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Abstract

This thesis re-examines Jakobson’s theory of poetic function
and develops the axial model of his metaphoric and
metonymic poles in order to construct a suggested iconic and
poetic space, with special reference to a city poetic. The
suggested model is used to develop a possible genre of a city
poetic. The role of the narrator in poetry is explored with
specific reference to shifters and deictics, with a view to a

gendered analysis of self and place within a city poetic.

The construction of space within the Jakobsonian axial
model is developed with the assistance of iconicity, parallels,
and movement (with reference to the Russian Formalist
Movement’s interest in byf). The question as to why women
poets have not extensively explored their position within a
city poetic is investigated by way of a discussion of deixis

and shifters (place and self) — with special attention given to

the benefits of distinct terms for these two stylistic
categories.

This thesis is practice-led and half is comprised of the long

poem: Shades of Light: A Triumph of City. This poem is



based on the Petrarchan sequence of Triumphs and interprets
the woman poet, and poetry, within a city environment. It is
a full length practical exploration of how the theory of a city
poetic can be expressed in practice. The Commentary which
accompanies the poem supplies information on the sources

for the poem’s background information and inspiration. The

thesis and the poem are proposed as an integrated whole —
theory plus practice and practice plus theory.

It is hoped that this thesis, both in theory and practice, will
inspire further research and work based on this presentation
of:

the first entire poetic sequence of Triumphs since Petrarch;

a first in the use of Adobe Indesign software by a poet to
construct poetry;
a first diagrammatic representation of city poetic space;

a first theoretical attempt to establish a genre of city poetry;

and almost a first women’s long poem about women in the

city — in this case London.
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Note on spelling

Russian names are spelt throughout this thesis in accordance
with the spelling used in the text quoted. Therefore
Mayakovsky is also Majakovskij, Eichenbaum is also

Ejchenbaum and Ejxenbaum, and Belyj is also Bely.

Academic Style

The academic style of the theoretical part of thesis is
Harvard. The Endnotes for the theory thesis are at the end of
the theory part. The poem, Shades of Light — also has



Endnotes — both for the poem itself and for the

Commentaries. Each section of the poem has its own short

Bibliography.

This thesis theory has a Bibliography rather than a List of

References. This is with the explicit intention of providing

more than just a source list for work quoted and referred to.
The dual nature of this thesis requires a crossover between
theory and practice. It has sometimes not been possible to
categorise all work as belonging specifically to either part of
the thesis whole. The Bibliography therefore contains some
works which have had a significant impact on either part of
this thesis and which were consulted as relevant to the

research, though not directly quoted from.
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Introduction and Definition of Terms

This question this thesis asks is: ‘Is there a genre of a city
poetic defined by poetic space and what is women’s
contribution to this poetic?’ This thesis is practice-led. One
half of the thesis comprises a long poem: Shades of Light: A
Triumph of City. The other half comprises a theoretical
exploration of a city poetic. This has been researched with
reference to and development of Jakobson’s definition of
poetic function and his theory of the poles of language. This
thesis proposes a new theory: that a development of
Jakobson’s axes constructs a semiotic model which provides
a poetic space, and, in this instance, a theory of a city poetic
space. A further new theoretical development is that it is
suggested that this may construct a genre of city poetry. Itis
intended that both the thesis and poem are two parts of a

whole piece of research, the one expressing the thesis, the

other expressing the practice.

It is the construction of poetic city space which forms a
central focus of this thests. This thesis does not have as its
main objective, a contribution to the general theory of space.

However, it is posited within a context of geographical,
architectural and historical backgrounds and definitions of

city space. City space has been exhaustively considered and
defined by several theorists and practitioners, including:
Bachelard (1994 [1958]), Certeau (1984), Harvey (1995
[1990]), Lefebvre (2007) and Soja (1994 [1989] and (2007
[2000]). These definitions have been investigated and
contested by a number of women geographers including:
Gwin (2002), Massey (2004, 2006), Miranne and Young
(Eds.) (2000), Rendell et al. (Eds.) (2007 [2000]), Rose



(1993) and Watson in Bridge and Watson (2002). Massey
(2006), Miranne and Young (2000) and Watson (2002 in
Bridge and Watson) have successfully named and theorised
the concept of space versus boundaries, stasis versus
movement, with special reference to women. Massey
provides much in-depth analysis of how men have written
about space. Miranne and Young (2000) usefully sum up
four different areas of investigation: women and the social
construction of the city; how cities are constructed as seen by
women; how women can challenge the boundaries set by
cities and, lastly, how alternative visions of women in

relation to their city environment can be explored (2000,
pl4).

With reference to the stated focus of this thesis, the

construction of a poetic city space, this thesis proposes to
develop three areas of theory: the observed need to
understand the nature of city poetry as a possible genre; the
construction of a poetic space which interprets the city
within poetry in order to provide this genre; and a method for
women to express a voice and identity within this suggested
genre. Within poetry, the apparent lack of women’s poetry
about the city, and the observation (Barry 2000, pp16-20)
that women in their poetry have not placed themselves
clearly within the city environment (although this comment

appears to have been poorly researched), provided the initial

impetus for research in this thesis. Connected to this
difficulty of identity for women with the city in poetry, was
the perceived lack of voice within a subject area of poetry
which British male poets had contributed to apparently
without difficulty in recent years (A Fisher (2005), R Fisher
(1996), Sinclair (1996, 1999). The question of the nature of

a possible genre of a city poetic which more readily includes

women is an obvious development from this, so far, male



dominated poetic expression. This thesis explores the
stylistic terms of ‘shifters’ and ‘deictics’ as a means to
understand women’s voice within a city poetic. These two

stylistic terms are often confused as one category. This

highlights the need to re-categorise them as separate entities,

if they are to interpret women’s voice fully.

The central theory for the analysis of a city poetic s
developed with reference to Jakobson’s writings. It is
evident that Jakobson’s work has not only been neglected in
recent decades but that, when it has been considered, it has
received little examination and investigation. Most are
content to repeat his central theories, while others tend to
reinterpret rather than to read closely and clearly what
Jakobson himself has said. This thesis not only examines

and investigates his central theories; it then proposes

significant developments of them.

In brief, Chapter One of this thesis studies Jakobson’s ‘poetic
function’ in depth, and realises fresh interpretive material.
Chapter Two studies Jakobson’s metaphoric and metonymic
poles of language which are then developed into a fully
semiotic axial model which describes metaphoric and
metonymic attributes within poetic language. Attributes of
this model are defined and also developed. It is suggested

that the production of the space between these axes interprets
a city poetic, both iconically and through Jakobson’s

‘grammar of poetry’. Definitions of this thesis’ use of
linguistics, semiotics, structuralism and stylistics are detailed
below. Chapter Three explores the use of this space by the
city poet and narrator, and, with reference to ‘shifters’ and
‘deictics’, the city-placed voice of the woman narrator.

‘Shifters’ and ‘deictics’ are interpreted as stylistics terms.
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With reference to the poem Shades of Light, this exploration
of space included an innovative section which was written

with the use of sofiware — ¢ Adobe Indesign’ — furthering the

interpretation of iconic space and a city poetic.

The theoretical framework which this thesis uses is based on
linguistic, semiotic, structuralist and stylistic analysis. It is

important to understand that these terms all apply to different

methods of analysis and that within each of these
methodological areas there are different categories and

definitions. An explanation of how these terms are defined

and understood within the scope of this thesis is therefore

necessary.

The frames of reference for the use of linguistic and semiotic
terminology in this thesis are defined in the next paragraphs.

