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Introduction

The book On Poetic Language is primarily intended for the Western
reader, or anyone with knowledge of the English language. It constitutes
just a small part of the author’s research. Twenty years ago | embarked
on the very demanding adventure of investigating and presenting some
of the general principles constituting the essence of Serbian poetry
and poetry in general. My primary aim was to discover the universal
code of poetry, and explain how it functions in a poetic text. By ‘poetic
text’ I meant only discourse in the form of verses, both in fixed and free
verse. The three books I have already published in Serbian, ®onuka
ciwiuxa [The Phonics of Verse] (1992), ®oHoctuuauciiuka ciiuxa [The
Phonostylistics of Verse] (1995) and Cliuaucttiuka ctuuxa [ The Stylistics
of Verse] (2006) are preparation for the most difficult task awaiting me
in the near future, namely to write the Semantics of Verse in which I
would answer the question of my life: what the poetic code is and how it
functions in a poetic text. [ therefore, in @onuka citiuxa [ The Phonics of
Verse] dealt with phon (sound) as a phenomenon essential to the art of
verse, distinguishing poetry from other forms of language communica-
tion. After that, from the general plane of the phon (sound), where I sup-
plemented the existent classifications, introduced some new terms, and
refined the incomplete methodology, I proceeded to @oHoctuuaucitiuka
ciuxa [The Phonostylistics of Verse]. In that book I tried to shed light
on the stylistic aspect of phonic (auditory) phenomena in a poetic text.
Dealing with rhyme in stylistic (linguo-stylistic and literary-stylistic)
terms, as a very important element of the sound structure of verse, in
@oHoctuunuctiuka ciiuxa [ The Phonostylistics of Verse] 1 put forward my
own theory of rhyme which is based on the quantitative, qualitative and
distributive relations within the poetic structure of rhyming units and
their systems. One of the problems in formulating this theory was the
terminology relating to rhyme. While, on the one side, there have been
several terms for one kind of rhyme, on the other side certain forms of



rhyme were left without the appropriate terms. In many cases, even
if the terms existed, they were either imprecise and incorrect, or did
not have the status of proper terms. As the theory had to be tested in
practice, [ composed IlojmosHuk pume [The Glossary of Rhyme] (2001).
That is, actually, a lexicon or dictionary of rhyme-related concepts. For
some eighty forms of rhyme [ have come across I did not find the terms
in the existent theories of literature and the corresponding dictionaries,
so I assigned new terms to them. I believe that following the publication
of llojmosHuk pume [The Glossary of Rhyme] one can get an insight into
almost all forms of rhyme and the corresponding terminology, and, on
these grounds, contemplate the unification of terminology units and
their selection, on the basis of identical parameters, both in individual
national literatures and in all national literatures based on the phono-
logical structure of language. My next book, Pumapujym cpiicke tioe3uje
[The Rhyme-Lexicon of Serbian Poetry], was the most important one
with regard to Serbian poetry. Namely, the reaches of Serbian poetry
setin a historical perspective are very high, and it deserves much more
comprehensive research. In order to achieve that, we need to construct
the appropriate instruments which would enable us to conduct objec-
tive investigations and evaluations as easily and accurately as possible.
One such instrument is the dictionary of rhymes - the Rhyme-Lexicon.
Along with the aforesaid, it has once again confirmed the correctness
of my theory of rhyme. In order to complete the exploration of rhymes
in Serbian poetry, [ should write, along with the Glossary of Rhyme and
the Rhyme-Lexicon, the book Rhymes in Serbian poetry. In this book,
the contents of which [ have already planned out, the following top-
ics will be discussed: (1) From the History of Serbian Rhyme, (2) The
Sound Structure of Rhyme, (3) The Morphological Structure of Rhyme,
(4) The Lexical Structure of Rhyme, (5) Quantitative Models of Rhyme,
(6) Qualitative Models of Rhyme, (7) Distributive Models of Rhyme, (8)
The Position of Rhyme in a Verse Line or Poem, and (9) The Functions of
Rhyme. When this book is published, every rhyme researcher will have
before him, provided that they speak Serbian, a quite comprehensive,
systematized body of research into an important phenomenon in po-
etic discourse. In 2007 my book Citiuauciiuka ctuuxa [The Stylistics of
Verse] also came out, as the third part of an intended tetralogy devoted
to verse research, i.e. the search for the poetic code. Compared to my
two previous books, The Phonics of Verse and The Phonostylistics of
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Verse, in this book I focused my attention on a higher, linguo-stylistic
level. Even though the stylistics of verse enables a fairly wide scope of
research in terms of methods and subjects, the concept of stylistics has
most often been reduced to lexical stylistics, and the concept of verse
to the period of Serbian poetry from the Middle Ages to the present.

In the book before you I analyze the most important phases and the
key moments in the development of Serbian, and in turn European po-
etry, and search for the crucial factors constituting the essence of po-
etry. In order to do this properly, | have placed the greatest emphasis
on individual elements of poetic language in which, and by means of
which, a poetic expression, a poetic creation is shaped.

Within the topic of Verse as a Specific Linguo-stylistic Discourse,
which is a sort of introduction to this book, I pointed to the nature of
verse as a specific type of speech, the specificity of which is reflected in
a different organization of the language material, which is imposed by
poetic needs, and not by language in general. This means that a verse
line, as a strictly organized language segment, clearly demonstrates its
internal quantitative and qualitative configuration (the number of syl-
lables, the number of accents). Owing to that a measure is established
in verse, which becomes, through repetition, the basic principle of its
organization. Thus verse cannot exist as an independent unit (a state-
ment, a sentence), as it is formed by arraying identical textual segments,
on the basis of isotonic or isometric measure, which imposes limits
where they are absent from ordinary speech realizations. Therefore
the verse configuration, with its specific measure and rules of internal
organization, becomes a distinct language structure not only compared
to prose in general, but to literary prose as well.

Within the topic On One Kind of Reduplication in Old Sacred Poetry
[ discussed a specific kind of parallelism - reduplication. This method
was adopted from the Psalms and other Old-Testament books and was
passed on into old Serbian ecclesiastic poetry. Since reduplication is
not merely a lexico-semantic, but also a syntactic phenomenon, I ana-
lyzed it from the syntactic, semantic, and stylistic standpoints. Observed
from the syntactic perspective, this kind of parallelism is realized in the
forms of reduplicated subject, predicate, object, attribute, and adverbial;
from the semantic standpoint in the form of synonyms, antonyms, and
thematic meaning (which cannot be subsumed under synonymous or
antonymous structures); and from the stylistic perspective in the form



of figures of diction (anaphora, epistrophe, symploce, anadiplosis), and
figures of structure (inversion, polysyndeton).

Within the topic Combinations of Tense Forms in Folk Epic Poetry 1
dealt with Serbian epic poetry, which constitutes the most important
part of Serbian oral poetry, and of Serbian literature in general. Without
this poetry, Serbs would have been deprived of a significant position in
world literature, and of the most genuine expression of their folk spirit.
In confirmation of its importance and value it is sufficient to say that
Pushkin and Goethe were impressed by its artistic qualities. What the
research has shown, and what is especially interesting, is that in this
kind of Serbian poetry time is expressed in three ways: through one
dimension - by means of the Present Tense; through two dimensions -
by combining the Present and the Future Tense, or the Perfect and the
Future Tense; through three dimensions - by combining the Present,
the Perfect and the Future Tense. Each of these temporal categories has
its specific qualities, which we have described and illustrated graphi-
cally for better understanding. However, it is fascinating that in case of
combining two or three temporal planes, there is a strict rule on their
combinations, which enters the area of harmony. It has turned out that
these combinations comply with the golden section (i.e. asymmetry),
forming very compact and logical systems, which inevitably remind us
of the universality and infinity of the time cycle.

Within the topic Some Elements of the Poetic Language of Romantic
Poets we discussed the poetry of prominent Serbian romantic poets:
Branko Radicevi¢, Jovan Jovanovi¢ Zmaj, Pura Jaksi¢ and Laza Kostic.
We pointed out that Vukovian poets in their poetic technique used to
borrow from English folk poetry a wide assortment of poetical ele-
ments and expressions: topics, motifs, diction, symbolism, lexis, syntax,
kinds of verse, poetical forms. But that process was neither spontane-
ous nor natural. One of the reasons is that these poets were not suffi-
ciently familiar with the language, the vernacular in which oral poetry,
both lyric and epic, had been created, and they had before them a very
sophisticated poetic language, the expressive devices of which were yet
to be adopted and mastered. On the other hand, the emotions and sen-
sibility of Serbian romantic poets also affected the linguistic expression
as such, since those extralinguistic elements significantly influenced
the choice of lexis, metrical forms, rhythmic inertia, poetic forms. All

10



that, in sum, largely determined the nature of the poetic language in
which Serbian romantic poets created their poetical works.

The research within the topic On Interjections in Romantic Poetry
has shown that interjections are one of the prominent expressive de-
vices in Serbian romantic poetry, where they are used to express both
positive and negative emotions. Most often they are used for denot-
ing emotions, moods, psychological states, anxiety, etc., much less for
encouraging, commands, the calling and chasing away of animals, and
even less for imitating natural sounds. The frequency of interjections
is very high in Serbian romantic poetry. It is therefore no wonder that
all or most verse lines of a stanza begin with the same interjection, and
that one interjection is repeated several times in one or two successive
verse lines. As opposed to other figures of speech, interjections as non-
conceptual words which express the speaker’s (artist’s, poet’s) emo-
tion gain emotional power in specific contexts, where the meaning, the
expressive tension of the context, is for the most part projected onto
them, and thus they serve as exponents of contextual emotions.

In Certain Stylistic Procedures of Lexical Repetition in Modern Poetry
we analyzed lexical repetitions which, due to the specific nature of the
poetic context, extend from the level of verse lines to the level of stan-
zas, and can be found in the form of: individual, syntactic (phrases, sen-
tence parts, sentences), verse line and stanzaic repetitions. Depending
on the kind of context and on the structure of lexical repetitions, they
can have different functions: organizational, rhythmical, semantic, sty-
listic. It was demonstrated through the analysis that lexical repetitions
can be realized by means of different figures of speech: antanaclasis,
polyptoton, anaphora, epistrophe, epanaphora, symploce, epizeuxis,
anadiplosis, gradation, regression, antimetabole, overstepping.

Within the topic On Some Stylistic and Semantic Aspects of the Dis-
tortion of Adjectives in Poetic Structures 1 discussed inverse adjectives
which modify nouns with definite or indefinite meaning as postmodi-
fiers. In this way adjectives retain all their grammatical properties, but
the change of their syntactic function leads to changes in their semantic
structure - from signifying a quality to signifying a concept. The chang-
es discussed here have not reached the level of lexicalization, and ad-
jectives in the aforesaid position retain the status of this part of speech.
Their position in this context makes them different from adjectives in
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regular positions. For that reason the term distortion was used for the
discussed phenomenon, to point out the significance of the phenom-
enon, or “deformation” of the adjectival function and meaning.

In the article On the Semantic Structure of One Kind of Complex Poetic
Signs, following a brief analysis, it is pointed out that complex poetic
signs should not be treated as constant units, but as variable compo-
nents of poetic communication, the meaning of which is modified under
the influence of connotations which these signs may condense within
themselves. [t is therefore thought that complex poetic signs are not in-
active elements in a given poetic structure, but a field of struggle which
leads in two directions: towards synonymy and towards antonymy, i.e.
towards the resolution of differences and the activation of differences
in similar elements, which makes these signs dialectic.

Within the topic On Creativity and Originality in Verse Discourses it
was demonstrated on the formal-semantic structure of three poems,
selected from the poetry of Velimir Luki¢, Stevan Raickovi¢ and Alek
Vukadinovi¢, in what way creativity and originality are manifested in
verse discourses. The investigation showed that there is in verse dis-
courses a large number of stereotypes (canons, conventions, norms)
imposed by a specific period of time, a specific genre, a specific literary
movement, a specific literature, the structure of natural language, per-
sonal choice. Different restrictions produce certain norms which the
creators (poets) are obliged to abide by. The observance of imposed
stereotypes has often restrained poets’ individuality and originality,
and stifled their potential creativity. Thus certain poets who possess
particular creative energy began to express their active attitude to-
wards various stereotypical forms.

Within the topic Models of Rhyme in Poetry, drawing on material
from Serbian poetry, we offer a new classification of rhymes. In all Eu-
ropean theories of literature classifications have been reduced to the
criteria of gender, quality, and distribution. Thus the gender (quantity)
of rhymes is determined according to the number of rhyming syllables:
monosyllabic (masculine), disyllabic (feminine), trisyllabic (dactylic) and
polysyllabic (hyper-dactylic) rhyme. This classification includes many
inaccuracies, for example in determining the number of syllables. The
instance of rhyme gaH (= day) - ciuaH (= flat) does not exemplify the
rhyming of whole words made up of one syllable each, but only of parts
of the syllables (-aH [-an]: -aH [-an]), whereas the sound g (d) and the
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consonant group ci (st) are outside this rhyme. It is therefore sug-
gested, for reasons of precision, that the quantity of rhyme should be

measured by means of rhyming phonemes (sounds). We discovered ten

quantitative rhyme models in Serbian poetry: monophonemic, biphone-
mic, triphonemic, tetraphonemic, pentaphonemic, hexaphonemic, hepta-
phonemic, octaphonemic, enneaphonemic and decaphonemic rhyme. As

regards the quality of rhyme, both in Serbian and foreign versifications,
rhyme is defined as perfect (exact), imperfect (inexact), pure, impure,
and rich rhyme. Every one of the above terms can be criticized, with

reason, as they are inaccurate and do not reflect the real qualitative

nuances of rhyme. Without trying to prove this claim, we offered our
classification and terminology as an argument. As our investigation

showed, there are four qualitative models of rhyme in Serbian poetry:

isomorphic, metathetic, epenthetic and metathetic-epenthetic rhyme. As

regards the distribution of rhymes, primacy has usually been given to

their organizational function, the organization of verse lines within a

stanza (a quatrain), and as a result we encounter the following: couplet,
envelope and cross rhymes. On the other hand, considering the distribu-
tion of rhymes over the verse line clausulae of a poem, it was discovered

that there are six distributive models of rhyme in Serbian poetry: com-
plete, elliptic, alternating, occasional, partial, and sudden rhyme. All the

discovered models of rhyme, quantitative, qualitative, and distributive,
are defined and illustrated in this article by corresponding examples.
This investigation has helped me to formulate, with certain corrections

and additions, my own theory of rhyme.

Since the analyzed material belongs to Serbian poetry which was
written and printed in Cyrillic characters, the question arose whether
the Cyrillic characters should be transcribed into the Latin script, and
the verses translated from Serbian into English. But we have, with rea-
son, left everything as in the original. However, for all those who are
not familiar with Cyrillic, along with the Cyrillic characters we have
provided, at the next page, the corresponding Latin characters, in or-
der to make the reading easier.

We have already said that the poetry examples have been left in the
original form, i.e. in the Serbian language; they have not been trans-
lated into English. There are many reasons for such a decision. First,
it is very difficult to translate verses from one language correctly into
another. Second, the conducted analyses have frequently touched upon
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Table of corresponding Latin and Cyrillic characters

Italic letters

Small letters

Capital letters

Latin

Cyrillic

Latin

Cyrillic

Latin

Cyrillic

>N

>N

lj
m

nj

nj

Nj

= O
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the formal aspect of poetic language (the plane of expression), which is
almost impossible to translate from Serbian into English. In their stand-
ard language, the Serbs have the following rule: write as you speak, and
read as it is written, which in many respects contrasts with the English
rules of reading and writing. Third, for many examples of rhyme the
formal aspect of the words, their graphic appearance, is very impor-
tant, and it cannot be appropriately rendered into English. Fourth, an
English translation, almost perfect as it may be, would give the reader
nothing more with respect to the semantic information either. However,
all the verse lines, all the structures, words and phrases interpreted in
the author’s text are followed by their English translations.
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Verse as a Specific Linguo-Stylistic Discourse

All the theories of literary genres are based primarily on the belief
that there are several fundamental ways of literary creation, or several
essential forms of expression by means of language. In the 18" and
19'"-century philosophy and literary criticism the theory was devel-
oped of three literary genres: lyric, narrative, and dramatic - as the
three natural forms of poetry. These three literary genres, each in its
own way, lay emphasis on specific forms of language communication,
each corresponding to a different style. The lyrical style, for instance,
is characterized by a certain harmony between the sounds and the
meanings of words, so that lyrics come close to music. As a result, its
primary feature is a specific manner of expression, where differences
vanish between the individual and the world, between the external and
the internal, between the subjective and the objective. Such theories of
literary genres assumed that the whole field of literature can be clas-
sified into the aforesaid genres, but not in such a way that any literary
work should, without exception, belong to one literary genre, but so
that the existent literary works can be subsumed commonly under one,
and sometimes under two, even all the three forms of literary expres-
sion. In these theories lyrics, narratives and drama are viewed as the
ideal types of literary creation. The knowledge of the characteristics
of lyrics, narrative, and drama is often very useful for analyzing liter-
ary works. In analyzing literary kinds one must therefore bear in mind
not only aspects of the genres, but also aspects of shaping individual
literary kinds within a specific classification, intended to establish the
formational principles of individual literary kinds within the system
of all the kinds of a certain period, or tracing the development of each
individual literary kind.

Lyrics (poetry) is the common name for literary works in the form
of verse lines. Broadly speaking, this definition is not incorrect, but it
certainly should be more accurate, considering potential confusions
arising from too narrow conceptions of verse, or a complete identifi-
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cation of verses with lyrics. A verse does not only denote the so-called
fixed verse, but also free verse, which comes rather close to the fictional
way of expression, while fiction, on the other hand, can be rhythmically
more tightly organized so that it is difficult to distinguish from free

verse. As you can see, there are certain midway forms which link poetry
with prose. Yet poetry is generally realized in verse lines, so that verse

can be taken as the natural form of poetry. The difference between po-
etry and prose is not absolute, but it can be understood as a difference

between two types of literature, as two types of literary, artistic crea-
tion. This distinction also involves the style of writing: as opposed to

prose, verse lines cover, in their specific organization, only part of the

page, while prose makes use of the whole space available for writing.
The manner of writing, or the graphic form, constitutes only one aspect
decisive for differentiating verse lines from prose, and for the manner
of reading which, in itself, requires that we understand a certain text
as verse. On the other hand, the way of composing verses is in itself an

expression of the organization of speech. However, the graphic form

is only one of the ways in which speech can be organized so as to be

understood as verse lines. It is true that verse lines are characterized

by their graphic form, but they are not reduced to graphic form, they
are recognized as verse lines even if we only hear them. It is under-
standable since a verse line, as a particularly tightly organized language

segment, constitutes condensed poetic discourse in a specific graphic,
but also a specific rhythmical and auditory organization. The graphic,
rhythmic and auditory organizations of verse structures come to be dy-
namically interdependent and in a certain sense “deform” the natural

language material, making verse a specific kind of language structure

(construct, discourse). In addition, these methods of language organi-
zation are intended to “intensify” all the devices of poetic expression,
with the aim of creating and reinforcing the impression which the liter-
ary work as a whole (e.g. a lyrical poem) should create in the receiver

(reader or listener). As non-autochtonous formal elements of verse

structures, they act in unison and are intertwined with each other. How-
ever, in certain situations some of them gain priority".

1 Their isolation and analysis should be understood as a result of the need for
scholarly abstraction and generalization with the aim of formulating a more
precise definition, where the concept of verse (as a designation for poetry) is
always observed in its relation to prose.
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However, all these elements point to the essence of verse as a spe-
cific type of discourse, the distinctiveness of which is achieved through
a different organization of language material, which is “poetically im-
posed, and not linguistically given” (lletkoBuh 1975: 238). That means
that the verse as a tightly organized language segment clearly mani-
fests its internal quantitative configuration and correspondences (the
number of syllables, the number of accents). Thus a measure is es-
tablished which, through repetition, becomes the primary principle of
verse organization. Verse is not conceivable as an independent unit (as
a statement), since it is formed by linking segments of text, based on
isotonic, isometric, or isosyllabic measure, which imposes boundaries
where there are none in the prose realization of speech.

With its specific measure and rules of internal organization, the
verse configuration becomes an independent language structure not
only relative to prose in general, but to literary prose as well. It is there-
fore no wonder that almost all researchers, when discussing the dif-
ference between verse and prose, stress that verse lines have bounda-
ries imposed by extralinguistic devices, in the spoken form by (for all
hearers) uniform intonation, in the written form (for all readers) by
graphics, and that verse lines are separate, commensurate segments of
text in which words are better connected, more prominent and richer
in meaning than in any other kind of speech.

In view of all this, we will focus attention on three essential elements
of verse: specific graphic organization, specific rhythmical organization
and specific sound organization, which, as we have pointed out, consti-
tute the essence of verse and demonstrate to what extent it is a spe-
cific language structure. These elements impose strict restrictions on
the verse chain, controlling the conditions under which the language
material is selected and distributed. This has led to the assumption of
strictly organized verse lines (“moulds”) which cannot accommodate
just any word. And any such restriction has both a poetic, and a sty-
listic value.

Specific graphic organization. A long time ago verse theoretitians
drew attention to the specific graphic organization (the graphic form
of incompletely filled lines) of fixed and free verse forms. They showed
that, while we are reading verses, we do not get the information on-
ly through the content of the uttered (written) words, but inevitably
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through the form these words are built into It is therefore small won-
der that a poem written in tercets can, in the educated reader, evoke
Dante’s Divine Comedy. Every form of general character in the develop-
ment of verse forms conveys a particular amount of information, pri-
marily stylistic, reflecting the features of the form as such, which arise
from its use with various contents. The external form clearly differen-
tiates verse lines from prose. Although, in some cases, prose can even
be metrically organized, it is not perceived as verse lines, being writ-
ten and printed along the full length of the lines3. The way of writing is
on the one hand decisive in distinguishing verse lines from prose; on
the other hand, it is an expression of discourse organization, naturally
shaped through its graphic form. The blanks at the ends of verse lines
are not merely an external, non-functional feature marking verse line
boundaries, or a technical device which makes the text more compact;
they are also a distinct signal pointing to the “unity” of verse (TumhanoB
1990: 36), i.e. a distinct “signal of structural nature” (Jlormas 1970: 100).
In other words, the blanks illustrate the “minus procedure” which,
along with the semantic, has stylistic content as well, conveying to us
an additional piece of information, the fact that it is a verse line, or “a
poetic context within which the structural characteristics and functions
of the used poetic devices are demonstrated” (BuHorpazsos 1971: 201).

2 However, it is not always the case, as the following words confirm: “It is certain
that every reader will recognize the general graphic form of the poem as a sign
that a specific type of literary text organization lies before them. Some readers
will even recognize the two or three most well-known verse structures.
However, most readers do not pay attention to particular special patterns (of
stanzas and constant forms of poems), or do not perceive them, not even the
ones that scholars stress so often. Still less do they perceive metrical-rhythmic
structures. As a result those forms, external special forms and internal
(metrical-rhythmic) structures will not evoke in them either associations, or
recollections of tradition, or awareness of the relation of metre, standard form
and meaning” (Py»xxuh 1987: 7).

3 Rhythmic prose first occurred in the ancient times, based on the order of short
and long syllables. In the Middle Ages the order of long and short syllables was
replaced by the order of accented and unaccented syllables. Forms of rhythmic
prose modelled on ancient and mediaeval prose are encountered even in the
19" century. In some literatures there is rhythmical prose which is strongly
reminiscent of Chateaubriant and Belyj’s verse organization. But even such
poetic structures are not perceived as verses, primarily because they do not
have the graphic form of verse lines.

20



The blanks also show that a verse line is a stylistically functional form,
tending to produce an aesthetic effect in the reader by its shape.

The graphic form of verse lines points to the importance and nature
of poetic language in verse?, to vertical relations between the lines,
and to close syntactic links within them. At the point of distinguish-
ing poetry from prose,S a verse line becomes a stylistically functional
form which constitutes departure from the relevant (prose) norm. The
departure from the norm, which implies the “text in graphically full
lines”, produced a “text in graphically incomplete lines”. This indicated
the new, stylistically marked organization of verbal material. In order
to draw a clear dividing line between poetry and prose, the verse lines
adopt a uniform syllabic measure, and become isosyllabic. The syllabic
commensurability of verse lines (throughout a poem) produces forms
which manifest a more stable structure of the integrated verbal mate-
rial. This newly established form has in due course assumed constant
lyrical and metrical forms®.

When a form becomes stable and compulsory, it rises to the rank of
a stylistic norm. Such a form is completely independent from the crea-
tor’s personality, contributing to the generality of the way of creation
and expression. As a result poetic devices come to be stabilized. As a
fixed form, verse becomes an ordinary form of language expression,
taking on all the features of a norm. Immediately, or a short while lat-
er, the search begins, primarily by poets, for a new way of organizing
language material which would, by interfering with the existent norm?,

4 Timofeev defines the language of verses as a “distinct and discrete kind of
language, in which all its typical features find their original expression and
make up a unified, internally connected system” (TumodeeB 1962: 82).

5 The poetry of syllabic and syllabic-tonic verse lines was the poetic form
which brought about the graphic distinction between poetry and prose, and
supplanted the traditional form of poetic expression which did not exclude
prose. Such poetry was written and printed in the form of lines and, observing
such conventions, it eventually produced new rules of poetic expression. Now
the poet had to organize his experiences within the confines of rhyme, caesura,
the number of syllables; he had to adjust the organization of his verbal
material to the confines of a closed language area.

6 Asexamples of the graphic, stanzaic and metrical organization of verse lines
authors usually take rondeau, rondel, triolet, ballad, sextain, canzone, sonnet
(Facmapos 1989: 139).

7 Verse lines of different lengths are regularly ordered one after another, or
grouped into smaller or larger clusters without stable rhymes. The rhythm is
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mark the beginning of departures from it. In that sense two stylistic
categories emerge - the stylistically standardized and the stylistically
non-standardized. As total opposites, they operate through the struc-
ture of poetic language as such: if one of them is realized, the other
stylistic concept is also potentially present.

In certain periods of the development of verse, the graphic form
of incomplete lines, as opposed to the full lines of prose, became the
stylistic norm of verse which had lost its original stylistic character
and took on a metastylistic meaning. All the subsequent typographic
variations in verse form were aimed at producing new stylistic effects,
when poetry for the ears gradually became poetry for the eyes. The
first instances of verse drawings date as far back as classical antiquity
(3" century Bc). The Greek poet Simmias of Rhodes is well-known as
the author of the first calligrams. He arranged verse lines in the forms
of wings, eggs, or a saw. Optatian, a Latin poet (4" century AD), wrote
a whole series of verse lines, acrostics, mesostics, in which individ-
ual letters (graphemes) are combined into verse phrases, arranged
into zigzag lines. In the Greek text (10" century AD) known by the ti-
tle The Acts of the Apostles, the verses form thousands of different fig-
ures, mostly in the form of crosses. In mediaeval Hebrew texts there
are numerous figures shaped by verses. During the Baroque, poets
used to compose some of their poetic works in the form of different
figures (the heart, snail, gate, pyramid)®. We encounter a distinctive
style of writing in Mayakovsky (in the 20" century). His verses are
known as “lines-scales”. In modern poetry Apollinaire’s “calligrams’
are well-known around the world. The last phase in the development
of visual poetry dates back to the period from the fifties to the seven-
ties of the last century, when the graphic-stylistic technique of drawing
different forms in verse lines was known as so-called “concrete poetry”
(Bysretuh 1976: 119-156). This poetry “expresses, above all, the subject
matter of our time, our era, which is in the true sense the era of elec-
tronic, technological, cybernetic civilization, more than ever dominated

)

primarily organized drawing on the local factors of rhythm.

8 For example, in Russia Simeon Polockij writes verses in the form of hearts,
Sumarokov in the form of crosses, Derzhavin in the form of pyramids; in
Serbia Hristifor Zefarovi¢ and Zaharije Orfelin wrote verses in the form of
magic squares, and Gavril Trojicanin drew a snail, a gate, even special letters
the writing of which required a large number of verses.
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by the visual media” (?)KuBkoBuh 1994: 245). In structuring texts in this
way, language as such is not only a means of communication, but also
material which can be aesthetically shaped (and combined with other
media) into many different forms, the commonest of which is visual
poetry, with emphasis on graphic form, which constitutes the organiza-
tion of language material within verse lines, the organization of verse
lines into stanzas (and other units), the organization of stanzas (and
other units) into poems which can assume different shapes: a sonnet,
a horse, a cross, a pitcher. This organization is less formal than concep-
tual and functional (stylistic). It enables us to recognize more easily all
the qualities of a poetic work: from the most basic graphic elements
(sounds, syllables) to larger graphic units (stanzas, parts and whole
poems). The techniques in question fully demonstrate the concrete na-
ture of words: their “sound structure, speech realization, the image of
the letter or the picture of the text as the primary message” (BysieTuh
1988: 271). All graphic forms, considering the strict rules of constructing
different structural units (from half-verses and verses to stanzas and
poems), or some specific verse figures (the horse, cross, sickle, etc.),
have a great influence on the choice and arrangement of language ma-
terial, and rank among poetic devices of great stylistic power.

Specific rhythmic organization. The rhythmic organization of verse
is a more or less constant repetition of certain phenomena (here lan-
guage signals) in relatively short intervals, as well as artistically justi-
fied deviations, which are directly experienced and expected. Thus the
rhythm of verse is usually defined as “expectation”. As a very complex
phenomenon, the rhythm of verse is made up of linguistic-rhythmic
signals: the quantity, syllables, accents, the caesura, word boundaries,
accentual units; phenomena such as the syntactic-intonational struc-
ture of verse: cadence, anti-cadence, half-cadence, pause; various fac-
tors, the most important being related to sound: euphony, rhyme®. Even

9 ,The rhythm of verse is built upon the nature of the language material, setting
in motion its expressive potential. Specific and unusual as the structure
of verse might be, it still belongs to language and cannot function outside
the boundaries of national forms of language” (TomaueBckuit 1959: 67-68).
However, there are different opinions: “Verse ... poetry in general, is not
merely a product of language, but violence against language... verse (is)
a set of procedures governed by conventions, not linguistic but literary,
conventions which can be foreign in origin and super-linguistic (we can say
international) in character” (IlerpoBuh 1986: 29).
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though these elements play different roles from one language to an-
other, from one period of time to another, they all directly affect the
aesthetic and conceptual-expressive structure of verse.

In the part of science investigating the development of verse we can
find, as an important part of the history of poetry, different systems
of language material organization within different types and kinds of
verse. Three such systems are usually mentioned: the quantitative,
the syllabic and the tonic (or accentual). The last one has recently with
reason been classified into syllabic-tonic and tonic. All these types of
verse forms are not constrained by national versification boundaries.
Namely, versification techniques present in national literatures develop
from more general sources. Identical verse forms pass during cultural
development from one national language to another, acquiring differ-
ent specific features depending on the phonological structure of the
language in question.

