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ABSTRACT

Two features of language use are examined in terms
of the relations they establish in poetry, a class of messages
where the dominant communicative function is said to be that
of calling attention to the message itself, as opposed to a
referential subject other than the message.

The features are (a) foregrounding, or emphasis
throuzh deviation from normal patterning of the sign-systen,
and (b) cohesion, or the unifying of a text by inter-sentence
linkage, In poetry, these features do not occur at random in
substance and form; their constituents are arranged to produce
relational networks at both levels, designed to sustain
interest in the poem 2s a construct as well as in the poem's
contextual significance.

Examples are given at the level of form (grammar
and lexis, with brief mention of the formal poetic schemes of
metre and rhyme), 2nd at two interlevels: phonology, relating
form to substance, and context, relating form to situation
of reference. Style is seen as the nature of the encoder's
selection from a range of techniques establishing contrasts
and equivalences in form and (simultaneously) at one or both
of the interlevels. An outlined descriptive method is applied
to two poems, Dylan Thomas's 'Ballad of the Long-legged Bait'
and Gerard lManley Hopkins's 'The Wreck of the Deutschland,'
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PRUSFACE: NOTLS ON FORMAT

The following typographic devices are used in the

text of this thesis:
single quotation marks, to indicate (a) the title of a poen,

(b) the use, in a context restricted to that of linguistic
analysis, of a word that is normally of broader referential

significance, or (c¢) the naming of a category for the purpose
of abstract description;

double quotation marks, to indicate (a) the title of an article
from a journal or other collection of articles, or (b) material
quoted from other sourcesj

underlining, to indicate the citation of a word or word-group
as a lexicai item;

a slash mark (/), to indicate a line-end in a brief quotation
from a poemj

paired slash marks (/.../), to indicate phonemic transcription.
Pootnotes are placed at the end of each chapter,
The source of a poem quoted in the text is listed

in the bibliography only in cases where (a) more than one

version of a poem appears in editions of the poet's collected

works, or (b) no edition of collected works exists.



CHAPTER T
STYLE IN POETRY: DEVIATION AND CONVIRGZNCE

1Style', like 'language', is a badly battered
coin that circulates in at least three different markets.
Referential use of the term varies in abstraction or etheria-
lization, DBDetween pure aesthetics and raw statistics, the
extremes on this axis, lies a concept of style as the network
of relations established by a writer from optional features
offered by the resources of language, This chapter will use
the intermediate concept to suggest how certain features may
be said to be stylistically significant in poetry. Techniques
exploiting these features will be discussed in later chapters,
mainly at the level of form (that is, grammar and lexis) in a
scales-and-catezories mode of analysis.l

Michael Riffaterre states that "if stylistic
phenomena occurred at random, . « « they would not be per-
oeived."z If they occurred at random, they would not be
stylistic, either; the point seems worth making, despite its
distrecting Berkeleian overtones, as a means of calling
attention to what 1 consider to be a flaw in his theory of
style: namely, his assumption that stylistic features differ
from those of the structure of standard referential language
simply by accretion.

Riffaterre appears to define style as a form of

rhetorical ornamentation--"an emphais (expressive, affective,

J
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or aesthetic) added to the information . . . without altera-
tion of meaning”B—-rather than a set of features integral to
both the poem-as-poem and the poem-as-message, These features,
I suggest, are not added to the code-components that carry

the messagej they are part of that message, and their inter-
relations should be analyzed in that light.

For example, stock neo-classical epithets carry a
low amount of ‘'information', in the Firthian aense,u in most
knglish prose works of the mid-eighteenth century; there is a
high probability of occurrence in some contexts. In contrast,
while one could carve out an adjective from almost every line
of Gray's 'Elegy Written in a Country Churchyard' and present
the remainder with little rearrangement as a poem in iambic
tetrameter, the exercise would produce a new message as well
as a new poem ("The curfew tolls the knell of day,/The herd
wind slowly o'er the lea « « «")e Language in its poetic
function presents what Roman Jakobson describes as a "set
(Einstellung) toward the message as such,"5 whereby other
communicative functions are subordinated to that of focussing
attention upon the message itself,

The language used in poetry turns back upon
itself, establishing contrasts and correspondences within
the work. These broad sequential relations may be traced at
least lexically, syntactically, and phonologically, linking

units that occur where a choice may be said to have been made



in the referential chain. Jakobson describes the indispen-
sable feature of poetry as a specicl form of interpenetration
of the "two basic modes used in verbal behavior, selection
and combination."6 Non=-poetic language (that is, language
doninated by communicative functions other than "set toward
the message") entails a choice on the encoder's part from the
members of a closely linked paradigmatic classjy a chosen item
acquires significance through contiguity, by its syntagmatic
position on the chain., FPoetic encoding involves projection
of "the principle of equivalmce from the axis of selection
into the axis of oombination";7 items are selected that will
cohere within the message by virtue of lexieal ‘'sympathy',
syntactic parallelism, or phonological similarity (An absence
of any of these links, where expectation of their presence has
been induced by other patterning, would also be significant.).
The opening stanza of Gray's 'Elegy' may be recon-
sidered from this viewpoint. Removal of the adjective from
each of the first three lines does not affect the referential
coherence of the message, but density of cohesion is thinned,
At the phonological level, lowing coheres with
tolls and slowly as the central term in an AB-BA-ABA figure;
'A' here represents a low back vowel and 'B' a 'dark' lateral,
Both are appropriate in tempo and coloration to an excursion
into melancholy, and both continue to be permuted throuchout

the stage-setting stanzas.
Syntactically, lowing and parting cohere with each



other as present-participle forms acting as modifiers. OSome=-
thing is happening (be it ever so slow) during the desoription
of process in the first three lines, which include five verbal
exponents. In contrast, the structure of the following line
slackens the 'process' tension, The line is the environment
of the poem's first two 'concatenated! unite (that is, units
that are conjoined with others but not mutually co-ordinate),
one of clausal and one of phrasal rank, each starting with a
co=~ordinating conjunction and terminating at the end of the
stanza/centence. The common terminal word, me, serves
referentially to introduce an observer of the scene being
describeds +#ith this introduction, the "zlimmering landscape"
not only "fades", it freezes. [Irocess becomes statej the
frame for philosophical brooding by the observer haa been
established,

(5t111 under the syntactic heading, some mention
should be made of the functionally equivalent conclusions
that result from a transformational-generative approach to
the same stanza. An analysis of what are essentially three
co~ordinated sentences, the last of which is similarly tri-

8 that yields the kernel

sentences 1 receive the world and Darkness receives the world.
Accordins to this analyaia,9 the head P, generated as an

partite, reveals a deep structure

element in an intermediary string leading to the derivation
of the stanza's last two lines, has an agentive funetion in
deep structure. OSyntactic parallelism in the surface struc-~



ture of the first two lines gives the same function to the
other two head iPs, Hence the stanza's referential content
may be paraphrased, at the risk of over-simplification and
question-begging, as 'I am alone in darkness, as all things
have forsaken me.' A universalization ("all things") seems
Justified by the poet's Ne=selection for elements dominated
by successive head iPs. His choices form what might be

termed a synecdochic scale: N3, lig Fs Np, where 'a' represents

‘animate', 'h' represents ‘human', and a2 barred sub-script
indicates a negative proposition,

Lexically, parting day is echoed by leaves the
world to darkness; weary, co-occurring with slowly and plods,
tips all three formal items into an emotive paradigzm shared
with such extratextual items as effort and exhaustion. lowing
belongs to the same referential paradigm, that of 'mournful
sounds,' as (curfew) tolls.

From the above disquisition, it may be deduced
that more than the reader's 'body set' toward the genre's
metric structure would be disrupted if Gray's three stock
epithets were kept out of the elegy and put back in stock.
sach of the adjectives serves a multiplicity of functions
that operate at several descriptive levels, The substance
(whether phonic or graphic) of each can be said to mark the
place of a linguistic event where various things 'happen!
simultaneously. The number of 'happeningzs' at any one place

is limited at the level of substance, but in structure it is



open-endeds structurally, an event occurs (in the terms that
I am using) in relation to others at more than one level of
description. To & greater or lesser degree, depending on the
variety of relations existing betwecn them, convergence may
be traced between two formal items or sejuences,
'Convergence', in one sense of the word as Samuel
Re Levin uses it, is present in every linguistic event, as
"the linguistic sign itself is at the centre of a convergence
between the relations 1t contracts with other signs in its
syntagm and the correclations it contracts with other signs in
its paradigm."lo Convergence of this type, though, is no more
than a condition that must be met by any information-carrying
segment of a streteh of speech or writing., OSuch a segment is
defined by the fact that there i1s a place on the chain for it
(Halliday's "structure"ll) and the faot that the segment,
rather than zero or another segment, was chosen to fill it
(Halliday's "system"lz). Levin suggests that poetic language
is distinguished by the systematic relations that it sets up
between items with basic positional equivalence, such that
the two convergences comprise naturally equivalent forms
(i.e., equivalent as to sound or meaning, or both) occurring
in equivalent g.sosit:lons."B Adding to this, I would venture my
own zloss: that many of the ambiguities and elusive associae
tions of poetry can be ascribed to the fact that & single
item often marks the place of severzal instances of convere

gence, each depending on different parameters that projeet



different pairs of items (in Levin's terminology, different
couplinzs) with the original item at the centre.

Examples of couplings are found in idwin luir's
'The Horses,'lb where the poet speculates on what might
happen if the world's silent radios were to return to life

after a latter-day Armageddon:

e o o But now if they should spesak,

If on a sudden they should speak again,

If on the stroke of noon a voice should speak,

We would not listen « « o & (lines 15-13)
At one level of abstraction, the structure of the above may
be described as CCCM, where 'C' represcnts ‘'‘conditional
clause' and 'M' represents 'main clause,' .Jach C generates
forms that are "naturally equivalent" (as defined by Levin)
to forms in both other Csj; the phrases oceurring in "equiva-
lent positions" relative to the repeated subordinating cone-
junction are also linked in meaning within a referential
paradigm of 'temporality', and in sound by the incidence of
low back vowels., The first and last hemistich, grouped as
one structural unit, forms a coupling with an earlier line,
"By then we had made our covenant with silence" (line 4),
In other lines, through syntactic position and antonymy, a
coupling 1s formed between gld and new, effecting a contrast
between "that old bad world" (line 19) and the world after
the arrival of descendants of almost-forgotten horses, "new

as if they had come from their own Eden " (line 50)e 3By

collocation, the good=bad polarity is reversed in other
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occurrences from the adjectival set: fractors (lines 24 and
38) is a collocate of new and sea-monsters; shield (line 39)
is a collocate of zncient.

