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The paper focuses on the problem of the sound and meaning correlation in a
poetic text. In modern linguistics, sound semantic is the object of phono-semantic
studies (A.P. Zhuravlev, V.V. Levitsky, S.V. Voronin, L.P. Prokofieva), these
issues also received much attention in the works of W. von Humboldt, A.A.
Potebnya, E. Sepir, R. Jacobson. Statistical studies conducted by modern scholars
have revealed the potential of the sound-meaning correlations in rendering
strength, mobility, size, color, emotional perception.

Sound symbolism plays a specific role in a poetic text in which the
expressiveness of sound reaches its extremes. This paper deals with the poetry of
Hugh Sykes Davies, the British poet, whose work manifests the features of
surrealism.

Surrealistic poetry, often seen as an absurd automatic flow of associations,
provides particularly interesting material for the study of the “sound tissue” due to
its orientation towards the rendering of the unconscious, the dream. Phono-
semantics, which also has a subliminal aura (A.P. Zhuravlev), can help in the
perception of this rather complex poetry.

Analysis of the poetic text shows that the ratio of sound and meaning can be
viewed as an organizing principle for the study of poetry. The main elements for
analysis include alliteration, rhyming words, sound symbolism, the metric system,
which in general serve as a kind of supporting elements in the perception of poetry.
Falling into the strong position of the text, they help the reader to intuitively catch

the ‘underwater’ meanings of the poem. Of particular interest are the acoustic



characteristics of sound in their relationship to the semantic meanings of words, as
well as the sound contrasts that poets create to enhance the reader's aesthetic
experience.
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Jlroamuiia IIpaaiBiasinHA. OOHOCEMAHTHUYHI ACIIEKTH
CIOPPEAJIICTHOI OE3IL.

CrarTio IpUCBSYEHO MPOOJIeMi CHIBBIIHOIICHHS 3BYy4YaHHS CJIOBa 1 MOTO
3HAYEHHA B TMOETHUYHOMY TEKCTi. Y CYyYacHIM JIHIBICTUYHIA Hayll HUTaHHSA
CEMaHTUYHUX MOXJIHMBOCTEH 3BYyKYy BUBYae (oHocemaHTHka (A.Il. XKypaibos,
B.B. Jlepunpkuii, C.B. Boponin, JLII. IIpokod'eBa), mnpore ¢eHomMeHy
3BYKO300paxaJqbHOCTI MOBHHUX OJMHHULb HPUCBATUIM CBOI podotu B. ¢on
I'ym6oasar, O. O. Ilote6ns, E. Cemip, P. Axkob6con. CratucTU4H1 JTOCIIIKEHHS,
MPOBE/ICHI CyYaCHHUMH BUYCHHUMHM, JO3BOJIUIM BHUSBUTH OCHOBHI 3MICTOBHI
XapaKTEPUCTUKU 3BYKIB MO HAWPI3HOMAHITHIIIMM O3HAaKaM — CHJIA, PYXJIUBOCTI,
pO3MIpy, KOJIHOPY, €EMOILIMHOTO CIIPUHHSTTS.

Oco0sMBYy poJib 3BYKOBHUI CUMBOJII3M I'pa€ B MOETUYHOMY TEKCTI, B SIKOMY
BUPA3HICTh 3BYKYy JOCSTrae Mexi. Y CTarTi po3risgaerbest moesis X'to Caiike
JleBica — OpUTAHCHKOTO TIO€Ta, y TBOPYOCTI SIKOTO TPOSBWIKMCS O3HAKU
croppeanizmy.

CroppeanicTu4Ha moe3is, siKka 9acTo SBJIIE€ COO0I0 abCypaHHI aBTOMaTHYHHIMA
MOTIK acoliaiiid, HajJae OCOOJMBO IIKAaBUW Martepiayl Jjisi BUBYEHHS «3BYKOBOI
TKQaHWHW» T1O0e31i 3aBAsIKU CBOiM OplEHTalll Ha Tepeaady HECBIIOMOTO.
doHoceMaHTHKa, sika Takok Mae opeod miacsigomoro (A.Il. XKypaBinboB), Moxe
JIOTIOMOTTH B CIPUMHSATTI LI€1 JOCUTH CKJIQIHOT MTOE311.

