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Article

What'’s that Scary Sound?
Ambient Sound in Gothic Fiction

Svenja Guhr’
Mark Algee-Hewitt?

1. Institute of Linguistics and Literary Studies, Technical University of Darmstadt rsz, Darmstadt,
Germany.

2. English Department, Literary Lab, University of Stanford =z, Palo Alto, U.S.A..

Abstract. This paper presents an approach to operationalizing ambient sound as
a literary phenomenon. To illustrate the importance of the ambient soundscape
in literary studies, we both manually and automatically detect ambient sound
markers and use these annotations to analyze a sample of nineteenth-century
English novels and short stories. Our hypothesis is that descriptions of a story’s
ambient soundscape can be associated with specific genres, and is, for example,
a hallmark of Gothic novels. We use a classification approach based on a state-
of-the-art transfer learning algorithm and a domain-dependent fine-tuned BERT
model for English to automatically detect word-level sound indicators and
compare their occurrence over the course of the fiction and with a comparative
view on our corpus texts.

1. Introduction

“The rising blast sighed through the towering pines, which rose loftily
above Matilda’s head: the distant thunder, hoarse as the murmurs of the
grove, in indistinct echoes mingled with the hollow breeze; the scintillating
lightning flashed incessantly across her path, as Matilda, heeding not the
storm, advanced along the trackless forest. [...] The battling elements
paused: an uninterrupted silence, deep, dreadful as the silence of the
tomb, succeeded. Matilda heard a noise — footsteps were distinguishable,
and looking up, a flash of vivid lightning disclosed to her view the towering
form of Zastrozzi.” (Shelley, P. Zastrozzi; emphasis by authors)

Thunder, lightning, breezes, and echoes: Percy Shelley’s narrator describes the contesting
elements of nature that surround the protagonist Matilda in his Gothic novel Zastrozzi.
Through these representations of sensation, the reader vicariously shares Matilda’s
sensory experiences: seeing the lightning, hearing the thunder, feeling the breeze. Many
of these descriptions provide the basis for the soundscape of the scene.

In this paper, we explore the function of sound in literary fiction. Applying the field of
sound studies to literary analysis, we investigate the representation of ambient sound in
fiction with a focus on its use in 19™ century British Gothic novels and short stories.

In this paper, we adopt a capacious understanding of the Gothic: not just including the
central Gothic novels of the late 18 or early 19" century, but broadening our reach to
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Sound in the Gothic

include Gothic inflected fiction of the later 19™ century that make use of the tropes of
the genre. Our choice of corpus texts was, in part, guided by previous studies of the
Gothic, including the “writers of Gothic” mentioned in The Handbook of the Gothic edited
by Mulvey-Roberts (2009).

Our work proceeds from the hypothesis that detailed descriptions of the story’s ambient
soundscape (e.g., the growl of a wild animal, the creaking of a wooden floor) is a trope
of the Gothic and we pay particular attention to sounds at either end of the loudness
spectrum — from deep silence to loud screams and clashing thunder. This article offers
a new approach to operationalizing sound on the word level and introduces methods to
manually and automatically detect ambient sound markers in English literary prose.

Our approach is as follows: First, we offer insight into the subfield of literary sound
studies (see subsection 2.1), and discuss its utility in analyzing Gothic literature (see
subsection 2.2). We then describe our methods for operationalizing sound and detail
the method we used to analyze it, drawing from manually and automatically generated
annotations of a selected corpus of 19" century English novels and short stories. The
methods we adopt for the analysis of sound include a dictionary approach to define a
baseline for our analysis (see subsubsection 3.3.1) as well as a transfer learning approach
using the NEISS TEI Entity Enricher (Zollner et al. 2021) (see subsection 3.3). Our ability
to accurately detect sound words automatically is evaluated through comparisons
against manually annotated data. In section 4 and section 5, we examine sound references
across a corpus of novels and short stories with particular interest in passages with a
high density of sound words that contain particularly loud or low sound indications.
Opverall, our study contributes to the burgeoning research field of literary sound studies,
connecting it to a rising interest in the operationalization of sensual experiences as we

analyze sound in fictional prose using current distant reading methods.

