
00000000000000120ms0 0000000000 «cotton» D000 OO
O000000OO[OP00000D [ke2n] DOOOODDODODO40msO000O0O
pgoooodobobobbtbooooooobbbboooooobobobbooogoo
pgoooodobobobbtbooooooobbbboooooobobobbooogoo
pgoooodobobobbtbooooooobbbboooooobobobbooogoo
goodoooobobobobbobooooooobooo

00o000ooooooooooooooooonD ev{m,n I} 0000O00O0CODO
goooooobobobbtbooooooobbobboooooobobobboooooo
goooooobobobbtbooooooobbobboooooobobobboooooo

25 000000oU0O0o0ooOoUooOoooooUo

26 Janhunen J. Glottal Stop in Nenets.  Mémoires de la Société Finno-ougrienne. Vol. 196. Helsinki, 1986.

27 DO00000000000000000000000000000000 ODO0o0OoOooOoooo
000omo2200 001988
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goooobooooooooooooOoooOoOOobOOoOoOoOoOoOOobobOoOoOooooDo
oooo

dooooooooooooooono
oooooopoooooo

18830 0 00O The Finno-Ugrian Societyl 0 OO0 0000000 O0OOO0OOOOOO
0000000000000 00000000U0Oon Ottobonner 00D OOODODO
0 0 00 Kai Donner 1.1X. 1888 —12.11. 193500 0 0 000 000000 OO O Suomaais
Ugrilainen SeuraD0 00 000000019120130 019140 00000000000
0000000oU000o0oO0o0O0000U00oO0O00ooDUUoOooOOOoooUUon
0ooos3000000000uooooon sak OOOOO0OOO®00000
00000000000 Sekup 0000000000 OOO Ostyak-Samoyed O O
0000000000000 000000000000 KeeOOODOOOOOOOO
000000O0O0OO0O0O0O0O0O0O0O0O0O000O0 Kamas-Samoyed DO O OOOOOO
0000000000000 U0oooooUooooyo00O0oOoOoOoOoOoOoooO
000 AyanHckoe DO ODOO0ODO AyamHka OO DO OODOOSBOO0O0OOOO0OO
00000000000 AeanakoBa O OOOOO

S5kg00 0000000000000 000UU00D0DUODODODOODoDoooooon
0000000000000 000000000000000000OB . . AHyunH
V.. AnuchinDO OO OO00O0000000000000000000000000o0O
0000200 0000000000000048000000000020

oo0ooDooObObO00000o0oooDoObDbOoo20000D002000000
pgoooobboooobbodobobbooobbbooobbooobbUoooboboo
000000000000 000D00D0000000D00 KamassanD O OO 00O
TaaricOOODOO TukicDOOOOOOOODOOOODOODOOOODOOOO
poooodobobobbbooooooobobobboooooobobobboooooo
oooboobobooOoo0oddoooooooooobbbboboboooooooooo
goodd1o1201040 00000000000 0O0O0ODOODODOOO0O0O0OODDOO
poodoodobbobbtboooooooboboboboooooobobobboooooo
poodoodobbobbtboooooooboboboboooooobobobboooooo

28 D00000000D0O0000D0O0D0O0D0O0D0O000lac00D0O00DO0ODO0ODO
ooo0oooooooooooooooooo
29 JAynb3oH A .[.Ketckuii a3bk .C . 10,13. Tomck 1968.
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goooobooboboobooobooo

gooooOoobOobObOoooobDo0obOobDbOOobDoobooboobooobooo
00000000000 00000Audisd. JkiDODOOooooo3oooooooo
goboooOboobDOoobOoobOobOoOobOoobO0obDOoOobDOoobooooboooo
J0000o0oDObObO0000oOo280203000oooooboooooooooon
goobooboobDOoobOoo0bOobOoOobOo0obOOobDbOobDOoobooooboooo
oo

0000000000000 000D00 Aleksg Arbaldaev DO OO OO O50609
J000o00os00000ooooo‘onD’oooon kune [kung] — KETICA. s.590
O kyne[king] — 0000000000000 O0OOODOOOODOOYO8OOO0OO
O0Fedosg Karpovic 000000050 00000019120110600 000000
goboooOoboOobOO0o0obOoO0bOO0obOOo0obOo0obOO0obDOO0obDOoOobOobDoobDooo
O0000O00O 0stjaksamojed”0 00 0000000000 OOOOOOO Selkup
(cynbkynel) 0000000’ 000—000000O0OCOCOOOOOOOOO
ocTaKM (theOstyaks) D OO0 DO ODDO00ODOOOOODOOOOODO Khanty (XaHTbl)
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Cyclic Spell-Out, Phonological Phrasing and Focus
Y oshihito DOBASHI

Abstract

In this paper, | argue that phonological phrasing reflects syntactic cycle, by examining cross-
linguistic data on focus and its effect on phonological phrasing. | show that the focus affects the
phonological phrasing so that it may delete phonological phrase boundaries to the end of the
sentence, but not to the beginning. | argue that those effects of focus receive a principled
account in terms of Multiple Spell-Out that applies in a cyclic manner within a bottom-up
derivational approach to narrow syntax (Chomsky 2000, 2001a,b, Collins 2002, Uriagereka
1999, Epstein et at 1998).

1. Introduction

In recent literature on minimalist syntax (Chomsky 2000, 2001a,b, Collins 2001, Uriagereka 1999,
Epstein et at 1998), it is argued that Spell-Out (S-O) appliesin acyclic manner. Since S-Oisan
operation that maps a derivation of narrow syntax to the phonological component, it is
predicted that there are phonological phenomenathat reflect syntactic cycle.

In this paper, | argue that phonologicd phrasing reflects syntactic cycle (also see Dobashi 2003).
More specificaly, | show that restructuring of phonological phrases that is triggered by the
presence of focus may affect the phonological phrases (p-phrases) that exist at the point of S-O
of the focus. In other words, “forthcoming” p-phrases that will be created later cannot be
affected by the presence of focus.

In this paper, | do not argue for or against any specific proposal about cyclic S-O, but rather
argue for a genera idea about cyclic S-O. This paper is organized as follows. In section 2, |
introduce data and give a descriptive generalization. In section 3, | give an account for the
generdization. In section 4, | briefly discuss some theoretical issues and conclude the

discussion.

2. Data and Generalization
It iswell known that focus causes the restructuring of phonological phrases. To the best of my
knowledge, the three types of restructuring shown in (1) are attested while the one shown in (2)
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isnot:

@ a(.A.)(.B.).C.)(.D.L)(..E.L)
> (-A.)(.BL)(.C... .. D.)(.E.)
b.(.A.)(.B.)(.C.)(.D.)(..E.)
S (-A.)(.BL)(.C ... D.. ..E.)
c(.A.)(.B.)(.C.)(.D.)(.E.)
- (-.A.)(.B.. ..C.)(.D.)(-.E.)

@ (.A.)(B.)CL)(.DL)(EL)
-(.A.. ..B.. ..C.)(.D.)(..E.)

| have underlined the focused constituents and have inserted parentheses to indicate p-phrases. In
(1a), the focus deletes one p-phrase boundary on its right. In (1b), it deletes al the p-phrase
boundaries to the end of the sentence. In (1c), it deletes one p-phrase boundary on its left.
However, as far as | know, there is no language where the focus deletes all the p-phrase
boundaries to the beginning of the sentence. In what follows, | show some examples for each type
shownin (1).

First of al, let us consider the (1a)-type examples, where a focus deletes a p-phrase
boundary on its right. Sandawe (Dalgish 1979, Dempwolff 1916, Eaton 2002, Elderkin 1989,
Kagaya 1990) has a downstep between words:

(3) (S&nda) (soba!thiimé-su)
sanda fish cook-3f.sg.future
‘Sandawill cook the fish’ (Elderkin 1989: (3.64))
Here, the pitch levels of the high tones of Sanda and sdba “fish’ are the same, but the pitch level
of thiimé-su is lower. Assuming that the downstep applies within a p-phrase but not across a
phonological boundary, there is a p-phrase boundary between Sanda and soba, but not
between séba and thiimé-sti.

