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1. INTRODUCTION: 

It i s  a standard joke among archaeologists t h a t  whatever remains 

f u n c t i o n a l l y  unexplained i n  a given assemblage of mater ia l  cu l tu re  

comes t o  be ca l led ,  and considered, " c u l t i c " .  Much the same could be 

said,  on the  formal l eve l ,  o f  the way the  term " s t y l e "  i s  o f ten  used. 

A t  i t s  vaguest, s t y l e  i s  conceived as some s o r t  o f  l imbo t o  which any- 

th ing  formal ly b i z a r r e  i n  cu l tu re  may be relegated. Only too of ten 

s t y l e  i s  thus a negative comnon denominator, appl icable t o  anything 

which s t rays  from the  general understanding o f  establ ished formal pat-  

terns.  This derives i n  p a r t  from what I f e e l  i s  a mistake even i n  the 

more soph is t ica ted approaches t o  the  question: s t y l e  i s  essen t ia l l y  

considered t o  belong t o  the l e v e l  o f  synchronic analysis.  Envisaged 

w i t h i n  a broader system o f  b inary  opposit ions, s t y l e  i s  then considered 

t o  be a node p a r a l l e l  t o  such o ther  nodes as morphology and syntax ( i n  

l i n g u i s t i c s )  o r  technique and funct ion  ( i n  a r t i f a c t u a l  analysis) .  The 

concept of s t y l e  described i n  t h i s  paper i s  j u s t  the opposite: s t y l e  

i s  not a synchronic not ion.  Bu i l d ing  on t h i s  presupposit ion, s t y l e  

*This paper owes much to a seminar on s t y l e  i n  archaeology which 
was offered joint ly  by James R. Sackett and the present m i t e r  a t  UCLA 
i n  1974. Sane of Sackett's ideas, which influenced the formulation 
presented here, are now found i n  Sackett 1977 and forthcoming. 
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w i l l  be descr ibed as a  d i ach ron i c  system, d i ach ron i c  i n  t h e  s p e c i f i c  

sense t h a t  i t  i s  n e i t h e r  synchronic no r  h i s t o r i c a l .  The system i s  p re -  
sented i n  terms of bas ic  cons t i tuen ts ,  t h e i r  d i s t r i b u t i o n a l  range and 

t he  fac to rs  which cond i t i on  t h e  var ious  d i s t r i b u t i o n a l  p o s s i b i l i t i e s .  

While t he  system i s  meant as app l i cab le  t o  s t y l e  as such, i .e . ,  w i t h -  

o u t  r e s t r i c t i o n  t o  language, a r t ,  l i f e - " s t y l e s "  o r  any o the r  s i n g l e  

t ype  of evidence, t h e  typo logy  and exemp l i f i ca t i on  g iven here w i l l  be 

p r i m a r i l y  1 i n g u i s t i c  ( s p e c i f i c a l l y  Akkadian) and t o  some ex ten t  a r t i -  

fac tua l  ( s p e c i f i c a l l y ,  from t h e  m a t e r i a l  c u l t u r e  o f  anc ien t  Mesopotamia). 

I t  should be st ressed,  however, t h a t  t he  scope of t h e  paper i s  t heo re t -  

i c a l  and n o t  documentary. 

2. THE SYSTEM: 

2.1. Definition: 

S t y l e  i s  considered here a  system which may be analyzed (1) on d i f -  

fe ren t  l e v e l s  (from i t s  minimal c o n s t i t u e n t  elements t o  c l u s t e r i n g  mech- 

anisms and t he  f a c t o r s  ope ra t i ve  i n  c l us te r i ng ) ,  ( 2 )  fo r  d i f f e ren t  types 

of c u l t u r a l  assemblages (language, f i g u r a t i v e  a r t s ,  u t i l i t a r i a n  a r t i -  

facts,  e t c . )  and ( 3 )  f o r  d i f f e ren t  segments o f  t he  c u l t u r a l  continuum 

( t h e  works of a g iven  author ,  a  g iven  per iod ,  a  g iven  area, e t c . ) .  I n  

each case, s t y l e  i s  considered as a  p u r e l y  d i ach ron i c  and d i s t r i b u t i o n a l  

category. It i s  de f ined  as f o l l ows :  a recurrent seZection ofreZativeZy 

idiosyncmtic  features. 

SELECTION: Th i s  word i s  meant t o  be neu t ra l  w i t h  regard t o  t h e  ques t ion  

of consciousness: we w i l l  s imp ly  e s t a b l i s h  pa t t e rns  o f  cooccurrence as 

they  a re  found i n  t he  t e x t  and as they  can be ascr ibed  t o  t he  i n i t i a t i v e  

o f  t he  author ,  w i t h o u t  concern as t o  whether t h e  au thor  was a c t i v e l y  

seeking t o  e s t a b l i s h  such pa t t e rns ,  o r  was even secondar i l y  conscious 

of t h e i r  presence. The ques t ion  of a c t i v e  choice o r  secondary awareness 

belongs more p r o p e r l y  t o  psychology than s t y l i s t i c s .  
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FEATURES: E i the r  a  s ing le  feature o r  a  c l u s t e r  of features may be the 

object  of select ion.  A s ing le  morphological, syntact ica l  o r  l e x i c a l  
i tem may be su f f i c ien t l y  d i s t i n c t i v e  t o  acquire a  s t y l i s t i c  value -- 
thus, f o r  instance i n  Akkadian the use o f  the terminat ive  ending -is 
i n  an adverbial function, the use of emphasis o r  the use of a  "poet ic"  

word. Clusters o f  features are even more d i s t i n c t i v e ,  since they ex- 

h i b i t  a  higher degree o f  d i f f e r e n t i a t i o n  as a  r e s u l t  of the higher num- 

ber of components: thus a  formula may be considered as a  l e x i c a l  c lus- 

t e r ,  and be spec i f ic  f o r  a  s ing le  author o r  tex tua l  assemblage. 

RECURRENT: For features t o  form a pattern,  they have normally t o  be 

repeated w i t h i n  the same tex tua l  assemblage. Use o f  a  s ing le  "poet ic"  

word may be insuf f ic ient  t o  determine a  s t y l i s t i c  mode: only if words 

of t h i s  type are recur rent  can such a  mode be i d e n t i f i e d .  Such a  need 

f o r  recurrence impl ies t h a t  s t y l e  i s  an essen t ia l l y  d iachronic category, 

since time, o r  a  temporal sequence, i s  the key so r t i ng  c r i t e r i o n  w i t h i n  

an assemblage: r e p e t l t i o n  impl ies a  staggering o f  phenomena along a  

given temporal axis. 

IDIOSYNCRATIC: The features are f u r t h e r  i d e n t i f i a b l e  on the basis o f  

t h e i r  d is t inc t iveness w i t h i n  a  given assemblage vis-a-vis other assem- 

blages. Use o f  a  formula becomes d i s t i n c t i v e  f o r  a given assemblage 

on ly  i n s o f a r  as it i s  not found, a t  l e a s t  not  w i t h  the same degree o f  

frequency, i n  other assemblages. This too i s  an essen t ia l l y  d iachronic 

category, s ince assemblages must by necessity be juxtaposed i n  time, 

and t h e i r  comparison i s  rooted on prec ise ly  such a  jux tapos i t ion.  

A few addi t iona l  comments are re levant  here w i t h  regard t o  some o f  

the not ions advanced i n  the discussion. 

ASSEMBLAGE: The phenomenon o f  recurrence o r  repe t i t i on ,  assumed here 
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as cent ra l  t o  the d e f i n i t i o n  o f  s t y le ,  requires t h a t  e x p l i c i t  boundaries 

be set  fo r  (1) the containment o f  r e p e t i t i o n  i t s e l f  and ( 2 )  the cont ras t  

w i t h  areas outside the boundaries where the same r e p e t i t i o n  does not oc- 

cur. Such boundaries w i l l  vary, depending on the concerns and the modes 

of analysis, from a po r t i on  o f  a given tex t ,  t o  a complete tex t ,  t o  an 

author, a period, a genre, a cu l ture .  The t e n  " ( t e x t u a l )  assemblage" 

i s  used here as a neutral  re ferent  f o r  any po r t i on  o f  the data base f o r  

which e x p l i c i t  boundaries are set. 

SELECTION (CHOICE) AND EQUIVALENCE: The term "select ion" given i n  our 

d e f i n i t i o n  of s t y l e  has already been explained as r e f e r r i n g  t o  d i s t r i -  

but ional  cooccurrence ra the r  than (necessar i ly)  t o  conscious choice. 