2. Theoretical Background

21 Sound and Literary Studies

There is a great diversity of approaches towards sound in literary studies. On the
one hand, sound can be analyzed as it is actually produced during the oral recitation
of literary texts, where pronunciation, stress, pauses, speech rhythm can be studied
phonologically (Blohm et al. 2021). In their book chapter “Sound Shape and Sound
Effects of Literary Texts” as part of the Handbook of Empirical Literary Studies, Blohm
et al. (2021) describe such an empirical approach to sound in literature. They claim that
“reading a word automatically activates its abstract sound representation [...] referred
to as phonological recoding [...] of written text” and “experience[d] as an ‘inner voice””’
(Blohm et al. 2021, 11). On the other hand, onomatopoeia, alliterations and rhymes
within the text can be analyzed stylistically for the ways in which they form the sound
design of literary texts, shaping the flow of reading whether aloud or silent (Hinton
etal. 1995, 1-10).

Both of these approaches are reception-oriented and define sound as physical vibrations
that transmit information. In literary texts, however, a third type of analysis is made

possible by studying the representation of sounds, and their associated soundscapes,
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within the fictional world itself. We see this, for example, in Schafer (1994) who analyzes
diachronically changing soundscapes (composite of ‘sound’ and ‘landscape”). In addi-
tion to analyzing real world sonic environments as he did in his World Soundscape Project,
Schafer (1994) also reads soundscapes through literary texts, claiming that “writers of
fiction were reliable ‘earwitnesses” whose writings ‘constitute the best guide available

g

in the reconstruction of soundscapes past” ” (Schafer 1994, 9 in Snaith 2020, 20).

There have been numerous recent attempts in Literary Studies to analyze these fic-
tional soundscapes. These often focus on descriptions of sound which aid the reader’s
imaginative capacity for experiencing the fictional world. For audionarratologists, the
sound imagination is related to the reader’s own memories of described sounds that
“create the details of a storyworld in our heads [as] a ‘theatre of the mind”” (Verma
2012, Mildorf 2019, 297). Similarly, Picker (2003) analyzes sounds in English literature
through Dickens’s soundscape descriptions of his fictionalized London. More recent

examples can be found in the essay collection Literature and Sound (Snaith 2020).

The most apparent and easily accessible sounds in fiction, according to the soundscape
analysis of Doblin’s Alexanderplatz by Bernhart (2008, 61), are those that occur in di-
alogue. Character utterances and their descriptors are both the most frequent and
most explicit depictions of sound. Ambient sounds (e.g., those related to machinery or
nature) are less often explicitly mentioned (Bernhart 2008, 62). Depictions of sensory
experience evidence a hierarchy of sensation: descriptions of settings in literary texts
focus almost exclusively on sight, e.g., describing a landscape or a living-room. The
depiction of sound beyond dialogue is rare. Narrative seems focused on directing the
imaginative gaze of the reader’s eyes rather than directing the reader’s mental ear with
imaginative sounds (Smith 2015, 27-37). Nevertheless, the representation of sound can
play a crucial role in aiding the reader’s understanding and intuitive experience of a

narrative.

Narrative draws on a reader’s prior experience to supplement its descriptive techniques.
For example, in describing a train entering the station, the moving train is the focus;
however, the narrator’s description of the world is incomplete, relying on the reader’s
world knowledge to fill in the missing information about the furnishings of the station
building or the color and model of the arriving train. The description of the station’s
soundscape is often similarly omitted. When sounds are described, it is because they
differ from the expected soundscape. As an example, Bernhart (2008, 61-62) emphasizes
the sound of bells ringing in Déblin’s Alexanderplatz by giving an explicit description of
sounds that are not typically part of the reader’s default experience of the setting.

2.2 Sound in Gothic Fiction

In Gothic fiction, readers are often placed in unfamiliar, or uncanny, settings that deviate
from the default. In its “decaying Gothic castles, ruined chapels, underground passages,
dark forests and ghostly groaning” and for its “[s]hocks, supernatural incidents and
superstitious beliefs”, all of which “promote a sense of sublime awe and wonder [...]
entwined with fear and elevated imaginations” (Botting 1996, 29, 46), the Gothic sets
itself apart from the realistic literature of the 19th century in favor of the sensational,
fantastic, and the uncanny (Bacon 2018, 1, Hurley 2002, 191).
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Stylistically, Gothic novels deploy a vocabulary of mystery, uncertainty, terror, horror,
fear, and “hyperbolic language [...] [which] attempts to create a brooding, suspenseful
atmosphere” (Hurley 2002, 191). In addition to its ‘ghosts’, “phantoms’, and ‘wretches’,
depictions of non-human behavior, supernatural forces, or inexplicable events as in

quotation (1) work to create the sensation of mystery:

(1) “As I said this I suddenly beheld the figure of a man, at some distance,
advancing towards me with superhuman speed. He bounded over the
crevices in the ice, among which I had walked with caution; his stature, also,
as he approached, seemed to exceed that of man.” (Shelley Frankenstein;

emphasis by authors)

Such uncertainty is enhanced by the conditional phrases and questions (rhetorical
or actual) voiced by characters (“I figured to myself”, “I wondered if”, “he might”).
Characters, and by extension, readers, often seek to alleviate this uncertainty by paying

attention to details in their environment, as in quotation (2).

