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Closing Statement: Linguistics and Poctics

ROMAN JAKOBSON

Fortunately, scholarly and political confcrences have nothingin common.
The success of a political convention depends on the peneral agreement
of the majority or totality of its participants. The use of votes and vetocs,
however, is alicn to scholarly discussion where disagreement generally
proves to be more productive than agreement. Disagreement discloses
antinomics and tensions within the ficld discussed and calls for novel
exploration. Not political confcrences but rather exploratory activitics in
Antarctica preseat an analogy to scholarly meetings: international experts
in various disciplines attempt to map an unknown region and find out
where the greatest obstacles far the cxplorer are, the insurmountable peaks-
and precipices. Such a mapping secms to have been the chicf task of our
conference, and in this respect its work has been quitc successful. Have we
not realized what problems are the most crucial and the most contro-
versial? Have we not also learncd how to switch our codes, what terms to
expound or cven Lo avoid in orler to prevent misunderstandings with
people using dilferent departmental jargon? Such guestions, [ believe. for
most of the members of this conference, if not for all of them, are some-
what clearcr today than they were three days ago.

| have been asked for summary remarks about poetics in its relation to
linguistics. Poctics deals primarily with the question, What makes a
verhal message a work of art? Becausc the main subject of poetics is the
differentia specifica of verbat art in rclation to other arts and in relation (o
other kinds of verbal behavior, poetics is entitled Yo the leading place in
jitcrary studics.

Poctics deals with prohlems of verbal structure, just as the analysis of
painting is concerned with pictorial structure. Since linguistics is the
global science of verbal structure, poetics may be regarded as an integral
part of linguistics.

Arguments against such a claim must be thoroughly discussed. It is
evident that many devices studicd by poetics arc not conlined to verbal
art. We can refer to the possibility of transposing Wuthering Heights into
a motion picture, medieval legends into frescoes and miniatures, or
L'aprés-ntidi d'un Sfaune into music, balict, and graphic art. However
ludicrous may appear the idea of the Jiad and Odyssey in comics, certain
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structural features of their plot are preserved despite the disappearance
of their verbal shape. The question whether Blake's illustrations 1o the
Divina Commedia are or are not adequate is a proofl that different arts are -
comparable. The problems of baroque or any other historical style
transgress the frame of a single art. When handling the surrealistic
metaphor, we could hardly pass by Max Ernst’s pictures or Luis Buiiucls
films, The Andalusion Dog and The Golden Age. In short, many poetic

_features belong not only to the scicnce of language but to the whole

theory of signs, that is, to general scmiotics. This statement, however, is
valid not only for verbal art but also for all varicties of language since
language shares many propertics with some other systems of signs or cven
with all of them (pansemiotic features).

Likewisc a second objection contains nothing that would be specific for
literature:  the question of relations between the word and the world
concerns not only verbal art but actuaily all kinds of discourse. Linguistics
is likely to explore all possible problems of relation between discourse and
the “universe of discourse™: what of this universe is verbalized by a given
discourse and how is it verbalized. The truth values, however, as far as
they arc—to say with the logicians—""extralinguistic entitics,” obviously
exceed the bounds of poetics and of linguistics in general.

Sometimes we hear that poctics, in contradistinction to linguistics, is
concerned with evaluation. This scparation of the two ficlds from each
other is bascd on a current but ¢rroncous interpretation of the contrast
between the structure of poetry and other types of verbal structure: the
latter are said (o be opposed by their “casual,” designless nature to the
“noncasual,” purposclful character of poctic language. In point of Mact, any |
verbal behavior is goal-directed, but the aims arc different and the con-
formity of the means used to the effect aimed at is 2 problem that evermore
preoccupics inguirers into the diverse kinds of verbal communication.|
There is a close correspondence, much closer than crilics believe, between!
the question of linguistic phenomena expanding in space and time and the -
spatial and temporal spread of literary models. Even such discontinuous
expansion as the resurrection of neglected or forgotien poets—Tor instance,
the posthumous discovery and subscquent canonization of Gerard Manley
Hopkins (d. 1889), the tardy fame of Lautréamont {(d. {870) among
surrcalist poets, and the salient influence of the hitherto ignored Cyprian
Norwid (d. 1883) on Polish modern poetry—find a parallel in the history
of standard languages which are prone to revive outdated models, some-
times long forgotten, as was the case in literary Czech which toward the
beginning of the ninctcenth century leaned to sixteenth-century models.

Unfortunately the terminological confusion of “literary studies” with
“eriticism” tempts the student of literature to replace the description of
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the intrinsic values of a literary work by a subjective, consorious verdict.
The label “literary critic” applied to an investigator of !itcrmu:"c islzls
erroncous as “grammatical (or lexical) eritic”™ would be applicd to a Imgnl‘.\l.
Syntactic and morphologic rescarch cannot he supplf'ujlcd by a normative
grammar, and likewise no manifesto, Toisting a cpuc's own tastc.s a.nd
opinions on creative literature, may act as suhsi'uulc for an ol?}ccnvc
scholarly analysis of verbal art. This statement 15 not to be n'mlukcn
for 1he quictist peinciple of fgisses faire; any verbal cul.lurc involves
programmatic, planning, normative undcuvor?. Ypl w.h_v.' is a clear-cut
discrimination made belween pure and applicd Iimguistics or lj(:.l\.vcc|1
phanctics and orthoépy bul nat hetween literary \;l.udics :nu! Cf!{llCl\‘l‘.H'.’

Literary studies, with poetics as their focal portion. consist ke [Hjl-
guistics of twoscts of problems: synchirony and diachrony. Thr:s.ynchromc
description envisages not only the Titerary production of any piven stage
but also that part of the literary tradition which for the stage in question
has remained vital or has been revived. Thus, for instance, Shakespearc on
the one hand and Donne, Marvell, Keats. and Emily Dickinson on the
other are expericnced by the present English poctic world, \‘\'hcrcns the
works of James Thomsen and Longfellow, for the time being, do not
helong to viable artistic values. The scleetion of classics and l']l\’.“lr Feinter-
pretation by a novel trend is @ substantial problem of sy.nchromc literary
studics. Synchronic poctics, like synchronic linguistics, 1s not to l.wc con-
Tuscd with statics; any stage discriminates between more conservative m.\d
more innovatory forms. Any conlemporary stage is experienced in s
temporai dynamics, and, on the other hand, the hisl(?ruz:al approach both
in poctics and in linguistics is concerned not onty with changes but :1!50
with continuous, cnduring, static factors, A thoroughly comprcliwnswc
historical poctics or history of language is a supersiructure 1o be built on a
serics of successive synchronic descriptions.

Insistence on keeping poctics apart from Tinguistics is warranted only
when the ficld of linguistics appears to he illicitly restricted. for example,
when the sentence is viewed by some linguists as the highest analyzable
construction or when the scope of linguistics is confined to grammar alone
or uniquely lo nonsemantic questions of external Form.or 1o the inventory
of denotative devices with no reference to free variations. Voegelin has
clearly pointed out the two most important and related pro.b!cms \\l\ic}\
face structural linguistics, namely, a revision of “the monol_:l]nc hypothesis
of language™ and a concern with “the interdependence of dwcrsc structures
within one language.” No doubt, for any speech community. for any
speaker, there exists a unity of language, but this over-all code represents a
system of interconneeted subcodes] each larfgungc CRCompasses 5C\*Frul
concurrent patterns which are each characterized by a diflerent function.
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Obviously we must agree with Sapir that, on the whole, “ideation reigns
supreme in linguage ... (348}, but this supremacy does not authorize
linguistics to disregurd the “sccondary factors.” The emotive elements of -
speech which, as Joos is prone to belicve, cannot be described “with a
finite number of absolute categorics,” are classified by him "as non-
linguistic clements of the real world.” Hence, “for us they remain vague,
protcan, HQuctuating phenomena,”™ he concludes, “which we refuse to
tolerate in our science™ (218). Joos is indeed a brilliant expert in reduction
experiments, and his cmphatic requircment for an “expulsion™ of the
cmotive clements “fram linguistic science™ is a radical experiment in
reduction—redictio ad absurdun,

Language must be investigated in all the varicty of its functions,  Before
discussing the poctic Tunction we must define its place among the other
functions of lunguage. An outline of these functions demands a concise
survey of the constitutive factors in any speech event, in any act of verbal
communiciation, The ADDRESSER sends 2 MESSAGE to the ADDRESSEE. To be
operalive the incssage requires a CONTEXT referred to (“referent” in another,
somewhat ambiguous, nomencliture), scizable by the addressce, and
either verbal or capable of being verbalized; a cong fully, or at least
partially, common to the addresser and addressce (or in other words, to
the encoder and decoder of the message); and, finally, a contacT, 2
physical channel and psychological connection between the addresser and
the addressee, enabling both of them to enter and stay in communication.
All these factors inalicnably involved in verbal communication may be
schematized as follows: '