Quantitative versification is also known as metrical, classical, or mu-
sical-oral. It is mentioned first, being classical metrics, from which the
elaborate terminology as such derives. However, this kind of metrics
originated from the general Indo-European versification, which is as-
sumed to have been syllabic with quantitative endings. In quantitative
versification rhythm is achieved by regularly repeating long and short

10 Old Iranian languages are characterized by the syllabic system, Old High
German by the tonic system, Greek and Latin by the syllabic-metrical, with
the dominance of the metrical over the syllabic aspect; the syllabic-metrical
system is also active in Sanskrit, but with the dominance of syllabicity over
the metric elements, while in Slavic languages the syllabic system is active
in some (Serbian), and the tonic system in other languages (the Russian
language). In terms of chronology, these systems of verse organization
have alternated with each other. Proto-Indo-European versification was
characterized by the syllabic system of versification with quantitative endings
(on the penultimate syllable), ancient Greek versification had the quantitative-
metrical system of verse organization, while Greek (1000 and 750 years BC)
and Latin (240 and 180 years Bc) versification were characterized by
quantitative metrics; syllabic metrics dominated Greek and Latin mediaeval
versification, while in mediaeval Roman literature from the beginning of
the 12% century (the beginnings of Roman versification) syllabic metrics was
accompanied by assonance; mediaeval Germanic versification was governed
by the principle of rhymed tonics which later turned into syllabo-tonics; in
mediaeval Slavic literature the syllabic principle later turned into syllabo-
tonic. The last stage of the development of European verse is based on the
principle of liberated and free verse, dating from the end of the 19" and the
beginning of the 20" century (Facnapos 1989).
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syllables organized into feet, while the number of syllables per verse
line can vary, thus affecting the “metrical” information (Jako6coH 1966:
183). This kind of verse analysis based on stanzas and caesurae need not
overlap with analysis into words, or with syntactic-intonational signals.
The quantitative principle of organizing language material found its full
expression in dactylic hexameter, the metre of The Illiad and The Odys-
sey. Along with the hexameter, classical poetry was governed by iambic
trimeter, trochaic tetrameter, dactylic pentameter, and iambic dimeter.
The rhythm in all these verses was based on the regular alternation of
long and short syllables.

In syllabic versification, which developed in some Romance litera-
tures (in French literature, where neither quantity nor accent can serve
as a basis for constructing verses), rhythm is organized on the basis of
equal duration of the same number of syllables (isosyllabicity), caesura
(inlonger verses), with certain strictly controlled exceptions. Other re-
quirements in the syllabic verse are secondary. The order of accents in
itis free in principle, even though individual verse lines have constant
metrical accents (at the end of the verse line, and on the caesura), such
as the French Alexandrine (on the sixth and twelfth syllables). Howev-
er, the basis of rhythm in syllabic versification is to maintain the same
number of syllables in all the verse lines of a poem.

In tonic (accentual, syllabic-tonic) versification, dominant in classi-
cal English, German, Russian, and Serbian poetry, rhythm is based on
the identical number of accented syllables (isotonicity). If the rhythm
is regulated by means of the constant number of accented syllables,
more or less randomly arranged, we are dealing with purely tonic (ac-
centual) verse, which has in modern times been present in all Euro-
pean literatures. But when rhythm is regulated by means of internal
symmetry, achieved through a constant alternation of accented and
unaccented syllables, or by forming isosyllabic feet, we are dealing with
syllabic-tonic verse.

The boundaries between the aforesaid types of versification are not
strict, they are usually not easy to determine, which results in different
views on individual types of versification. According to some, accent
plays a certain role in both syllabic and classical (quantitative) versifi-
cation; syllabicity also plays a part in the syllabic-tonic, and quantita-
tive versification; quantity is also prominent in syllabic-tonic versifica-
tion. Boundaries between words play a certain role in the regulation of
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rhythm and rhythmic variations. It is especially characteristic of Slavic
languages.

As every language has the basic (primary) and the auxiliary (second-
ary) elements taking part in the creation of rhythm, it happens that at
some point in the development of verse forms some of the secondary
elements come to be promoted to the level of primary elements in the
shaping of rhythm. The rhythm of verses is built upon the nature of lan-
guage material. Thus it draws on the expressive features of language.
Specific and unusual as the structure of verse might be, it still belongs
to natural language and cannot function outside the boundaries of na-
tional forms of language. Take, for example, the rhythm organized into
iambs in Russian and Serbian. Owing to the possibility of an accent
being placed on the last syllable, the iambic rhythm in Russian verses
has a natural, upward tendency, while in Serbian versification, with
no accent on the last verse line, that would be an artificial, contrived
phenomenon.

When the traditional, recognizable verse forms were exhausted, the
need arose for a new form and a new way of organizing language ma-
terial. The new forms and organization reflect a more relaxed, albeit a
more opaque way of arranging language material, both on the horizon-
tal and the vertical axis of a poetic work. The liberty of form, the liberty
of use and distribution of the used material led to the development of
free verse, the verse which, in its internal organization, notwithstand-
ing certain differences", was very close to literary prose®. Therefore
many researchers used to compare the rhythm of free verse with the
rhythm of non-poetic and poetic prose. But there are also other views
which suggest that when considering the differences between verse
and prose, the analysis should be based on their most typical and dis-

11, Verslibre is actually a consistent application of the principle of ,unresolved
dynamic preparation” achieved by means of metrical unities. Other kinds of
metrical organization partially draw on the principle of ,,unresolvability*, at
the level of small metrical fragments. Following the recognition of metrical
unity, smaller metrical units within the unity which provide the basis of meter
further on are also identified. Thus the systemic verse is based on identifying
smaller units; any partial setback in the preparation of the smaller unit
dynamizes the systemic verse” (TuwbaHOB 1990: 37).

12 It was, naturally, established a long time ago that literary prose is not merely
an indifferent, unorganized mass compared to rhythm as a system” (TumanoB

1990: 45).
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tinctive forms®. Although free verse and rhythmic prose display a lot
of similarity in their internal organization, free verse differs from this
kind of prose in graphical cutting', brought about by the functional-
stylistic fragmentation of the text. This makes free verse ordered, or-
ganized, i.e. “non-free speech” (Unbegaun 1958: 97). This means that in
free verse the poet does not perceive the text as prose, but as verse, and
accordingly as a specific language structure built on certain stylistic-
formal and functional principles greatly different from those observed
in any prose work®.

Specific sound organization. The structure of poetry is the structure
of continuous parallelism (Hopkins 1953: 13) based on repeating the
same or different segments of text. In verse discourses this creates an
organization supplementary to that of natural language. Among other
things, the peculiarity of verse discourses lies in that unstructured ele-
ments typical of speech acquire in them a structured quality. The result
is that sounds in a verse line can be semantically burdened, entering
into various correlations with the text's meaning. The repetition of
sounds (phonemes) is totally incidental and irrelevant for the general
linguistic content, while it is sufficient to define a text as poetic (in
verse) to accept the logic of all kinds of organization that exist in it, so
that no repetition is incidental to the final structure.

Some linguistic features of verse as a specific language structure
result from the fact that along with their meaning words have an in-
dependent value (as units that have auditory realizations) and par-

13 “In solving the basic question of differences between verses and prose, it is
more fruitful not to investigate borderline phenomena and not to define the
differences by establishing such a boundary, which may only be apparent; first
we should focus on the most typical, most distinctive forms of verse and prose”
(TomareBcKui 1959: 8).

“Should a verse form include only few elements in which verses differ from
prose, the fact that it is not prose but verses should be stated more clearly. On
the other hand, in works composed in free verse some verse lines, isolated
from the context, can be perceived as prose” (Hrabak 1958: 7).

14 “Free verse requires special graphic organization in order to be perceived as a
form of speech in verse” (Jlorman 1976: 98).

15 “Differences between verse and prose extend into the domain of the functional
role of rhythm, where the functional role of rhythm is decisive, and not the
systems which incorporate it” (TubaHOB 1990: 49).

16 This is sometimes extensively used by poets to extend the duration of a
particular poetic intonation, so that the reader could imbue the offered
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ticipate in constructing a poetic work. If these words are arranged in
such a way that they are not linked only by means of syntactic and se-
mantic relations, but also through their auditory qualities (euphony
and rhyme), they manifest their formal qualities which are not only se-
mantic, but also stylistic in nature. In other words, the auditory, phonic
composition of poetic language, the formal, structural and semantic
features of which are most clearly manifest in verses, is created by
means of sound repetitions, which have to be realized in a form acces-
sible to sensory perception. Such acoustic phenomena are the follow-
ing: assonance, alliteration, the assonance-alliteration relation, ono-
matopoeia, rhyme, anaphora, epistrophe). Assonance, alliteration, and
the assonance-alliteration relation as non-canonized, optional sound
repetitions are perceived only later, “regressively”. They are defined as
“internal homophony” and as “expressive” figures of sound. Onomato-
poeia is viewed as “direct phonetic depiction” constituting the expres-
sion and imitation of sounds by linguistic means, usually similar in dif-
ferent languages. Rhyme as a rule occurs at the end of verse lines, and
is usually set apart as an acoustic device. It is a “canonized”, obligatory
sound repetition which is expected and therefore “progressive”. It is
also termed “external homophony” and an “expressive” sound device.
Some researchers include into sound repetitions anaphora, epistrophe,
lexical and syntactic repetitions at the beginnings and ends of two or
more successive verse lines. All the forms of sound repetitions?” display
specific properties (the degree of voicedness, noise, hardness or soft-
ness, a bright or dark colour). These properties are especially manifest
in the compactness of verse, where they acquire a new meaning, con-
trary to the theory of arbitrariness (accidental nature, conventional-
ity) of linguistic signs. Figures of sound operate in the form of sound
harmony, which is usually broken up into simple or “imitative” (image
or expression®) and symbolic (“metaphorical”) correlations or links,
often between symmetrically arranged sounds, which not only result

expression with emotion and more profound meaning.

17 “Patterns created by repeating similar units will at the same time be more
natural and more conspicuous in poetry than in other kinds of language”
(Kasnep 1990: 93).

18 We could never claim that this or that cluster of sounds, this or that sound,
necessarily and in itself expresses acoustic reality, an optical or other image,
or a feeling, while, in any given case, they appear as its imitation, image or
expression” (Mykap»KoBckH 1986: 65).

28



in the “music of verse”, but also highlight the sound (auditory) dimen-
sion of language. Sound repetitions can become symbols of a particu-
lar colour, dimension, light, darkness, and be assigned a name which
characterizes their functional side: ornamental, symbolic, rhythmic,
syntactic or semantic.

Regarding the sound organization of verse, certain poets know how
to make use of the fact that lexical units sound in a certain way and that
they have the corresponding phonic forms. These principles provided
the foundation for Lettrist poetry, which dates back to 1947, and is as-
sociated with the French poet Isidore Isou®. However, the search for
this kind of poetic expression had actually begun long before the of-
ficial Lettrism. Even Aristophanes used to employ lettrist techniques
in his comedies®. In the time from Aristophanes to Isou many poets

19 The concept “auditory” should in no way be associated with the concept
“acoustic”. While the former refers to the sound qualities of a poetic text, the
latter refers to the realization of the poetic text.

20 Let’slook at a part of a Lettrist poem by Isou.
()
gagada haha
gagada haha
gaha gaha
17! pstzoukdnan
pstzoukanan
tzantza
dsnatza asnatza
dsnatza gantza
pstoupaganne
pstoupaganne
pstoupagahaha
pstoupagahaha
() (The Poem for Dispelling Sorrow).
21 We will quote just a few verses from Aristophanes’ comedies in support of our
claim.
()
Bp30 Ha KJIMK C/IeTUTe MU aMO
Tpuoiuo, Wipuoio, wWowiodpukc!
By, y nosty mto jo 6apa JaBUT 3aHaTe
Komapue /byTe, BY, 10 POCHUM MjecTUM'
[lo y6aBoj tuBasin Ha MapaToHy.
()
CBe Ha JjoroBop zAej noh'te!
Amo, amo! Amo, amo!
Topowopotwiopotiopoiuiukc!
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used Lettrist elements in their poetry. The essence of Lettrism is that
words are denied the right of functioning as poetic devices, expressions,
which now belongs to sounds (letters). Thus Lettrist poets intend to
demonstrate that sounds are only artistic elements, without the com-
municative function which characterizes lexical units.

Lettrist poems are composed of sound segments with no clear mean-

ing, no real text, with exclusive focus on sound realization. Even though
apparent lexical elements devoid of meaning were created, in the ar-
tistic context, the context of the poem, they would acquire not only a
particular meaning, but also a special power and beauty of expression.
As opposed to this kind of poetic creation, there are also poets who
employ lettrist elements in a meaningful context in order to enhance
the sound quality of their poetry and enrich its meaning®. In that way

Kukkabay, kukuday!
Topowiopowiopouwiopo, Auauaukc!
() (Birds).

22 As far back as 1905 A. G. Matos used to employ lettrist elements in his poetry.
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Here are some of Matos$’s verse-lines.

0, MOHOTOHA Hallla 3BOHa GOHa,
Kpo3 Baue ncanme manhe BacHoHa:
Xapym - papym - napym - xegepsapym -
Peaumyuae peaumyuapym

(Kogm xyhe).

In modern Serbian poetry, to the best of our knowledge, very few poets

have used lettrist elements. We will mention two of them: Miroljub Todorovi¢

()

6e3 aBu3e

areHTyjy U arupajy

arapiuMa aBoJbajyhu

aspsb - 6aspse
(ABpsb - 6aBpJb, from the collection
lejak inanya iymwapke, 1974);

and Miodrag Suvakovié.

jenu Mar6eTTpysH Jieau Mar6et cehame sieiu MarGeT
HUIITA IOBPAaTaK MaJuM KyhaMa BelrasimMa JjaHac je
NIPBH jyJI4 1973 NpoIJiallaBaM ra 3a IeTH jyJI1 Kpaj

MUTOBA yayayayayayayayayayayayayayayayayayayayayayaya



free sound sequences acquire, in a poetic context, a more or less spe-
cific meaning, while their poetic message is more distinct and deeper,
as they have no lexical form and do not convey lexical, but solely ar-
tistic (poetic) meaning. In a language structure of this origin, owing to
the artistic composition of the poem, every new reading reveals a new
dimension, a new value of the words used in the poetic context. The
ultimate aim of lettrist poetry was the blending of poetry and music
into an integral sonorous art, which some followers of Lettrism used
to call hyperphonia in their theoretical writings.

By means of sound repetitions as one of the methods of organizing
verse texts, based on a common sound sequence, simple signs (words),
which can be very far from each other in a string of verses, are linked
into sound-lexical strings, i.e. complex signs. Every complex sign is
composed of at least two, and often more, simple signs. In a complex
(poetic) sign simple signs become partially detached from the signi-
fied, from the plane of content, they lose autonomy they have in natu-
ral language. It is therefore that complex signs, on the whole, do not
refer to anything beyond themselves, nor beyond the poetic-language
structure of which they are an organic part. Thus the semantic dimen-
sion of a complex sign is formed through its use, in context, in textual
discourses, in verse structures.

Establishing additional links between simple signs, sound repeti-
tions introduce into the semantic organization meanings which are ei-
ther vague or completely absent at the level of natural language. Thus
the sound structure, “which in natural language belongs to the plane of
expression, transforms in poetry into the structure of content, forming
semantic oppositions” (JlormaH 1976: 161) inseparable from the given
context. Such “words obviously do not have their basic lexical mean-
ing, but convey the context in which they are used” (By.sietnh 1988: 152).
However, the transformation of words in a poetic text from structural
units into structural elements cannot eliminate the general linguistic
perception of the word as the basis of the link between the signifier and
the signified. Using the method of sound repetitions, certain text ele-
ments (simple signs - words) are liberated from the state of language

yayayayayayayayayayayayayayayayayayayayayayayayayayay
yayayayayayayayayayayayayayayayayayayayayayayayayay33
(p.0.H.cC., from the journal Kopayu, year X1, book X1, Ne. 1-2,
1976, p. 48).
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automation. Owing to that a system of motivated links is established

between the sound structure of the poetic (verse) text (discourse) and

its semantic interpretation, i.e. a relationship between the plane of ex-
pression and the plane of content. Thus different words (simple signs)

are brought into direct contact, which leads to them forming complex

semantic correlations, tending either towards synonymy or antonymy,
but exclusively poetic, not lexical in nature. This means that the result-
ing poetical synonyms and antonyms assume a specific, poetic role only
in the discourse in which they are formed, while outside of it they cease

to function, even to exist.

This brief analysis of the three basic factors of verse organization:
the graphic, the rhythmic, and the sound organization of verses, leads
to the conclusion that a verse-line is a fixed, complete, self-contained
structure, shaped on the basis of the co-existence, interaction, related-
ness and a dynamic, gradual use of carefully chosen linguistic devic-
es which transform within it into elements of poetic expression. The
verse-line has thus - in terms of the characteristic poetic methods, and
the principles behind their interrelations, their selection, their combi-
nations - developed into a distinct, compact form of language in which
all its typical features find an original expression and make up a uni-
fied system, where the function of all elements (e.g. words, phrases,
constructions) is primarily formal. In other words, the graphic, rhyth-
mic and sound nature of verses derives from the verse organization of
speech, which can, through literary communication, also convey the
semantic and formal-linguistic information. The focus on the formal-
linguistic information in a verse-line is intended to highlight auto-in-
formation, i.e. the information the form gives about itself, or the struc-
tural-linguistic information (the information concerning the structure
of the form, its phonetic-phonological, morphological, lexico-semantic,
syntactic, textual/graphic, and rhythmic organization), the stylistic in-
formation (the information about the form’s stylistic potential), the
style-related information (the information about the form as a kind of
style), the aesthetic information (the information about the form as a
product of an aesthetic process). This is due to a special organizational
principle based on musical semiosis (IleTkoBuh 1990: 19), which re-
quired a verse text to be organized hierarchically by repetition from
lower to higher levels. Thus the repetition of an accented syllable (or
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sound segment) produces a rhythmical unit, the repetition of a rhyth-
mical unit a half-verse, the repetition of a half-verse - a verse-line, the
repetition of verse-lines - a stanza, the repetition of stanzas - a poem.
In this way musical semiosis is introduced into the verse discourse, into
the language structure, where it is more intensively used for integrat-
ing into a functional, unified whole the three basic elements of verse:
the specific graphical, rhythmic, and sound organization of verse. It all
leads to the synthesis of verbal material in both quantitative and quali-
tative terms, which has resulted in the verse becoming a specifically
organized language structure, compared to other kinds of text. Thus
a verse-line possesses its own demarcation devices, and has a distinct
stylistic value formed through the interaction of codified and uncodi-
fied poetic rules and methods.

Poetic language is a schematic abstraction as there are many po-
etic languages not only belonging to different peoples but to any one
national literature. The use of this term dates back to the time when
literature was called poetry or the art of poetry ([leTkoBuh 1984: 1).
Poetic language does not refer to the use of natural language in verse
and poetry, but to the use of language in all kinds of literary texts. Po-
etic language was at first thought of as an ornamental device, while it
was later equated with emotional language and defined in terms of its
primary features, with the focus on its impressiveness, plasticity and
individuality (Myxkap>xoBcku 1985: 48-49). The aforesaid features do
not characterize poetic language as general and permanent attributes,
but in reality they represent only certain periods and specific aspects
of poetic art. Nowadays poetic language is viewed as a secondary mod-
elling system compared to natural language as the primary one. It is
defined according to its function, which is not an attribute but the way
of using the language. Thus poetic language belongs to the category
of functional languages which illustrate specific ways of adjusting the
general language system to the aims of communication. Dealing with
the differentiation of languages according to the aims of manifesting
speech events and the functions of particular linguistic devices, mod-
ern language studies have shown that poetic language features as a
constituent of the language system in which it functions as a stable
structure with its own development within the paradigm of linguistic
expression in general.
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The research conducted so far demonstrates that poetic language
is a specific use of language, in which the speech sequence is trans-
formed (organized in a different way), which makes it an exception-
ally rich form of natural language, experienced as creative shaping of
language material. If natural language is a means of communication
between people, and if its primary function is communicative, then po-
etic language is a means for artistic communication which, besides the
communicative, acquires the artistic function as well. This sets many
tasks before poets (authors). One of them is to convey, through a syn-
tactic and rhythmical stylization of natural language, their worldview
and emotions, and give their words symbolic meanings. This shows
that poetic language cannot be reduced to the communicative function,
but that any investigation has to take into account its artistic function
as well (?KuBkoBuh 1972: 67). On the other hand, poetic language in-
volves many natural language phenomena, which are also important for
understanding poetic language. Linguistic units (morphemes, words,
phrases, sentences, etc.) are not content-free, but convey meanings
from natural language, and must not be neglected in the shaping of po-
etic language. Apart from that, there is a great difference between signs
in natural and those in poetic language, both in terms of their semantic
load and the communication process as such (basnamos 1982: 127). This
difference arises from the fact that signs in natural language only have
a communicative function, being used as communicative units for giv-
ing information, while signs in poetic language also convey the artistic,
primarily poetic information. It is therefore that the poet, wishing to
establish communication with the receiver (reader, listener), cannot
and must not neglect the communicative function of language.

Writers (poets) create poetic language by developing natural lan-
guage enriching it with new meanings, but not forgetting its communi-
cative function. While enriching natural language poets (artists) have
great freedom. They adjust natural language to their artistic needs by
changing the word order, while observing its internal laws. As natural
language constitutes a very complex verbal structure, poets make great
efforts to learn how to shift and rearrange its structural elements at all
levels, for strengthening its informational potential, at the same time
preserving its communicative value. The reshaping of natural language
into poetic text units gives it particular informational power, deriving
from the specific structure of poetic language. Some aspects of that
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specific nature are reflected in what follows. In natural language lin-
guistic units in use are ordered linearly, while in poetic language they
often have spatial arrangement. Simple signs of natural language are
linked in poetic texts into complex signs of spatial character, creating a
different system of links and relations, both old (natural-language) and
new (poetic-language) signs. Without distinguishing poetry from prose
works, we can say with certainty that both are forms of artistic lan-
guage communication. A separate issue is the problem of the essence
and nature of artistic (poetic) communication. If ordinary communi-
cation, with the verbal signs of natural language, can be defined (or
characterized) as communication aimed at conveying ordinary (purely
semantic) information, then poetic communication can be defined as
communication conveying unusual (not only semantic) information.
In terms of structure and content, poetic language (i.e. the verse-line

arrangement of speech) is organized in such a way that it can, by means
of artistic language communication, simultaneously put across a large
number of different pieces of information. All the information in po-
etical works is materialized in them via the natural language elements
which are semantically interrelated through a radical modification of
the paradigmatic and syntagmatic laws of functioning of natural-lan-
guage units. Given this way of functioning of poetic language units, the
mechanism of semantic construction and the communicative orienta-
tion of the words, phrases and sentences existing in natural language
is often changed. The high degree of saturation of poetic language with
information derives from its structure grounded in many repetitions:
the repetition of sounds and sound sequences, of rhyming clusters, ac-
cented and unaccented syllables, compositional elements, elements
of the verbal structure of tropes, syntactic structures, verse-lines, the
repetition of stanzas - used as standard communicative units in dif-
ferent combinations of the perceptual system. The whole orchestra
of repetitions functions on the principle of parallelism (Hopkins 1953:
13), and manifests itself as a systemic organization of the poetic text,
constituting the basis of its communicative value. It is therefore that
poetic language, i.e. a poetic work, tends towards maximum organiza-
tion which opposes the possibility of entropy, where the former leads
to codification, and the latter to its violation (C/1aBUHbCKUH 1975: 269).
The informative value of poetic language, as in any other language, is
higher if the redundancy is lower, and vice versa. On the other hand,
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poetry as one of the ways of using poetic language involves a measure
of paradox, being ordered to the highest extent, and maximally inform-
ative (Prijevec 1978: 49). The effect of two mutually exclusive forces in
a literary (poetic) text is possible since it involves two conflicting ten-
dencies: the tendency towards automation and the tendency towards
deautomation (JloTrmaH 1976: 35), which means that poetry is at the
same time predictable and unpredictable. A high degree of predictabil-
ity derives from the high degree of repeatability of certain elements of
poetic structure, while the high degree of repeatability indicates a high
degree of orderliness, pointing to its particular aesthetic quality, the
aesthetic information that poetry (a poetic work) contains.

The concept of information as the concept of aesthetics can be treat-
ed as aesthetic information assuming the nature of announcement, to
the extent to which aesthetic signs and their combinations are success-
fully reduced to realistic signs. Information as such simply indicates the
measure of order. It corresponds to a particular distribution (unusual,
original) which is most often found in a poetic work. The measure of
order and arrangement amounts to the structural elements of a literary
(poetic) work, representing a kind of negation of entropy (disorder).
Thus any poetic work, as an aesthetic event, is viewed as a creative
process, subject to the principles of individuation and differentiation
(bence 1978: 43). When order and arrangement are, according to the
law of formation, transformed into structural information, the aesthetic
information becomes usable and turns into a communicative device.
The act of creation through which a poetic work comes into existence
imperceptibly turns into an act of interpretation, which then becomes
a constituent part of creation, whereby the poetical work transforms
from the state of information into the state of communication. In this
case the process of communication is no more than a result of the in-
formation process, while the latter is a consequence of the arrangement
of signs. The proof are the three stages of aesthetic criticism: aesthetic
analysis, aesthetic interpretation, and aesthetic evaluation, representing
different aspects of aesthetic communication. It is therefore clear that
every work of poetry, as an aesthetic product, does not convey ordinary,
but aesthetic information, and does not constitute ordinary, but aes-
thetic communication (bence 1978: 192). However, aesthetic processes
are not merely aesthetic, also including semantic elements, so that the
information a poetic work offers to the reader/listener has aesthetic-
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semantic character. Information and communication, as two causally
related forms of the manifestation of the same structure (where the
concept of information amounts to the measure of order, and the con-
cept of communication to the measure of using the freedom of choice)
constitute the fundamental devices of expression (the devices of pres-
entation and of formation), linking the phenomena of symmetry and
alternative. The understanding of a poetic work as the focus of infor-
mation and communication processes (the selection of arrangement
relative to signs) taking place between the sender and the receiver, re-
flects a latent structure which can appear different to different receiv-
ers. This is possible since aesthetic information is included into the
essence of the sign even when aesthetic communication uses the sign
as a conveyor, when both exceed the bounds of the poetical work. If the
aim of poetic expression is the aesthetic effect intended to focus the
reader’s attention on the expression as such in all its variety (functional
among other things), it also performs certain non-aesthetic functions.
One of them is the communicative function: the information on the
manner of expression, the information on the content, on the structure
and on the quality of expression. In this way poetic language acquires
practical significance, since this quality enables it to better express
the man’s, artist’s relation to language, and the relation of language as
such to reality. Even though the aesthetic function is dominant in poetic
language, it is not the only one. There is a constant conflict between
self-sufficiency and statement, whereby it is distinguished from other
functional languages, coming closest to standard language. However,
there are evident differences between poetic language and standard
language, since poetic language is characterized by many departures
from the norm, which are within it conceived of as artistic devices.
The violation of the norm is merely a liberation from previous forms
of poetic expression.

It is well-known that a poetic work interacts with the reader, giv-
ing them the information they need, or the information they are pre-
pared to receive. On the other hand, while receiving the information,
besides decoding the message, the reader has to establish the language
in which the message is encoded. In other words, for communication
to take place between the sender and the receiver, they have to use the
same code, i.e. the common (in this case poetic) language. Even though
in poetic communication the poet’s grammar essentially differs from
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that of the reader; in reality they co-exist in their minds, providing con-
ditions for successful communication. Do the sender and the receiver
in reality send and receive the information in the same code? This is a

question to which communication theory and the semiology of commu-
nication give a negative answer. The sending, transmitting, and receipt
of information involves a very complex process which can be broken

up into several basic factors: the sender and receiver of the informa-
tion, the communication channel (or medium) through which commu-
nication units pass in the form of sensory substance, the information

as negation of its own entropy, the message which contains a certain

amount of information, and the act of communication, which is based

on the sender sending the message through the channel to the receiver.
Bearing in mind these elements, in the case of poetic language the com-
municative value depends on the knowledge of the number of commu-
nicative units and the set of rules used in the process of poetic commu-
nication (by both the sender and the receiver). To know these two sets

(i.e. dictionary and grammar) is to know the code of the language in

question, or the code of the communication system. The code is estab-
lished on the assumption that the speaker possesses a certain range of
symbols among which they choose the ones they want to combine, and

combine them according to certain rules. On receiving a poetic mes-
sage (ambiguous or explicit), the receiver employs certain interpretive

codes and sub-codes by means of which (except in some circumstances,
contexts, and in case of indications the message explicitly shows) they

select their codes. As these messages are poetic, namely messages of
a very high connotative value, even though the denotative code raises

fewer doubts (owing to context control), they still exist at the level of
specific connotative codes, owing to semantic oscillations experienced

by every reader. As a result, the receiver can easily impoverish or en-
rich communication. Consequently, should the reader rely on particular

connotative codes and sub-codes of different degrees and intensities

known only to themselves, then the message as form would look like

an empty form to be ascribed a great variety of meanings.

As any other message, a poetical work includes codes of its own,
which can be denotative or connotative. The former regulate denota-
tive meanings which are easy to discover, being formed according to
certain stable, strict rules. The latter determine connotative meanings
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which change easily and often differ from one artist to another. On the
other hand, this does not mean that communication is impossible as
regards connotative codes and sub-codes. In fact, communicating with
a work of poetry progresses through constant oscillations, tending to-
wards the discovering of the original codes it intimates, and then to-
wards its more authentic interpretation, moving on through a constant
comparison and combination of various approaches, to the informative
application of designations relative to the original codes which deter-
mine the way the poetic message is received. Before discovering the
laws of poetic language (within a work of poetry), the receiver analyzes
many of its concrete methods, but can never exhaust all the possible
variations, words-messages the sender can send his way. Thus the re-
ceiver (reader, interpreter) seeks to establish the processes of encoding
in which certain meanings correspond to certain designations.

All the components of the poetic language system which, when re-
alized, are available to the senses (to visual and auditory perception)
become the conveyors of poetic information. Each of these components
is, to a greater or lesser extent, determined by the text, but also inde-
pendent from the text as such. For example, we shall mention some of
the auditory components of poetic language determined by the text:
the composition and order of the sounds in the language manifesta-
tion (euphony), intonation, the strength of expiration, the timbre, the
pace. All these components have a predominant aesthetic effect, al-
though their relation to meaning, manifested as aesthetic information
actualized by the aim of communication, must be acknowledged as
well. There are various schools and poets tending towards the inten-
sification of experiences and feelings, emphasizing emotions, the ex-
traordinary, the sublime, whereas other schools and poets display a
different tendency: towards expressing the everyday, ordinary, lowly.
Nevertheless, we cannot say that natural language is more communi-
cative than poetic language, since communicative potential is reflected
in the choice and manner of use of available linguistic devices. In other
words, communicative potential depends on the effect of the linguistic
realization, on the form and meaning of semantic constructions as units
of communication, and on the addressee’s ability to make sense of the
addresser’s code, i.e. on the reader’s ability to extract the information
on the structure of the linguistic expression from external realization.
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The last statement raises the question of the role of subject (creator,
artist) and object (reader, listener) in language communication (in this
case the realization of poetic language).