While t h i s  r e s t r i c t e d  meaning applies ra ther  r i g i d l y  t o  the  scope of 

the present research, I do not mean t o  exclude the r o l e  which "choosing" 

i n  f a c t  has i n  condi t ioning s ty le .  Rather, I wish t o  s t ress t h a t  selec- 

t i o n  o r  choice, where i t  ex is t s ,  i s  not  one among s t y l i s t i c  equivalents, 

but  ra the r  one which precedes s ty le .  There are i n  f a c t  no equivalences 

i n  terms o f  s t y le ,  although there may be s t y l i s t i c  features which are 

equivalent i n  t e n s  o f  other aspects o f  the s i tua t ion .  Freedom of 

choice, t o  the extent t h a t  i t  i s  present i n  a given s i tua t ion ,  i s  ac- 

t u a l l y  upstream o f  expression (and hence of s t y l e ) .  The fac to rs  which 

condi t ion a decis ion are many and are derived from a great  va r ie t y  of 

leve ls :  s ty le ,  i t s e l f  a select ion,  i s  condit ioned by n o n - s t y l i s t i c  

factors, hence i t  i s  redundant t o  speak of a s ty l ' i s t ic  choice. I f I 

want t o  buy a car, I have freedom of choice among various types of cars 

according t o  spec i f ic  var iables such as power, pr ice,  l i n e ,  color,  and 

i f  my co lo r  preference i s  white, I cannot say t h a t  whi te i s  equivalent 

t o  black i n  terms o f  co lor  -- i t  i s  on ly  equivalent i n  terms of, say, 

pr ice .  S imi lar ly ,  i n  l i n g u i s t i c  s t y le ,  oe can speak of equivaZents onZy 

i f  we specify the referentiaZ point of  the equivalence; otherwise the 

not ion o f  equivalence (and o f  the ensuing se lec t ion)  remains so vague 

as t o  l ack  any t r u e  explanatory power. I n  any case, i t  i s  methodologi- 

c a l l y  indispensable t o  keep the l e v e l s  o f  analysis separate, and t o  de- 
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scr ibe formal d i s t r i b u t i o n a l  pat terns before suggesting reasons fo r  

t h e i r  choice. I n  the case of l i t e r a t u r e ,  i t  may be sa id  t h a t  an i n t e -  

g ra t i on  o f  the l e v e l s  of analysis ( l i n g u i s t i c ,  composit ional, psycho- 

l o g i c a l ,  etc.)  i s  proper ly the task of l i t e r a r y  c r i t i c i s m .  

PARADIGM OF ALTERNANTS: I n t r i n s i c  t o  the not ion  o f  a l t e r n a t i o n  i s  t h a t  

there  must be a range o f  a l te rnants  among which se lec t ion  takes place. 

The a l te rnants  form a paradigm o r  matr ix,  where t h e  v e r t i c a l  ax i s  may 

be conceived as represent ing the  constant elements w i t h i n  the a l t e r -  

nants, and the hor izonta l  ax is  the  variables. L i n g u i s t i c  examples o f  

t h i s  may be found below i n  3.2.1, where Akkadian sets of syntac t ica l  

and l e x i c a l  a l te rnants  are given. S im i la r l y ,  one may s e t  up an a r t i -  

factual  paradigm f o r ,  say, vessels, which might assume the configura- 

t i o n  shown i n  Chart 1: 

variables I 

This c l a r i f i e s  f u r t h e r  t he  not ion  of equivalence j u s t  mentioned. The 

items are members o f  a s i n g l e  paradigm by v i r t u e  o f  the constant ( i n  

t h i s  respect they are i d e n t i c a l ) ,  bu t  they are d i f f e r e n t  members of 

t he  paradigm by v i r t u e  o f  the var iab les  ( i n  t h i s  respect they are 

equivalent) .  

DIACHRONIC VS. HISTORICAL: Given the prominent r o l e  held by the not ion  

o f  diachrony i n  the  d e f i n i t i o n  o f  s t y l e  which i s  employed here, i t may 
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be i n  order t o  c l a r i f y  c e r t a i n  aspects o f  t h i s  concept which are often 

no t  proper ly  understood. As i t  was j u s t  pointed out  i n  t he  explanat ion 

of t he  concept of "recurrence", a diachronic system i s  one i n  which the  

key component elements inc lude t ime as a c h i e f  s o r t i n g  c r i t e r i o n .  I n  
t h i s  view, the  elements can on ly  be seen as juxtaposed along a temporal 

axis, i.e., w i t h  a t ime i n t e r v a l  in terven ing among them: a s t y l e  ele-  

ment can be i d e n t i f i e d  as such on ly  because the cont ras t  w i t h  o ther  

elements takes t h e i r  rec iproca l  t ime i n t e r v a l  i n t o  account. Not ice 

t h a t  a synchronic system, too, i s  pos i ted i n  a temporal framework 

(hence "synchronic" ra the r  than "achronic") ,  except t h a t  i n  t h a t  case 

the order ing c r i t e r i a  f o r  t he  system do n o t  b u i l d  on cont ras t ing  t ime 

in te rva l s .  Not ice f u r t h e r  t h a t  synchrony i s  a lso  d i f f e r e n t  from con- 

temporaneity, s ince contemporaneity i s  r e a l l y  a diachronic concept, 

meaning as it does a narrow segment of a temporal sequence. Not ice 

f i n a l l y  t h a t  "d iachronic"  i s  a lso  q u i t e  d i f f e r e n t  from " h i s t o r i c a l " ,  

s ince the  l a t t e r  refers t o  a comparison of systems, whereas the former 

i s  a c o n s t i t u t i v e  c r i t e r i o n  i n  the  establishment o f  a system. Hence 

" h i s t o r i c a l  s t y l i s t i c s "  i s  no t  a redundant d e f i n i t i o n  s ince i t  refers 

t o  the  process o f  growth from one s t y l i s t i c  mode t o  another. 

STYLISTIC AND LINGUISTIC DEVELOPMENT: It must be remarked by way of 

c l a r i f i c a t i o n  t h a t  t he  d e f i n i t i o n  o f  s t y l e  given above s p e c i f i c a l l y  

excludes the  phenomenon o f  l i n g u i s t i c  development. The d i f f e rence  may 

be explained as fo l lows. On the  one hand, s t y l i s t i c  development i s  

based on the  d i s t r i b u t i o n  o f  (1) id iosync ra t i c  features as they can 

be found i n  (2)  t ex tua l  assemblages which are considered d iachron ica l ly .  

Now id iosyncracy may be def ined i n  terms o f  frequency (not  on ly  o f  pres- 

ence o r  absence) o f  a phenomenon; and a diachronic considerat ion does 

n o t  exclude tex tua l  assemblages which are contemporary, s ince contem- 

poranei ty i s  a diachronic consideration. On the  o ther  hand, l i n g u i s t i c  

development (1) depends on the  recogn i t ion  of pat terns  of presence o r  

absence of phenomena and (2 )  the assemblage boundaries on which it i s  

based are always coterminous w i t h  broad and s p e c i f i c  geographic and 
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chronological boundaries. When, for  example, there occurs i n  Middle 
Babylonian a  phonological change /Ftl > /It/, the phenomenon i s  t o t a l  

(not j u s t  a  matter of frequency) and i t s  tex tua l  d i s t r i b u t i o n  corre- 

sponds t o  a  spec i f ic  area (Southern Mesopotamia) and per iod ( l a t t e r  

p a r t  o f  the second mil lennium). 

3. MINIMAL ELEMENTS: STYLISTIC FEATURES: 

3.1. Definition: 

It has already been stressed t h a t  no synchronic descr ip t ion o f  

s t y l i s t i c  features i s  possible. That i s  t o  say, s t y l e  i s  not  composed 

o f  features which are contrasted t o  say, morphological o r  syntact ica l  

features: i t  i s  not as if emphasis o r  metaphors, f o r  instance, are 

s t y l i s t i c  i n  the sense t h a t  the tenses o f  the verb are morphological, 

o r  subordination i s  syntact ica l .  As already indicated, s t y l e  i s  not 

a  node i n  a  b inary  opposi t ion w i t h  morphology o r  syntax. Rather, i t  

i s  a  mat r ix  which superimposes a  spec i f ic  d iachronic g r i d  over the 

synchronic data establ ished ( i n  l i n g u i s t i c s )  by morphology o r  syntax. 

Therefore, i t  i s  t rue  t o  say t h a t  every s ing le  l i n g u i s t i c  feature i s  

p o t e n t i a l l y  a  feature  w i t h i n  a system o f  l i n g u i s t i c  s t y l i s t i c s ,  every 

compositional feature  i s  p o t e n t i a l l y  a  feature  w i t h i n  a  system of com- 

pos i t i ona l  s t y l i s t i c s ,  and so on: these features become s t y l i s t i c  the 

moment they are used i n  diachronic d i s t r i b u t i o n a l  pat terns which are 

meaningful i n  cont ras t ing two o r  more assemblages. I n  other words, 

every s t y l i s t i c  feature  must f i r s t  be described i n  terms of a  synchronic 

system before i t s  diachronic d i s t r i b u t i o n  ( s t y l i s t i c  value) can be 

mapped; on t h a t  basis one can then t race i n  t u r n  a  process of h i s t o r i -  

cal growth. For example: (1) the Akkadian terminat ive-adverbial  4 5  

must f i r s t  be described synchronical ly as p a r t  of a  case system of nom- 

i n a l  i n f l e c t i o n ;  (2) one can then map i t s  diachronic d i s t r i b u t i o n  i n  

given assemblages, thereby determining t h a t  i t  has a  s t y l i s t i c  value; 

(3 )  a t  t h a t  p o i n t  one can t race  the h i s t o r i c a l  growth whereby one iden- 
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t i f i e s  a l l  poss ib le  c u l t u r a l  inf luences which have condlt loned, and 

therefore cont r ibu te  t o  explain,  the a r t i c u l a t i o n  i n  t ime o f  t he  var-  

ious moments o f  t h a t  p a r t i c u l a r  phenomenon -- going thus from a study 

of s t y l i s t i c  d i s t r i b u t i o n  t o  a study o f  s t y l i s t i c  development. On the 

o ther  hand, l i n g u i s t i c  features which do not  e x h i b i t  any meaningful d ia-  

chronic d i s t r i b u t i o n  (say, f o r  instance, the a l t e r n a t i o n  s ingu lar /p lu-  

r a l ) ,  are no t  de fac to  s t y l i s t i c ,  even though there  i s  nothing i n t r i n -  

s i c  t o  t h e  system which prevents them from being so (on the  s p e c i f i c  

case of number a l t e r n a t i o n  see below, 5.1) .  

If, as maintained here, a l l  l i n g u i s t i c  features are p o t e n t i a l l y  

s t y l i s t i c ,  then an inventory  o f ,  say, Akkadian s t y l i s t i c  features would 

i n  e f f e c t  correspond t o  a l i n g u i s t i c  desc r ip t i on  o f  Akkadian as a whole. 