If the subject is focused, then we have a sequence of downsteps to the end of the sentence:

(4) (2te) (sdnda&a ' soba ! thiimé)
yesterday =~ Sanda-Nom fish  cooked
‘Y esterday she cooked the fish’ (Elderkin 1989:96)

Here, soba has alower pitch level than sanda-&, and thiimé has alower pitch level than sdba. Note
that it is not clear at this point whether all the p-phrase boundaries are deleted after the focused

subject, since there is no phonological boundary between object and verb even in normal
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phrasing (3). Note aso that in (4), restructuring does not affect the phonological phrasing
before the focus.
If 20te ‘yesterday,” instead of sanda ‘Sanda,” is focused, then the following phonological

phrasing shows up:
(5 (Ate-sa ' sandd) (sdba ' thiimé)
yesterday-3f.sg  Sanda fish cooked
‘Sanda cooked the fish yesterday’ (Elderkin 1989:96)

Here, the downstep is observed between ?0te-sa and sandd, and between soba and thiimé, but not
between sanda and sdba. That is, only one p-phrase boundary that is on the right of the
focused constituent is deleted. The restructuring pattern in Sandawe conforms to the pattern in (1a).

One of the other languages that conform to the pattern in (1a) is KiY aka, discussed by Kidima
(1990, 1991).

Let us next consider the (1b)-type of examples, where a focus deletes all the p-phrase
boundaries to the end of the sentence. One of the languages that fall within this type is
Hungarian. A diagnostics of phonological phrasing is |-palatalization:

(6) |-palatalization (Kenesei and Vogel 1989: 157)

I >j/__j
This rule applies between a base and suffix within aword asin (7a) and within acompound asin
(7by):
(7) atol-ja > tofjjla ‘hepushesit’ (Kenesei and Vogel 1989: 157)

b. szél-jegyzet > szé[jjlegyzet ‘margin note’
This rule also applies between words:
8 jo ja (Kenesei and Vogel 1989: 158)
well walks  ‘hefareswell’ (lit.’he walks well’)
Here and below, theitalicized | is palatalized and the bold-faced | is not.
Now, let us consider the following example.

9 Mari beszél getett olaszul Janossal (Kenesei and Vogel 1989:159)

Mary spoke Italian John-with

‘Mary spokein Italian with John.’
Here, the bold-faced | is not palatalized even thoughiit is followed by j, indicating that thereisa

p-phrase boundary that blocks I-palatalization. However, consider the following example with a
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focusin the preverbal position:
(10) Mari akastélyban beszélgetett olaszul Janossal  (Kenesei and Vogel 1989:158)
Mary thecastle-in spoke Italian John-with
‘In the castle Mary spoke Italian with John’

Here, the underlined a kastélyban ‘the castle-in’ is focused, and the italicized | undergoes
palatalization because of the following j. Given that olaszul and Janossal are in the same
positions in (9) and (10), the emergence of I|-palataization in (10) indicates that the
phonological phrasing is restructured due to the presence of the focus and the p-phrase
boundary is deleted. The following data shows that the focus affects the phonological phrasing to

the end of the sentence:

(11) a. tegnap  Péter aparkban kérdezte az angol jatékrdl  Janost
yesterday Peter the park-in asked  the English toy-about John-acc.
‘Y esterday Peter asked John about the English toy in the park.’
(Kenesei and Vogel 1989:165)
Here, the underlined a parkban ‘the park-in’ is focused, and the | of angol ‘English’ aswell as that
of jatékrdl ‘toy-about’ undergoes paatalization, indicating that the focus eiminates al the p-phrase
boundaries to the end of the sentence.
Even though p-phrases that follow the focus are restructured, those that precede a focus do not

undergo restructuring:

(12) a. Jasossal  Jdlia aparkban jétszott tegnap egy meccset
John-with Julia the park-in played yeterday amatch-acc
‘Julia played a match with John in the park yeterday’ (Kenesei and Vogel 1989:165)
b. aparkban Pa jatekbdl verte nyakon Pétert
thepark-in  Paul playfully hit neck-on Peter-acc.
‘Paul playfully hit Peter on the neck in the park.’ (Kenesei and Vogel 1989:165)

In (11a), a parkban ‘the park-in’ is focused, and in (b), jatekbdl ‘playfully’ is focused. And the
boldfaced I’s which are located before the focus do not undergo |-pal atalization even though they
immediately precede j. Therefore, restructuring in Hungarian conforms to the pattern in (1b).
One of the other languages that conform to type (1b) is Japanese, as discussed by Nagahara
1994.
Let usfinaly consider type (1c). One of the languages that fall within thistypeislitdian. The
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relevant phonological rule that applies within a p-phrase is Raddoppiamento Sntattico (RS). Nespor
and Vogel’s (1986:166) formulation of RS is as follows: RS applies in a sequence of two
words (w1 and w2) to lengthen the initial consonant of w2 if @) the consonant in question is
followed by a sonorant, specifically a vowel or other nonnasal sonorant, and b) if wl endsin a
vowel which isthe main stressed syllable of w.
Now, let us consider the following example, where thereis no focus:

(13) (porterd) (tre  caffé) (Frascarelli 2000: 26)

bring-FUT-1sg three coffees

‘I will bring three cups of coffee.
Here, the initial consonant of tre ‘three’ is not lengthened even though it is preceded by a
vowel because a p-phrase boundary intervenes between them. However, if treisfocused, the initial
consonant t, which is italicized below, is lengthened, indicating that the p-phrase boundary is
deleted:
(14) (porterd tre caffé) (Frascarelli 2000: 26)
bring-FUT-1sg three coffees

‘I will bring three cups of coffee.

And crucialy, the deletion of the p-phrase boundary does not extend to the beginning of the

sentence, as the following contrast shows:

(15) a Normal: (nonso)  (quello che fard) (dopo lalezione)
b. Focus: (non so) (quello chefard dopo lalezione)

not know-1sg what that do-FUT-1sg after the lesson
‘I don’t know what | will do after the lesson.’ (Frascarelli 2000: 26)

In (15b), dopo ‘after’ is focused, and the preceding phonological boundary is deleted.
Therefore, the initial consonant of dopo is not lengthened in (15a), but it is lengthened in
(15b). However, the initial consonant of quello ‘what’ is not lengthened in either case,
indicating that focus deletes only one phonological boundary that precedes it, but does not
delete al the boundaries to the beginning of the sentence.

English (Frascarelli 2000:42), European Portuguese (Frota 2000), and Chichewa (Kanerva 1990)
a so conform to the pattern of (1c).

As | mentioned at the beginning of this section, the pattern where the focus affects
phonological phrasing to the beginning of the sentence does not seem to exist. If so, we have the

following symmetry and asymmetry:
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(16) a. Symmetry: The restructuring triggered by F may have an effect on aleft or right
phonological boundary of a phonologica phrase that contains F.
b. Asymmetry: The restructuring triggered by F may have an effect to the end of the
sentence, but not to the beginning of the sentence.

In the next section, | give aprincipled account for (16) in terms of Multiple Spell-Out.

3. Analyses

| adopt the following basic assumptions:

(17) a Syntactic derivations proceed in a bottom-up fashion.
b. Linear order is defined in terms of asymmetric c-command.
(Kayne 1994, Chomsky 1995)
c. Spell-Out appliesin acyclic manner. (Uriagereka 1999, Chomsky 2000, 2001a.b.)
d. A phonological phraseis created at each Spell-Out. (Dobashi 2003)

I make the following specific assumptions concerning the creation of p-phrases:
(18) a When Spell-Out applies, aleft boundary “(” of a p-phraseis created.
(Seidl 2001, cf. Halle and I dsardi 1995)
b. A constraint ExHAUSTIVITY requires that aright boundary be created in

accordance with the Strict Layer Hypothesis. (Truckenbrodt 1995, 1999)

In order to see how (17) and (18) work, let us consider the following derivation:

(19) a WP > (3W (dW)
S-O
I}
w
b. YP > (BYBW)DBY) (W)
S-O
B /\
Y WP
/\
d /\

w
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c. XP > @XBY)BW)dW@X)BY) B W)
N so
«
X YP
PN
B
Y WP

PN
N

"

In (19a), S-O applies to WP. Then a left boundary is created, resulting in “( & W”, and
EXHAUSTIVITY requires to create a right boundary, resulting in a p-phrase “(& W).”
Similarly, p-phrases (B Y) and (a X ) are created at the point of S-O in (19b) and in
(19c), respectively.