The act of poetic speech (both in monologue or dialogue) divides
poetic art into two unequal parts: lyrics and narrative on the one hand,
and drama on the other. This means that lyrics and narrative imply one
speaker (poet), whereas drama involves two or more speakers (actors),
giving the poetic language manifestation a potential dialogical charac-
ter (Jako6coH 1966: 185). If it is assumed that poetic language is a sche-
matic abstraction functioning on the basis of poetic signs which display
certain information potential, i.e. achieve a high degree of informative-
ness, we can assert that poetic language, with the potential to hold and
convey a large amount of information, has to have great communica-
tive potential, i.e. to achieve a high degree of communicativeness. This
is achievable only with the ideal author, the ideal code, and the ideal
receiver. Poetic language can reach its full potential in literary texts in
which the three basic poetic forms, lyrics, narrative, and drama, coex-
ist, employing linguistic devices in different ways. Depending on the
kind of poetic creation, poetic language comes closer to communicative
language or moves away from it. If, for example, we are dealing with
narrative - epic language which is closely linked to the theme (which,
through cohesion, limits the autonomy of poetic language, that is most
visible in lyrical language), the epic poetic expression comes close to
the boundary of communicative language (Mykap»xoBcku 1985: 60).
The author, creator of the poetical work emerges as an important fac-
tor of the productiveness of poetical information and communication.
Namely, the informative and communicative value of the given poeti-
cal work depends on the author’s awareness of the paradigm axis (in-
cluding the ranges of symbols and the rules for their use - the axis of
selection), the syntactic axis (the axis for combining symbols into ever
more complex syntactic chains), and the mastery of different ways of
encoding poetic material (including poetic codification and departures
from it). At different levels of language structure, from the phonet-
ic-phonological, morphological, lexical, syntactic, to the textual level,
the author can control all the aspects of their statements (messages).
The information and communication potential achieved in a poetical
work does not only depend on the system of information and commu-
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nication conventions the author (sender) employs for expressing his
thoughts, desires, and his worldview, but also on the receiver’s knowl-
edge base, their system of psychological expectations, philosophical
attitudes, their experience, moral principles, culture, and especially
on their ability to decode the encoded message according to the rules
of the poetic code. Thus the informative and communicative value of
the poetic language (poetical work) in question depends on the author,
code, and the receiver.
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On One Kind of Reduplication in Old Sacred Poetry

Inthis paper we willnotbe dealing with the complexissue of parallelism?,
but will, according to the title, focus our attention on only one of its
types, namely reduplication® of different lexical units (concepts)® with

23 Parallelism is a stylistic term for a subtype of repetition. Parallelism
constitutes a repetition of sentence parts or whole sentences. Like isocolon, i.e.
the repetition of grammatical structures, parallelism is found among Georgian
figures. Such parallelism has remained one of the main figures of speech in
poetry and prose to the present. A parallelism of sentences according to their
meaning is a primary stylistic feature of old Hebraic poetry, particularly of
King David’s Psalms. Such a form of parallelism is also frequently found in
old Germanic poetry. The stylistic effects of the parallelism of grammatical
structures are intensified by grading the parallel sentence parts or sentences.
The antithesis of sentences functions similarly; when one wants to intensify
their stylistic effect, their members are formed into parallelisms.

,Rhetoric has distinguished repetition figures according to the type of the
repeated language unit. Thus repetition can be achieved on the phonemic level
(the repetition of phonemes or sounds, whereby assonance and alliteration as
figures are formed), on the morphological level (the repetition of morphemes,
resulting in various figures the most important of which is the etymological
figure), then on the lexical, syntactic, and finally on the sentence level (namely
by repeating words, phrases and sentences, resulting in numerous repetition
figures). For textual analysis, it is essential to establish a correlation with
lexical and syntactic repetitions, namely with rhetorical figures formed
by repeating words, phrases and sentences, but one should bear in mind
that even phonetic repetitions (rhymes and alliterations), not to mention
morphemes (especially root-morpheme repetitions) can form cohesive
elements of a text no less important than the former” (KopaueBuh 1991: 184).

24 According to D. Trifunovi¢, modern language dictionaries include several
names for the observed phenomenon: “doubleness, doubling, dual quality,
dualism, duality, duplexity, duplication, duplicity, twoness” (TpudynoBuh 1979:
190). We shall, like Prof. Trifunovi¢, be using the term reduplication as the most
suitable one.

25 This way of reduplicating different lexical units resulted from the already
well-known manner of forming disyllabic words, which was widespread
during the Second South-Slavic period (V. writes about this in Bunorpazos
1978: 131-133), and is not only typical of old Serbian sacred poetry. The large
number of disyllabic words in Camblak’s Services is discussed by P. Trifunovi¢
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the general copulative conjunction “u”? (= and) between them as a
sign of their parallel connection. Thus reduplication is not a purely
lexical-conceptual, but also a syntactic phenomenon?. It indicates a
certain regularity (canonicity) and symmetry. We have used as material
old Serbian sacred poetry, into which this method was conveyed from
the Psalms® and other Old Testament books, as well as the Byzantine
rhetoric of the time, and became a principle there. We have analyzed
reduplication as a syntactic, semantic and stylistic phenomenon. The
context was provided by the strophoid, part of a poem between two
blanks. Old Serbian sacred poetry, as a special form of discourse, also
required a specific approach to the observed phenomenon, which is
not the only feature of this kind of poetry.

The syntactic aspect. As regards the syntactic structure of old Ser-
bian sacred poetry, parallelism as a poetic-stylistic method is often re-
alized in the forms of reduplicated subject, predicate, object, attribute
and adverbial. We will therefore pay particular attention to these phe-
nomena.

The reduplicated subject. The subject reduplication method is a wide-
spread phenomenon in old Serbian sacred poetry. The coordination of
two subjects in the subject phrase is intended to indicate that there is
not one agent, but two of the same rank. That means neither of them
has priority. Such a method of subject reduplication is aimed at de-
creasing the value and significance of the agent. This leads to the logi-

(Tpudynosuh 1975: 76). However, this method is typical of the style pletenija
sloves, which means that it represents a major feature of the style of the age.

26 In the Serbian language, conjunction “u” (= and) serves for linking concepts
with different contents (occasionally of antonymic character), which stand in
coordination (sometimes as collocations), indicating their unification, addition,
combination (cf. PeuHuK CAHY 1971: 199).

27 The reader can find out more about paired syntactic and other types of
repetition in Kukuskina’s work Paired Syntactic Repetition and Its Combining
with Other Types of Repetition (KykymkuHa 1989: 246-261).

28 “We discuss it in order to understand the influence of the Psalter’s aesthetics
and its lexis on other works and genres of Mediaeval literature. Actually,
the parallelism (iterativity) of expressive devices is a popular technique in
Mediaeval Greek literature, which has, naturally, been preserved in Slavic
translations [...]. The artistic effect of the akathist is based exclusively on that
technique, but it is also encountered in songs of the canon (in irmoi, as well as
in verses), and in ikoses, kontakia, and troparia, i.e. in all the analyzed genres
of this type of literature” (Bepewaru 1975: 63).
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cal conclusion that in spiritual texts (and in old Serbian sacred poetry
as such) the subject, as the main member of sentence structure, does
not have the importance it deserves according to its position and rank
in the sentence®.

(1) HenpekJioHu cTJinu pkBe XpUCTOBY,
CumeoH u Casa jaBucTa Ce,
BM 00 jaKo NMPCT jepecy MonpaslIle,
JbYIU CBOje BAa3BUCUCTE Ka Bepe 6J1aroyacTuja,
TeM aHheJIoM carpak/iaHe GUCTe,

(..) (xTC,198).

(2) /byguje TBOjH, 04e, u 4yega
JlyxoM cBeTHUM NOPOXKIEHA,
>KaJIOCHA OCTaBJballle
pazocHa Tebe BacleBajyT eHUja,
Banujymre: He octaBu Hac, cBeTe,

(.r) (kHC, 486).

In examples (1) and (2) the reduplicated subjects represent different
concepts united by a common action: (1) CumeoHe u CaBo, jasguilie ce
(= Simeon and Sava, appear); (2) /byau v 4epa... iesajy ecme (= Peo-
ple and children... are singing songs). There is another interesting thing.
That is the position of the reduplicated words functioning as subjects in
sentence structure. As shown in the examples, they very often take an
intermediary position, with the copulative conjunction not linking the
two words, but at a certain distance. However, D. Trifunovi¢ does not
mention such cases in the Psalms and Sava’s original works: Korejski
tipik, Hilandarski tipik, Zitije svetoga Simeona (TpudyHosuh 1979: 191).

The reduplicated predicate. The method of reduplicating the predi-
cate is somewhat less present than subject reduplication. The redu-
plicated predicate position almost only includes verbs, signifying the
performance of two actions.

(1) Teue u ipemuHy 60°acTaBHaja TH }KU3aH
Y HeGeCcHaro Te ce/baHHja He OCTaBH,

29 For example, B. ToSovi¢ treats types of aesthetic subject in his work The
Aesthetics of a Language Relation (TowoBuh 2002: 21).
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160 He CMEeTIIHU Ce HOTa IJITH TBOjeje
JApeMaHUja AyXy XpakbellTeMy Te He 0Zj0J1e
(.-) (nac, 42).

(2) Hanpesu u cnej,
yapcugyje u yapyjej BaceMy,
Y BapBapH NOTpebU OT NacTBe CBOjeje,
Jla I03HAjyT, 6ecTyAHH,
(.-) (mMc, 302).

In examples (1) and (2), as demonstrated, the function of redupli-
cated predicate is performed by verbs, signifying various kinds of ac-
tions attributed to the subject. The structure of predicate parallel-
ism is characterized by a direct relation between the two predicate
words: (1) Weue u tipemuHy (= lasts and elapses), (2) yapciisyje u yapyje
(= reigns and rules), which does not apply to subject parallelism.

The reduplicated object. Object reduplication is used on a broader
scale than the reduplicated predicate. Due to its frequency of occur-
rence it sometimes appears to be the most dominant reduplication
category in old Serbian ecclesiastic poetry®’. As regards the structural
image of a reduplicated object, it is realized in its pure form - the con-
cepts are directly linked by the copulative conjunction “u” (= and).

(1) Bummujy csaasy u ceeiliioct,
Hac/Jax/eHuje U Heu3pedyeHyjy KpacoTy,
HeyBe/J]ajyLITyjy J0OpOTY Ba cesbeX NMpaBeJHUX

(.-)
JIOCTOjHO npujeM, oye CUMeoHe
() (XT3, 358).

(2) O6pasu nmpocujas jecu 60ropasyMmuja,
3apejy 06J1MCTal jecy CPICKOje 10CTOjaHUje
Y YyeJia TBOja HAaCTaBUJI jeCH CJIOBECU TBOjUMH,

30 This occurrence is also confirmed by research by B. Trifunovié in Zitije svetoga
Simeona (= The Hagiography of St Simeon), written by the hand of St Sava.
Trifunovi¢ points out: ,Out of over ninety cases, three fifths are nominal words.
Most nouns take the role of objects” (Tpudynosuh 1979: 192).
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Huwesmyduje u /6y508 UCTOUYUI jECH,
ABpaMoBy cTpaHO/byOUjy 0OJ06€ Ce,
oye Apcenuje, Xpucra bora mosiun
JlapoOBaTH HaM BeJIHjy MUJIOCT

(armc, 26).

In both examples, total symmetry of the reduplicated elements is es-
tablished: (1) caasy u ceetunociu (= glory and light), (2) Huwitiemyduje u
mwydos (= compassion and love). However, it sometimes happens that the
symmetry is not achieved as in the quoted verses. Another word with
a different syntactic function comes between the words of the redupli-
cated object. Usually it is a modifier of one of the object members.

The reduplicated attribute. The function of a reduplicated attribute,
which does not constitute a frequent type of parallelism in old Serbian
sacred poetry, is most often performed by adjectives and verbal ad-
jectives. This type of reduplication is based without exception on the
principles of complete symmetry.

(1) Mygapu cBeTUTED,
acTup ceewiu u daaiu
Y CBETUJIHUK LPKOBHHU jaBU Ce,
cBeliTeHU ovye CaBo,
(..) (MHC, 102).

(2) Bor mMusocttiue u wiiegap,

bor peBHUB U MacTej,

MHoOTa 0 Tebe MUJIOCT,

MHOTO Ke ¥ 06JINYeHHje,

JIULA He 06HHYjellH Ce,

KOMY?/I0 110 MY TH jero CyAuIIY,

He MpeJa/] Hac paBeJJHOMY CH CyAy
(xT3,308).

In both examples the reduplicated attributes are inverted, i.e. be-
hind the words they modify, in order to lay more emphasis on the cor-
responding properties: (1) mactup ceeitiu u daaiu (= shepherd holy and
gentle), (2) bor musociuus u witiegap (= God merciful and generous).
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The reduplicated adverbial. As regards reduplicated adverbials, they
are realized in various ways, namely by using different parts of speech.
Yet the words most often used as adverbials are nouns.

(1) Caj 6s1axkeHU peBHYje
Y [IOPEBHOBA M0 JbY/IEX 0TAa4acTBa CBOjero,
bora HUKOJIMKe OTCTyIaje gaH U HOW
MOJINTBAMHU U MUJIOCTUHaMU cebe TOMY NPUBO/IE,
Taj Te U IpUjeT
Y caTBOpHU Ba Tebe obuTanuiute ceetomy /Jlyxy,
() (kHCj, 90).

(2) HebecHu Biapuka XpucToc Ha TBP/U BEPHUX
jako 3Be3/ly Te yTBP/iM CPIICKOMY Hapozy,
Y TBOjeMy CpPOJZCTBY IIOCJ€L0BaJl jecu
YUYEHMU U pa3yMu
(mc, 330).

In the quoted examples, the reduplicated adverbial forms consist of
nouns. However, their meanings are different: the adverbial in example
(1) is a temporal adverbial: oTctynaje gax u Howil (= straying day and
night), the one in example (2) is an adverbial for manner: nocsiegoBan
jecu yuenmu u pazymu (= you followed by learning and reason).

The semantic aspect. With respect to the semantic structure of old
Serbian sacred poetry, parallelism as a poetic-stylistic method is most
often realized in the form of reduplicating concepts the semantic rela-
tion of which is that of synonyms?®, antonyms?® and different meanings
(which cannot be classified either as synonym or antonym structures).
We will therefore treat these phenomena accordingly. Regarding paral-
lelisms in the Psalter, Vereschagin holds that concerning semantic rela-
tions between words, three types of such relations can be identified by
quantitative analysis and from the synchronic standpoint. First, words
with related semantic meanings are linked - synonymy. Second, this in-
cludes words which semantically complement each other - thematic

31 This refers to poetic synonyms. The reader can learn more about them in:
Yapkuh 1992: 295-306; 1995: 181-199.

32 This refers to poetic antonyms. The reader can learn more about them in:
Yapkuh 1992: 195-306; 1995: 200-218.
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lexis. Third, semantically opposite words - antonyms - also belong here
(cf. Bepemarus 1975: 63). Our position is, as demonstrated, very close
to Vereschagin’s. The only difference is that he introduces, along with
synonymy and antonymy, the semantic concept of thematic lexis, while
we hold that this refers to all the meanings implying neither synonymy
nor antonymy, but comprising both semantic components, but not so
manifestly as with synonyms or antonyms. In our interpretation the
concept of different meanings includes all those meanings covered by a
broader subject, but not belonging to thematic lexis, where the words
used express only partial meanings fitting (or not fitting) into the gen-
eral, thematic meaning.

Synonym reduplications of concepts constitute a widespread method
in old Serbian sacred poetry. The reduplication is realized by means of
several parts of speech, dominated by nouns.

(1) AvuBHHUje Ba CBETUX UMYIITH]je P3HOBEHU]€E
Tebe, boxe,
rpexu ucuywuajywuy
U CTpacTHu Uotipedsmajyuiiy
Y pabu TBOje cracajyurTy
NpPHUBOAMM Ba MOJIUTBY,
CaBy u CuMeoHa

() (XT3, 348).

(2) Buuimwyjy csaBy ¥ CBETJIOCT,
HacJaX/JeHuje U Heu3pevyeHyjy KpacorTy,
HeyBeIajyLITYjy 106pOTY Ba cesbex MpaBeHUX
ca /IuKociojaHMu aHheJICKUMU
u ca cabopu My4eHU4acKUMHU
¥ BaceMHU Mpenojo6HUMHU
JocTtojHo npujeMm, oue CUMeOHE,

(..) (xT3, 358).

The quoted examples demonstrate reduplications of nominal words
- example (1): uctiywitiajywiiy u ctpactu toiipedbajywily (= destroy-
ers and exterminators of passions), example (2): ca sukociiojaHmu
anbesickuMHu u ca cabopu MmydeHudackuMu (= with councils of angels
and parliaments of martyrs). Studying Sava’s works, and coming across
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this phenomenon, D. Trifunovi¢ explains it as follows: “The synonymic
juxtaposition of concepts in Sava’s language, for example, corresponds
to the sense of symmetry and rigour of the whole period, which had
not as yet embarked on the artistic and extensive superstructure”
(TpudyHnosuh 1995: 133). However, our examples, selected according
to the principle of indisputable synonymy, mostly lack symmetry, thus
contesting Trifunovi¢’s opinion.

Antonymic reduplications of concepts also represent a prevalent
method in old Serbian sacred poetry. The reduplications are realized
mostly with nominal words. Rarely, antonym structures feature adjec-
tives® too.

(1) CaTBoOpLIaro MemoOBHYjy c1agociu
U /14U HAC paZii Ha KpCTe BaKyCHUBLIAro
Jby6OBHU]jy, 04e, YKpeIl/bajeM,
ropKa jasiij He CTyXH CU
JIOHJlexK/le TOro 6/1arofeTHjy
Ba MaHU MeCTO IpeJIoKUILEe TH ce
(xTCm, 500).

(2) O6pasu mpocujas jecu 6oropasymuja,
3apejy 06JIMCTaJ jeCcy CPIICKOje I0CTOjaHu]je
Y 4yeJla TBOja HACTaBUJI jeCH CJIOBECU TBOjJUMHY,
Huwesmyduje u /byd0o8 UCTOUUJI jecH,
ABpaaMoBYy CcTpaHOJbY6HU]jy TOI06E Ce,
o4e Apcenuje, Xpucra bora mosiu
JlapoBaTU HaM BeJIUjy MUJIOCT
(nac, 26).

In both examples real antonym structures are realized in the clear-
est forms of concept reduplication: caagocii u scauu (= sweetness and
bitterness), Huwesmyduje u swydos (= compassion and love). Antonym
relations are established by using nominal words. However, antonym

33 Vereschagin quotes many antonym pairs taken from the language of the
Psalter. We will cite the most interesting ones: “Be1eph ~ ZaoyTpa, rpRIILHHKH ~
MPABBARHB, AbHA ~ HOUIh, AATH -~ AHWIHTH, CTAPOCTh ~ KHOCTh, ZAMAAL ~ EBCTOKH,
EEPLHB ~ MOPOTEHh, MOPE ~ COVLIA, ERCTATH ~ MACTH” (Bepewarus 1975: 69).
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reduplication can also be realized on the level of two phrases: gywam
cnacembe u leseceM 31ipaBJbe (= salvation of the soul and health of the
body). It should be noted that such antonym structures are not rare in
old Serbian sacred poetry, but we must point out that they do not play
a dominant role, and do not match antonym lexical reduplications.
Reduplications of different meanings. When no synonym or antonym
reduplications take place, the question arises: what semantic relation
is established between the reduplicated concepts? E. M. Vereschagin, as
mentioned above, tried to answer this question. In brief, he thinks that
apart from synonymy and antonymy a third semantic category should
be introduced - thematic lexis. But bearing in mind that Vereschagin
was dealing with the language of the Psalter, and considering the ex-
amples3* he quotes, we can say that he was right in many respects. The
language of old Serbian sacred poetry manifests a similar tendency.

(1) Boxe, Cnace moj,
OTBP3HU MU YCHE U je3UK MOj YjaCHU
jako Jia BacIiojy aMeT CBeTUTe/ba TBOjero,
jeroxe Ha 3eMJbY YUBHUJI jeCH,
CJIaBHO CJIaBUTH Te:
CyiaBHO 60 MpoOCJIaBU ce
(mpac, 28).

) ()
Ha Ham u3ocTaBuII jecu cBeTHje TBOje MOLITH
jaKo MMJIOT YacHejIlyjy,
MMU:Ke Hac, IpebJiaxkeHe, UOKpUBaj U caxparsaj
Jla BaM MUpe BacleBajy:
Besinyar aya moja 'ocnoza
(KHCj, 104).

In both (as in most) examples, the structure of parallelisms is in
its clear form: ycHe u jesuk (= the lips and the tongue) (1); tokpusaj u

34 “OYCTA ~ RZbIKh, BOVPIA ~ FHEEL, EEZAKOHHE ~ ZhAOEA, TPAAR ~ C€AO, TPhAHLIA
~ ITKTHUA, OFHb ~ MAALEHD, MHAOCTh ~ LIEAPOTH, AOEPO ~ IPpACKHO, OHBMETH ~
oyMAR1aTH” (Bepewarus 1975: 66-67). However, some of these are pairs which
can be classified as synonyms.
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caxparsaj (= protect and shelter) (2). Apart from identity, there are cer-
tain structural differences between such cases. Namely, lexical redu-
plications are accompanied by double repetitions at intervals, as well
as triple, which transform from contact into distant ones. From the
semantic point of view, parallelism of this type, even though at first
glance confirming Vereschagin’s thesis on thematic relations between
two concepts, disproves it to a large extent. What first strikes one is
that individual meanings of lexical units are united by a more gener-
al subject. The structure: ycHe u je3uk (= the lips and the tongue) is
united by the subject - the mouth; the structure: nokpuBaj u caxpamaj
(= protect and shelter) is united by the subject - to tend, to take care
of; the structure: miem u opyxje (= helmet and arms) is united by
the subject — arms; the structure: puaaj u napexunyj (= cry and weep)
is united by the subject-cause - negative connotation, and the struc-
ture: BesiuKU u NpBU (= great and foremost) is united by the subject
- positive connotation; the structures are: 3y6me u HOXKibe (= the teeth
and the legs), rnaBo6osba u cppobosba (= headache and heartache) is
united by the subject - disease; and the structures: ouHa 3pema, yiHa
cavmama (= eyesight, hearing) are united by the subject - the human
senses. On the other hand, if we analyzed in more detail the semantic
relation of the two words within an established parallelism structure,
and included the direct context, it would turn out that every lexical pair
expresses a synonym or an antonym relation.

The following examples, and there are many in old Serbian sacred
poetry, completely disprove Vereschagin’s thesis on reduplicating the-
matic lexis.

(1) Ymacwj »ka3jioM cBOje JbyaH,
iipasgojy u Kpouioctiujy, 6J1a>keHe,
Y CKUIITPHU [[apCTBHja BApyYUBIIOMY TH,
ceMy 06pe yrou jecu
(...) (BAOC, 106).

(2) TpuuecHoje cuiu fylieBHHje
60>XacTaBHOjy MyZpOCTH]y, O4€e, OKPMUB,
CJIOBECHOje Upasygojy u Mygpocuiujy,
japOCHOje e My»aCTBOM KpPENKUM,
KeJlaTe/bHOje XKe, OJ1axKeHe, LieJIOMyZipHjeM,
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HUXKe Ba XKUTUJU
HUIITOXKe MOTpebHeje, biaxkeHe
(mMc, 266).

In both cases it is impossible to find a common thematic denomi-
nator for the two concepts. In examples (1) and (2) the word dpasga
(=justice) forms parallelisms with the words kpotukociu (= gentleness),
Mmygpoctd (= wisdom), tipasgojy u kpowoctiujy (= with justice and gen-
tleness) (1); tupasgojy u mygpocuuujy (= with justice and wisdom), (2)
- where the correlated concepts display a difference rather than the-
matic affinity.

The stylistic aspect. As regards the stylistic structure of old Serbian
sacred poetry, parallelism as a poetic-stylistic method is most often re-
alized in the form of figures of diction (anaphora, epistrophe, symploce,
anadiplosis®) and figures of construction (inversion, polysyndeton). We
will therefore lay special emphasis on these phenomena.

Figures of diction. Although figures of diction include all sound fig-
ures, we shall leave out all the figures the effect of which is based on
the repetition of certain sounds or certain sound clusters, imitation
of certain sounds from nature, and repetition of whole words. In our
case, figures of diction constitute repetitions of lexical units at the be-
ginning of verse lines (anaphora), at the end of verse lines (epistrophe),
both at the beginning and end (symploce), or at the end of the previous
and the beginning of the following line (anadiplosis). These figures are
jointly called syntactic parallelisms (cf. KoBaueBuh 1998: 33), and due
to their frequent use in lyrics they have been termed lyrical parallel-
isms (cf. Cosrap 1980: 63).

Anaphora represents the repetition of words at the beginning of verse
lines. However, in this case anaphora is a repetition of concepts at the
beginnings of two lines expressed by different lexical units linked by the
copulative conjunction “u” (= and). The examples are not numerous.

(1) Ilpugeitie, cTpaxxayuiTeju,
u upumeule ucLeseHuja,

(..)

35 This does not refer to rhetorical figures implying as a criterion the
reduplication of words belonging to the same semantic or association circle
(cf. KoBaueBuh 1991: 93).
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OT KOBYera CBelITeHaro

jaKo OT HeTJiIeHa UCTOYHHUKA

Ba CaBy Cnacy u bory npocJsiaB/bajyiiTomMmy
V>Ke TOT0 MPOC/IaB/bajyIITUX

(uru, 318).

(2) Ljape ycTpauun jecu
U KHe3e HA3JI0XKUJI jecH,
Y HHHbA TBOje CTaZ0 PaTyjyLUTUX HU3JI0XKHU.

BecoBe y6ojaiue ce, CtedaHe,

T060jy MocpaMJbeHH,

Y ’bMHA YaCHUM TH MOIITMH IPOTOHET Ce
(mHM, 356).

These are typical cases of anaphoric repetitions: [Ipugeite, cTpax-
nyuirejy, / u ipumetie ucuenenuja (= Come, sufferers, / and receive
healing) (1); ape yctpatuu jecu / u kHeze HU3J10kuJI jecu (= You have
frightened emperors / and humiliated princes) (2).

Epistrophe represents the repetition of words at the end of verse
lines. In contrast to the rhetorical concept of epistrophe, we take this
figure to mean the reduplication of concepts at the ends of two succes-
sive lines. Epistrophe is somewhat more widespread than anaphora.

(1) Basamaguiu Ha BUCOTY A06POAETEIbE],
AHbenvHO BEJIMKOMMEHUTA,
BparoM y60 HHU3JI0KU CTPMJbEHH]E,
HaM e ca boropoauuejy npocu cmupeHuje
U BeJIUjy MU/10CUW
(kHC, 30).

(2) Mpenomo6He ove, cBemTeHnye CaBo,
MUILITAJ [JIacelliTHja rjiaca cracHu
(...)

XpucTa MoJH, Ipeno/jo6He,
JapOBaTH IIOjYLITUM TE MUDP
U BeJIUjy MUA0CUW

(MHC, 92).
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The quoted examples display typical cases of epistrophe: Ham xe
ca Boropoguuejy npocu cmupeHnuje / u Benujy muaocti (= pray for us
with Virgin Mary for calm / and great mercy) (1); napoBaTH NojyuITUM
Te Mup / u Beaujy muaociu (= to give your chanters calm / and great
mercy) (2).

Symploce is, according to the theory of literature, a figure constitut-
ing a combination of anaphora and epistrophe, namely a repetition of
lexical units at the beginnings and ends of two or more successive verse
lines, i.e. a reduplication of concepts expressed by different words at
the beginning and end of a line. There are not many such examples.

(1) /byguje TBOjU, 0ue, U Hega

JlyXxoM CBeTHUM MOPOXK/EHA,
»KaJI0CHa OCTaBJballle
pasocHa Tebe BacneBajyT eHHUja,
Banujywre: He ocTaBu Hac, cBeTe,
Ba pagocTtu ['ocnioza cBojero
MoJIe 0 AylIax Hallux

(KHC, 486).

(2) IIpeiiogodHe o4e u lipedaasiceHe,
CBELUTEHU NACTUPY A06pH,
npBoIacTupa Xpucra yroJHu4e,
[IOJIOXKUBH YLy 33 CPIICKOje JOCTOjaHuje,
TH HUIbA, apXujepeje ApceHUje GiarkeHe,
ucnpocu y 'ocrioza
JlapoBaTHU HaM BeJIWjy MUJIOCT

(mac, 28).

In both examples with symploces, the same syntactic function is
reduplicated, whereby its elements take the initial and final positions
within the same line: /byguje TBOjH, oue, u uega (= Your people, fa-
ther, and children) (1); IIpeiiogodHe o4e u UpedaaceHe (= Venerable
and gentle father) (2). As such structure is not easy to achieve, as we
have noted, examples of symploce are extremely rare and realized only
in single pairs.

Anadiplosis is the figure in which one or more words from the end
of aline are repeated at the beginning of the next line. In our interpre-
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tation it represents the reduplication of different concepts expressed
by different words positioned at the end of one and the beginning of
the next line. This structural stylistic method typifies a very broad cat-

egory.

(1) T'pexa ogbernytu
Y CJI3aMU YMUJIUTH CE,
CTeHaTH XKe UOKajaHujem
U MOAUWBAMU CH HAC YJIOCTOjUTE
jako n36erHyTH OyaenITeje 60J1e3HU

(..) (XT3, 304).

(@) ()
XpuctoB yroguuye Ctedpane
Y 4YyJ0TBOPYE BAUCTUHY,
Hac uxxke cabpas jecu 3ge
U wiamo cabepy Ba 4eCTH CIlacajeMux

(urc, 348).

In both examples we can find clear cases of anadiplosis: cTetmaTu
Ke UokajaHujem | u moautieamu cu Hac yaocrojute (= sigh with re-
pentance / and dignify us with prayers) (1); Hac ux>ke cabpaJ jecu 3ge
/ u Wwamo cabepy Ba 4yecTH crnacajeMux (= us whom you have gathered
here / gather there too in the glory of the saved) (2).

Figures of construction. Old rhetoricians classified the following into
figures of construction or syntactic figures: inversion, rhetorical ques-
tion, ellipsis, asyndeton and polysyndeton. According to the concept of
this work, we will focus our attention only on inversion and polysyn-
deton, as these figures are realized through the use of the copulative
conjunction “u” (= and).

Inversion signifies a reversal of the order of words or parts of sen-
tences, an order contrary to grammatical rules. It establishes such an
order of words emphasizing what cannot be emphasized in a normal
sequence. We refer to the inversion realized through a non-grammatical
order with an obligatory reduplication of words. Inversion examples
in old Serbian sacred poetry are very frequent.
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(1) Jlanac BecHa 6Jsiaroyxajer,
jaBJbeHUjeM MOIIITE] TBOjHUX,
(.-r)
JIMKOBU TOjyLITE YAWBJ/bAXY C€
BeceJivje HeU3peyeHo MOKa3syjylITe,
Ypouy saceuacHe u tipesascgeieHe:
CuJie TBOjej c/1aBa, YJIOBEKOJbYITYE

(Jmcy, 358).

(2) Mynpu cBeTUTED,
nacTup ceetiu u daaiu
Y CBeTUJIHUK LIDKOBHH jaBH Ce,
ceewiTeHu ode CaBo,
(.-r) (MHC, 102).

In the quoted examples: Ypouy saceuacHe u iipesaxcgesere (= Uros
everlasting and eternal) (1); nactup ceetiu u daaiu (= shepherd holy
and gentle) (2) - the method of reduplication in the form of inversion
is realized by adjectival words functioning as modifiers of a certain
concept (noun) taking a post-modifying position. This structure cre-
ates the impression that we are dealing with an attributive.

Polysyndeton is a figure of speech created by accumulating conjunc-
tions without a grammatical reason. It serves for emphasizing indi-
vidual words, namely it represents a particular way of accumulating
concepts, thus suggesting a specific meaning. In our case polysyndeton
primarily signifies a double reduplication of concepts, which can also
occur several times within a context. This structural-stylistic method
was used very frequently in old Serbian poetry.

(1) O, kakoBaro JjapoBaHHja
oT Cnaca pu4ectiuxom ce
u 0doiaiiuxoM ce BaWCTHHY,
yapuje u ceewiuiiessuje,
oolatiu U HUW WU,
(.r)
BacCIOjTe UYCUWUHU 6e3MABHUYU
u upocuiu svyguje,
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0, HeM3peyeHaro TBOjero Mujaoceauja,

Bnaguko I'ocrioay,

HM2Ke POCJIaBUJI jeCcH Tebe CIaBelITUX
(KHC]j, 62).