S t y l i s t i c  features would then have t o  be described synchron ica l ly  as 

p a r t  o f  a l i n g u i s t i c  system before t h e i r  s t y l i s t i c  r o l e  can be described. 

Such a synchronic descr ip t ion  i s  obviously no t  s p e c i f i c a l l y  t he  task of 

s t y l i s t i c  analysis;  y e t  there  a re  two ways i n  which i t  must be taken 

i n t o  account even w i t h i n  the  framework of a given s t y l i s t i c  system. 

F i r s t ,  an inventory  must be given of those l i n g u i s t i c  features which 

have i n  fac t  come t o  have a s t y l i s t i c  value. Second, s t y l i s t i c  analysis 

may lead t o  the recogn i t ion  o f  features which have n o t  been adequately 

t rea ted  w i t h i n  a synchronic framework. 

As f o r  the inventory,  i t  should include a l l  those features which 

are found t o  be i d iosync ra t i c  of given assemblages as a r e s u l t  of a dia- 

chronic d i s t r i b u t i o n .  I n  terms of Enkv is t 's  apt  d e f i n i t i o n  (see below, 

4.1), one w i l l  have t o  define t h e  p r o b a b i l i t y  f a c t o r  o f  synchronical ly  

def ined items i n  terms o f  t h e i r  contextual re la t ionsh ips .  Exhaustive- 

ness i n  t h i s  respect can hard ly  be reached unless one de l im i t s  sharply 

the  boundaries o f  the pe r t i nen t  assemblages, and even then one w i l l  have 

t o  u t i l i z e  mechanical means, i.e., e lec t ron i c  data processinq t o  make 

the task anywhere near possible;  t h i s  i s  the f i e l d  which has come t o  be 

defined as s ty lomet r ics  (on t h e  nature o f  such means and t h e i r  ava i l a -  

b i l i t y  fo r  Akkadian, see Bucce l l a t i  1977 and forthcoming). It i s  such an 

inventory  which forms the  basis fo r  a given s t y l i s t i c  system (as d i f fe rent  
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from the genera l i zed  system descr ibed here)  -- t h e  bas is  f o r ,  say, Ak- 

kadian o r  Shakespearean s t y l i s t i c s .  

As f o r  t he  second p o i n t  mentioned above, s t y l i s t i c  cons idera t ions  

may i n  f ac t  serve a  h e u r i s t i c  func t ion :  c e r t a i n  f ea tu res  which have 

been neglected w i t h i n  a  system of synchronic ana l ys i s  may be recognized 

when assemblages become t h e  ob jec t  o f  s t y l i s t i c  ana l ys i s .  Thus t h e  

complexi ty  o f  t he  Akkadian noun phrase system may be more c l e a r l y  

brought  home when cont ras ted  w i t h  t he  f a c t  t h a t  Akkadian subord ina t ion  

i s  r e l a t i v e l y  i nope ra t i ve .  Desc r i p t i on  o f  noun phrase s t r uc tu res  and 

of verbal  subord ina t ion  remain c e r t a i n l y  a  p a r t  o f  syntax, and it i s  

on l y  upon such a  synchronic d e f i n i t i o n  of t he  features t h a t  s t y l i s t i c  

ana l ys i s  can operate. As if through a  mutual feedback system, s t y l e  

i d e n t i f i e s  a f e a t u r e  as being i n  need o f  s y n t a c t i c a l  d e f i n i t i o n :  once 

so defined, t h e  f e a t u r e  becomes s t y l i s t i c  by being mapped on to  a  g iven 

d i s t r i b u t i o n a l  system of assemblage d i s t i nc t i veness .  

One type  of s t y l i s t i c  features may be de f ined  i n  terms o f  segmenta- 

t i o n  of i n d i v i d u a l  i tems w i t h i n  an assemblage, e.g., i n d i v i d u a l  t e x t s  

o r  a r t i f a c t s ,  i n t o  i n t r i n s i c  formal a t t r i b u t e s .  They are  n o t  estab- 

l i s h e d  i n  terms o f  t h e  assemblage as a  whole (which i s  t h e  composi t ional  

l e v e l  descr ibed below), b u t  r a t h e r  i n  terms of d i s c r e t e  segments. These 

i n  t u r n  may cons i s t  e i t h e r  of p h y s i c a l l y  contiguous components (e.g., 

phonemes w i t h i n  cont inous morphemes o r  words w i t h i n  bound phrase s t r u c -  

t u res )  o r  o f  components which, a l though n o t  contiguous, a re  t e n s i o n a l l y  

h e l d  toge ther  w i t h i n  a  s i n g l e  s t r i n g  o r  segment (e .g . ,  d iscont inous  rad- 

i c a l  morphemes o r  separate words w i t h i n  a  sentence). 

3.2.1. Linguistic Data: 

L i n g u i s t i c  examples o f  segmental s t y l i s t i c  f ea tu res  may be der ived  

from a l l  l e v e l s  of t he  grammatical and l e x i c a l  sphere. I n  phonoZogy, 
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" a l l i t e r a t i o n "  i s  of ten a stylistic feature: i t  may be descr ibed as a 
case of d iscont inuous phoneme c lus te r i ng ,  where t h e  c l u s t e r  i s  charac- 

t e r i z e d  by t h e  i d e n t i t y  of t he  phonemes. (Note t h a t  " a l l i t e r a t i o n "  i s  
a poor term s ince  i t  re fe rs  t o  a graphic,  r a t h e r  than phonological ,  

conf igurat ion.)  

The a l t e r n a t i o n  presence/absence of markers i s  t he  most common 

source of morphoZogieaZ se lec t ion .  I n  Akkadian, f o r  instance, mimation 
has been expla ined as a p o s i t i o n a l  morpheme, i.e., a marker o f  t he  po- 

s i t i o n  where a g e n i t i v a l  pronominal su f f i x  would occur i n  a noun phrase 

(Gelb 19693144f); almost automatic i n  t h e  e a r l y  staqes o f  t he  language, 

mimation came t o  be dropped w i t h  inc reas ing  frequency, i .e . ,  a se lec t i on  

was made f o r  l a c k  o f  p o s i t i o n a l  marking, a phenomenon which i s  p rope r l y  

s t y1  i s t i c .  

Syntax, l e x i c o n  and discourse ana l ys i s  a re  much more f e r t i l e  

sources of s t y l i s t i c  features.  An Akkadian syntacticaZ f ea tu re  which 

lends i t s e l f  f o r  a l t e r n a t i v e  se lec t i ons  i s  subordinat ion.  A l t e rna te  

means which are used i n  Akkadian are coord ina t ion  and nomina l iza t ion ,  

and these a re  on t h e  whole more f reauent  than subordinat ion.  Yet when 
subordinat ion occurs, i t may reach h igh  degrees of complexity, espec ia l -  

l y  i n  prose. This i nd i ca tes  n o t  o n l y  t h a t  subord ina t ion  was product ive  

i n  t he  language, b u t  a l so  t h a t  i t was h i g h l y  developed i n  i t s  p o t e n t i a l  

use. A paradigm may be es tab l i shed o f  a l t e r n a t e  syn tac t i ca l  features,  

as fol lows: 

subordination Emu tmnru..  . "as you see.. ." 
coordination tmar-ma ... "you will see and.. ." 
nominalization ina mEr im. . .  "in seeing.. ." 

The components o f  t h i s  paradigm are s t y l i s t i c  features because t h e i r  

se lec t i on  can be mapped on t he  bas is  o f  assemblage d i s t i nc t i veness .  

A synonym s e t  i s  t h e  ZexieaZ equ iva len t  o f  t he  s y n t a c t i c a l  para- 

digms j u s t  considered. Synonyms have c l o s e l y  over lapping semantic 

ranges, thus they a re  p a r t i a l l y  i d e n t i c a l  i n  terms o f  meaning, and as 
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a r e s u l t  they can e a s i l y  become s t y l i s t i c  fea tures .  As pa r t  of the  

semantic range we may consider t h e  cul tura l  associa t ions  which a given 

word may evoke. In a "paradigm" which might l i s t  

ersehrm "land, earth" 

qaqqantm "land, ground" 

miitlrm "land, country" 

@ e m  "land, dirt" 

ptitwn "land, territory" 

m a t u m  "land, terra firma" 

the  l a s t  word has an arcane connotation which might be rendered i n  

English by using a loan word (Latin " t e r r a  fitma" f o r  "land a s  opposed 

t o  t h e  sea ,  and seen f r m  t h e  sea")  which is e s o t e r i c  and thus  conveys 

a specia l  semantic value. These considerations contr ibute  t o  defining 

a spec i f i c  semantic value of m a h r m ;  i ts  s t y l i s t i c  value, i f  any, wi l l  

have t o  be derived not  from i t s  s i n g l e  appearance i n  t h e  t e x t ,  but  from 

i ts  being part  of a recurrent  se l ec t ion  f o r  s imi l a r  l i n a u i s t i c  f ea tu res  

Discourse analys is  (o r  "rhesiology") envisages l inks  over and beyond 

sentence boundaries. A t  the  segmental level .  one major example of s ty-  

l i s t i c  f e a t u r e  i s  meter. The function of meter is  t o  channel expres- 

sion i n t o  predic table  co r r ido r s ,  by means of such devices as  rhyme o r  

rhythm (based on sy l l ab ic  quant i ty  a l t e rna t ion  o r  s y l l a b l e  count) .  In 

Akkadian, metrical  channeling takes  t h e  form of syn tac t i c  isotonism 

(see Buccellat i  1978). The va r i e ty  of cons t r a in t s  imposed by meter on 

discourse provides a r i ch  s e t  of a l t e rnan t s  f o r  s t y l i s t i c  de f in i t ion .  