CONTEXT

MESSAGE
CONTACT
CODE

ADDRESSER - ADDRESSEE

Each of these six factors determines a dilferent function of language.
Although we distinguish six basic aspects of language. we could, however,
hardly find verbal messages that would fulfill only onc function. The
diversity lics not in a monopoly of some one of these several functions but
in a dilferent hierarchical order of functions. The verbal structure of a
message depends primarily on the predonunant function. But even though
a set { Einsiellung} toward the referent, an oricntation toward the CONTEXT
~—bricfly the so-called REFERENTIAL, ““denotative,” *“cognitive” function—
is the leading task of numerous messages, the accessory participation of the
other [unctions in such messages must be taken into account by the
observant linguist.
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The so-called FMOTIVE or “expressive” function, focused on the
ADDRESSER, aims a direct expression of the speaker’s attitude toward what
he is speaking about. Tt tends to produce an impression of a certain emo-
tion whether true or feigned; .therefore, the term “emotive,” launched and
advocated by Marty (269) has proved to be preferable to “emotional.”
The purcly emotive stratum in language is presented by the interjections.
They difier from the means of referential language both by their sound
paticrn {peculiar sound sequences or cven sounds clsewhere unusual)
and by their syntactic role (thcy are not components but cquivalents of
sentences). “Tur! Tutf said McGinty™: the complete utterance of Conan
Doyle’s character consists of two suction clicks. The emotive lunction,
laid bare in the interjections, flavors to some extent all our wtterances,
on their phonic, grammatical, and lexical level. M we analyze language
from the standpoint of the information it carries, we cannot restrict the
notion of information to the cognitive aspect of language. A man, using
expressive featurcs to indicate his angry or ironic attitude, convcys
ostensible information, and ecvidently this verbal behavior cannot be
likened to such nonsemiotic, nutritive activities as “eating grapefruit"”
{despite Chatman's bold simie). The difference hetween {big] and the
emphatic prolongation of the vowel [bi:g] is a conventional, coded
linguistic feature like the difference between the short and long vowel in
such Czech pairs as [vi] *you' and [vi:] 'knows,” but in the latter pair the
differential information is phonemic and in the former emotive. As long

as we are inlerested in phonaemic invarkants, the English fif and [i:/ appear

to be mere variants of one and the same phoneme, but il we are concerned
with emotive units, the relition between the mvariant and variants is
reversed: length and shortness are invarants implemented by variable
phonemes. Saporta’s surmisc that emotive dilference is a nonlinguistic
feature, “'attributable to the delivery of the message and not to the message,"”
arbitrarily reduces the informational capacity of messages.

A former actor of Stanislavski)'s Moscow Theater 1old me how at his
audition he was asked by the famous director to make forty different
messages from the phrase Segodnja cederons *This evening,’ by diversifying
its expressive tint. He made a list of some forty emotional situations, then
emitted the given phrase in accordance with each of these situations,
which his audience had to recognize only from the changes in the sound
shape of the same two words. For our research work in the description
and analysis of contemporary Standard Russian {under the auspices of the
Rockefeller Foundation) this actor was asked to repeat Stanislavskij's
test. He wrote down some f{ifly situations framing the same elliptic
sentence and made of it fifty corresponding messages lor a tape record.
Most of the messages were correctly and circumstantially decoded by

~N
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Moscovite listeners. May T add that all such emotive cues easily undergo
linguistic analysis.

Orientation toward the ADDRESSEE, the CONATIVE function, finds its
purest grammatical expression in the vocative and imperative, which
syntactically, morphologically, and often even phonemically deviate from
other nominal and verbal categories. The imperative sentences cardinally
differ from declarative sentences: the latter are and the former are not
liable to a truth test. When in O°Neill’s play The Fourtain, Nano, *(in a
fierce tone of command),” says “Drink!"—the imperative cannot be
challenged by the question “is it true or not?” which may be, however,
perfectly well asked after such sentences as “one drank,” “one will drink,”
*one would drink.™ In contradistinction to the imperative sentences, the
declurative sentences are convertible into interrogative sentences: “did
onc drink " “will onc drink ™ “would onc drink 7

The traditional model of language as clucidated particulariy by Bihler
(51) was confined to these three functions—emotive, conative, and
referential—and the three apexes of this model--the first person of the
addresser, the second person of the addressee, and the “third person,”
properly—somcone or something spoken of. Certain additional verbal
functions can be casily inferred from this triadic model. Thus the magic,
incantatory function is chiclly some kind of conversion of an absent or
inanimate “third person™ into an addressee of a conative message. “May
this sty dry up, tfu, ifi, 1fu, 1fi” (Lithuanian spell: 266, p. 69). “Water,
quecen river, daybreak! Send grief beyond the blue sea. to the sea-bottom,
like a grey stone never to rise from the sea-boltom, may grief never come
to burden the light heart of God's servant, may gricf be removed and sink
awiy,” {North Russian incantation: 343, p. 2170). “Sun. stand thou still
upon Gibeon: and thou, Moon, in the valley of Aj-a-lon, And the sun
stood still, and the moon stayed . .. " (Josh. 10.12). We observe, however,
three further constitutive factors of verbal communication and three
corresponding {unctions of language,

There are messages primarily serving to establish, to prelong, or to dis-
continue communtcation, to check whether the channcl works (**Hello, do
you hear me 7), to atiract the attention of the interlocutor orto conlirnt his
continued attention (“Are you listening?” or in Shakespearcan diction,
*Lend me your ears!"—and on the other end of the wire *Um-hum!™).
This set for CONTACT, or in Malinowski's terms PHATIC function (264),
may be displayed by a profuse exchange of ritualized formulas, by entire
dialogues with the mere purport of prolonging communication. Dorothy
Parker caught eloquent examples: * ‘Well!" the young man said. ‘Welll’
she said. *Well, here we are,’ he said. ‘Here.we are,’ she said, ‘Aren’t we?'
‘I should say we were,’ he said, ‘Eeyop! Here ‘we are.’ "Well!" she said.
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‘Well"” he said, *well.'™ The endeavor lo start and sustain communication
is typical of talking birds: thus the phatic function of fanguage is the only
onc they share with human beings. It is also the first verbal Tunction

"acquired by infants : they are prone to communicate before being able to

send or receive informative communication.

A distinction has been made in modern logic between two levels of
language, “'object language™ speaking of objects and “metalanguage™
speaking of language. But metalanguage is not only a necessary scientific
tool utilized by logicians and linguists: it plays also an important role in
our everday language. Like Moliere’s Jourdain wire used prose without
knowing il, we practice metalinguage without realizing the metatingual
character of our operations. Whenever the adidresser andfor the addressee
need to check up wiiether they use the same code, speech is focused on the
cobk: it performs a METALINGUAL (i.c., glossing) function. | don’t follow
you—what do you mean?" asks the addressec, or in Shakespearcan
diction, “Whatis't thou say’st 7" And the addresser in anticipation of such
recapturing questions inquires: Do you know what T mean?" {magine
such an exasperating dizlogue: “The sophomore was plucked.”™ “But
what is plucked 7 *Plucked means the same as flunked.™ “And flunked 7
“To be flunked is to fail in an exam™ “And what is soploniore 7" persists
the interrogator innocent of school vocabulary. A sophomore is (or
mcans) a second-vear student.”  AlL these cquational sentences convey
information merely about the lexical code of English; their function s
strictly metalingual. Any process of language learning, in particular child
acquisition of the mother tongue, makes wide use of such metalingual
operations; and aphasia may often be defined as a Toss of ability for
metalingual vperations.

W have brought up all the six lfactors involved in verbal commumication
except the mossage itself. The set (Einstethung) toward the sissact as
such, focus on the messige Tor its own sake, is the rorne function of
Janguage. This function cannot be productively studied out of touch with
the general problems of lunguage, and, an the other hand, the serutiny of
language requires a thorough consideration of its poetic function. Any
altempt to reduce the sphere of poetic function to poctry or to confine
poetry to poetic function would be a delusive oversimplilication.  Poctic
function is not the sole function of verbal art but only ils deminant,
determining function, whereas inall other verbal activities it acts as a
subsidiary, accessory constituent,  This function, by promoling the
palpability of signs. decpens the fundamental dichotonty of signs and
objects.  Hence, when dealing with poctic function, linguistics cannot
limit wsell to the ficld of poctry.

“Why do you always say Joan and Margery, yet never Margery and Joan ?