Aswe have seen in the previous section, focus triggers restructuring of p-phrases. | assume that
such restructuring applies when afocused element F is contained in a spelled-out phonological

string:
(20) Ftriggersrestructuring of phonological phrasing when it is spelled-out.

Focus gives an instruction to PF so that the existing phonological phrasing is modified.
| assume that the restructuring occurs in one of the following three ways when F is spelled-ouit:

(21) P-Phrase Restructuring at the spell-out of F:
a. A p-phrase boundary that would be created on the right of the spelled-out string is
deleted.
b. All the p-phrase boundaries that have already been created are deleted.
c. The left bracket is deleted.

Let usfirst consider (21a) and (21b). Supposethat a isfocused in (22) (I have underlined the
focused element):
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(22) Spell-Out of F deletes the bracket(s) on itsright.

zp 2Z)@X BY dW)or(y Z)(@aX BY)d W)
/\ S-0
Y /\
Z XP 2@X)BY)OW)RW@X BY)OW)or(aXBYOIW)
S-O0 Restructuring
a
X YP 2BY)OW)
/\ 5.0
B
Y WP >BW)
S-0
o)
W

First, WP is spelled-out and ap-phrase ( 8 W) is created. Second, Y P is spelled-out, and a p-
phrase ( B Y) iscreated. Third, XP, which containsafocused q , is spelled-out, resulting in a
p-phrase (o X). At this point, the existing p-phrase boundaries undergo restructuring
because of the focused a. . If the restructuring applies in accordance with (21a), we obtain ( a

X B Y)(d W).Ifitappliesinaccordancewith (21b), weobtain( a X B Y & W).
Fourth, ZP is spelled-out, resulting inap-phrase ( y Z ). Note that at this point, the focused a

cannot affect the p-phrasing that results from S-O of ZP because restructuring induced by o has
aready taken place in the earlier stage.

Let us next consider (21c). Supposethat B isfocused in (23):

(23) Soell-Out of F deletes the left boundary.
P 20Z)(aX BY)(OW)

/\ 5.0
v /\
Z XP 2@X BY)OW)
S-O0

X YP >2BY)OW) > BY)©® W)
S-O0 Restructuring

Y WP 2OW)
S-O0

The derivation of (23) proceeds as follows: First, WP is spelled-out and ap-phrase (& W) is
formed. Second, YP is spelled-out and ( B V) is formed. Since B is focused, the left
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boundary is deleted at this point.t Third, XP is spelled-out and the left boundary is created. Then,
ap-phrase ( & X B Y) results. | assumethat it does not result in two p-phrases (o X) and
(B Y) because of acertain economy condition that prevents an unmotivated insertion of a p-
phrase boundary.? That is, we can get a legitimate phonological phrasing that satisfies
ExHAusTIVITY without inserting an additional p-phrase boundary. Fourth, ZP is spelled-out,
resulting in ap-phrase ( y  Z). Note that since the p-phrases are created and modified as S-O
applies, itisimpossible for Fin B to affect the p-phrasing that results from S-O of ZP which has
not taken place when F is spelled-out.

Aswe have seen in the previous section, the restructuring (21a) is exemplified by Sandawe,
(21b) by Hungarian, and (21c) by Italian.

4. Some Theoretical Implicationsand Conclusion
If the analysis presented so far is correct, the symmetry and asymmetry in (16), repeated

below, are not just a coincidence.

(16) a. Symmetry: The restructuring triggered by F may have an effect on aleft or right
phonological boundary of a phonological phrase that contains F.
b. Asymmetry: The restructuring triggered by F may have an effect to the end of the

sentence, but not to the beginning of the sentence.

(16a) and (16b) receive a principled account in terms of syntactic derivation and cyclic
application of Spell-Out. Especially important is the asymmetry in (16b), or the non-existence of
the restructuring to the beginning of the sentence. If phonologica phrasing were formulated on the
basis of syntactic representation, it would be surprising to have such asymmetry since the
syntactic structure of awhole sentence, from the beginning to the end, should be available on a
representation when the restructuring applies. That is, it would be equaly possible to
formulate the restructuring to the beginning as well as to the end in a representational
approach. Also, if syntactic derivation goes from top to bottom, it would be predicted that the
opposite of (16b) is correct since Spell-Out would apply from the top of the sentence: The
phonological string that has been spelled-out before afocus F includes F and what precedes F, but
not what follows F. Therefore, the asymmetry in (16b) argues for a bottom-up derivational
approach to syntax.

0 O Here, | assume that the effect of focus overrides the EXHAUSTIVITY requirement.
0 O *P-PHRASE in the sense of Truckenbrodt(1999 228): Avoid p-phrases
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Samuel Daniel’s Delia and the Imagery of Eyes

Fumiyuki NARUSHIMA

Abstract

This paper compares Samuel Daniel’s sonnet sequence, Delia, to Shakespeare’s Sonnets.
Petrarch’s influence is remarkable in Daniel’s works, but it is not developed well enough to
dominate the whole sequence. Instead, the association of sound governs Daniel’s poetry, to the
extent that it makes the visualization of his poems difficult. This characteristic greatly
distinguishes his poetry from that of Shakespeare’s or Rimbaud'’s.

Deia0 0000000000000 0ees00000000000O00O0O0O0OO
goooobooooooooooooOooooOOoboOoOoOoOoooOOoboboOoooooo
oooooooooooooobooo

If so it hap this of-spring of my care,
These fatall Antheames, sad and mornefull Songes:
Cometo their view, who like afflicted are;
Let them yet sigh their owne, and mone my wrongs.

But vntouch’d harts, with vnaffected eye,

Approch not to behold so great distresse:
Cleer-sighted you, soone note what is awry,
Whilst blinded ones mine errours neuer gesse.
Y ou blinded soules whom youth and errours lead,
Y ou outcast Eglets, dazled with your sunne:
Ah you, and none but you my sorrowes read,
Y ou best can iudge the wrongs that she hath dunne.
That she hath doone, the motiue of my paine;
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Who whilst | loue, doth kill me with disdaine.!
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Whilst youth and error led my wandring minde,
And set my thoughtsin heedeles waies to range:
All vnawares a Goddesse chaste | finde,
Diana-like, to worke my suddaine change.

For her no sooner had my view bewrayd,

But with disdaine to see mein that place:
With fairest hand, the sweet vnkindest maide,
Castes water-cold disdaine vpon my face.