Within this thesis the proposed city poetic is defined through

an understanding of Jakobson’s poetic function and his
theory of the poles of language as a semiotic analysis. This is
a development of the usual understanding of Jakobson’s
contribution to poetic theory, usually understood to be
largely linguistic. The semiotic understanding of Jakobson’s
theories, by contrast, can be clarified, as specifically arising
from Jakobson’s early interest not just in linguistics but in
visual art. This thesis suggests that this understanding is
fundamental to his analysis of poetry. Jakobson’s earliest
essays were on visual art ({1919, 1921] 1987), and
subsequent studies of non-verbal communication in the work
of Pushkin (see his essays ‘The Statue in Pushkin’s Poetic
Mythology [1937] 1987) and on Blake and Klee confirmed
his continued interest ([1970] 1987). The techniques of the
artist and those of the poet can be understood to cross the
boundaries of separate definitions of the verbal and art forms

with the aid of a semiotic analysis. In both disciplines the
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components of technique combine to construct the whole.
Within Russian Formalism, this is done with attention to
scientific analysis of structure, the ‘literariness’ of the text
(Russian Formalism is further defined at the beginning of
Chapter One). Whatever signs are used depends on the
creative discipline identified by the poet or artist
accordingly; but the poet, through her/his semiotic usage, has
access to different methods of the use of words whereby a
poetic picture, or in terms of this thesis, a poetic space, can
be constructed. The words speak with their arbitrary
meaning (though the word ‘arbitrary’ is used with caution
bearing in mind Jakobson’s insistence on diachrony, the
influence of the passage of time, in language - Jakobson
1985). Within poetry the words, also ‘speak’, for example,
through their capacity to signify through collocation (and see
parallelism below), process (see Thurston 2001 on Allen

Fisher), iconicity (N&nny, 1985), artifice (Forrest-Thomson,
1978) or indeed as a whole within the constructed poem, in
its entirety. It is this understanding of meaning within poetic
construction that should be kept in mind when considering

both the poem Shades of Light and this thesis.

For Jakobson, whose theories derived not only from his
linguistic research and practice, but also from his interest in
semiotic analysis, linguistics and the study of poetic function
must co-exist: ‘the linguistic study of the poetic function

must overstep the limits of poetry, and, on the other hand, the

linguistic scrutiny of poetry cannot limit itself to the poetic
function’ (1987, p70).

Jakobson’s theories derived originally from his work with

the Russian Formalists, who proposed that the work itself
was worthy of study through knowledge of technique: ‘A

poetic work is defined as a verbal message whose aesthetic
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function is its dominant’ (1987, p 43)." For Jakobson, the
poetic work is a system of values: ‘it possesses its own
hierarchy of superior and inferior values and one leading

value, the dominant, without which...verse cannot be

conceived and evaluated as verse’ (1987, pp 41/2).”

The close identification of Jakobson as a specialist in
linguistics rather than semiotics arises from the number of
very close analyses of poems that he made based on a
complex use and understanding of linguistics. One of his
most famous is his analysis of Baudelaire’s ‘Les Chats’
(1987, pp180-197). For the purposes of this thesis, clear
definitions of the terms ‘semiotics’ and ‘linguistics’ with

respect to Jakobson’s theories are discussed below.

Whilst Jakobson’s own analysis of a number of poems is
largely linguistic, his theories of poetics contain semiotic
clements. Linguistics is the scientific analysis of language
through its grammatical construction (Matthews 2005).
Semiotic analysis of poetry applies the ‘science of signs’ in
an analysis of how meaning arises within poetry in ways that
are not only syntactical, but are also a result of its
constructed form and the meanings arising from this form —
its literariness. For Jakobson and the Russian Formalist
movement, this means that the ‘literariness’ of the literary
work is the focus of study. Whilst focus on the ‘literariness’
of a text may be interpreted linguistically, it can also provide

a basis for a semiotic analysis (see Jakobson’s analysis of
Blake (1987), pp479-489).”

In the concluding paragraph of his essay ‘A Glance at the

Development of Semiotics’, originally written in 1975,

(1987, pp 436-454) Jakobson demonstrates his commitment
to semiotics:
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Semiotics...the science of signs...has the right and duty
to study the structure of all of the types and systems of
signs and to elucidate their various hierarchical
relationships, the network of their functions, and the
common or differing properties of all systems. The
diversity of the relationships between the code and the

message, or between the signans and the signatum, in
no way justifies arbitrary and individual attempts to
exclude certain classes of signs from semiotic

study....Semiotics, by virtue of the fact that it is the
science of signs, is called upon to encompass all the

varieties of the signum (1987, p454).
Jakobson’s semiotics arose in part from Saussure’s Course in
General Linguistics which was instrumental in the rise of
interest in semiotics in the twentieth century. When defining

linguistics and semiology Saussure wrote:

A science that studies the life of signs within society is
conceivable; ...I shall call it semiology. Semiology
would show what constitutes signs, what laws govern

them...Linguistics is only a part of the general science
of semiology; the laws discovered by semiology will
be applicable to linguistics ([1959] (1966), p16).

Saussure’s Course in General Linguistics was originally
published in 1915. Semiology was perceived by Saussure as
a science of signs that were arbitrary in their relation
between form and meaning (cf. Harris in Cobley (2001b,)
p259). The more modern semiotics has developed to include
within its analysis any system of signs which express human
communication (as well as all communication in the known
universe). Barthes’ interest in semiology introduced non
literary texts — music, menus, and advertisements for
example (Barthes, (2000) [1957] Mythologies ) - into the
realm of the study of signs. John Deely, in his overview of

the development of the various terms to denote semiotic
categorisation of signs, suggests that ‘semiotics’ has
superseded other terms (semeiosis, sematology etc) in a
process of ‘conventionalized’ usage (Deely (2006), p15/16).
This is not to deny the complexity of the term’s history and
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the detailed differences between the variations of this term.
For the purposes of this thesis, the term semiotics is used to
denote, as Deely defines it, ‘a renewal of intellectual culture

around an increasing appreciation of the manner in which

human experience depends upon signs for its life’ (2006,
p24).°

For Jakobson, linguistics is not sufficient in itself as a
structure for an analysis of either poetry (see his analysis of
Blake in 1987, pp479-503) or poetics. His Russian Formalist
interest in ‘literariness’, the study of technique as a
‘structured system’, makes the use of linguistics for the
analysis of poetic texts important - but his theories, which
include a strong interest in structure, in fact promote semiotic
models which release the full meaning of these texts.
Jakobson argued that not only linguistics should be a part of
semiotics but also that poetry should be included within
linguistics: ‘Since linguistics is the global science of verbal
structure poetics may be regarded as an integral part of
linguistics’ (1987, p63) and:

many poetic features belong not only to the science of
language but to the whole theory of signs, that is, to
general semiotics...since language shares many
properties with certain other systems of signs or even

with all of them (pansemiotic features) ( both quotes
from ‘Linguistics and Poetics’ [1960] (1987) p63).

This thesis therefore argues that city space is a semiotic
space. This is, as Jakobson suggests in ‘A Glance at the
Development of Semiotics ([1974] 1987, p451), a space
which is described by a ‘grammar’. This thesis develops this
‘grammar’ through the structure of the axial model analysed
in detail in Chapter Two. The suggested genre of a city
poetic depends, therefore, on a semiotic rather than a
linguistic analysis. Jakobson’s theory of poetic function

refers to projection of metaphoric poetic language into
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metonymic, often more prosaic combinations of language.
He explores this model through the use of axes which give
rise to the metonymic pole (syntagm, horizontal axis) and the
metaphoric pole (paradigm, vertical axis). This will, as this
thesis attempts to show, in a radical development of
Jakobson’s original theories, result in a semiotic model for

the conception of a space, and in this thesis, of city space.

This cannot be described as a linguistic analysis.

Further explanation of the semiotic components of
Jakobson’s analysis of poetry can be found in his
interpretation of Peirce with reference to G. M. Hopkins.
Jakobson, in “The Development of Semiotics’ (1987, pp 436-
454) provides an overview of the importance of Peirce as
well as other European semioticians, including Saussure. It
is further evidence of Jakobson’s interest in the semiotics of
poetic language which leads him to combine Peirce’s work
with that of Gerard Manley Hopkins in his essay: ‘A Glance
at the History of Semiotics’ (1987 [1974]). The constructed
model is complex and from it derives the notions of difierent
kinds of similarity — factual and imputed — which is also the
expression of artifice. It is with apologies to both Jakobson
and Forrest-Thomson that this is an area of Jakobson’s
theory which is not fully covered in this thesis.” Jakobson’s
understanding of Peirce is that Peirce’s triad in respect of a
sign’s relation to its object — the index, the icon, the symbol
(1987, p443) - should in fact be complemented with a fourth
— the artifice of parallelism. This thesis focuses on the work
of Jakobson and it is with apologies also to Peirce and his
substantial contribution to semiotics, that an analysis of the

work of the latter falls outside the remit of this thesis.