The presence of coupling in poetry helps to
explain a poem's memorability of form, and the reader's grasp
of that form as unitary., As many linguists have pointed out,
a poem may be regarded as a microlanguage; no matter what its
length and internal punctuation, it may also be regarded as
a macrosentence (One of the above examples of coupling
bridges a 30-line span.). Structure and system operate in
one combined burst throughout the 'poetic utterance,' and
instances drawn from fragments can be misleading and incori=
plete. For that reason, I shall draw examples wherever
possible from a limited corpus of poetry: Dylan Thomas's
'Ballad of the Long=-legged Bait' and Gerard Manley Hopkins's
'The “reck of the Deutschland,'

A few more fragments will first be shored against
my ruin. Convergence can give rise to coupling several times
w#ithin a relatively short string, creating a 'field' against
which any aberration is foregrounded as a 'figure'.15 For
example, vocalic and syntactic correspondences abound in the
structure of Archibald Macleish's lines,

To the door of her tomb at.naoﬁ ;h:g;agagugg:gz

No one doubts that she will come:

No one doubts that she will speak $00 o« o ¢
(The Fall of the City, lines 15-16, 59-60)16
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The line-pairs are linked with each other by the phonological
shape of their components (as explained below), by line-end
occurrences of gome, and by an anaphoric relation between ghe
and womans the woman in question, by the way, is not directly
mentioned in the 43 lines that separate the pairs., The range
of phonological selection, in syllables carrying the ictus,
is strikingly narrow. line 16 forms an environment that is
virtually honngenizadl7 by the systemic pressure of sonorous
back vowels and nasals (/dowr/=/tuwm/=/nuwn/=/wuwm/), againet
which the fronted and simple vowel-nucleus of the first syl-
lable of /birdéyd/ ies a distinet aberration. In line 60, the
item gpeak is foregrounded phonologically by the same scheme.
As the first item not duplicated from the sequence of the
preceding *line-chain', it is also foregrounded lexically.
Bach of the foregrounded items incorporates & bilabial stop
and a high front vowel, a combination that produces, in per-
fornance, a satisfyingly appropriate gasp,.

The norm from which deviation occurs may be estab-
lished for the nonce, as in the previous example, or consist
of the standard expectation-inducing patterns of the sign
system, An example of the latter situation occurs in Hopkins
vhere the poet foregrounds a verbal function by filling a
standard verbal position with a member of a restricted class
of nouns in "lLet him easter in us" ('The Wreck of the Deutsch-
land,' stanza 35, line 5). Geoffrey Leech classifies such
selectional features, where an item is shifted in function
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without a change in form, as lexical deviation,18 but I

believe that a desceription of them should indicate that they
straddle the indefinable boundary between grammar and lexis

at the generalized level of form. Reverting to Levin's terms,
I should say that convergence at easter fuses an 'action!
association, contracted syntagmatically, with paradigmatic
assoclations of the item in its customary use, which include
festivity and spiritual rebirth. The line's remaining con-
stituents, manifested in substance (or 'realized'19) at clause
rank as be a dayspring to the dimness of us and be a crimson=-
cressetted east, interlock with easter in us and with each
other through a variety of couplings based on position, form,
and meaning. Couplings link not only the primery constituents,
but certain units of lower rank as well. To give only one
example, easter and east are linked by phonological identity
at the first and last stressed syllables of the line.

In poetry, the rhythmicality of metre, and (where
used) of rhyme and other phonologically based patterns, serves
in interaction with standard referential patterns to foreground
components of the message. This thesis will concentrate on
gramnatically based phenomena, without offering a detailed
theory of metrics (or, for that matter, of 'referentiality');
agcordingly, the following example of interaction is no more
than sketched.

John Donne, by recourse to metrical interference

in his message through expectations induced by the typical
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poetic structures of his time, couples and foregrounds two
imperatives (italics added):

At the round earths imagin'd corners, blow

Your trumpets, Angells, and arise

From earth, you numberless infinities

Of soules, + « «

L ] L ] L] L ] L] L] K3 . * L ] L L . L L]

e ¢« o 8and you whose eyes,
Shall behold God « o « o

(Holy Sonnets, II, vii, lines l-&, 7-8)

Though end-stopped lines predominate in his work and in other
poetry of his period, Donne uses enjambement at all of his
first three lines; he end-stops ten out of eleven lines there-
after, Enjambement is not itself the principal foregrounding
device as I understand their metrical and grammatical shape,

but it is one of the means by which he achieves a complex
pattern of intonation and stress through "the result on
metrical stress of the imposition of the stresses produced by
the grammar,"20 Briefly, arise and infinities may both be
'performed' as if pasuses normal to the grammar succeed them,

an assumption induced by their having been selected from sube
sets in their respective form-classes that need not be followed
by other structural elements within the sentence, and reinforced
by an assumption that a line-end metrical norm is being observed
in practice. Thus the 'grammatical pause' falls unexpectedly
on the first stressed syllable of the next line in each case,
which adds to the natural metric pause and also exaggerates the
natural rise in pitch. In the first line of the poem, blow is
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syllabically isolated by the preceding grammatical pause; in
the second, the foot of arise is similarly isolated, and a
reduplicative feature is added. These factors affect the
poetically 'normal' intonation contour of the line-end in such
a way that the next 'normally' stressed syllable is given
greater prominence than usual within the pattern. Hence, the
items given primary foregrounding within the quoted lines are
said here to be trumpets, earth, and gouls, referentially an
appropriate grouping for a vision of the Last Judgment.
Insightful recognition of convergences depends on
consistency in the basiec, or 'automatized', textual patterning,
in order that figures may be perceived as recurring against a
common ground, Geoffrey Leech has revived the terminology of
rhetoric to classify such figures as either 'schemes' (Tore-
grounded repetitions of expression") or 'tropes' ("foregrounded
irresularities of content”).?l Donne's use of the line-end
position reinforces a scheme based on the sameness, at one
stage of grammatical analysis, of his imperatives. The scheme
has little to do with statistical predominances within the
text: in fact, within the 'verse paragraph' of the sonnet's
octet, enjambement rather than end-stop could be viewed as the
line-end norm. #ithin the octet, three unstopped lines are
followed by three stopped lines., The seventh line, part of
which was included in the excerpt quoted from the poem, is
end-stopped by punctuation as shown, but not by syntax (at
least, I am not aware of any diachronic change in this area),
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and the 'last' line may be considered end-stopped only because
it is the last. Ience a case can be made, at the cost of
dismembering the poem, that expectations are set up during

the first three lines and frustrated for the next three, after
which the 'norm' is again observed. The norm in these circum=-
stances is intratextually created, statistically determined,
and aesthetically less pleasing in its effects; any new
figures perceived against this as a ground are accidental,
like their inter-relations.

Redundancies built into language patterns permit
much distortion in the patterns themselves, and in the referen-
tial expectations they create, without impairment of the
message's intelligibility. The encoder performing an aesthetic
function exploits the irregularities allowed by these patterns,
seeking to focus the decoder's attention on components that
have structural resonance. Such encoding is done on occasion
by writers other than poets, producing works other than poetry,
but they maintain a stance that subordinates the message to
the goals of the message. The poet, on the other hand, strives
to superimpose a new form of internal order within his verbal

Gestalt. The medium is the message, and the message is the goal.

POOTHOTES

l. This mode of analysis is described by !lichael A. K,
Halliday in "Categories of the Theory of Grammar," Word,
XVII (1961), pages 241-292,

2, lMichael Riffaterre, "Criteria for Style Analysis,"
dord, XV (1959), page 155.



3. Ibid,

b, J.(R. Pirth, in "A Synopsis of Linguisgio Theg{y,l 62
1930-1955" (in Studies in Lincuistie Analysis, 3lackwell, 19
nage 12), describes the informationzl content of a word's ’
collocate as heing in inverse proportion to the degree of
mutual expectancy involved, If each occurrence of grags in
neo-iuzustan poetry were to be accompanied by an occurrence of
beetlinz, the adjective would have no informational content as
an independent constituent of the message.

5. Roman Jakobson, "Closing Statement: Lingulstics and
Poetics,” in Style in Lanruage, ed. T. i. Sebeok (Technology
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reflected, and "surface structure" to the way in which the
sentence is uttered.
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first stanza of Gray's 'Clegy', are based on theory expounded
by Lila R. Gleitman in "Coordinating Conjunctions in Inglish"
and by George lakoff and Utanley Peters in "‘hrasal Conjunc-
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CHAPTER II
POREGROUNDING

The opening lines of 'Ballad of the Long-legged
Bait'! exenplify systematic foregrounding: consistency of
atructural relations among certain items ‘'constellated’
azainat an automatized background. (My choice of the word

consgtellated as a descriptive term is prompted by Howard

Yemerov's insightful reference to the "controlled relations"
that "constantly direct the mind from place to place within
Zfé poeq;7, establishing the web of oneness among many sepa=-
rated points, much as the imagination makes constellations
by drawing invisible lines esmong separate stars."l)

Deviation in this case takes the form of inclusion
of unexpectedly paired items in the syntasm, a selectional
technique that remains controlled by drawing unon only two
parzdiomatic sets, Items are constellated in the first three
stanzas, and elsewhere throushout the poem, by a repeated
"oollocative clash,"2 or a series of instances of violation
of a standard constraint on lexieal co-occurrence. The clash
lies in the association of certain inanimate nouns (italicized
in the excerpt that follows) with volitional verbs:

The bows glided down, and the goast

Blackened with birds took a last look

At his thrashing hair and whale-blue eye;

The trodden town rang its cobbles for luck.
18
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Then good-bye to the fishermanned

Boat o o o

}hiépe}ed.th; a%feétlana%e ;an& e

ind the bulwarks of the dazzled guay.

Por my sake saily and never look back,

5aid the looking land. (lines 1-6, 9-12)

Canonically, the stanzas are automatized through
form and tenor as balladic, meeting an expectation induced by
the poem's title., ieferentially, they are automatized as 'the
leave-taking before a quest'; the context seems to have been
drawn f{rom saga,3 an inference reinforced by Beowulfian alli-
teration and attributive compounds (bleckened with birds,
whale-blue), Anything can 'happen' in poetry, in terms of
collocation and narrative, but certain sequences are more
likely to occur in certain genres than in others. for a
genre-oriented reader of Thomas's poem, the bdackzround indica-
ted above delimits a fairly narrow range of expectations that
undergzoes disruption by collocative clash., Occurrences have
a common base, systemically and structurally: that is, along
the paradigmatic axis as instances of conflation of two noun-
classes, and along the syntagmatic axis as instances of a
single grammaticszl relation. Zach peir of collocates serves
& personifying function, and manifests this function at the
subject=-predicator interface of a main clause.
lThe sameness of the pairs suggests that they have

a place in a foregrounded poetic syntax. Their differences

may illustrate the rhythmic nature of that syntax—-'rhythmic!
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ags defined by Alfred FNorth ‘hitehead, namely, exhibiting "the
fusion of sameness and novelty, so that the whole never loses
the essential unity of the pattern, while the parts exhibit
the contrast arising from the novelty of their detail."4

Primary contrasts exist in structures at clause
renkj serially and without regard to sentence boundaries, the
structures are 5r (unmarked by clash), 5rC, 5PCi, CAPS, CPS,
where 'S' stands for 'subject', 'P' for 'predicator', 'C' for
‘complement', and 'A' for 'adjunct' as labels identifying the
constituents of a clzuse.” The realizate of each 5 includes
a headword or co-ordinated words of the noun-class 'inanimate',
a Teature that produces an interesting rhythm in P-relations,
After the first clause, the only one unmarked by clash, choices
of P sugcest more and more overtly that a single abstract
relation exists within all the clauses of the marced series,
until a collocation in the last clause resolves the entire
complex, and confirms that it is & complex, by revealing the
'sameness' that holds the network together.