Which turn’d my sport into a Harts dispaire,

Which still is chac’d, whilst | haue any breath,
By mine owne thoughts. set on me by my faire,
My thoughts like houndes, pursue me to my death.
Those that | fostred of mine owne accord,
Are made by her to murther thustheir Lord.
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Then had no Censors eye these lines suruaide,
Nor grauer browes haue iudg’d my Muse so vaing;
No sunne my blush and errour had bewraide,

Nor yet the world had heard of such disdaine. (7.5-8)
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00000000 eyes=hatd (‘And you mine eyes the agent of my hart’ (8. 5), ‘Teares
in my eyes, and sorrowe at my hart. / If this be loue, to liue aliuing death’ (9. 12-13)) 00 O O
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My spotles loue hoouers with white wings,
About the temple of the proudest frame:
Where blaze those lights fayrest of earthly things,
Which cleere our clouded world with brightest flame.
M’ambitious thoughts confined in her face,
Affect no honour, but what she can giue mee:
My hopes doe rest in limits of her grace,
| weygh no comfort vnlesse she releeue mee.
For she that can my hart imparadize,
Holdes in her fairest hand what deerest is:
My fortunes wheele, the circle of her eyes,

Whose rowling grace deigne once aturne of blis.
All my liues sweete consistsin her alone,

So much | loue the most vnlouing one.
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Behold what happe Pigmaleon had to frame,
And carue his proper griefe vpon a stone:
My heauie fortune is much like the same,
| worke on Flint, and that’s the cause | mone.
For haples |oe euen with mine owne desires,
| figured on the table of my harte,
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The fayrest forme, the worldes eye admires,
And so did perish by my proper arte.
And still | toile, to chaunge the marble brest
Of her, whose sweetest grace | doe adore:
Y et cannot finde her breathe vnto my rest,
Hard is her hart and woe is me therefore.
O happie he that ioy’d his stone and arte,
Vnhappy | to loue a stony harte.
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Those amber locks, are those same nets my deere,
Wherewith my libertie thou didst surprize:
Loue was the flame, that fired me so neere,

The darte transpearsing, were those Christall eyes. (-9
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Per fare unaleggiadra sua vendetta
et punirein un di ben mille offese,
celatamente Amor I’arco riprese,

come huom ch’a nocer luogo et tempo aspetta.

Eralamiavirtute a cor ristretta

per far ivi et ne gli occhi sue difese,

00o0ooooooooooO 0200000019910
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quando 'l colpo mortal lagit discese
ove solea spuntarsi ogni saetta:

(Francesco Petrarca, Rerum Vulgarium Fragmenta,sonetto 2. 1-8) ®
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Restore thy tresses to the golden Ore,

Y eelde Cithereas sonne those Arkes of loue;
Bequeath the heauens the starres that | adore,
And to th’Orient do thy Pearles remoue.

Y eelde thy hands pride vnto th’yuory whight,
T’Arabian odors giue thy breathing sweete:
Restore thy blush vnto Aurora bright,

To Thetis giue the honour of thy feete.

Let Venus haue thy graces, her resign’d,
And thy sweete voyce giue backe vnto the Spheares:
But yet restore thy fearce and cruell minde,
To Hyrcan Tygers, and to ruthles Beares.

Y eelde to the Marble thy hard hart againe;

So shalt thou cease to plague, and | to paine.
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0000000000000 00D0OO0 "tigers of Hyrcania' (3H6, 1. 4. 156), "the Hyrcanian beast"
(Hamlet, 2.2.452)0 00000

0 O Thomas Goffe, The Couragious Turk and the Raging Turk, ed. David Carnegie (Maone Society Reprints, 1974).

0 O The Complete Plays of Ben Jonson, eds. C.H. Herford and Percy Simpson, (Clarendon Press, 1986; v. 4).
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TaleD O OO (1. 1936, 2215, & 2223)°0 0 0 0 O O O Spenserd FaerieQueenel 0 0 O O
OCanto D OOOOOOOOOO®

OO0OO0OO000Cytheead VenusDOOOOOODOCupidd 00000000 OCOO
000000 ‘those Arkesof loue’ (2) DD ac0 00000000 O0OOOOOODOO
gooooooocoooooo

ooooooooooooooooboooooooOoOooOoOooooOooOoboboOoooo
goobooooooooboooooooooboOoOoOoO0oOooOoboOoOoboOooOobobooon
goooooooooooooooooooboOoboOoooooooOoboboOooooono
goooooooooooooooooooboOoboOoooooooOoboboOooooono
goooooooooooooooooooboOoboOoooooooOoboboOooooono
0000000000000 000000O0Arthur RmbaudC OOOOO0OOOO
gmooooooooooooooooOoboOoOooOoOoOoOoOoOoDOboOoOooOboOooon
gooooooooooooooooooobOOoboOoOoooooOoOoboboOoooooDo
gooooooooooooooooooobOOoboOoOoooooOoOoboboOoooooDo
ooooooooooooooooboooooooooboooooo

ooomoooooooooooboooooooobooooooo

... that hisvirtues

Will plead like angels, trumpet-tongued against

The deep damnation of his taking-off;

And pity, like a naked new-born babe,

Striding the blast, or heaven’s cherubin, horsed

Upon the sightless couriers of the air,

Shall blow the horrid deed in every eye

That tears shall drown thewind. . . . (1.7.18-25)
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0 TheRiverside Chaucer, ed. Larry D. Benson (Boston: Houghton Mifflin, 1987).

[0 The Works of Edmund Spenser, eds. E. Greenlaw, C. G. Osgood, F. M. Padelford, & R. Heffner, 11 vols.
(Baltimore: The Johns Hopkins Pr., 1932-57), iii. 0 O O O commentaryd 0 O O O LotspeichD O 0 O O
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If Beautie thus be clouded with afrowne,

That pittie shines no comfort to my blis:

And vapors of disdaine so ouergrowne,

[0 0000000000000 Cleanth Brooks, ‘The Naked Babe and the Cloak of Manliness’ in The Well
Wrought Urn (New Y ork: Harcourt, 1947), 22-49 [0 0 (0
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That my liues light thus wholy darkened is.

Why should | more molest the world with cryes?
The ayre with sighes, the earth belowe with teares?
Since | liue hatefull to those ruthlesse eyes,

Vexing with vntun’d moane, her daintie eares.
If I haue lou’d her deerer then my breath,
My breath that calls the heauens so witnesiit:
And still must holde her deeretill after death.
And if that all this cannot moue awhit;
Yet let her say that she hath doone me wrong,

To vse me thus and knowe | lou’d so long.
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Whilst | did builde my fortune in her eyes,

And laide my liues rest on so faire aface;



Do0o0ooOoOoooODbeliaD DO OOOOOO 87

That rest | lost, my loue, my life and all,
So high attemptsto lowe disgracesfall.  (11-14)

ooomoo
These sorrowing sighes, the smoakes of mine annoy;
These teares, which heate of sacred flame distils;
Are these due tributes that faith dooth pay

Vnto the tyrant; whose vnkindnes kils.

1 sacrifize my youth, and blooming yeares,
At her proud feete, and she respects not it:
My flower vntimely’s withred with my teares,
And winter woes, for spring of youth vnfit. (1-8)
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(D O00000O0O ‘Her sight contented thus to see me spill, / Fram’d my desires fit for her
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Then beautie, now the burthen of my song,
Whose glorious blaze the world dooth so admire;

Must yeeld vp al to tyrant Times desire:
Then fade those flowres which deckt her pride so long. (30.5-8)
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Delia these eyes that so admireth thine,
Haue seene those walles the which ambition reared,
To checke the world, how they intombd haue lyen
Within themselues; and on them ploughes haue eared. (37.1-4)
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Care-charmer dleepe, sonne of the Sable night,
Brother to death, in silent darknes borne:
Relieue my languish, and restore the light,

With darke forgetting of my cares returne.

And |et the day be time enough to morne,
The shipwrack of my ill-aduentred youth:

Let waking eyes suffice to wayle theyr scorne,
Without the torment of the nights vntruth.