- s
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Do you prefer Joan to her twin sister 7" “*Not”at all, it just sounds

smoother.”™ In a sequence of two coordinate names, as far as no rank,

problems interfere, the precedence of the shorter name suits the speaker,
unaccountably for him, as a well-ordered shape of the message.

A girl used to talk about “the horrible Harry” “Why horrible 7
“Because | hate him.™ “But why not dreadfid, tervible, frighiful, dis-
gusting 7 T don’t know why, but fervible Gs him better.” Without
realizing it, she clung to the poclic device of paronomasia.

The political slogan 1 like lke™ fay layk ayk/, succinctly structured,
consists of three monosyllables and counts three diplthongs fay/, cach of
them symmctrically followed by one consonantsl phoneme, [, 1 k. k[,
The make-up of the three words presents a varialion: no consonantal
phonemes in the first word, wo around the diphthongin the second. and one
final consonant in the third. A similar dominant nucleus [ay/ was noticed
by Hymes in some of the sonnets of Keats. Both cola of the trisyllabic
formula 1 like [ tke7 rivyyme with cach other, and the second of the two
rhymimg words is fully included in the first one (echo rhyme). flayk[—fayk/,
a paronomastic image of a feeling which totally cnvelaps its object. Both
cola alliterale with cach other, and the first of the two alliterating words is
included in the second: fayf—/ayk/. a purenomastic image of the loving
subject enveloped by the heloved object. The sceondary, poctic function of
this clectional catch phrase reinforees its impressivencss and cflicacy.

As we said, the linguistic study of the poetic function must overstep the
limits of poctry, and, on the other hand, the Linguistic scrutiny of poctry
cannot limit itscll to the poctic function. The particularitics of diverse
poctic genres imply a differently ranked participation of the other verbal
functions along with the domiant poctic function. Tpic poctry. focused
on the third person, strongly mvelves the referential function of language;
the lyric, oricnted toward the first person, s intimately linked with the
emotive function; poetry of the sccond person is imbuaed with the conative
function and is either supplicatory or exhortative, depending on whether the
first person is subordinated to the second one er the second to the first.

Mow that our cursory description of the six basic functions of verbal
communication is more or less complcte, we may complement our scheme of
the fundamental factors by a corresponding scheme of the flunctions:

REFERENTIAL
CONATIVE

EMOTIVE POETIC

PHATIC

METALINGUAL
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What is the empirical linguistic criterion of the poctic function? In
particular, what s the indispensable feature inherent in any picee of poctry?
To answer this question we must recall the two basic modes of arrangement
used in verbal behavior, sefeetion and eombination. 1f “child™ is the topic of
, the message, the speaker selcets one among the extant, more or ]css simi_lalr,
i nouns likc child, kid, youngster, tot, all of them cquivalent in a certain
* respeet, and then, to commeni on this topie, he may sclect one of the
scmantically cognate verbs—slecps, dozes, nods, naps. Both chesen words
combine in the speech chain. The selection is produced on the h:ISC. of
equivalence, similarity and dissimilarity, synonymity and antonymity,
while the combination, the build up of the sequence, is based on contiguity.

The poetic function projects the principle of cquivalence Jrom the axis of

selection into the axis of combination. Eguivalence is promoted to the
constitutive device of the sequence” In poctry one syllable is equalized
with any other syllable of the same scquence; word stress is :%ssumcd to
cqual word stress, as unstress equals unstress; prosodic long is matched
with long, and short with short; word boundary cquals word b(‘)undary,
no boundary equals no boundary; syntactic pausc cquals syntactic pause,
no pause equals no pause. Syllables are converted into units of measure,
and 50 arc morac or stresses.

It may be objected that metulanguage also makes a seq.ucnlial use of
equivalent units when combining synonymic expressions into an cqua-
tional sentence: A = A (" Mare is the female of the horse™). Poctry and
metalanguage, however, are in diamctrical opposition to cach qillcr: in
metalanguage the sequence is used to build an cquation, whercas in poctry
the equation is used Lo build a sequence. -

In poctry, and to a certain exteat in latent manifestations of poetic
function, sequences delimited by word boundarics become commen-
surable whether they are sensed as isochronic or graded. “loan and
Marpery™ showed us the poctic principle of syllable gradation, }hc same
principie which in the closes of Serbian folk epics has been rmsc'd toa
compulsory law (cl. 268). Without its two dactylic words the combination
“innocent bystander™ would hardly have become a hackneyed phrase.
The symmetry of three disyllabic verbs with an identical initial consonant
and identical final vowel added splendor to the laconic victory message of
Cacsar: " Vemi, ridi, viei.”

Mcasure of scquences is a device which, outside of poetic !'un_ction: finds
no application in language. Only in poctry with its regular reiteration of
equivalent units is the time of the speech flow expericnced, as it is—to
cite another semiotic pattern—with musical time. Gerard Manley
Hopkins, an outstanding scarcher in the science of poclic language,
defined verse as “specch wholly or partially repeating the same figure of

~
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sound™ (179). Hopkins' subsequent question, “but is all verse poetry 7"
can bhe definitely answered as soon as poctic function ceases to be arbi-
trarily confined to the domain of poctry. Mnemonic lines cited by
Hopkins (like “Thirty days hath Scptember™), modern advertising
jingles, and versificd medievat laws, mentioned by Lotz, or finally Sanscrit
scientific treatises in verse which in Indic tradition are strictly distinguished
from true poctry (kdrva)—all these metrical texts make use of poctic
function without, however, assigning to this function the coercing,
determining role it carries in poctry. Thus verse actually cxceeds the
limits of poctry, but at the same time verse always implies poctic lunction.
And apparently no human culture ignores versemaking, whereas there are
many cultural patterns without “applied™ verse: and even in such
cultures which possess both pure andapplicd verses. the latterappear tobe a
secondary, unquestionably derived phenomenon.  The adaptation of
poetic means for some heterogencous purpose does not conceal their
primary esscnce, just as clements of emotive language. when utilized in
poctry, still mamtain their emotive tinge. A flibusterer may recite
Higwatha because it is long, yet pocticalness still remains the primary
intent of this text itsell. Sclf-evidently, the existence of versified, musical,
and pictorial commercials does nat separate the questions of verse or of
musicatl and pictorial form from the study of poetry, music, and fine arts,

To sum up, the analysis of verse is entircly within the competence of
poetics, and the latter may be defined as that part of linguistics which
treats the poctic function in its relationship to the other functions of
lanpuage. Poctics in the wider sense of the word deals with the poetic
function not only in poetry, where this function is superimposed upon the
other functions of language, but also outside of poetry, when some other
function is superimposcd upon the poctic function.

The reiterative “ligure of sound,” which Hopkins saw to be the consti-
tutive principle of verse, can be further specified. Such a figure always
utiizes at least onc {or more than one} binary contrast of a relatively
high and relatively low prominence effected by the diflerent scctions of
the phonermic sequence.

Within a syllable the more prominent, nuclear, syllabic part, consti-
tuting the peak of the syllable, is opposed to the less prominent, marginal,
nonsyllabic phonemes. Any syllable contains a syllabic phoncme, and the
interval between two successive syllabics is in some languages always and
in others overwheimingly carried out by marginal, nonsyilabic phonemes.
In the so-called sylabic versification the number of syllabics in a metrically
delimited chain {time series) is a constant, whereas the presence of a
nonsyllabic phoneme or cluster between every two syllabics of a metrical
chain is a constant only in languages with an indispensable occurrence of
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nonsyllabics between syllabics and, furthermore, in thase versc systems
where hiatus is prohibited. Another maniestation of a tendency toward a
uniferm syllabic model is the avoidance of closed syllables at the end of the
line, obscrvable. for instance, in Serbian cpic songs. The Italian syllabic
verse shows a l::ndcn(‘y 1o treal a sequence of vowels unseparated by Conso-
nantal phonemes as onc single metrical syllabie (cf. 247a, secs, VIH-1X).

in some patterns of versilication the sylfable is the only constant unit
of verse measure, and a grammatical limit is the only constant line of
demarcation between measured sequences, whereas in other patterns
syllables in turn are dichotomized into more and less praminent, andfor
two levels of prammatical limits are distinguished tn their metrical
function, word boundarics and syntiactic pausus.

Except the varictics of the so-called vers libre that are based on con-
jugate intonations and pauscs only, any meter nses the syllable as o unit
of measure at least in certain sections of the verse. Thus in the purely
accentual verse (“sprung rhythm™ in Hopkins' vocabulary), the number of
syllables in the upheat (called “slack™ by Hapkins) may vary, but the
downbcat {ictus) constantly contains onc single syllable.

In any accentual verse the contrast between higher and lower prontinence
is achicved by syllables under stress versus unstressed syllables. Most
accentual patterns operate primarily with the contrast of syllibles with
and without word stress, bul some varictics of accentual verse deal with
syntactic, phrasal stresses, those which Wimsatt and Beardsley cite as “'the
major stresses of the major words'™ and which are opposed as prominent
1o syllables without such major, syntactic stress.