(2) Pazym Hepasym umyiTe Jyaeju Baceraa
Y W)Ke 0/l CaHMa rJiarosbemaro JlugpeuwuHcka
u Kupunejcka u AnekcaHgpujcka,
u mxe oT Kuaukuje u Acuje ctesajyuure ce
ca T060jy, 6oronmponoBeHuYe anocrtosie CTedpaHe,
Y He MOTYIITe IPOTHUBY Tebe CTaTH,
upemygpocuiu u gyxy UMxxe rjaroJaiie,
()
Panyj ce, mxke Mcyca pagu ciaTkaro noJBuriie
JIQXKHUje Myxce u UOC/AyXu Ha Te,
pajyj ce, M>ke TOro pafiu cabpaslie Torga cmapye
BaKyIle U KFUNCHU Bace Ha Te,
pazyje ce, jakoxe paju Hauagauwe
BaCXUTHUBILE Te U lpusegoule Ha CaHaM CBOj,
paZsyj ce, jeroxke pasy Torja cjaaTulie Baca upewtieHuja
U ceegeliesbCiga JIAXKHA U 11a101U UX XyJIHUje TIPeHoce,
panayj ce, anoctoJie CtedaHe,

(.-) (134, 440).

In example (1) the initial part of the strophoid includes triple redupli-
cation: tipuueciiuxom ce [ u odoiawiuxom ce... [ yapuje u cgetiuitiesbuje
/ dolaiuu u HUwuu (= we were given / and enriched | emperors and
saints / the rich and the poor), where the first pair links two succes-
sive lines, whereas the other two pairs cover whole lines. These redu-
plications are not interrelated, and each of them functions separately.
The first pair is structured by means of verbal words functioning as
predicates tipuuectiuxom ce [/ u odoiatiuxom ce (= we were given [ and
enriched) which are subordinated to one subject. Similarly, the four dif-
ferent subjects making up two pair structures yapuje u ceettiuttiessuje,
/ doiattiu u HUWU panyjte ce (= emperors and saints / the rich and the
poor, rejoice) are united by one predicate. This three-part structure
is characterized by reduplication of individual words. In example (2)
the length of the text reflects the real situation of polysyndeton redu-
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plications in old Serbian sacred poetry3®. At the beginning of the stro-
phoid, the second, third and fourth lines, we can see a triple coordina-
tion: JluspeiiuHcka / u Kupunejcka u AnekcaHgpujcka (= Livretine / and
Cyrenaican and Alexandrian), and then a double one: Kusukuje u Acuje
(= Kilikia and Asia). Two lines below, a polysyndeton reduplication re-
curs: upemygpoctiu u gyxy (= wisdom and spirit), and four lines further
on these reduplications become extended to seven successive lines:
Mydice U UocayxXu; cuiapye /... U KUdCHU; Hatuagaule /... u upusegoue;
UpewiueHuja / u ceegelliessciligd... U inaionu (= witnesses and testimo-
nies; old men / ... and men of letters; attacked / ... and brought; threats
/ and testimonies ... and words). The strophoid ends without reduplica-
tions. In addition, there is another example of regularity. Namely, the
beginning and end of the polysyndeton structure are marked by triple
links, whereas the middle part is characterized by double links.

The investigation of individual aspects of structuring the discourse
of old Serbian sacred poetry would require much more space. However,
this short analysis was intended to explain the phenomenon of redupli-
cation and the forms of its functioning. Drawing attention to the syntac-
tic, semantic and stylistic aspects of this phenomenon, we have tried to
demonstrate how important it is for constituting this type of discourse.
During our analysis we searched for the most striking cases which fully
reflected the observed phenomenon, while we set aside all borderline
examples and examples also displaying other ways of structuring the
context, as they would require additional explanations which would
considerably lengthen the text. We therefore focussed only on typical
reduplications which, due to their predominance, represented an es-
sential structural factor of old Serbian sacred poetry. Observing the
three aspects individually was intended to generalize them, with the
aim of highlighting their importance in the analyzed discourse. In the
structure of old Serbian sacred poetry as such, the three phenomena
make up a complex constellation in which they are inextricably linked,
as any syntactic element becomes a semantic and stylistic element.

36 For illustrating this phenomenon, the best method would be to analyze the
whole text of the poems. However, due to great length, we usually isolated the
observed phenomena from the context of one strophoid.
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Combinations of Tense Forms in Folk Epic Poetry

I will begin with several sentences about Serbian folk epic poetry for
those not familiar with this kind of Serbian literature. Serbian folk epic
poetry, as well as folk lyric poetry, is the most important part not only of
Serbian oral tradition, but of Serbian literature in general. Without this
kind of poetry the Serbs would be, as Vojislav Buri¢ puts it, “without a
significant place in world literature, and without the most immediate
and best expression of the folk spirit” (Bypuh 1969: 7). In confirmation
of its importance and values we can mention the fact that Pushkin and
Goethe were impressed by the creative qualities of Serbian folk poetry.
It has therefore been studied from different angles and aspects, but
no one has showed interest in this particular issue. It should be noted
however that the Russian researcher D.N. Medrish (Mexgpum 1974:
121-142) treated these issues more specifically, focusing on the verses
of the Serbian folk epic poem The Building of Ravanica. But before we
embark on treating our topic, we should to some extent indicate the
problems of studying time in a literary, creative text and its relation to
real, objective time in which we live and act.

It should be noted that by the end of the last century (around the
70’s and later) there was a real abundance of works?¥ investigating the
functioning of time3® (and space as well), primarily in literary texts.
The essential thesis which held at the time (and still does) was the
opinion that “time can be expressed in two ways: objectively, i.e. in

37 We will mention just the few most interesting works from the Russian
language area (CyxaHoBa 1970; EropoB 1974; [leTpoB 1974; ['eii 1975; ®upcoa
1979; CamapoB 1974; [To3HsikoBa 1980; lllymapoBa 1980; fkoBJieBa 1991).

38 Itis very interesting and very curious that dealing with time in literary texts
most researchers confuse the present, past and future tenses with atemporal
verb categories such as the infinitive, the imperative, etc. We will mention one
such example: “In the following extract the opposite method is used - different
verb forms are stated in sequence (present tense - infinitive - past tense -
present tense - infinitive - past tense - imperative - infinitive - imperative

- infinitive - past tense)” (TowoBuh 2006: 75).
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the way it is in reality, and subjectively, i.e. as individually perceived
and expressed. The first time is real, the second is creative” (TomoBuh
2006: 57). Further on this thesis was elaborated in the sense that those
two kinds of time did not overlap. “If they overlapped completely, that
would mean that the artist had nothing new to say about the world, and
could only repeat it; then again, if the common basis of creative and
real parameters disappeared, the issue would turn out to be inessen-
tial, to be something unable to exist either in time or space” (I'e# 1975:
253). If we start from somewhat different positions, this thesis seems
extremely biased and rather untrue. Namely, time has its course that
man, for now at least, cannot possibly affect. It is outside man, but on
the other hand man is in it. Time does not depend on man, but man
is extremely dependent on time. But, to make time somehow closer
to himself and more easily comprehensible, within the grammar of
his language man gave names to certain periods of time so that, in
the Serbian language, we have the following temporal categories: the
present time (the present), the past time (the perfect), the long-past
time (the pluperfect), the future time (the future). The time categories
created in this way enable man to observe more easily the position of
himself and other things in time. The so-called “objective time” glides
along one plane in one direction - forward. In creating a work of art
by using verbal material (language), the author (artist), in describing a
certain event, makes use of different grammatical temporal categories
through which he builds a multidimensional temporal complex. Thus
the notion called “creative time” does not include the creator’s sub-
jective manner of time perception3, but his conscious employment of
the available grammatical temporal categories dictated by the creative
process. This amounts to creative manipulation, not of objective time
but of the grammatical temporal categories. It is therefore that in this

39 “Creative time, as distinct from objective time, is characterized by different
ways of subjective perception of time. Man'’s feeling of time is, as is well
known, extremely subjective. It can be “drawn out”, but it can also “race”. A
moment can be “stopped”, while a longer period can “pass in the blink of
an eye”. A work of art makes this subjective perception of time one of the
forms of depicting reality. However, objective time is included at the same
time: at times observing the rules of unity of the time of the plot and readers-
spectators in French classic drama, at other times abandoning that unity,
stressing differences, introducing narration largely from the subjective aspect
of time” (Lihacov 1967 www).
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paper we are dealing with grammatical temporal categories (forms)
in a literary text.

Standard Serbian has 14 verb forms: the present, the aorist, the per-
fect, the imperfect, the pluperfect, the future, imperative, the present
participle, the passive adjective, the infinitive, the active adjective, the
past participle, future 11, the conditional mood - where only the first six
express the category of time. According to our research, there are five
verbal temporal forms operating in Serbian folk epic poetry: the present,
the perfect, the aorist, the imperfect, the future, with the exception of
the pluperfect. As regards the use of verbal forms not expressing time,
the infinitive and the imperative are the most prominent. According to
our statistical procedure, considering the total, there are 2129 verbal
temporal forms in 2609 verse lines.

Table 1 contains the data on the numerical and percentage occur-
rence of the tense forms present in five Serbian folk epic poems, as well
as the proportion of the number of verse lines per poem to the number
of used tense forms.

Table 1

XeHugda [lywaHoea (Dusan’s wedding)

The total number of verse lines in the poem 690

The number of tense forms employed 587 =85.07%
Haxog Momup (Momir the Foundling)

The total number of verse lines in the poem 394

The number of tense forms employed 316 =80.20%
baHoeuh Ciupaxura (Banovié Strahinja)

The total number of verse lines in the poem 810

The number of tense forms employed 665 = 82.10%
Mapko Kparveeuh u Apaiiun (Marko Kraljevi¢ and the Arab)

The total number of verse lines in the poem 434

The number of tense forms employed 329=75.81%
Mapko Kpareeeuh u Myca Keceuuja (Marko Kraljevi¢ and Musa Kesedzija)
The total number of verse lines in the poem 281

The number of tense forms employed 232=82.57%
TOTAL

The total number of verse lines in the poems 2609

The number of tense forms employed 2129 =81.60%
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We can notice in this table that in 82 per 100 verse lines there is a
verb form signifying time, whereas only 18 verse lines were written
without using the tenses. If we added the presence of verbal forms
not expressing time, the percentage would be even more marked. We
could conclude from this that Serbian folk epic poetry is very rich in
tenses. The reason for such a high occurrence of tenses could be eas-
ily explained by the fact that each epic poem is based on an event, and

“where there is no event, there is no time” (Tomosuh 2006: 57). How-
ever, if we quote the data obtained from research into the same phe-
nomenon in lyric poetry conducted by A. Ci$i¢, where 376 tense forms
were found in 502 verse lines, amounting to 74.90% (Cisi¢ 2006: 176),
then discovering connections between events and tenses in the afore-
said way becomes pointless. A high percentage of tense forms in the
text of epic and lyric poetry could therefore be explained by the man-
ner of conveying the poetic epic and lyric subject matter including a
high degree of dynamics.

Of special interest here is the dominant presence of the present
tense® in the Serbian language area and in folk epic and lyric poet-
ry. Namely, our research shows that out of the total number of 2129
verb tense forms, 1260 (or 59.18%) are in the present, whereas all the

40 Research concerning the Russian folk verse showed that the perfect was
the dominant tense (cf. Tomosuh 2006: 71). According to that the perfect
tense should also be in the first place in Serbian folk poetry. However, as
demonstrated by our statistics, the present is the most frequent. We come
across the same data in the work of D. Medri$, who analyzed the Serbian
folk epic poem The Building of Ravanica (cf. Menpui 1974). Why is that so?
We think for several reasons. Firstly, after losing the state and sinking into
centuries of slavery, folk epic poetry was for Serbs their only spiritual outlet
which united them and kept them alive. Therefore the present tense forms,
signifying the present, namely reality and truth, are the most numerous, as
every past carried with it a certain measure of fantasy, haziness, unreality.
Thus all the events from the poems, with the dominant use of the present
tense, seemed much more real and true. Secondly, through the use of the
present tense an illusion is created in the literary work of the real presence of
the narrator, which dispels any doubts as to his fictional nature. Thirdly, it is
possible that folk epic poets (the gousle players) were actually witnesses of
some events, so that they indicated their presence by using the present tense.
The present was by analogy transferred to other events not witnessed by the
gousle players. Fourthly, apart from its indicative use, the present tense is also
often used in Serbian in its relative use as the historical present, especially in
works with historical elements. Its dominant presence in Serbian folk epic and
lyric poetry is therefore logical.
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Table 2

Thepresent  The perfect Theaorist  Theimperfect  The future
Epic poetry 59.18% 19.73% 10.43% 3.24% 7.42%
Lyric poetry 52.80% 27.73% 8.80% 4.27% 6.40%

remaining forms amount to 869 (40.82%) forms. A. Ci$i¢’s numerical
values for the present and the other encountered tense forms are very
close to ours, which is shown by the data obtained from both kinds of
poetry, entered into Table 2.

Namely, in Alma Ci$i¢’s material, out of 375 tense forms, the present
occurs in 198 cases (or 52.80%), while 177 (or 47.20%) represent other
tense forms. The difference of 5.60% to the benefit of the present in
folk epic poetry affects the difference of 8.00% to the benefit of the
perfect tense in folk lyric poetry. The presence of other tense forms, as
it is obvious, is almost identical.

Before we proceed to analyze tense form combinations in Serbian
folk epic poetry, we will introduce Table 3 with the data on the fre-
quency of all the tense forms discovered in the five longest, statistically
analyzed poems.

Table 3

XeHugéa flywanoea (Dusan’s wedding)

The present The perfect The aorist The imperfect ~ The future
357 (60.82%) 98 (16.69%) 46 (7.84%) 31 (5.28%) 55 (9.37%)
Haxog Momup (Momir the Foundling)

The present The perfect The aorist The imperfect The future
196 (62.03%) 80 (25.31%) 20 (6.33%) 0 (0.00%) 20 (6.33%)
baHosuh Cuipaxura (Banovic Strahinja)

The present The perfect The aorist The imperfect ~ The future
376 (56.54%) 141 (21.20%) 73 (10.98%) 32 (4.81%) 43 (6.47%)
Mapko Kpamesuh u Apaiiun (Marko Kraljevi¢ and the Arab)

The present The perfect The aorist The imperfect  The future
202 (61.40%) 52 (15.80%) 40 (12.16%) 5(1.52%) 30(9.12%)
Mapko Kpareesuh u Myca Keceuuja (Marko Kraljevi¢ and Musa Kesedzija)

The present The perfect The aorist The imperfect The future
129 (55.60%) 49 (21.12%) 43 (18.54%) 1(0.43%) 10 (4.31%)
TOTAL

The present The perfect The aorist The imperfect ~ The future
1260 (59.18%) 420 (19.73%) 222 (10.43%) 69 (3.24%) 158 (7.42%)
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We have already mentioned that present tense forms are prominent,
and that they practically dominate the verse contexts of Serbian folk
epic poetry. In all the poems their presence exceeds 55.00%, and ranges
from 55.60% to 62.03%. The present is followed by the perfect tense,
the presence of which ranges from 15.80% to 25.31%, which is on aver-
age two to three times less frequent than the present tense. Generally
speaking, these two tenses are present in over two thirds of the cases
(over 76.72%), and reach as much as 87.34% in the poem Nahod Momir
(Momir the Foundling). However, as the past is not only expressed by
the perfect, but other tenses as well: the aorist and the imperfect - the
past is more present than it seems to be. It covers on average a little
over one fourth in all the poems, and in the poem Marko Kraljevi¢ i Ar-
apin (Marko Kraljevi¢ and the Arab) that percentage reaches 38.60%.
The third tense form (the future), expressed by the future tense, does
not reach 10.00% in any one of the poems. This demonstrates that this
tense category was marginally present in Serbian folk epic poetry. It
should be pointed out that it has no higher status in folk lyric poetry
either (cf. data from Table 2). [t seems, generally speaking, that the fu-
ture for the Serbian people (of whatever confession: Orthodox, Catho-
lic, or Islamic) did not look promising at the time. Therefore future
forms were used only to express conjectures. This is why future forms
range from 4.31% to 9.12%. The obtained data on the presence of the
discovered tense forms in the five poems analyzed can lead to certain
conclusions. The percentage of the present and perfect tense forms in
four poems is almost identical: Zenidba Dusanova (77.51%), Banovic¢
Strahinja (77.84%), Marko Kraljevi¢ i Arapin (77.20%), Marko Kraljevi¢
i Musa KesedZija (76.72%). This can be accounted for by a certain kind
of causality between the two tenses: where the present is prominent,
the perfect s less frequent, and vice versa. Situation is similar with the
forms of the aorist, imperfect and the future tense. In the same four
poems these forms are almost equally distributed: Zenidba Dusanova
(22.49%), Banovié Strahinja (22.16%), Marko Kraljevi¢ i Arapin (22.80%),
Marko Kraljevi¢ i Musa KesedZija (23.28%). Thus, the only poem that
does not fit into the above system is Nahod Momir. It has a substantially
greater presence of both the present and the perfect tenses, amount-
ing to 87.34%. According to that, the presence of the aorist, imperfect
and the future tense is reduced to no more than 12.66%. Such a relation
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Table 4.
The use of tense forms at the beginnings and ends of 20 poems

The present  The perfect The aorist The imperfect The future

3-3 6-6 1616 14-14

757 1818 2323

o o e
27-27 25-25 28-28

o e
36-36 5353
L
44-44

Numbers in Table 4 indicate the numbers of the poems taken from the Anthology
of Folk Epic Poems. The numbers repeated in the appropriate columns indicate

that the poem under that number begins and ends with the same verb form.

of tense forms in the poem Nahod Momir can also be explained by its
subject matter, which is unusual for Serbian folk epic poetry.

As regards tense form combinations in Serbian folk epic poetry, they
are affected by the various ways of narrating the epic subject matter,
and by the subject matter as such. As the beginning and end are of
most importance in almost all creative works, we have analyzed 50
poems and inquired into what tense form they begin with, and which
ones appear at their ends. Table 4 and Table 5 demonstrate the results
of our research.

Table 4 demonstrates that 20 poems (or 40.00%) begin and end with
the same tense form. 8 of those (or 16.00%) poems begin and end with
the present tense, 6 (or 12.00%) poems begin and end with the aorist,
5 (or 10.00%) begin and end with the perfect tense, whereas only 1 (or
2.00%) begins and ends with the imperfect.

Table 5 demonstrates the relations of the beginnings and ends in the
poems beginning with one, and ending with another verb form.

67



Table 5.
The use of tense forms at the beginnings and ends of 30 poems

The present Theperfect Theaorist Theimperfect The future

1= -1

2¢ <2

o B

55 >5

.............................. i

0 2
1- >11

2
15¢ “15

LAY A

21> >21

.............................. 22

29 >29

30 30

31~ 31

33 33

34~ >34

3 3
38— ~38

... SRS

41> ~41

e e 82

43¢ «43

A0 A0

47¢ 47

A8 A

49> ~49

32 0

54 >54

55 >55

Table 5 reveals that 30 (or 60.00%) of the 50 poems begin with one,
and end with another tense form. As many as 22 poems (or 73.33%)
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begin or end with a present tense form (poems under nos. 1, 10, 12, 21,
34, 40, 48 and 55 begin with the present, and end with the perfect tense,
whereas the poems under nos. 4, 33, 43, 47 begin with the perfect, and
end with the present tense, while the poem under no. 17 begins with the
present, and ends with the future tense); 7 of them (or 23.33%) begin
or end with the perfect tense (poems under nos. 8, 11, 22, 28 begin with
the perfect, and end with the aorist, while poems under nos. 2 and 15
begin with the aorist and end with the perfect tense, while the poem
under no. 42 begins with the perfect and ends with the future); only 1
poem (or 3.34%), the one under no. 42, begins with the aorist and ends
with the future tense*.

In the work so far we have statistically presented the use of tense
forms in Serbian folk epic poetry in order to illustrate the phenomenon
under research in the most accurate way. It will be our task below to
investigate all the ways in which tense forms are incorporated into the
present epic subject matter. Even though there are several such ways,
we will only demonstrate the ones which represent the most standard
procedures. The most numerous are the text parts with combinations
of two or more time planes. These combinations are differently real-
ized, depending on the manner of structuring the text of the underly-
ing epic situation.

Of the greatest interest are the extracts with two or three time
planes combined. Such temporal structures almost always express a
certain regularity based on some universal principle reflecting the area
of harmony.

(1) Kyay ipagu upHu ApanuHe,
KyJly ipagu on, iBafileceT TaBaHa,
yKpaj CUber Mopa Jiebeiora.
KaJ je Apan KyJy Ha4uHuo,
ygapuo cTakja y MmeHiepe,
iipoctip’o je CBUJIOM U Kaaudowm,
I1a je OHJA KyJIU [080puUo:
LU TO hew mycTa y mpuMopjy, KyJo,
Ka/l o0 Te6e HUTKO 1ieTaT Hema?

41 The poems under nos. 9, 20, 24, 50 and 51 have not been statistically analyzed
due to their inappropriate verse structure.
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()

()

Majke HemaM, a ceCTpULe HEMAM,
a jollTe ce 0JceHUo HUcam

Jla 1o Teb6e /byHa Moja wehe;

aJs’ Tako Me He pogu/id MajKa,
Beh kobusa koja 6eseBHjy,
3atipocuhy y uapa heBojky:

jax’ he mu je nape UOK/JA0HUIU,
janu he Mu Ha MejaaH usuhu!“
To je Apan KyJin uspekao,

Ma OH O/IMax CUTHY KUY Uuule,
Te je waswe uapy o Ctamboa:
(.-r) (AHEMI, 217).

()

OpaMmax iiohe, y Ta36uny gobe,

y Ta36uHy, y 6usaa Kpyuesna,

he oackopo AapCcTBO UOCWAHYO0;
a sube ra crapat Jyr boraaHe,

Y gube ra ieBeT MUJIM L1ypa,
COKo0JI0Ba JieBeT JyroBuha:

MUJIa 3eTa jeBa goueKaue,

y Hapyd4e 3eTa 3aipauule,

BjepHe cJyre Koma tpugattiuuie;
3eTa goge Ha GpeHDhujy Kyy.
Koz rotose coBpe 3acjegauie,

Te TOCIIOJICKY pujed decjehaxy;
Hasa/uule CIyre U CAyLKAbe:
HEKO g8opu, HEKO BUHO CAYIHCU.
llITo dujawe puithaHcke Tocnoje,
nocedauwie Te Uujaxy BUHO:

(..) (AHETII, 136-137).

(..r)

TowMm ce uygu njape rocnojuHe
OTKY/, 4e/10 Y TOPU 3€JI€HOj:
W je 4eJi0 gocagusio Majiuy
Te je era ocilasus/1a MajKa,
W' je KymMa KyMue UsHujesad



Jla Llap Kpcwiu U ia ra gapuea,

us’ cy BUJe 4efo uogmeliHyae?
Cliaja nape J1eTHU aH 10 NOJHE,
He 6U J' T KO Yely Uu3uwao,

(..) (AHEII, 69).

In example (1) time in the quoted extract is expressed through a
combination of three time planes: the present, past and future. The
present is realized by the present tense, the past by the perfect tense,
and the future by the future tense. The temporal composition has the
following form: the present - the perfect - the present - the perfect -
the present - the perfect - the future - the perfect - the present: ipagu,
ipagu - HauuHuo, ygapuo, tpociip’o, iogopuo — (xo)hew, Hema, Hemam,
Hucam, wehe - oxceHuo, poguaa - 3aiipocuhy, he tioknonuitiu, he usuhu

- uspekao - tuwe, wasme (= is building, is building - made, put, draped,
spoke — want, isn’t, don’t have, am not, walks - got married, gave birth
- will propose, will give, will come out - said - is writing, is sending).
The extract begins and ends with the present which in temporal terms
makes a rounded off, closed whole. The internal structure is built by
alternating two temporal planes: the present and the past. The past al-
ternates with the present until the third temporal plane - the future
- appears. From that moment a reverse succession takes place - the
present comes after the perfect. This structure resembles an object and
its reflection in a mirror. The present plays the role of the object, the
perfect the role of the object’s reflection in the mirror, while the future
is the mirror. The created structure can for convenience be displayed
graphically in the following way:

Figure 1
2/3 1/3
Future ----»

Present ----»

Perfect ----»
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[tis not difficult to understand from this graphicillustration to what
extent the achieved perfect temporal structure has been created by
combining the three time planes: the past, the present, and the future.
As we can see the past and the present alternate, and both these time
dimensions are projected through the future, not at random but at a
place entering the area of harmony, as the two parts form the propor-
tion 2/3:1/3. In example (2) the total time of the quoted extract is real-
ized through two temporal planes: the past and the present, while the
pastisrealized through its three time dimensions: the perfect, the aorist
and the imperfect. The time composition looks as follows: the aorist -
the perfect - the aorist - the present - the imperfect - the present - the
imperfect - the present - the imperfect: tiohe, gohe - tioctiary.n10 - sube,
sube — gouekauwe, 3aipauuie, Upugaiiuwe, 8oge, uocjegauie — becehaxy
- Hasa/auwe, geopu, cayxcu — dujawe, — uocegawe - uujaxy (= set off, ar-
rived - came into being - saw, saw - greeted, embraced, took, led, sat
- were speaking - flocked, is waiting, is serving - was — sat - were drink-
ing). We can see from this that the extract begins with the present
tense and ends with the imperfect. According to that it can be said to
be open in the temporal sense. However, its internal structure is some-
what different compared to that from example (1). Namely, here we
discover two autonomous structures. The first one incorporates two
past tenses — the aorist and the perfect tense; it begins and ends with
the aorist, which makes it closed. The second one is also built with two
tenses, with the present and the imperfect; it begins with the present
tense and ends with the imperfect, which makes it open. It becomes
clear from reading the extract that those two structures constitute two
autonomous parts of the quoted text. This temporal structure can for
ease of understanding be represented graphically (Figure 2).

As the graph shows, the intersection of the two structures occurs
at the boundary of the area of harmony, as in example (1), the only dif-
ference being that here the first structure stands in the ratio 1/3:2/3
to the second structure. In example (3) the total time of the quoted
extract is expressed by means of two time planes: the past and the
present. The time composition is as follows: the present - the perfect -
the present - the perfect - the present - the perfect: uygu - gocagu.io
Jje, ocuiasud je, usHujead je — Kpciiu, gapusd — UogMeuiHy1e ¢y — culaja

- usuwao (= wonders - bored, abandoned, brought up - christen, bestow
gifts on - planted - was standing - appeared). As distinct from the last
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Figure 2
1/3 2/3

Present ----»

Aorist ----»
Perfect ----»

Imperfect ----»

two examples, alternating the present with the past creates an open
time structure, which appears to reflect real time flow by alternating
these two time planes, leading to infinity where unpredictable future
is waiting. That unpredictable future from the last verse line is realized
through infinitive forms: an Hukora uyiuu Hu sugeiiu (= but no one to
be heard or seen) which simulate the future with the enclitic form he
(= will) omitted. This results from the meaning of the last verse line:
but he will neither hear nor see anyone. This temporal structure can
be graphically presented too (Figure 3).

Rather less present are parts of the text with two time planes, but
such that the unfolding of one time plane is interrupted by the other
time plane. Such an interruption often occurs in only one place.

Figure 3
[}
I
1
Future ----» ! I
1 I'\
1 ;)
1 ;0
1 ’ “
Present ----» --- /== Infinitive
|
[} “ ll
I \ 1
1 \ 1
I ‘l
Perfect ----» | !
[}
[}
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@ ()
Ja hy xyma Haona Momupa,
ogeewhy ra JBOPY Ha Bevepy,
U3Hocuhy TpOroAHIlIKhe BUHO
Y paKujy oJ] ceJjlaM roiuHa;
otiojuhy Haona Momupa,
ogHehy ray napeBe ABope
Ha yapjake rau ['po3znaHa ciasa,
MeliHyhy ra ceCTpULY Ha PyKe,
a cecTpa je cBaka MUJIOCTUBA
Y Ha cBora 6paTa »KaJIoCTHBa,
OHa he ra Jberniie UpulpAutiu.
(...) (AHEMI, 72).

@) ()

Kapg cy duau vucnopg ByyuTpHa,
ineganaa vix nBa BojuHoBuha,
Mebhy coboMm muasu logopuu:
,1ITo 1’ ce yjak Ha Hac pacpguo,
Te Hac He wihe 3BaTH y cBaToOBe?
HeTko Hac je beMy ouagHyo,

C Bera K1MBa Meco owuagano!...
(..) (AHEII, 53).

«

In example (1) future forms recur through a long text: (xo)hy,
ogeewhy, usHocuhy, otiojuhy, ognehy, mewinyhy, upuipautiu he (= (I)
will, (I) will take, (I) will bring out, (I) will make drunk, (I) will carry, (I)
will put, (she) will embrace), conveying the meaning of intention for
actions signified by them to be carried out in the future. Such a hypo-
thetical sequence is interrupted at one point by the verb form ctiasa
(= is sleeping), signifying a real state taking place in the present. Thus
an epic structure was created with two time planes included: the future
and the present. All the future forms, except the last one, are connected
with one subject (with Momir the Foundling’s godfather). The present
form refers to the other subject (Momir the Foundling’s sister). The last
future form is also connected with her. While the future and present
time planes served to the author to portray the two characters who are
not interdependent, Momir the Foundling, the object in the text, is the
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point of contact between them. In order to indicate indirect contact be-
tween the two subjects, the author used a common element, namely the

future tense which belongs to both subjects. We have already pointed

out that future tense forms connected with the subject kym (= godfa-
ther) have a hypothetical meaning, the performance of the actions sig-
nified by them is directly dependent on the other subject, Momir the

Foundling’s sister. The subject kym (= godfather) is almost certain of the

realization of his hypothetical actions, because he does not doubt that
the sister will embrace her brother, whereby his intention will be real-
ized. The crucial moment is expressed by the verb ctiasa (= is sleeping).
This state is particularly actualized by relating it to the present, which

raises it to the level of the utmost importance, because if the act of em-
bracing is not carried out, the intention of the subject kym (= the god-
father) will not be realized. Therefore the author’s idea is built around

the verb ctiasa (= is sleeping), so that it is not only essential for the

extract in question but for the whole poem. In example (2) there are

two time planes in the epic structure: the past and the future. Perfect
verb forms follow one another through six verses, only to be interrupt-
ed in the fifth verse line with a single future form. The perfect forms

signify predicate actions relating to four different characters: éuau cy
(= (they) were) - the wedding guests - 1; 1egasa ux (= (she) looked at
them); iosopusau (= (they) spoke) - two Vojinovic¢ brothers - 2; pacpguo

ce (= (he) got angry) - the uncle - 3; otiagHyo (= (someone) betrayed) -
someone; owitiagao (= (flesh) fell off) - from him - 4). Thus, actions of
four different characters are integrated within one time plane, namely
acts of four different characters have been brought onto the same tem-
poral plane - the past (the perfect). By using another time plane - the

future - now a character seems to have performed his two actions in

two time intervals: the perfect and the future - the uncle who got angry
(pacpauo ce) didn't want to invite his two nephews (the two Vojinovi¢

brothers) to the wedding. Thus, by occupying the two time intervals,
the epic character yjak (= the uncle) becomes especially important and

significant compared to the other epic characters from the quoted text,
and is thus additionally singled out.

There are many examples of parts of text in which one time plane is
realized, which is almost exclusively the present. That is understand-
able as the present, as we have proved statistically, is the dominant
tense in Serbian folk epic poetry.
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(1) Kag ce sceru cpricku nap Ctjenane,

HaJlaJleKo 3atpocu heBojKy,

y Jlebany, rpasly 1aTHHCKOME,

y JIATUHCKOT KpaJsba Mujauna,

no uMeHny Pokcanay heBojky;

Lap je upocu, 4 Kpasb My je gaje.
Lap uctipocu no kwuram’ HeBojky,
nak go3uBa Togopa Besupa:
,Cayro moja Tonope Be3upe,

Jla MU ugew 6ujeny Jlehany,

MOMe TacTy, Kpasby Mujauy,

Jla MU C (bUMe CBa16y yiogopuwi:*“
(...) (AHEMI, 51).