Jakobson suggests in ‘A Glance at the Development of
Semiotics’ that:
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The signs of a given art can carry the imprint of each
of the three semiotic modes described by Peirce; thus
they can come near to the symbol, to the icon, and to
the index, but it is obviously above all in their artistic
character that their significance (seémeiosis) is lodged.
What does this particular character consist of? The
clearest answer to this question was given in 1885 by
...Gerard Manley Hopkins: The artificial part of
poetry, perhaps we shall be right to say all artifice,
reduces itself to the principle of parallelism. The

structure of poetry is that of continuous parallelism®
(1987, p 451).]

In ‘Grammatical Parallelism’ Jakobson writes: ‘on every

level of language the essence of poetic artifice consists in
recurrent returns’ (1987, p145).° This poetic construction,

where words, sounds, themes, patterns are repeated within

the poem producing the parallels, constructs poetic artifice.”

Jakobson refers to Saussure’s groundbreaking work on

ancient poetry and then again to his own development of
Peirce:

“Parallelism” as a characteristic feature of all artifice
is the referral of a semiotic fact to an equivalent fact

inside the same context, including the case where the
aim of the referral is only an elliptic implication. This
infallible belonging of the two parallels to the same
context allows us to complement the system of times
which Peirce includes in his semiotic triad: “An icon
has such being as belongs to past experience...An
index has the being of present experience. The being
of a symbol...is esse in futero” (1V.447;11.148). The
artifice remains the atemporal interconnection of the

two parallels within their common context (1987,
p452).

The fourth mode to be added to Peirce’s icon-index-symbol

triad is therefore artifice:

The “artifice” is to be added to the triad of semiotic
modes established by Peirce. This triad is based on
two binary oppositions: contiguous/similar and
factual/imputed. The contiguity of the two
components of the sign is factual in the index but
imputed in the symbol. Now, the factual similarity
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which typifies icon finds its logically foresecable
correlative in the imputed similarity which specifies
the artifice, and it is precisely for this reason that the
latter fits into the whole which is now forever a four-
part entity of semiotic modes (1987, pp451/2).

That is to say that a picture of a horse is a factual index, the
word horse designates ‘horse’ but is imputed, as the word
‘horse’ is not at all like a horse; the representation of the
horse in a poem adds the artifice through the use of parallels,
amongst other poetic devices: it is the combinations of the

imputed similarity which gives rise to the artifice.'®

The above paragraphs have given definitions for semiotics
and poetics with specific reference to Jakobson.
Structuralism now requires defining for the purposes of this
thesis in order to understand the contribution of Russian
Formalism'' in the construction of a genre of a city poetic.
For many, it is Jakobson’s definition of metaphoric and
metonymic poles of language which is his most prominent
contribution to structuralism (see Cuddon, 1999). This
provides a basis for a Russian Formalist structuralism, and
by its very nature refers to the grammar of the language used
within poetics, rather than providing a linguistic definition.
This thesis argues that the metaphoric and metonymic poles
within the axial model provide a space which, not only in
Jakobsonian terms, provides poetic form — such as parallels —

but also provides a structure for a poetic iconic city space.

For others, Jakobson has been a negative influence: the most
prominent of his opponents has been Culler, who, in his
Structuralist Poetics (2002[1975]) omits any analysis of
either Jakobson’s interest in semiotics or his ‘poetic

function’, finds his use of linguistic analysis limiting and his
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analysis of poetry - specifically one of Baudelaire’s ‘Spleen’

poems (see 2002, pp64-86) deeply inaccurate.'?

Culler in his Structuralist Poetics (2002) suggests that:

‘Linguistics is the surest guide to the complex dialectic of
subject and object that structuralism inevitably encounters’
(2002, p35). He argues that language is mastered with
greater skill than the knowledge of how this skill actually
works; that there is definitely a system of language use — it 1s
not random; and that any analysis of language must
comprehend not only its construction but what its meaning 1s
(2002, p35/6). He later defines the purpose of linguistics as
‘not to tell us what sentences mean; it is rather to explain
how they have the meanings which speakers of a language
give them’ (2002, p86). Such a definition shuts out the use
of semiotics - the science of signs — the analysis of
signification and meaning within the poetic whole as
opposed to the detailed study of the words and their
combinations alone. Culler’s definitions of the function of
linguistics in the analysis of literary texts lead him to
consider that linguistics is limiting when used in this
analysis. For him, poetics provides the further key to how
the literary text functions (2002, p128 and conclusion pp297-
309), but he does not go on to explore semiotics as a basis
for this function.” He explores Jakobson’s use of linguistics

in analysing poetry (2002, Chapter Three, pp 64-86) but does

not investigate Jakobson’s theories of poetics and their
semiotic basis. Culler’s interest in reader-oriented theory
provides the theoretical basis for his poststructuralism. This

obviates any interest in the formalist ‘literariness’ of the text
itself.

In summary, linguistics is a vital tool for analysis, but

semiotics provides the access to the function, iconic structure
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and the meanings arising from artifice within poetry. For
example, Jakobson’s definition of parallels (see above) in
poetry allows an understanding of the structure and meaning

of poetry that is not based solely on syntax and linguistics.

The semiotic analysis of poetry provides a model which

comprehends the ‘grammar of poetry’."

This Introduction now turns to a definition of the stylistic use
of the terms ‘shifters’ and ‘deictics’ and how these form a
strong part of how the narrator and women as narrators, not

only place themselves within this space but also express a

voice within it.

Stylistics has roots in rhetoric — the choice of the particular
word at a particular time for a particular purpose. Today it
has many different emphases within its umbrella term.
Recent concerns have been a debate around the objective and
subjective nature of stylistics (see Mackay in Jeffries and

Sansom, 2000). The goal of most stylistics, according to

Wales:
is not simply to describe the formal features of texts

for their own sake, but in order to show their
functional significance for the interpretation of the
text; or in order to relate literary eflects or themes to

linguistic “triggers” where these are felt to be relevant’
(2001, pp372/3).

The study of technique, structure and the rhetoric and
meaning of the poetic text is a priority, but not to the

exclusion of what is termed: ‘“social semiotics”. This is a
term used by the linguists Hodge and Kress who stress the
primacy of the social dimension and ideology, especially the
relations of power, in understanding language structures and

processes’ (Preminger and Brogan, 1993, p1228). This is an
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emphasis which is highlighted in Chapter Three of this thesis
with regard to the establishment of a dialect of city poetic

language and women’s voice within this.

Stylistics is therefore not purely a study of the formal

features of a text, but also a study of their functional

significance and how the text can be interpreted. Whilst this
thesis originates with formalist theory, its interpretation of
city space is understood not only as arising from the city
environment itself, but also from the interests of the city-
dwellers. The gendering of this experience can be expressed
through a stylistic analysis of the functions of shifters and
deictics. Stylistics therefore forms a theoretical background
for an exploration of how the use of shifters and deictics
inform the sense of self and place within the city, with
special reference to women as narrator within city poetry and

the formation of a possible genre of a city poetic. Other

developments in stylistics have emphasised feminist
implications of choice of words and definitions of their
current interpretations — for example the gendered ‘he’
pronoun, often understood to designate both genders, is a

special interpretation of the ‘shifter’ which is unacceptable

for women.

Historically, the analysis of shifters was understood to be

firmly within the field of linguistics and was first defined by
Otto Jespersen in 1923. Jakobson wrote in his paper:

“Shifters, Verbal Categories, and the Russian Verb® (in
Fundamentals of Language 1971) that a personal pronoun as

shifter: ‘possesses its own general meaning. Thus I means
the addresser (and you, the addressee) of the message to
which it belongs...In fact, shifters are distinguished from all
other constituents of the linguistic code solely by their
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compulsory reference to the given message’ (1971, 132).

Katie Wales summarizes:

Jakobson calls the 1PPs and 2PPs [first person and

second person pronouns] “shifters” (embrayeurs),
since their referents are not fixed or stable, but shift

according to the situation, as participants take turns to
speak. Speakers become addressees, and vice versa:
the use of 1PP or 2PP is therefore essentially context-
dependent (Levinson 1987: 57) (1996, po1).