3.2.2. ArtifactuaZ Data: 

The formal categorization of a r t i f ac tua l  data i s  not as  developed 

as  i t  i s  f o r  l i n g u i s t i c  data ,  hence s t y l i s t i c  f ea tu res  a r e  not a s  read- 
i l y  iden t i f i ab le  as  l i n g u i s t i c  fea tures .  A t  t h e  segmental level  t h e  
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fo l low ing  cons idera t ions  [nay be suggested. 

A f i r s t  d i s t i n c t i o n  may be made between the  phys ica l  p roper ty  of 

an a r t i f a c t  and the  a t t r i b u t e s  r e s u l t i n g  f rom manufacturing. As f o r  

physicaZ properties, one can d i s t i n g u i s h  between t ype  o f  ma te r i a l  (met- 

a l ,  stone, e tc . ) ,  co lo r ,  weight, tex ture ,  etc.  The a l t e r n a t i o n  between 

s t y l i s t i c  features of t h i s  type i s  considerable,  s i nce  t h e  ranae o f  

a v a i l a b l e  i tems i s  very h igh.  

As f o r  manufacturing a t t r i b u t e s ,  t h e  ones t h a t  p e r t a i n  t o  t he  seg- 

mental l e v e l  concern t h i s  s p a t i a l  arrangement. Th is  corresponds t o  

what one c a l l s  sometimes a r t i f a c t u a l  "morphology", and i t  w i l l  be im- 
mediate ly apparent how the  morphological  a t t r i b u t e s  may a l l  e a s i l y  be- 

come s t y l i s t i c  features. A c l a s s i f i c a t i o n  o f  such a t t r i b u t e s  might  d i s -  

t i n g u i s h  between an absolute and a r e l a t i v e  l e v e l ,  o f  which on l y  t he  

former belongs t o  t he  segmental l e v e l .  It inc ludes  extreme measurements 

(such as he igh t ,  width,  diameter), and t o t a l  measurements (such as are 

made poss ib le  through photogrammetry). 

A second type o f  s t y l i s t i c  f e a t u r e  may be de f ined i n  terms o f  t he  

i t em (e.g., a t e x t  o r  an a r t i f a c t )  as a whole, s t i l l  f rom t h e  v iewpo in t  

o f  an ana l ys i s  o f  i n t r i n s i c  formal elements. I am c a l l i n g  t h i s  t he  com- 

p o s i t i o n a l  l e v e l  where t h e  term "composit ion" re fe rs  t o  t h e  o v e r a l l  co- 

o rd ina t i on  o f  t he  components. Na tu ra l l y ,  indiv id,ual  composit ional fea-  

t u r e s  a re  t o  be discerned, b u t  always from the  v iewpo in t  o f  t he  i n teg -  

r i t y  o f  t h e  i t em as a whole. 

3.3.1. Linguistic Data: 

Viewed i n  i t s  un fo ld ing ,  a t e x t  may be conceived as a l i n e a r  e n t i t y :  
t h i s  i s  he ld  together  by t h e  o v e r a l l  no t i ona l  u n i t y  o f  t he  message, by 

t he  i n t e r n a l  subs t ruc tu r i ng  i n t o  segmental b u i l d i n g  b locks,  and by t he  

r e s u l t i n g  junc tures  between t h e  l a t t e r .  These, among others,  are what 
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may be c a l l e d  t h e  most impor tan t  LINEAR devices o f  composition. 

The term composition may be used i n  a general sense t o  r e f e r  t o  

t he  i n t e r n a l  connective t e x t u r e  of t he  message, whether i n  f ac t  there  

i s  (1) a pZot o r  s to ry  b u i l t ,  f o r  example, on t h e  con t ras t i ve  growth 

o f  characters and s i t u a t i o n s  o r  t he re  i s  s imply (2 )  an account o f  data 

s ta ted  as coterminous. To t h e  f i r s t  category, t h a t  o f  con t ras t i ve  

growth, belongs t y p i c a l l y  t he  modern novel. The c l oses t  we come t o  

t h i s  i n  Akkadian l i t e r a t u r e  i s  perhaps w i t h  t h e  "Poor Man o f  Nippur", 

where t he  un fo ld i ng  of t he  s t o r y  i s  i n  i t s e l f  t h e  dominant o f  t he  mes- 

sage. But a lso  such t e x t s  as " I r r a " ,  t h e  "V i s i on  of t h e  Netherworld1', 

t h e  "Descent of I s h t a r " ,  o r  even t h e  "Theodicy" r e l y  on con t ras t i ve  

growth, of ten i n  ways which are no t  immediately apparent and which are 

t he re fo re  a l l  t he  more e f f e c t i v e ,  i f  more d i f f i c u l t  t o  de tec t .  For an 

in-depth composit ional ana lys is  along these l i n e s  of "Gilgamei", t he  

"Theodicy" and the  "Dia log o f  Pessimism", I may r e f e r  t o  t h ree  essays 

I wrote i n  I t a l i a n  a few years ago ( B u c c e l l a t i  1972). 

The composit ion appears as an account o r  a statement, r a t h e r  than 

as a con t ras t i ve  desc r i p t i on  w i t h  poe t i c  t e x t s  such as hymns o r  w i t h  

prose t e x t s  such as t he  p o l i t i c a l  o r a t o r y  o f  r oya l  i n s c r i p t i o n s .  Here 

events which a re  obv ious ly  p a r t  and parce l  of a g iven t ime  process are 

f la t tened,  as i t  were, w i t h i n  t he  framework of what i s  essen t i a l l y ,  from 

a composit ional p o i n t  o f  view, a synchronic account. The "Sippar"  i n -  

s c r i p t i o n  of Hammurapi i s  a l i t t l e  composit ional jewel i n  t h i s  respect  

-- no ma t te r  how worn ou t  by continuous reading i n  i n t roduc to ry  c lasses.  

The u n i t y  of a t e x t  i s  o f ten  h i g h l i g h t e d  by composit ional devices 

which bracket  o r  inc lude t h e  "composit ion" (whether p l o t  o r  account). 

The most obvious of these INCLUSIVE devices i s  what may be c a l l e d  frmne 

-- i.e.,  a no t i ona l  s t r u c t u r e  i n  which t h e  message i s  embedded, a supra- 

segmental l i n k  which overarches t he  l i n e a r  progression of t h e  s t o r y  from 

beginning t o  end (on t he  no t i on  of frame, see, e.g., Oppenheim 1956:187f 

and 213). A t y p i c a l  example i s  t he  d ia l og  form of t he  "Dia log of Pessi- 

mism", which serves t o  g i ve  an i n t e r n a l  u n i t y  t o  what would otherwise 

appear as a disconnected c o l l e c t i o n  of proverbs and maxims ( t h i s  no t i on  
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i s  elaborated i n  d e t a i l  i n  Bucce l l a t i  1972:83-90). The a c r o s t i c  may be 

regarded as a special  form o f  frame, espec ia l l y  when i t  r e s u l t s  i n  a 

statement which serves t o  proclaim the  dominant theme o f  the t e x t  -- as 

i n  the "Theodicy". 

S im i la r  i n  funct ion t o  i n c l u s i v e  devices are INTERLOCKING devices, 

which overarch por t ions  o f  a given tex t ;  i n  so doing they serve as a 

tensional  fac tor  i n  b inding a composition together and i n  underscoring 

thematic developments. One might d i s t i ngu ish  two main types depending 

on whether the  s t r u c t u r a l  components which a re  so l i nked  are contiguous 

o r  not .  

To the f i r s t  type belongs the  best  known o f  these devices, namely 

paraZZeZism: o f  two contiguous segments, the second p a r a l l e l s  t h e  f i r s t  

i n  a v a r i e t y  of ways, and w i t h  regard t o  grammatical, semantic o r  o ther  

cha rac te r i s t i cs .  Since much has been w r i t t e n  about t h i s  p a r t i c u l a r  de- 

v ice,  from the  viewpoint of ancient  Near Eastern l i t e r a t u r e s  (see re -  

cen t l y  Greenstein 1976), o r  from a broader and comparative viewpoint 

(see espec ia l ly  Jakobson 1966), I need n o t  proceed any f u r t h e r  here. 

It may on ly  be worth po in t i ng  ou t  t h a t  t he  not ion  o f  pa ra l l e l i sm refers 

expressly on l y  t o  metricaZ (contiguous) segments, and t h a t  these nor- 

mal ly  are verses, ra the r  than, f o r  instance, couplets. There may of 

course be pa ra l l e l i sm also i n  prose (see for  instance the  roya l  ep i thets  

i n  the "Sippar" i n s c r i p t i o n ) ;  here, however, there  i s  no thoroughgoing 

c o r r e l a t i o n  between rhes io log ica l  and compositional s t ruc ture ,  so t h a t  

pa ra l l e l i sm i s  more di f fused and genera l ly  a t  a not iona l  l e v e l  only. 

The aversion t o  s t radd l i ng  between verses magnifies even more the  r o l e  

of pa ra l l e l i sm i n  Akkadian poetry.  

Another type o f  i n t e r l o c k i n g  device i s  t h a t  o f  repet i t ion,  whic'l 

may occur between contiguous segments (e.g., two adjacent sentences, 

one ending and the o ther  beginning w i t h  the  same word) as w e l l  as non- 

contiguous ones (e.g., a t e x t  po r t i on  which i s  repeated verbatim a t  

d i f f e ren t  junctures,  such as a r e f r a i n ) .  More subt le ,  and hence more 

d i f f i c u l t  t o  perceive bu t  a lso  l i t e r a r i l y  a l l  the more e f fec t i ve ,  i s  

t h e  device of cmsmeferencing: a not iona l  theme no t  necessar i ly  s ig-  
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naled by the same l e x i c a l  items, i s  repeated a t  some distance, and 

serves as a powerful tensional  fac tor  i n  holding the composition to -  

gether ( f o r  a number o f  such cases i n  "GilgameT", see Bucce l l a t i  1972: 

2-36, espec ia l ly  33). 