Cease dreames, th’ymagery of our day desires,
To model foorth the passions of the morrow:
Neuer let rysing Sunne approue you lyers,

To adde more griefe to aggrauat my sorrow.
Still let me sleepe, imbracing clowdesin vaine;

And neuer wake, to feele the dayes disdayne.
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Drawne with th’attractiue vertue of her eyes,
My toucht hart turnesiit to that happie cost:
My ioyfull North, where all my fortunelyes, ... (44.1-3)

But | must sing of thee and those faire eyes,
Autentique shall my verse in time to come,

When yet th’vnborne shall say, loe where shelyes, ... (46. 5-7)
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Like asthe Lute that ioyes or els didlikes,
Asishis arte that playes vpon the same:
So sounds my Muse as she strikes,
On my hart strings high tun’d vnto her fame.
Her touch doth cause the warble of the sound,
Which heere | yeeld in lamentable wise,
A wailing deskant on the sweetest ground,
Whose due reports giue honor to her eyes. (1-8)
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Mark how one string, sweet husband to another,

Strikes each in each by mutual ordering,

Resembling sire and child and happy mother,

Who all in one one pleasing note do sing; (Sonnet 8, 9-12)
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My ioyes abortiue, perisht at their byrth,

My cares long liu’de, and will not dye without mee.
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Thisis my state, and Delias hart is such;
| say no more, | feare | said too much. (11-14)
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Melville's Quest for Art in Typee
Harumi HIRANO

Abstract

The rudiments of the Typee plot are two escapes: the narrator’s flight from awhaling ship, and
his running away from the native valley where he has sojourned, to another whaling ship.
Wheat furnish the tension of the story are the contradictory images of the native people: the Typees
as noble savages and the Typees as ignoble fearsome cannibals. Most modern Typee
interpretations are still on the lines of D. H. Lawrence, who expounds that the book shows
Melville’s aspiration for a primitive Eden and his final repudiation of it, for, Lawrence says, he
finds the return to the past impossible and unbearable. But Melville does not intend such
either-or reading, and under the disguise of an autobiography or a travel ogue Typee has a more
carefully worked out fictional construct than has been thought. Melville’s description of the
conflicting images is from the early 19th century American popular philosophical ideas which he
incorporates into his fictiona creation in the book. The characterization of the narrator is
based on the symbolical use of Christian mythology. The ambiguity of the objects and their
complex interaction with characters are Melvill€'s characteristics, which are also found in his later

works aswell. We can see the genesis of thisart in hisfirst novel.

The digtinct difference of the modern reading of Herman Melville’'s Typee from the
contemporary one is its additional interest in understanding the book as having a thematic
construct, that is, Typee isabook of art rather than areal travelogue. The biggest problem thenis
the constant wavering of the narrator as to the images of the native people: Are they noble savages
or ignoble cannibals? Why does the narrator run away from the valey he zedoudy admires? These
questions lead to another controversial issue: Is the narrator pro-primitivism or pro-
civilization?

At the time of publication the issue was its authenticity. A few reviewers did not hide their doubt
about the author’s being a common sailor, and particularly the English publisher Murray could not
eradicate his suspicion of the fictitiousness of the book for a long time. So that Melville’'s

brother Gansevoort who was acting on behalf of Herman in London had to assure Murray that “the
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adventurer and the author were one and the same.””2

We know, however, from this vantage point that the narrator, the adventurer, and Méelville, the
author, are not one and the same. The former staysin Typee valey for nearly four months and the
latter’s sojourn is four weeks. Yet the narrator is a character through which Melville
experiences a series of adventures and examines their meanings, putting them in a literary
form. He is Melville’s alter ego. It is through this narrator that readers can see Méelville’s
artistic development in hisfirst novel

When Mélville was revived in the early twentieth century after some decades of neglect, Typee
was cited as a reliable source of anthropological studies by E.C. Craighill Handy. He was a
member of the Marquesas party of the Bayard Dominick Expedition made to Polynesia in
1920-1921.2 Around the same time of Handy’s expedition, critical essays by D. H. Lawrence were
published. His essay on Typee interpreted the inconsistency in the narrative as Melville's
strong desire for seeking an ideal paradise, his discovery of it and then his disappointment in it
followed by his desertion from the paradise. Lawrence served as a precursor for Typee
interpretation in the modern criticism and many critical essays have been written in variations on
thistheme.s

The publication of these works at the earliest stage of Melville’s revival symbolizes the ways
Typeeis studied in the twentieth century. | agree with John Samson that criticism of Typee tends
to be either scholarship or interpretation, lacking the integration of the two: in other words, the
integration of history and fiction.® This tendency, however, is not without reason. The book isthe
amalgam of history and imagination but it refuses to create a unified image of a people and does
not alow the kind of coherent explanation that the modern literary criticism tends to give. We must
look at this novel from a different direction: its purpose is not unity but dividing and
differentiation. If we examine the narrator’s wavering as not a fault of an immature writer but as
avital constituent of thematic construct, and if we can prove Melville is not altogether lost or

random in pursuing the plot, we can get closer to what Melville intends in this book.

The question of primitivism is the basic subject. Since all of the authorized editions bear “A
Peep at Polynesian Life” as a part of their sub-titles, the book is about the life of primitive and
pagan people observed by a hasty traveler from the viewpoint of the civilized world.
Peculiarities are most important. The narrator mentions two books that he thinks are worthy of
notice: David Porter’s Journal of a Cruise Made to the Pacific Ocean and Charles S. Stewart’s
Journal of a Residence in the Sandwich Islands. It is evident from his reading that Melville was

well aware of the popular philosophical ideas of early nineteenth century America on South Sea
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Idanders® They fdl into distinctly different viewpoints on primitive people. Porter holds the belief
in the tradition of Captain Cook and other explorers that Polynesians are honest and noble
savages. Stewart, who speaks for missionaries, considers the Polynesians are sinners who
should be saved by the light of God.®

Primitivism as a philosophy of history and a theory of valuesis one of the oldest and most
tenacious ideas of western thinking.”* Thisis the belief that the condition of man and of society at
the earliest stage of history was the best. Nature had the highest energies and was capable of
producing better things. Men were innocent and perfect in their moraity. History since then isthe
succession of degeneration from this remotest ideal model. Although primitivism of necessity
induces one to look back to the past with nostalgia and acknowledge the present degenerated and
weakened mankind and society, it also urges one to look forward into the future as well. If man
and society had once been perfect, we can recover the same ideal state by returning to this original
way of life and society. Thus past ideal conditions can be turned into a future goal .

The kind of primitivism that reached a climax in the eighteenth century comes from a strong
sense that there is something wrong with civilized life: too much complexity, rivary, desire, more
art and less nature. A primitive man, on the other hand, acts according to a natural law whichis
based upon benevolence and compassion. Rousseau glorified with el oquence the goodness and
happiness of the origina state of man and his simple life. If modern man has been so
degenerated due to vile practices and customs that he is no longer able to find goodness in himsdif,
then an ideal model of man and life can be found among the contemporary “savage” people: they
are innocent, good and benevolent and their life is filled with affection toward each other.
Captain James Cook’s three voyages which were carried out in the latter half of the eighteenth
century had gresat influence upon later accounts of voyages and helped form the stereotype of the
Polynesians as noble savages and children of nature in the minds of the nineteenth century
American reading public.®

The protestant missionaries who went to the South Seas with evangelical zeal reported a different
image of the Polynesian. They did not hide their New England background in their appraisal of
theidanders. To them Polynesiawas not Eden but a sinful wilderness, and the natives existed in
a deplorable sunken state. A derogatory description of Hawaiians by Reverend Hiram
Bingham, the leader of the American Board of Missionaries, is cited by Strauss asfollows: “The
heathen are reckless of life, extremely poor from mere degradation of intellect; stupid to all that
islovely, grand, and awful in the works of God; low, naked, filthy, vile, and sensud; covered with
every abomination and stained with blood.”*? More than anything else the missionaries

considered cannibalism as a prime example of cruelty and immorality. They believed that
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Polynesians must be encouraged to be elevated to a high standard of living, and that depended upon
their spiritua transformation by the power of God. Evangelizing the pagans meant dmost the same
as civilizing them.®

The Polynesians in the minds of early nineteenth century America are the composite of two
visions: the noble savages who live in an idyllic Eden and “depraved and polluted
cannibals.”* These are the contexts available for Melville to put a singular culture he
witnesses into a recognizable terms to the reading public, specificdly to the “fire-side people” who
are interested in something “strange and romantic.”*®* Melville highlights both of these visions,
employing Christian myths when necessary, athough he is sharply critical of Christian
civilization and the work of missionaries.

| hereby suggest Melville’s strategy for dealing with the framework of the novel. He writesin
the preface that “the author lost all knowledge of the days of the week” (xiv), inviting his
readers not to be meticulous about specifying dates of the events heisto narrate. But close reading
reveals that he is meticulous in his sequencing of events, change of phases in the course of
narrator’s adventure and his altering frames of mind.