Monica Fludernik in her article ‘Jespersen’s Shifters:
Reflections on Deixis and Subjectivity in Language’
(1989/90) finds that Jakobson’s contribution (1971) adds
nothing new to Jespersen and Benveniste.”> Her analysis
highlights the deictic (or ‘pointing’) aspect of the personal

pronouns and thus shifters became a part of deictics.'

The term “shifters’ is still now rarely used as it is considered
to be a part of the category of ‘deixis’. But this thesis
proposes that the two terms be kept separate. In Chapter
Three it is argued that this has useful implications for the
feminist stylistic debate. It is argued that as a shifter can
mean the same person through different words
simultaneously, that there is a metaphoric attribute to this
category. This, it is argued, has implications for the role of
narrator and within a city poetic. A brief look at the role of

the narrator, in the paragraphs below, as a narratological

term, provides a background for the role of the female

narrator within a city poetic.

Narratology is the study of the formal characteristics of
narrative and therefore of the narrator, as one amongst other
parts of the narrative process. Narratology derives originally
from the study of the construction of folk tales by Propp
(2003 [1927]). Propp’s work established set patterns of

characters and characteristics within the genre of folk tales.

It is not a form of literary criticism but a study of form. This
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is a further facet of the ‘literariness’ as defined by Jakobson
and mentioned above. Narratology developed theories of
narrative levels (Chatman, (1990a), Rimmon-Kenan, (2002),
[1983]) and has greatly increased in complexity in recent
years (see Cobley on ‘Narratology’ in Groden, 2005). It now
also includes social narrations, life stories and gender theory
(Page, 2003). As is explained in Chapter Three of this thesis
there is a tension between voice, gender, narrator, and
narrative in poetry that remains unresolved within
narratological terms (see Lanser 1986 and Warhol, 1999).
There seems to be instability in narrative levels in poetry that
the theories of narrative levels of author, narrator, text,
reader positions do not enlighten. This thesis argues that
shifters provide a metaphoric key to the comprehension of

voice and gendered voice in poetry, with special reference to

a city poetic.

One further issue to be mentioned is that, as a theory,
narratology has been extensively applied to prose rather than
poetry, although it may be more readily applied to narrative

poetry than other forms as suggested in The Princeton

Encyclopedia of Poetry and Poetics:

If modern theorists of narrative have mostly
concentrated their efforts on prose, it is perhaps
because analysis of prosody, as of figures, schemes,
and tropes, has customarily been applied to the lyric.
If it is understood that narrative poems are susceptible
of the same kind of analysis, with the difference that
prosodic effects feed into the general effect produced
by a particular narration, then we can approach
individual texts unworried by classificatory

anxieties... (1993, p817).

This is a suggestion based on poetic form rather than content.
This thesis argues that if certain attributes of poetry are
considered within the metaphoric axis — for example, shifiers

— then this releases an analysis of the narrator in poetic terms
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rather than in the metonymic combinational frame of prose.
The definition of the narrator is then fully understood within
poetry. The contribution of both form and content in

considering the role of the narrator provides a link to the

final consideration of this Introduction — that of genre.

A key focus of this thesis is an attempt to define a genre of a
city poetic. There are different methods of defining genre.
Genre arises from Aristotle’s categorisation of poetry, prose
and drama. Such categorisation is now seen as prescriptive
in the light of more recent developments in the complexity of
understanding of genre. Genres can be defined by their
similarities to include sub-genres — for example lyric or epic
poetry — or they can be mixed-genres — as in the tragi-comic
or as in contemporary installation poetic works which
combine different media forms. A genre, (see Wales 2001)
needs to have dominant characteristics in a Formalist sense:
‘any group of texts which show a similarity of register can be
said to belong to the same genre’ (2001, p178). This concept
of register has been translated into speech genre. Bakhtin
defines speech genres as language which ‘develops its own
relatively stable types’ (1986, p60). Kress (in Cobley
(2001), p192 and p268), defines speech genre as evidenced
in specific types of dialogue. This is felt more strongly, as
in recent developments in narratology, in the study of social

groupings and how language is used by them. This has been

highlighted within feminist narratology and discourse study
(see Page 2003).

There can be a tautologous nature to the definition of genre

which places further strain on an acceptable definition: ‘To

place a text in a genre category is immediately to interpret
the category in terms of a theory about genre’ (Herman et al

Eds., 2008). Culler’s interest in reader theory as a genre,
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introduces the need to accept ‘the sets of expectations which
have enabled readers to naturalize texts and give them a
relation to the world’ (2002, p159). Cobley identifies post-

structuralist genre theory and quotes from Todorov on his
theory of prose genre. The following explication which is

concerned with speech can also be applied to poetry.

Todorov writes:

If I speak, my utterance will obey a certain law and
participate in a verisimilitude I cannot make explicit
and reject without thereby utilizing another utterance
whose law will be implicit. Being an act and not only
an utterance, my discourse will always participate in
some verisimilitude; a speech-act cannot by definition,
be made altogether explicit: if I speak of it, ] am no

longer speaking of it but of its utterance, which is an

act in its turn and one which I cannot utter (1977a,
p87)

Cobley sums up: ‘Verisimilitude is therefore a principle of
textual coherence; that is to say, it does not designate how
“true to life” a fictional text may be, rather it is a law of
discourse, obeying its own specific internal consistency’
(Cobley in Rauch and Carr (1997), p389). Todorov explores
genre 1n poetry in Genres in Discourse (1990). He makes a
number of points about the history of genre — including
Blanchot’s insistence that genre does not exist; that each
work simply exists in its own right. Todorov disagrees: ‘The
fact that a work “disobeys” its genre does not mean that the
genre does not exist’ (1990, p14). He writes that genres are
‘entities that can be described from two different viewpoints,
that of empirical observation and that of abstract analysis’
(1990, p17). This is the basis for his analysis of genre and
poetry. ‘Poetry is its own genres, poetics is the theory of
genres’ (1990, p135). He posits the argument that ‘discourse’
IS a category of poetry:
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One possibility is that lyric poetry, epic poetry, and so
on, are universal categories and thus belong to
discourse....but then they belong to poetics in general,
and not (specifically) to genre theory: they
characterize possible modes of discourse in general,
and not real modes of particular discourses (1990,

pl3).

He continues: ‘It is because genres exist as an institution that
they function as “horizons of expectation” for readers and as
“models of writing” for authors’ (1990, p18). Both reader
oriented and formalist theory can find this summary useful
(see Jakobson’s essay on ‘Realism in Art’ (1987, pp19-27)

and his emphasis on the ‘message’ as the central force in

communication (see1987, p69)).

This thesis argues that a city poetic has a ‘similarity of
register’ (see Wales quote above) and that it contains its own
‘dialect’ — both of voice and structure — which in this
instance includes a gendered dialect (see Cobley and Page
references above), and therefore a gendered voice. But
poetics is not seen as a theory of genres in itself as suggested
by Todorov (see quote above). But the phrase ‘similarity of
register’ covers only a part of the proposed genre of a city
poetic. It provides a definition of content, the language, use
of certain metaphors and images for example, all of which
contribute to a ‘voice’ of a city poetic. This thesis attempts a
construction of the form of a city poetic, arising from the
Jakobsonian axial model which provides a city space. It is
from this model that the position of the narrator (gendered as
in the highlighted use of shifters) is represented. It is this
axial model which gives rise to the iconicity that a city poetic
may use. The use of factual similarity arises from this
iconicity. The artifice or imputed similarity of a city poetic is

also suggested by the construction of the space between the
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axes. These terms are explored in Chapter One. Therefore,

within this thesis, genre refers to both content and form.

The above paragraphs have provided a framework of
definitions of key areas of analysis: linguistics, semiotics,
structuralism and stylistics; which provide the theoretical
basis for the argument of this thesis: ‘Is there a genre of a
city poetic described by poetic space and what is women’s
contribution to this poetic?’ This is not a prescriptive thesis.
There is no attempt to state that the form and content of city

poetry must be one thing or another. What is suggested,

however, is that Jakobson’s theory of poetic function and his
axial model for poetic language provide a structure which
can be used to develop a theory of city poetry. This thesis, it

1S important to point out, contains significant developments
of Jakobson’s ideas.