While the devices discussed so f a r  operate on the l e v e l  of composi- 

t i o n  viewed as a s ing le  and primary r e g i s t e r  of segmental re la t ionsh ips ,  

there  i s  a lso  a secondary r e g i s t e r  which does no t  have a compositional 

s t ruc tu re  o f  i t s  own, bu t  consists on ly  of compositional fragments: 

the l i n k  between these fragments o f  t he  secondary r e g i s t e r  and the 

f u l l  segmental s t ruc tu re  o f  the pr imary r e g i s t e r  i s  provided by the 

TRANSPOSITIONAL devices. The graphic render ing o f  Chart 2 may be use- 

fu l  i n  por t ray ing the intended conf igurat ion.  

+ inclusive 
suprasegmental 

PRIMARY REGISTER interlocking 

- linear segmental 

* - 
SECONDARY REGISTER . transpositional 

When Sennacherib says of h imse l f  t h a t  "he swept over the  land of 

t he  enemy l i k e  a storm" (ginrip rnirtrSu.. . kZma i r n b m i  ashup), he switches 

reg i s te rs  and invokes a fragment o f  a d i f f e r e n t  composition (per ta in ing 

t o  a natura l  phenomenon) i n t o  the  pr imary composition, which describes 

h i s  m i l i t a r y  exp lo i ts .  A l l  t h a t  i s  l e f t  undeveloped i n  the  second reg- 

i s t e r  ( i .e . ,  a l l  t h a t  i s  l e f t  unsaid about t he  storm) i s  present as a 
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p o t e n t i a l  composi t ion o f  i t s  own: t he  con tex t  of the  p r imary  r p g i s t e r  

c a l l s  f o r  a  s e l e c t i o n  of t he  p e r t i n e n t  i m p l i c a t i o n s  -- i n  t h i s  case, 

f o r  instance,  t he  f ierceness,  danger, no i se  of t he  storm migh t  be t he  

p e r t i n e n t  q u a l i t i e s  which apply t o  t he  p r imary  r e g i s t e r ,  whereas such 

quest ions as t h e  amount o f  r a i n f a l l  a re  i n  t h e  background. It i s  prop- 

e r  then of t r a n s p o s i t i o n a l  devices t o  invoke fragments o f  o the r  compo- 

s i t i o n s  w i t hou t  i n d i c a t i n g  f u l l y  t h e  range o f  a p p l i c a b i l i t y  ( t h i s  i s  

t r u e  even of complex s i m i l e s  such as those, f o r  instance,  found i n  

Homer). 

An impor tan t  element of t r a n s p o s i t i o n a l  devices i s  t h a t  they  tend  

t o  v i o l a t e  t he  na tu ra l  sequence o f  t h i ngs :  by e x t r a c t i n g  one composi- 

t i o n a l  fragment from i t s  context ,  and t ransposing i t onto  a  d i f f e r e n t  

r e g i s t e r ,  t h e  na tu ra l  i d e n t i t y  of t he  fragment i s  l o s t .  I n  our example, 

on l y  a  p o r t i o n  o f  t h e  n o t i o n  "storm" i s  envisaged, and t he  o v e r a l l  na t -  

u r a l  con tex t  of t h e  phenomenon i s  e x p l i c i t l y  pushed i n t o  t h e  background. 

Such a  d i s l o c a t i o n  o f  t h e  na tu ra l  sequence can on l y  t ake  p lace  w i t h i n  

g iven bounds: i t s  e f f ec t i veness  i s  p ropo r t i ona l  t o  t h e  t ens iona l  range 

o f  t h e  d i s l o c a t i o n  ( i . e . ,  t h e  f a r t h e r  one pushes away from the  l e v e l  o f  

bana l i t y ,  t h e  more c a p t i v a t i n g  i s  t h e  t r anspos i t i on ) ;  on t h e  o the r  hand, 

t he re  must remain a  fundamental i n t e l l i g i b i l i t y  of t he  proposed l i nkage  

between r e g i s t e r s .  Poet ry  has been de f ined  as a  t ype  o f  composi t ion 

which e x h i b i t s  such features i n  t h e  extreme (Cohen 1966). 

S im i l e  and metaphor a re  t h e  two most c h a r a c t e r i s t i c  r e a l i z a t i o n s  

o f  such device. T h e i r  formal  p r o p e r t i e s  w i t h i n  Akkadian a re  descr ibed 

b r i e f l y  i n  an e a r l i e r  paper ( B u c c e l l a t i  1976), t o  which I may s imply 

r e f e r  here f o r  a  p r e l i m i n a r y  exemp l i f i ca t i on .  For an i n t e r e s t i n g  ex- 

ample of a  d i f f e r e n t  t ype  of d i s l o c a t i o n  i n  B i b l i c a l  poe t ry ,  see Weiss 

1967, e s p e c i a l l y  419. 

3.3.2. ArtifactuaZ Data: 

O f  t h e  p r imary  d i s t i n c t i o n  between phys i ca l  p r o p e r t i e s  and manufac- 

t u r i n g  a t t r i b u t e s ,  on l y  t he  second p e r t a i n s  p rope r l y  t o  t h e  composit ion- 
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a1 level .  Relative spa t i a l  arrangement includes such elements as  the  

d i rec t ion of l i n e s  (e.g., whether the  p r o f i l e  of a vessel is  a contin- 

uous curve o r  i s  segmented by one o r  more car inat ions)  o r  the  nature 

of contact  points (e.g., t h e  juncture of a spout t o  the  shoulder of a 

vessel represents f ixed contact ,  while the  f i t t i n g  of a l i d  on top of 

a bowl represents potent ia l  contact ) .  

Extr ins ic  mamifactwing a t t r i b u t e s  consis t  of re la t ionships  t o  

non-art ifactual  dimensions, whereby an a r t i f a c t  is  viewed i n  r e l a t ion  

e i t h e r  t o  human beings ( i . e . ,  soc ie ty ) ,  o r  not. The l a t t e r  type of 

r e l a t i o n s  i s  generally d i rec ted  toward energy expenditure -- they a re  
"functional" i f  the  word i s  taken t o  r e fe r  t o  technical  function (but 

there  can a l so  be a soc ia l  funct ion,  a r e l ig ious  function,  e t c . ) .  Ex- 

amples include s t a t iona ry  s t ruc tu res  (mostly a r c h i t e c t u r a l )  and movable 

items such a s  too l s  (a  hammer used f o r  pounding), weapons (a  bow used 
t o  shoot an arrow), vesse ls  (a b o t t l e  used t o  pour l iqu ids ) .  

The s t y l i s t i c  value of t h i s  c l a s s i f i c a t i o n  i s  high and is  ref lec ted  

in what i s  ca l led  t r a d i t i o n a l l y  the  "typology" of a r t i f a c t s .  Typologi- 

cal t r a i t s  o r  a t t r i b u t e s  a r e  normally defined i n  terms of a given assem- 

blage (e.g. ,  t h e  typology of bronze t o o l s ) ,  and p rac t i ca l ly  a l l  of these 

a t t r i b u t e s  may serve as  s t y l i s t i c  f e a t u e s .  Relations which view an 

a r t i f a c t  within a given socia l  context may be described as  ideat ional  

o r  economic. Ideational  r e l a t ions  per ta in  t o  e i t h e r  the  f igu ra t ive  o r  

non-figurative sphere. Figurarive (o r  representa t ional )  items include 

sculptures ,  f igu r ines  o r  paintings;  the  in ternal  a t t r i b u t e s  a r e  t r ad i -  

t i o n a l l y  considered pa r t  of an iconographic inventory,  and as  such they 

provide a wide range of s ty l i s t i c - f ea tu res .  This i s - s imi la r  f o r  non- 

f igu ra t ive  i tems, whlch Include ornaments such as  jewelry, o r  decora- 

t i ons  such as  archi tec tura l  f ix tu res .  The economic sphere per ta ins  t o  

the  degree of general a v a i l a b i l i t y  of a given item, and t h e  consequent 

"price" (whether monetary o r  othenuise) with a l l  the  impact t h i s  has on 
matters of socia l  s t r a t i f i c a t i o n ,  p o l i t i c a l  influence and the  l i k e .  

To summarize, a l l  the  a r t i f a c t u a l  s t y l i s t i c  fea tures  reviewed here 

may be mapped graphically an to  a t r e e  which r e f l e c t s  the  binary opposi- 
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t i o n s  descr ibed (Chart 3). 

4. DISTRIBUTIONAL COMPONENTS: STYLISTIC PATTERNS: 

4.1. Definition: 

Normally, assemblages a re  i d e n t i f i e d  as s t y l i s t i c a l l y  d i s t i n c t i v e  

on t he  basis n o t  of a  s i n g l e  s t y l i s t i c  feature, bu t  r a t h e r  of cons te l l a -  

t i o n s  of features. Such c o n s t e l l a t i o n s  a re  here c a l l e d  "pa t te rns" .  It 

i s  i n t r i n s i c  t o  our  d e f i n i t i o n  o f  s t y l e ,  and of s t y l i s t i c  features, 

t h a t  s t y l i s t i c  pa t t e rns  too  r e s u l t  from a  d iachron ic  con t ras t  of assem- 

blages. These pa t t e rns  are d e s c r i p t i v e l y  defined as conf igura t ions  of 

features which can be shown t o  be assemblage d i s t i n c t i v e ;  t h e  co r re la -  

t i o n  of features i n t o  pa t t e rns  i s  t he  r e s u l t  of a  d iachron ic  d i s t r i b u -  

t i o n a l  ana lys is  based on con t ras t i ng  assemblages. Note t h a t  t he  d i s t r i -  
bu t i ona l  c r i t e r i o n  i s  abso lu te  -- i .e . ,  i t  i s  n o t  r e l a t i v e  t o  a  noun 

from which a  g iven s t y l i s t i c  p a t t e r n  would be considered a  dev ia t ion ;  

ra ther ,  d i s t r i b u t i o n a l  cooccurrence i n  a given assemblage i s  i d e n t i f i e d  

as such by v i r t u e  of i t s  con t ras t  t o  o the r  ( i d e a l l y :  a l l )  assemblages. 