AHai3 MOETUYHOTO TEKCTY MOKa3ye, IO CHIBBIAHOUICHHS 3BYKY 1 CEHCY
MOXHA PO3TIISAJATH SIK OPTraHi3ylOYud TNPUHLUN BUBYEHHA Toe3ii. OCHOBHI
€JIEMEHTH JIJIsl aHaJTi3y BKJIFOYAIOTh B ce0e aniTepallii, puMH, 3ByKOBHI CUMBOJII3M,
METPUYHY CUCTEMY, SIKi B IIJIOMY CJIYaTh CBOEPITHUMH OTIOPHUMU €IEMEHTaMU B

cpuiHATTI noe3ii. [loTpamisoun B CUIIbHI MO3UIIT TEKCTY, BOHU JOMOMArarTh



YUTaueBl 1HTYITMBHO BJIOBUTH «IIJBOAHI» cMHCIU Bipma. OcoOnuBuil iHTEpec
IPEJCTaBISIIOTh aKyCTUYHI XapakTEpUCTUKU 3BYKY B 1X CIHIBBIAHOIICHHI 3
CEMAaHTUYHUMH 3HAUEHHSIMH CJIiB, a TaKOXX 3BYKOBI KOHTPACTH, SIKi CTBOPIOIOTH
MOETH JJIs1 TOCUJICHHS] €CTETUYHOTO NIEPEKUBAHHS YUTaAYA.

KurouoBi ciioBa: croppeanizm, oHOCEMaHTHKa, pUMa, 3BYKOBUI CUMBOJII3M

Jiwamuaa [pagusiasanas. POHOCEMAHTUYECKUE ACIHEKTDBI
CIOPPEAJINCTUYECKOM IMO33UMN.

CraTthst moOCBsilliIeHa MPOOJIEME COOTHOIIEHUS 3BY4YaHUsI CJIOBA U €ro
3HAQYEHHS] B TMO3THUYECKOM TEKCTE. B COBpEMEHHOW JIMHIBUCTHUYECKOW HAyKe
BOIIPOCHI CEMAHTUYECKUX BO3MOXKHOCTEH 3BykKa H3y4aeT (HOHOCEMaHTHKA
(A.IL. Xypasnes, B.B.Jlepuukuii, C.B. Boponun, JLIL IIpokodreBa), omgHako
(heHOMEHY  3BYKOM300pa3UTEIBHOCTH  SI3bIKA  MOCBSATUIM  CBOM  PaOOTHI
B. I'ym6onbar, A.A. Tlote6usa, D3.Cemnup, P.SIko6con. Craructudyeckue
UCCIICIOBAHUSI, TMPOBEJICHHBIE COBPEMEHHBIMU YUYEHBIMH, IIO3BOJIMJIA BBISIBUTH
OCHOBHBIE COJIEp)KaTCIbHBIC XapaKTEPUCTUKU 3BYKOB IO CaMbIM pa3HOOOpa3HBIM
NpU3HaKaM — CHWJbl, TMOJBWKHOCTH, pa3Mepa, I1BETa, 3MOIMOHAILHOTO
BOCTIPUSITHS.

Oco0yr0 posib 3BYKOBOM CHMBOJHM3M HIPAaeT B IOITUYECKOM TEKCTE, B
KOTOPOM BBIPA3UTEIIBHOCTh 3BYyKa JOCTUTAET Mpenaena. B cratbe paccmaTpuBaeTcs
nmoasust Xpro Cailikc JlpBHca — OpHTAaHCKOrO I103Ta, B TBOPYECTBE KOTOPOTO
MPOSIBUJICA UHTEPEC K CIOPPEATU3MY.

Croppeanuctuueckass T1033Msl, 4YacToO fABIstomas co0oil  aOCypHbI
aBTOMATHYECCKUM IIOTOK AacCOITMAIlM, IIPEAOCTABISAET OCOOCHHO HWHTEPECHBIN
Matepuas sl W3yYeHMs] «3BYKOBOM TKaHW» MpOW3BEICHUs Oyiaromapsi cBoei
OpHEHTAIlMY Ha mepeaady 0ecCo3HATEHHOT0, CHOBHIEHUECKOT0. DOHOCEeMAaHTHKA,
TaKke uMerolas opeoi nojacosnarenbHoro (A.IL XypaBnes), MoxkeT momMoub B
BOCHPUSTUM 3TOM JOCTATOYHO CIOKHOM MOA3UMU.

