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Summary. The paper focuses on the problem of the sound
and meaning correlation in a poetic text. In modern linguis-
tics, sound semantic is the object of phono-semantic studies
(A.P. Zhuravlev, V.V. Levitsky, S.V. Voronin, L.P. Prokofie-
va), these issues also received much attention in the works of
W. von Humboldt, A.A. Potebnya, E. Sepir, R. Jacobson. Sta-
tistical 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 ele-
ments 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.

Key words: surrealism, phono-semantics, rthyme, sound
symbolism.

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 exper-
imental 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 pri-
ority 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 depar-
ture the fact that linguistic perception cannot be limited only to
the level of vocabulary, we will try to define the role the sound pat-
terns 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 mod-
ern 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. Zhu-
ravlev) 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.V. Kandinsky in his book “On the spiritu-
ality 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 cre-
ating 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 “pho-
netic symbolism” [6, p. 330]. The American linguist noticed that
phonetic variations often result in the difference of meaning. Hav-
ing 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 pho-
no-semantic universals. In our opinion, there is also a lack of practi-
cal 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, surre-
alism, 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 uncon-
scious, 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].
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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 linguis-
tic 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 partic-
ular 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 sur-
realistic 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 surreal-
ism 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 orga-
nizers 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 surreal-
ists 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 5-span because you overhang
more zodiac's bears night's snarl with body 5-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

1 — Pheenthon §!

(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 Phae-
thon by striking him down with a thunderbolt.

This is a rather short poem which demonstrates surrealist dis-
like of traditional meter. In its form it is somewhat arbitrarily divid-
ed into two stanzas of different lengths — 12 and 6 lines. In its syl-
labo-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 sec-
ond. 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 over-
hang / night’s snarl, see where my blood streams / in the firmament)
gives a more meditative feeling, supported lexically by “explanato-
ry” anaphora (because you).

The poem also presents a rare for the English surrealist verse
case of thyming. 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 thyme (Pheenthon-suns,
caravan-span,  bears-unbars, ~ goats-telescopes, ~ decline-time,
suns-Pheenthon’s). The words that thyme acquire greater signifi-
cance 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 thyming 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 beautiful-
ly 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. Rhym-
ing 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 prefer-
ment-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 5-fang). It gives the effect of continuous non-dis-
crete 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 allit-
erations or assonances here, let’s note that the first stanza abounds
on the lexemes with mid-to-low pitch stressed vowels (suns, cara-
van, 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 recip-
ient’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 [§].

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,
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streams, pierce, firmament, preferment) with a great contrast made
by the “dark” word snar! (low-pitch and back [a:]) in a word combi-
nation 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 desti-
ny. 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 automat-
ic 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 observa-
tion 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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HpagiBasinaa JI. M. ®oHoceMaHTHYHI acTIEKTH ClOppe-
ajJicTHYHOI moe3ii

AHoranist. CTaTrTiO NPUCBIYCHO MPOOIEeMi CIiBBiTHOIICH-
HS 3By4YaHHs CJIOBa Ta HOTO 3HA4Y€HHS B MOSTUYHOMY TEKCTi.
VY cydacHiit JHTBICTHYHIHA Haylli TUTAHHS CEMAaHTUYHNUX MOX-
nuBocTed 3ByKy BuBYae (poHocemaHTuka (A.IL JKypasibos,
B.B. JleBunpkuii, C.B. Bopownin, JLII. Ilpoxod’eBa), mpote
(heHOMEHY 3BYK0300pa)KaJIbHOCTI MOBHUX OJMHUIIb TIPUCBSATH-
mu cBoi po6otu B. dpon I'ymbonbar, O.0. Iotebns, E. Cemnip,
P. SIko6con. CTatucTUYHI AOCITIIKEHHS, IPOBEICHI CyYaCHUMH
BUCHHMH, JTAJTH 3MOTY BUSBUTH OCHOBHI 3MICTOBHI XapaKTepH-
CTHKH 3BYKIB 32 Hai{pi3HOMaHITHIIIMMH 03HAKAMH — CHITH, PyX-
JIMBOCTI, pO3MIpY, KOJIILOPY, EMOLIITHOTO CIIPUAHSTTSL.

Oco0nmBYy poJIb 3ByKOBHI CHMBOJII3M I'Pa€ B IOETHYHOMY
TEKCTi, B IKOMY BHPa3HICTh 3BYKY JOCSrae Mexi. Y CTaTTi pos-
misiaeThes moesist I 1o Caiikca JleBica — OpUTaHCHKOTO TI0ETa,
Y TBOPYOCTI SIKOTO MPOSIBUINCS 03HAKH CIOppeati3My.

CroppeaiicTuuHa 1moesisi, sika 4acTo sBisie co0orw adbcypa-
HHUHA aBTOMAaTHYHHI IOTIK acomiamiii, 7a€ 0coOIMBO IliKaBHit
Marepiain Ui BUBYEHHS «3BYKOBOI TKAHMHM» MO€3il 3aBISIKH
cBOiii opieHTalli{ Ha epeaady HecBigomoro. @oHOCeMaHTHKa,
sika Takoxk Mae opeot miacsigomoro (A.I1. XKypaenboB), Moxe
JTOTIOMOTTH B CIIPUIHSATTI 1i€1 TOCUTh CKJIQAHOT Moe3il.