Tn the quantititive (“chranemic™) verse, long and short syllables are
mutually oppesed as more and less prominent. This contrast is usually
carricd out by syllable nuclei, phonenvically long and short. But in
metrical patterns like Ancient Greck and Arabic, which equalize length
by position™ with length “by nature.” the minimal syltables consisting of
a consonantal phaneme and onc mora vowel are opposed to syllables with
a surplus (a sccond mora or a closing consonant) as simpler and less promi-
nent syllables opposed to those that are more complex and prominent.

The question still remains open whether, besides the accentual and the
chronearic verse. there exists a “tonemic™ type of versilication in languages
where differences of sylabic intonations are used to distmguish word
mecanings (198). In clzlssicn!Chincscpoclry(l‘):t). syllableswith modulations
{in Chinese rsé, ‘deflected tones’) are opposcd to the nonmodulated
syllables (p'ing. "level tones'), but apparently a chronemic principle under-
lies this opposition, as was suspected by Polivanov (318a) and keenly
interpreted by Wang Li (438a): in the Chinese metrical tradition the level
tones prove to be opposed Lo the deflected tones as long tonal peaks of
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syllables to short ones, so that verse is based on the opposition of length
and shortacss,

Joseph Greenberg brought to my attention another varicty of tonemic
versilication—the verse of Efik riddtes based on the level feature. In the
sample cited by Simmaons (379, p. 228). the query and the response form
two octosyllables with an alike distribution of hligh)- and fow)-tone
syllabacs: in cach hemistich, marcover, the last three of the four syfables
present an identical toncmic pattern:  Sdibhbifiddihhiid]l.  Whereas
Chinese versilication appears as a peculiar varicty of the quantitative
verse, the verse of the Elic riddles is linked with the usual accentual verse
by an opposition of lwe degrees of prominence (strength or height) of the
vocal tone. Thus a metrical system ol versilieation can be based only on
the opposition of syllabic peaks and slopes (syMabic verse). on the relative
Ievel ol the peaks (accentual verse), and on the refative length of the syllabic
peaks or entire syflables {quantitative versc).

In textbooks of literature we sometimes encounter a superstitious
contraposition of syllabism as a mere mechanieal count of syltables to the
lively pulsation of accentual verse. If we cxamine, however, the binary
mcters of the strictly syllabic and at the same time, acecntual versification,
we observe two homogencous successions of wavelike peaks and valleys,
Of these two undulatory curves, the syllabic one carries nuclear phonemes
in the crest and usually marginal phonemes in the bottom. As a rule the
accentual curve superposed upon the syllubic curve alternates siressed and
unstressed syllables in the crests and bottoms respectively.

For comparison with the English meters which we have lengthily
discussed. | bring to your attention the similar Russian bina ry verse forms
which for the Tast filty years have verily undergone an exhaustive investi-
gation (sce parlicularly 407). The structure of the verse can be very
thoroughly described and interpreted in terms of enchained probabilities.
Besides the compulsory word boundary between the lines, which is an
invariant throughout all Russian meters, in the classic pattern of Russian
sytlabic accentual verse (“syllabo-tonic™ in native nomenclature) we
observe the following constants: (1) the number of syllables in the bine
from its beginning to the last downbeat is stable; (2) this very last down-
beat always carrics a word stress; (3) a stressed syltable cannot fall on the
upbcat il a downbeat is fulfilled by an unstressed syllable of the same

word unit {so that a word stress can coincide with an upbceat only as faras”

it belongs to a monosyllabic word unit).

Along with these characteristics compulsory for any line composcd in
a given meter, there are features that show a high probability of occurrence
without being constantly present. Besides signals certain to oceur {“proba-
bility onc™), signals likely to occur {“probabilitics less than one™) enter
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into the notion of meter. Using Cherry's description of human communi-
cation (62). we could say thal the reader of poetry obviously "may be
unable to attach numerical frequencies™ to the constiluents of the meter,
but as lar as he conccives the verse shape, he unwittingly pets an inkling of
their “rank order.” .

In the Russian hinary meters all odd syllables counting back from the
last downbeat—bricfly, all the upheats—are usually fulfilled by unstressed
syllables, except some very low percentage of stressed monoe\ylf:uhlcs_. All
even syllables, again counting back from the last downhcat, <how a 5|zah|_e
preference for syllables under word stress. but the probahilities of their
occurrence arc unequally distributed among the successive downbeats of the
line. The higher the refative frequency of word stresses in a given down-
beat, the lower the ratio shown hy the preceding downbeat. Since the last
downbeat is constantly stressed, the next to last gives the lowest percentage
of word stresses; in the preceding downbeat their amount is again higher,
without attaining the maximum, displayed by the final downbeat: one
downbeat further toward the beginning of the line, the amount of the
stresses sinks once more, without reaching the minimum of the next-to-
Jast downbeat: and so on. Thus the distribution of word stresses among
the downbeats within the ling, the split inlo streng and weak downbeals,
creates a regressive unduldtory curve superposed upon the wavy alterna-
tion of downbcats and upbcats. Incidentally, there is a captivating ques-
tion of the relationship between the strong downbeats and phrasal
sircsses.

The Russian binary meters reveal a stratificd arrangement ‘of three
undulatory curves: (1) alternation of syllabic nuclei and margins; (1)
division of syllabic nuclei into allernating downbeats and upheats: n.nd
(111} alternation of strong and weak downbeats. For example. Bussmn
masculine jambic tetrameter of the ninetcenth and present centurics may
be represented by Figure |, and a similar triadic pattern appears in the
corresponding English forms. . .

Three of five downbeats are deprived of word stress in Shelley’s iambic
linc “*Laugh with an inextinguishable laughter.” Seven of sixteen downben‘ls
are stressless in the following quatrain from Pasternak’s recent iambic
tetrameter Zem{ja (“Earth”):

[ dlica za panibrita

S okannicej podstepovitol,
I béloj nédi i zakitu

Ne razminit’sjia u reki.

Since the overwhclming majority of downbeats concur with word stresses,
the listener or reader of Russian verses is prepared with a high degree of
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probability to mect a word stress in any cven syllable of jambic lines, but
at the very beginning of Pasternak’s quatrain the Fourth and, one foot
further, the sixth syllable, both in the frst and in the fellowing linc,
present him with a frustrared expectation. The degree of such a “frus-
tration” is highcr when the stress is lacking in a strong downbeat and
becomes particularly outstanding when two- successive downbeats are

/\/\/\/\M/\/

Figure 1

carrying unstressed syllables. The stresslessness of two adjacent down-
beats is the less probable and the most striking when it embraces a whole
hemistich as in a later linc of the same poem: “Ctoby za gorodskjéu gran’
Ju” [stobyzogarackdju grin'jul. The expectation depends on the treatment
of a given downbceat in the poem and more generally in the whole extant
metrical tradition. In the last downbeat but one, unstress may, however,
outweigh the stress. Thus in this poem only 17 of 41 lincs have a word
stress on their sixth syllable. Yet in such a case the inertia of the stressed
even syllables alternating with the unstressed odd syilables prompts
some cxpectancy of stress also for the sixth syllable of the iambic
tetrametcer.

Quite naturally it was Edgar Allan Poe, the poet and theoretician of
defeated anticipation, who metrically and psychologically appraised the
human sense of gratification for the unexpected arising from expectedness,
both of them unthinkable without the opposite, “'as evil cannot exist
without good” (316). Here we could easily apply Robert Frost's formula
from “The Figure A Poem Makes™: “The figure is the same as for
fove™ (128).

The so-called shifts of word stress in polysyllabic words from the
downbeat to the upbeat (“reversed feet”), which are unknown to the
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standard forms of Russian verse, appear quite wsually in English poctry
after a2 metrical andfor syntactic pause. A noticenble example is the
rhythmical variation of the same adjective in Milton's “Infinite wrath and
inlinite despair.™ In the line **Nearer, my God, to Thee, ncarer 1o Thee,”
the stressed syllable of one and the same word occurs iwice in the upbcat,
first at the beginning of the line and a sccond time at the beginning of a
phrase. This license, discussed by Jespersen (212) and current in many
languages, is entircly cxplainable by the particular import of the relation
between an upbeut and the immediately preceding downbeat. Where such
an immediate precedence is impeded by an inserled pause, the upbeat
becomecs a kind of sylfaba anceps.