As an isolated syntactic combination, coast and

tock a look at may be considered 'figurative' rather than

specifically 'personifying', by analogy with usage in, say,

His netive gcoast saw the last of him in 1950, town and rang

may combine in grammer either transitively (sometimes 'per-
sonifying', though not with a causative adjunct or some other
elements) or intransitively (almost never 'personifying');

in the given environment & direct object and a purposive
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adjunct (for lugk) add a personifying thrust. sand and
#hispered may also combine transitively or intransitively,
but even an intransitive relation would be considered at
least figurative; here, still more compelling signals of
péersonification are provided by a rank-shifted cuotative

clause and an 'animating' adjective (affectionate). Inter-

pretive tensions remain within the stanzas until the very
last formal item, land, is added to the chain as a collocate
of the unequivocally animating said.

The environment of the last items recepitulates
all the signals that have been mentioned; it iacludes an
adjective (looking) that echoes a constituent of the initial
verbal item in the marked series, a ranke-shifted gquotative
clause that functions as a direct object, and a purposive

adjunct (For my sake). Referentially, land recapitulates, by

synecdoche, all the realizates of 5 that preceded it in the
series, These correspondences 2id the "reirospective redefi-
nition“6 that tzkes place whem the nature of the last item
confirms a2 unifying asvect of the abstracted pattern.

Zach of the above instances of collocative clash
18 trivizl in end by itself, The significance of each, as
an example of foregrounding, lies in its relations with the
others throuzh the mediation of constituent formzl items and
recurrent structural features. !Nore generally, I sugzest
that stylistics is concerned with the production of statements

deseribing the existence of such relations within a text in
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terms of co-occurrences and restraints. In 30l Saporta's
sords, "The aim of a stylistic aznalysis would seem to be &
typolozy which would indicate the features shared by a par-
ticular class of messages as well as the features by wnich
they nay be further separated into sub-classes,"? Thus iden-
ti1fied, the ainm contrasts with that of a general linguistiec
analysis, which 1 consider to be the production of predictive
statemenis, typologically organized but valid only if they
can be shown to apply to other utterances--that is, to utter-
ances in the sane language but beyond the origingl corpus—
that a native speaker would categorize as well-formed. ouch
statenents involve, in the testing, extrapolation into what
Halliday calls the "contextual 1ntarieve1,"8 whereby hypotheses
can be checked for validity through performance. Joes a
proposed adjustment of language components reflect the assuned
changes in the transactional situation? A native speaker's
response to the adjustment will help to provide the answer in
terme of contextual 'fit'. A poem is its own contextual
interlevel; extrapolation appears to be as futile and ill-
founded as a work that speculates on the girlhood of heroines
in thakespeare's plays,.

Although I believe that Levin's coaxizl method in
his study of coupling is analytically useful, 1 do not agree
that a transformational-generative mode of znalysis is the

means of employing 1t to best effect. Levin seeks to justify

his use of this mode of analysis for poetry by regarding all
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poetic works in a given language as part of his corpus, and

requiring that they be generable by "at least certain exten-
sions of analysis + « « 1ntroduced invo the existing nodels"?
of zrammar. Iiis nodels are predictive as well as character-
izing: as Chomsky defines them, they are oriented to produce
“"a device that generates all of the grammatical sequences of

/[ a language_/ and none of the ungrammaticzl ones."t9

Recog=-
nizing the dangers of complexity and heterogeneity, Levin
suggests that a grammar incorporating only the language of
poetry mizht be considred as a goal, and that it "would revezl,
by a comparison with the grammar of the casual language, a
great deal more about the difference beiween poetic language

and ordinary language than would a mere list of deviants,"!1

His apparent assumption here, made explicit in later work,lz
i3 that a neo-Firthian or 'structurzl' mode of analysis lacks
the grammatical power to produce more than a virtually undif-
ferentiated "list of deviants" because the methodological hase
vields only an either/or distinction with respect to grammati-
calitys in contrast, the Chomskeyan base yields a scale of
grannaticality related to the stage in phrase structure at
which an ordered rewrite rule must be amended to unblock the
deviant realization.

As 1 have posited that stylistic analysis consists
of typological statements about a text's internal features,

I do not believe that the notion of sczled grammaticality is

relevant to stylisties. Foregrounding occurs in poetry, as in
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any series of linguistic events, through deviation from the
exnected intake of pattern-carryinz elements., 'Intake',
perhaps a term that unduly sugsests passivity in this context,
mizht be replaced by 'interiorization": the process, descrip-
tively beyond the scope of this thesis, by which the receiver
of the message relates its sizinata to "real world' experience.
In a transaction involving casual speech, foregrounding may
be menifested at any or all of the three related levels of
substance, form, and situation, its cause or intent being
ascribed to phenomena at the situational level. Fforegrounding
as & transactional phﬁfhomenon may be perceived and interior-
ized even when no intent exists on the sender's part. Toetry,
ag an artifact, has no features corresnonding to (for example)
slips of the tongue in casual speech., Its "pattern-carrying
elements" are configurated graphic or phonic substance. The
reader or hearer must deduce aspects of situation from form
alone, a3 this is the only level that retains its features as
constants from one performance to the next, and he must assume
that foregroundinz cccurs by intent (or, more zccurately, that
anything perceived as foregrounding was produced by choice), 13
4 scale of gramnaticzlity may be a useful concept in abstrace
ting normative rules from many disparate utterances, but it
appears to have no operational value in & situation where
there is only one sender and only one nessage.

advocating the use of such a scale, Cheomsky des—

cribes the method of interpreting "seml-grammatical, deviant
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utterances” ns the exploitation of preserved features of
grammatical structures and of “whatever analoies we can
construct with perfectly well-lormed utterwnoes";lh I suggest
that in poetry the exploitation of gramaatical siructures is

a funetion of trunsnission, anot of interpretation, whereby

the resources of language are employed to asyabolize a chosen
raferenticl context inter-related at the levels of substunce
und forme. roetry is verse that worke. - netrical composi=-
tion thet fails to provide sufficient resonance of association
anons its parts is only verse,

'lesonance of association' will recain undelined
and unquantified, but I hope that the principle suzzested by
the term will be clear by example, 70 illustrate the formel
diffeoronces cluined to exist between poeitry and verse, I
offar bY2low an instance from each mode of diseourse. DBoth
passyzes demonstrate the same type of grummatical deviation,
but only the first of thenm contains the poly:systemic lings
thit 1 am seeking to desoribe, The deviation is itself of a
rare and interesting types disruption of the 'morpholozyt! of
idiom by replaceuent of one of the words that constitute a
3inzle lexical iten,

This deviation ocours at the close ¢f the [ollowing
two lines from 'ballad of the Long-legrsed Luit,' which desoride

the first teasing evacion of essaults by the seab ocreatures
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on the hunman bait menticned in the poen's title, transfixed
at the end of the fishermzn's line:
[ She_7/ fled their love in a weaving dip.
nipped and dived in tke nick of love / ._/
(lines 53 and 55)

;he

~8 well as sharing obvious grammatical and metrical features,
the lines are linked with each other by a phonemic pattern
based on the sgysten of stops and organized around the constel-
lation /dip/-/nipt/-/nik/. All stressed syllables have a
consonantal ending, and all and only such endings are realized
by & voiced labiodental fricative or a stop. Jtops, described
by point of articulation, occur in the sequence 'central,
forward, central, central, back.'l5 The last event in the
sequence marks the first invariant 'morpheme' of the idiom and
signals the idiom's completiony the unexpected occurresnce of
love that follows is environmentslly reinforced by echo from
the cnesura position of the linked line. Foregrounding else-
where in the poem encourages the reader or hearer to interpret
the deviation=-~-in other words, to find a 'warraniy' for it-by
abatracting, against the zround of the narrative, an associa=-
tive conceptual fisure that joins love, time, =nd destruction
in an equivalence class., love occurs throuzhout the poem in
the context of violent sexual assaultsj; as referential com-
pression, "in the nick of love" could be paraphrased in the

context as 'just in time to avoid being raped,’
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The associative complexity indicated above may
be contrasted with the relations embodied in the following
lines by William MoGonagall:

We must try and catch this monster of a whale,
So come on, brave boys, and never say fail.

('The Pamous Tay Whale,' lines 11-12)16

In this case, the set toward the message has become rigor
mortis., Instead of establshing a network of relations within
and between levels, the versifier seems to have exercised the
dominant poetic function by excluding all usual parameters
except the exigencies of rhyme. Zxpectancies frustrated by
the occurrence of the last item instead of the predictable
morpheme cannot be resolved by interpretive abstraction, for
the thump of the syllable and the absence of any new concept
by paradigmatic extension reveal the inadequacy of the vessel,
Sxamples drawn from idiom-disruption cannot be
described in quantified probabilistic terms, nor can they be
assigned to some intermediate level of grammaticality. Either
the idom is 'there', in the text being interpreted, or it is
not. In the examples given above, the idiom is atill 'there';
expectations are induced for its occurrence on the chain, and
its potentiated significance is released by the use of a
deviant 'morphemic form' that is syntactically equivalent to
the expected form. Iiore ascurately, though more ponderously,

the deviant item should be described as occupying a place in
structure that is syntactically identical to the place that
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would have been occupied by the expected form if it had
occurred. This identity confirms that, in context, the idiom
is 'there'. Potentiation disappears if McGonagall's mighty
line is amended to ". . . and never say we'll fail,"
Coincidentally, Halliday cites in the nick of time
as an exanple of fixed collocation, "where one of the words
thus collocated is never found except in association with the
second."L? 4is can be seen from the above, "never" is unduly
restrictive in terms of the actual substance of the ocourrence,
thouzh it seems reasonable to claim that 'time' is never
absent in conceptual terms after all the worde in, the, nick,
and of have been manifested in that order. The idiom is a
single lexical item, a bound form in its entirety; without
the initial preposition, for example, all of its components
revert independently to lexis, as in the nick of the axe.
Foregrounding is accomplished by replacement of the
expected form, and interpreted through likeness and contrast
between the expected and the actual form on the paradigmatic
plane., In the poem, but not in the verse couplet, interpre-
tation turns back on the environment of the deviation and
illuminates the context. The poem, as a microlanguage, prompts
the conflation of love and time in a paradigm of 'menace',

In same-line environments elsewhere, without bridging a clause
boundary, love collocates with tussle (line 30), fled (53),
and furious and ox=killing (200); time collocates with kill (153)

and grip (175). Neither item occurs in other environments,
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except in the paradigmatic fusion of love and time in line 55,
as previously discussed. Paradigmatically related items occur
in the following environments: "kissed her dead" (line 82),
"the wanting flesh his enemy" (91), "Venus lies star-struck in
her wound" (117), "the dead hand leads the past" (148). bed
ocours twice: in "eruel bed" (84) and "deathbeds" (207). 3By
paradigmatic means, love and time are identified as allied

and wholly menacing forces.