) ()
[Tog 6poj, cuHe, HAa TedTepe Kaxcy
HO y 11apa CTO XU/baJia BOjCKe
HEeKaKBOra Lapesa cliaxuje,
LITO UMajy 110 3€M/bY TUMape
Y ILITO jegy /beba llapeBora
Y LITO jauly KOWe 0Jy MeT[aHa;
LITO He Hoce TI0 MJIOTO OpYyXja,
Jl0 10 jeIHY O Mojacy cabJby.
Y TypuuHa, y TypcKora napa,
Kajicy, CUHe, IPYTY BOjCKY CUJIHY -
ormeBuTe jaHu4dape Typke,
IITO JeApeHe gpace, Kyhy OUIy;
jaHHA4apa, Kaxcy, CTo Xubaja.
Kaokcy, cune, v logope /byiu
y TypuuHa Tpehy BojcKy cU/IHY -
Hekakora Tyky u MaHIIyKy,
a LITO XyYe, a ILITO IPAHO Wyue.
Y TypuurHa BojcKe CBaKojake

(...) (AHETII, 139).

®3) ()

[otuelowe nepHe 6y3/0BaHe,
ciiagoule ce vwUMa yiapaTy;



Oy3/0BaH’ Ma 1epa od1omuule,
dayuuie ux y 3eJeHy TPagBy,

0J1 I06pHjex Koa ogckouuule,
wyetauie ce y KOCTH jyHa4ykKe
Y UoIHawe 10 3eJIEHOj TpaBHU
(.r) (AHEMI, 241).

As is evident from all the examples quoted above, present forms or
aorist forms were used in continuity, thus realizing one time plane - the
present or immediate past. If we bear in mind that the present, as we
have repeatedly pointed out, is the most frequent tense in this kind of
poetry, it is obvious that it most often forms such epic structures. The
use of the present forms in example (1) is motivated by demonstrating
the moment of preparation of Emperor Dusan’s wedding. The emperor
is getting married, but in order to be married, first he must propose to
the girl, which means that the emperor proposes and that her father
gives the girl, and then the girl is betrothed; after that someone goes to
arrange the wedding. Example (2) illustrates some details in describ-
ing the three armies, with the introductory present form xascy (=(they)
say). The first army is depicted with the following details: what its sol-
diers have, what they eat, what they ride and what they wear; the sec-
ond army is described, again with the introductory xasxcy (=(they) say),
with reference to what they hold; for the third army, with a triple intro-
ductory occurrence of present forms: kaxcy, kaxcy and iogope (=(they)
say, say and tell), they say it beats and roars. Thus various details and
actions, referring to different epic subjects, are equalized through a
uniform use of present forms, being brought onto the same time plane

- the present. The question is what the purpose of that was. It was prob-
ably to show all the diversity and non-uniformity as strength and virtue,
not as weakness and fault. As the last verse line suggests: YV TypuuHa
sojcke caakojake (= There are diverse armies with the Turks), the power
of that army is actually based on its diversity, and due to that it is ready
to fulfil any number of tasks, however different they may be. This, on
the other hand, provides an alibi, a justification for a possible defeat
of the opposite army.

In example (3) all the aorist forms: lioiieiowe - ciuagowe - oda0muwie

- dayuwe - ogckouuuwe — wyetauwe — uoiHawe (=(they) drew - started

- broke - threw - bounced - grabbed - started chasing) are linked to
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the same epic subject, and serve to name the actions the subject car-
ries out. From this we can draw the following conclusions. In the first
two examples different subjects and their different actions are treated
as equal by being brought onto the same time plane, the present, ex-
pressed by forms of the present tense. In this way all those elements
are made as prominent, obvious and real as possible. In example (3) the
different actions performed by a single subject are also brought onto
the same time plane through a consistent use of the same tense - the
aorist, which signifies immediate past, the past that can be remem-
bered clearly. The use of the present tense is intended to make all the
actions as obvious as possible, and to create an illusion of the narra-
tor’s presence in the event. Even though the three examples manifest
a certain autonomy and individuality in their interrelations, there is a
pronounced tendency for the different elements to be equally actual-
ized, which would add to their significance in this context.

After the analysis, several general conclusions can be drawn. Firstly,
in dealing with the subject of Combinations of Tense Forms in Folk Epic
Poetry, we excluded from our research all verb forms (moods) which ex-
press no temporal dimension, which, in most cases, has not been done
by scholars so far. In order to establish correctly and accurately which
temporal dimension is the most frequent in this kind of poetry, we used
the statistical method. By means of this method we obtained the data
indicating that the present as one of the three temporal dimensions is
the most prominent, and that its presence is around 60.00%, whereas
the remaining two dimensions, the past and the future, cover around
40.00%. This data is somewhat surprising, as it was to be expected that
the past should occupy the first place. This expectation, which was logi-
cal, was suggested by studies carried out concerning the Russian folk
verse. They showed that perfect forms, namely the temporal dimension
of the past, was dominant. We therefore tried to find good reasons for
an unexpected dominance of the present tense in Serbian folk epic po-
etry. We think that it arises from the fact that folk epic poetry was to the
Serbs a kind of haven for their physical and spiritual survival following
the loss of state and freedom which subjected them to several centuries
of slavery. Thus the present tense signifying the present time, actually
reality and truth, is the most frequent, as every past time carries with
it a certain kind of fantasy, unreality. All the events described seemed
more real and truthful owing to a dominant use of the present tense.
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In addition, the use of this tense in a literary work is aimed at creating
the illusion of the real presence of the narrator in the event described,
whereby the reality of the event is confirmed. Apart from that, there is

a strong possibility that the folk poets (the gousle players) were actual
witnesses of certain events, and indicated their presence by using the

present tense. The present tense was further conveyed through anal-
ogy into other epic poems, where the gousle players did not witness

the corresponding events. The dominant presence of the present tense

in Serbian folk epic poetry can also be explained by the fact that apart
from its indicative use the present tense in the Serbian language is of-
ten used in its relative function as the historical present. This aspect
certainly contributed to its numerous occurrences in epic poetry. As

our main task was to investigate combinations of tenses in Serbian folk
epic poetry, we again drew on statistics analyzing the beginnings and

ends of 50 epic poems. The statistics have shown that 19 of them begin

and end with the same tense, and that in somewhat over a half it is the

present tense. The remaining 31 poems begin with one, and end with

another tense. When we embarked on our main task, combinations of
tenses in Serbian folk epic poetry, we started discovering very inter-
esting phenomena. As all epic poems are rather long, and we analyzed

the longest ones, it was not possible to observe tense combinations

throughout the poems, so we observed them in some of their extracts.
It was especially interesting that in this kind of Serbian poetry time was

expressed in three ways: one-dimensionally - by means of the present
tense; two-dimensionally — by combining the present with the future, or

the perfect with the future tense; three-dimensionally - by combining

the present, the perfect and the future tense. Each of these tense struc-
tures has its specific properties which we have described and displayed

graphically for ease of understanding. But it is fascinating that in the

poems with two or three time planes there is a strict manner regulat-
ing their combinations, entering into the area of harmony. These com-
binations which imitate the golden section (or asymmetry), make up

extremely strong and logical systems, which irresistibly remind us of
the universality and perpetuity of alternating time periods.
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Some Elements of the Poetic Language
of Romantic Poets

In almost all existing studies devoted to the linguistic activity of Vuk
Karadzi¢, as well as in a broader context*?, the category of language
has been considered and observed only from the lexico-grammatical
aspect, which has prevented due recognition of the totality of his work
in philology. Namely, in addition to the abstract lexical-grammatical
level, the study of Karadzi¢’s linguistic activities should have included
the concrete level of the standard Serbian language of the time. Both
the former and the current disputes over orthography and other
language problems related to Karadzi¢’s work have never had a decisive
influence on the recognition of what he achieved in the domain of
linguistic doctrine. However, the conflict over the vernacular, namely
the folk poetry vernacular, and in turn the conflict over folk poetry
itself, i.e. the conflict over its role in the creation of Serbian literature
(and other literatures: Montenegrin, Croatian and Muslim) has had
incalculable consequences. The occasion for the conflict which arose
between Vuk and his opponents lies, among other things, in the fact that
Serbian authors and theoreticians of the first half of the 19" century
were enthralled with literary-theory and aesthetic ideas dominating
the European poetics of the 17" and 18™ centuries, or the rationalist
aesthetics of the 18" century, and had as a result a very unfavourable
opinion of the vernacular, especially folk literature, regarding it as
an inferior kind of poetry.# By contrast Vuk aspired to creating a

42 Almost all studies focused on the language issues relating to the pre-Vukovian,
Vukovian, and post-Vukovian periods give preference to the formal (phonetics,
morphology, lexis, syntax), rather than the essential linguistic-stylistic
properties of language. It is sufficient to mention a few such works (Albin 1968;
I'puukat 1987 and 1991; Miuh 1964; JepkoBuh 1971; 1981 and 1990; Kamnh 1984;
Muxaunsnosuh 1974 and 1984).

43 Itshould be pointed out that non-Vukovian poets (the poets of the old Serbian
and middle-class traditions) wrote in two languages: the Serbian vernacular
(plain Serbian) and Slavic Serbian. However, they did not know either of these
languages well enough. The rejection of Vuk’s language, which represented the
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national literature in the folk spirit, which was not reflected only in the
vernacular as such, but in the vernacular as the language of Serbian
folk poetry.

In addition to an abundance of fresh motifs and a specific spirit of
folk naivety, Serbian folk poetry could also offer to the Serbian poets of
the time, through the developed poetic language, new, complete forms
of poetic expression: a new poetic lexis, a new poetic syntax, a new po-
etic versification, and new poetic composition. It is then no wonder that
some poets, the so-called Serbian Romantics such as Branko Radicevi¢,
Jovan Jovanovi¢ Zmaj, Pura Jaksi¢ and Laza Kosti¢, influenced by the ide-
as of Vuk and Danici¢, used to borrow from Serbian folk poetry a broad
range of poetic material and expressions: subject-matter, motifs, lexis,
syntax, diction, symbolism, types of verse and other poetic forms.

If this is borne in mind, it becomes clear that the effects of Vuk’s
language activity cannot be sought only in the grammatical codifica-
tion of the vernacular as a standard language, but also in the dynamic
structure of poetic language, in all its layers. In addition to this, all lay-
ers and levels of poetic language should be viewed as an organic unity
in their interaction, since thoughts, emotions, sensibility, phonetics,
morphology, lexis, syntax, metrical schemes, rhythmical inertias and
poetic forms all make up the structure of poetic language.

Even though the topics and motifs of the Romantic poets (Radicevi¢,
Jovanovi¢-Zmaj, Jaksi¢, Kosti¢) and the Neo-Romantics (Musicki, Steri-
ja) were almost identical, as both the former and the latter celebrated
love and patriotism - the thoughts, emotions and sensibility of the Ro-
mantic poets are much different: the emotions are more powerful, more
genuine and natural; the thoughts are much deeper and closer to the

dialect of Herzegovina, was quite understandable, that language being quite
unfamiliar to many of them. Even though Slavic Serbian was a hybrid language,
and even though these authors did not know it well enough either, it had for a
whole century been handed down from one generation to another as a holy

object, a gem of the literary tradition. At this point we should also note that the
Vukovian poets, Radic¢evi¢ and Zmaj above all, were neither quite familiar with

the vernacular, but learned it mostly from Vuk’s Rjecnik ( = Dictionary) and

his Folk Poetry collections. Namely, it is well-known that these two poets were
collectors of folk poems (Radicevi¢) and words from folk idioms (Jovanovi¢-Zmaj).
We may add Skerli¢’s words: “Feeling that he was not sufficiently familiar with the
vernacular, which was in his time clearly becoming the standard language, Zmaj,
like Branko Radicevi¢, studied Vuk KaradZi¢’s Serbian Dictionary and learned from
it. Moreover, he collected dictionary material himself” (Ckepsinth 1967: 296).
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folk worldview; the sensibility is more refined, subtler, more sensual.
This change of sensibility was reflected in the forms of expression itself,
as those extra-linguistic elements significantly influenced the choice of
lexical material, metrical forms, rhythmic inertias, poetic forms. And all
of that largely determined the character of poetic language.

Consequently, an analysis of the properties of poetic language based
on a description of the formal elements used by these authors would
have very little effect. Even a detailed account and inventory of all
grammatical categories has no major bearing on the structure of po-
etic expression. One should therefore search for the functions* of the
identified phenomena, for their role and meaning in a poetic structure.
With that in mind, we will try to briefly point out certain phonetic-
morphological, lexical, syntactic and rhythmic properties of the poetic
language of the Serbian Romantic poets. Considering the scope of this
paper, we shall focus on several selected examples.

Due to their reliance on the routine figural character of folk diction,
the Serbian Romantic poets in their poetic method made abundant use
of phono-metaplasms - grammatical forms created by deforming the
neutral standard (by adding, omitting, replacing, altering or chang-
ing the place of a certain structural element*). Phono-metaplasms*

44 This is partly the stylistic function of which B. ToSovi¢ says: the stylistic function
represents the purpose for which a language or stylistic form is used, primarily
for achieving stylistic effect and expressiveness (Tomosuh 2003: 48).

45 With respect to the manner of modifying grammatical (neutral) etalons in the
poetry of Vukovian poets, we have identified five phono-metaplasm types:
prostrictive, restrictive, substitutive, mutational and transpositional.

46 The phono-metaplasms referred to above are only partly phonetic and
phonological in the linguistic sense; namely, they have only partly developed
through sound processes, many of them being products of morphological
changes. Both groups are very diverse, eg. phonetic archaisms (gpxhe, old base
Jpr- / gpxhe = is trembling), general or positional phonetic reductions (the loss
of h. wuya / nTuna = bird, 3adawao / 3abaswao = entertained), caused by the
particular function of a word or form (in the imperative: desxcmo / desxcumo = let’s
run, ciuaH / ciuaxu = stop, in frequent words with specific functions: Hekea / Heka
= some, HeK8oM [ HekoM = with some, 11aj / inegaj = look); produced in word
contacts (es/ eso = here, Hel / Helo = but, ‘8e / 0ge = these) (eso, Helo, oge =
here, but, these): semantically emptied formatives (iiocacitianem ce / cactianem
ce = I meet, Habau3y / 6ausy = near, gaHak / gax = day, 6ojak / oj = battle);
formatives established by analogy (oitia / tua = that (one), oga / oeaj = this (one),
oHa / oHaj = that (one), oHegy / WwoHy = are sinking, gagy / gajy = are giving);
synonymous case endings (Ha epatuu / Ha 8pattiuma = at the door, k epattium / k
epaiiuma = towards the door); conditional syllable reductions based, more
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as phono-metaforms come into the Romantic poets’ language from
the everyday, colloquial language, where they are formed as a result
of ignorance of the standard language norm. In the poetic language
used by these authors there are, according to our research, as many
types of phono-metaplasms as there are parts of speech in the Serbian
language®. However, in this work we are interested in the functional,
rather than the formal aspect of these phono-metaplasms. Thus, ana-
lyzing their role in the poetic achievements of B. Radicevi¢, ]. ]. Zmaj, .
Jaksi¢ and L. Kosti¢, we have established that the phono-metaplasms
in the poetry of these poets have three primary functions: (a) stylistic,
(b) rhythmic, and (c) auditory (euphonic).

Phono-metaplasms as deformations of any kind do not enhance
the discursive, but only the stylistic information, since they, as forms
of forms in poetic language, constitute a deliberate disruption of the
standard language norm (either when originating from vernaculars,
or from dialects, or belonging to an idiom ranking as standard, or con-
stituting part of an old language norm). A deformation of a standard
language form (regardless of the manner) concentrates the reader’s
attention on the formal part of the utterance, slows down the pace
of perception, whereby the phono-metaplasm itself is actualized in
the surrounding context, and simultaneously marked in terms of style.
The Vukovian poets employ phono-metaplasms in order to attract the
reader’s attention to a detail, to create a particular “atmosphere”, to
name the characters, images, actions by simple elements, to motivate
a character’s speech, mentality and culture, to introduce into the style
the local idiom and folk character of language, and on occasion for the
characterization and individuation of certain characters. As an illus-
tration, we will quote one example from Radicevi¢’s, and one example
from Kosti¢’s poetry.*

or less, on dialectal phenomena (3ajcitia / 3auciua = really, tipatujo / ipatiuo
= followed, 3aw /3awiio = why, Huwiti / Huwiia = nothing); particle extensions
(meHeka / meHe = me, WiyHa / Wy = there/) - etc.

47 Every part of speech in the Serbian language produced its type of phono-
metaplasm in the poetic language of the Vukovian poets: nominal, verbal,
pronominal, adjectival, numerical, adverbial, prepositional, conjunctional,
particle, exclamatory phono-metaplasms.

48 Due to the limited space, even though it was possible to quote more examples
by each poet, we only quote two or three examples for each category.
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(1) Kapg cam cuHoh oBze 6uia
W BogUIe 3aUTUA,
Jlobe MoMue 1ipHA OKa
Ha xomuLy J1aka CKOKa,
[To3apaBu Me, 36oput’ ofe:
»Jajae, cene, masio Bojse!”
OBe peyH - cyaTKe CTpeJie —
Munyie Mu rpyu 6ese -
CkouuX MJIaia HheMY CTUTOX,
JlUrox Kpyar, pyKy AUroX,
Pyka gpkitia... kpuar goJe...
Ofie Ha ABe HA TpH MoJie

(.r) (PBP, 51).

(2) U3 jegHe camo Macke y ApyTy:
BecesnuMo ce, cBazi6a, MoKJIaje,
W 'Hako je nakpaujaMa yac.
0x, Tako je jamayaH MU cMep?

Y wanu hy ga ctpMmeH o6urpam,
Y wanu pehu TajHe 36U/be pey,
Y wanu iziegatwi’ cyHoBpaTaH na!
Y mwasnu ctuhu cBOr )XUBOTA HaJ.
CBaTOBCKY TajHY AYXX/y U3/1aTH
W ’sako Mory, Mory cBaku 4ac;
An’ yeepuill’ Ta TeK 0BaKO 3HaM:
(kJi011, 123).

The phono-metaplasms used both in example (1): 36opuiwr’® (in-
complete infinitive) (36oputiu = to speak); gpkiua (phonetic archaism)
(gpxiuatiu = to tremble), and example (2): 'Hako (adverbial aphaer-
esis) (oHako = anyway), inegaiu’ (incomplete infinitive) (i1egaitiu = to
watch), 'eaxo (adverbial aphaeresis) (osako = this way), a1’ (conjunc-
tional apocope) (a1u = but), yeepuit’ (incomplete infinitive) (yeepuiiu
= to convince) - symbolize the lyrical subject’'s manner of expression,
at once indicating his individuality and authenticity.

49 The phono-metaplasms have not been translated into English as there are no
corresponding English forms.
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In the poetic language of the Serbian Romantic poets, a large number
of phono-metaplasms, which derive from various dialectal forms, ar-
chaic formations, from truncating words and neologisms, sound eli-
sions and reductions in different situations, assume a rhythmic func-
tion. Only those phono-metaplasms can assume the rhythmic function
in which the syllable structure is altered from the primary form, which
is appropriately reflected in the syllabic and metric-rhythmic struc-
ture of the line or the broader context. In the poetry of the Romantics,
the increased use of phono-metaplasms in the rhythmic function was
mainly due to compliance with the rules of metrical line, namely its
metric-rhythmic organization. We quote two such examples from lyr-
ics by JaksSi¢ and Radicevic.

(1) I'pMmuy nyuika, iopegy obaanu.
MpTBoOr CyHIIa KpBaBHU Cy 3paLy;
Ana’ KyGypa ipyro CyHIle CTBapa,
A u3 Bojcke Typ4uuH nporosapa:
.Kpaj’ne xohy, // nenvjo kpBaBa
,He nam Kpaj’ne! // EBo pyca raasal“

(®m, 33).

1«

(2) O, Jynuje, 9y iy, nparu 6pare,
Kapukaga ja ¢’ paxk/byTUX Ha Te,
[l1aHyx Ha Te Ka’HO oTram KHUBHU.
A, Moj 6paTe, 3a TO Me He KPUBH;
Ta u oHO BeJjpo HebO rope
Tako yBeKk ocTaTU He MOpE,

W oHo ce 3a uacak HaByue,

Bypa AyHe, rpoMOBH 3axyye

Jla moMucIMILI CBUjET ce pacnaje,

An’3amMasio - ma cBera HecCTa/ie,

['poMm yMyKHe, HEGO ce pasraJy,

[1a ce xynu iipehawrboj3u cMeje,

CyH1e rpaHe, na ipejaiti’ HaBaJy,

Te jown siemnie Hero tpehe rpeje
(PBP, 136).
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In example (1), by using the prostrictive phono-metaplasm iopegy
(iopetu = to burn) and the restrictive as’ (a1u = but), Kpaj’ne (Kpaju-
He = borderland), Jaksi¢ succeeded in preserving the metric-rhythmic
structure of asymmetrical (4//6) decasyllable and the syllabicity of
the whole context. In example (2), with the restrictive metaplasms ¢’
(ca = with), ka’no (kao = like), an’ (anu = but), ipejaw’ (ipejaiuu = to
heat) and the prostrictive uacak (vac = moment), ipehawr0j3u
(iipehawrbu = past), tipehe (iipe = before), Radicevic followed the struc-
ture of symmetrical decasyllable (5//5) throughout.

The auditory (euphonic) function of phono-metaplasms in the po-
etry of Serbian Romantics is most frequently exhausted in creating
identical rhyming clusters. In such cases only one rhyming unit is de-
formed in order to bring it into accord, in terms of sound and phonic
qualities, with another rhyming word, whereby their rhyming clusters
become identical: goma (= home) - oma (= at once), sohe (= leader) -
gobe (= came), meti'o (= put) - s1ettio (= summer), izegu (= is looking) -
dsegu (= pales), auc’ (=leaf) - mupuc (= smell), jako (= strongly) - iiax’o
(= hell), maau’ (= small) - dpoiyiwiasu (= swallowed). On occasion, for
achieving the purest possible consonance, the poets were forced to
intervene in both rhyming words. Here are two such examples taken
from the poetry of ].]. Zmaj and B. Radicevic¢.

(1) Cge ce THIIIa, CBE CE MUPH,
- CBeT ce KaH/ia caj, jolI UPH —
A 6ecKpajHOCT Yy [PHUHHU
Kenu Herze na og’ane,
[Ia Ha Mojy myuy uaHe,
Ty npebJsiesie, kao aa je
[pwa panu moh -
ey Ha Me ocTaB/ba Me —
To ce 30Be HOO

(11, 159).

(2) , U rnepaj uBetuh mro cu jyTpoc goHo,
Ja ' HUCaM MO/1a YeCcTBOBaJIA /1ap,
Ha rpynu riesaj Kako MU je K/10HO,
OnpocTy, npyUYrHA je JbyOBEH Kap;

87



Jep kaz Te j’ jyTpa 4ac ca co6oM oHs,
Op TeGe HEMaX, OCHUM I[BETKA 1Iap,
Ha wmeMy Moje nacJjia cam ja ouy,
Y Bojly Tako wera He yMOuM’

(pBP, 78).

In example (1), changing the primary: ogaxHe (= rest), iagHe (= fall)
into the secondary forms: oga’ne - iiane, Zmaj succeeded in creating
completely identical rhyming clusters (-ane:-ane). In example (2)
Radicevi¢ brings into accord the consonance of the three words mak-
ing up the rhyming cluster: goneo (= brought), k10Hyo (= drooped),
iioHeo (=took), in order to achieve a high level of euphony goné - k1016

— UoHO (-0oHO:-0HO : -0HO) in the rhyming units.

The lexical richness and diversity in the poetic language of the Ser-
bian Romantic poets is, among other things, a result of their obvious
aspiration to give a wholly poetic function to archaisms, provincialisms,
barbarisms, the “non-poetic” words of the colloquial language. For that
reason, every such lexeme, depending on its origin, introduces differ-
ent stylistic-semantic values into the poetic context. Drawing on folk
poetry, these poets, some to a greater (Radicevi¢ and Jovanovi¢-Zmaj),
and some to a lesser extent (Jaksi¢ and Kosti¢), resort to the lexis “indi-
cating the typical animalist-symbolic, mythical experience of the world
typical of the primitive-savage” (?)KuBkoBuh 1965: 49).

In his lyric poems, Radicevi¢ thus reduces the world to several con-
trasted concepts from nature and life: fopa/goauna (= mount/vale),
iosme [ wyma (=field /wood), peka /Tiottiok (=river /brook), poca /ipasu-
ya (=dew/grass),cyHye/gaH (= sun/day), 36e3ga /mecey (= star /moon),
acytio /3eneHo (= yellow/green); gpaiu /gpaia (= he /she darling), maj-
ka/oway (= mother/father), dpaiu/ceciipa (= brother/sister), /by-
bas [ mpaxcra (= love /hate), pagocti /doa (= joy/pain).

Kako cTuxe, cyHye rpany,
CBeT.siv €’ iopa v goauHa,
A nyTHUKY Aylua IJ1aHy.
[la 3akJIMKTa OJf MUJIMHA:

0j, cyHawye 1TO pa3roHuUIl
[lycte Hohu cuHe Tame,
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0j, Tv HE6O, I TOHO TOHUII
PocHe cBoje cy3e Ha Me.

0j, TH Iopo, LITOHO Trajull
Muie necMe, MUuJie NTUILE.
0j, 1usago, mIToO Ce cjajuLn
[lyna poce v wipasuye, -
(pBP, 52-53).

The same applies to Jovanovié. In Byauhu (= The Roses) and Byauhu
yeeoyu (= The Wilting Roses) he employs the vocabulary of the folk
lyric poet: cyHye u 3opa (= sun and dawn), mecey u 38e3ge (= the moon
and the stars), yges10 u pacyeaso usehe (= withered and blossoming
flowers), caagyj u aetituup (= nightingale and butterfly), 31atio u ducep
(= gold and pearls), susa u anbeo (= fairy and angel). Apart from natu-
ral symbolism, Zmaj made use of some highbrow abstractions: kruie
u xapwuje (= books and papers), cgettiurba (= holy object), yoscacHo
gesauku cgett (= the tremendously large world), etc.

(1) Oj meceue, MHOTO MU je KPUBO.
Jpary cu My y 4eJsio 1eJuB’o,
Tu y 4eso, a cyHye y 1ule,
PyjHa 3opa o6e jaroguie,
[Ta To BeheM u KoMILIUje 3HAAY, —
[Tosbyniiiu ce cCakpyuTH He Jany
(ym, 112).

(2) CyHye ¢’ poau, na 3aBUpHU
Y noHope mMojux rpyau;
[Tohe gasbe myTeM CBOjUM.
Ja ocTaHeM c jaoM MOjUM
Y yacacHo een’kom ceeily CaMm;
CyHye ¢’ pyxe. ciyurTta. 3ahe, -
To ce 30Be gaH
0y, 159).

The poetry of Kosti¢ and JakSi¢, to a smaller extent though, also came
to resemble folk poetry. However, owing to his “titanic discontent, vio-
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lent passions, explosions of anger, rebellion against life” (Ckepsauh 1967:
306), Pura Jaksi¢ introduced into his poetic expression some different
lexis, signifying what is unusual, unexpected, forceful in life and nature:
jeka (= echo), ypaukarse (= howling), xyk (= bellow), ipmuyitiu (= to
thunder), ipomosHuk (= thunderer), ipomosu (= thunders), dypa (= gale),
oiam (= flame), myroa (= flash), oayja (= storm), iHee (= rage [ire]), 6ox
(= pain), kps (= blood), sutiewitiso (= chivalry) - which constituted an
important feature of his lyrics.

(1) 3Byk Tpy6e, xyju, mo/baHa jeuH,
I'pmu u Uyya olars v pax;
RyTtehu cTojui, nagain 6e3 peuw,
['mHemw 3a HapoJ, rMHel 6e3 cTpa

(B, 40).

(2) U camo poTse 1o TOT KaMeHa,
Jlo Tor 6esieMa,
Horowm hein cTynuT, Mo/1a TOTaHOM,
Jp3Hew i1 gasee?... Yyhem ipomose
Kako TumunHy 3eMJbe cJ1060/1HE
ca IpM/ba8UHOM CUPAUWHOM KULA]Y;
Pazymehenr ux cpieM cTpall/bUBUM
[lI'Ta T¥ ca cMeJIMM IJ1acoM rOBOPE,
[la hew o cTewa TBpZOM KaMeHY
Bpwujane riiaBe Teme hesiaBo
Y 3aHOCHOMe CTpaxy JynaTH...
A’ jenaH uspas, je/lHy MHCao,
Uyhemw y 60p6e clupawHoj 10M/ba8U:
,0Tai6uHa je oo Cp6uHal“..

(B0, 60).

Searching for new poetic expression, Laza Kosti¢, among other things,
used to coin new words: usHukauya (= sproutling), ipesecesmka (= over-
merry [night]), Heltiperka (= winkless [night]), iiiakajruya (= tear-cry-
er), usewiucavka (dream-weaver), gekouipaj (= centurelength).

(1) Y mo Hohu tipesecesvke,
ca HelpeHKe TepeBEHKe,
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3arpejas ce AUrox oMa.
Ha ynvnu Hema cBeTa,
CaMo IIITO 0 CHETy LIeTa
jeiHa MOMa

(..) (kJ101, 29).

(2) Cpue Moje camoxpaHo,
KO Te [03Ba y MOj foM?
HeyMOpHa U/1eUCaHKO,
IITO MJIETHUBO MJIeTell TAHKO
Mebhy jaBoM U MeJ; CHOM

(kJ101, 54).

If we add to these diverse lexical layers a layer of purely Romanti-
cist lexis and expressions: ssyda (= love), cese (= lass), uego (= baby),
saHe (= sweetheart), dajHa Heea (= lovely bride), pocHo ysehe (= dewy
flowers), caattiku tomyday (= sweet kiss), yapodHu cHosu (magical
dreams), wuja Hojya (= silent night), Iycae jasopose (= maple gousle),
kociiu tpahegoscke (= forefathers’ bones), pane kocoscke (= Kosovo
wounds), iopke cy3e (= bitter tears) - then we can unmistakably deter-
mine the essential intensifiers of the poetic discourse of the Serbian
Romantic poets which served, above all, for “elevating the expression”
and refreshing style.

[t is well-known that there is a strict syllabic norm to the Serbian
epic decasyllable: its decasyllabic structure is divided into two separate
units - one of four, and one of six syllables. On the level of rhythmical-
intonation organization, this verse does not allow the overflowing of
language material from one verse line into another. Thus every half-
line came to be a distinct segment of the phrasal melody, while whole
verses were marked either by anti-cadences or cadences, whereas the
first half-line was marked by a half cadence, or a subdued, weakened
anti-cadence (TapaHoBckU 1954: 25). With a view to maintaining the
established norm, demonstrated in a complete correlation between
the syntactic and rhythmic-intonation sequences, the more complex
hypotaxis was avoided, and the simpler parataxis favoured (IleTkoBuh
1994: 194). Such regularity did not allow the severing of tight syntac-
tic links on caesuras and clausulas, so that the folk poet resorted to a
distinct method - the repetition and multiplication of whole syntactic
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units.>® A speech sequence thus organized, resulting from the nature of
the verse rhythm, led the folk poet to employ verbal units whereby half
lines and lines are sequenced. The stabilization of construction bound-
aries (verse line boundaries and boundaries between half lines) also
led to the stabilization of syntactic units which grew to be the meas-
ure and norm of the epic decasyllable. All that brought about a slower
development of syntactic units and a faltering progress towards a syn-
tactic sequence, which in turn led to a strict selection and typifying of
syntactic sequences and the creation of an extremely petrified, rigid
and artificially constructed syntax.®

The Serbian Romantic poets, who started using oral verse, had to
abide by its strict canon: to give complete independence to the syntac-
tic sequence. They were forced either to use the same ways of its for-
mation, or to break and distort that verse. There is no Romantic poet
who did not make use of the method of repetition and multiplication
of syntactic units in creating his own verses.