The poem which accompanies this thesis: Shades of Light is
a practical exploration of the theory part of the thesis. The
commentary which accompanies this poem answers some
questions as to how closely, and indeed how well, it
interprets the theoretical contribution of the thesis. It is with
great regret that this thesis has been unable to encompass a
detailed analysis of other women’s poetry of the city. The
theory part of it can discuss a possible construction and the
poem can suggest some practical expression of this structure.
By way of apology, if the connection between these two
stated aims is not always a priority in the text of the poem,
this serves as an example as to how difficult it is to establish
a genre. This thesis argues that there is a genre, and that for
women ‘shifters’ and ‘deictics’ within a structure of city

poetic space as suggested by Jakobson’s axial model,

constructed by his ‘poetic function’ and the metaphoric and
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metonymic poles, provide an important basis for the genre in
question.

In summary, this thesis is arranged in the following way:
Chapter One of this thesis closely examines Jakobson’s
theory of poetic function: “The poetic function projects the
principle of equivalence from the axis of selection into the
axis of combination’ (1987, p71). Analysis of this important
definition originates from within the Russian Formalist
tradition of the importance of function as communication.
Close examination of the terms of reference within
Jakobson’s definition: ‘poetic function’, ‘equivalence’ and
‘projection’ give rise to an understanding of the sense of
movement inherent in Jakobson’s model and which
contributes to a semiotic structure . This is linked with
iconicity and the interpretation of ‘similarity’ in poetry.
Reference is made to Jakobson’s early essay ‘Realism in Art’
(1987 [1921]) and how his affinity with modern art provides
the basis for the connections with the semiotic, the grammar
of poetry. It is therefore argued that ‘poetic function’, within
this definition, contains semiotic processes as well as
linguistic ones. The importance of these semiotic
characteristics is constantly highlighted and this thesis will
demonstrate how these semiotic elements contribute to the
construction of a city poetic. As mentioned above, this thesis

includes analysis from linguistic, semiotic, structuralist and
stylistics methodology.

Chapter Two develops this examination of Jakobson’s

‘poetic function’ in conjunction with focused analysis of his

two poles of language — the metaphoric and the metonymic -

in order to represent Jakobson’s axes in a diagrammatic

form. This axial diagram with its suggested attributes of

combination and selection is used to indicate a space
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between the axes which could denote a space for a city
poetic. Such a model uses iconicity as part of the method for
this provision. A full history of Jakobson’s development of
the axes of selection and combination is explored with
reference to Saussure and Belyj. The attributes of the axes
are represented in a diagram. This forms a central iconic
representation of the space of a city poetic within this thesis.
Jakobson’s lifelong interest in art is referred to again (1987
[1921] and 1987 [1970]). The semiotic nature of this

construction of a space for a city poetic is the central

function of the axial model.

Reference is made to Hopkins’ definition of parallels in

poetry (see especially Jakobson (1987) [1966] pp145-179
and Hopkins (1959) [1865] pp86-114), which Jakobson
greatly admired, and how this is an iconic input into the
space constructed by the axial model. Parallels contribute to
the complex interaction of words and form within a poem
leading to the ‘grammar of poetry’. Understanding parallels
enables the poem to be understood as a related whole not just
as a sequence of unrelated parts. The attributes of the
diagrammatic axial model include developments of
Jakobson’s own listed attributes of the axes. These
developments are mainly on the metonymic syntagm.
Jakobson himself noted that poetry tended toward the use of
metaphor and that therefore the metonymic within poetry
needs further exploration.!” The attributes added to
Jakobson’s diagram in the process of the research done by
this thesis provide symmetry within the diagram and are,
namely: random, linked/fragmented, repetition/torque.'®
This is also in response to processual techniques used by,

amongst others, Allen Fisher ” (Thurston 2001) and the
American ‘language poets’ who have deliberately explored
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fragmentation in their poetry (Silliman (Ed.) 1986 and 19935
and Andrews and Bernstein (Eds.) 1984).

Chapter Three investigates the function of the personal
narrator and its gender implications through the poetic
effects of the use of two suggested attributes of the axial
model, shifters and deictics. This research is grounded in
Jakobson’s analysis of shifters (‘Shifters, Verbal Categortes,
and the Russian Verb’, (1971) in Fundamentals of
Language) and is developed and expanded into an
application of this theory to the possibility of a genre of a
city poetic. This expansion of theory is developed from the
scope of stylistic theory to include a metaphoric
understanding of the shifter as a separate category. This
thesis argues that this categorisation of the shifter has the

potential to release a gendered identity and voice within a
City poetic.

The use of shifters and deictics is a contribution which refers
to @ more stylistic input to inform both the poem and thesis.
The work done by Jeffries (2000, 2008, 2010) and Green
(1992a, 1992b, 1995) on deixis and poetry gives a context
for this analysis. Jakobson’s study of shifters (1971),
although criticised by Fludernik (1989/90), provides the
foundation for this analysis. Current understanding of deixis
has superseded interest in shifters. This thesis argues that the
metaphoric attribute which can adhere to the shifter (two
different pronouns can mean the same person at the same
time) is lost if they are classed as deictics, with their pointing
and placing attributes, which are combinatory and essentially
sequential. There is a full examination of this in Chapter
Three where the implications for women’s voice and as

narrator, within the context of a city poetic, are also
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explored. It is to this city poetic within poetic function that

this thesis now turns.
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Chapter One

Jakobson’s Poetic Function and its Application to a

Suggested Genre of a City Poetic

This chapter reviews Jakobson’s definition of ‘poetic
function’ in depth, his understanding of it and its potential
for development, with special reference to a city poetic;
Chapter Two explores Jakobson’s axes and their attnbutes;
with a suggested diagrammatic axial structure for the
realization of poetic space, and more especially, a city poetic
space. Chapter Three examines deixis and shifters with

special attention to the city narrator and women’s city poetry.

One foundation of Jakobson’s diagrammatic analysis is in
Saussure’s categorization of synchrony and diachrony. The
other foundation derives from Jakobson’s roots as a founding
member of the Formalist Movement in Russia and his
subsequent central involvement with the Prague Linguistic
Circle. Jakobson’s contribution has firmly placed the use of
linguistics and the study of structure within the realm of

poetics.”® This chapter follows Jakobson’s development of

his ideas. It shows that he always interprets his axes as

incorporating movement between them?' and that he

recognises that his own definitions respond to movement and
interpretation.

Since the purpose of this thesis is to provide a theoretical
background for the poem ‘Shades of Light’, what follows is
therefore an exploration of the understanding and application
of Jakobson’s theory rather than a detailed study of its
sources and origins. Regrettably, therefore, tan in depth
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history of the development of Russian Formalism and ideas
in the Prague Linguistic Circle (Erlich, 1981; Steiner, 1984,
Todorov, 1985) and the contribution of Saussure’s linguistic

studies to Jakobson’s theories, including the development of

diachrony and synchrony largely fall outside the scope of

this thesis research. The purpose of the following close

analysis of Jakobson’s ‘poetic function’ and its interpretation

is to demonstrate a formal structure for the construction of a

city poetic.

Before moving on to consider Jakobson’s ‘poetic function’ in

detail this section briefly explores the Formalist
interpretation of ‘function’. This particular interpretation
highlights the importance of poetic structure in itself and
thus specifically provides an important basis for

communication, as in a city poetic. Boris Ejxenbaum writes
in ‘The Formal Theory of Method’ (in Matejka and
Pomorska, 1978) that the Formalists wished to apply science
to language, to construct ‘literariness’, the science of poetics.
He reveals both the historical derivation of the theory and

insight into Jakobson’s definition of poetic function:

The fact of the matter is that the Formalists’ original

endeavour to pin down some particular constructional
device and trace its unity through voluminous material
had given way to an endeavour to qualify further the
generalized idea, to grasp the concrete function of the
device in each given instance. This concept of
functional value gradually moved out to the forefront

and over-shadowed our original concept of the device.
Such a process of making further qualifications of

one’s own general concepts and principles is
characteristic of the entire evolution of the Formal
method. We maintain no general, dogmatic positions
that would bind our hands and keep us from getting at
the facts...Work on concrete material is what started us
talking about function and by that very factled us to a

new level of complexity in the concept of the device.