In a sense, the establishment of more stringent
paradigmatic constraints for a poetic text than those found
in other texts may be described as 'going beyond the data,'
and so may the easing of constraints. !y isolation of a para-
digm could be regarded in that sense as a grammatical rule:
one that 'proves', for example, that the devised sentence He
found good luck in love is not well-formed from the poetic
'grammar', To counter such an interpretation, I would point
out that any grammar, of a language or a microlangusge, des-
cribes relational features that are sufficient, at the time
of deseription, to reflect what has to be said., A language
may develop new referantizl needs and is equipped to meet then,
but 2 textual microlanguage is frozen in the 'then',

I agree with J. P« Thorne that levin's effort to
develop procedures for a unified grammar of poetic and non-
poetic language leads to problems that are inescapable and
intolerable, in that anyone engazing in that task "must accept

a grammar capable of generating a vast number of 'unwanted!



30

sentences or , « . must accept a grammar containing statements
go complex that they become virtually mean n;less."l8 I do
not agree that the use of c¢lassificatory criteria only, or
stayinz within the data, cannot lead to a textual analysis
that might usefully be applied to comparative studies in
stylistioa.19 analysis of a set of patterns into their con-
stituent forms, leading to a description of rclations among
the formes and within the patterns, should reveal features that
can be traced through equivalence and contrast in other texts;
the procedure may also shed lizht on the menner of orzanizing
and interpreting casual utterances,

Thorne illustrates his underlying theory in a study
of Donne's ' Nocturnall upon S. Iucie's Day,' and claims that
the text postulates a gender system contrary to that of Standard
“nzlish and based on the opposition hnimate-inanimate', such
that "a grammar incorporating these rules would reject I laugh
and I love as ungrammatical features."2® I cannot accept
Thorne's conclusion without accepting corollaries that seem
absurd: for example, by this criterion a grammar of the stan-
dard language should apparently reject, as ungrammatical, such
lines as Blake's

When the stars threw down their spears,

And water'd heaven with their tears . « «

('The Tyger,' lines 17-18)%L

Such occurrences may be considered referentially devisnt, in

that they are instances of personification, but they are not,
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in my view, ungrammatical. Donne saw fit to avoid the
deviance of 'thingification', but the resourccs of his micro-
language permitted deviance within its grammar. Any natural
lanzuage, and any nonce-language created for an aesthetic
purpose, will permit the saying of what has to be said.
Selectional rules (or 'standards') for subject-
predicator realization in 'Ballad of the long-Legged Bait!
also specify reversed polarity. The pattern of the first three
stanzas, indicated at the outset of this chapter, continues
within the poem: inanimate nouns in the subject position are
consistently associated with ‘'animate' verbs and functions,
chiefly those involving action or implying speechs The fisher-
man, the only live human participant throughout the narrative,
does not speak and initiates action only on command, "with no
more desire than a zhost" (line 124), Grammar and lexis are
organized to provide a referential setting anslogous to that of
a visual 'landscape with figure' where massed detail looms in
the forezround and the solitary human figure is dwarfed,??
The syntagmatic feature known as cohesion contributes to the
effect, partly through severe limitation of the means of
anaphoric reference to the fisherman and partly through a
restricted set of dependency relations in linking guotative
clauses to their environment. In my next chapter,23 these
technigues will be drawn from what is 'there' and described in

terms of consistency and differentiation within a pattern and

of the rhythmic reinforcement provided by intersection of
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various analytic planes at certain points in structure. For
the moment, I merely roint out some of the effects that exist,
before sugresting how they might be related formally.

The poem, like any poem, is unified by many means.
As indicated above, the ‘animating' pattern is & structural
constant, though -anifestations differ on the surface. TFor
example, the fourth stanza begins, as the first does, with a
clause that has no open-class adjunets (Sails drank the wind),
but this first reprise of the simplicity of The bows glided
down is automatized; more interestingsly, the clause is linked
by common primary structure (SPC) and common funetion
('fizurative') to the compound clause that bezins the marked
series. The sepnd three-stanza grouping ends, as the first
does, with a clause made up of a quotative complement, the
verbal realizate gaid, and a noun phrase at 5 with the struc-
ture deChj 2 systemiecally (or in terms of choice from the
classes available) in the clauses being compared, the sequen=-
ces of exponents of 5 (definite artiele, participial adjective,
inanimate noun) correspond at a delicate stage of class-
differentiation. OJystemic pressure--consistent employment of
a restricted class in selecting items for positions—-~in the
stanzas that follow is such that the last personifications in
the poem (in "Good~-bye, good lueck, struck the sun and the
moon") are clearly identifiable in spite of an overlaid verbal

deviation, and both sun end moon are recognized as belonging

to an established paradigm despite their differences in
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function and referential significance from the other members
ol the paradigm.

An explanation of the theoretical basis for the
preceding statement may serve to illustrate the nature of
foregrounding as described by meabers of the Frague uchool
of .inguisties. Jan liukarovsky states that foregrounding,
when employed as a technique in poetry, achieves its effects
throuzh consistency in its application and a hierarchic
organization of its features:

The foregrounding manifests itself in the fact that
the reshaping of the foregrounded component within a ziven
work occurs in a stable direction . + « « The systematie
foregrounding of components in a work of poetry consists in
Shat Tk, 18 thels mtanl mubordinatiun A8d MIGEIEPRLERTIM. D]

)

#ith these comments as a starting-point, the functions of the
iten gtruck in the last-quoted line of poetry will be examined
in the context of its line-envirbnment and of the entire poem,

Thomas shows consistency in selecting members from
a noun-class that does not customarily have privilege of
occurrence with the verb-class 'volitional', This feature
of selection is dominant in the poem, setting up an intra-
textual norm that 'places' other features., Accordingly, its
presence subordinates any other potential relations involving
the item gtruck to the relations that the item enters into,

in place, as a 'saying verb' associated with a quotative

clause and nouns of the class 'inanimate'. The superordinate

relations are drawn inferentially from the textual frame of
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rood luck, the sun, Jjust as they would be drawn from
an extratextually based frame like good luck, the boy.

2ven though the item selected in the poem is deviant in the

poem's own terms, just as good luck, struck the hoy would be

considered deviant extratextually, the norm has been so
firmly established that struck is identifiable as occupying
the central place in a CPS structure, 1Its relations with the
quotative exponent of C and the inanimate exponent of 5 are
part of its "formal meaning," defined by Halliday as an item's

"operation in the network of formal relations.“26

Any other
implied relations provide added layers of meaning, not alterna-
tive interpretations.

As a verbal aselection, the lexical iten strike
enters into two groupinsgs of relations elsewhere in the noen,
These relations contribute overlaid meanings to the formal
item struek in its last occurrence, and must be considered
nart of the item's "contextual meaning," its relation to
ahatracted features of other situational observables or (in
a poem) 'conceptuables’.27 Dach grouping can be isolated by
gyntactic and lexical parallelism that includes at least one
feture linking it to the dominant scheme in the foreground,
by intersection with the schematic components of the line
that has been quoted.

One grouping comprises both other occurrences of

the item strike where its phonological shape is affected by a

tense-marker: in "the moonstrueck boat" (line 38), and in
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"Venus lies star-struck" (117). The line occupies the same
gramnatical place in both environments, that of the verbal
constituent of a modifier, The azentive nominal selections
completing the modifiers are linked paradigmatically to the
personified subjects of "Good-bye, good luck, struck the sun
and the moon," and again the context embodies menace.

The second grouping comprises all occurrences of
strike without a tense-marker., These consist solely of
imperatives: in "My mast is & bell-spire/Strike and smoothe"
(1ines 76=77), "Sing and strike his heavy haul" (137), and
"Strike and sing his cateh of fields" (181). The first
inst=nce, immediately preceded by "Clash out the . « . day,"
establishes one referential overlay of gtrike within the poem
as 'mark the passage of time.,' In the other two instances,
the collocates haul and cateh add an overlay of gtrike as
ftrap (the prey) securely on the hook.' Thus the personified
sun and moon, in striking, adopt a role as cosmic clocks
trapping the fisherman in the destructive processes of time.
Further, all three imperatives co-occur with gsing (in the first
instance, through the occurrence of ging in a metrically and
grammatically equivalent position in the line that follows),
which reinforces the ultimate interpretation of gtrike as a
'saying verb.' OSyntactic function, metrical stress, and
alliteration provide more reinforcement; they encourage the
inference that the two verbs do not merely occur together,

but belong together,
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Relations within both groupings are subordinated
to the dominant scheme, and sugreet how one manifestation of
that scheme is to be interpreted, Through their collocational
features, essentizally involving paradigmatic constraints, they
help to reveal the nature of foregrounding in "good luck,
struck the sun,” essentially involving paradigmatic expansion.

Prague School theorists describe foregrounding as
the distortion of "social norms of language behavior."a8 and
enphasize that the rules of the sign-system are not distorted.
The language of poetry, they claim, stays within the range of
selection and combination permitted by the rules, though it
shifts the "stable and fixed relationships between the sign
and its referent"2? that exist in non-poetic langsuage,
Thonas's forerrounding matches the Prague School description.
J0 does foresrounding based on the poetic device of shifted
register: a change in the tenor of discourse. PFor example,
Zzra Pound foregrounds a medical word in the setting of a
lover's complaint:

Like a skein of loose silk blown against a wall
she walke by the railing of a path in Kensington
Gardens,
And she is dying piece-nmeal
of a sort of emotional aneemia,
('The Garden,' lines 1—3)30
The e¢linical precision of ansmia, heightened by the use of

a d1graph,31 is out of place-—a copy of Lancet under the arm

of Uir Launcelot. In another context (say, that of a lecture
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by a psychiatrist to a lay audience), the item's being combined
with emotional would not appear to distort the social norms of
linruistic behavior. In the context of the poem, which seems
to promise a portrait of a Bloomsbury Camille, its occurrence
gives rise to a collocative clash that is all the more insistent
on interpretation because of lowered register in g gort of a.

Analysis of texts through lexical co=-occurrences
and syntactic parallels sugzest characteristices of the poetic
atyle of an individual or school. Ifforts to quantify the
'language of poetry' have been less successful, perhaps because
they usually take the form of a study contrasting the language
of a cornus of poems with a model of the standard languace
expressed in terms of "the cultural preference for, and
statistieal freauency of, /[ certain_/ allowable variations"?2
within the sign-system. ©Such efferts are based on what I
consider to be a false dichotomy, one that divides the
lanrmuage-nass into poetic and non-noetic components based on
surface distinetions within the sentence. I have tried to
indicate that the degree cof predictability of an item or a
gtructure in a poem bears no mathematically determinate
relation to the predictability of the item's occurrence in
prose. In poetry, new equivalences are established by virtue
of common shapes or structural positions, and the process is
gelf=-justifying,.