There are three main events that comprise the beginning, middle and the last parts: thefirst is
the narrator’s plan of flight from the whaling ship Dolly and its execution, the second isaday in
the middle of his stay in Typee valley on which he has a pleasurable excursion on the pond with
Fayaway and soon after he meets Marnoo and is reminded of his frightful apprehensions of hisfate,
and the third event is the narrator’s escape from the valley to another whaler, Julia. Between the
first and second there are three phases through which the narrator proceeds in chronological order:
his wandering in the mountains for six days, his first month in the valley in an unhappy mood, and
another month in a happy mood. Between the second and the third events there are two
phases. his happy sojourn again for another month and then another unhappy sojourn for a
month and ten days. It is very obvious that the narrator’s four and a half month stay on the island
is segmented and arranged almost symmetricaly. | must add that the narrator fears the natives
during the days of his unhappy sojourn, and considers them noble and idle savage when heisin
ahappy mood, which lasts for two months, interrupted only for a short time on aday in the middle
of his stay.*®

The whole adventure is a round-trip not only because the narrator comes back to the almost
identical place where he left: the sea and a whaler. He also returns to what he was: one who is
fearful of the cannibalistic Typees. In chapter 4, the word, “Typee”, isintroduced for the first time
and we know that it signifies “alover of human flesh” (24) and that of all the cannibal tribes the

Typee done is particularly connected with some revolting stories of its practice. The narrator
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shudders at the mere thought of going ashore at their bay. The last month of his stay sees the
verification of the rumors among the sailors. Horrified that he might someday be a victim, he seeks
escape from this deadly valley. He is, at the end, what he previously was without any sign of
development. Y et a deep and lasting impression we are left with after the first reading is not the
negation but the affirmation of the almost physical reality of a happy innocent primitive
peoplein an Eden-like valley.

The opening chapter, although its style is conversational, laconic and light, is the elaborate
outline of perspectives Méelville plans to reach in the following chapters: the ironical criticism of
Christian civilization and the longing for the idyllic Polynesian world. The narrator is certainly
Melville’s alter ego but we should not forget that heis only a part of the writer. Melville as an
author illustrates aworld for the narrator to go through the real nature of which he does not fully

understand.

Six months at seal Yes, reader, as| live, six months out of sight of land; cruising after
the sperm-whale beneath the scorching sun of the Line, and tossed on the billows of the
wide-rolling Pacific—the sky above, the sea around, and nothing else! Weeks and
weeks ago our fresh provisions were al exhausted. There is not a sweet potatoe left; not
asingleyam....

Oh! for arefreshing glimpse of one blade of grass—for a snuff at the fragrance of a
handful of the loamy earth! Is there nothing fresh around us? Is there no green thing to be
seen? Yes, the inside of our bulwarks is painted green; but what avile and sickly hue it
is, asif nothing bearing even the semblance of verdure could flourish this weary way from
land. Even the bark that once clung to the wood we use for fuel has been gnawed off and
devoured by the captain’s pig; and so long ago, too, that the pig himself hasin turn been
devoured.(3)

Associated biblical episodes are conjured up in satirical and contradictory treatments. Noah’s ark
saves his family and the lives of every species of animal from the flood, while the members of this
ship are exposed to the danger to their lives and its purpose is to catch and kill a particular type
of animal. The sailors are deprived of all sorts of life-giving nature. The only green that comesin
view isartificidly painted green which looks abominable. Even an implicit cannibalism on the ship
isjocularly related.

The narrator deplores the present situation rather light heartedly; but Melville presents the
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dominating air of forlornness, want, desolation and loss of life in the society on board the ship. Here
are a tyrannical captain and the sailors who are “a parcel of dastardly and mean-spirited
wretches” (21). The captainis cdled “Lord of the plank” (21), and the contract the “Lord” closed
with his menis no longer valid because it is He who fails to fulfill his share of the compact. All
his men yearn to get to an island, and this is possible on the condition that the “Lord” devours the
only living animal left, acock that bears abiblical name Pedro, at a mock religious rite of the Last
Supper.

Diametrically opposed and standing in sharp contrast to the ship which represents civilized
society, the Marquesan idland is meant as a place of abundance, verdure, and life, and also aplace
notorious for the practice of dreadful cannibalism— the devouring of human life. The
sensationa revitdizing experience the narrator has under the shade of “cocoa-nut trees” on hisfirst
landing makes him feel heis “floating in some new element” (28). The division of two worldsis
furnished: one is the enlightened Christian world now in darkness, and the other is a dark
savage world that seems to be bright and promising.

The much-discussed two images of Polynesians and the narrator’s wavering between them are
introduced from the beginning, although they are not clear cut at first. When heisinformed that
the course of the ship is directed to the Marquesas, the image of the place springs up in hismind

asfollows.

"The Marquesas! What strange visions of outlandish things does the very name spirit up!
Naked houris—cannibal banquets—groves of cocoa-nut—coal reefs—tattooed chiefs—
and bamboo temples; sunny valleys planted with bread-fruit-trees— carved canoes
dancing on the flashing blue waters—savage woodlands guarded by horrible idols —

heathenish rites and human sacrifices.(5)

These are the initial ideas of the Marquesas embraced by the narrator. The mixed images of the
islanders haunt him during the sea passage to the island, and in away all the while heis on the
idand as well. But Méelville carefully modulates the extent and depth of the images from vague and
"jumbled anticipations'(5) at the outset, to more specific and material depictions with the
development of the story. At this stage islanders and their culture are inseparably expressed in a
cluster of words without any specific concomitant just as the narrator is no more than one of the
unsatisfied sailors without an articulated name. We can, however, hear out of these jumbled
anticipations a high note of longing for a strange, exotic, and romantic world.

The real adventures of the narrator start after his flight from the ship. According to Charles
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Anderson, Typee valley isless than five miles from the bay of Nukuheva, which was then alast
outpost of civilization, and it takes about four hoursif one takes the same route the narrator and
his associate Toby do.r” Melville extends the four hour walk to their six day wanderings,
devoting four chapters to it, from six to nine. When he is on the Dolly, the narrator is an
irresponsible meditator. His philosophy on primitive and civilized people which arisesin his mind
when he witnesses the ceremonia parley between a naked native king and a uniformed French
admiral was not seriously mentioned. From the chapters set in the mountains, the relations of his
thoughts and actions become strained.

After crossing a brook the narrator finds his flight altogether contrary to his expectations. His
will and plan are no longer realized and only disappointments await him. Soon after their
flight from the bay to a nearby mountain ridge through woods, the narrator and his associate Toby
find their way blocked by tall yellow reeds. It seems they are confined in a prison with “so many
rods of steel” (37). If the reference here is Dante’s Divine Comedy, the brook they cross at the
entrance is nothing more than the Acheron.®* The narrator and Toby take the same path as
Dante and Virgil do. In fact Toby roarsthisis “an inferna place” (47). Fruit is nowhere to be
found. The narrator flees from the dearth of wholesome food at sea to the prospective
abundance of nature’s bounty but ironically he ends up in real starvation. He suffers not only
hunger but also bad weather: it is either cloudy or rainy and nights are freezing cold. Darkness
hangs over the mountains. The two runaways scale many ridges which lead nowhere. Thisisa
sphere where the narrator can not control himself or rather he is controlled by some unknown force.
They lose sense of direction and think they are “fairly snared” (38).

While the pilgrims in Divine Comedy travel the world of the after-life, Melville’s characters
travel the before-life. Six day wandering corresponds to the time of creation in Genesis.
Melville’s application of Christian mythology serves to suggest that the narrator and Toby are
running away not only from civilization but also from their present historical time. The heart of
the mountains severs them from their former selves as well. Méelville takes every opportunity to
invest the narrator and Toby with the attributes of snakes that are about to crawl into Eden. Getting
through a prison-like thicket, they climb up the mountain gliding through the grass like “a couple
of serpents” (39) so that they are not observed by anyone. They are somehow deprived of their
human nature: the cold, dark and dismal first night makes the narrator feel heis “unmanned” (46).
To cap the metamorphosis the narrator suffers a strange pain in hisleg which he suspects he has
been hitten by “some venomous reptile,” although he adds that “all the islands of Polynesia enjoy
the reputation...of being free from the presence of any vipers” (48). Right after, the narrator, in

afeverish condition chances to push aside a branch and finds himself looking on a beautiful valley
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which can be likened to “the garden of Paradise”(49).