AHalIM3 TMO3TUYECKOTO TEKCTa IOKa3bIBAET, YTO COOTHOUIEHHWE 3BYyKa U

CMBICJIa MOJKHO paCCMATpUBATH KaK OpFaHPIBYIOIHI/Iﬁ IMPUHOUIT U3YUCHHA TTO33HU.



OCHOBHBIE 3JEMEHTHI ISl aHalIW3a BKIIOYAIOT B ce0sl ayumdTepanuu, pudmsl,
3BYKOBYIO CHUMBOJIMKY, METPHUKY, KOTOpBIE CIy’KaT CBOEOOpPa3HbIMH OINOPHBIMU
AJIEMEHTAMH B BOCIPUATUHN M033uK. [lonanas B CHIIbHBIE MO3ULIUHA, OHU [TOMOTaloT
YUTATENI0 UHTYUTUBHO YIIOBUTH «IOJABOJHBIC» CMBICIIBI CTUXOTBOpeHUs. OcoObIi
MHTEpPEC MPEACTABISIOT aKyCTUYECKUE XapAKTEPUCTUKH 3BYKa B UX COOTHOLIEHUU
C CEMAHTHUYECKHMMHU 3HAYEHUSIMHU CJIOB, @ TAK)KE 3BYKOBBIE KOHTPACTBI, KOTOPHIE
CO3JAIOT MOA3THI ISl YCUJIEHUS SCTETUYECKOT0 NIEPEKUBAHUS YUTATES.
KawoueBble cioBa: croppeanusM, (QOHOCEMaHTHKa, pudma, 3BYKOBOU

CHUMBOJIN3M

Introduction. The question how the sound of a word is related to its
meaning has a centuries-old history of research and started in the classical era. But
only with the appearance of modern experimental methods that it became possible
for the scholars to take a new view of this problem.

Questions of sound organization of the text belong to the priority areas of
linguistics. Issues of sound and meaning correlation are discussed in the works of
W. von Humboldt and A.A. Potebnya, E. Sepir, R. Jacobson, A.P. Zhuravlev. But
it is in the poetic texts where “the expressiveness of sound reaches its limit” [5, p.
153] that sound symbolism acquires a specific role.

The aim of this paper is the study of sound symbolism and its semantics in
the poetic texts. Taking as the point of departure the fact that linguistic perception
cannot be limited only to the level of vocabulary, we will try to define the role the
sound patterns play in a poetic work, to reveal their semantic possibilities and to
trace what meanings can the “sound fabric” (R. Jacobson) of the verse produce.

Analysis of recent research and publications. In modern linguistics, the
semantic potential of a sound is studied by phono-semantics (A.P. Zhuravlev, V.V.
Levitsky, S.V. Voronin, L.P. Prokofieva). Statistical studies conducted by modern
scientists reveal the main informative characteristics of sounds on a variety of
grounds — strength, mobility, size, emotional perception. One of the most

interesting aspects of sound symbolism is the study of the color-sound correlations



(works by L.P. Prokof'eva, A.P.Zhuravlev) which examines cross-semiotic
connections between sound, color and the world of complex feelings and
Impressions.

These studies are particularly important for understanding the language of
poetry. V. Kandinsky in his book “On the spirituality in art” proved that colors,
lines, forms as the primary elements of the language of painting should be
perceived in their pure form, apart from the image in the painting [4]. In the same
way, a poet appeals to the sound in its pure form, choosing every word or creating
unusual words in a poem, taking greater interest in the music of a sound rather than
in the semantics of a word, creating meaning through the sound. “The poem
connects sound and sense and this is the real key to poetry,” — states Professor
M. Drout [11, p. 8].

In linguistics, numerous studies of the relationship between the content and
structural elements of the language also revealed “the presence of a more
fundamental, psychologically primary symbolism” [6, p. 324] than simple
referential meanings of words, which E. Sepir, “due to the absence of a better
term,” called “phonetic symbolism” [6, p. 330]. The American linguist noticed that
phonetic variations often result in the difference of meaning. Having conducted a
number of experiments he concluded that phonetic symbolism is an independent
psychological phenomenon which might be caused by acoustic and kinetic factors.

As in any developing science, many questions still bring about numerous
discussions — from the nature of this phenomenon to phono-semantic universals. In
our opinion, there is also a lack of practical research which can support the existing
theories.