This i s  w e l l  expressed i n  t he  i n s i g h t f u l  d e f i n i t i o n  o f  s t y l e  g iven by 

Enkv is t  (1964:28), where t he  s t y l e  of a  t e x t  i s  s a i d  t o  be "The aggre- 

gate o f  t he  contextual  p r o b a b i l i t i e s  of i t s  l i n g u i s t i c  i tems. '  Such a  

d i s t r i b u t i o n a l  ana lys is  i s  a  most complex task,  because t h e  very  de f i n i -  

t i o n  o f  assemblages i s  a t  t h e  same t ime a  presuppos i t ion  and a  r e s u l t  

o f  such analys is.  One can on l y  s t a r t  t he re fo re  w i t h  assemblages which 

can be de f ined as such on t h e  bas is  of c r i t e r i a  e x t r i n s i c  t o  t h e  assem- 

b lage i t s e l f ,  and then v e r i f y  t h e i r  s t y l i s t i c  g radat ion  i n  terms i n t r i n -  

s i c  t o  it. Thus, f o r  instance,  t h e  var ious works o f  a  g iven author may 

be considered a  s i n g l e  assemblage on t h e  bas is  o f  t h e i r  common author- 

ship; t h i s  i s  then v e r i f i e d  i n t e r n a l l y  on t h e  bas is  o f  a  d i s t r i b u t i o n a l  

ana lys is  of fea tures  and pat te rns .  It i s  a l so  apparent t h a t  assemblages 

w i l l  i n t e r s e c t  one another i n  terms of d i f f e ren t  c r i t e r i a ,  i n  such a  way 

as t o  make a  p o t e n t i a l  h ie rarchy  o f  assemblages a l l  t he  more d i f f i c u l t .  
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Computerized data bases lend themselves idea l ly  t o  a thorough analys is  

of t h i s  type, not only because t h e  data a r e  suscept ib le  t o  much more 

rapid inspection along t r ad i t iona l  l i n e s ,  but a l so  because e l ec t ron ic  

data processing allows f o r  an i n f i n i t e l y  g rea te r  in s igh t  i n t o  c lus t e r -  

ing p o s s i b i l i t i e s .  

Pat terns  may be i d e n t i f i e d  as  configurations of fea tures  from e i -  

t h e r  a s ing le  level (e.g. ,  segmental o r  compositional), o r ,  more f r e -  

quently,  from more l eve l s .  The most successful s t y l i s t i c  analys is ,  i n  

descr ip t ive  terms, i s  the  one which i d e n t i f i e s  t h e  most numerous and 

most complex pa t t e rns ;  in t h i s  case,  the  r e s u l t  wi l l  be a f i n e r  d i f f e r -  

en t i a t ion  i n t o  assemblages which will  be a l l  the  more contras t ive ,  and 

hence sty1 i s t i c a l l y  d i s t i n c t i v e .  Also, i t  i s  c l e a r  t h a t ,  the narrower 

t h e  assemblages, the  more obvious wi l l  be the  diachronic s c a l a r i t y  and 

the  f i n e r  the  s t y l i s t i c  patterning.  In what follows, only a few simple 

examples will  be given t o  i l l u s t r a t e  patterning a t  a s i n g l e  o r  a t  mul- 

t i p l e  l e v e l ( s ) .  

Two examples may be quoted f o r  segmental patterning i n  l i n g u i s t i c  

assemblages. They a r e  both drawn from syntax. On the  bas is  of a l imi t -  

ed sample from the  royal in sc r ip t ions  of Ashurnasirpal, Tigla th-Pi leser ,  

Shalmaneser, Sargon and Esarhaddon, i t  appears t h a t  i n  the  case of the  

l a t t e r  two the re  is  a much higher incidence of coordination among sen- 

tences,  i n  t h e  order  of 5 t o  1 f o r  Sargon and 3 t o  1 f o r  Esarhaddon. 

Simi lar ly ,  Sargon exh ib i t s  a higher incidence of r e l a t i v e  c lauses ,  a l -  
most i n  order of 2 t o  1 with respect  t o  t h e  o thers .  A second ins t ruc-  

t i v e  example per ta ins  t o  t h e  royal l e t t e r s  of the  f i r s t  dynasty of Baby- 

lon. The l e t t e r s  of Hammurapi use consis tent ly  t h e  preposit ional  phrase 

+ppZ a n n h  ina m i i r i m  as  an introductory formula, while t h e  l a t e r  kings 

use just as  consis tent ly  a subordinate c lause  ?ppZ annim kima tmarulir. 

As f o r  a r t i f a c t u a l  assemblages, one may think of t h e  p r o f i l e  and 
the  ware o f  vessels ,  which can be highly d i s t inc t ive :  f o r  ins tance ,  t h e  
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so-ca l led  beve l l ed  r i m  bowls e x h i b i t  a  s p e c i f i c  t ype  o f  r i m  p r o f i l e  and 

o v e r a l l   proportion^, as w e l l  as a type  of coarse ware, which a re  charac- 

t e r i s t i c  of t h e  P r o t o - l i t e r a t e  pe r i od  i n  Mesopotamia. 

Compositional p a t t e r n i n g  f o r  l i n g u i s t i c  assemblages may a l so  be 

i l l u s t r a t e d  by two examples. The adverb &mitam used t o  in t roduce a 

new t o p i c  i s  a marker o f  t r a n s i t i o n  s p e c i f i c  t o  l e t t e r s  o f  c e r t a i n  pe- 

r i o d s :  i t  emphasizes a sharp break i n  t he  f low of in fo rmat ion ,  w h i l e  

a t  t he  same t ime  p rov id i ng  a car ry -over  from one stage t o  t he  next .  

The anacolouthon, on t h e  o the r  hand, seems t o  ob ta i n  t he  opposi te ef- 

f e c t  by i n t r oduc ing  a sharp break where t he re  i s  i n  f a c t  no boundary 

between t op i cs .  It may be considered s t y l i s t i c a l l y  s p e c i f i c  i n  "sc ien-  

t i f i c "  l i t e r a t u r e  -- f o r  ins tance i n  t he  &ma milm t ype  o f  c lause o f  

t he  laws, where i t  serves t o  h i g h l i g h t  t he  beginning o f  a new sec t i on  

by p rov id i ng  something l i k e  a paragraph t i t l e .  

As f o r  a r t i f a c t u a l  assemblages, we may f o r  ins tance p o i n t  t o  a 

general t r e n d  i n  Old Babylonian ceramics whereby vessels w i t h  a f l a t -  

tened o v e r a l l  p r o f i l e  ( p l a t t e r s  o r  d ishes)  a re  rare;  ins tead,  t he  lower 

range i n  a t y p o l o g i c a l  c l a s s i f i c a t i o n  based on p r o f i l e  i s  more f requent-  

l y  represented by open convex vessels (sha l low bowls) .  

O f  o t he r  types o f  s i n g l e  l e v e l  pa t t e rn i ng ,  besides t h e  segmental 

and composi t ional ,  I w i l l  r e f e r  here b r i e f l y  o n l y  t o  two types which 

a re  language spec i f i c ,  t h e  g raph ic  and t he  in fo rmat iona l .  The f i r s t  i s  

t r e a t e d  under t he  heading o f  palaeography i n  what concerns t he  design 

element o f  t he  s c r i p t ,  and under t he  heading o f  graphemics i n  what con- 

cerns t he  c o r r e l a t i o n  between graph ic  symbols and phonology. Thus we 

speak t r a d i t i o n a l l y  o f  t h e  ductus o f  a s c r i b e  o r  s c r i b a l  school, o r  o f  

t he  s y l l a b a r y  o f  a g iven pe r i od  o r  type  o f  t e x t s  -- which a re  i n  f a c t  

s t y l i s t i c  d e f i n i t i o n s .  

By " in fo rmat iona l "  s t y l e ,  on t he  o the r  hand, I r e f e r  t o  a pa t te rned 

s e l e c t i o n  of s p e c i f i c  i tems of in format ion.  For instance,  t he  normal 

exc lus ion  o f  a da te  formula f rom the  standard s t r u c t u r e  of Old Babylo- 

n i an  l e t t e r s ,  o r  t he  normal i n c l u s i o n  of a l i s t  o f  wi tnesses i n  con- 

t r a c t s ,  may be considered as s t y l i s t i c  determinants i n  t he  way i n  which 
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informat ion i s  conveyed. A d i s t r i b u t i o n a l  analysis based on these c r i -  

t e r i a  i s  possible, i s  va l i d ,  and i s  i n  f a c t  common i n  Assyr io logical  

pract ice.  

4 . 3 .  MuZtipZe Level: 

The most frequent type of s t y l i s t i c  patterning, and the most d is -  

t i n c t i v e  and s i g n i f i c a n t ,  i s  the one which i s  based on the co r re la t i on  

of features from many leve ls .  