The narrator and Toby are given peculiar personalities and roles. The former, a man of
knowledge and full of curiosity and proposer of the flight, plans it in detail, speculates about
matters, makes decisions, and first glimpses the Eden-like valley, while the latter plays the
role of the “body” of the former’s “brain,” taking actions according to his instructions. In
representing Toby, Melville deliberately uses similes of animal behavior. Toby clears abrook “like
ayoung roe” (37), hejumps down a cliff “with the activity of asquirrel” (45), and he awakensin
the morning “as blithe and joyous as a young bird” (55) while the narrator suffers under
unbearable pain. The distinction of the two is strikingly symbolica when the narrator
reluctantly agrees to descend to the valley they have espied. They are desperately desirous of
getting food and shelter from the natives while fearful of being eaten by the same cannibal tribe.
The narrator recognizes his impotence in this paradoxical condition and, filled with
apprehension, can no longer give instructions, as though robbed of his cleverness. For the first time

Toby takes the initiative not as aresult of deliberate intention but out of animal instinct.

“What's to be done?” inquired I, rather dolefully.

“Descend into the same valley we descried yesterday,” rejoined Toby, with rapidity and
loudness of utterance that almost led me to suspect that he had been slyly devouring the
broad-side of an ox in some of the adjoining thickets. (56)

The dilemma the narrator faces here is whether the natives are “Happas” or “Typees,”
meaning friends or enemies. It is a peculiar tradition in western seafaring history to classify
islanders by this ssmple dichotomy. Since the age of global circumnavigation, the navigators, just
as the narrator, needed to know, at their first encounter with unfamiliar islanders, whether the
natives were friends or adversaries. Long term cruises far away from home countries
compelled them to deprive the natives of their fresh water, vegetables and meat during their
journey. If the natives accommodated the invaders with their requirements they were praised and
caled “friends.” The navigators' final goal of declaring the island their possession may also had
been well under way. A group was classified as being “hostile” when westerners were not
welcomed to an island and their visit incurred a violent confrontation. The book Méelville calls “a
small volume entitled ‘Circumnavigation of the Globe’ ” provides us with ample examples of this
peculiarity in the tradition of sea voyages in the past.” It is, therefore, atwist of irony that the
narrator decides to descend into the notorious enemy of sailors for food and shelter.

The parts of the story dealing with the mountains bear a heavy load of symbolism. The two
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runaways decide, on the sixth day, to descend into an Eden-like valley they had descried on the
previous day. The two are God-like in the way they behold the village and think it is very
good, but at the same time they are Milton’s Satan-like characters in hell plotting the
opportunity to invade a newly-created world. This is still a lifeless place soon after the
Creation: dark clouds brood over the interior of theisland and the sun appears not once to light on
the gloominess. In truth the narrator says, “The whole landscape seemed one unbroken
solitude, the interior of the island having apparently been untenanted since the morning of
creation” (44). No wonder they cannot find any fruit trees to sustain them. The creation is not yet
completed. They are some strange beings that pass through the world of darkness to the
expected bright world of life. Thisis aso a place for those who have lost Paradise: food is not
provided here unless one toils for it. The strange pain the narrator suffers unmistakably
suggests the mark imprinted on fallen men. Then they are Adam before the Fall and Adam after
the Fall aswell.?> The narrator thinks of himself as a common runaway sailor, but heis no longer
so through Melville’s ironic and paradoxical attitude to Adam and Eden. He is some
unidentified multiple being that enters a mythical world.

The issue of representing the first month of their stay in the valley is that the situation
presented by the narrator is not atogether the same as that which he perceives to be. The
narrator carries out the function of separating the overall situation in which heis put, from the
conditions under which he believes heisin: the former reflects Melville’s vision, though rather
obscurely and indirectly, and the latter indicates the narrator’s limited vision. Here
contradictory images of Typees correspond to these plural views. For example, the narrator
says that the exchange of names signifies “ratification of good will and amity” (72) and the
behavior of the natives which he sees indicates nothing but the kindness that is true to the
agreement. But the narrator remains distressed because he is deeply suspicious of them, saying
“Might it not be that beneath these fair appearances the islanders covered some perfidious
design, and that their friendly reception of us might only precede some horrible catastrophe?”’ (76)
The strange leg ailment, the mark of fallen man, relates strongly to his mental distress.
Whenever he has suspicions, fear and a desire to escape, the condition becomes aggravated.

Appearances indicate that the narrator and the Typees establish a surer footing as time
passes. Their apparently intimate relationship is the process of hisinitiation into their society.
Having passed through the deathly wandering in the mountains, he is reborn as a new baby named
“Tommo.” The Typees treat and care for him as alittle child. He says, “Kory-Kory...asif | were
an infant, insisted upon feeding me with his own hands” (88). The fact he gives them afase name

may be asymbolic act of hiding hisreal self but the false name serves him as a mask to wear to
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signify adifferent self who entersinto a new world. Heis carried to a stream and forced to take
abath in the mode of immersing his whole body enjoined by his Typee servant. The rite of baptisn
is thus taken place. Toby, in contrast, gives his real name and, receiving no special favors,
soon disappears from the valley.

The phases of the narrator’s second and third months in the valley must be what Mélvilleis most
desirous to create. We know through a series of symbolic actions that the narrator’s rebirth is dmost
completed. But this accomplishment is still an external and visua phenomena. Melville
depicts aworld of people who are all good-will incarnate while the narrator fears it a deceptive
expression. In order to become cognizant of the designated state of the people the narrator
needs to undergo another process of metamorphosis. It is divesting himself of what the leg-ailment
symbolizes: a suspicious mind, curiosity, reason, consciousness and intellectuality. These are
characteristics of western minds unknown to the natives. The native physician cannot cure the pain
because to the Typeesit is caused by “some imaginary demon located in” (80) the calf. It isonly
through the healing that the narrator can ascend to the original state of man and the society, which
is naturally aworld beyond the boundary of time.

Gradualy | lost all knowledge of the regular recurrence of the days of the week, and
sunk insensibly into that kind of apathy which ensues after some violent outbreak of
despair. My limb suddenly healed, the swelling went down, the pain subsided, and | had
every reason to suppose | should soon completely recover from the affliction that had so

long tormented me. (123)

The opening part of chapter 17 is charged with the highest dramatic tension. The narrator finally
succeeds in getting to the heart of his adventures. he feels with physical reality what it isto be
among the primitive people he has been acquainted with so far only ideologicaly. Melville
ingeniously tells us that whether you think the native noble or ignoble is a matter of your
frame of mind. The narrator’s fear of cannibalism disappears together with the leg-ailment he has
suffered. Viewed “in the altered frame of mind” (126) the little valley surrounded by steep
mountains and sea is now turned into a paradise filled with “perpetual hilarity” where
innocent, happy people live with “no cares, griefs, troubles, or vexations.” It is notable that Melville
excludes every vestige that reminds one of anything related to death: the narrator does not see a
funeral, finds no burial ground and, though he sees only one invalid, says “sickness was
amost unknown” (127). Thisisaplace of eternd life. If “the centra doctrine of al religion isthe
denial that death implies the automatic annihilation of the individual self” as Edmund Leach tells
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us Melville's Typeeis amythical and sacred world where mortality is totally banished, aworld
contrastive to the secular present historical time to which the narrator belongs.