In the course of linguistic description, the

attributes of & text can sometimes be shown more clearly by
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use of a contrastive technique involving a statement of

o

structure for the 'same'! message in a different mode. OSuch
contrasts only establish the presence and (on ocecasion)
sugzest the nature of pcetic organization, but they can do
little more than quantify the respective languagce features in
the two constitutes being compared. roetic characteristics
nust be sousght in the way in vwhich reletional features are
gradated in a poenm, and non-disercte factors of relation do
not lend themselves to mathematicel analysis, Iables of
transitional probabilities do not help, for example, to explain
or assess ihe poeticality of Dylan Thomas's lines,
+<hen the mornins was waking over the war
He put on his clothes and stepped out and he died [-,;7
(*Amonz Those Xilled in the Dawn Raid
Jas a llan Aged a llundred,' lines 1-2)
Yoeticality lies in the relational features that direct the
mind to other places in a poem, rezistering equivalences and
contrasts that would be irrelevant or even distracting in
the referential chain of prose. It can be stated that, in
the sbove lines, died 1s foregrounded by syntactic position
and denotation: respectively, as the last realizate of three
co-ordinated predicators, and as a lexical item that contrasts
denotatively with the first two realizates. Its occurrence
is, of course, unexpected in & listing of everyday activities,
but the reason for its selection must be arrived at qualita=-

tivelys. oJtatements of formal linguistic features in a poenm
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often seem ridiculously laboured and gd hoc; they nay seen
lzboured heczuse the simultaneity of relational effects nust
be parcelled out in & deseriptive sequence, and &d ho¢c because
the nature of associations varies with the perceiver, Both
simultaneity of effects and idiosyncratic response are part
of the nature of poctry. !y qualitative judzment that died
is foregrounded as an expression of indignation cannot be
supnhorted on the descriptive plane, but the fact that I am
noved to nake it 1s one of the reasons why the poem is a poem.
S0 is the fact that the data are there to prompt my sinsling
out, as a deliberate constellation, the verb forms associated
with the poem's anonymous subject.s The item initially fore-
crounded nay be renresented as the first term in a grouping,
by substance, of all P-realizate forms: in "he died"-"he
dronred"-"he gtopped a sun." They besgin and end with a stop
or a consonantal cluster that includes a stop, in relations
that may be symbolized as AA-AB=CB; as an item in substance,
the culminating term differs only vocalically from stepped,
the last 'everyday' item.

Syntactic position can produce a bathetic effect
when the item thrown into hizh relief is not linked elsewhere
by pattern as well as not being signalled by context. In the
last line of the following passage fron Jordsworth, foregroun-

ding based on unpredictability is non-poetic:

e« o o 1t consoled him here
To attend upon the orphan, and perform

ubsequious service to the jrecious ehild,
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'hich, after a short time, by some mistake
Or indiscretion of the Father, died.

(fron 'Vaudracour and Julla')33

The periodicity of the sentence, and 1ts leisurely denotation
of narrative events, does not prepare the reader for the final
blunt word, which Jars with the referential 'feed-forward' of
nicteke and indiscretion. The unexpected occurrence cannot
be explained in qualitetive terms; if i1t is intended to mark
the suddenness of the event described, it falls in its purpose
because of the verb's dependency on a non-defining relative
pronoun #n a parenthetical structure,

Deviation from norms of customary usege is apparent
in the poetry of Wallace Stevens, who often achieves fore-
srounding by selecting items from closed sets to f£111 open-
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paradizm positions. One poem, 'The !’an on the Dump,
with the words The the., graphically organized as shown. AIs
a2 sentence, the combination would appear to be excluded from
the Prague School's allowable variations. As part of the
poem=ag-utterance, though, it yields a formal meaning and a
contextual meaning. The formal meaning is clear from its
relations within the entire line, "+/here was it one first
heard of the truth? The the." Ihe functions anaphorically,
bvack-referencing an item that has (or, at this point in the
chain, 'will have') structural and denotative characteristics

in comnon with truth. 1ithe, the item back-referenced, functions

metalincsuistically in a nominal position. In the preceding

lines, the usually serves one of two functions: homophoriec,
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At the level of substance, the above is an example
of Hopkins's use of reiteration: ostensibly, a signal that he
is temporizing in a state of exaltation while he gropes for
words to express a transcendental concept. Such signals
illustrate the poet's emphasis on what Jakobson describes as
the emotive function of language, "a direct expression of the
speaker's attitudestoward what he is talking about,"36 Other
emotive signals are found in Hopkins's use of interjection
and apostrophe to disrupt the normal sequence of elements in
structure. These techniques may be grouped as variants of
aposiopesis, where the 'speaker' falls silent or seemingly
abandons one syntactic pattern for another, leaving the
addressee to deduce the original 1ntent.37 The traditional
term, drawn from rhetoric, applies precisely to the organiza-
tion of the following lines from 'The Yreck of the Deutschknd':

But how shall I , + « make me room there:
LN Jon Ahe ALAL BE 108 NEek B3 16 Loow Vhose
Thing that she + «  There then! the Master,
fle was to cure the extremity where he had cast her Zf};7
(stanza 28, lines l-4, 6)
Though structures may be completed later, the reader is given
no reason to expect this will be done.

Pragmentation of normal syntactic patterms, by a
breaking=-off of the message, is the dominant scheme in the
poem, Seeming incoherence is a function of linearity: that
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is, the reader receives a rush of words (in temporal succession)
that frecuently diverges from organizational norms without
signals that the predictable pattern will be resumed. As
mentioned, the pattern may be resumed, after some stmain on
interpretive methods based on "the principle of sustained
mernory, zrbherabx;7 & certain number of elements following
one another linearly . . « may remain unconnected and kept
present, until an element or elements appearing in the utter-
ance much later can be connected with them,"38 Hopkins's use
of syntactic disruption will be examined in subsequent pagesj
for the moment, I would claim only that foregrounding in his
work occurs typically on the syntagmatic plane, rather than
(as in Thomas's work) the paradigmatic plane,

Phonological patterning and Yexical selection are
subordinated to the poem's dominant scheme, the presentation
of a verbal mosaic. OSyntax may be discontinuous, dbut the
items foregrounded by their discontinuating function are given
warranty by virtue of correspondences in substance with other
items in the environment, In the following lines, relations of
warranty depend on alliterative patterning, heightened by
interaction with the incidence of stress {marked by '/’):

¥ /
They fough; with God's 071d
and they cyuld not and fell to the deck
(Crushed them) or water (and drowned them) or rolled

#ith the sea=-romp over the wreck.

('The dreck of the Deutschland,! stanza 17, lines 1-4)
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The first two lines contain an alliterative figure that can
be symbolized as ABBA, consisting of occurrences of the
phonemes /f£/ and /kx/ at the onset of the first four stressed
gyllables, The item fell, given warranty in substance by the
completion of the figure, marks the first discontinuating
function in structurej precedinz signals 'fix' its position
as one to be filled by a verb=adjunct or a modal in a co-
ordinated structure like that underlying, say, they could not
and / certainly_/ did not preveil. fell is unexpected, as any
non-modal verb form would be, but grammatical correspondences
and lexical sympathy, as well as alliteration, link it to the
item fought.

Relations of & similar nature can be described for
the items that mark discontinuation on the third line: namely,

crushed, drowned, and rolled. For example, the line relates

to the preceding 1line, on the alliterative basis indicated
above, throuch a new figure symbolized as AXBAXBC, where 'X!
represents a stressed-syllable onset that does not enter into
the imnediate figure (This figure could, of course, be con-
flated with that described in the preceding paragraph, but
for the purpose of my illustration such added complexity is
needless.). 'C' represents the phoneme /r/, introduced in
consonantal clusters associated with the second occurrence of
both A and B. The same phoneme provides the alliterative

link with the fourth line, Thus, it serves first as a feature
that distinguishes between 'sames' within a figure (ogu;d:grushed
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and deck:drowned) and then as a feature by which new 'sames'
are established (rolled:rompiwreck).

Figural 'sames', and features by which they may
be distinguished at a greater degree of delicacy, exist in
poetry at the levels of form and situation as well as the
level of substance, The existence of a relation of 'sameness'
at more than one level simultaneously in the linear course of
an utterance is an identifying characteristic of poetry; an
occurrence of multi-level relations is a coupling, as I under-
stand Levin's concepts A coupling occurs, for example,
throuzh the mediation of two past participles in the following
lines from 'The Wreck of the Deutschland':

Ah, touched in your bower of bone

Are you! turned for an exquisite smart,

Have you! make words break from me here all alone

Do youl « o

(etanza 18, lines 1-4)

In substance, touched and turned alliterate consonantally and
vocalically. At the level of form, they are linked throug
both grammar and lexis: grammatically, as v-realizates in an
elliptical version of the tag-question structure SE(fv...f)AS
where 'f' representis 'finite operator form' and bracketing
indicates the exponence of P;39 lexically, the items are
linked as members of the class of 'affective' verbs. Situa=-
tionally, they both reflect the poet's turning away from his

narrative to comzent on his own response to it. The third

sentence in the stanza maintains the situational constant of
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the first two sentences, and repeats some structuresl features
as warranty for the addition of a third term to a distinctive
series of line-openinzs., Constituents of the third sentence
are not included in the coupling that has been described, but
they enter into an extension of interlineal relations through
the syntactic equivalent of an eye-rhyme.

Jakobson's description of the poetic function,
quoted in my previous chapter (page 4), may be examined more
closely in the light of the above comments. OSelection of an
itenm for inclusion in the speech chain, when non=-poetic
functions are dominant, is made from an equivalence class of
items thet have some referential features in common, Its use
in place gives the item meaningj in isolation, it has nonew-
a diotionary definition describes its funetion in place, if
it is & member of a closed set, or delimits a range of possidle
meanings in place, if it is a member of an open set. Its
'vlace' in a2n utterance realizes the item's potential as a
sizn through combinative relations with contiguous signs in
the sequence. The poetic funection, in contrast, "by promoting
the palpability of signs, deepens the fundamental dichotomy
of signs and o'bjec*!;sn."“Q An item in place in a poetic context
realizes its potential through combinative relations with
other items that can be perceived to have features in common
with it on any descriptive plane. The other items need not
be contiguous to it, but distancing affects the perceptibility
of relations. Contiguity, rather than being the basis for
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combination, is a criterion for selection in order to optimize
perceptibility of shared features. Jquivalence, rather than
beinzg the basis for selection, is a oriterion for the estab-
lishment of shared features in order that items occurring on
the chain may be perceived as being associated., Iguivalence,
rather than contiguity, is the constitutive device.