Theory itself required our branching out into history
(pp29/30).2
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This quotation is interesting in that it also sheds light on how
the early Formalists adopted a sense of historical

development whilst continuing to preserve a distance
between art and the biography of the artist. In Dialogues

(Jakobson and Pomorska, 1983) Pomorska summarizes

Jakobson’s longstanding position:

The biographies of both poets [Mayakovsky and
Pasternak], especially Pasternak’s Safe Conduct, show
that so-called real facts do not exist for the poet. Each

detail of life is instantaneously transformed into a

symbolic element and only in this form is it linked to
the poet (1983, p151).

This validates Jakobson’s own position of adherence to
experimentation within the poetic message in and of itself,
not as a representation of the real poet. This position enables

an empirical study of poetry which, as will become clear

below, provides a process of communication within a city
poetic.

The main purpose, therefore, for using this quotation here is
to illustrate how the Formalists with their interest in structure
understood that the artifact exists as something which has its
own properties, and that these are available, in themselves,
for study and analysis. This is a fundamental precept which
is derived from the Aristotelian empirical desire for observed
knowledge and which has been used throughout the centuries
to inform scientific observation. The Formalists wished to
apply science to language through linguistics. This has been

called into question especially by the post-structuralists with
their emphasis on the reader’s role in the control of the

artefact’s meanings (see Culler, 2002).

When considering the structure of poetry, any analysis of

Jakobson’s theory of ‘poetic function’ must begin with his
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own central definition. Jakobson’s essay ‘Linguistics and
Poetics’ (1987), originally published in 1960, includes this
definition and analysis: ‘The poetic function projects the

principle of equivalence from the axis of selection into the

axis of combination’ (1987, p71). Jakobson’s own definition

of ‘poetic function’ includes the statement that the ‘focus on

the message for its own sake, is the POETIC function of
language’ (1987, p69). This reference to ‘message’ is part of
the six category structure that comprises Jakobson’s
structural model for the process of verbal and written
communication: addresser, context, message, contact, code
and the addressee. Of these six categories the central four
(context, message, contact and code) describe the
communication from the addresser to the addressee.
Jakobson adds a further function to each of these categories.
Emotive is added to the addresser, conative to the addressee.
The communication itself is further described respectively

as: referential, poetic, phatic and metalingual (1987, p 71).
Please see¢ diagram below:

Context/Referential
Addresser/ Message/Poetic Addressee/
Emotive Contact/Phatic Conative
Code/Metalingual

Jakobson refers to another important aspect of his
understanding of poetics in the concept of the dominant:
‘The poetic function is not the sole function of verbal art but
only its dominant, determining function, whereas in all other
verbal activities it acts as a subsidiary, accessory constituent’

(1987, p69). Jakobson’s essay on ‘The Dominant’ (first
given as a lecture in 1935 (1987, pp 41-46)) reveals his early

interest in the importance of both verbal sound and written

patterns of meaning. This is one of his early essays and
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demonstrates that Jakobson derived his theoretical
inspiration from the Formalists and the Prague Circle.

Saussure contributes to this theoretical development, though

not without criticism from Jakobson.?*

In ‘Linguistics and Poetics’, Jakobson raises one other
central theme to his work: that ‘the linguistic study of the
poetic function must overstep the limits of poetry, and, on
the other hand, the linguistic scrutiny of poetry cannot limit
itself to the poetic function’ (1987 p70). The discussion
below of Jakobson’s ‘poetic function’, will, it is hoped,
reveal that semiotic as well as linguistic elements are present
in his theories from the earliest stages of their formation.
This is important in the subsequent development of a city
poetic. Diagrammatic representation of this structure is an

integral part of this interpretation of Jakobson’s model.

This introduction, above, indicates a need for analysis of

fundamental definitions. Firstly here is Jakobson’s central

principle placed in its context:

What is the empirical linguistic criterion of the poetic
function? In particular, what is the indispensable
feature inherent in any piece of poetry? To answer
this question we must recall the two basic modes of
arrangement used tn verbal behavior, selection and
combination. If “child” is the topic of the message,
the speaker selects one among the extant, more or less
similar nouns like child, kid, youngster, tot, all of them
equivalent [added emphasis in bold throughout
quotations] in a certain respect, and then, to comment
on this topic, he may select one of the semantically
cognate verbs - sleeps, dozes, nods, naps. Both
chosen words combine in the speech chain. The
selection is produced on the basis of equivalence,
similarity and dissimilarity, synonymy and antonymy,
while the combination, the build-up of the sequence, is
based on contiguity. The poetic function projects the
principle of equivalence from the axis of selection into
the axis of combination. Equivalence is promoted to
the constitutive device of the sequence. In poetry one
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syllable is equalized with any other syllable of the
same sequence; word stress is assumed to equal word

stress, as unstress equals unstress; prosodic long 1s
matched with long, and short with short; word

boundary equals word boundary, no boundary equals
no boundary; syntactic pause equals syntactic pause,
no pause equals no pause; Syllables are converted into
units of measure, and so are morae*? or stresses™

(‘Linguistics and Poetics’, 1987 p71).

Equivalence is clearly the key term, here; but, at this stage,
it requires clarification, not least because, like much of
Jakobson’s theory of poetic function, it has been
reinterpreted rather than fully understood (see Bradford

(1994) below for example) The entry on Equivalence in The

New Princeton Encyclopedia of Poetry and Poetics (1993 pp
380/1) indicates that Jakobson is using the classical

definition of the term when he refers to the idea that one item
equals another: ‘word stress is assumed to equal word
stress’ (‘Linguistics and Poetics’ 1987, p71). But the
dictionary entry then goes on to say that Jakobson defines

equivalence in a new way quoting the key statement from

‘Linguistics and Poetics’ reproduced above (1987, p 71).
The Dictionary entry, which is written by one of the overall
Editors of the The New Princeton Encyclopedia, T.F.B
Brogan, adds: “The principle of equivalence which equates
the words in the vertical register of speech, can equate other

features in poetry and thus become superimposed upon the
horizontal sequence as well’ (1993, p380).

The next paragraph by Brogan is innovative in its

interpretation of equivalence, not only because it interprets

Jakobson without reference to other authors, but also

because, whilst dependent on Jakobson’s theory, it
introduces an analysis of time which appears to go further

than Jakobson himself does (Later, in Chapter Two, the
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importance of time as a property of the syntagmatic axis will
be explained):

Equivalence is especially prominent in metrical verse,
where one phonological feature is deployed (against

its opposite) systematically. Equivalence, however, is
not the meter but the system which makes the meter
possible: the particular feature the meter will employ
(stress, length, pitch) is determined by the language,

and the specific pattern the meter will assume is
mainly a convention. Meter, then, is a synechdoche
for equivalence, but equivalence is a metonym for
parallelism; indeed, Jakobson identifies parallelism as
“the fundamental problem of poetry”. As with the
meter, so with all the other formal elements in the text

— sound patterning, rhetorical figures, lexical echo and
allusion, syntactic metaplasm: in every case
“Equation is used to build up a sequence”.
Equivalence 1s thus “the indispensable feature

inherent in any piece of poetry”. And since the
syntagmatic axis presents the sequential unfolding of
meaning in language, even as the paradigm represents
the axis of simultaneity, [not to be confused with

similarity] equivalence in poetry serves to embed the
atemporal within the temporal: as the lines proceed

through their sequent schemes of meaning,
equivalence counterpoises a firm (if subliminal) sense
of unchangingness, of the re-creation of the now

which came before in the now which is now (1987,
pp380).

Jakobson’s use of the word ‘equivalence’ is central to his
theory of poetry. It is as much a Jakobsonian term as ‘poetic
function’ (NOth, 1990, p357; Wales, 2001, p133/4). He

refers to it as the ‘principle of equivalence’ (Linguistics and

Poctics 1987, p71). Jakobson’s key definition of poetic
function: ‘The poetic function projects the principle of
equivalence [added emphasis) from the axis of selection into
the axis of combination’ in itself reveals where Brogan finds
his information on temporality and atemporality. The
following is quoted from Brogan again: ‘equivalence in

poetry serves to embed the atemporal within the temporal: as

the lines proceed through their sequent schemes of meaning’
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(1993, p380). That is, once selected, the lines proceed along

the axis of combination — the temporal axis in effect.