This paper offers the study of the semantic possibilities of sounds on the
material of surrealist poetry. Originating in France at the beginning of the
twentieth century as a continuation of the Dadaist protest against everything that
was traditional, surrealism, led by the poet Andre Breton, opposed to Western
rationalism and accused it of hypocrisy: “forbidden is any kind of search for truth

which is not in conformance with accepted practices” [9, p. 10]. The new



movement strove for a world in which “life and death, the real and the imagined,
past and future <...> cease to be perceived as contradictions” [9, p. 125],
promising “to uproot thought from an increasingly cruel state of thralldom, to
steer it back onto the path of total comprehension, return it to its original
purity” [9, p. 124]. Relying on Freud’s discoveries in the field of dreams and the
unconscious, the poets defined surrealism as “psychic automatism in its pure
state <...> dictated by thought, in the absence of any control exercised by reason,”
[9, p. 26] and declared that their work was not just a search for “new means of
expression”, but “a means of total liberation of the spirit” [1, p. 137].

Such poetry offers particularly interesting material for the study of the
“sound fabric”. Indeed, as was indicated by A.P. Zhuravlev, “phono-semantics has
a subliminal halo, almost unconscious by people. They use it intuitively,
unconsciously” [3, p. 148]. Surrealist automatic images can lift the veil over some
“aspects of the linguistic subconscious, over the language of intuition” [Ibid.].

Surrealist verse and surrealist poetic image in particular serve as a vehicle
for bringing the irrationalism of imagination into the world of rationality. This
poetry often looks like an incoherent associative flow of words. Andre Breton
himself described it as “the hordes of words which, whatever one may say, Dada
and Surrealism set about to let loose as though opening a Pandora's box™ [9, p.
152], as a stream of phrases that leave a strong impression of arbitrariness, but also
of extraordinary inspiration, deep emotionality and particular picturesque quality,
as well as “extreme degree of immediate absurdity” [9, p. 24-25].

Commenting on the surrealist writing, Roland Barthes points out its “total
subjectivism” and calls it a “crisis of denotation” [2, p. 293], and the Greek
researcher A.Je. Ster'jopulu — “a chain of the signifiers freed from their signified”
[7, p. 60]. Still, such infinite trust in the automatism of the language, when it is left
to itself, and the poet only captures the automatic images coming from the
unconscious, makes the study of the phonetic symbolism in surrealistic poetry
particularly interesting.

Results and Discussion.



In spite of some quite fair remarks of the researchers who oppose to studying
surrealism outside Andre Breton’s group so as not to “expand the boundaries of
surrealism as an organized movement” [7, p. 30], we rather agree with the
researchers who, like Shelley Quinn, say: “The comparison of images from
‘surreal’ writers from different countries further facilitates the identification of
surreal elements in imagery, and help to isolate these from other modernist
characteristics” [13, p. 11].

Further we look into the British surrealism and discuss the poetic works of
Hugh Sykes Davies — poet, one of the organizers of the first London International
Surrealist Exhibition in 1936 whose works can serve as a good example of
surrealist poetry written in English. We will offer our observations over his poetry
and its phonetic peculiarities. It is worth remembering that surrealists considered
themselves just the conductors of the unconscious mind giving thus the reader the
primacy in poetry interpretation.

The first reading of the poem Decline of Pheenthon by Hugh Sykes Davies

really reminds Pandora's Box mentioned by Andre Breton.

i 40- Pheenthon *

leash more suns and suffer this preferment

for caravan because you pierce dreams
with your body ’s-span because you overhang

more zodiac’s bears night’s snarl with body ’s-fang
that eye unbars see where my blood streams
show-crabs and goats in the firmament

that telescopes [10]

yet must decline
in rounded time
of 40 suns

|, - Pheenthon’s!

(We preserve Davies’s punctuation, spelling and division into two stanzas — LP.)



The title, which is always a strong element of the text, refers to the Greek
myth about Phaethon — the son of the solar deity Helios who asked his father to
drive the sun chariot for a day but was not strong enough to steer fiery horses and
coming closer to the Earth almost destroyed it. To prevent the disaster, Zeus had to
kill Phaethon by striking him down with a thunderbolt.

This is a rather short poem which demonstrates surrealist dislike of traditional
meter. In its form it is somewhat arbitrarily divided into two stanzas of different
lengths — 12 and 6 lines. In its syllabo-tonic system, the poem is not metric. The
number of feet in the entire poem varies from 3 to 7, with 1 to 3 stressed syllables
in a line and unregulated number of unstressed ones.