L i terar,y genres may be regarded as broad tex tua l  assemblages. The 

d i s t i n c t i o n  between prose and poetry i s  the broadest subdiv is ion i n  

t h i s  respect, and it can be defined espec ia l ly  along the l i n e s  of d is -  

course analysis (meter), but  also, for  instance, along the l i n e s  o f  

syntax (greater use of emphatic -ma a f t e r  verbs i n  Akkadian poetry)  o r  

lex icon ( "poet ic "  words, such as, f o r  instance, m a t w n ) .  More narrow- 

l y  w i t h i n  the range o f  s p e c i f i c  l i t e r a r y  genres are such d i s t i n c t i o n s  

as the one per ta in ing t o  the use of two complex f e e t  i n  Akkadian hymns, 

which i s  excluded instead i n  other poet ic  tex ts ,  o r  the other (morpho- 

l o g i c a l )  per ta in ing t o  the wider use of adverbials i n  -is and -Em i n  

the so-called hymnic-epic d ia lec t .  I n  add i t ion t o  the segmental fea- 

tures j u s t  mentioned, l i t e r a r y  genres may a lso be defined by composi- 

t i o n a l  features. Thus, f o r  example, an inc lus i ve  device which i s  char- 

a c t e r i s t i c  of contemporary' l i t e r a r y  tex ts  but  i s  missing i n  Akkadian i s  

a  composition t i t l e .  An equivalent r o l e  i s  played on the o ther  hand i n  

Akkadian by the not ion o f  frame, whlch i s  o f ten  signaled by the use o f  

the f i r s t  l i n e  o f  a  composition as a way o f  re fe r r i ng  t o  the composi- 

t i o n  as a  whole. The enirma clauses which are found so o f ten  a t  the be- 

ginning o f  l i t e r a r y  and s c i e n t i f i c  compositions provide an ind ica t ion  

o f  how f i r s t  l i n e s  may i n  f a c t  have been construed t o  f i t  i n t o  a  given 

compositional pat tern.  Sty1 i s t i c  s p e c i f i c i t y  o f  t h i s  type may a lso be 

recognized when deal ing w i t h  non- l i t e ra ry  tex ts  such as admin is t ra t ive  
tex ts ,  where the i n t e r n a l  s t ruc ture  i s  signaled fo r  instance by t o t a l  

ent r ies  given a t  the end o f  a  t e x t .  
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As we progressively narrow down the range o f  tex tua l  assemblages 

involved, the complexity and d is t inc t iveness of pat tern ing tends t o  i n -  

crease propor t ionate ly .  Thus we go from a l i t e r a r y  genre i n  a  given 

l i t e r a t u r e  t o  the works pf an author, o r  a  s ing le  work, o r  even ind iv id -  

ual port ions o f  a  work which can be port ioned o f f  as d iscre te  assem- 

blages. 

5. CLUSTERING MECHANISMS: STYLISTIC FACTORS: 

5.1. Definition: 

Having i so la ted  both the components o f  a  s t y l i s t i c  system and 

t h e i r  cont ras t ive  pat tern ing among assemblages, the l a s t  important task 

i s  t o  i d e n t i f y  the fac tors  which are a t  the o r i g i n  of pat tern ing i t s e l f .  

We gain hereby an i n s i g h t  i n t o  the dynamics o f  the system. The selec- 

t i o n  of elements and pat terns which proper ly characterizes s t y l e  does 

not  operate a t  random; i t  i s  ra the r  i n  response, whether consciously o r  

unconsciously, t o  given factors which condi t ion the se lec t i on  i t s e l f .  

These condi t ioning factors are mechanisms which b r ing  about a  ce r ta in  

c lus te r ing  ra the r  than another, they are, i n  other words, the reasons 

o r  the impulses behind the d i s t r i b u t i o n a l  ar ray  described above. Such 

mechanisms are not  i n t r i n s i c  t o  the assemblage, ra the r  they operate 

from without: they a r i se  from the t r a i n i n g  o f  the author (o r  a r t i s t ,  

o r  composer) o r  from soc ia l  condi t ions a t  the t ime the work i s  put to -  

gether, from economic 1  im i ta t i ons  o r  p o l i t i c a l  interference. I n  every 

case, the u l t ima te  goal of s t y l i s t i c  analysis i s  t o  i d e n t i f y  these ex- 

tra-assemblage factors w i t h i n  the context  from which they emanate, and 

then determine how they affect the se lec t ion o f  intra-assemblage a t t r i b -  

utes on the p e r t  of the author. It i s  q u i t e  possible, o f  course, fo r  

s t y l i s t i c  analysis t o  stop a t  the  leve l  o f  the description of id iosyn- 

c r a t i c  d i s t r i b u t i o n a l  patterns: t h i s  can be i n  i t s e l f  q u i t e  a  complex 

task, and i s  i n  any case a  precondi t ion f o r  any f u r t h e r  i n q u i r y  i n t o  

the underlying s t y l i s t i c  factors. But i t  i s  only such an i n q u i r y  which 



830 GIORGIO BUCCELLATI 

w i l l  u l t i m a t e l y  p rov ide  a  t r u e  expZanation o f  t he  s t y l i s t i c  system. 

Through such an exp lanat ion  we come c l ose r  t o  an understanding o f  

t he  f u l l  semio t i c  range of a  g i ven  assemblage. The i d e n t i f i c a t i o n  o f  

t he  s t y l i s t i c  f a c t o r s  which b r i n g  about t he  d i s t r i b u t i o n a l  r e a l i t y  o f  

a  work p rov ide  us w i t h  an i n s i g h t  i n t o  t h e  semio t i c  p r e h i s t o r y  o f  t h e  

work i t s e l f ,  and thus i n t o  i t s  p resent  semio t i c  power. The more com- 

p l ex  i s  t h e  formal  s t y l i s t i c  d e s c r i p t i o n  of an assemblage, and t he  more 

arcane i t s  semio t i c  range, t he  more cha l leng ing  and rewardinq w i l l  co r -  

respondingly be i t s  ana lys is .  Through t h i s  process one ob ta ins  a  c r i t -  

i c a l  y a r d s t i c k  f o r  t he  eva lua t i on  o f  an assemblage. P o l i t i c a l  o r  so- 

c i a l  fac to rs  may a l s o  be ope ra t i ve  behind t he  se lec t i on .  Two i n t e r e s t -  

i n g  examples p e r t a i n  t o  an a l t e r n a t i o n  which i s  otherwise very  r a r e l y  

suscept ib le  o f  s t y l i s t i c  se lec t i on ,  i.e., t h e  number a l t e r n a t i o n  be- 

tween s i n g u l a r  and p l u r a l .  (1) Dur ing t he  30'5, a  cour tesy address 

form us ing  t he  second p l u r a l  was in t roduced i n t o  I t a l i a n  under pressure 

from t h e  F a s c i s t  regime: what r e s u l t e d  was an a l t e r n a t i o n  between t h i s  

form ( " v o i " )  and t he  t r a d i t i o n a l  t h i r d  s i n g u l a r  feminine ( " l e i " )  which 

was s t y l i s t i c  i n  d i s t r i b u t i o n .  ( 2 )  I n  contemporary American Engl ish,  

a  t r e n d  may be developing t o  use t h e  t h i r d  p l u r a l  comnon ( " they" ,  

"them", " t h e i r s " )  i ns tead  of t he  t h i r d  s i n g u l a r  mascul ine ("he",  "him", 

" h i s " )  where t h e  statement i s  non gender -spec i f i c :  i n  t h i s  way one 

can om i t  e i t h e r  what i s  perceived as a  s o c i a l l y  s e x i s t  cho ice  f o r  t h e  

mascul ine o r  t he  awkward p a i r s  "he/sheU, "him/herU, "h i s / he rV .  

5.2. The Secret Kinship: 

The ways i n  which d i f f e r e n t  s t y l i s t i c  l e v e l s  come t o  be i n teg ra ted  

i n  a  t e x t  account fo r  i t s  l i t e r a r y  nature.  To p u t  i t  d i f f e r e n t l y ,  l i t -  

e ra ry  s t y l e  may be conceived as t he  in te rweav ing  o f  a l l  o t he r  types of 

s t y l e  p resent  i n  a  t e x t .  The au tho r ' s  c r e a t i v e  i n t e g r a t i o n  u n i f i e s  i n  

t h e  work i t s e l f  a l l  t he  l e v e l s  which we have kept ,  and must keep, sepa- 

r a t e  f o r  t h e  sake of ana lys is .  I n t e g r a t i o n ,  as d i s t i n c t  from j ux tapos i -  

t i o n ,  means t h a t  t he  connections a re  from w i t h i n ,  t h a t  t he  counterpo in t -  
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a1 r e g i s t e r s  b lend as o f  necess i t y  i n t o  a u n i f i e d  harn~ony. Th i s  has 

been captured i n  a b e a u t i f u l  statement by a Czech poet  who dates back 

t o  t he  e a r l y  e ighteen hundreds and i s  quoted by R. Jakobson (Matejka 

and T i t u n i k  1976:164): 

" . . . t r u e  poetry -- the more original and a l ive  
i t s  world, the more contradictory the contrasts 
i n  which the secret  kinship occurs". 

Much of t h e  modern study on poe t r y  has brought  o u t  j u s t  what t he  var ious 

dimensions o f  t h i s  " sec re t  k i nsh ip "  a re  (see f o r  ins tance the  no t i on  of 

coup l ing  i n  Lev in  1962). And indeed poet ry  develops t h i s  aspect of ex- 

p ress ion  t o  t he  extreme, t o  a p o i n t  where t he  complex i n t e r n a l  a rch i tec -  

t u r e  of t he  poem i s  immediately f e l t  as necessary a t  t he  very moment i n  

which i t  i s  p o s i t e d  f r e e l y  by t h e  au thor  -- causing, i n  t h e  words of 

Va lc ry  (1958:72) t he  poem t o  acqu i re  something l i k e  an i n t r i n s i c  regen- 

e r a t i v e  power: 

The poem ... does not d i e  for having l ived:  it 
i s  expressly designed to be born again from its 
ashes and t o  become endlessly what i t  h%s just  
been. Poetry can be recognized by t h i s  prop- 
erty,  that i t  tends t o  get  i t s e l f  reproduced 
i n  i t s  own form: i t  stimulates us t o  recan- 
struct i t  ident ical ly .  