This close analysis of Jakobson’s terms allows the
construction of an axial model based on his frames of
reference. It is this model which this thesis proposes will
release a structure for a city poetic. Jakobson is
demonstrating that there are different attributes to the
following: that ‘equivalence’, and ‘equate’ do not have the
same meaning that is expressed by the word ‘equals’ with
respect to poetics. ‘Equivalent’ indicates ‘corresponding
significance’, ‘something equal in value or worth’; “‘equate’
indicates balance, average; but that ‘equals’ infer that two
things are identical, very much the same (see OED). Ina

later paper on the ‘Linguistic Aspects of Translation’ (1987
[1959]) Jakobson makes this difference quite clear:

‘Equivalence in difference is the cardinal problem of
language and the pivotal concern of linguistics’ (p430). Itis
the concern of this thesis to extend this understanding of
equivalence so that a semiotic dimension to Jakobson’s
poetic function is clearly revealed. ‘Equivalence in
difference’, as a part of the projective aspect of poetic

function is a crucial part of this as will be further

investigated and explained below.

The all important definition by Jakobson from ‘Linguistics
and Poetics’ above - ‘The selection is produced on the basis
of equivalence, [added emphasis] similarity and
dissimilarity, synonymy and antonymy’ (‘Linguistics and
Poetics’ (1987) p71 above) does - on close examination -

indeed hold the key to the meaning of the words
‘equivalence 1n difference’. Jakobson is referring to the

words being equivalent (having the same or similar meaning)

as each other and being equivalent in property or value rather
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than being equal in the sense of being the same or identical.
The equivalence encompasses the sense that the words used
are equivalent in value — though they might be dissimilar or
even apparently unconnected in meaning, as in a metaphor.
Linda Waugh in her article ‘The Poetic Function in the
Theory of Roman Jakobson’ (1980) makes this meaning of
equivalence clear: ‘equivalence is a relational equivalence
based on sameness within system’ and when she identifies
that the quality of ‘sameness is used as (the major) means of
constructing the whole sequence’ (1980, p64). As will be
argued throughout this thesis, this ‘equivalence in difference’
contributes to the semiotic structure of Jakobson’s theory of
‘poetic function’ when combined with a deeper
understanding of projection. This has significance for the
construction of a city poetic as, once again, within the axial
model, the relational equivalence readily constructs a
semiotic model of lines and layers and intersections.
Jakobson highlighted the linguistic importance (see quote
above); this thesis proposes to highlight the pivotal
importance of relational equivalence to a semiotic

Interpretation and construction of a city pt:x:tic‘..26

In order to avoid any confusion, it should be noted, as is
becoming clear from the above paragraphs, that there is a
fundamental difference between linguistics and semiotics.
Linguistics studies the lexical and grammatical structure of
language. It also has a strong emphasis on defining the
structure of all languages with the view to establishing
structural similarities between them (Matthews in Oxford
Dictionary of Linguistics (2005); Cobley (2001b), see
chapter by Harris, pp 118-133). Semiotics is wider in scope
in that it is not the grammar and structure of words alone but

also the ‘general science of signs’ (Cobley (2001b) p260). It

is also the ‘the theory or science and analysis of signs and
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communication between human beings in different societies
and cultures’ (Wales (2001) p354). Thus it can be seen that,

with reference to poetry, linguistics may provide analysis of
grammar and choice of words and the implications arising
from these choices; but that semiotics provides a wider
definition of structure which can include line patterns and
provide analysis of systems of how different parts of any
poem refer to each other without reference to linguistics as
such. It is therefore semiotics which enables the iconicity

which, this thesis argues below, enables a city poetic.

Gérard Genette and Thais Morgan (1989) note the

differences in translation between the word ‘equivalence’ in
both French and English and its innate ambiguity in both
languages. They note that Jakobson himself appears to
understand that ‘equivalence’ and ‘similarity’ have the same
meaning. Jakobson uses ‘similarity’ in his ‘Linguistics and
Poetics’ where earlier he used the word ‘equivalence’ in his

definition of poetic function.”” The use of the word
similarity does not appear to contradict ‘equivalence’ as it is

used to describe a similar function within the poetic function;

?

but with reference to metaphor and metonymy, it is used in a
different way, as an interpretation within its structure.”®
Genette’s understanding of the meaning of ‘equivalence’ is

broad in its application. He sums up Jakobson’s model of
poetic function:

textual recurrence (formal similarities spread out over
the space of the text) induces a sort of parallel

recurrence at the level of the signified, which is
metonymized metaphor, or similarities of meaning
spread out over the space of the content. Ultimately,

therefore, a veritable symbolic volume with three
dimensions is established within the poem. In

actuality, it constitutes the poem as a horizontal

network of signifying equivalences (phonic, metrical,
grammatical, intonational, prosodic) that refers to
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another horizontal network of equivalences signified

by a series of (vertical) semantic equivalences between
each form and each meaning (images) and between

each group of forms and each group of meanings
(diagrams) — a hyperbolic and flawless state of the
Baudelairian “forest of symbols” (1989, p211).

It can be seen from the above that the diagrammatic element
of Jakobson’s theory of poetic function is easily realised as
horizontal, vertical images and groups of meaning. There is
an acceptance of ‘iconicity’ here that contributes to a

construction of a city poetic. Iconicity is meant here as a

semiotic interpretation of Peirce’s definition of the ‘icon’ and
as understood by Jakobson in his ‘Quest for the Essence of
Language’ (1987, pp1413-435). Jakobson notes Peirce’s
interest in diagrams (1987, p419) and analyses a chapter
heading of a novel by Ronsard entitled: ‘L.e Rumeur de la rue
Réaumur’. The analysis is linguistic in principle but the
representation of this analysis is diagrammatic (1987, p426).
The diagram 1is iconic. The axial graph constructed and
examined in Chapter Two illustrates how this iconicity
usefully interprets a city poetic. The term ‘iconicity’ is

further analysed with reference to Waugh’s analysis of

Jakobson’s ‘poetic function’ below.

Genette and Morgan refer to ‘Cratylism’, deriving the term
from Plato’s Cratylus, where the student of Socrates wrestles

with how most words bear no resemblance to their meaning,

but there are some words which do, resulting in an
understanding of iconicity in some words.?’ The structure of

the city can be represented poetically and iconically by the

sense of moving lines, intersections, verticals and

horizontals. Instead of Baudelaire’s “forest of symbols”

there 1s a densely written grid map which is overlaid by time
and movement.
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Before moving on to a discussion of Jakobsonian projection
the apparent confusion over the use of the words ‘sameness’
and ‘similar’ or ‘similarity’ with regard to Jakobson’s
theories and the description of metaphor should be briefly

mentioned here. The confusion among critics about the

meaning of these words in Jakobson’s writings on poetry and
their relation to metaphor can be problematic and has,
perhaps, impeded the contribution that Jakobson has made to
literary theory and analysis with his theory of poetic
function. With reference to this thesis, interpretation rather
than reinterpretation is more helpful in understanding
Jakobson’s contribution to a city poetic. Does the word
‘similarity’ really provide the mechanism for defining
metaphor? Within Jakobson’s definition of poetic function
(1987, p71 quoted above) the word ‘similarity’ is
immediately followed by ‘dissimilarity’. Metaphor is a trope
where words stand as a combination that replaces a literal
description. Within metaphoric use, the meanings of the
individual words used are extremely different when used in

metaphoric combination. When used as less complex units
or singly, they do not express the metaphoric trope in

themselves. This raises interesting complexities in the use of

the word ‘similarity’ by Jakobson who writes:

In poetry not only the phonological sequence but, in
the same way, any sequence of semantic units strives
to build an equation. Similarity superimposed on
contiguity imparts to poetry its thoroughgoing

symbolic, multiplex, polysemantic essence’ (1987,
p 395).

What Jakobson writes next confuses things:

Said more technically, anything sequent is a simile. In
poetry, where similarity is superinduced upon

contiguity, any metonymy is slightly metaphoric and
any metaphor has a metonymic tint (1987, p85).
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If a simile is sequent then surely it should belong to the
combination syntagm. Once again Jakobson clarifies his
position by pairing the word ‘simile’ with ‘substitution’. If
one person/thing is ‘as’ someone/something else then the
simultaneity becomes a primary characteristic even though,
in the text or speech one part of the simile occurs after the
first half (as ‘sequent’). Jakobson’s understanding of the
simultaneity of the metaphor, seems in effect, to extend to
the simile, and his definition of ‘superinduced’ makes clear
that ‘similarity’ and ‘simile’ are not to be understood as
simply similar. The simultaneity of the metaphor and the
simile emerges as a fundamental attribute. What also
therefore emerges is their position on the axis of selection

from which they can be projected into the axis of
combination.