(1) Y TaMHUILM Cy:KaH, OKOBaH,
y TAMHHUIIY je IJIaBa HApo/a,
y TAMHHUIM je CHara Hapoza,
y TaMHULY je HaJjla Hapo/a,
y TaMHUIY je cy/arn 60rojiaH,
y TaMHUL M je CaMCOH, OKOBaH
(kJ101, 100).

50 We shall quote an example of the asymmetrical decasyllable taken from
Serbian folk epic poetry.
I'pag rpagusia Tpu 6pata poheHa.
Jlo Tpu 6para, Tpu MpsbaBueBurha:
JenHo 6jewte BykauHe Kpasbe,
Jpyro 6jelie Yr/belia BojBoja,
Tpehe 6jewie MpsbaBueBuh ['ojko;
I'pag rpagunu Ckajap Ha bojany,
['paj rpaguiau Tpu rojuHe AaHa,
Tpu roguHe ca TpyucTa MajcTopa
(AHEI]I, 87).

51 The last boundary of the epic decasyllable has, in our country, been especially
treated by M. Topi¢. Among other things, he says: “The two-part flow is so
regulated that the internal signal is always subordinated to the external one. A
cadence can occur only on the boundary of a verse line” (Tonuh 1976: 228).

52 “The oral verse formed a syntax within syntax: it produced a specific phraseology,
the ossification of a distinct set of syntactic patterns” (IleTrkosuh 1990: 201).
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(2) Bejacre si1, 6paho Moja Mmu1aza,
Jla 1’ 6ejacTe BH Ha rpoOJby Kaja,
Aj, Ha rpo6Jby, Ha TOJIEMY?

- Ta yBek cM0O MU Ha HEMY.
['po6Jbe j’ 3eMsba KOj ce X0 U;
['pobsbe i’ Bosla KoM ce 6poiy;
['po6Jbe - BpTHU U rpajIuHE;
['pob6Jbe — 6pJia U 10JMHeE,
Caka cTona:

['po6 g0 rpoba.
['po6sbe j’ cnomeH J1o6a CBUjY;
['po6Jbe — KibUre HITO Ce LTH]Y;

() Oy, 84).

If the Serbian Romantic poets did not employ the method of repeti-
tion and multiplication, they resorted to “mutilating” the speech se-
quence on all levels: the phonological, morphological, syntactic and
semantic®, most often using the methods of reduction and reduplica-
tion.

(1) An’wrto neBax // Hehe y rpo6 cuhu
/Jloh’ he ntune // goh’ he Berpuhu
U nohu he // rpomoBH o3iopa,
TpiHyiu’ necMe // o HEMUJIUX JIBOPa
(PBP, 65).

(2) An’joul Texxe MeHU Tajia
llITo ja HeMaM, kK6 HEKaAa,
Muazo cpue, MohHe pyke:
Otiuw 6 6ux y xajayke —
CTexao 6UX 3J1aTHe TOKe,
KpuMmapuue nipHooke
W Ha gomy rojHe sbke

(B, 26).

53 . . P . e iy .,'
Ty

Zmaj and Jaksi¢” (IletkoBuh 1990: 198).
93



Radicevi¢ was forced to apply a certain kind of destruction, or reduc-
tion, to each of the verse lines, thus transforming the primary (standard
language) forms: asau (= but), gohu (= come), gohu (= come), ogosiopa
(= from above), @WpiHyiu (= wrench) into the secondary (non-standard
language) forms: a1, goh, goh, o3iopa, tupinyi’, in order to harmonize
the metrical-rhythmic and syntactic-intonation structure of the asym-
metric decasyllable. Pura Jaksi¢ applied a similar method by transform-
ing primary, standard-language forms: asau (= but), kao (= as), ottiuwao
(= left), sos108€ (= oxen) into the secondary ones: a1, k6, otuwd, 86ke

- in order to form octosyllabic verses.

The poetic language of the Serbian Romantic poets was notably
characterized by a layer of metrical and rhythmical inertias in their
verse. The new thoughts, emotions and sensibility which captivated
the Romantics, in contrast to differently orientated poets, required new
expression forms, which in turn brought about a new metrical and
rhythmical organization of language material. If we, for a moment, com-
pared the hexameters, elegiac distiches, archilochian stanzas of Lukijan
Musicki or, in the spirit of German metrics, highly regular schemes of
other poets, for example: Milos Sveti¢, VukaSin Radisi¢, Dorde Maleti,
Jovan Suboti¢*, Sterija Popovi¢, we would realize without great diffi-
culty “what Vuk’s collections of lyric and epic folk poems meant for the
metrical regularity, rhythmical vigour and versification diversity and
richness in Serbian Romantics’ poems as opposed to the irregularity,
stiffness and mechanical quality of the poetic rhythm of the poets pre-
ceding Branko” (?KuBkoBuh 1965: 43).

Thus the whole poetic work of Branko Radicevi¢, in this sense, sig-
nifies a total reversal in the Serbian lyric poetry, which had until his
appearance been plagiaristic, purely formalistic, mechanical. At the
very beginning of his creative work, instead of the stiff and academic
versification, Radicevi¢ adopted the light style and natural tone of the

54 For comparison, we will quote one stanza taken from Suboti¢'s poetry, written
in hendecasyllabic lines.
OTKyZ Tako, TU MUJIM Iy THUYE,
Y ’KUBOT 0Baj ocsa Ji' )KUBOT Tebe?
Je i1 TO *KUBOT, je JI' TO npaBo 6uhe?
Kapz cBeT He BUnLI, BUAUII JIU caM cebe?
OTan y Te6u cebe He MO3Haje,
Khep matu Tpaxy, Ty joj BUA He Aaje!
(cyA, 285).
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folk poem, which is especially reflected in his poems Gusle moje (= My
Gousle), Devojka na studencu (= The Girl at the Well), Packi rastanak
(= The Students’ Parting) etc. In a later period Radicevi¢ improved and
broadened his poetic sources, introducing a more complex and distinct
form into his poems (eg. the poems Tuga i opomena (= Sorrow and
Warning), Beracice (= The Pickers) etc). Many poems by Radicevi¢ even
now impress us by their melodiousness, enhanced rhythmical sensitiv-
ity and musicality of rhyming consonances.

As Skerli¢ says, Jovanovi¢-Zmaj had “a rare assimilatory ability, and
would easily adapt with his supple spirit... to the poetry of others. He
imitated the folk poem so aptly that some of his poems give the impres-
sion of being completely folk ones” (Ckep.sinh 1967: 296). This trait of his
is most obvious in Puli¢i (= The Roses) and Puliéi uveoci (= The Wilting
Roses), as all the poems in them are built on the metrical-rhythmical
background of folk lyric poetry. We will quote his verses taken from
bulic¢i (= The Wilting Roses).

(1) Kag cu pekJsia 6ucep aa je...
OBa peula, 0Ba MUJIa,
OHa Me je y HajBehe
Cume Mope npeTBOpUIIA.
0y, 135).

(2) llecMo Moja, 3aKUTH Ce LIBETOM,
[TecMo MOja, 3aMUPUILLU CBETOM;
Jou cBa cpua oxJsiaZiHes1a HUCY, —
[To3Hnahe Te, mecMo, Mo MUPUCY!

(ym, 138).

[t is then no wonder that Zmaj was said to be the only Serbian poet
who had approached the literary ideal of his time - that on the back-
ground of folk poetry he had created his own, creative poetry (Ckepsinh
1967: 296).

There may be no other Serbian Romantic poet who so dissociated
himself from the old objective, impersonal, moderate and didactic po-
etry as Dura Jaksi¢ did. He transforms the national pain into personal
despair accompanied by surges of overwhelming passion. His verses
often burst with ardent sensual love, emotional desperation mostly
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expressed in the lively, blithe trochaic rhythm of symmetric oral octosyl-
lable (4//4), symmetric (5//5) and asymmetric decasyllable (4//6)%.

(1) ,,Buna Muso!“ // - opuiio ce
ok je Musa // oBae 6uia
Cap ce Muuia // usrybua:
Tybe pyke // BuHO Hoce.
Ana Touy, // AHa cayxu.
An’ 3a Musiom // cpiie Tyxu

(B, 25).

(2) U oBaj kameH // 3eMsbe Cpbuje,
llITo, mpeTteh cyHuy, // Aepe Kpo3 obJiak,
CymopHor desna // MpayHUM 6opama
O BeKOBEYHOCTH // puya JjaJIeKoj,
[lokasyjyhu // HeMOM MUMHUKOM
O6pasa cBora // 6pasje fyb6oke
(B, 60).

(3) I'pMmuy nyuika, // ropeay obJany.
MpTBoOT cyHlla // KpBaBU Cy 3paliy;
An’ ky6ypa // Apyro cyHILe cTBapa,
A u3 Bojcke // TypuuH nporoBapa:
»Kpaj’'ue xohy, // nenujo kpBasa!”
»He nam Kpaj'ue! // EBo pyca riiaBa

(51, 33).

17«

Laza Kosti¢ also draws on natural images and symbols. Like his pred-
ecessors, he begins his poetic career writing in the spirit of folk poetry.
His beginnings are associated with a translation of The Iliad into folk
verses. Reading foreign literature, primarily Shakespeare, Kosti¢ tem-
porarily breaks away from the influence of folk poetry, and creates dif-

55 Prof. Kosuti¢ quotes Pura's poem Plen (= The Prey) written in trochaic
symmetrical dodecasyllables. Here is one stanza:
Camo nucka ciabux / opsoBuha cTojy,
Hema ko he jja ux / BpesioM KpBIIOM I10jH;
Beh ozaBHa zioma He Bpaha ce crapy,
W' He nMa xpaHe, Wi 32’ lbUX He Mapu
(xpo, 56).
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ferent verses. However, he frequently turns to both folk motifs and the
expression of folk poems. His plays Maksim Crnojevic¢ and Pera Segedi-
nac not only convey the spirit of folk epics but also, with certain styli-
zations, highlight all their tonal qualities. Laza Kosti¢ interwove into
the rhythmic texture of many of his poems the versification patterns
of folk lyric and epic creation, thus enriching them with new poetic
methods. We will mention just a few such poems: Vile (= The Fairies),
Na iskap (= Bottoms Up), Medu zvezdama (= Among the Stars), Ti i tvo-
ja slika (= You and Your Picture), Medu javom i med snom (= Between
Dream and Waking), Beseda (= Oration), Samson i Delila (= Samson
and Delilah), Slavuj i lala (= The Nightingale and the Tulip), DuZde se
Zeni (= The Doge is Getting Married), Santa Maria della Salute (= Santa
Maria della Salute) etc.

The poem Medu zvezdama (= Among the Stars) was composed in
symmetrical octosyllable (4//4). Here are several verses:

Bacuona // nykja nycra.

Beh y meHu // nyuia cycra,

a cpie Mu // crasiHo 6uje,

y TJIaBy MU // KpBIa Jidje,

as’ MU BUJIa // nule Muje
XJ1aJIOM CBOra // Kpuja MeKa,
Y jour HeKa // 6J1ara peka
HeKa cTpyja // u3 gajeka:
CBETU MUPHUC // naMTHBEKa

(...) (kJ101, 30).

We will quote several verses from the poem DuZde se Zeni (= The
Doge is Getting Married) written in symmetrical decasyllable (5//5).

W3 Mmopa HUK/IM // ABOPOBHU GeJiu.
Yuwm cy ce Tako // AUBHO nonean?
Jecy ' ux Basnu // co60M U3HEH,

W' ¥X je cyHIe // ymMuiao ganom?

Hu Bojia B/1arowm, // HU CyHIIe CyIIOM,
Beneuuja je // naxuyJa Aymom:
npolnia je 6oJsiect // Be4uTa, AyTa,
npouwia je ckopo // Mopuja, Kyra.
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Hemuja moBu // 6orarta, 3J1aTHa,
y Mope cTepe // Be3eHa IJIaTHa,
MoOpe ce peJi koM // BeceJio NeHu:
Hyxpe ce )keHU

(KJ101, 125).

Finally, if we summarize all that has been said so far, we can conclude
as follows: Serbian Romantic poets (B. Radicevi¢, ].]. Zmaj, D. Jaksic¢
and L. Kosti¢) used to derive from our folk poetry a whole repertoire
of poetic material and expressions: themes, motifs, diction, symbolism,
lexis, syntax, verse types, poetic forms. But that process was neither
spontaneous nor natural. One of the reasons lies in the fact that these
poets did not sufficiently know the folk language in which the oral lyr-
ic and epic poetry was created, and that they had before themselves
a highly developed poetic language which was as yet to be mastered
and adopted. However, the Vukovian poets had the fortune to start
their poetic careers at the time of Vuk’s appearance and the advent of
Romantic ideas focussed on folk creation, which was with Serbs on a
high creative level. These poets also had the fortune of not being, like
their predecessors, burdened with the past governed by different prin-
ciples of creation and poetry.
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On Interjections in Romantic Poetry

Drawing on linguistic research so far we can claim that in the last thirty
years, with discourse becoming a popular research subject and with
language periphery coming into the focus of various linguistic trendsss,
interjections have become the subject of numerous studies. However,
though numerous, such studies haven't been systematic enough?.
Interest for interjections dates back to the ancient times®, and con-
tinues throughout the Middle Ages* until the present. But the intensity

56

57

58
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“Due to the ‘discourse boom’ which has affected linguistics in the last few
decades, language periphery has become the focus of scholars’ attention.
Modern theories of pragmatics and discourse, being based on different
traditions regarding interjections and the scope of that category, give the
same linguistic terms different or only partially similar content. That makes
it difficult for the reader to understand the text, forces them to think not so
much about the aims and results as about the author’s attitudes, and requires
that we go back to the sources and reopen the issue of the interjection
phenomenon” (lllapoHoB 2002: 236).

“The need for such systematic investigations is of course undeniable. But
even without such investigations we know - as Karcevski was very well
aware - that interjections differ considerably from language to language. In
fact, far from being universal and ‘natural’ signs which don’t have to be learnt,
interjections are often among the most characteristic signs of individual
cultures” (Wierzbicka 2003: 285).

“Greek grammarians such as Dionysius Thrax (170-90 Bc), a representative
of the Alexandrian school, treated interjections as a subclass of adverbs, even
though they are syntactically independent as opposed to adverbs which
depend on verbs“ (According to: Graur 2006: 483-484). Views relating to
interjections which were formed in the Alexandrian School are almost
completely adopted by Felix Ameka: "The Greek grammarians treated
interjections as a subclass of adverbs since it was thought that they like other
adverbs ‘determine’ the verb even if the verb is only implied“ (Ameka 1992: 102).
As opposed to Greek grammarians all Latin grammarians like Remius
Palemon and Priscian treated interjections as a part of speech syntactically
independent of verbs. In interpreting interjections they go even further,
assuming that they reveal emotions and mental states (According to: Graur
2006: 483-484).
Speculative grammarians from the 13" century like Martin of Dacia and
Thomas of Erfurt insist on the relationship between verbs and interjections
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of research has not always been the same. At the beginning studying
interjections was only part of grammar studies, whereas nowadays it is
rather wide-ranging, greatly exceeding the bounds of grammar. Recent-
ly interjections have been treated in the context of different linguistic
levels: phonetic, morphological, lexical, syntactic, semantic, stylistic®.

Interjection research has most often been conducted in every-
day language, colloquial language and the language of fiction. Poetry
has rarely served as material for investigating interjections. We have
therefore based our research on poetry, the poetry of Serbian Roman-
ticists, having discovered that of all the literary movements and schools
present in Serbian poetry as a whole, interjections are the most promi-
nent in Romanticism®.

following Greek grammarians (Ameka 1992: 103). In Thomas of Erfurt’s
opinion interjections determine verbs or participles. He thinks that
interjections are related to the mind and that they express emotional states
(Graur 2006: 483-484). The opinion of Siger of Courtrai does not differ from
Thomas’s because he thinks that interjections are independent in the syntactic
sense, and that as elements of speech they signify different mental states
(Bursill-Hall, Geoffrey Lesley 1971: 120, 284). Apart from that Boethius of Dacia
follows the view that interjections are unconventional words expressing
emotions (Ameka 1992: 103).

60 Interjections have been investigated at all linguistic levels, somewhere less so,

for instance at the phonetic (Maczynski 1994: 145-148) and the morphological
level (Siatkowska 1985: 285-293; PoroxxHHKOBa 1959: 149-153), and more at
others, e.g. the lexical level (IparyHos 1959: 154-159; TowoBuh 2006: 61-75),
the syntactic (Grochowski 1988: 85-100; ['epmMaHoBuUY 1957: 29-33; LlIBegoBa
1957: 85-95), the semantic (Grochowski 1992; Wierzbicka 1992: 159-192; Sharp,
Warren 1994: 437-447) and the stylistic (Burger 1980: 53-69; Kuhn 1979:
289-297; Fraeser 1990: 383-395).

61 The aforesaid statement can be supported by several reasons which brought
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about a marked use of interjections. “An important, essential property of
Romanticism and its world view is extreme subjectivity. Personality, its inner
world, its imagination, and even its caprice - romanticists elevated all that into
a cult [...]. A romantic poet places his inner world above the outside world; the
outside world as something independent does not interest the romantic poet;
he values his view of reality more than reality as such” (Koxau 1971: 325-326).

“European romantics accepted Jan-Jacque Rousseau’s idea: that civilization
spoils man, that man is the best in the primitive state, and that therefore we
should return to nature” (Ckepsinh 1967: 222). “Romantic poetry, ignoring logic
and reason, approaches the principles of musical formation, which is also
manifested in the distinct sound organization of the poem which strengthens
its emotional reception” (®snakep 1985: 679). “Romanticism appeared as an
expression of accumulated emotional [...] energy” (I'nyurdeBuh 1967: 7). There
is a tendency in romantic poetry to transform every atom and element into



Current interjection research is characterized by different approach-
es raising diverse problems associated with this part of speech. In that
sense many scholars do not draw a clear line between interjections
and other parts of speech. Thus interjection research combines dif-
ferent linguistic criteria: morphological, syntactic, semantic, commu-
nicative, functional. Luckily there are also scholars who are trying to
distinguish interjections from other parts of speech which often as-
sume the positions of interjections and their roles as well®2. Consider-
ing that, there are many classifications of interjections depending on
the aspect focused on. Yet, interjections are most often analyzed at the
formal, syntactic and semantic levels. Apart from that, many scholars
classify interjections according to their functions into: (a) those serving
for denoting emotions, moods, mental states, feelings, excitements etc.,
(b) those serving for encouraging, commanding, calling, baiting and
chasing away animals, (c) those serving for imitating natural sounds
(TowmoBuh 2006: 61); (Bak 1979: 395)%.

[...] emotion (Besiek 1966: 119). “Serbian romanticism is a phenomenon within
European romanticism, as specific as the occurrence of any other Slavic, or
even Western European romanticism [...]. As a literary phenomenon reflecting
the European spirit in a certain historical epoch, Serbian romanticism
potentially carries with it essential artistic features more or less common to
European romanticism” (2KukoBuh 1962: 94).

62 Rather heterogeneous groups of linguistic units - emotional replicas,
onomatopoeias, communicative identifying units, reactive dialogue replicas,
pragmatic markers, etc. can also gain the status of interjections, namely, all
language units with the potential to convey communicators’ emotional
relations, which slightly distinguishes them from interjections (Rathmayr
1985: 332).

63 There are also other classifications of interjections into three categories,
but different from the aforesaid. Thus Ameka classifies interjections into:
expressive interjections which express man’s emotions and mental states,
conative interjections, used for calling people and animals, and phatic
interjections, used for expressing the speaker’s mental state and greetings
(Ameka 1992: 18). Emotional interjections can more or less accurately be
classified into three groups:

a) those expressing the speaker’s internal state: jao (= ouch), ax (= ah), aaa
(= oh) ... etc. (in case of lack of understanding, the usual reaction to them is

“What’s the problem?”);

b) those focusing attention on the disruption of a plan, scenario, course of
events: yiic, xm (= oops, hmm), ot Wwak-wiak, Hy gesa! etc. (in case of lack of
understanding, the usual reaction to them is “What happened”?);

c) those focusing attention on the classification or evaluation of the object:
o! ox-xo0-xo! uzapcho! cjajuo! (= Well, well! Great! Excellent!) etc. (in case of lack

101



As regards poetic texts in verses®, reasonably enough they mostly
include interjections expressing emotions®, namely different emotion-
al states: sorrow, anguish, happiness, pride, haughtiness, grief, fear, anger,
surprise, shame, disgust, pleasure, joy, etc.

There are few interjections connected with aspects of life where
the lyric character’s emotions are not prominent. Such interjections
usually belong to the category of interjections signifying the chasing
away and baiting of animals, or the category of interjections imitating
natural sounds.

(M ()
Mu cmo Mauie,®®
An’ cMmo 3Hase
Jla Hac Hehe

64

65

66
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of understanding, the usual reaction to them is: “What are you talking about?”)
(LlIapoHOB 2002: 235).

Regarding meaning, in linguistic studies interjections are classified into
three groups: (1) interjections o (= oh), oj (= ow), ax (= ah), yx (= ugh), jao
(= woe), jaoj (= ouch), ixyj (= whew), oxo (= well), xaj (= haj), etc. - for
expressing horror, fear, grief, anguish, surprise, etc.; (2) interjections cuk, aj,
ajc (= get out), gypa (= stop), uy (= sooey), uw (= shoo), wuy (= scat), ow
(= scram), etc. - for baiting and chasing away cattle; (3) interjections gym
(= boom), ujy (= whizz), kepy (= crack), etc. - for imitating natural sounds etc.
(Mo3auk 3Hama 1972: 457).

The verse configuration, with its specific measure and internal organization
rules, becomes a separate language structure not only compared to any
prose, but to literary prose as well. It is therefore small wonder that almost
all scholars, when speaking of differences between verse and prose, point out
that verses have boundaries imposed by extra-linguistic instruments, in the
oral form by (for all listeners) uniform intonation, in writing (for all readers)
by graphics, and that verses are separate commensurate text sections, in
which words are more tightly connected, emphasized and richer in meaning
than in any other kind of speech” (Yapkuh 2006: 34).

In religion and art, and partly in philosophy, emotions have also been ascribed
the cognitive function, no less important for understanding the world than
intellectual functions (Kpctuh 1988: 153-154). Many psychologists think

that emotions are really impossible to define (Marinm 1972: 113). As regards
expressing emotions, psychologists often invoke sociological factors. In that
sense Nikola Rot lays special emphasis on anthropological data (PoT 1989: 212).
Emotions are manifested in three general ways: language (speech), manifest
behaviour and physiological changes (3Bonaper; 1981: 258-259).

We should bear in mind that all the three quoted examples have been taken
from the poetry of Jovan Jovanovi¢ Zmaj.



Huko xTeTH,

Huko cmeTu

Tako BoJsieTH

Kao Tu...

- hujy hu

(..) (B, 51).

(2) Huwrra Bumie He Hay4yu
[Tauypsuja Ta,
Hero wro je u npe 3HaJa:
I'a, 1a, 1a, 1a, 1a!

(ym, 362).

(3) My-y!
- Xa, cag cu ty!
Cap hy Te BujaTy,
Cap hemr nosvjaTy,
Cap hemr uckujatu!
['Jsie cafg jyHaka mor,
Kako ra ctpauu por!
My-y!
Ja Bujam peny 3.1y.
My-y!
() (1, 367).

Sometimes another part of speech functions as an interjection in

romantic poetry. Most often they are particles.

(1) E, Tako je CpIICKO JieTe,
Bbpe, TypuuHe, dpe!
CrosnvM MaueM y CBET jypH,
C maueM ymupe...

(B, 46).

(2) Mo Cpbuju Tako xoaa -
['ne rog Koju KaMeH HUUE,
May4 My faje, HOXK My IIpy»Ka:
Eeo, 6paTe, ocBeTHUYE!
0y, 73).
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(3) I'n1e, v jaHAcC cyHallLe yTeue,
['n1e, v [aHac 3aMaH npohe Beye;
Hoh y Tamy 11eo cBeT 3aBHja,
A’ y cpuy BesbM HAJ, MU cHja

(pBP, 112).

We have already pointed out that in romantic poetry®, both Serbian
and European, interjections dominate as one of the strongest forms of
emotional expression. It is therefore no wonder that all or most of verse
lines in a stanza begin with the same interjection, or that one interjec-
tion is repeated several times in one or more successive verse lines.

(1) O, 3ymbyuie, 3ymoy.e!
O, Tv 30pO CjajHa,
0, nposiehe, npoJiehe,
0, ;by6aBH TajHa!

(ym, 55).

(2) I'efa nyTHUK OKOJIMHE,
Bana BpyJsy oJ MUJIMHE,
Ofe neBaT’ TaHKO, I'JIACHO:
,Jao, He60, aJl’ CM KpacHo,
Jao, peko, 6pAo, 10710,
Jao, ropo HaokoJio!
Jowrte jegHO Yeno, jao,
[1a 6ux oBJie 1 ocTao!”
(pBP, 98).

(3) Bpara mikpunyiue...
0 pyue! O, musa ceHu!
0 majko moja! 0, 6s1aro MeHH!
MHoro je fjaHa, MHOT'O F'O/IUHa,
MHoro je ropKuX 6UJI0 UCTUHA;

(o) (B, 52).

67 In this paper we have used material from Serbian romantic poetry, using as
examples verses by Branko Radicevi¢, Jovan Jovanovi¢ Zmaj, Pura Jaksi¢ and
Laza Kosti¢. Investigation of this material has led us to the conclusion that all
these poets frequently used interjections in their poetry, which can be taken to
be a characteristic of their poetic work.
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The four poets analyzed here exhibit different patterns in their use
of interjections. In that sense the frequency of the interjections used
differs among the poets. Pura Jaksi¢ uses four interjections: ax (= ah;
oh) - 30, e (= well; oh) - 29, o (= oh; 0o/h/) - 29, ox (= oh; oo/h/) - 40,
Branko Radicevi¢ uses three: o (= oh; 0oo/h/) - 43, 0j (= ow; 00/h/; hey)

- 37, ox (= oh) - 28, Jovan Jovanovi¢ Zmaj two: o (= oh; oo/h/) - 29, ox
(= oh; oo/h/) - 53, while Laza Kosti¢ uses one: ox (= oh; oo/h/) - 124.
Even though these poets differ in the diversity of the interjections used,
the differences are not so great. Laza Kosti¢ uses 23 different interjec-
tions, as well as Jovan Jovanovi¢ Zmaj. b. Jaksi¢ follows with 20 different
interjections, while B. Radicevi¢ makes use of only 15 different ones.

As regards the interjections used, all the four poets use the same
six interjections: ax (= ah; oh), e (= well; oh), o (= oh; 0o/h/), oj (= ow;
oo/h/; hey), ox (= oh; oo/h/), xej (= hey).

B.Radicevi¢ ax(2) e(6) o0(43) 0j(37) ox(28) xe(1)
b. Jaksic ax(30) e(29) o(29) o0j(2) ox(40) xej(3)
J.Jovanovi¢ ax(3) e(2) o0(29) o0j(16) ox(53) xe(3)
L. Kosti¢ ax(2) e(14) o(4) 0j (6) ox(124) xef(7)

We can draw several interesting conclusions from this table. The
interjection ox (= oh; oo/h/) is the most widespread one is Serbian
romantic poetry. However, its frequency in the poems analyzed varies.
The interjection xej (= hey) is the least common, but is the most uni-
formly present one. The interjection ax (= ah; oh) is prominent with b.
Jaksi¢ (30), whereas we encounter it in five more cases with the other
three poets. The interjection e (= well; oh) was most frequently used by
DPura Jaksic¢ (29), whereas it is by half less present in L. Kosti¢ (14), and
we find it eight times with the remaining two poets. The interjection o
(= oh; 0o/h/) is prominent with three poets, while its presence is negli-
gible in L. Kosti¢’s work (4). 0j (= ow; 0o/h/; hey) is conspicuously used
only by B. Radicevi¢ (37), while it is rather less frequent with b. Jaksi¢
(16), and occurs eight times with the remaining two poets.

According to the formal criteria®, these six interjections can be clas-
sified into three distinct sound structures: (1) the vocalic structure: the

68 As regards the formal elements of interjections, scholars have particularly
dealt with their phonetic and morphological properties. The works in question
are not especially numerous. We will mention a few interesting ones (Dakovi¢
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interjection e (= well; oh), the interjection o (= oh; oo/h/); (2) the vocal-
consonant structure: the interjection ax (= ah; oh), the interjection oj
(= ow; 0o/h/; hey), the interjection ox (= oh; oo/h/); (3) the consonant-
vocal-consonant structure: the interjection xej (= hey).

According to the semantic criteria®, interjections are differently
classified by different scholars. Consistent with the classification by
Orwinska-Ruziczka, S. Dakovi¢ classified all Serbian interjections in-
to three categories: impulsive, imperative and representative (Dakovic¢
2006: 198-207). In view of this classification, the six analyzed interjec-
tions stand in the following order:

Interjection Impulsive Imperative Representative
Ax + - +
E + + -
o + - -
0j - + -
Ox + - -
Xej + + -

If we look at the table, we can learn several interesting facts. The
category of impulsiveness is the most widespread, as five of the six in-
terjections belong to this category. It is followed by the category of
imperativeness with three interjections, and finally representativeness
with one. None of the six interjections belongs to all the three catego-
ries. The interjection ax (= ah; oh) occurs in two categories: the impul-
sive and the representative; the interjection e (= well; oh) is also found
in two of them: the impulsive and the imperative; the interjection xej
(= hey) is in the same two categories as e (= well; oh): the impulsive
and the imperative. The remaining three interjections occur in one cat-
egory each: o (= oh; oo/h/) in the impulsive, oj (= ow; oo/h/; hey) in

2006: 481-487; JleBuLKHU# 1994: 26-37; Maczynski 1994: 145-148; Saporta 1961:
48-57; Siatkowska 1985: 285-293).

69 In literature on interjections they are differently classified depending on
the positions from which the scholars observe them. The literature devoted
to these problems is greater in number than works devoted to the formal
properties of interjections. We will mention a few authors (Ameka 1992:
101-118; Wierzbicka 1992: 159-192; 3akpajuiek 1994: 83-87; CuMeoH 1969, 1-2;
Tomosuh 2006: 61-75).

106



the imperative, and ox (= oh; oo/h/), like o (= oh; oo/h/), in the impul-
sive category. Two times two interjections occur in identical semantic
categories, the interjections e (= well; oh) and xej (= hey) in the impul-
sive and imperative, and the interjections o (= oh; oo/h/) and oj (= ow;
oo/h/; hey) in the impulsive, while ax (= ah; oh) and ox (= oh; oo/h/)
are found in the impulsive category, ax (= ah; oh) being in the repre-
sentative category as well.

Asregards the meaning of interjections, almost all the scholars agree
on the following: an interjection can stand for different semantic cate-
gories, and that semantic diversity is often evident in antonymic mean-
ings, e.g. the interjection oj can in certain contexts signify grief, and joy
in others. This is possible because real (primary) interjections repre-
sent semantically empty forms, only “filled” with unmarked emotional-
ity. Therefore they receive meaning from the context from which they
are separated, and in turn they colour the context with emotionality
(positive or negative). The relationship of interjections with the context
is reversible, and can be represented in the following way:

Interjection - < context

It follows that in the written language interjections correspond to
gestures in the language of conversation. In poetic texts interjections
have only stylistic value, showing the relation of the lyric character
towards the subject they are talking about or towards another lyric
character. They colour the context they are in with specific emotional-
ity, contributing to the contents of its stylistic information. Now, with
thatin mind, we can analyze the six interjections selected and consider
their specific functions in the aforesaid contexts?.