The no t i on  of sec re t  k indship,  however, app l i es  t o  a l l  l e v e l s  o f  expres- 

s ion .  The f a r t h e r  away from poetry,  t h e  l e s s  sec re t  and necessary may 

be t h e  bonds; b u t  they a re  t h e r e  nevertheless,  i n  however embryonic and 

impercept ib le  a fash ion ,  as f i l aments  which ho ld  toge ther  whatever t he  

u n i t  o f  expression may be. S t y l i s t i c  ana l ys i s  g ives  us a handle w i t h  

which t o  i d e n t i f y  these bonds o r  f i l aments ,  and conceptual ize t h e i r  r e -  

l a t i o n s h i p s .  The se lec t i ons  which operate a t  t he  var ious  l e v e l s  a re  a 

f u n c t i o n  of a  h i ghe r  se lec t ion ,  a broader system which subsumes a l l  t he  

var ious  s t y l i s t i c  l e v e l s .  The d i s t r i b u t i o n a l  c lasses which a re  recog- 

n i zed  as p resent  i n  a g iven  t e x t u a l  assemblage are  n o t  j u s t  cumulat ive, 
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but ra ther  rec ip roca l l y  in tegra ted i n  a  u n i f y i n g  s t ruc ture .  I n  the  

measure i n  which we can d iscern  pat terns,  we can perceive what t he  

arch i tec ture  of t he  whole i s .  From a formal ized descr ip t ion  o f  i d i o -  

syncrat ic select ions we can reach the p o i n t  of o r i g i n  behind i t  a l l ,  

the author 's preference; we can discover, as i t  were, the ancestral  

source from which the  secre t  k insh ip  emanates -- fo r  whatever type of 

tex tua l  assemblage. 

Hence, the e f f o r t  a t  fo rmal iza t ion  about which 1 spoke a t  the be- 

ginning may be seen t o  serve a  v i t a l ,  paedagogical r o l e .  By br ing ing 
us back t o  the ' locus where the author 's  i d iosync ra t i c  se lec t ions take 

place, s t y l i s t i c  analysis does more than d issect  an ob jec t  of study: 

i t  also t r a i n s  our s e n s i t i v i t y .  Formal recogn i t ion  of pat terns,  where 

patterns are no t  otherwise perceived, generates an ac t i ve  pat tern ing 

a b i l i t y .  We assimi late,  i n  o ther  words, t he  same presupposit ions which 

were operative i n  the i n i t i a l  c rea t i ve  process. Through a  mediate, 

s c i e n t i f i c  process we acquire an immediate power of perception. We 

become educated, humanist ical ly .  

5.3. The L i m i t  of Eqectat ion:  

The i n t e r n a l  s t ruc tu re  of the t e x t  i s  declared by t h e  t e x t  i t s e l f ,  

no t  by any labe l  outs ide the t e x t .  The code i s  given w i t h  the  data 

themselves, and u l t i m a t e l y  any decoding must be poss ib le  from w i t h i n  

the text ;  fo r  f r u i t i o n  o f  t he  secre t  k insh ip  t o  be possible, i t s  i nne r  

bonds must be apparent o f  t h e i r  own v o l i t i o n  a t  t he  same t ime t h a t  they 

remain secret, as if i n  a  t ransf igured state.  The se l f -dec lara t ion  o f  

the t e x t  i s  not  embedded i n  any s ing le  place, but  ra the r  i t  "happens" 

a t  the same t ime t h a t  the t e x t  "happens". The t e x t  sets i t s  own l i m i t s ,  

and the degree of expectation created thereby grows apace w i t h  the  def- 

i n i t i o n  of those l i m i t s .  Poetry pushes t o  the extreme t h i s  process, 

which i s  only adumbrated i n  s impler tex ts .  The l i m i t  o f  expectat ion i s  

a l l  the more operat ive the more complex a  t e x t  i s ,  and i t  i s  espec ia l l y  

of these t e x t s  t h a t  I am speaking now, even though i n  p r i n c i p l e  the ar -  
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gumentation appl ies  t o  a l l  t ex t s .  

Both t h e  notion of l i m i t  and t h a t  of expectation imply di rec t ion-  

a l i t y .  Reading a t e x t  means going from threshold t o  threshold,  each 

one being a l i m i t  t o  what precedes and t o  what follows: they a r e  a t  
t h e  same time resolut ions  of announced l i m i t s  and pointers  t o  f u r t h e r  

l imi t s .  In t h i s  constant  thresholding l i e s  the  dynamism of a t e x t .  
The d e l i c a t e  balance which i s  necessary i s  one between banal i ty  and 

u n i n t e l l i g i b i l i t y .  Whether t h e  resolut ion of a l i m i t  i s  obvious, and 

thus banal, o r  whether i t  i s  too  obscure, and thus un in te l l ig ib le  -- 
i n  e i t h e r  case the  expectation i s  f r u s t r a t e d .  This necessary balancing 

between extremes i s  pa r t ly  t h e  cause f o r  t h e  se l ec t ions  made by the  au- 

tho r ,  s e l ec t ions  which make up the  many s t y l i s t i c  dimensions of a t e x t .  

The goal of l i t e r a r y  analys is  i s  t o  disentangle these  dimensions, and 

t o  indicate  how e f fec t ive ly  they have been ordered along the c rea t ive  

axis  t o  produce t h e  intended r e s u l t .  The d i r e c t i o n a l i t y  implied i n  
the  notion of the  l i m i t  of expectation is  a guide t o  l i t e r a r y  analys is .  

The overarching question i s  then: how well a r e  t h e  l imi t s  pos i ted ,  how 
well a r e  they resolved,  and what i s  t h e i r  hierarchy? S t y l i s t i c  ana lys i s ,  

in the  d i s t r ibu t iona l  sense outl ined above, wi l l  serve as  an apposite 

tool .  

6 .  SUMMARY: 

6.1. The System: 

The pr inciples  of s t y l i s t i c  analys is  surveyed here may be sumnar- 

ized i n  t h e  form of a cha r t  which brings together the  e s sen t i a l  elements 

of the  system (Chart 4) .  The basic concerns which underlie t h e  system 

proposed here a r e  highlighted i n  t h e  graphic arrangement of the  char t :  

t h e  growing degrees of complexity i n  t h e  analys is  of the  data ,  t h e  d is -  

creteness and measurabil i ty of the  elements which make up the  system a t  

i t s  various l e v e l s ,  t h e  r i g i d  d i s t inc t ion  between the  synchronic and 

the  diachronic level  of descr ip t ion.  As such, the  system appears t o  be 
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a  universal  and y e t  a  powerful exp l ica tory  model, i n  t h a t  i t accounts 

uniquely fo r  ce r ta in  major aspects inherent i n  the data, and i t  accounts 

f o r  them i n  a  way t h a t  i s  de f in i te  and measurable. 

Wi th in  the generalized descr ip t ion o f  the system offered above, 

the goal w i l l  always be t o  obtain a  descr ip t ion o f  spec i f i c  i nd i v idua l  

s t y l i s t i c  systems. While the  system describes s t y l e  as a  generalized 

f i e l d  of inqu i ry ,  such a  system can only e x i s t  i n  concrete embodiments 

which correspond t o  spec i f ic  assemblages. These w i l l  be the s t y l i s t i c  

systems, i n  the p lu ra l ,  w i t h  which we w i l l  be s p e c i f i c a l l y  concerned i n  

our studies of given segments of l i t e r a t u r e ,  a r t  h i s to ry ,  and so on. 

Thus Akkadian s t y l i s t i c s  w i l l  inc lude a l l  the elements which can be 

shown t o  be d i s t r i b u t i o n a l l y  d i s t i n c t i v e  o f  the t o t a l  assemblage o f  

Akkadian tex ts  as d i s t i n c t  from comparable assemblages (e.g., other 

Semitic l i n g u i s t i c  corpora, other comparable l i t e r a r y  genres such as 

epics, e tc . ) .  A f u l l e r  i n q u i r y  i n t o  the fac tors  which condi t ion such 

d i s t r i b u t i o n a l  select ions w i l l  g ive  us a  deeper i n s i g h t  i n t o  the dynam- 

i c s  o f  t ha t  p a r t i c u l a r  system. The boundaries of the pe r t i nen t  assem- 

blage may o f  course be drawn however broadly o r  narrowly one may con- 

s ide r  su i tab le  -- hence the p o s s i b i l i t y  of s t y l i s t i c s  o f  Akkadian Wis- 

dom l i t e r a t u r e ,  o r  of the "Theodicy", o r  o f  a  s ing le  t a b l e t  o f  "Gilga- 

me$". I n  any case, we w i l l  be able t o  se t  s p e c i f i c  parameters w i t h i n  

an e x p l i c i t  system o f  analysis;  we w i l l  be able, especial ly,  t o  keep 

the d i f fe rent  l eve ls  of analysis r i go rous ly  d iscre te  one from the other, 

and on t h i s  very basis t o  a l low for  an e f f e c t i v e  co r re la t i on  o f  these 

same leve ls .  I n  t h i s  way s ty le ,  f a r  from being an i l l - d e f i n e d  limbo, 

can be assigned i t s  own very spec i f i c  place i n  the conf igurat ion o f  cu l -  

t u r a l  assemblages; and s t y l i s t i c  analysis, by a r t i c u l a t i n g  e x p l i c i t l y  

the modal i t ies  and condi t ions o f  t h i s  p a r t i c u l a r  cu l tu ra l  dimension, 

comes t o  p lay  a  unique and powerful r o l e  i n  our growing understanding 

o f  cu l ture .  
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