(2) “I preternaturally listened; I figured to myself what might portentously
be; I wondered if his bed were also empty and he too were secretly at watch.
It was a deep, soundless minute, at the end of which my impulse failed.

He was quiet; he might be innocent; the risk was hideous; I turned away.’
(James The Turn of the Screw; emphasis by authors)

In addition to their environmental details, Gothic texts also build their fictional worlds
through the depiction of “emotions [...] by detailing the protagonist’s thoughts and
feelings” (Ellis 2000, 9) as well as through sensory experiences described by the narrator

(sight, smell, taste, touch, hearing) as in quotation (3).

(3) “In a few minutes after, I heard the creaking of my door, as if some
one endeavoured to open it softly. I trembled from head to foot; I felt a
presentiment of who it was and wished to rouse one of the peasants who
dwelt in a cottage not far from mine; but I was overcome by the sensation of
helplessness, so often felt in frightful dreams, when you in vain endeavour to
fly from an impending danger, and was rooted to the spot. Presently I heard
the sound of footsteps along the passage; the door opened, and the wretch
whom I dreaded appeared.” (Shelley Frankenstein; emphasis by authors)

Quotation (3) gives just one instance of the importance of auditory descriptions in the
Gothic. In his monograph on Gothic Voices: The Vococentric Soundworld of Gothic Writing,
Foley (2023) discusses how the Gothic atmosphere relies on the soundscape to generate
horror or suspense: “creaking floorboards, howling winds and thunder rolling are just
some of the acoustic motifs that alert us to a Gothic atmosphere” (Foley 2023, 1).

Mysterious sounds and deep silences frequently occur within the Gothic soundscape
(Glotova 2021, 1), and are represented through hearing events® that can be signaled

by the verbs ‘listen’ or ‘hear’ as in quotation (3) or by sound words as ‘scream’, ‘burst’,

‘cry’, ‘yell’, in quotation (4).

1. By using the term ‘event’ for narratological segments, we refer to the event I definition by Hithn (2013),
Gius and Vauth (2022, 3): “event I is any change of state and thus a general type of event without further
requirements”.
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(4) “A terrible scream — a prolonged yell of horror and anguish — burst out
of the silence of the moor. That frightful cry turned the blood to ice in my
veins.” (Doyle The Hound of the Baskervilles; emphasis by authors)

In quotation (4), we can also observe an oscillation between especially loud and quiet
sound descriptions that echoes Hurley (2002, 9)’s observation of Gothic fiction’s contin-
uous “confrontations between the low and the high [...] [or] other opposed conditions
—including life/death, natural/supernatural, ancient/modern, realistic/artificial, and
unconscious/conscious”.

Later in this paper, we will show that Gothic texts often depict extended periods of silence
which are interrupted by sudden, often loud, sounds (see subsection 5.1). Quotation
(5) offers an overview of these Gothic representational tropes functioning together:

(5) “It’s eleven o’clock striking by the bell of Saint Paul’s. Listen and you'll
hear all the bells in the city jangling. Both sit silent, listening to the metal
voices, near and distant, resounding from towers of various heights, in
tones more various than their situations. When these at length cease, all
seems more mysterious and quiet than before. One disagreeable result of
whispering is that it seems to evoke an atmosphere of silence, haunted by
the ghosts of sound, strange cracks and tickings, the rustling of garments
that have no substance in them, and the tread of dreadful feet that would
leave no mark on the sea-sand or the winter snow. So sensitive the two
friends happen to be that the air is full of these phantoms, and the two look
over their shoulders by one consent to see that the door is shut.” (Dickens
Bleak House; emphasis by authors)

VZa7i

The sensory experiences of the two characters are described (“listen/ing”, “see”, “look”).
Known (“bell of Saint Paul’s”) and unknown (“strange cracks”) sounds interrupt the
silent ambiance of the city scene (“atmosphere of silence”). A vocabulary of mystery

(“mysterious”, “ghosts”, “phantoms”) triggers an atmosphere of uncertainty (“seems”

and fear, prompting the reader’s desire to know what happens next.

Our analysis will focus on these represented sounds as we show how their operational-
ization, through the systematic annotation and automated detection of sound indicators,

can reveal new facets of the soundscape of the Gothic.