The narrator’s observations of the Typees during the days after he met Marnoo are
characterized by the inborn nature of primitive man in comparison with the current state of civilized
western countries. “Everything went on in the valey with a harmony and smoothness
unparaleled, | will venture to assert, in the most select, refined, and pious associations of
mortals in Christendom”(200), he says and continues that the Typees are governed “by an
inherent principle of honesty and charity towards each other” which are the common-law of their
society. Heinsists that the human race dl over the world is by nature given the “perception of what
isjust and noble” (201), and that thisis the basic attitude in their associations with each other in
Typee. Thismeans that since virtues and benevolence are inborn characteristics of man, they are
shown naturally by the primitive people. So that if civilized people fail to show these virtues, that
isthe evidence of their degeneration. The point to note is that the narrator is most impressed by
the unanimity of feeling the Typees display on every occasion. “With them there hardly
appeared to be any difference of opinion upon any subject whatever,” he claims (203). Class
differences are hard to be noticed here. It is only after the Feast of Calabashes that the narrator
discovers that “noble savage Mehevi” (189) isthe chief of chiefs.

In depicting idealized Typee life, Melville could find in the literary tradition models and
examples in which asimple society is highlighted as a utopia? Melvill€’s narrator, however, steps
further into the mythical world. He is not a mere romancer as his predecessors were, but heisa
direct experiencer as well. His sympathies with the natives and their life are most
affectionately and explicitly expressed in the scene of his visit to the mausoleum for a
deceased warrior chief. An effigy of the chief is seated in the stern of a beautifully decorated canoe
which israised on aframe. The effigy in arobe of brown tappa reveals only awooden head and
hands which are holding paddlies in the act of rowing. The narrator learns that the chief is
paddling his way to the Polynesian heaven.

Whenever in the course of my rambles through the valley | happened to be near the
chief’s mausoleum, | always turned aside to visit it. The place had a peculiar charm for
me; | hardy know why; but so it was. As | leaned over the railing and gazed upon the
strange effigy and watched the play of the feathery head-dress, stirred by the same
breeze which in low tones breathed amidst the lofty palm-trees, | loved to yield
myself up to the fanciful superstition of the islanders, and could almost believe that the

grim warrior was bound heavenward. In this mood when | turned to depart, | bade him
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“God speed, and a pleasant voyage.” Aye, paddle away, brave chieftain, to the land of
spirits! To the material eye thou makest but little progress; but with the eye of faith, | see
thy canoe cleaving the bright waves, which die away on those dimly looming shores of
Paradise. (173, emphasis added)

He shows in hisimagination remarkable conformity in looking at the effigy with “the eyes of faith”
to prove that he, a civilized man, still retains and shares the “immorta spirit” (173) the
primitives have. Melville seemsto suggest if one sees Typees and their society with “the eye of
faith” one can identify them as the prehistoric primitive people that Rousseau vehemently
admired. The narrator’s adventure to a mythical world thus reaches the climax in his sense of
identity in the happy valley which innocent, noble savages inhabit.

The narrator’s suggestion of two ways of looking at things also explains his descriptions of
Typean religious practices. With his “material eyes” he makes careful observations of their
religious customs which he says he witnesses almost every day and concludes that the
“thoughtless inhabitants” are not at all serious about their religious affairs and that their
proceedings of rites look like “aparce of children playing with dolls and baby houses” (176). That
the natives are childish, thoughtless and ignorant is the interpretation made from his faith, a strong
belief that the Polynesians are the nearest-model of the original or infant state of man. But
Mélville’s artistic execution conflicts with history. The meaning of the childish religious rites eludes
the narrator, for he saysin irritation, “I saw everything, but could comprehend nothing” (177). His
use of symbolism loses itsimplications here by suggesting he is not fully in control of what heis
relating.®

Every adventure comes to an end. The narrator’s return to the present state of affairsis a matter
of course. Suffice it to say that al he needs is to resume his “material eye” in every way and
dismiss the “eye of faith” from his mind. A new danger prompts him to face the state he finds
himsdlf in. The native practitioner of tattooing shows his interest in working on the narrator’s face
and becomes persistent in demonstrating his artistic skill. “This incident opened my eyes,” the
narrator says. “I now felt convinced that in some luckless hour | should be disfigured in such a
manner as never more to have the face to return to my countrymen” (219). The lost sense of time
is recovered. He recognizes the time that has passed by. “I had now been three months in their
valley, asnearly as| could estimate” (231), he says. He again longsto leave the valley and his fear
of cannibalism returns together with the leg-ailment. It becomes clear that cannibaism is a
symbol of the fear of death embraced by Adam only after the Fall.*

During the last month of his stay the Typees are no longer innocent and noble but poor and



Melville's Quest for Art in Typee 107

shabby natives who seem to be practicing ugly vices. He witnesses three human heads in a package,
one of which is that of a white man, and by chance he sees a dismembered skeleton of
someone who he suggests is a recent victim of a cannibaistic rite. The following narrow
escape is possible due to the fact that, when he manages to get to the forbidden shore,
differences of opinion arise among the natives and they fall to quarreling. The final act for the
narrator to ensure his escape is to dash the boat-hook at the throat of a native chief. The
narrator behaves like one who displays “civilized barbarity” (125) which he had formerly

been sharply critical of. Heis now once more amere common sailor.

The mixed images of the natives and the narrator’s corresponding ambivaent feelings
toward the Typee people are elaborated as the story develops and yet they are kept
unreconciled to the end. We know that the contradictory images are caused by his aternating
frames of mind, and the images themselves are the reflections of the western philosophy of idess.
Melville's art resides in his quest of finding a path down to the depths to have a glimpse of natural
goodness and the nobility of man, morally and aesthetically the best state of mankind, and
giving it aredlity.

The narrator’s journey is both physical and ideological. Geographically and culturally the Typee
valley is isolated and preserved from the outside world. The barriers between them serve as
protection against the destructive invasion of current western civilization as well as from its
neighboring valleys, which are already eroded by its influence, showing the proof of thisin the
deterioration of the inhabitants’ physica welfare. Ironically, the isolation of Typeeis brought about
by the rumors that the natives are the most vicious and ferocious savage whose very name is proof
enough. For the narrator to descend to the bottom of the valley and to escape from there by way
of the sea obvioudly requires risking his own life. His journey is the process of undertaking theroles
dlotted him: acommon sailor, amythical being in the mountains, an initiated novice in the valley
and acommon sailor again.

The narrator is rescued from the primitive valley and restored to his present self just as Ishmael
is picked up after the turmoil of a sea battle to recount the whole story. The tattooed white man
in Omoo, Lem Hardy, might have been his possible fate if he had “a musket and a bag of
ammunition” and logt his face by having it permanently marked with designs from ear to ear.® The
narrator, however, pursues chances to escape and at the first prospect of safety he falls back
“fainting into the arms of Karakoee” (252). His unconscious return to his own world is highly
suggestive that his adventure might have taken place in a dream. The Typee life of noble

savages transcends the narrator’s time and space. Such worlds are not a place to stay but a
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place to visit periodically or metaphorically. Now that he has come back to his own self, he may
set out on another journey, which we know he does in the next book.

Typeeis Melville's first experimenta voyage as awriter. It is asuccessful onein terms of its
popular acceptance by his contemporary readers. They accepted the contradictory images of the
Typees: opinions differ and ambivalent perspectives are the proof of the objective mind of the
author.® If Melville relies on thisliterary tradition of histime, he consciously incorporatesit into
his art of fiction in sober seriousness, for here we can see the genesis of his ambiguous and
complex attitude toward the subjects, which stays with him throughout his career as a writer.
Meélville gives us the nature of the Typeesin contradictory forms, though the eyewitnessis one and
the same character. Melville finds this art of writing to be an effective method of showing how
cultural ideas define and limit both the knowledge and proper perspectives of the objects
observed. The complex interplay of objects and subjects is to be represented in a more
dramatic and compact form later in Moby Dick, in the diverse interpretations, made by the
members of the Pequod, of the figures and descriptions on a doubloon.?” Melville is harsh on
Christian civilization but ironically he makes symbolical use of Christian mythology for the very
creation of the book aswell as the characterization of the narrator. The use of symbolism may be
confusing in some parts, but Melville is aways conscious of the thematic construct ordering most

of his materialsin the writing of hisfirst novel.
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