Besides the rules which underlie the compulsory [eatures of verse, the
rules governing ils optional traits 2lso pertain to meter. We are inclined to
designate such phenomena as unstress in the downheats and stress in
upbcats as deviations, but it must be remembered that these arc allowed
oscillations, departurcs within the limits ol the law. In British parliament-
ary terms, itis not an opposition to its majesty the meter but an oppaosition
of its majesty. As to the actual infringements of metrical laws, the dis-
cussion of such violations recalls Osip Brik, perhaps the keenest of Russian
formalists, who used Lo say that political conspirators are tried and
condemned only for unsuceessful attempts at a forcible upheaval, because
in the case of a suceessful counp it is the conspirators who assume the role
of judges and proscewtors. 1 the violences agaimst the meter take root,
they themselves become metrical rules.

tar from being an abstract, theorctical scheme, meter—or in more
explicit terms, rerse design - underfics the structure of any single line - or,
in Jogical terminology, any single rerse instance, Design and instance are
corrclative concepts. The verse design determines the invariant features
ol the verse instances and scts up the limits of variations. A Serbian
peasant reciler ol cpic poctry memorives, performs, and, to a high exient,
improvises thousands, somctimes tens of thousands of lings, and their
meter is alive in his mind. Unable to abstract its rules, he nonctheless
notices and repudiates even the slightest infringement of these rules. Any
linc of Serbian cpics contains precisely ten syllubles and is followed by a
syntactic pause. There is furthermore a compulsory word houndary
belare the fifth syllable and a compulsory absence of word boundary
belore the fourth and tenth syllable. The verse has, morcover, significant
quantitative and accentual characteristics {cf. 199, 200). .

This SCf‘bian cpic break, along with many similar exampies presented by
comparative metrics, is a persuasive warning against the crroncous
identification of a break with a syntactic pause. The obligatory word
boundary must not be combined with pause and is not even mcant to be
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perceptible by the car. The analysis of Scrbian epic songs phonographic-
ally recorded proves that there are no compulsory audible clues to the
break, and yet any attempt to abolish the word boundary before the fifth
syllable by a mere insignificant change in word order is immediately
condcmned by the narrator. The grammatical fact that the fourth and hifth
syllables pertain to two different word units is-suflicient for the appraisal
of the break. Thus verse design zoes far heyond the questions of sheer
sound shape: # is a much wider linguistic phenomenon, and it yiclds to no
isolating phonctic treatment,

1 say “linguistic phenomenon™ cven though Chatman states that “the
meter exists as a syslem outside the language.” Yes.mcter appears alsoin
other arts dealing with time sequence. There are many linguistic problems
—for instance, syntax—which likewise overstep the limit of language and
are common to different semiotic systems. We may speak cven about the
grammar of traffic signals. There exists a signal code, where a yellow light
when combined with green warns that frec passage is close to being
stopped and when combined with red announces the approaching
cessation of the stoppage: such a yellow signal offers a close analogue to
the verbal completive aspect.  Poctic meter. however, has so many
intrinsically linguistic particularities that it is most convenient to describe
it from a purcly linguistic peint of view.

Let ws add that no linguistic property of the verse design should be
disregarded,  Thus, Tor example, # would be an unfortunmate mistake lo
deny the constitutive value of intonation in English meters. Not even
speaking about its fundamentat role in the meters of such a master of
English Tree verse as Whitman, i is impossible to ignore the metrival
signilicance of pausal intonation (“inai juncture™), whether “cadenee™
or “anticadence™ (223), in poems like “The Rape of The Lock™ with its
intentional avoudance of enjambments. Yet even a vehement accumu-
fution of cnjambments never hides their digressive, variatiomal status;
they always set off the normat coincidence of syntactic pause and pausal
intonation with the metrical imit. Whatever is the reciter’s way of reading,
the intonational constraint of the poem remains valid. The intonational
contour inherent to a poem, to a poct, to a poctic school is one of the most
notabie topics brought to discussion by the Russian formalists (108, 461).

The verse design is embodied in verse instances. Usually the [ree varia-
tion of these instances is denoted by the somewhatequivecal label “"rhythm.”
A varialion of verse instances within a given poem must be strictly dis-
tinguished from the variable delirery instances. The intention *to describe
the verse line as it is actually performed™ is of lesser use for the synchronic
and historical analysis of poetry than it is for the study of its recitation in
the present and the past. Mcanwhile the truth is simple and clear: “There
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are many performances of the same poem—differing among themsclves
in many ways. A performance is an cvent, but the poem itsclf, if there is
any poem, must be some kind of enduring object.” This sage memcento
of Wimsatt and Beardsley belongs indced to the essentials of modern
metrics.

In Shakespearc’s verses the sccond, stresscd syllable of the word
“absurd™ usually falls"on the downbcat, bul once in the third act of
Hamlet it falls on the upbeat: “Ne, lct the candied tongue lick absurd
ponp.” The reciter may scan the word “absurd™ in this line with an
initial stress on the first syllabic or observe the inal word steess in accord-
ance with the standard accentuation. Hc may also subordinate the word
stress of the adjective in favor of the strong syntactic stress of the following

head word, as suggested by Hill: “N&, 12t thé cindied ténguc lick dbstird
pomp” (174), as in Hopkins' conception of English antispasts-—"regret

néver” (179). There is finably a possibility of emphatic medifications etther
through a “fluctuating accentuation™ {schwebende Betonung) cmbracing
both syllables or through an exclamational reinforcement of the first

syllable [ab-sird]. But whatever solution the reciter chooses, the shift of
the word stress from the downbeat to the upbeat with no antccedent pause
is still arresting, and the moment of [rustrated expectation stays viable.
Wherever the reeiter put the accent, the discrepancy between the Enplish
word stress on the second syliable of "absurd™ and the downbeat attached
to the first sylluble persisis as a constitutive feature of the verse instance.
The tension between the ictus and the usual word stress is inherent in this
linc independently of its dilferent implementations by various actors and
readers. As Gerard Manley Hopkins observes, in the preface to his poems,
“two rhythms arc in some manner running at once™ (180). His description
of such a contrapuntal run can be reinterpreted. The superinducing of an
cquivalence principle upon the word scquence or, in other terms, the
mounting of the metrical form upon the usual speech form, necessartly
gives the expericnce of a double, ambiguous shape to anyone who is
familiar with the given language and with verse. Both the convergences
and the divergences between the two forms, both the warranted and the
frustrated expectations, supply this experience.

How the piven verse-instance is implemented in the given dclivery
instance depends on the delicery design of the reciter; he may cling to a
scanning style or tend toward prose-like prosody or freely oscillate
between these two poles. We must be on guard against simplistic binarism
which reduces two couples into one single opposition cither by suppressing
the cardinal distinction between verse design and verse instance (as wetl as
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between delivery design and delivery instance) or by an erroneous identi-
fication of delivery instance and delivery design with the verse instance and
verse design,

“But tell me, child. your choice; what <hall [ buy

You?"—"Father, what you buy me I like best.”
Thesc two lines from *The Handsome Heart* by Hopkins contain a heavy
enjumbment which puts a verse boundary before the concluding mono-
syllable of a phrase, of a sentence, of an utterance. The recitation of these
pentamceters may be strictly metrical with a manifest pause between “buy™
and “you’" and u suppressed pause after the pronoun. Or. on the contrary,
there may be displayed a prosc-oriented manner without any separation
of the words “buy you™ and with a marked pausal intonation at the end
of the question. Nonc of these ways of recitation may, howcever, hide the
intentional discrepancy between the metrical and syntactic division. The
verse shape of a poem remains completely independent ef its variable
delivery, whereby .1 do not intend to nullify the alluring question of
Autorenleser and Selbstleser Taunched by Sicvers (376},

No doubt, verse is primarily a recurrent “figure of sound.” Primarily,
always, but ncver uniquely, Any attempts to confine such poctic conven-
tions as mcter, allitcration, or rhyme to the sound level are speculative
reasonings without any empirical justification. The projection of the
equational principle into the scquence has a much deeper and wider
significance.  Valéry's view of poetry as “hesitation between the sound
and the sense™ {cf. 426) is much more realistic and scientific than any bias
of phonctic isolationism.