3. Method

Traditionally, research on sound in fiction has relied on close-reading. In our article, we
present a distant reading approach as an alternative that can access disparate elements
of a soundscape that are invisible to even the most careful reader. Our analysis of
ambient sound is based on a corpus of 19" century literary texts. We analyzed this
corpus through a combination of standard computational literary studies methods,
namely manual and semi-manual annotation (Horstmann 2020) as well as automated
annotation using a Transfer Learning Named Entity Recognition approach (Zollner et al.
2021) evaluated on manually annotated data.
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Property number
Number of texts 55
Number of texts labeled as Gothic/Gothic-themed 30
Other 19 century British fictional prose texts 25
Number of texts written by female authors 20
Number of texts written by male authors 35
Shortest text (in words) 988
Longest text (in words) 348,079
Texts manually sound annotated 14
Texts dictionary-based sound annotated (corrected false positives) 7
Texts automatically annotated for sound 36

Table 1: Corpus Description.

Genre
M Gothic
M Other

350K
300K

250K

200K
150K
100K
ol il II““ ‘ ,

Figure 1: Length of the corpus texts with different colors for Gothic or other genre texts.

Length

3.1 The Research Corpus

For our corpus, we selected 55 texts of different length (short stories, novellas and novels)
based on a selection of 30 English novels and short stories that were, i.a., mentioned in
The Handbook of the Gothic (Mulvey-Roberts 2009) and supplemented by 25 canonical
works of 19 century English fiction.

The corpus texts (original texts as well as in-line sound annotated texts) are accessible
as plain TXT files (in UTF-8) and XML files with TEI annotations (TEI Consortium
2022). Additionally, we provide a metadata table containing information on, e.g., text
name, author name, author gender, publication year, text length in words, file names,
annotation status, and more). For some statistical information about the corpus, see
Table 1.

3.2 Operationalizing Ambient Sound

To operationalize the phenomenon of ambient sound in literature, we adopted the

proven procedure of reflective text analysis of Pichler and Reiter (2020). Through an
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iterative manual approach, we systematically annotated ambient sound at the word

level, as a lexical unit.

We distinguished between implicit and explicit sound indicators. Explicit sound descrip-
tions are concrete: there is detailed information about the sound present in a scene which
is represented through a semantically loaded sound word. Implicit sound description
relies on the reader’s interpretation of a description of an event. For example:

a) Implicit Sound Description:

(6) “The train is entering the station.”

As experienced readers who have heard a train entering a station, we know that the
arrival of the train is noisy. Nevertheless, in this sentence, no sound is annotated because
it is not explicitly described with a lexical unit.

b) Explicit Sound Description:

The lexical unit becomes an explicit sound description when, for example, the action
verb ‘enter’ is exchanged for the sound-indicating verb ‘rattle’, as in the sentence:

(7) “The train rattles into the station.”

The rattling sound of the arriving train is explicitly indicated through the text’s vocab-
ulary such that the sound can be attached to a lexical unit — here the verb ‘rattle’. We
consider this word an annotation unit. An annotation in TEI would be:

(8) “The train <sound>rattles</sound> into the station.”

Particular Annotation Cases

Human sounds can also be part of the ambient soundscape. This is the case, for example,
when the scream of a woman is depicted, or when the sound of a crowd singing or
rumbling is mentioned. In these cases, the human-made sound is not explicitly com-
municating information through language: It does not convey a verbal message of an
identifiable speaker to a specific addressee.

Some ambient sound depictions are not annotated. For example, sound descriptions
referring to iterative events, generalizations and regularities, or references to sounds
realized in the past are not included into the annotation (e.g., “the bells always ring
at noon time” (generalization, regularity), “they often sang the Requiem at funeral
services” (regularity, past). Here ‘ring’ and ‘sang’ do not indicate a represented sound in
a particular scene). Consequently, only sounds that can be diegetically related to events
in the fiction were tagged. This also excludes negated sounds (e.g., “the bell did not
ring today”), as well as the articulation of wishes and conditional statements (e.g., “Oh,
that some encouraging voice would answer in the affirmative!” (Shelley Frankenstein)).
The situation is different, however, for often explicitly described silence (e.g., “there
was a peaceful silence over the misty morning landscape”). Generally, silence is treated
as absence of loud sounds resulting in a calm soundscape. Our decision to tag these
passages does not mean that we simply felt that there were no sounds: rather the
language of text flags the complete absence of sounds by referring explicitly to silence
or to sounds that occur at an imperceptible volume.