The interjection ax (= ah; oh) expresses most diverse moods denot-
ed by Serbian words such as: elation, ecstasy, admiration, thrill, anguish,
sorrow, grief, horror, fear, disquiet, request, pleading, wish, curse, etc. In
Serbian romantic poetry this interjection expresses a somewhat more
limited inventory of emotions.

(1) Ax, npeBapuo caM ce,
Carpemuo cam 6ory;

70 For reasons of spatial economy we will use one example from each poet
analyzed for each interjection respectively.

107



XTeo caM CBe UCKa3'TH, —
[la eBO HULIT' He MOTY

(ym, 132).

(@) ()
Ax, 60xe Moj!
Mok a je cpue nao MUJINjoj?
Mo /a Me Mp3H, MOX/1a Ipe3Upe,
Mok ja 3a Ipyrom AudaH ymupe?...
() (1, 160).

3) Ax, Mp3UM — JbYOUM — MP3UM - JbyOUM ra!
(3) p y p y
(k1011 126).

(4) [Aputhe 3eMs/ba, mOMUYE Ce CTEHA,
Buxap 4yna JjpBJ/be U3 KOPEHa,
Mpak je caga, cBe caj oneT ropu —
Ax, Moj 602ke, cBeTa He yMopH!

(PBP, 144).

In example (1) the interjection ax (= ah; oh) expresses regret, an
unpleasant feeling caused by a mistake made, reproaching oneself for
that, remorse, because the lyric character failed in what he wanted to
achieve. In example (2) ax (= ah; oh) expresses sorrow, emotional pain,
emotional suffering, grief, unhappiness for lost love, because the sweet-
heart has given his heart to someone else. In example (3) the interjec-
tion ax (= ah; oh) expresses complete commitment to emotions, loss of
self-control due to intense emotions, total captivation, ecstasy, rapture

- whereby the lyric character expresses a dilemma between two oppo-
site feelings: “love” and “hate”. In example (4) the interjection ax (= ah;
oh) expresses an appeal, pleading addressed to God to save the world
from devastation which threatens it. If we compare the meanings of ax
(= ah; oh) in Serbian and its meanings in romantic poetry, we can per-
ceive that its meanings include concepts with both positive and nega-
tive connotations. However, its meanings in the poetic discourses of
romantic poetry only cover negatively connoted concepts.

The interjection e (= well, oh) in Serbian signifies a rather wide
range of emotions such as the following: pleasure, elation, admiration,
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malice, gloating, whining, regret, sympathy, complaining, encourage-
ment, consolation, longing, craving, discontent, protest, defiance, spite,
denial, disbelief, suspicion, etc. In romantic poetry this interjection does
not display such semantic diversity, as the context of romantic poetry
is much narrower than the context of the Serbian language.

(1) Ax’ wto neBax Hehe mponanyTH,
HakoH MeHe xohe ocTaHyTH,
Jlok ce noje, 0K ce BUHIIE MHje,
Jlok ce K0JI0 OKO CBUDPIIA BHje,
JlokJie cpue 3a cpueM y3julie, —
E, na fotse, a kyaa hy Buiie!

(PBP, 143).

@ ()
E, na oHZ1a 1OCTUTJIU CMO MeTYy!
[Tohox nasbe Kpo3 ayroBe OajHe,
Te onasux JaHallkbe KoJIajHe

(..r) (jm, 223).

(3) - E, wrta hew, cuHe, aa kynu 6a6o? -
JleTeTa CKJIOHOCT Kyllallle CBOT.
- Xohe1 11 cabsby Ty, OPUTKY, CjajHY,
W’ Bosivi aTa MUCUPCKOT?
(B, 59).

(4) ()

»E Te! ma seno, Muso M je 6ar,
na Ka/j je Tako, 3Hahell jaMayHO
vMa i1 PenaH npaBo uiu He?"
(..r) (kJ101, 84).

In example (1) the interjection e (= well, oh) expresses satisfaction,
a good mood because an aim has been reached, exhilaration, elation
with what the lyric character has achieved in life so far. And what he
has achieved can last forever, or as long as the human race. In example
(2) as much as in (1) the interjection e (= well, oh) expresses pleasure,
exhilaration, elation at what the lyric character has achieved. In exam-
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ple (3) the interjection e (= well, oh) expresses support, encouragement,
stimulation, prompting the lyric character to decide between the posi-
tive and the negative - in favour of the positive. In example (4) e (= well,
oh) expresses the identical moods as in examples (1) and (2), the only
difference being that here the interjection e (= well, oh) is followed by
the particle ize (= look), which is to draw attention, and intensify the
effect of the interjection used. This brief analysis of the interjection e
(= well, oh) leads to an important conclusion: it has so many different
meanings in Serbian that they cover both positively and negatively con-
noted concepts, at times constituting antonymic relations (satisfaction

- dissatisfaction), whereas in the context of romantic poetry the same
interjection consistently expresses positive meanings.

The interjection o (= oh; oo/h/) expresses most diverse moods de-
noted by the following words in Serbian: discontent, surprise, wonder,
a positive, negative or emotive attitude, desire, longing, regret, satisfac-
tion, joy, doubting, unease, agreement, confirmation, logical reasoning,
assertion, denial, refusal, grief, sorrow, curse. However, this interjection
does not stand for such diverse emotions in the poetry of Serbian ro-
mantics.

(1) O, pa4ynHa BasbylllKamka
[To 3eseHOj TpaBy,
0, na yy/iHa Jby byLIKaHa
Ja T’ noguby mpaBu!
(PBP, 60).

(2) O, morsienaj 3Be3/ie jacHe,
0, norJsiefiaj HOohu THje,
0, HacJI0HU MUJTY TJIaBy
Ty rae cpue mMoje 6uje
0y, 109).

(3) U jow nete MeKUM ryiacom
TyxHOj ropu 360puUT NOYe,
AJr’ y3iaxHy ropa 4yapHa:
»-.0, cupouel... 0, cupouel!...

(B, 68).

«
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(4) 0, majko Moja, Hero moja tu!
KakaB cu TepeT ofjHeroaJa,
Y He 6HO THU CBaKHU JIpyTH Jak!
0x, MeHU TepeT, TeOH OJIaKIIaK —
TakaB je c mpolibe 6a6KH MoBpaTak!
An eBo ral! Cag HeMall KaMo KyJ,
04YeKyj HYKAy, CJIENH KaKyT!

(kJ1011, 44).

In example (1) the interjection o (= oh; 0oo/h/) expresses a pleasant
surprise, joy, admiration inspired by the scene taking place before the
lyric character. In example (2) o (= oh; oo/h/) is repeated by the poet
at the beginnings of three successive verse lines in order to express the
feelings of enjoyment, pleasure, good mood, joy, happiness, merriment,
enthusiasm brought about by the beauty of life, love. In example (3) the
interjection o (= oh; oo/h/) which is repeated at the beginnings of two
half-lines of the last verse line in the stanza, expresses the feelings of
sorrow, anguish, grief, even compassion - or tender feelings for some-
one miserable, unhappy. In example (4) the interjection o (= oh; oo/h/)
acquires the emotional meaning of elation turning into repentance. In
order to intensify the emotional effect of the poetic text, the poet makes
use of another interjection, the interjection ox (= oh) in the same mean-
ing. The fact that this is a specifically emotionally coloured text is re-
inforced by the exclamation mark repeated five times. It undoubtedly
suggests the intensity of the emotions conveyed by this stanza. The
semantics of the interjection o (= oh; oo/h/) in Serbian leads to the
claim that its emotional potential is predominantly negative, whereas
in romantic poetry it largely expresses positively connoted feelings.

In the Serbian Language Dictionary of the Serbian Academy of Sci-
ences and Arts, the interjection oj (= ow; 0o/h/; hey) is defined as
the interjection for calling and answering calls, whereas in the Serbian
Language Dictionary of Matica Srpska the user is referred to the inter-
jection jao (= Ouch!; My! Woe is me, [etc.]!) (MaTuua cprcka, PeuHuk
1971: 86). The interjection oj (= ow; oo/h/; hey) signifies a wide range
of moods in the Serbian language, expressing even opposite emotions,
in the form of antonymy and enantiosemy: anguish, sorrow, grief, fear,
anxiety, fury, anger, threat, joy, admiration, a pleasant surprise. Both in
Serbian romantic poetry and in the Serbian language the interjection
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oj (= ow; oo/h/; hey) maintains the bipolarity of negative and positive
emotions.

(1) OBoj’ cpue 6uJ0 op’0
- 0j mnagocty, 6ajko Mmuaal -
Oj roaviHe, OYpHU BETPH,
CastomucTe opJty kpuia!
0y, 50).

(2) 0j, cynauine wto pa3roHMLI
[lycte HOhM cuHe TaMe,
0j, T He6O, IITOHO POHUIII
PocHe cBoje cy3e Ha Me
(pBP, 52).

(3) Ctynena me kuia mu6a
Beh Bacuenu gan;
0j, 1pyUMHU Me, KpuMapHulie,
Y TBOj Jienu cTaH!
(B, 32).

(4) ()
0j, CaMcOHe, MajuuH JiaHe,
W3pausbeB fuuHU OpaHe,
Yapy, cunko, Punuihane,
®unumhanu Tyky Hac!

(kJ101, 97).

In example (1) the interjection oj (= ow; 0o/h/; hey) is repeated in
two successive verse lines, not separated by a comma from the direct
context. Thus the emotions, sensitivity, the mood conveyed by it are
more directly transmitted into the meaning of the surrounding text.
In the quatrain above oj (= ow; oo/h/; hey) expresses anguish, sorrow,
grief, sadness for the past, in which the lyric character was young and
strong. In example (2) the interjection oj (= ow; oo/h/; hey) is repeat-
ed at the beginnings of each two verse lines to express joy, admiration,
elation, and even a pleasant surprise in addressing the sun and the sky.
In example (3) oj (= ow; 00/h/; hey) expresses intensified exhilaration,
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joyful surprise, delight with what the lyric character can experience in
the near future. In example (4) oj (= ow; oo/h/; hey) stresses stimula-
tion, incentive, encouragement, motivation, inducement to Samson to
strike back on the Philistines. This brief analysis of the four examples
shows that the use of 0j (= ow; 00/h/; hey) in the Serbian language and
Serbian romantic poetry ranges from emotions with positive to those
with negative connotations.

The interjection ox (= oh; oo/h/) represents a typical romantic in-
terjectional instrument, rather frequently used by all the four poets.
The interjection ox (= oh; oo/h/) expresses diverse moods definable
by the following Serbian words: joy, pleasure, wish, sorrow, anger, re-
sentment.

(1) Ox, Moj 6oxe, caz je caCBUM TaBHO,
K6 f1a Hojua cniycTuJia ce aBHO,
A cajg eTo Te HeGecKe BaTpe,
K6 na xohe nesnin cBeT fa catpe
(pBP, 68).

(2) HoBen’'Te Mu cTapia Mupka, —
3ap jow Huje TyHa!
JloBen'Te MU TOT ryciapa, —
Ox, na JUBHUX CTPYHa!
Oy, 67).

(3) Ox, 3ap 6aba mor!...
Ject, 6am wera -
Fbera cna6a, crapa,
Fbera rouu y TyhuHCTBO MPCKO,
Oj kpBaBe cTosieTHja 6opb6e
M3My4yeHe KOCTH U MUIIIHILE
Y TyhuHCTBY Be4HO /1a oAMapa...

(b1, 149).

(4) Ceha ce Ty»aH KaJie y HECBECTH,
ceha ce cBoOje poIncke 3anoBecTH,
oceha rpuxy y rpyiuma ryje,
0x, aJia jefie, ox aJjia Tpyje!
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Jene My cpue, muyhy ¥ KocTH,
,0x, Boxke!”, BpUIITH, ,,00POCTH, OTPOCTU!“
[Ipenuiie, Kyka 6eCOMy4YHHUYE,
Cp/ba Ha BpaTa, PMU U BUYE,
ca CBHjy CTpaHa Kayiyhepu jeTe:
J1Ta T je, miTa je, Tpojulie THU cBeTE?"
,0x, mta je! mrta je! — Ta HeBoJbA je,
HeBOJba TelllKa, CMPTHU Kpaj je!”

(kJ101, 70-71).

In example (1) ox (= oh; oo/h/) is used to express the feeling of
anxiety, concern, fear of danger, uneasiness caused by “total darkness”
and intimations of the imminent appearance of “celestial fire” which

“is going to raze the whole world”. In example (2) the interjection ox
(=oh; 00/h/) served as a means of expressing rude irony, ridicule, scorn,
though seemingly signifying admiration, thrill, elation, as the lyric char-
acter indecently derides and ridicules the poor father whose all four
sons he has killed, demanding of him to play the gousle and to entertain
him at moments of his greatest pain. In example (3) the interjection
ox (= oh; 0o/h/) expresses a negatively connoted feeling. Here too ox
(= oh; oo/h/) serves to convey fear, unease, worry, anxiety for what is
going to happen to the lyric character’s father. In example (4) the inter-
jection ox (= oh; oo/h/) is repeated four times, making the text in ques-
tion emotionally charged, which is also emphasized by the frequent
use of the exclamation mark (repeated six times). The interjection ox
(= oh; 0o/h/) is used several times for expressing different feelings:
first surprise, assuming shades of wonder: “ox, ana jene, ox, ana Tpyje!”
(= oh, how it eats, oh, how it poisons); and later anguish: “Ox, boxe!”
BpUIITH, “onpocTH, onipoctu!” (= “Oh, God”, it [the heart] is screaming,
“forgive me, forgive me!”) turning into despair combined with resent-
ment: “Ox, wrta je! lllta je! - Ta HeBoJba je, / HEBOJ/bA TEIIKA, CMPTHHU
Kpaj je!” (= Oh, what is it! What is it! - It is trouble, / deep trouble, it is
the death end!). The above analysis of the interjection ox (= oh; 0o/h/)
leads to a general conclusion that as opposed to the Serbian language
in general where it expresses both positive and negative emotions, in
the discourse of romantic poetry it mostly expressed negatively con-
noted emotions.
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The interjection xej (= hey) signifies contradictory feelings identi-
fied in the Serbian language: disappointment, resignation, worry, doubt,
threat, admiration, joy, pleasure, etc. This is the least frequent interjec-
tion in romantic poetry, present in a few examples:

(1) IlTo 6uy pagoctu
Ca MHOM cy3e JIJIO, —
Xej, Koje 61 Moje,
Camo Moje 6110
0y, 97).

(2) IoTok xxy60pH, LIIyMa IIYMOPH,
A cpue gpurhe K0 BUTH KJ1ac, -
Xej, oBUM JiyroM 11eTajyhu ce,
ApajcTBo cBaku 6elie MU yac!

(B, 43).

(3) Xej, npujaHe, mTa TOo Konat’ moye?
»3a Y paky!“ - He 6ygasu, doue!
Tay B0j cy cBe paZocTy Moje,
HbeHna paka jecte cpue Moje,
3a Me paKy TH KOlaTH NoYe,

Jena komnaj, an’ mobpke, youe
(PBP, 156).

(4) ()
,OTBOpHY, Xej, OTBOPH, BJjalle!
[Topyke Tu Jienie HocUM o/, narie!”
Tako ce gepe HecTprbuBO Type,
v Beh ce y ABOpYy Kasyhepu Kype,
(.r) (kJ01, 72).

In example (1) the interjection xej (= hey) expresses joy, pleasure,
happiness, enjoyment, a good mood caused by the fulfilment of the lyric
character’s wish. In example (2) the interjection xej (= hey) is used for
conveying positive emotions - elation, joyfulness, exhilaration, rapture
thanks to the happy moments experienced by the lyric character. In
example (3) the interjection xej (= hey) serves as a means of address-
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ing the lyric character which suggests to the other communicator the
strangeness of the action the former is performing. The total conversa-
tion assumes a jocular, funny tone with elements of strangeness, pecu-
liarity, mysteriousness. In example (4) xej (= hey) has the role of calling,
addressing which, on the one hand, assumes ironic, derisive, sarcastic,
contemptuous tones, and on the other mysterious, unfathomable, puz-
zling elements: [lopyke Tu Jienie HocuM oz, nanie (= [ am bringing you
good messages from the pasha). As we have pointed out, the interjec-
tion xej (= hey) expresses different emotions in the Serbian language
which are almost antithetic, whereas in the context of Serbian roman-
tic poetry it mostly conveys positive moods, but in the last example it
acquires certain negative hues through irony.

To conclude: On the basis of this analysis we can draw certain con-
clusions. It is indisputable that interjections in Serbian romantic po-
etry are one of the recurrent devices for expressing both negative and
positive emotions. Interjections in Serbian romantic poetry most often
serve for signifying emotions, moods, emotional states, excitements
etc., much less for encouraging, commanding, baiting and chasing away
animals, and even less for imitating natural sounds.

The frequency of interjections in Serbian romantic poetry is rather
marked. It is therefore small wonder that all or most verses of a stanza
begin with the same interjection, or that the same interjection is re-
peated several times in one or two consecutive verse lines. In the poetry
of Serbian romantics context, in most cases, followed after the interjec-
tions. Only sporadically did interjections follow the context as its final
phase which subsequently (or reversibly) emotionally coloured the text
in question. Moreover, according to their position in the context (most
often the beginning of a stanza or a verse line, more rarely their ends,
and fairly rarely in the middle of verse lines or stanzas), interjections
play a prominent rhythmical role, being placed at the boundaries of
poetic texts (verse lines or stanzas). Due to their specific sound struc-
ture combined with marked intonation, interjections are very promi-
nent sound instruments which both intensify and enhance the phonic
properties of a poetic text, thus contributing to the musicality of ro-
manticist poetry.

The role of the analyzed interjections is somewhat different in the
context of the Serbian language in general from the context of Serbian
romantic poetry. In the Serbian language context all these interjections
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include concepts with both positive and negative connotations, where-
as those in the context of Serbian romantic poetry mainly communicate
either joy or sadness, differing from one interjection to another: the
interjection ax (= ah; oh) implies negative emotions; the interjection e
(= well, oh) signifies positive emotions; o (= oh; oo/h/) expresses posi-
tive emotions; the interjection oj (= ow; oo/h/; hey) covers both posi-
tive and negative emotions; ox (= oh; oo/h/) mostly signifies negative
emotions; xej (= hey) most often indicates positive emotions.

As opposed to other parts of speech, interjections as non-conceptual
words expressing emotions realize their emotional effect in a specific
context, where contextual meaning is for the most part projected onto
them, owing to which they act as exponents of contextual emotions. In
poetic contexts interjections express a rich scale of positive or negative
emotions, representing sudden expressions of strong emotions which
are isolated and do not depend on the surrounding language.
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Certain Stylistic Procedures of Lexical Repetition
in Modern Poetry”?

Even though lexis as a separate branch of linguistics is treated with due
attention, primarily within lexicography and lexicology, and natural
language as a system, little time has been dedicated to the lexical level
of poetic texts. Naturally, in stylistic research, especially in different
kinds of stylistics which have treated individual language, or stylistic
levels, poetical lexis has been discussed, but above all as a stylistic
device, namely the lexis intensifying the emotional and expressive
tension of the poetic text (('Bo3aeB 1955; Bacuibesa 1976; ['osy6 1976;
bapusiac1978; 'puropbeB 197974, KoxkrHa 1983; PosenTasnb 198773 hopai
198274; Cumuh 1993; TomoBuh 19957). Even in stylistics exclusively
treating lexis, lexical stylistics, there is no reference to lexical repetitions
(benpuukoB 1988). Situation is similar in studies treating expressive

71 We have based this article on material from modern Serbian poetry.

72 In his book The Iloamuka caosa (= Poetics of Words) V.P. Grigoriev, treating
various aspects of the use of words in poetic language (and verse as such),
completely loses sight of lexical repetitions.

73 In his Practical Stylistics of the Russian Language, only in the chapter entitled
Stylistic Figures, speaking of anaphora, epistrophe and parallelism, Rozental
touches upon lexical repetitions.

74 In his book Metaphoric Stylemes M. Corac dedicates one chapter to
lexicostylemes, but with no mention of lexical repetitions. However, in
the chapter on syntaxo-stylemes he discusses repetition, namely repeated
sentence members and repeated sentences (hopary 1982: 418-431).

75 In avery thorough study The Stylistics of Verbs, B. ToSovi¢ dedicates one
chapter to the Lexical Stylistics of Verbs. However, here we cannot find
anything relating to the repetitions of verbs as one lexical category with
stylistic value. In other words, speaking of the lexical stylistics of verbs, and
drawing on earlier opinions, ToSovi¢ thinks that it “represents part of linguo-
stylistics investigating the stylistic potential of verbs on the plane of lexical
semantics” This field, ToSovi¢ says, analyzes the verb as a structural-stylistic
category within lexical-stylistic phenomena (polysemy, synonymy, antonymy,
homonymy, paronymy), lexico-stylistic levels (neutral and expressive lexis,
dialectisms, jargonisms, etc.) and as a functional-stylistic category (as a lexical
system functioning in style)” (TomoBuh 1995: 30).

119



and emotional lexis from the lexical-semantic standpoint, also with no
mention of lexical repetitions (Anpecsin 1995; Puctuh, Paguh-/lyromuh
1999; Puctuh 2004)7°. However, lexical repetitions, like any other (e.g.
sound repetitions), play an important role in structuring poetic texts.
It is therefore that J. M. Lotman rightfully emphasizes that “various
repetitions (lexical among them) make up a highly complex semantic
substance, imposing itself on the general language substance, thus
creating a peculiar, verse-specific concentration of thought” (Jlorman
1976: 186). Unfortunately, as far as we know, lexical repetitions as
connectors in verse creations have never been explicitly treated”. We

76 Yet, in the book The Stylistics of the Contemporary English Language 1. V.

Arnol’d pays certain attention to lexical repetitions, in the chapter entitled
The Use of Lexical Polysemy in Combination with Repetition (126-130). Among
other things, he says: “We will be dealing with the functions and manners
of repetitions at several points, and here we shall only say that by lexical
repetitions we mean repetitions of words or phrases within one sentence,
paragraph or a whole text. The distance between the repeated units and the
number of repetitions can vary, but must be such as to be easily noticed by
the reader (ApHosbZ 1990: 126).” And Wierzbicka in her book Cross-Cultural
Pragmatics dedicates a whole chapter to lexical repetitions (Boys will be boys:
even “truisms” are culture-specific - Wierzbicka 1991: 391-452), in sentences
of the type Man is man, Boys are boys. Such lexical repetitions are viewed
as specific syntactic-logical language structures. Lexical repetitions are also
treated by R. Dimitrijevic¢ in his Theory of Literature. Among other things, he
observes: “The repetition of words is a means of expression constituting one
form of tautology, the only difference being that in this case only one word
is repeated, whereas in tautology several synonyms signify one concept or
phenomenon. Repetition intensifies and stresses a certain feeling, thought or
image. Overwhelmed by an emotion or image, the author or speaker feels that
a word used once does not convey the emotion or image in their fullness, so
that they have to repeat the same word once or several times. As a powerful
means of expression, repetition adds suggestiveness to style and is often used”
(AumuTpujeBuh 1969: 209). Also in individual works by some Russian scholars,
e.g. Kukuskina (KykyukuHa 1980/1982: 232-241; 1981/1983: 233-243; 1987/1989:
246-261), Krasnjanskij (KpacussHckuit 1981/1983: 244-256) and Kuzjmenko
(KysbmeHKko 1981/1983: 256-265), in the context of syntactic repetitions,
repetitions of illustrative combinations, a poem'’s semantic organization,
lexical repetitions are sporadically touched upon. In her Stylistics, pages 272
and 273, Marina Katni¢-Bakarsi¢ also mentions stylistic connectors, and later
on even speaks of Figures as Connectors, which include figures of repetition:
“anaphora (a), epistrophe (b), symploce, anadiplosis (c), parallelism (d),
polysyndeton (e) and other figures of repetition can be found playing this role
in diverse text types” (Karnuh-bakapuuh 2001: 274).

77 Other stylistic methods, such as e.g. paronymic connections of words, may
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are therefore convinced that such a topic requires much more space
than a single article. Nonetheless, we will try to point out some forms of
lexical repetitions and their connecting functions in verse discourses.
Naturally, we do not need to treat separately and exhaustively the
history of text studying that was initiated in old Greece, and in sev-
eral directions too. Aristotle, for instance, analyzes language from the
philosophical-grammatical aspect; apart from specific terms, lexicogra-
phers and glossers also explain poetic expressions, rhetoricians study
language for improving their oratory skills, whereas scholiasts were
specialists for text commentaries”. Some, like Dubois (Dubois 1970),
consider rhetoric a synonym to discourse analysis. However, we should
bear in mind that even at that time a relation was established between
the written concept of speech and its oral realization, which has affect-
ed today’s problem of relation between oral and written texts.
Dealing with a literary work involves dealing with the language
of that literary work. This tradition has been very long: from rheto-
ric and philology through the Prague structuralists and modern liter-
ary and language theories to text linguistics. In text structure Petofi
(Petofi 1969) distinguishes the language and sound components. Both
these components are distributed through the text both linearly and
hierarchically. By linear is meant a system created by repeating cer-
tain elements, and by hierarchical a system of relations in the text as a
whole, where the text is considered a composition of diverse units on
different levels and of different complexity. In his text theory Dressler
(Dressler 1973) especially insists on text semantics. He thinks text se-
mantics should be dealing with issues of semantic text structure, es-
pecially semantic relations exceeding the semantic structure of one
sentence. The simplest means of semantic cohesion for him is recur-
rence produced by repeating words, sentence parts or whole sentences.
When the same word is used for the same denotatum, co-reference is
expected. If it is achieved, then in syntactic terms we are dealing with
anaphora (reference to what has preceded), or cataphora (reference to
what follows). There are various texts in terms of their effect, in terms
of their usability in shaping certain information and contents. Thus we
can form complex texts, texts combining diverse kinds of structuring

78 If anyone is interested in the history of text analysis, and the primary features
of text structure, as well as cataphoric and anaphoric relations in a text - they
can learn more in the book Uvod u stilistiku (= Introduction to Stylistics)
(Yapxuh 2002: 224-235).
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without impairing their textuality, namely literary texts. “As any literary
work is primarily text in the form of shaped language, we can define
literature above all as language activity, as a text structuring method.
In literary production we can also distinguish in terms of methodol-
ogy between text and its constituents. Of great importance in a literary
text is the difference between recurrent and non-recurrent constitu-
ents” ([y1aBauku-bepHapau 1990: 21). Here we should point out that,
as regards such textological investigations of literary texts, they have
exclusively been performed on prose, whereas verse discourses have
been ignored. Thus searching for both anaphoric and cataphoric con-
nections in poetry is pointless.

[tis highly important to bear in mind that the poetic text (discourse)
is a special and unique textological creation, with its own structur-
ing principles. It is therefore held that “a verse is a compact, finished,
rounded-off structure, shaped on the basis of coexistence of interaction,
connectedness and dynamic gradualness of carefully selected figures
which are within it transformed into elements of poetic expression.
Thus the verse - in terms of characteristic poetic methods and the man-
ner and principles of their interconnections, their choice and combina-
tions - has developed into a special and complete language structure
where all its properties find their original expression and make up a
unified system, where the function of all elements (e.g. words, expres-
sions, structures) is primarily formal [...]. All that has led to a synthe-
sis of verbal material, both in terms of quantity and quality, which has
resulted in the verse becoming a specially organized structure, com-
pared to any other kind of text. Thus the verse possesses its unique
demarcation devices and distinct stylistic values resulting from inter-
connections of codified and non-codified poetic rules and methods”
(Hapkuh 1996: 99).

All the elements indicating the essence of verse, as a specific speech
type, are realized through different organizations of language material
which is “imposed by poetry, and not language-specific” (IleTkoBuh
1975: 238). That means that verse as a strictly organized language seg-
ment manifests quite clearly its internal quantitative configuration and
correspondence (the number of syllables, the number of accents). Thus
ameasure is established in verse which through repetition becomes its
basic organization principle. Verse is not conceivable as an independ-
ent unit (an utterance), being realized in a series of identical text sec-
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tions, established by isotonic, isometric or isosyllabic measure, which
forcibly imposes boundaries even where there are none in the prose
realization of speech. The verse configuration, with its specific measure
and internal organization rules, becomes a distinct stylistic discourse,
not only relating to any kind of prose, but to literary prose as well. It
is then small wonder that almost all researchers, speaking of the dif-
ferences between verse and prose, stress that verses have boundaries
imposed by extra-linguistic means, in oral form (for all listeners) by
uniform intonation, and in written form (for all readers) by graphics,
and that verse lines are separate, commensurate text sections, where
words are more connected, more stressed and richer in meaning, than
is the case in any other kind of speech. Here one should bear in mind
that, as regards verses, there are two kinds of verses: fixed verse and
free verse, which are much different in their internal structure and ex-
ternal form. The fixed verse realizes its means of cohesion (bonding)
through three constructive boundaries (the beginning of the verse line,
the caesura, the end of the verse line) by strict metrical organization,
isosyllabicity, isotonicity, rhyme. However in free verse (both rhyming
and non-rhyming) all these elements are missing, so that it achieves
cohesion (bonding) through lexical, syntactic, verse and stanza repeti-
tions”. In view of this, we have analyzed lexical repetitions as means of
connection (bonding) in contemporary Serbian poetry, which mostly
employs free verse, with or without rhyme.

A lexical unit, lexeme, as an element of the lexical system of natural
language functions in a text (discourse) and in verse discourses at a
higher, syntactic level. In our case its effect is, due to the specific na-
ture of context, transferred to both verse and stanza levels, as the ba-
sic forms of poetic discourse. As a result lexical repetitions, in terms
of structure, can occur in the form of: (1) REDUPLICATION H{ Huwilia He
inega, a otieit i1ega 3HauajHo (= And looks at nothing, and still looks
significantly - 1My, 15), (2) SYNTACTIC: (a) PHRASES Haopyxcaj masno
kyhy // Haopyscaj maso mymy (= Arm the house a little // Arm the
wood a little - BAT, 52); (b) SENTENCE PART ga joj cliiellie BeHall, 0KO
BparTa ... / ga joj ciiietlie on, Kjacana XuTa... / ga joj ciiaeilie brucep
ol iefieH1a (= to weave a wreath around her neck ... / to weave it
from full-eared wheat ... / to weave a pearl on her bonnet - rMmH, 79);

79 All these repetitions can be found in fixed verses, but they are of secondary
importance, as well as their binding substance.
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(c) SENTENCE Bu Huctlie Ha jagu. Bu Huclie Ha jagu (= You are not in the
real world. You are not in the real world - PCK, 32); (d) VERSE KagugeH
/JlyHas, BojeoguHa masa ... [ ... Kagugpen /lyHas, Bojeoguna maea (= The
velvety Danube, cerulean Vojvodina ... / ... The velvety Danube, cerulean
Vojvodina - the first and last verses of the poem - TMK, 35) and (e)
STANZA REPETITIONS: Kyha y UnameHy! / Busciisosarse moje dueaHo! ...
/ ... Kyha y inameny! /| Buscitisosarse moje dbusaHo! (= House in flames!
My subsisted subsistence! ... /| House in flames! My subsisted subsistence!

- the first and last stanzas - C'BK, 54).

Depending on the manner of their distribution and the type of con-
text in which we encounter them, lexical repetitions can be: horizontal
(the context of a single verse) and vertical (from the context of two or
more adjoining verses through a stanza, a larger part of the poem, to
the whole poem).

Horizontal lexical repetitions, depending of whether they are in di-
rect contact or following each other at a certain distance, can be divided
into contact and distant repetitions.

Contact horizontal lexical repetitions. This kind of lexical repetitions
is present in all the analyzed Serbian poets®°.