AHaJi3 MOETHYHOTO TEKCTy MOKAa3ye, MO CIiBBIJHOIICH-
HS 3BYKY i CEHCYy MOYKHA PO3IISIIATH SIK OPTaHi3yIOuril MpHH-
[uI BUBYEHHS moe3ii. OCHOBHI eNeMeHTH JJIsl aHalizy — Ie
amitepanii, pUMH, 3BYKOBHI CHMBOJI3M, METPHYHA CHCTEMa,
AKi 3arajJoM CIIyXKaTb CBOEPITHUMH OIIOPHUMH €IeMEHTaMH
B CIIpUIHATTI moe3ii. [loTpamisioun B CHIIBHI MO3UIIT TEKCTY,
BOHH JIONIOMAraroTh YNTA4YEB1 IHTYITUBHO BIOBUTH «ITiZBOJIHI»
cmucnu Bipma. OcoOnuBHI iHTEpEC CTaHOBIATH AKyCTHYHI
XapaKTepPUCTHUKHU 3BYKY B 1X CIiBBIHOIIECHHI 13 CEMAaHTUYHUMHU
3HAYCHHSMH CIIB, @ TAKOXK 3BYKOBI KOHTPACTH, SIKi CTBOPIOIOTh
MOETH 711 HOCUICHHS €CTETHYHOIO NEePEXKUBAHHS YUTaYa.

KniouoBi cioBa: croppeainisMm, (OHOCEMAaHTHKA, pUMA,
3BYKOBUI CHMBOJI3M.

pagusasinnas JI. H. ®donocemaHTHYeCKHE aceKThI
CIOppeaIMCTUYECKOI 033U

AnHoTtanus. Crarbs NOCBAIICHA NPOOJIEeMe COOTHOIIE-
HUS 3BY4aHHS CJIOBA U €r0 3HA4YEeHHs B MOITHUECKOM TEKCTE.
B coBpemeHHOI TUHTBHCTHYECKONH HayKe BOIPOCHI CEMaH-
THYECKMX BO3MOXKHOCTEH 3ByKa H3ydaeT (OHOCEMaHTHKA
(A.I1. Xypagnes, B.B. Jleunkuii, C.B. Boponus, JL.IT. Ipo-
ko(beBa), omHaKO (EHOMEHY 3BYKOM300Pa3HTEIBHOCTH SI3bI-
Ka TOCBATHIN cBOM pabGotel B. I'ymbGonmbar, A.A. TloTeGHs,
. Cemup, P. SIko6coH. CraTHCTHYECKHE HCCIICIOBaHHUS,
MPOBE/ICHHBIE COBPEMEHHBIMH YUYEHBIMH, MO3BOJHJIH BBIS-
BUTH OCHOBHBIE COZIepIKaTEIbHbIE XapaKTePUCTUKH 3BYKOB IO
caMbIM Pa3HOOOpPa3HBIM INPH3HAKAM — CHIIE, TOIBHKHOCTH,
pasmepy, LIBETY, SMOLOHAILHOMY BOCIIPUATHIO.

Oco0yto poib 3BYKOBOW CHMBOJIU3M HUIpaeT B IOATHYE-
CKOM TEKCTE, B KOTOPOM BBIPA3UTEIBHOCTh 3ByKa JOCTHIaeT
npenena. B crarbe paccmarpuBaercs mos3us Xwio Caiikca
JIpBHCa — OPUTAHCKOTO MOA3Ta, B TBOPYECTBE KOTOPOTO IMPOsi-
BUJICS UHTEPEC K CIOPPEaIH3MY.

CroppeanucTiueckasl MO33Usl, 4YacTo SBISIOMIAs COOOU
aOCyp/HBIA aBTOMAaTHYECKUH TOTOK acCoLMalui, Npeio-
CTaBIAe€T OCOOCHHO HHTEPECHBIH Marepuan Juil H3y4eHHs
«3BYKOBOW TKaHW» IPOU3BEACHUs Onaronapsi CBOeH OpHEH-
TalMK Ha Mepeaady 0ecco3HATeNbHOTO0, CHOBHACHYECKOIO.
®DoHOCEeMaHTHKa, TAKXKE UMEIOIIasi OPeosl MOACO3HATEIEHOTO
(A.TI. XypagiieB), MOXKET IIOMOYb B BOCHPHUSATHH 3TOM J0CTa-
TOYHO CIIO)KHOW MO33UH.

AHanu3 MO3THYECKOTO0 TEKCTa ITOKA3BIBAET, YTO COOTHO-
[IEHWEe 3BYKa M CMBICIIa MOXXHO paccMaTpHBaTh KaK OpraHu-
3yIOUIMH TPUHINN H3y4YeHUs 1M0d3uu. OCHOBHBIE SJIEMEHTEHI
JUISL aHaJiM3a — 3TO aJUTUTEPAIH, pH(MBI, 3ByKOBas CHMBO-
JIMKa, METPHUKa, KOTOpBIE CIyKaT CBOSOOPa3HBIMH OIOPHBI-
MU dJIeMEHTaMH B BOCIIPHATHH 11033WH. [lonanas B CHIIbHBIC
MO3UIMY, OHH IIOMOTAIOT YUTATEII0 MHTYHUTHUBHO YIIOBUTH
«TIOZBOJTHBIE» CMBICIBI CTHXOTBOpeHHs. OcoOblii MHTEpec
MPENCTABISAIOT AKyCTHYSCKHE XapaKTEPUCTUKU 3BYKa B HX
COOTHOILEHUU C CEMAaHTUYECKHMU 3HAYCHUSMH CJIOB, & TAaKXKe
3BYKOBBI€ KOHTPACTBI, KOTOPBIE CO3/1AI0T ITOATHI ISl YCHIICHHS
ACTETHYECKOTO MEPeKUBAHUS YUTATEIIS.

KnroueBble ciioBa: croppeanusM, GoOHOCEMaHTUKa, pud-
Ma, 3ByKOBOH CHMBOJIM3M.
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