Manual Annotation
On the basis of this method for operationalizing ambient sound, we formulated annota-
tion guidelines for the manual annotation of ca. 25% of our corpus. Three annotators

JCLS 2 (1), 2023, 10.48692/jcls.3583 7
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VTJOHBDPOEJUJPOBM SBOEPN aFME BMBAPRZIUINO'd O E FUWBLWF
UIFNPEFM PONBOVBMMZBOOPUBUFE EBUB 4DIVNBDIFS

3FDFOUBQQSPBDIFTUP FOUJUZ EF & FDIBIEP*R VTR U FEOWRIDEBS F
FUBM UP aOF UVOF QSF USBJOFE NPEFMT XJUINBOVBM BOOF

#BTFEPOBUSBOTGFS MFBSOJBHQBRBDI FUIBMPPM QS
BDDFTT UP MBSHF TDBMF MB @B EFBFHDNURPOBMMIOFBFRAFS 3FQS
5SBOTGPSNFBED#&BES DVNHIHIOH IBEWMIO FUBMJIOH UIJT NFUIPE
'M@1 BOE -FNLF XFSFBCMF UP SFDPHOJ[F OBNFE FOUJUJFT .
MFUUFST GSBNOEFPEDFOUVSZ

*OPVS TUVEZ XFVTFE UIF QSF USBJOFE #&35 NPEEFMAOSPW.
/548& PSJHJOBMMZ UIF &OHMJTC MBO I€\BH & BDXPHRIEMH 9BBW M J O
FUBM BOE aOF UVOFE JU XJUIPVSNBOVBM BOOPUBUJPOTPG
TVCTFDUJPG UIF QSFEJDUJPO TUFQ UIFTPGUXBSFUBLFTBC
9.- GPSNBUBTJOQVUBOEBVUPNBUJDBMMZ BOOPUBUFT JU
,&/ TPVOE

"GUFS FBDIPG aWFUSBJOJOH SPVOE FWBMVBUJPOT XF BEB
EJEFSFOU DPNCJOBUJPOT PG NBOVBMMZ TPVOE BOOPUBUF
USVUICVIMEZOHIFOUSBJOJOH EBUB XBT TQMJU JOUP USBJO
EBUB 'VSUIFSNPSF POFSREMWBOIUBSHA WG #Z 4AFOUFODFt PQ
USBJOBOE FWBMVBUF UIFQFSGPSNBODF PG UIFUSBJOFE F
UFYUUZQF OPWFMPS TIPSUTUPSZ VTJOHTFOUFODF CZ T
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1SFTVNBCMZ BTFUPGNFBOJOHGVM TFHNFOUT MJLF FWFOUT
GPSTIVIJOHPWFSUIFEBUBUIBOTIVIJOHTFOUFODPKFANFSGF
TvDI BVUPNBUJD TFHNFOUBUJPO JT OPU ZFU BEWBODFE FO
TPGUXBSFUSBJOJOH QSPDFTT FH ;FIFFUBM

$PNCJOJOHUIF %JDUJPOBSZ"QQSPBDI XJUIUIF"VUPNBUJD 1
"TXFTBXJOUIFUSBJOJOHTUFQ UIFQSFEJDUJPO QFSGPSNB
GPSTIPSU SPTF XJUIUIFBNPVOUPGUSBJOJOHEBUB IPXFWF
BDPTUMZ UBTL (VIS BO&E(UVYASFGPSFJOUFHSBUFE PVS EJDUJI
BJEJOHFOFSBUJOHOFXUSBJOJOHEBUB XFaSTUDBMDVMBUF
FBDIUFYUJOUIFDPSQVTBOEUIFOXFTFMFDUFETFWFO BEEJU
PGTPVOE XPSET GPSBOOPUBUJPO 8FOFYUVTFEPVS EJDUJP(
UFYUTTVERVCTFDUBROXE NBOVBMMZ DPSSFDUFE UIF SFTVMU
SFNPWJOHGBMTF QPTJUJWFT

51SPVHIBO FSSPSBOBMZTJT PG UIFTFTFNJ BVUPNBUJDBMMZ
UIFGPMMPXJOHHSPVQT PG GBMTF QPTJUJWFT

JVNBO DPNNVOJDBUJPO UIBUJTOPUFYQMJDJUMZ OPO W
sDSZJOH UP HFU GSFFt

4PVOE SFMBUFEUPIVNBODPNNVOJDBUJPO sMPVEFS WP

4PVOET SFMBUFEUP IVNBO DPNNVOJDBUJPO UIBU XFSF F
s#VU XIJMF TIFIFTJUBUFE XIBUUPEP TIFIFBSEB TPVOE
EPPS SFRVFTUJOH BENJTTJPOt *OUIJT TBNQMF JUJTV
TIPVMECFBOOPUBUFEBTDPNNVOJDBUJPO HIWFO UIF B
XIPTBZT JU