Although thyme by definition is based on a regular recurrence of
equivalent phonemes or phonemic groups, it would be an unsound
oversimphification to treat rhyme mercly frem the standpoint of sound.
Rhyme necessarily involves the semantic relationship between rhyming
units (“rhyme-feliows™ in Hopkins' nomenclature). In the scrutiny of a
rhyme we are faced with the question of whether or not it is a homoe-
oteleuton, which confronts similar derivational andfor inflcxional
suffixes (congratulations-decorations), or whether the rhyming words
belong to the same or to different grammatical categories. Thus, for
cxampic, Hopkins™ fourfold rhyme is an agreement of two nouns—"kind™
and “mind”--both contrasting with the adjective “blind™ and with the
verb *find.” Is there a semantic propinquity, a sort of simile between
rhyming lexical units, as in dove-love, light-bright, place-space, name-fame?
Do the rhyming members carry the same syntactic function 7 The difference
between the morphological class and the syntactic application may be
pointed out in rhyme. Thus in Poc’s lines, “While | nodded, ncarly
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napping. suddenly there came a rapping, As of somcone gently rapping,” the
three rhyming words, morphelogically alike, arc all three syntactically
different. Are totalty or partly homonymic rhymes prohibited, tolerated,
or favored? Such Tull homonyms as son-sun, I-cye, eve-cave, and on the
other hand, ccho rhymes like December-ember, infinite-ngh(, swarm-wirm,
smiles-nules 7 What about compound rhymes {such as Hopkins™ “cnjoy-
ment-loy meant” or “began some-ransom”), where o word unit accords
with a word group? :

A poct or poctic school may be ariented toward or against grammatical
rhyme; rhymes must be cither grammatical or antigrammatical; an
agrammatical thyme, indifferent to the relation between sound and
grammatical structure, would, like any agrammatism, belong to verbul
pathology. 1l a poct tends to avoid grammatical rhymes, Tor him, as
Hopkins said, “There arc two clements in the beauty rhyme has 1o the
mind, the likeness or sameness of sound and the unlikeness or dilference
of meaning”™ (179). Whatever the relation between sound and meaning in
different rhyme techniques, both spheres are necessanly involved. After
Wimsatl's illuminating ohservations about the meaningfulness of rhyme
{449) and the shrewd modern studies of Slavie rhyme patterns, a studentin
poctics can hardly maintain thal rhymes signily merely in a very vague way.

Rhyme is only u particular, condensed casc ol a much more general, we
may cven say the fundamental, problem of poctry, namely parallelisom.
Here again Hopkins, in his student papers ol 1865, displayed a prodigious
insight into the structure of poctry:

v e

The artificial part of poctry. perhaps we shall be right to say all artifice,
reduces itsell (o the principle of paralliclism, The structure of poetry is that of
continuous paraliclism, ranging from the technical so-called Purallelisms of
Hebrew poctry and the antiphons of Church music up to the intricacy of Greek
or Italian or English verse. But parallelism is of two kinds necessarity—where
the opposition is clearly marked, and where iUis transitionad rather or chronmatic.
Only the first kind, that of marked parallclism, is concerned with the structure
ol verse—in rhythm, the recurrence of a certain sequence of syllables, in metre,
the recurrence of a certain sequence of rhythm, in alliteration, in assonance and
in rhyme. Now the force of this recurrence is (o beget a recurrence of
paradlclism answering 1o it in the words or thought and, speaking roughly and
rather for the fendency than the invariable result, the more marked parillchsm
in structure whether of claboration or ol emphasis begets more marked
parallelism in the wards and sense.... To the marked or abrupt kind of
parallelism belong metaphor, simile, parabie, and so on, where the cffect is
sought in likeness of things, and antithesis, contrast, and 3o on, where it is
sought in unlikeness (179).

Bricfly, equivalence in sound, projected into the sequence as its constitu-
tive principle, incvilably involves semantic equivalence, and on any
linguistic level any constitucnt of such a sequencc prompts one of the two
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correlative experiences which Hopking neatly defines as “comparison lor
likeness” sake™ and “comparison for unlikeness’ sake.” .

Folklore offers the most clear-cut and stereotyped forms of poetry,
particularly suitable for structural scrutiny (as Scbeok illustrated with
Cheremis sumples). Those oral traditions that use grammatical parallelism
to connect consecutive lines, for example, Finno-Ugric patterns of verse
(scc 1. 399) and to a high degree also Russian folk poetry. can be
feuitfully analyzed on all linguistic levels—phonological.  morpho-
logical. syntactic, and lexical: we learn what clements are conceived
as cquivalent and how likeness on certain levels is tempered with con-
spicuous dillerence on other ones. Such forms enable us to verify Ranson's
wisc suggestion that “the meter-and-meaning process is the organic act
of poctry, and involves all its important characters™ (324). These clenr-cut
traditional structures may dispel Wimsatt's doubts about the possibility of
wriling a grammar ol the meter’s interaction with the sense, as well as a
grammar of the arrangement of metaphors. As soon as parallelism is
promoted to canon, the interaction between meter and meaning and the
arrangement of tropes cease to be “the free and individual and unpre-
dictable parts of the poctry.”

Let us translate a few typical lines from Russian wedding songs about the
apparition of the bridegroom: :

A brave fellow was going (o the poreh,
Vasilij was walking to the manor.

The translation is lteral: the verhs, however, take the final position in
both Russian clavses (Dobroj mdladee k sénicham privoradival, ff Vasili
k téremu prixizival). The lines wholly correspond 1o cach other syniacti-
cally and morphologically. Both predicative verbs have the same prefixes
and suflixes and the same vocalic allernant in the stem: they are alike in
aspect, tense, number, and gender; and, morcover, they are synonymic.
Both subjects, the common noun and the proper name. refer to the same
person and form an appositional group. The two modificrs of place are
cxpressed by identical prepositional constructions. and the first one stands
to the sccond in synecdochic refation.

These verses may occur preeeded by another line of similar grammatical
{syntactic and morphologic) make-up: “Not a bright filcon was Rying
beyond the hills™ or “Not a ficrce horse was coming at gallop to the court.™
The “hright falcon™ and the *ficrce horse™ of these variants arc put in
metapherical relation with “brave fellow.™ This is traditional Slavic
ncgative paraliclism—the refutation of the metaphorical state in favor of
the factual state. The negation ne may, however, be amitled: *“Jasjén
sokal zd gory zaljétyval™ (A bright falcon was flying beyond the hills) or
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“Retiv kon' ké dvory priskikival™ (A ferce horse was coming at a gallop
to the court). In the first of the two examples the metaphorical relation is
maintained 1 a brave fellow appearcd at the porch, like a bright falcon from
behind the hills. In the other instance, however, the scmantic connection
becomes ambiguous. A comparison hetween the appearing bridegroom
and the galloping horse suggests itscll, but at the same time the halt of the
horse at the court actuaily anticipates the approach of the hero to the housc.
Thus before introducing the rider and the manor of his fiancee, the song
cvokes the contiguous, metonvmical images of the horse and of the
courtyard: possession instcad of possessor, and outdoors instcad of
inside. The exposition of the groom may be broken up into lwo consccu-
tive moments cven without substituting the horse for the horseman: “A
brave fellow was coming at a gallop to the court, [ Vasiii) was wilking
to the porch.™ Thus the “ficrce horse,” emerging in the preceding line at
a similar metrical and Syntactic place as the “brave fellow,” figures
simultancously as a likeness to and as a representative possession of this
fellow, properly speaking—pars pro foto for the horseman. The horse
image is on a border line between metonymy and syncedoche. From these
suggestive connolations of the “ficrce horse™ there ensues a metaphorical
synccdoche: in the wedding songs and other varictics of Russian crotic
lore, the misculine reti- konr becomes a latenl or cven patent phallic
symbol,

As carly as the [880%s, Potchnja, a remarkable inquirer into Slavic
poctics, pointed out that in folk poctry a symbol appears to he materinlized
(orestesielen), converted into an accessory of the ambiance. “Sull a
symbol, itis put, however, in 2 connection with the action. Thus i simile is
presented under the shape of a temporal sequence™ (322). In Potebnja’s
examples from Slavie folklore, the willow, under which a pirl passcs,
serves at the same time as her image; the tree and the girl are bhoth
copresent in the same verbal simulaceum of the willow. Quite similarly the
horse of the love songs remains a virility symbol not only when the naid
is asked by the lad to feed his steed but even when being saddled or put
into the stable or attached to a trec.

in poetry not only the phonological sequence but in the same way any
scquence of semantic units strives to build an cquation.  Simtlarity
superimposed on contiguity imparts to poetry its throughgoing symbolic,
multiplex. palysemantic essence which is beautifully suggested by Goethe's
“Alies Vergiingliche ist nur ¢in Gleichnis™ (Anvthing transient is bu.t a
Jikeness). Said more technically, anything sequent ts a simile. In poctry
where similarity is superinduced upon contiguily, any metonynty is slightly
mctaphorical and any metaphor his a metonymical tint.

Ambiguity is an intrinsic, inalicnable character of any scil-focused
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message, hriefty a corollary feature of poctry. Let us repeat with Empson:
*The machinations of ambiguily arc among the very roots of poetry™
{113). Not only the message itsell but also its addresser and addressce
become ambiguous. Besides the author and the reader, there is the “1" of
the lyrical hero or of the fictitious storyteller and the “you™ or “thou™ of
the alteged addressee of dramatic monologues, supplications, and epistles.
For instance the poem “"Wrestling Jacob™ is addressed by its title hero to
the Saviour and simultancously acts as a subjective message of the poct
Charles Wesley to his readers. Virtually any poctic message is 2 quasi-
quoted discourse with all those peculiar, intricate problems which
“speech within speech™ offers to the linguist.