Henry lHiggins, in Bernard Shaw's .y ion, showed
typically keen perception of linguistic matters when he judged
that Alfred Joolittle had "a certain natural gift of rhetoric”
on the basis of the remark "I'm willing to tell you. I'm
wanting to tell you. I'm waiting to tell you." ! Aided by
Jakobson's insight, we can expand the assessment. Doolittle's
plea--marked by alliteration, by structural parallelism, and
by 'progression of intent' in situation--places strong emphasis
on the poetic funetion, though the referentizl and emotive
functions are dominant., DPoeticality is not confined to poetry;
in other nmessages, the "set toward the message" becomes a set
toward other aspects of the transaction with a different
hierarchical order of functiomse The set may be toward the
addresser, the addressee, or the referent, or toward the fact
of contact or the nature of the code that is involved in
making contact and producing the desired responses, «Whenever
attention is drawn to the patterns carried by the code, the
poetic function is being exercised,

This chapter has concentrated on techniques used

in poetry to exploit deviance that is permitted within the
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gizn-system of 2 lansguage. By his patternin- of variables,
usually but not always within the limits of intelligibility,
the poet foregrounds certain features and inter-relates them
vithin his microsystem, or text. Further means of inter
relation of constituents will be discussed in the chapter

that followse.
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CHAPTZR III
COHESION

The poetic function, that of focussing attention
on the message as a construct, reveals itself most clearly
in systematic foregrounding. This technique serves a dual
purpose in encoding: to highlight certain linguistic events
within a text by deviation from their environments, and to
suggest by the nature of such deviation that the occurrences
have a common referential warranty. The poet, through a judi-
cious use of signals within the substance of language, enables
the reader to synthesize perceptions by operating on the flow
of substance just as man operates on the flow of general sense-
impressions to form a conceptual synthesis of his world. The
latter process has been described by Zrnst Cassirer:

All the intellectual labor whereby the mind forms
general concepts out of specific impressions is directed
towards breaking the isolation of the datum, wresting it from
the "here and now" of its actual occurrence, relating it to
other things and gathering }t and Ehgm into some inclusive
order, into the unity of a "system".

Unlike the random phenomena that impinge on the senses, poems
are 'pre-unified'; the process of interpreting them through
abstraction and combination, a process that depends on ability
to perceive equivalences and oppositions, is essentially

reconstructive, When systematic foregrounding is employed

in transmission, items are 'pre-clustered' associatively,

52
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though individual items within a cluster will enter into
further associations outside it. Without such associations,
on both the paradigmatic and the syntagmatic axes, the items
in the text would not cohere as a unified poetic whole. If
components of a referential message lacked these associations
on the syntagmatic axis, they would have no cohesion at all.,
Technigues other than systematic foregrounding do
not yield 'pre-clusters', but by less overt means they also
require qualitative intratextual judgments by the reader. The
"isolation of the datum” (to use Cassirer's phrase) in multi-
sensory perception is an illusion fostered by the constraints
of linearity in internalizing all data and attempting to
describe them, Almost paradoxically, the more limited sen-
gsory channel (either auditory or visual) by which a poem is
comnunicated eases the normal constraints; the channel is put
into service for this purpose with paralinguistic signals——
the 'body set' of a performer or the configuration of words on
a page~-that indicate to the hearer or reader that standard
comnunicative expectations should not be applied to the forth-
coming utterance. In their place, new expectations are
demanded, whereby the constituents of the utterance must be
internalized as objects in their own right, sharing simila-
rities and exhibiting differences within their environments,
The "here and now" of occurrence of any datum in poetry--any
stretch of substance or a unit of any rank in structure--is

the "here and now" of an entire poem,
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Although semantic and paycholinguistic theory are
not being discussed in detail in this thesis, some recourse
must be made to them in my expanding upon the comments made
above. This expansion is offered by way of analogy, with a
revival of the moribund metaphor that introduced the chapter.

Returning to the introductory description of the
poetic function as a matter of focus, I would suggest that an
analogy may be drawn between the funotion of language in rela-
tion to concepts and the function of a grid in relation to
spatial entities viewed through it. In both cases, it can be
asgerted that a predetermined network enables items to be
placed, either referentially or spatially, in terms of their
relations with points on the grid. The points are definable
and, where a common code of definition exists, information
about relational features is transferable., In real-world
observations, the grid is useful only as a basis for placement
or transferable description of what lies hehind it. If
stereoscopic vision brings the grid itself into focus, the
perceptual adjustment is made at the expense of detail in
what then becomes the background. In referential-language
transactions, the ;5rid is also no more than a relational frame;
such questions by an addressee as "Whuat are you talking about?"
or "vwhat's your point?" demonstrate the assumption that focus
should be maintained on what lies behind the grid (The ques-
tion "What are you saying?" is seldom asked except rhetorically,
and implies a doubt that any grid exists.). Poetry, in contmst,
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flaunts the grid's existence by calling attention to the
multiplicity of relations that can be traced within its own
structure of language sisnale, created by succeesive choices
from its system of options.

When the components of a referential speech-act
display undue correspondences in substance, the encoder may
break off the nessage for self-corrections his grid is showing,
to the detriment of transmissive efficiency. Similar corres-
pondences in written prose, as 'internally voiced' by the
decoder, are classified by H. #. Fowler as "jingles, . . . the
sort of carelessness that, in common courtesy to his readers,
a writer should remove before printing.“z As an example,
Fowler cites from an unnamed newspaper "Hard-working folk
should participate in the pleasures of leisure in goodly
measure," These discourteous chimes may be compared with the
more melodious construction of a ecouplet by John ilton:

Straight mine eye hath caught new pleasures,
#hilst the landskip round it measures / .
('L*Allegro,' lines 69-70)

Handel's musical setting of W'Allegro' and 'Il Penseroso,' in
a combined "ode in the dramatic style,“3 employs the metrical
contrast between these lines and those surrounding them to
emphasize the couplet's funetional value in place: that of a
bridge between a passage in iambic tetrameter describing

cheerful pastoral sounds and a more stately passage in trochees
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deseribing exaltive views of nature. Sense and sound combine
to 3icnal a change in theme: for example, the discursiveness
of tertiary metrical stress of the line-openings ("And the . . .
/ind the « « o/ind every « « ./ Under the . . .") contrasts
with the directness and primary-secondary-primary pattern of
stress that follows in "St¢raight mine eye « ¢« ¢« " The femi-
nine rhymes of the couplet are distinet deviations fron the
textual norm: only six feminine pairs appear in the poem's
152 lines, Ixploitation of the masculine/feminine contrast
narks & turning-point, simultaneously mainteining the unified
atructure at one level of abstraction-—-rhymed couplets are
used throughout=—and indicating divisions at another level.
In the organization of passages, the contrast operates
throuchout as the phonological contrasts of rhyme opersate
in the organization of stanzaic poenms:

Rhyme introduces the expectation of surprise, e.g.
the maximal type of similarity, and at the same time, the
expectation of surprise, i.e. of dissimilarity. « « « Rhymes
determine a2lso the euphonic quality of entire lines znd serve
in addition as configurational devices: they signalize the
end of the line and define the siructure of a stanza. In
the construction of the stanza they fulfjll /[ sic_/ thus both
a delimitative and integrating function.

Phonological repetition may occur at such points,
or in such density, in the message that the addressee is led
to the conclusion that phonological couponents of the sign
have prompted the choice of the signatum, & conclusion that

is so flagrantly opposed to assumptions underlying standard
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referential transactions that logic must be set aside, This
conclusion is inescapable, for example, in Lewis Carroll's
erew=1ist from 'The Hunting of the Snark': a banker, e butcher,
a barrister, and others gravely introduced by function--but
all identified with a capital 'B' as in a child's primer,
Appropriately, the crew approves of the navigational map that
the Bellman has supplied:

"J/hat's the good of l.ercator's lNorth lfoles and Lguators,

Tropics, Zones, and lleridian Lines?"

50 the Dellmen would cry: and the crew would reply

"They are merely conventional signs!

"Other maps are such shapes, with their islands and capes!

But we've got our brave captain to thank!

(So the crew would protest) "that he's bousht us the beste-—

A perfect and zbsolute blank!"

('The liunting of the Snark,' Fit the lLecond, lines 8-16)

Carroll must provide the reader with "conventional sizns" in
order to comnunicate at all, but he uses them in an unconven-
tional ways as poetic Bellman, he supplies a map that relates
only to itself, and leaves his crew of readers to steer by it.
The cunmulative effect of Carroll's list of hunters
depends on strategic exploitation of phonology: labels are
shown to cohere as members of a single slliterative set when
identifieation is completed after some 60 lines.S Deneity of
phonological repetition, a related means of promoting the
palpability of signs, is found in wWalt Kelly’s verse:

Gambolling on the gumbo with the gambits all in gear,
I dapped upon a dilly who would be my dolly dear,

(*Truly True,’ lines 1-2)%
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Playful exercises such as the above misht be described as
presentinz a set toward the channel, rather than toward the
messaze. .heir function is phonoaesthetic, a2 term that raises
evaluative questions that will not be discussed here. To
avoid them, I would coin the term 'meftaphatic': a phatic
nessage ("Can you hear me?") establishes whether the channel
is operativej; a metaphatic message ("Can you put that more

simply?") established awareness of the discrete components in
substance that the channel must carry to be operative.7
Although Xelly's syntactic signals are impeccable,
his lexical choices at plages with metrical stress are given
warranty only by their phonological shape. In suggesting the
difference between verse and poetry, I indicated that poetic
warranty lies in inter-relations between the situational level
and the levels of substance and form.® My eriterion of
"sufficient resonance of association," while sketchily defined,
does not appear to be met by the quoted lines. In other
flizhts, Kelly meets the oriterion:
The notes for the does not will sound as the doesj
Today you can sing for the will be that was.
('A Song Kot for liow,' lines 3-#)9

In these cummings~like lines, Xelly uses phonological and
granmatical correspondences to support referential interpre-
tation despite the flouting of form-class rules. Iwo pairs

of referential oppositions—-"the does not" and "the does,"

and (in temporality) "the will be that was"--are identifiable
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in context. The pairs are linked as one ~rouping by line-end
assonance. Links beyond the opposed items include assonance
between note and not, and alliteration and collocational
overlap between gound and ging. OSuch relations cannot be
classed as foregrounding, as the components involved are not
given special emphasis: they draw the substance together,

and let its seams show.

Collocational overlap is similarly used in an
interesting way in a recent poem by Ira 5adoffj he chooses
lexical items that seem to be synonymous with, but are
actually wider in collocational extension than, a preceding
item., By this means, he bridges referential gaps or 'changes
of subject' in the poemj each change depends on a pivotal
word that is initially understood as being anaphoric in refe-
rence, but proves in context to be introducins a new subject,
The technicue is manifested in the first two lines of the
excerpt below, followed by a second form of exploitation of
lexical surprise, involving the use of cornates (italies
added to indicate constituent items):

I feel like a child in an old novie,

Asking myself where have I been. . film
Covers the eye, and I can only recount cvents
Out of sequence, in a haze. This is not clear
Znoughs It is as though 1 were a doctor
Looking into ny eyes with a strange

Light, chasing the pupil into an endless tunnel
“hich 1s not endless. <he pupil shrinks

Like a gchoolchild who does not know
The answers « ¢ o )10

('Uisease of the Lye,' lines j=l4
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In establishing categories for the study of lexis, Halliday
points ocut that they are analozous to the categories of
grammar in that "collocation, like structure, accounts for
a syntagmatic relation; set, like c¢lass and system, for a
paradigmatic one."tl The analogy, applied to techniques used
in Cadoff's lines, shows once again that poetic viability
depends on the interaction of chain and choice.