"DDFQUBCMF BOOPUBUJPOTNJTTFECZIVNBO BOOPUBUP
SUSBNQMFEtJT DPNQBSBCMF UP sTUBNQJOHt

"EKFDUJWFT BOE BEWFSCTUIBUJOEJDBUF QSPQFSUJFTF
s" TPVOE QJFSDJOH TPVOE TPVOE TISJFL TPVOE PG
CVSTU TPVOE GSPN NFt *O UIF TBNQMF sQJFSDJOH
CVU DPVME CF BOOPUBUFE BT TPVOE JOEJDBUJOH QSP
UP EJTUJOHVJITI CFUXFFO QSPQFSUJFT SFMBUJOH UP
OBNFMZ sMPVEt sDBMNt BOE KVEHNFOUBM QSPQFS
UJPO UP UIF QSPQFSUZ PG B TPVOE MJLF sCFBVUJGVMt
JOEJDBUFT UIF QFSDFQUJPO PG B HIWFO OBSSBUJWF
UIF BOOPUBUJPO HVJEFMJOFT XF FYQMJDJUMZ FYDI
QSPQFSUJFT

/I[FHBUFE TPVOET sTIFIFBWFE OPUPOF TJHIt

JZQPUIFUJDBM TPVOE TVCKVODUJWFT XJTIFT
s* NJHIUIBWFDSJFE CVU*EJEOrU t s* HVFTT TIF XJMM D

4PVOETJOUIFQBTU s-BTUOJHIU *IFBSE B XPNBO TDSFBI
IPMZTFENZ gqSJOHrUIBUDBO FJUIFSCFUIFTPVOEPGBCF

#Z GPDVTJOH PO UIFDPSSFDUJPO PG GBMTFQPTJUJWFT JO E
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BCMFUP SFEVDFUIFMBCPS PG NBOVBMBOOPUBUJPO XIJMF TL
TFUPGUSVFQPTIJUIJWFT

"EEJOHUIFTFTFNJ BOOPUBUFEUFYUTUPUIFUSBJOJOH TFU
UIFTOQMJU FWBMVBUJPO TFU BBEVMP IBEFQFON TFU BBE 5¢
TFU XJUI NBOVBMMZ BOE TFNJ BVUPNBUJDBMMZ BOOPUB
CFTUSFTVMUTPOUIFTQMJU FWBMVBUJPO TFU & ' BT XF
TF¥FBCMF)PXFWFS UIFBEEJUJPO PG UXP BEEJUJPOBM TIPSU
TFU EJEOPUJIJNQSPWFUIFFWBMVBUJPO SFTVMUT BOE TP XF
EBUB UPPVSDPSQVT

&WBMVBUJPO PG UIF "VUPSBBWB WYBRIDWIHF@ESFEIJDUJPOT XI
WJEFE FWBMVBUJP Q& QUIPERPGWXBSF OBNFMZ UIF TFRVFC
FWBMVBUJPO FOUJUZ XJTF' TDHAFRREBMBTEFEBMNFXKNPSL CZ
SPOTBO XIJDIsFWBMVBUFTBDPNQMFUF FOUJUZBT USVF
CFMPOHJOHUPUIFFOUJUZBSFDPSSFDUt JODPNQBSJTPO U
XJTF' TDPSF 5' IFSFKVTUQgQ'r ;OMM@FSRIUMBMHUIF & ' TI
JTFTQFDJBMMZVTFGVM XIFOMPPLJOHBU FOUJUJFT UIBU DP(
TPVOE FWFOU sTIF TPVOE TDSFBNFEPVU TPVOE t