The supremacy of poctic function over referential function docs not
obliterale the reference but makes it ambipuous, The double-senscd
message finds correspondence in a split addresser, in a split addressee. and
besides in a split reference, as it is cogenlly exposed in the preambles to
fairy taies of variqus peoples, for instance, in the usual exordium of the
Majorca storytellers: “Aixo era y no era™ (It was and it was not) (135).
The repetitiveness cffected by imparting the equivalence principle to
the sequence makes reitcrable not only the constituent sequences of
the poctic message but the whole message as well. This capacity for
rciteration whether immediate or delayed, this rcification of a poetic
mossage and its constituents, this conversion of a message into an enduring
thing, indeed all this represents an inherent and ellective property of
poctry.

In a sequence, where similarity is superimposed on contiguity, two
simtlar phonemic sequences near to cach other are prone to assume a
paronomastic function. Words similar in sound are drawn together in
meaning. It is truc that the first line of the final stanza in Poc’s “Raven™
makes wide use of repetitive alliterations, as noted by Valéry (426), but
“the overwhelming cffect” of this linc and of the whole stanza is due
primarily to the sway of poctic etymology.

And the Raven, never flitting, still is sitting, s/l is sitting

On the pallid bust of Palias just above my chamber door;

And his eves have all the seeming of a demon’s that is dreaming,

And the lamp-light o’er him streaming throws his shadow on the floor;
And my soul from out that shadow that lies floating on the fioor

Shall be lifted-—nevermore.

The perch of the raven, “the pallid bust of Pallas,” is merged through the
“sonorous” paronomasia [pilad{—/ptlss/ into.one organic whole
(similar to Shelley's molded line **Sculptured on alabaster obelisk™ fsk.Ip/—
{Lb.st/—/b.1.sk/). Both confronted words were blended carlicr in another
epithet of the same bust—placid [plsld/—a poctic portmanteay, and the

i\
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bond between the sitter and the scat was in turn fastencd by a paronomasia:
“hird or heast upon the ... hust.” The bird “is sitting /{ On the pallid
bust of Pallas just above my chamber dgor,” and the raven on his perch,
despite the lover’s imperative “take thy form from ofl my door.™ is nailed
to the place by the words [34st abivf, both of them blended in
[bast/.

The never-ending stay of the grim guest is expressed by a chain of
ingenious parenomasias, partly inversive, as we would expeet from such a
deliberate experimeniter in anticipatory, regressive modus operandi. such a
master in “writing backwards™ as Edgar Allan Poce. In the introductory
line of this concluding stanza. *“raven.” contignous to the bleak refrain
word “never,” appears once maore as an cmbodicd mirror image of this
“never:™  fnovaf—[rvanf. Salient parenomasias  interconnect  both
cmblems of the everlasting despair, first "the Raven, never Nlitting,” at 1he
beginning of the very last stanzi, and sccond, inats very last lines the
“shadow that lies Noating on the Noor™ and “shall be lifted—nevermore™:
fnévar Mg/ — Aoy, .. [N6rf L fliftod névarf. The alliterations which
struck  Valéry build a paronomastic string: Jsti. . [—Isit. . f—
Jsth. . =it )0 The invariance of the group is particularly stressed
by the variation in its order. The two luminous elfects in the chiaroscuro—
the “liery eyes™ of the black fow! and the lamplight throwing his shadow
on the floor”™—-are cvoked 10 add to the gloom of the whole picture and

are again bound by the “vivid ¢fMect” of paronomasias: [Mda simin/ . ..

!d;m-"'l/['. Al drimnf onm strimunf. 2 That shadow  that  lies
fkayz]" pairs with the Raven’s “eyes™ fayzf in an impressively misplaced
echo rhyme.

In poctry, any conspicuous similarity in sound is evaluated in respect to
similarity andfor dissimilarity in meaning. Bl Pope’s abliterative precept
ta pocts —"lhe sound muost scem an Teho of the sense™-- has @ wider
application. in relerential language the connection between sigrans and
signatun is overwhelmingly based on their codified contiguity. which is
ofien conflusingly labeled “arbitrariness of the verbal sign.™ The relevance
of the sound-meaning nexus s a simple corollary ol the superposition of
similarity upon contiguity. Sound symbolism is an undeninbly objective
retabion founded on a phenomenal connection between different sensory
modes, in particular between the visual and awditory experience. 11 the
resulis of rescarch in this area have sometimes been vague or controversial,
it is primarily duc to an insuflicient carc for the methods of psychological
andfor linguistic inquiry. Particularly from the linguistic point of view
the picture has often been distorted by lack of attention to the phono-

~
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logical aspect of speech sounds or by incvitably vain opcrations with
complex phonemic units instead of with their ultimate components. But
when, on testing, for example, such phonemic oppositions as grave ersus
acute we ask whether fif or fuf is darker, some of the subjects may respond
that this question makes no sense to them, but hardly one will state tha
fif is the darkest of the (wo. -

Poctry is not the only area where sound symbolism makes itscif felt,
but it is a provinee where the internal nexus between sound and meaning
changes from latenl into patent and manifests itsell most palpably and
intensely, as it has been noted in Hymes's stimulating paper. The super-
average accumulation of a certain class of phonemes or a contrastive
assemblage of two opposile cliasses in the sound fexture of a line, of a
stanza, of a poem acts like an “undercurrent of meaning.™ to usc Poc's
picturesque expression. In two polar words phoncmic refationship may be
in agreement with semantic opposition, as in Russian fd.en./ “day’ and
[nodf ‘night’ with the acute vowel and sharped consonants in the diurnal
name and the corresponding grave vowel in the noclurnal name. A
reinlorcement of this contrast by surrounding the first word with acute
and sharped phanemes, in contradistinction 1a a grave phonenuc neighbor-
hood of (he second word. makes the sound into @ therough ccho of the
sense. Butin the French jorr “duy” and aair “might’ the distribution of
prave and acule vowels is nverted, so that Mallarm&'s Divagations accuse
his mother tongue of a deceiving perversity for assigning to duy a dark
timbre and to night a light one (265). Whorf states that when in its sound
shape “a word has an acoustic similarity to its own meaning, we can notice
it. ... But, when the opposite occurs, nobody notices it.™ Poctic linguage,
however, and particutarly Frencl poetry in the collision between sound
and meaning detected by Maltarmé, cither seeks a phonelogical altiernation

ol such a discrepancy and drowns the “converse™ distribution of vocalic -

features by surrounding awif with grave and jour with acute phonemes, or
it resorts to a semantic shift and its imagery of day and night replaces the
imagery of light and dark by other synesthetic correlates of the phonemic
opposition gravefacute and, for instance, puts the heavy, warm day in
contrast to the airy, cool night; becavse “human subjects seem to asso-
ciate the expericnces of bright, sharp, hard, high, fight (in weight), quick,
high-pitched, narrow, and so on in a long series, with each other; and
converscly the expericnces of dark, warm, yiclding, soft, blunt. low, heavy,
slow, low-pitched, wide, etc., in another long series™ (447, p. 2671).
However cilective is the emphasis on repetition in poetry, the sound
texture is still far from being conlined to numerical contrivances, and 3
phoneme that appears only once, but in a key word, in a pertinent pasition,




374 Retrospects and Prospects

against a contrastive background, may acquire a striking significance.
As painters used 1o say, “Un kilo de vert n'est pas plus vert qu'un demi
kilo.”

Any analysis of poctic sound texture must consistently take into account
the phonological structure of the piven language and, beside the over-all
code, also the hicrarchy of phonological distinctions in the given poctic
coavention. Thus the approximate rhymes used by Slavie peoples in oral
and in some stages of written tradition admit unlike consonants in the
rhyming members {¢.g. Czech borp, boky, stopr, kosy, sochy) but, as Nitch
noticed, no mutual correspondence between voiced and voiccless con-
sonants is allowed (294), so that the quoted Czech words cannot rhyme
with hody, debyv, kozy, roliy. In the songs of some Amencan Indian peoples
such as Pima-Papago and Tepecano, according to Herrop's observations—
only partly communicated in print {I168) —the phonenic distinction
between voiced and voiceless plosives and between them and nasals is
repiaced by a free variation, whereas the distinction between labials,
dentals, velars, and palatals is rigorously maintained. Thus in the pociry
of these languages consonants lose two of the four distinctive features,
voiced voiceless and nasalforal, and preserve the other two, grave/acute
and compact/dilTusc. The sclection and hicrarchic stratification of valid
categorics is # facler of primary imporlance for poetics botl on the
phonolopical and on the grammatcai level.