As lexical items in extratextual collocations,
movie and film can be grouped in the same paradigmatic set
at a fairly advanced degree of delicacy, 1f the narrower
collocational core of movie is the evaluative basej the two
items are differentiable only at extremes on certain scales
of register, such as the speaker's age and his attitudes
toward the visual arts, In place, however, in the "here and
now" of Sadoff's poem, the two items are not 'sames'; still,
the linear nature of reception is such that their paradigma-
tie relation beyond the text is a cohesive factor within the
text. Because of this cohesion--because film was chosen
instead of gloud or any other item with appropriate referen-
tiality in context--~there is no break in syntagmatic rela-
tions between the first two sentences, There is surprise,
but 1t is suddenly revealed within clause structure rather
than being diffused during the intake of a 'chancze of subject!
gtatement. 1he metrical pattern, in which the items under
discussion are placed at successive and stressed line-ends,

reinforces the poetic effect: a sudden shift in relations
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between i1tems still beinzg held in the memory, causing inter-
pretive tension followed by resolution. The set toward the
message is revealed in the need for reassessment of referen-
tial values that had seemed fixed and stable.

A similar bridge-effect, using different prineciples,
occurs later in the excerpt. As a sequence of lexical 1items,

The pupil shrinks continues the referential chain established

by the sentence that preceded 1it, but the simile following
the line-end casts a new light on the sequence's referential-
1ty. pupil and schoolchild share collocational overlap, but
the overlap 1s not made overt by juxtaposition of the two
items until pupil has been 'fixed' as a cognate that, in the
context, does not share this overlap. pupil, in fact, occurs
as two different lexical items, as I regard a single lexical
item in description as one that may be tentatively identified
through invariance of phonological shape, excluding affixes
and function-markers, and confirmed as a single item through
the existence of a broad overlap in its collocations (Hence,
to use Halliday's example,l? cut /verb_/ and cut / noun_/
are treated i1n the study of lexis as a single item, but
bear / verb_/ and bear / noun_/ are not.).

Some of the links other than those described are
also collocational, through absolute identity or throuzh set.
eye occurs twice, with unpleasant 'objectifying' associations

that are paralleled at two later stages in the poem; all four
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occurrences are in 2 referontial environment of 'change of
suhject.' 'ore zenerally, there is a markedly hish frequency
of the phonemic cluster /ay/, flanked by plus juncture. For
the encoder, in terme of his dramatic persona 2t least, eye
vroblems and 'I' nroblems are 2n obsession. Turther, a
relation involvinz collocational set links the besinrin~s and
the end of the excerpt, in that both child and gchoolchild
are drawn from the scme paradigm. Both items appear in the
seme phonolozieal environment, /flayke + ___ /, and in the
same rhetorical fisure realized by parallel grammatical
constructions (Another simile with 2 different construction
lies between the two.),’ Iinks over a wider stretch of sub-
stance lead from the phrase "asking myself where have I
been" (line &), by way of the rank-shifted clause "who does
not Ymow/The answer" (lines 13-14), to the noem's concluding
words, nuoted below in their stanzaic environment:

The doctor recommends the following:

Cover the eyes with a cold coupress of hands,

The stranger will disappear. The lights
Will dim, but you will know where you have been.

(*Disease of the iye,' lines 21-24)

Sadoff professes a childlike iznorunce in his poem,
creaztiny a tension that is resolved when he reports a father=-
figure's advice. The formulation of & quesiion, the reminders
of that -uestioning unease, and the provision of an answer:s
all of these join in one cohesive scheme, Links are struce

turally akin to those traced by Charles T, Lcott in a study
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13 where the senternce is taken

of Persian and Arabic riddles,
as the ninimal unit of cormmunicative intent. Scott's data
are interpreted =2s showins a stimulus-cnd-response relation
between constituents., The relations that he traces are only
incidentally cohesive within a single text; as a constant
feature in a number of texts, they serve to identify a genre,
The sentence, given no downward analysis, enters into what
+illiam O, Hendricks characterizes as "notional relations"1%
with other sentences; it is an immediate constituent of one
of the two obligatory ICe-——proposition and answer--that
constitute each riddle,td

Notional relations za2ppear to be a useful tool in
developing & typolozy of genres, but deseription of such
relations is too close to the edge of linguistics for comfort,
Vladirmir Propp, for example, describes Iuseisn fairy-tales in
terms of invariant "functions of the dramatis nersonae"16
in the narrative streum of 211 members of the genre. Joseph
Campbell, in a study of the archetypal heroic adventure,
gives o diagrammatic key to the quest-de th-rebirth pattern
that typifies the ”monomyth."17 Althouszh both scholars
dicscuss the importance of certain words and phrases in their
data, they isolate such material from its grammatical envi-
ronnent. By this mode of deseription, functions from the
level of language form to the level of situztion appeer to be

discontinuous. Accordingly, 1 shall continue to stress the

analytical mode that entails "a concern for the recurrence of



6h

sub-gentence units in the serics of sentences that constitute
1 sinzle connected text,“18 as opposed to a concern for the
unward linking of sentences considered as notional units,
iithin the preferred analytical mode, it csan be
nointed out that the Judoff phrases that led to this excursion
are linked by the antonymy of ask nyself and 'nnow, and by the
parallel structures of the complements dependent on the two
verb=forms. 1t can also be pointed out that a similar embedded
relation occurs between contiruous sentences in mid-stretch,
in "s « o 1 ask nmy wife, ' ho is this man/You married?' Che
answers, 'He o o o'" (lines 18-19). The relation is not
srammetically identical to that linking the extremes, as a
quotative feature is introduced and antonyny is manifested as
stimulusg-and-response in a reported transactional exchange,
but nerceptible 'sames'! operate within the four sentences.
The sentences, considered on another descriptive
rlane, illustrate further the basic princinle of 'sameness
rith difference' that T have been discucsinz. The pronominal
realicates of 5 in successive clause structures belong to
diflerent gramnatical categories of 'person,' but in terms of
Ttheme! in rrazue -chool us&gel9 the anephoric reference is
& thematic constant—-the 'I' of the poem. 4 rare use of he
in a vocative context (line 19, already cuoted) links with
I throu-iout and with you (line 24) to provide an exhaustive
set; it slso links with the anaphoric this nan (line 18) as

a distancing device that reveals the depth of the speaker's
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self-alienation. Thus, the same stretch of substance enters
into formal intersentential felations and provides a signal
of situational features.

I have avoided the term 'semantics' in description,
because i1ts range of use elsewhere is d.sucyingsly broad and
formally varied. Its application by Duvid Crystal and Jerek
savy is relevant here, though, in that they relate the term
directly to the study of links between sentences in = text or,
nore generally, to the study of "the linsuistic meaning of a
text over and ubove the meaning of the lexical items taken

81n§1y."20

As they point out, the relations of langusge
items in connected discourse, rather than in arbifrary and
disparate sentences, must be identified and described before
a granraticel statement is complete.21 Trhe presence of such
relationzgl features zives cohesion to a text. The nature of
their patterning contributes to its style.

Cohesion 1s described by Hallidey as a stylistie
cally motivuted "srouping o o o Of descriptive catesories,
throuzh which the special properties of a text may be recog-
nized / by the alignment of_/ various grammatical and lexieal
fea.tures."22 The features may be drawn from different ranks
in structure, or may cross sentence boundaries and have no
functional value in themselves within usual concepts of grammar,
Lach sub=set 1s grouped by the analyst through his recoznition
that ite members opemsate as funetionzl sames within the text,

and thus serve to unify it through the consistency of their
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operations. For exemple, = prose author or poet may consis-
tently select certain group features from the "system network"
of "choices associated with a siven constituent type"23 in
clause structure, or he may select anaphoric function-words
from an idiosyneratically restriected sub-set of the full set
availsable to him at certain places in the structure of the
nomingl ;roupe Both of these instances depend on grammatical
reletions for the identification of participante in the link,
but the link itself is based on sentence structure only in the
first cagse; in the second case, it lies beyond the bounds of
structure by their current definition. The cohesive relation
is defined as existing between sentences, not within them: as
Ruqgaiya Hasan has pointed out, "the parts of a sentence
'cohere! in 2 different way, in that they are structurally
related-~by definition, since otherwise they would not be »art

;}
of a sentence."”“

In both cases, delicacy of description
increases as nrecision is added to the comparative base, to
show how 2 writer's choices compare in frenuency with occur-
rences of the same cholces by another writer or in represen-
tative samples of the standard language. !y technique here
#111 be gross and intuitive, as I seek only to touch on the
princinles involved,

Lexical cohesion is non-probabilistice 1t is
provided by the occurrence of the same lexical item, or of

items that may be considered to belons to the same lexical

set, where occurrences are in close proxinity on the chain,



Cohesion may be strons or weak, depending on variables that
include the degree of linear proximity and, in 'set' rel=tionms,
the dezree of paradimatic sympathy in terms of associative
gtatistics drawn from general usage. In poetry, lexical or
gremnatical cohesion may be reinforced by the iterative
patterns of metre and/or rhyme. As I indicated previously,

I shall not try to attain a high degree of delicacy, but 1
hope to work at a stoge where 'sames' can be differentiated
from their environment with sufficient clarity to establish
the existence of interrelated patterns in substance, form, and
context., 4t the very lowest degree of delicacy, ‘'sames' are
everywhere; all words are phonological clusters and all sen—
tences are lexical clusters, but this observation does not
take a descripiion of cohesive patterning very far,

'Ballad of the Long=lesged Bait' &s marked by
conaistency of selection from the system network of options
avnilable at two places in clause structure: 'sudbject' (S)
‘there the topic or theme is the man to whom thinzs happen in
the voem, and 'predicator' (P) where the new information or
rheme is juotative (Q). Almost invariacbly, Thomas selects
the pronoun he as the realizate of 5, 2lthouh the poem's
surface structure manifests few features to which the personal
nronoun can be reluted anaphorically. The UBJ.CT of the poem
(capital letters are used to distinsuish a thematic element
from a gramnatical or other unit within the language systen

itself) remains unspecified or attributively dim by virtue of
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this feature of selection. A standard-language narrative over
a comparable stretch of substance would usually provide a
wider range of Se-realizates referring to the SUBJECT, drawing
on such grammatical resources within the nominal group as
modification, qualification (including, by rank-shift,
apposition and defining relative clauses), and periphrasis,
In the poem, the SUBJECT is introduced through a possessive
personal pronoun, structurally and metrically unstressed, in
the complement of the opening sentence ("his thrashing hair
and whale-blue eye" / line 3_7/); the first attributive iden-
tification occurs with weak thematic stress, in a portmanteau
adjective ("the fishermanned/Boat" / lines 4-5_7)., A quali-
fier related anaphorically to "the man" ("on the . . . deck"
[/ 18_7)simply places the SUBJECT in a predictable LOCATION,
It is not until line 123 that the -UBJECT is realized in S

by means other than pronominal, and even then we are offered
only redundant information ("the fisherman") linked syntag-
matically to an adjunct that describes the SUBJECT's listless
manner ("#ith no more desire than a ghost").