It is only through a deeper understanding of Jakobson’s use

of the word ‘projection’ as used in his definition of poetic
function - and, in conjunction with this, his use of the model

of axes - that this complexity becomes clear. The semiotic
axial model is understood as an integral part of the

construction of a city poetic.

The question of how Jakobson uses ‘projection’ is important.
(The way Jakobson uses this word is not to be confused with
the way it was interpreted by the projective poets).”

Projection as a term in poetics has been misunderstood by,

for example, Andersen (1991 and see below), again
hindering the kind of developments that might have been
made from Jakobson’s theory and which this thesis seeks to

interpret. It may be easy to assume that this word is to be

understood just as one would expect it to be, as no-one has

sought to define or interpret it within the context that

Jakobson has used it. However, his use of the word has a



semiotic and poetic sense. In the paragraphs below,
Jakobson’s understanding of projection is examined in the
context of his own early theory, especially in connection

with the visual arts. This ensures that reinterpretation, or

even misinterpretation, of Jakobson’s theory, as has indeed

occurred, is avoided. Jakobson’s theory of ‘poetic function’

has been repeatedly ‘reinterpreted’ so that its precision and
potential are greatly weakened. The semiotic nature of
Jakobson’s theories is realised not only by aspects of this
theory, as will be seen by the study of ‘projection’ for
example, but also by his construction of a graph that has two
axes. This aspect of Jakobson’s model of poetic function is
examined in Chapter Two below. Briefly, here, each axis
has a pole of either metaphor (the paradigm) or metonymy
(the syntagm).”! The metaphoric pole is the axis of selection,
similarity; the metonymic pole is the axis of combination,
contiguity (Jakobson, 1971 [1956] pp90-96). This is a
simple definition which provides the basis for the
construction of the space between the axes, this space being

crucial to a city poetic as explored in this thesis.

Returning now to the process of assessing ‘projection’,

consider the basic definition of the verb ‘to project’:

To draw straight lines or “rays” from a centre through
every point of a given figure, so that they fall upon or
intersect a surface and produce upon it a new figure of
which each point corresponds to the point of the
original, (with either the rays, the resulting figure, or
the original figure as object). Hence, to represent or
delineate (a figure) according to any system of
correspondence between its points and the points of

the surface on which it is delineated’ (OED, definition
originating from 1679).

Bearing this definition in mind, Jakobson makes his own

understanding of projection clear in his paper ‘On Realism in
Art’ [1987 [1921] p21):
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Let us now analyze the concept of verisimilitude in art.
While in painting and in the other visual arts the
illusion of an objective and absolute faithfulness to
reality is conceivable, “natural” (in Plato’s
terminology), verisimilitude in a verbal expression or
in a literary description obviously makes no sense

whatever. Can the question be raised about a higher
degree of verisimilitude of this or that poetic trope?
Can one say that one metaphor or metonymy 1s

conventional or, so to say, figurative? The methods of
projecting [added emphasis] three-dimensional space
onto a flat surface are established by convention; the
use of color, the abstracting, the simplification, of the
object depicted, and the choice of reproducible
features are all based on convention. It is necessary to
learn the conventional language of painting in order to
“see” a picture, just as it is impossible to understand
what is said without knowing the language (p21).

The remainder of this paragraph is an analysis of the process
whereby the artist makes strange something which is tamiliar
(ostranenie) so that it can really once again be seen.
Projection is a crucial aspect of ostranenie and also has a
bearing on how ‘projected’ is understood within a poetic
framework. ‘Projected’ has several properties here — firstly,
that it describes a structure for poetic form as well as visual
art form; secondly, it is a description of how an accepted
code or convention is required in order for something to be
seen and understood (it is within this property that ostranenie
operates); thirdly, how the model proposed has a duality —
verisimilitude and convention of technique; and lastly, how a
sense of movement is demonstrated as a formalist function
within the suggested model. As a whole it suggests strongly
that Jakobson’s future model for the poetic function is
expressed through his early theory of art with a structure

arising from the visual arts and which includes a visually-

based image.** Eco (1977, p43) notes that ‘Jakobson was

semiotically biased from his early years’. The axes and their

poetic function are not simply a matter of linguistics tropes

alone, but constitute a semiotic model which comprises
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theoretical and visual input.”® It is interesting that

Jakobson’s lifelong interest in parallelism is also manifested
in this early essay with his model explaining how the code or
‘conventional language’ is established (or not) through the
various modes of interaction between the artist (here this can
also mean poet) and the perceiver.”® This lifelong interest in
the variety of structure in communication between the art
object and the perceiver produces the semiotic model of

communication which is interpreted in his later theory of
poetic function. This adds another aspect to the proposed
theory of a City poetic.

Bearing in mind how the basis for Jakobson’s theory of
poetic function was laid down clearly in his earliest essays, it
is significant how his theories are reinterpreted by others
without regard for this focused development by Jakobson.
The main purpose of this thesis chapter 1s to examine
Jakobson’s ‘poetic function’ closely and then to develop his
model based on the poles and axes of metaphor and
metonymy in order to determine how they might construct a
poetic space for a city poetic. Owing to shortage of space it
1S not possible to do more than mention some of the many
discussions of Jakobson’s ideas. Nevertheless, it is useful to
consider some interpretations, some of which do not seem to

be entirely accurate. The use of Jakobson’s theories to

derive a structure of a city poetic must arise from a very clear
understanding of his theory. With this in mind, there follows

a brief review of a selection of writers on Jakobson’s
theories, with respect to equivalence and projection which
will demonstrate the necessity for investigation of
Jakobson’s key terms in this thesis. It is suggested by
referring to the articles below that: Jakobson’s theories are

more than ‘linguistic’; that they are defined as a grammar of

poetry; and their construction interprets poetry as ‘message’,
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not only for its own sake but in terms of the poet as encoder
of the message.” That is, in terms of Jakobson’s model of
communication, whilst poetry is orientated toward the
‘message’ the poet her/himself produces poetry with more
emphasis on the encoding function (see Osterwalder (1978),
discussed below), at the point of the addresser (the emotive),
rather than on the decoding function of the addressee

(conative).

Throughout the research for this thesis the numbers of those
favourable to Jakobson’s analysis:
Andersen (1991), Armstrong and Schooneveld (1977)
[collection of essays by different authors], Barthes (1977),
Bohn (1981), Bradford (1994), Chatman (1973), Dalgard
(1978), Dirven (1993), Esh (1993), Genette (1989),
Holenstein (1976), Jusdanis (1985), Kiparsky (1983),
McLean (1983), Nénny (1985), Osimo (2008), Osterwalder
(1978), Pomorska - several refs. inc. (19835), (1987), Rudy
(1987), Silliman (19935), Stankiewicz (1982), Swann and
Maybin (2007), Vallier, (1987), Waugh - several refs. inc.
(1980), (1983), (1984), Wilson (1994);
far outnumber those unfavourable to it:
Balzer and Géttner (1983), Barsch and Hauptmeier (1983),
Cureton (2000), Goodman (1981), Gorlée (2008), Joseph
(2001), Kursell (2010), Surette (1987), T Turner (1977),
Widdowson (2008);
and those who are very much against his ideas:
(Bredin (1984), Culler, (2001), (2002), (2002a), Drake,
(1998), Riffaterre, (1966), Weststeijn (1983).

This chapter continues now with a more detailed short
literature review, which begins with Paul Kiparsky (1983),

who stresses the semiotic (as opposed to strictly linguistic

aspect) of Jakobson’s poetic function. He briefly describes
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Jakobson’s development from his early comparative

linguistic theory, and addresses many of the questions

regarding the criticism of Jakobson’s theories that are

frequently raised.

Kiparsky agrees that linguistics is a central part of
Jakobson'’s theories, but that linguistics needs to broaden its
scope in order to fully understand Jakobson. He quotes
Jakobson’s fundamental definition of ‘poetic function’
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