Old Indic and Medicval Latin literary theory keenly distinguished (wo
poles of verbal art, labeled in Sanskrit Padcali and Vaidarbhi and corre-
spondingly in Latin ornatus difficilis and ornatus facilis (see 9}, the latter
style evidently being much more difficult to analyze linguistically because in
such litcrary forms verbal devices are unostentatious and linguage seems
a nearly transparent garment.  But onc must say with Charles Sanders
Peirce: “This clothing never can be completely stripped oll, it is only
changed for somcthing more diaphanous™ (307, p. I7T1). “Verscless
compasition,” as Hopkins calls the prosaic varicty of verbal art—where

i parallelisms arc not so strictly marked and strictly regular as *continuous
’ parallelism™ and where there is ne dominant figure of sound —present more
entangled problems lor poctics, as docs any transilional linguistic arca.
In this casc the transition js between strictly poetic and strictly referential
! language. But Propp’s pionecring monograph on the structure of the
fairy tale (323) shows us how a consistently syntactic approach may be
of paramount help evenin classifying the traditional plots and in tracing
j the puzzling laws that underlie their composition and sclection. The new
: studics of Lévi-Strauss (248, 248a, aiso, 248b) display a much decper but
i essentially simifar approach 1o the same constructional problem.
It is no mere chance that metonymic structures are less explored than
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the field of mewphor. May | repeat my old observation that the study of
poctic tropes has been directed mainly toward metaphor, and the so-calted
_rcali\l:'c literature. intimately tied with the metonymic principle. s1ill defies
interpretation. although the same linguistic methodology, which poctics
uses when analyzing the metaphorical style of romantic poctry. is entircly
apphicable to the metonymical texture of realistic prose {197}

Texthooks helieve in the occurrence of peems devoid of imagery, but
actually scarcity in lexical tropes is counterbalanced by gorgcozls gram-
matical tropes and figures. The poetic resources concealed in the morpho-
logical and syntactic structure of Linguage, bricfly the poctry of grammar,
and its literary product, the grammar of poetry, have been seldon known
to cri_lics :n‘uJ mostly disregarded by linguists but skillfully mastered by
creative wriers,

The matn dramatic force of Antony's exordium to the funcral oration
for Caesar is achieved by Shakespeare's playing on grammatical categories
and constructions.. Mark Antony lampoons Brutus’s speech by changing
the alleged reasons for Caesar’s assassination into plain linguistic fictions.
Brutus’s accusation of Caesar, “as he was ambitious, | slew him.” undereoes
successive transformations. First Antony reduces it to a mere quota]ion
which puls the responsibility for the statement on the speaker quoted:
“The noble Brutus /f Hath tokl you ... " When repeated, this reference
to Brutus is put into epposition to Antony's own assertions by an adver-
sative “but” and further degraded by a concessive “yet.” The reference to
the alleger’s honor ceases to justify the allegation, when repeated with a
substitution of the mercly copulative “and” instead of the previous causal
“for,” and when finally put into question through the malicious insertion
of a modal “sure™:

The noble Brutus
Hath told you Cxsuar was ambitious;

For Brutus is an honourable man,
But Brutus says he was ambitious,
And Brutus is an honourable man.
Yet Brutus says he was ambitious,
And Brutus is an honourable man.
Yet Brutus says he was ambitious,
And, sure, he is an honourable man.

-

The following polyptoton—*"1 speak . .. Brutus spoke. .. | am to speak’—
presents the repeated ailegation as mere reported specch instcad of reported
facts. The effect lies, modal logic would say, in the oblique context of the
arguments adduced which makes them into unprovable belief sentences:

I speak not to disprove what Brutus spoke,
But here I am to speak what [ do know.
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The most effective device of Anteny™s trony is the modus obliguus of
Brutus’s abstracts changed into & modus rectus (o disclose that these reilied
atiributes are nothing but linguistic fictions. To Brutus’s saying “he was
ambitious,” Antony first replics by transferring the adjective from the
agent o the action (" Did this in Caesar scem ambitious77), then by clicit-
ing the abslract noun ‘ambition™ and converting it inlo a subject of a
concrete passive conslriction “Ambition should be made of sterner stufT™
and subscquently to a predicate noun of an interrogative senfenee, “Was
this ambition 7" = -Brulus's appeal “hear me lor my cause” is answered by
the same noun in recta, the hypostatized subject of an inferrogative, active
construction: “What cause witholds you . . . 7" While Brutus calls “awake
your senscs, that you may the better judge,” the abstract substantive
desived From “judge’™ becomes an apostrophized agent in Antony’s report:
“O judgment, thou art fled to brutish beasts ... Incidentally, this
apostrophe with its murderous paronomasia Brutus-brutish is rentiniscent
of Cacsar's parting exclamation "Et tu, Brute!™ TPropertics and activitics
are cxhibited in recro, whergas their carriers appear cither in obliquo
(withholds you,”" “to brutish beasts,” “"back to me™) or as subjects of
negative actions (“men have lost,”” 1 must pause™):

'

rd

s

You all Jid love him once, nol without cause;
What causc withholds you then o mourn for him?
O judgment, thou art Aed to brutish beusts,

And men have lost their reason!

The last two lines of Antony's cxordium display the ostensibleindependence
of thesc grammaltical mctonymics. The stereotyped 1 mourn for so-and-
50 and the ligurative but still stercolyped “so-and-sois in the collinand my
heart is with him' or “gaes out to him™ give plice in Antony’s speech (o a
daringly realized metonymy: the trope becomes a part of poctic reality:

My heart is in the coffin there with Ciesar,
And [ must pause till it come back to me.

In poctry the internal form of a name, that is, the semantic load of its
constitucnts, regains its pertinence. The “Cocktails™ may resume their
obliterated kinship with plumage. Their colors are vivified in Mac
Hammond's Jines “The ghost of a Bronx pink lady /f With orange
biossoms aftoat in her hair,” and the ctymological metaphor attains its
realization: 0, Bloody Mary, f/ The cocktails have crowed not the
cocks™ (“Atan Old Fashion Bar in Manhattan™). Wallace Stevens’ poem
“*An Ordinary Evening in New Haven™ revives the head word of the city
name lirst through a discreet allusion to heaven and then through a direct
pun-like confrontation simifar to Hopkins’ “*Heaven-Haven.™

\.
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The don cuaivpius weeke sond sa the raemy chod,

Frus of Sea Haven scks hum i New Haeen .

The irstingt for Loaren had ity counterpart
The instingt for canth, for New Haren, for his room , ..

Peofosaor | oucas

The adjeetive “New™ of the city nume is laid bare through the concate-
nation of opposites: :

The ofdest-newest day is the newest alone.
The oldest-newest night does not creak by ...

When in 1919 (he Moscow Linguistic Circle discussed how to define and
delimit the range of epithicra ornantia, the poet Majakovshij rebuked us by
saying that for him any adjective while in poctry was therchy a poctic
epithet, even ““great™ in the Grear Bear ar “hig” and “linde™ in such names
of Maoscow streets as Bol’shaju Presnja and Aalaja Presnja. In other
words, pocticainess is not a supplementation of discourse with rhetorical
adornment but a total re-cvaluation of the discourse and of all its com-
ponents whatsoever.’

A missionary blamed his African flock for walking undressed. *And
what about yourscIf?" they pointed to his visage, “are not you. too,
somewhere naked?” “Well, but that is my face.™ “Yet in us.” retorted
the natives, “everywhere it is face.”™ So in poetry any verbal clement is
converted into a ligure of poctic specch.

My attempt to vindicate the right and duty of Hnguistics to direct the
investigation of verbal art in all its compass and extent ean come (o a
conclusion with the same burden which summarized my report to the 1953
conference here at Tndiana University: “Linguista sum; linguistici nihil
a me alienum puto™ (249). I the poct Ransom is right (and he is right)
that “poctry is a kind of Tanguage™ (326), the linguist whose fickl is any
kind of language may and must include poctry in his study. The present
conference has clearly shown that the time when both finguists and literary
histerians etuded questions of poctic structure is now salely behind us.
Indeed, as Hollander stated, ““there secms to be no reason for trying to
separate the literary from the overall linguistic.” If there are some critics
who still doubt the competence of linguistics to embrace the field of poctics,
1 privately believe that the poetic incompetence of some higoted linguists
has been mistaken for an inadequacy of the linguistic science itsell. All of
us here, however, definitely realize that a linguist deaf to the poctic func-
tion of language and a literary scholar indifferent to linguistic problems and
unconversant with linguistic methods are equally flagrant anachronisms.