The pattern interacts with the Q-features mentioned
above to produce the referential effect of a puppet-like
fizure completely at the merey of circumstances. Q-features
support this interpretation through consistency of grammatical
and lexical choicej imperatives are frequent, and the ascribed
source or SPEAKER is concealed,?’ Structure often sugzests

that reported comments and directions are being presented in
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an apostrophic mode rather than being ascribed to a
PARTICIPANT in the magined SETTING, as the Q-information
is presented at some length before the structural place P
is reachedjy where S and P are realized before Q, the same
effect is maintained lexically by selection at P from a
verbal class that can operate intransitively as well as tran-
sitively, so the item does not immediately signal its contex-
tual function as it occurs on the chain, Both techniques are
reinforced by orthographic deviation: that is, quotative
clauses are not marked by inverted commas,

An example of this cohesive feature in context, on
the grammatical plane, is the following (italics added):

Good-bye to the man on the sea~legged deck
'0 the gold gut that sings on his reel
To the bait that stalked out of the sack,

For we saw him throw to the swift flood

A girl alive with his hooks through her lips;
All the fishes were rayed in dlood,

Said the dwindling ships.

('Ballad of the Long-leggzed Bait,' lines 18-24)

Lexically, an example of a typical verbal choice in a typical
place 1s the italicized item on the second line that follows:

The whirled boat in the burn of his blood

Is cryinz from nets to knives,

Oh the shearwater birds and their boatsized dbrood
Oh the bulls of Biscay and their calves

Are making under the green, laid veil

The long-legged beautiful bait their wives.
Break the black news and paint on a sail
uge weddings in the waves,
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Over the wakeward-flashing spray

Over the gerdens of thedf%oor o

Clash out the mounting dolphin's day

Ny mant i s Bell-spiee /o7 (1ines 65+76)

In both cases, the occurrence of the italicized pronoun or
pronoun-plus-headword is the first signal that interpretive
inferences must be revised. Grammatically, the reader was
offered a bait that he swallowed too soon.

A lexically cohesive feature, as opposed to a
grammatically cohesive feature that is reinforced by lexis,
is found in the repetition of good-bye and good luck (both
of which, incidentally, have an ominous ring in context).
Farewells and good wishes are ascribed first to the townscape
the fisherman leaves behind him, then to the animal kingdom,
and finally to the sun and the moon. llany items are drawn
from the meteorologist's lexicon, and most of the referents
are personified (Hurricanes and typhoons, personified in the
meteorologist's professional register, do not appear in the
narrative.). Items from the lexical set, 'sea-creatures,’'
include clipped forms that add associations of land and heaven:
figuratively, the phrase "horses and angels" (line 33) has
more resonance than the contextual paraphrase 'sea-horses and
angel=-figh.' These two items and others foreshadow the apoca-
lyptic reversal that follows, when there is no more sea and
"salty colts" (line 186) gallop from the land that had lain
beneath it--a setting that Thomas, in a dazzling display of

paronomastic compression, calls "the country tide" (line 192),
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Thomas's narrative gallops, too, partly because of
high incidence of co-ordination in his sentence structure,
This is signalled by the fregquency of the co-ordinating con=-
junction and, though other members of the closed set to which
it belongs (usuelly or or but) also occur. An example of
recurrent choice of a relation of co=-ordination rather than
dependence in the sentence structure of the poen is

He who blew the great fire in

And died in a hiss of flames

Or walked on the earth in the evening
Tounting the denial of the zrains

Clings to her driftinirhair, %gg climbss
e

And he who taught th lips to sing
Teeps o o o o (1ines 157-163)

Hopkins, on the other hand, chooses dependency relations:

She to the black-about air, to the breaker, the thickly
Palling flakes, to the throng that catches and quails
Jas calling '0 Christ, Christ, come quickly':
The cross to her she calls Christ to her, christens her wild-
worst Best,

(*The /reck of the Deutschland,' stanza 24, lines 5-8)

Even if the last line is construed as three co-ordinated dauses
with relations obscured by ellipsis, a lexical and phonological
'dependency' is firmly established by the constellation gross-
Christ-christens.

In lexis, Hopkins often chooses items in what has
been called "incremental rapetition,"26 where in effect he
demonstrates the variety of contextual meanings that can adhere

to a single item, The cohesive feature of the technigue lies
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in the sameness of each occurrence, rather than its difference
from all other occurrences. The opening invocation of 'The
‘reck of the mtschland' introduces the item master in a
form-class deviation: "Thou mastering me/God!" (stanza 1,
lines 1=-2). The item ocours again on seven occasions in con-
texts that constitute a gloss on the Christian concepts of
subservience and devotional study, fused by the collocational
range of pmaster. Cod is at once "master of the tides" (32, 1)
and the "martyr-master" (21, 7), at once asserting his domi=-
nation and showing the way by example.

The urgency of the poet's questioning, marked in
gremmar by strings of attributive phrases dependent on a single
preposition and by many other features, is reflected in another
form of cohesion in metrical patterning. Hopkins causes lines
to coalesce by using violent enjambement, where his rhyme-
scheme demands the inclusion of the first phoneme of the
followings line: for exemple, in the line-ends "leeward" and
‘drew her" and "endured" in stanza 14 of 'The /reck of the
Deutschland' (lines 1, 3, and 8), Phonemic transcription of
the three endings, including the first phoneme of the fourth
line, seems to require, for accuracy's sake, the removal of
plus juncture: /luword/-/druwar +(?)d/=/duwsrd/, The same
phenomenon occurs in other stanszas, notably in "of them/" and
'bf the/M + o " (stanza 31, lines 4, 6, and 7), and in "door/D"
and "reward" (stanza 35, lines 1, 2, and 3)., The cohesion in

this case lies in the repetition of a particularly bizarre



73

means of adhering to the constraints of rhyme,27though the
feature itself also has contextual significance.

The above are scattered and skimpy examples of
relations that are made overt in poetry through the set
toward the message. In other comrunicative functions, the
sign has transactional value only by virtue of its signifi-
cation; in poeiry, where the sign is imbued with combinative
power through the nature of its own substance, it also has
presentational value as a component of 'something nade!
(e phrase that transliterates from its Greek equivalent as
poiema), and thus its capacity to enter into relations of
'sameness' is greatly increased. The added cohesive potential
is a counterbalance to the potentially over-~disruptive effect
of foregrounding in poetry. The reality of the poetic message
is the only reelity that sustains communication--the poet
cannot point or wave his arms, nor can he be asked to para-
phrase 2 statement=-and any demand for warranty within it must
be shown to be worth the effort. Cohesion helps to provide
the assurance that warranty exists in a referential continuum

consisting of the poem as a whole.
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CHAPTER IV
A DISORIPTIVI APPROACH

If foregrounding is regarded as a centrifugal
foree that impels an item-ineplace away from the assumed
'intake core' of the message, cohesion may be called the
opposing centripetal force. Like deviation and convergence,
discussed in my first chapter, the two forces interact in a
poen to contribute to a dynamic equilibrium between the text
as a display of word-choices and the text as a referential
chain,

In summary, foregrounding and cohesion can be
identified 2t the level of form ("the orzanization of the
substance into meaninsful events'l throuzh grammer and lexis)
and at the Hallidayan interlevels of phonology and context
(the relation between linsuistic form and, respectively,
apeach sounds and non-linguistic features of situation).
flence, because of the descriptive separation of grammar and
lexis, a streteh of substance may be narked by the presence
of as many as four features that are relevant to this
discussion: foregrounding or cohesion may be present on any
or all of four analytic planes (phonolozical, grammatical,
lexical, and contextual)., The 'dynamic equilibrium' in
poetry can be attributed, in these terms, to the fact that

a unit of any rank, as realized in form, may be subject to
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both centrifugzal and centripetal force on different planes,
in a complex of interrelations that shift as new items in the
message gain significance by contiguity.

Such interrelations may involve the same stretch
of substance in different ways, depending on the rank--and the
stage in linear progression--at which analysis 1s performed,
Abstracted as typical phenomena within 2 text, shifts may be
characterized as part of that text's description. The method
lends itself to comparative studies; a brief example is given
below, based on analyesis at 'group' rank in 'Ballad of the
Long-legged Bait' and 'The Wreck of the Jeutschland,!

Thomes's "the praying windows of waves" (line 28)
and lopkins's "the widow-making unchilding unfathering deeps"
(stanza 13, line 8) are unexceptionable in their syntax, and
thus display neither foregrounding nor cohesion on the gram-
matical plane of description. Both conform to the structure
of the nominal group in Englishe-(m)h(q)=—which permits
recursiveness in the 'modifier' position before the headword
and, in the 'qualifier' position after the headword, a zero
realization or a preposition-and-completive. At constituent
rank, however, grammatical contrasts are apparent between the
two quoted groups.2 Structure of individual words in Thomas
is also unexceptionable, but Hopkins employs the negative
prefix un=- (in what Geoffrey Leech describes as a "privative

use o« ¢ o paralleled in unhorse, unfrock, unleash, ete,P) in
foregrounded association with the two lexical items ghild and
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father. The same association, still on the plane of grammar,
gains a cohesive aspect with the later occurrence of parallel
structure in "unchancelling" (stanza 21, line 6).

Thomas provides cohesion in lexis, rather than in
grammar, by the selection of church in a later environment at
line 212; the item is linked paradigmatically to praying in
the quoted group. The two occurrences are also cohesive at the
level of context, as the fisherman's obliviousness to "the eyes
of candles/In the praying windows of waves" on his departure is
contrasted with his action on returning: the anchoring of his
boat "through the floors of a church." Hopkins uses his group
for cohesive purposes in context too, likening the sea's
action in depriving parents of their children to the action
of God's "unchancelling poising palms" (stanza 21, line 6)
in depriving the martyred nuns of their sanctuary. Both forces,
he seems to imply, are beyond man's control or comprehension,
and even their cruelty may be a blessing., In other links, God
is "sway of the sea" (stanza 1, line 3) and "stanching, quen=-
ching ocean of a motionable mind" (stanza 32, line 5).

As indicated above, Hopkins provides foregrounding
on the grammatical plane within his nominal groupe. Thomas's
foregrounding lies in lexis, through the co-occurrence of
praying and windows, and of windows and waves., Lexis in the
Hopkins group may be considered mildly cohesive (if the concep=-
tual range of 'cohesion' is extended to include non-grammatical

relations within a single sentence), in that a sequence of



79

kinship terms is realized. 3Both groups manifest phonological
'cohesion' through 2lliteration, supplemented in Hopkins by
the recurrence of the present-participle marker.

Similar contrasting patterns recur at all ranks.

I suggest that they typify their texts, and that they could

be described in conjunction with the broad metrical and phono-
logical schemes that provide a counterpoint to their rhythm,
It would be absurdly mechanistic to claim that the poeticelity
of a poem can be explained or quantified by the use of a
simple matrix such as this, I propose its application only

as a first and tentative step towards linguistic description
of individual poetic texts, with the hope that the approach
may help to isolate features that distinsuish a text or are
common to a group of texts, It may also shed light on the
process of diachronic change, and particularly on the contri=-
bution made to that process by the poets of carlier days,

Leo Spitzer, whose evaluative approach to textual
snalysis has been reluctantly ignored in this thesis, summed
up his views on the importance of stylistic studies in the
following statement (italies his): "Nihil est in grammatica
quod non fuerit in stylo."b My translation includes some
extraneous foregrounding to reflect my theme and my own
conviction: ‘Iothing exists as part of the constraints of

grammar that was not previously one of the options of style.!
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