6TIJOHUIJT GSBNFXPSL XFDBMDVMBUFEUIF& ' TDPSFaSTUP
QBSUPGUIFTQMJUUSBJOJOHTFU BOETFDPOEPOUIFDIPTF
QSFDJTJPO SFDBMM BOE UPLFO XJTF' TDPSBGHWMECVSUIF
DPNQBSJTPO UPUIFEJDUIJPDOBGEZBOITORBIPIODPSF QFSGPSNB
JNQSPWFE CZ VTJOHUIJT NFUIPE -PPLJOHBUUIF' TDPSF
UJPOTPGUSBJOJOHTFU BOE JUJTJOUFSFTUJOHUPOPUFU
USBJOJOHTFU SFDFIJWFEBMPXFS & ' TDPSFPOUIFTQMJUFW
POUIFJOEFQFOEFOUUFTUTFU S5IJTDPOUSBEJDUJPO CFUX
NPEFM PWFSBMM BOE JUT MPXFS QFSGPSNBODF PO UIFTQMJL
UIFTFNJ NBOVBMMZBOOPUBUFE UFYUT XIJDI BBCWWM DPOUB
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&SSPS"OBMZTJTPGUIF"VUPNBUJD 1SFEJDUJPO
-PPLIJIOHBUUIFGBMTF QPTJUJWFTBOE GBMTF OFHBUJWFT U

JE

FOUJaFE XJUIUIFFSSPSTIJHIMJHIUFEJOCPMEJO UIF TBNR

3FGFSFODFTUPBO FWFOUUIBUIBQQFOFEJOUIFQBTU FT
TBNQMF QBTTBIHFR &EBPW (PEZI'B@ IVS .BDIFO s:PV NVTU SF
CFS 7JMMJFST UIBU*IBWFTFFO UIJT XPNBO JO UIF PSE
TPDJFUZ UBMIRNOMHEBRBEVHIJOH TBROMOEIQQIJOHIFS DPéEF
DPNNPOQMBDF ESBXJOH SPPN XJUIDPNNPOQMBDF QFPQN
EFTDSJCFEJT OPUQBSUPGUIFBDUVBMTDFOF CVUB SFQ
JGIJUBEETUPUIFTPVOETDBQF PG UIF OPWFM PWFSBMM
TDFOFJO XIJDIUIFFWFOUJT SFQPSUFE

(FOFSBMJ[BUJPOT BOE TPVOE EFTDSJQUJPOT JO OPO T
QPTJUJWFTJOUIF GPMMPXJOHKNBBIQMWR@BIIMHT % S[PINF (
SOOF EJTBHSFFBCMEF SFTVMU PG XIJTQFSJOH JT UIBU JU TF
TPVOE TIMFODF TRPWOEFE CZ UIF HIPMOE FBVOE TPVOE
vVTUSBOHF DSBDLT BOERM®E JSOHTUMIPHP GR\BSE FOUT UIE
IBWF OP TVCTUBODFJOUIFN BOEUIFUSFBEPGESFBEGVM
POUIFTFB TBOEPSUIF XJOUFSTOPX t5IFTFBOOPUBUJI
UIFNPEFM UP TPVOE EFTDSJQUJPOT FWFO XIFOUIFTE TPV
DPOUFYU NVDIMJLFUIFHFOFSBMJ[BUJPOTJO UIFOPO 1
QBTTBHF

/[FHBUJPO PG TPVOE UIBUJT OPUUBLFO JOUP BDDPVOU
OFHBUFETPVOETIPVME OPUCFBOOPUBUFE BT sUIF XJOE
FWFS OFHBUJPO DBOCFJOUFSQSFUFEBTBOJNQMJDJU .
BCTFODFPGTPVOE BTJOUIJTTBNQMF QBTTBHFBEZPN .B¢
"VEMFZrT 46DFSFFUXBTRPWOE TPVOE TERWOBRJIF TPVOE bBQ
QJOH TPVOE PGUIFIJWZ MFBWFTBHBJOTUUIFHMBTT UIF
BOEUIFTUFBEZ TPVOE UJDLJOH TPVOE PG UIFDMPDL t

3IFUPSIJDBM VTFPGBTPVOEFWFOUBTBNFBOTPGDPNQBS
PG UIF RVIFUBUNPTQIFSFPVUTJEF UP UIF sSRVJFUBGUF
UIFGPMMPXJOH TBNQMFFQBFBRHPIESB®N IVS .BDIFO )FSF
SsRVIJFUt BOE sTUPSNtBSF GBMTF QPTJUJWFT BDDPSEJO
s5IF TPVOE OPJTF TPVOE BOE TPVOE DMBNPVS TPVOE
TPVOE EJFE TPVOE BXBZ UIPVHIOPXBOEUIFOUIF TPVO
PG TPVOE TIPVUJOH TPVOE TUJMMDBNF GSPNUIF EJTU
TPVOE TIMFODF TPVOE TFFRVEBMRVEBUF TBBOES BO
FBSUIRVBLFPSOE TUPSN TPM®BEBIIJFST UVSOFE GSPNUIF X
CFHBO TQFBLJOH t