The number of feet in almost every line is different with shorter lines (1-4
feet) in the first stanza and longer (up to 7 feet) in the second. Therefore, the first
part reads in a much tenser and emotionally strenuous way. The shorter lines
render speed to the narration which, presumably, describes the fall of Phaethon
(among suns, zodiac’s bears, show-crabs, goats) and actually feels like the fall of a
bright meteor.

The second stanza, due to its longer lines, greater number of unstressed
syllables (e.g. and suffer this preferment — 7 feet, 2 stresses) which slow down the
reading, enjambment (you overhang / night’s snarl, see where my blood streams /
in the firmament) gives a more meditative feeling, supported lexically by
‘explanatory’ anaphora (because you).

The poem also presents a rare for the English surrealist verse case of
rhyming. It is not a perfect, close rhyme, but slant rhymes, but they are organized
in a very peculiar way. Thus, the first stanza is written in couplets, with pairs of
lines that rhyme (Pheenthon-suns, caravan-span, bears-unbars, goats-telescopes,
decline-time, suns-Phcenthon’s). The words that rhyme acquire greater significance
and because of their position as the last word in the closed line become the ‘strong
elements’ of the poem. American professor Michael Drout says: “highline all the
rhyming words and see if they tell a story” [11, p. 37]. Davies chooses the names

of the heavenly phenomena, starts with the son-and-father reference and



beautifully finishes with the reverse father-son relation. It’s interesting to note how
two abstract words of decline and time ‘stand’ against the words of concrete
semantics and create aesthetic effect. Rhyming couplets, due to the fact that ideas
come and close within two line, give the reader the feeling of an explosion and
additionally support the idea of life lived fast and bright.

The second stanza also offers rhymes but very different ones. The first line
rhymes with the last, the sixth line (slant preferment-firmament), the second line
bears a perfect rhyme with the fifth one (dreams-streams), and the third line
rhymes with the fourth one (overhang-body’s-fang). It gives the effect of
continuous non-discrete speaking, of the voice of the hero appealing to the reader.

The ‘sound fabric’ of the poem is additionally enhanced due to the phonetic
peculiarities. Though we can’t observe particular alliterations or assonances here,
let’s note that the first stanza abounds on the lexemes with mid-to-low pitch
stressed vowels (suns, caravan, body ’s-span, show-crabs, goats, time, decline).

E. Sepir describing his sound-symbolism experiments described the
influence that vocal and consonant contrasts have on the recipient’s perception and
noted their spontaneous nature [6, p. 326]. R.Yakobson also examined semantics
of phonemes and stated that low-pitched vowels create a more negative effect on
the reader because low sound is associated with something dark whereas high-
pitched vowels render brighter and more positive feeling [8].

Thus, low and middle pitched vowel sounds in the first part might add to the
feeling of the fall to the darkness. The abundance of fricative consonant only
supplement the effect with the whistling sound of the fall (leash, zodiac’s, bears,
unbars, suns, Pheenthon’s, span, show).

The tone of the second part changes dramatically. Most of the stressed
vowels are of the high or middle pitch (dreams, streams, pierce, firmament,
preferment) with a great contrast made by the ‘dark’ word snarl (low-pitch and
back [a:]) in a word combination night’s snarl in which the phonetic sound adds to
the lexical and metaphoric meaning of the word. Altogether the stanza reads like of
spiritual rising to the heaven after the fight with the dark forces of the night.



In many works of literature, Phaethon is depicted as a hero, as a symbol of
man’s revolt against the world order and human destiny. Examination of sound
symbolism of the poem by Hugh Sykes Davies suggests just the same idea.

Conclusions. Analysis of the poetic text shows that the match of sound and
meaning can be regarded as an organizing principle for the study of poetry. And it
Is especially true when dealing with surrealist’s ‘plunges’ into unconscious which
result in the automatic flow of associations presenting much difficulty for the
reader. The essential elements for analysis include alliterations, rhyming words,
sound symbolism, metric system, which, altogether, serve as strong and significant
elements of the text. It is their close observation that allows the reader to find
those undercurrents that E.A. Poe insisted on when writing about the complexity
and “some amount of suggestiveness of meaning <...> which imparts to a work of

art so much of richness” [12, p. 1202].
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