3IFUPSJDBM VTF PG TPVOE XPSETBT NFUBQIPSTBT JO UI|
GSPNF 8JOHT 0G 5Z%PWFZ +BNFT s.ST 4USJOHIBN XBT
HSPVOEPGUISIMMFE SFDPHOBUJIBSTD TINMBAMODNE TPVOE FDI
TPVOEPGBQBTUXIJDITIFLFQUJOB XFMM UIVNCFEDBTF
PGBTQSJOHBOEFYQPTVSFUPUIFBJS TUIJMMTIPXFEJUTF
XBUDI t*UJTINQPSUBOUUPPCTFSWFUIBUDPNNPO NFUBC
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WFSCTMIJLFsUJDLJOHtJO UIFFYBNQMF XFSFDPSSFDUMZ
XIIJMFMFTT DPNNPO NFUBQIPST MJLF UIFSTIBSQ FDIPFTP
BTPVOEFWFOU JHOPSJOHUIFIJS NFUBQIPSJDBM OBUVS
XIFUIFSUIFGBMTF QPTJUJWF BOOPUBUJPO PG NFUBQIPS
EBUB

*NQPSUBOUMZ UIFFSSPSTJOBVUPNBUJD QSFEJDUJPO DPS
UFSFE JO NBOVBM BOOPUBUJPO CZIVNBO SFBE/RKRB®F DBO
QSPBDIJT NPSFTFOTJUJWF UIBO NBOVBM BOOPUBUJPO BOE
UulBUBSFTUJMM SFMBUFEUP TPVOET TVDIBTEFTDSJCFE TPV
OBSSBUJPO UIBU BSF TINQMZ OPU QBSU PG UIF aDUJPOBM
JOUIF aDUJPO CVU HFOFSBMJ[BUJPOT PS SFQPSUT PG B TF
NFOU JO UIF aDUJPO

"GUFS DPNQMFUJOHUIFUSBJOJOHBOE TFMFDUJOH UIF NPEI
NBODFBDDPSEJOHUPUIFFWBMVBUJPO XFVTFEUIF NPEFM
BOOPUBUF UIF SFNBJOJOHUFYUTJO UIFDPSQVT

O, WE|"-"35DN 6D 3+ 0D|+ 6 3EsSa
5P DPNQBSFUIFVTFPGTPVOE XPSETBDSPTT TFWFSBMUFYUT

BUFYUrTTPVOE XPSEEFOTJUZ S5IJTNFBTVSFNFOU XBT EFWHF
XPSLUPGPDVTPODIBSBDUFSTPVOETBOEXBTCBTFEPODPNQI

5|lFDBMDVMBUJPO OPSNBMJ[FTPDDVSSFODFTPWFSUFYUMFO
XPSHXITEJWJEFECZUIFUPUBMOB/OERNS G IPMFOE CZ 4PV(
EFOTJWXZETDPSFT DBO ChB®MBEEEBC MBFOE WJTVBMHY EBOE
'JHVSF

6TIJOH TXENFBTVSFNFOUT XF DBODPNQBSFUIFUFOEFODZ |
CFUXFFO FH UFYUTPGEJEFSFOUQFSJPET HFOSFT PSBVU
NFOUDBOBMTPCFVTFEUPDPNQBSFJOEJWIJEVBM TFHNFOUT

5PBEESFTTBQPTTJCMF CJBT EVFUP EJEFSFOUUFYU MFOHU

XJOEPX BQQSPBDI XJUI XJOEPXT PG UPLFOT 'PS FBDI X.
OVNCFS PG TPVOE XPSETBOE UIFOUPPLUIF BWFSBHF PG BN
TPVOE XPSE 5IVT XFFYDMVEFE UIF UPLFO XJOEPXT XJlU

JOPSEFS UP NBLF OPWFM MFOHUIUFYUTBOE TIPSU TUPSJF
IZQPUIFTJTUIBU OPWFMTDPOUBJO MPOHFS QBTTBHFT XJUIP\
CIJBTJOHPVSTXEDBMDVMBUJPO S5IFSFTVMIHVEEGE TIBX BQQ
BMNPTU OP EJEFSFODF GSPNUIFSFTVMUT XFPCUBJOFE GSPN
TMJEJOH XJOEPXUPBEESFTT UIF EJEHYRBHO B FNYU WESOHQRPT JUP
#BTFE PO PVS BOBMZTJT TPVOE XPSEEFOTJUZJT OPU DP NC(
5Z2QF 5PLFO 3BUJP XIJDIDBOCFDBMDVMBUFECZUIFTMJEJO
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