(1) Pyaco pyaxco pyco cjajHa
Tu ucxopui y ceet A ja
['paky Mapky
Y noHope
(BAT, 153).

(2) OnBUKaBaM ce MOJIAKO OJ1 )KUBOTA,
0/IBUKaBaM Ce 0J1 /bydasu, /bydasu Moja,
0J1 CBeTa LITO je CAYMbaBaJsIo HAIll )KUBOT,
0J1 TBOTA JIMIIA, OJ1 /IMCakha OJIBUKABAM CE€,
oJ1 xj1e6a 1 CoJIH,

OJ1 YMCTe BOJle Y OOKasy,
0J1 M3JIaCKa W 3aJ1acKa CyHIia
(pcuom, 280).

80 However, for reasons of spatial economy we will give only three examples for
each.
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(3) O yapa, yapa, yapa
Kpo3 upHu uMmak mapa
O uapa, uapa, uapa
JluMy Tako nyT oTBapa
(MMH, 34).

In example (1) the triple repetition of the lexical form Pyaco pyaico
pyaco (= rose, rose, rose) provides a connection between the graded
meanings of the concept, rising from the positive to the superlative.
There is a semantic progression from the meaning of an ordinary rose
to the meaning of a beautiful, exceptional rose. In example (2) the rep-
etition of the lexeme sbydasu, wydasu (= love, love) establishes a con-
nection between the general and the individual. The first form .sydasu
(=Iove) in this context signifies love in general, any kind of love, where-
as the other form ssydasu (= love), with the modifier moja (= my) signi-
fies concrete, personal love. In example (3), in the stanza, a double tri-
pletlink (connection) is realized: uapa, yapa, uapa ... / vapa, wapa, yapa
(= poke, poke, poke ... / stoke, stoke, stoke) which almost completely
fills the context of the first and third verse lines. This kind of connec-
tion stresses the duration of the actions expressed by the verb forms
yapa (= poke) and uapa (= stoke), intended to achieve the imagined
aim: opening the way to the smoke through the black chimney. All the
three aforesaid cases are unified by the same idea, to point by repeat-
ing the same form, denoting an extra-linguistic object, to its internal
semantic relations, either by grading it or associating the general and
the individual, thus indicating semantic cohesion.

Distant horizontal lexical connections. This type of lexical connec-
tions is also very prominent in the analyzed poetry and can be encoun-
tered in each of the poets analyzed.

(1) Y cBe peuu HuUCY BUllE peyu,
Mako ux jour noHaBJ/balll, HaNIameT
(PBM, 53).

(2) Ayxosu apyma, nUpraBu gyxoeu 6p3ux o6Jiaka
U jenan ckasasbka
3aTpenepeHa Ka HyJIH, CBOM TJIa/IHOM CEBEPY,
JloHoce ofs1yKy - ckpeheMo JiecHO
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Ha npa3Hy 6eH3UMHCKY CTaHULy, UCTYPEHY
Ha Tpehn CTEIIEHUK Ory/b€He NaJuHe
(..) (ino, 211).

3) ()

To. Hajsaz mu ce cnaBa. To. bayaHu cuH ce Bpaha.
EBo u kpynHa 6yJika Beh carume ce desy,
U 3aunjespyje paHe MesieMoM AuBJber caha:
CaH y JIaHUHU - TO je CaH y TIoYesy
(HP, 76).

In example (1), the repetition of the same form of the lexeme peuu
(= words) at a distance within one verse line underlines the opposite
semantic relation, enantiosemia, of the concept peu (= word): peuu Hucy
suue pevu (= words are no longer words). In example (2), by repeating
the lexical form gyxosu (= ghosts), this concept is made polysemous
by emphasizing the difference between down (close) and up (distant).
In example (3), by repeating the lexical form caH (= dream) one lexical
concept is explained by itself: Can y tnanunu - iio je can y tioueay (= A
dream in the mountain - it’s a dream at the source). This type of con-
nection is aimed at linking the contents of two half-verses, at intensi-
fying their contents, and emphasizing, highlighting the basic concept,
dominating over the context of the whole verse. In this case, as in the
previous, lexical repetitions are employed for achieving semantic cohe-
sion of diverse shades of the same concept and a closer linking of the
contents of two half-verses within the same verse line.

Vertical lexical repetitions. Depending on whether such repetitions
appear in successive verse lines or at a certain distance, they can be
divided into (1) contact, (2) distant, (3) contact-distant (and the oppo-
site) and (4) dispersed.

Contact vertical lexical repetitions. Such lexical repetitions most of-
ten occur in two, more rarely in three successive verses, even though
they may cover whole stanzas or larger parts of verse texts. They can
be found in all the analyzed poets.

(1) He oBa mecma; Ha KOju KOpak of] LIKPUJ/BbLIA,
Ha Kopak u3BaH peyy, U eBO: CTpaHUIIA
[IpasHa cTaBJba CBOj CJIeNM JJIaH NIpeJ, Hallla JIMLa
(PBM, 41).
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(2) Koauko sxcapuya twoauko Bapua
KO/IUKO Hcapuya WoAuKo OBYHUIA
KO/IUKO Xcapuya WwoAuKo KpaBuLa
JIMBa/ie ce IIMpUJe bUBe pahase
nyeJie pojusie YOKOTH JIaCTapUJIU

(pmx, 29).

(3) U3 6yhaBux 3eMyHu1a,
u3 yahaBux kyha,
u3 ny60Kux 6yKaBa,
U3 py’KHHUX CHOBQ,
6ocH u3 rnermneJa,
U3 BalllJbUBHUX OZI€J1a,
U3 MULIJUX pyIa,
u3 06.J1aKa,
C KOIIa U KOHOTIIA,
omnpe3Ho u3 nehuHa,
u3 nehu oj 6s1aTa

(cJbX, 152).

In example (1), the repetition of the lexeme kopak (= step) indicates
its importance in the given context, and establishes a connection be-
tween the two successive lines, thus merging their contents, which are
relatively disproportionate: kopak og wkpu/bya : Kopak u3eaH pevu (= a
step from the shale: a step beyond the words), thus revealing both the
concrete and the abstract semantic dimensions of the same concept
kopak (= step). In example (2), the triple repetition of the sentence
part koauko sycapuya wioauko ... (= as there are sparks, so many...) not
only firmly links the three successive verse lines, but also effective-
ly underlines the semantic value of the clausulae of the three lines:
eapuya (= sparks) : osuuya (= little sheep) : kpasuya (= little cows). This
connection is also reinforced by the rhyme interlinking all the three
lines. Lexical repetition along the vertical acapuya, scapuya, xcapuya
(= sparks, sparks, sparks) on the caesuras of the three verses also estab-
lishes a connection with the rhyming units eapuya (= sparks) - osuuya
(= little sheep) - kpasuya (= little cows), thus building the specific
structure of the doubly rhyming dodecasyllabic verses. In example (3),
the repetition of the prepositional lexeme u3 (= from) interlinks eight

127



successive verses. The replication of a single element in the form of
lexical anaphora serves as connection between different concepts. By
means of this method, all disparities have been brought into accord,
thus building a firm, stable poetic structure which is fairly compact,
notwithstanding all the lexical-semantic discrepancies.

Distant vertical lexical repetitions. This form of lexical repetitions is
usually employed in no less than three verse lines, sometimes extend-
ing to a whole poem. The examples are numerous and present in all
the analyzed poets.

(1) IlTa wu cmeiia na cnojum oba cBeTa
Ha /IBa, CTapa, U3 KO 3Ha KOT BeKa, IJ1aBa
- My4u Me jefjHa ITHLA U3 YCAMJ/bEHOT JieTa
Cmellia MU je[laH ackeTa U3HA/J, Kora ce oiMapa TpaBa
(AMH, 12).

(2) llyme, nosba, HEGA 3panu
Peu HajTexa: uMme 30pe
CaxxeToCTH, PHU 3HALU
Peuu! Xohe na usrope!
Mo a ja Beh y ToM yacy
He 3Ham Moje peuu mra cy
(BAM, 10).

(3) Jenna soga koje ce mpruceham: JUCT
3a/pxTao Kao 1l1aKa Ha roauM Jiehuma Koma;
Wu 6oga 3HOja, U BJ1ara Koja Ha 3uzly
OTBapa u36Jieiesv KPajosuK KUIIHOT JIeTa
Boga y nniuTKUM yBasiaMa, Kao Bedepie Hebo,
['ne pacTy npBU KpUCTaIU COIA

(.r)
Hajsan, soga y MiieKy, y KpBU Moje Majke
(.-) (s1no, 11).

In example (1), in the quatrain, a connection between the first and
fourth verse lines is established through lexical repetition wu cmeiua...
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cmetia Mu®' (= bothers you ... bothers me). The purpose of this type of
lexical connection is obviously to provide additional contact between
non-rhyming verses cgeitia (= worlds) - itipaea (= grass) in a rhyming
discourse, and make the content of the stanza as compact as possible.
Namely, the system of lexical connections forms certain relations (here
it is the case of collision between lexical repetition and rhyme) with
the rhyme that acts as a connection between the first and the third
ceetua (= worlds) - zeiua (= flight), and also between the second and
the fourth verse line nsiasa (= blue) - @ipasa (= grass). In example (2),
in the sestet, the relation of lexical repetitions and rhyme is somewhat
different than in the previous case. Two systems of rhyming are at work
in the quoted sestet: 1) cross rhyme and 2) couplet rhyme, through
which the stanza is divided into quatrain and distich. By repeating the
lexeme peuy (= word): (pey, peu, peu) (= word, word, word) the second,
fourth and sixth lines are interconnected. This kind of lexical connec-
tion establishes a correlation between lexical repetitions and rhyme:
peu (= word) - peuu (= words); 3ope (= dawn) - usiope (= burn), and
additionally links the two elements of the sextain: peu (= word) - peuu
(= words); 3payu (= rays) - 3Hayu (= signs); 3ope (= dawn) - usiope
(=burn); uacy (= moment) - wita cy (= what are) which are the product
of combining different rhyming systems. As we can see, in the first two
examples lexical connections are made within the bounds of a stanza.
However, in example (3), the context of the entire poem is involved. By
repeating the lexeme goga (= water) in all the stanzas of the poem, a
correlation is formed between them, which makes the entire content
of the poem more compact.

Contact-distant (and vice versa) lexical repetitions. These lexical rep-
etitions usually cover part of a poem, but sometimes also whole poems.
They are not characteristic of all of the analyzed poets.

(1) Usmeby TBpbhaBe u BpTa, KO1UKO MOTYhHOCTH,
Kosuko KpBM Kojy BeTap, KUKJIOICKHA HECUTYPaH,
llerma 3By4YHO Kao MOKpY 3aCTaBy 0/] CBUJIE,
Koauko HeyLpTaHUX napasieia, KoAUKo
Y3BUKa Ha KyJlaMa, KO/IUKO KyJla UCTOI/beHUX
Kao Bocak, y cTpacTu Ba3ayxa, KOAUKO CTPACTH

81 This kind of lexical repetition corresponds to the stylistic figure called
antimetabole, which is differently defined by various authors.
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y IIOHaB/balby pedYeHHUle: 0JlaBe MOXKe /ia [I0OYHE CBET,
Kosauko uBeha Ha BJ1a»KHOj KO JbyOaBHUKA,
(s1no, 52).

(2) J/lazape Ha 3eMJbU
v /lazape Ha Bogu!
Jlazape y 103U BUHOBO)],
y x1e6y U cosu!
Jlazape y BUHY
v Jlazape y komnHALH!
Jlazape jyTpoM Y BeuepoM,
Kpaj BaTpe
v Ha MmehaBu!
(pcam, 183).

(3) Cranu, as10! Hatpar, as0!
Cykmy fuKeM U3Ha/ rJase, a10!
[nenaj, asno! Harnepaj ce, aao!
Jlo6po ryienaj, a0, 1a 61 3HaN3,
aKo 60U 3arpvsJia Ha IlITa CH 3UHYJIa,
KakBa 6u Te as1a nporyTasal
(cJbX, 213).

In example (1), in eight successive verses, the lexeme ko.1uko (= how
much/many) is repeated seven times. It is omitted only in the third and
seventh lines, resulting in a double contact-distant connection. Due to
the repetition of the lexeme kosuko (= how much/many), the entire
quoted context is imbued in form and meaning with its semantics. Due
to its particular meaning and use, it functions as an expressive device
conveying surprise, astonishment: koauko molyhHociiu (= how many
possibilities), koauko kpsu (= how much blood), koauko ... Uapaseaa
(= how many ... parallels), koauko y3euka (= how many exclamations),
Kosuko kyaa (= how many towers), koauko ciupaciiu (= how much pas-
sion), koauko... (= how much...). All this emotionally colours the entire
context, adding to it a special stylistic meaning. Besides, through this
established connection, not only have different notions been intercon-
nected but the entire context also gained in compactness and unity.
In example (2), the lexeme Jlazape (= Lazar) was repeated through
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a large part of the poem, by means of which six of seven successive
verses got interlinked in contact-distant connection. Through this ap-
proach a superb poetic structure is made, in which diverse notions are
placed on the same level: /lazape Ha 3emsmu (= Lazar on land) / /lazape
Ha sogu (= Lazar on water) / Jlazape y s103u suHosoj (= Lazar in vine),
/ y xnedy u coau! (= in bread and salt!) / Jlazape y suny (= Lazar in
wine) / Jlazape y kowHuyu! (= Lazar in the beehive!) / Jlazape jytipom
u gevepomM (= Lazar in the mornings and in the evenings), / kpaj eatupe
(= by the fire) / u Ha mehasu! (= and in a blizzard!) As if to say: Lazar
at any place and time; Lazar omnipresent and eternal. Thus the reiter-
ated lexeme Jlazape (= Lazar), in terms of expression, becomes a very
important connecting device, and as regards the content, it appears as
a contextual pillar around which the whole content is structured, be-
comes the centre of information and a very powerful expressive device,
in fact an expresseme. In example (3), the sestet, the lexical unit aza
(= dragon) is repeated seven times in the first four and the last, sixth
line. Through the distinctive structuring of the context, i.e. the inter-
polation of the lexeme ala (= dragon) into it, a semantic-emotional
gradation is made: CitiaHu, as0! Hattipai aso! (Stop, dragon! Back away,
dragon!) |/ Cykry guscem usnag inase, ano (= I lift my skirt above my
head, dragon) |/ I'zegaj asno! Hainegaj ce, ano! (= Look, dragon! Stare,
dragon!) | flodpo inegaj, ano! (= Look carefully, dragon!), which, on the
border of transition of lexical repetitions from contact to distant ones,
turns into a paradox: ga éu 3Haza (= so that you know), / ... kakea du
e asa upolywiaaa® (= ..what an awful dragon would swallow you). In
this way the lexical repetition, functioning as a connective, links two
stylistic devices: gradation and paradox, in which the aforementioned
lexeme appears as their expresseme, or a poetic expressive device. In
all the three examples, among other features, the repeated lexeme has
the role of leitmotif, since in the aforesaid discourses it represents rep-
etition, but, at the same time, also the varying of a certain expressive
device, thus enabling the connecting of disparate details of the artistic
text into a unified whole.

Dispersed lexical repetitions. This form of lexical repetitions usually
extends over entire poems, less often some of their parts. It is charac-
teristic of most of the analyzed poets.

82 We can draw a moral out of this: no matter how big a dragon (a.1a) is, there is
a dragon above that one that can swallow it.
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(1)

Peu je cygduHa 3a UCTUHY TPO3HA

Pey xpuje cBoje 6uhe Kao cyxmwa

Cse wilio pe4 OCBETJIN 6ap MaJio MOPYKHba
Cee witio peu v Hahe TO jeiBa Mpeno3Ha

Peuu BuTONEpE CYgOUHY Y0OBEYUjY

Jep Ma KyA Aa 3abewn pHa pey y yriy
[Ipes TUIIMHOM Te U3BpraBa pyrJjy

360r TBOje npesbybe ca MPOJIA3HOM peujy

(Anc, 46).

(2) IlpBO HUCam 3HaO Kome cam Kpus,

(3)

132

caJl He 3HaM KoMme HUcCaM.

Kpue cam ceom oyy ko u oH cgome oyy,
U Kpue c80M CUHY KO MOj olilay MeHU,

Kpue U c80M 3aHATy U aJaTy,
U OHOM WO CaM UMO, U OHOM WO CaM HEMO,

U OHOM WO CaM jeo U Uuo,
U OHOM WUWO je MeHe jes10 U UUJo,

Kpug caM U 080j CJlaMH1 Ha K0joj CliaBaM,
u 060j Bpehu Kojom ce MOKpHUBaM,

CBUMaA U CBEMY CaM Kpus,
aJsl camome cebU caMm HAjKpUue./blU, KO U CBAKO!
(c/bx, 138).

HULITA CUipasu/10 BOJA CUIpABU/10 Ba3AyX CUIpAB8U/I0
AyX clipasus1o yMe Cilipdeu/10 JIaHWHe Clipdsu/1o
IIOKpEeT cllpasus/10 CHara ciupasu/io )KUBOT CUUpA8U/10
3BEPU Clipasu/io NOTOLMU CUIPABU/IO CTA3e CUPABUIO
NTUIE Clipasu/10 HOhY cilipasu/1o JaHU Clipasu.10

JbYy IV CUIpAsU/I10 ¥eHe culpasu/io Jiena ciuipasusio
roJJMHE CUWlpasu/1o ceJia Cupasu/i0 TpajjoBy CUpAsU/I0
CTBapH ciipasu0 opyha ciipasus1o opyxja ciupasu.io



KBUTe CUipdsus/10 CipaBe clipagu/io 3Be3e cCiipasu/io

JeMOHU clipasusio auhesu citipasu10 60TOBU Clipa8U.10

OTPOMHO clipasu/10 6eCKOHAYHO clipasui0 HeMoryhe citipagu/10o
(THXK, 88).

In example (1), lexical repetitions are dispersed over the entire con-
text of the poem, in the form of individual words: peu ... peu (= word...
word) and groups of words: cee witio pey ... cee wiuo peu... (= all that a
word... all that a word...). As we can see, they are mostly placed in the
initial position with a tendency towards the final position. However, the
final position is occupied by rhyme which in its organizational function
interconnects verse lines into stanzas. Still, in one place, the most im-
portant one for the given context, namely the end of the poem, there is
direct contact, or concurrence, of lexical repetitions and rhyme. In fact,
the lexeme peu (= word), through repetition, ended up in the position
of the rhyme: uogeujy (= man'’s) - peujy (= [with] a word), whereby the
two stylistic devices, which are different but have the same purpose,
were equated. In this way the poetical text is affected by double com-
pression: (1) in the initial positions (lexical repetitions) and (2) in the
final positions (rhyme). Thus, a balance was struck at the two most im-
portant points of a poetic text, its beginning and its end. In example (2)
lexical repetitions permeated the poetic context to such an extent that
we are more likely to talk of lexical units that did not enter the system
of lexical repetitions®. Actually, out of the 86 lexemes used in the text,
65 (or 75.58 %) are in the lexical repetition system, and 21 (or 24.42 %)
outside that system. From the data shown we can see the frequency
of connectives in the quoted poem by Lj. Simovi¢. In this way, one lex-
eme is particularly distinguished from the rest of the lexical repeti-
tions, and that is the lexeme kpus (= guilty) (found in different forms),
which, through its greater presence, colours the whole context of the
poem emotionally and semantically, thus becoming its expresseme®. In

83 This reminds us of the idea expressed by Hopkins: that the structure of poetry
is the structure of continuous parallelism produced by repeating the same or
similar segments of text (Hopkins 1953)

84 The term expresseme is taken from V.P. Grigoriev. In his book [loamuka
ca08a (= Poetics of Words), he defines this term in the following manner: “An
expresseme contains the ‘linguistic’ and the ‘aesthetic’ in their concrete
mutuality, and represents the unity of general, particular and singular, of
typical and individual, material and ideal, form and content.” (I'puropbes 1979:
140)
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example (3), a unique poetic piece of work is made through the string-
ing of different terms, always followed by the same modifier, i.e. the
lexeme ctipasuso (= monster). In fact, in the first ten lines the word
ciupasuso (= monster) serves as a modifier to entirely different phe-
nomena (or terms) (for example: Huwia cipaguo... 8a3gyx clipagu.io
(= nothing monster ... air monster) / gyx ciupasu.o (= ghost monster)
/ UsnaHuHe cttipasuso (= mountains monster) / tiokpei ciupasuo ... |
38epu ctipasuJo ... (= movement monster ... [ beasts monster ...) / gaHu
ciupasuso (= days monster) / wygu ctipasuo... (= people monster ...) /
Kroule cttipasuo... (= books monster ...) / geMoHu ctipasuo... 50io8u
ciuipasuso (= demons monster ... gods monster). The primary goal of this
kind of structuring is to discover an equivalent element (or dimension)
in most phenomena. In this case it conveys a negative connotation ex-
pressed through the word ctipasusio (= monster). However, in the last,
eleventh line, without changing the structuring approach, a reverse
situation is created: the modifier citipasu1o (= monster) becomes a
head word, and various terms standing next to it reveal its main char-
acteristics: oipomHo (= immense), deckoHayHo (= endless), Hemolyhe (=
impossible) ctipasuso (= monster). Such repetitions produce a specific
connecting relation, intended to point out the same in the different, or
make the impossible possible.

Following this short analysis of the selected material, the follow-
ing conclusions can be drawn. As we have seen in the introduction to
this paper, lexical repetitions have rarely been the object of research.
As far as we know, nobody has written about their connective func-
tion in poetic texts. However, these repetitions represent one of the
constant poetic devices that are used by all schools and movements.
That is why they constitute one of the most important constructive ele-
ments of verse creations. Both individual lexical repetitions, and those
constituting syntactic, verse or stanza repetitions, are widely used in
contemporary Serbian poetry, mostly because that poetry is written in
free verse without the use of rhyme. In this type of versification (and
poetry) lexical repetitions are a very prominent instrument of compo-
sitional organization of poetic texts. It is especially prominent when
lexical repetitions take some of the marked positions in the verse: ini-
tial, medial, final. Moreover, lexical repetitions take part in the crea-
tion of the poetic text even if it uses fixed verse and rhyme. Then they
function as an additional device, producing certain relations, in the
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first place with rhyme, which among its many functions (for example

auditory, rhythmical, grammatical, syntactic, semantic) also has the

organizational function, i.e. linking verses into stanzas. Lexical repeti-
tions with the organizational function interconnect different elements

of poetical texts, and do so at different distances, functioning as a very
powerful connective device, moulding and compressing the poetic-
linguistic material. The organizational role of lexical repetitions entails

other functions: rhythmical - when lexical repetitions occupy promi-
nent positions in a verse line; grammatical - gender, number and case

are activated; syntactic — additional relations are formed between the

subject and the predicate, the subject and the object, the predicate and

the object etc.; semantic - different components of meaning of a term

are expressed through the same form in different contexts; stylistic -
every repeated lexeme becomes an expresseme, colouring the poetical

context with emotionality and expressiveness. Depending on the type

of context and the structure of lexical repetitions, the connective func-
tion as the general one is segmented into separate functions, which are

usually expressed in the form of (1) organizational, (2) rhythmical, (3)

semantic, and (4) stylistic functions. It is rarely the case that only one

of these functions is realized, more often they operate together, and

in that way make poetical discourse truly complex and polysemous.
What seems to be important, and is related to the connective function

of lexical repetitions, is that this function is universally present in con-
necting the form and content of poetical works, since it links the scope

of expression and the scope of its content.
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On Some Stylistic and Semantic Aspects of the
Distortion of Adjectives in Poetic Structures

Questions concerning syntactic problems related to word order in
Serbian have been addressed by our linguists for quite some time.
The investigations aimed to find out hidden regularities related to
basic linguistic questions, questions of the historic development of
this problem, and those dealing with the problems as presented in
contemporary literary language. However these stylistic (and semantic)
problemshave been marginalized inliterature and treated only casually®.
Word order theory in the Serbian language usually distinguishes two
coding systems®¢. The first coding system comprises the elementary
and regular word order while the second is a modification of the first
(and it includes inversion). The first system is stylistically neutral and
the second stylistically marked.

The subject we are dealing with in our paper is a phenomenon which
in language theory has up to now been referred to by the term distor-
tion®”. The concept of distortion means some kind of deformation or

85 However there are only few examples of those who were interested in the
problem from the stylistic point of view: Bogdan Popovi¢ (I[lonosuh 1960:
19-79) and Stjepan Ivsi¢ (MBmuh 1952: 10-18).

86 B. Delbriick was one of the first to write about the distribution of words
(Delbruck 1888: 15 and 16). He distinguishes two types of word order:
traditional and occasional. The term ‘traditional’ refers to ordinary and
regular word order and the term ‘occasional’ refers to such an order where
the most prominent word is put in the front position (regardless of its
syntactic function). Delbruck maintains that such word order patterns were
established in the times of the Indo-European protolanguage.

87 Branko Vuleti¢, a Croatian phonetician and stylistician, also uses the term

distorzija prideva (‘distortion of adjectives’). His definition of the term is this:
“Distortion of adjectives is one particular procedure by which an adjective

becomes independent and it is very similar to the elliptical sentence: the
adjective is formally separated from the noun (by means of a comma or a
break) but, actually, its ties with the noun become stronger (because the
adjective ‘contains’ the noun and repeats it as an independent element with a
quite rich language realization”. (Bysnietuh 1988: 63).
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twisting (CumeoH 1969). In our paper we treat this concept as it is re-
lated to inversion of adjectives which is not according to the rules of
the syntactic structure of Serbian. The inversion itself in poetic struc-
tures is closely related to various procedures of separating adjectives
from nouns® which are otherwise closely linked with nouns, defining
some of their characteristics.

Distortion of adjectives in the narrow sense represents one of the
methods of making this kind of words independent®. An adjective is
formally separated from the noun it is related to, although by its posi-
tion and context it takes over the function of the noun and that part
of its semantic content which is realized in the particular situation.
The adjective which has been positionally and intonationally separat-
ed from the noun contains additional information and so becomes the
conveyor of logical emphasis on the basis of its syntactic and stylis-
tic expression. The common characteristics of all the adjectives made
prominent in this way, as opposed to those being not prominent at all,
are in that they acquire new semantic meaning and emphasize that
particular detail they signify. Owing to their conceptual independence,
these adjectives are equated with adjectival nouns®.

It happens that in the rhyme structure of poetic verse in which strict
metric rules are observed the first-degree language organization model
gets syntactically restructured to meet the requirements of the most
appropriate expression of the established rhythmic intention. The re-
structuring is not caused solely by obeying the applied rhythmic or-

88 B. Popovi¢, a well-known Serbian critic and an expert on literary style theory
dealt with the problem of the relation between adjectives and nouns. In
his essay O poloZaju prideva u grupi sa imenicom (‘On the distribution of
adjectives in noun phrases’) he draws attention to basic factors determining
the place of an adjective within a noun phrase functioning as a subject or an
object (ITomosuh 1960: 19-79).

89 The procedure of separation of an adjective from a noun is nothing more
than function substitution: an adjective functions as a noun. Dealing with
this matter A. Beli¢ states this: "When the adjective stari (= old) is used as an
independent word then it has the meaning of the noun starac (= an old man)...
There we have function substitution of one category by another’ (besauh 1941:
484). In some more recent literature on the subject of lexical and grammatical
procedures the problems of function substitution are treated as a special type
of derivation identified by the term syntactic derivation.

90 The term pridevska imenica (‘adjectival noun’) has been taken over from
Aleksandar Beli¢ (bennh 1941: 488).
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ganization of the language material but also by other reasons of which
semantic and stylistic ones are the most frequent. The restructuring of
the neutral syntactic pattern realized by the conventional word order
characteristic of non-poetical first-degree language model means that
sometimes some words which belong to one grammatical class get
converted into another class but with somewhat changed grammatical
and semantic characteristics.

Addressing this problem on the material of modern Serbian poetry**
we have noticed that in most cases adjectives are separated from nouns
by means of a comma, overstepping (on the boundary of two adjoining
lines), and by inserting bigger or smaller parts of the text between the
noun and the adjective. In our paper we shall deal with all the three
ways of separating adjectives from nouns.

There are two cases in which adjectives are separated from nouns
by means of a comma.

Within the context of one verse line the indefinite noun gets addi-
tionally qualified (post-modified) by the adjectives in reverse order?.
Examples are numerous:

(1) Kao nokajuule, y cehawby cuBoM,
Ha 3apaHKy cyHIIa, Ha/ia ¥ )KUBOTA,
[Iposnase y o1y, yMOPHOM WY HCUBOM,
Ca iM1ieM Ha KOMe HecTaje JIeNoTa,

(mcm, 116).

(2) IlneTy ce BeHLIU 3a jyHaKe MHOTeE,
[y ce cUTH, yCTajy HE3BAHY;

91 Itis the poetry of Jovan Duci¢ (JoBan [lyunh), Milan Raki¢ (Musian Pakuh),
Vladislav Petkovi¢ Dis (Bsiagucnas IletkoBuh /luc), Sima Pandurovi¢ (Cuma
Manzyposuh) and Aleksa Santi¢ (Anekca IllanTuh) who more than any other
poets exploited the aesthetic principles of the French ‘Parnas’ movement and
symbolism. They all emphasized to a certain degree the harmony of the bound
form, and had a smooth and formally polished way of expression.

92 When talking about appositional phrases Mihailo Stevanovi¢ says the
following: “One of the features of appositional phrases is that they are
qualifiers which are subsequently added to already defined concepts”
(CreBanoBuh 1974: 57). As our analysis shows this statement by Stevanovi¢
does not hold because appositional phrases additionally qualify undefined
concepts (nouns) as well.

139



Anu 8u, gusHu, 6e3 pyke U HOTe,
BbuheTe Halu jyHalM He3HaHU
(nB1I, 156).

(3) Hampen! Anu Kya, ¥ Kamo, ¥ 3a1ITO?
U 3ap yBeK UCTO, ¥ CBE TaKO BE4HO?
[la kaKo To UNaK 6OJIM HEU3JIEUHO
Kag cBpuiu cHegarse, v Upa3Ho, ¥ WAWWO...

(aymi, 159).

In example (1) the noun 6o (= pain) is modified by the adjectives
ymopaH (= tired) and scue (= alive) which through inversion and sepa-
ration from the noun by means of a comma become elevated to the level
of syntactically and conceptually independent words belonging to the
class of nouns. The quoted context paraphrased in a non-poetical form
would go like this: IIposaze y 604y, koju ogaje ymMoOP u >)KUBOCT (= They
pass in pain which shows TIREDNESS and LIVELINESS). However, due to the
very strict metric and rhythmical structure of the verses, the poet uses
elliptical construction in which some parts of the phrase are omitted for
the sake of conciseness and precision of poetical expression. In example
(2) the pronoun Bu (= you) is defined by the adjective gusHu (= beauti-
ful) in reverse word order. This adjective in this particular context has
the meaning of the abstract noun gusoiua (= beauty) which functions
in the following sense unit: As1u 8u, koju ce ogaukyjeitie gugoiiom, e3
pyke u Hole, / buhetue Hawu jyHayu He3HaHU (= But you who are dis-
tinguished by beauty, without an arm and a leg, / Will be our unknown
heroes). In the third example the verbal noun cHesare (= dreaming)
is modified by the adjectives @ipazan (= empty) and @waw (= vain) in
inverted order. These two adjectives within the sense structure of the
quoted text have the meaning of the abstract nouns tipasHuHa (= emp-
tiness) and @wawitiuxa (= vanity): Ila kako o uiiak 601U Heu3e4Ho /|
Kag cepuiu cHesarbe, Koje je uctiyrseHo Upa3HUHOM U WawiiuHoM (= And
how it still hurts incurably /| When dreaming is over, filled with empti-
ness and vanity). Had the poets formally realized the meaning of their
expressions, metric and rhythmical organization® of the poetic context

93 Mihailo Stevanovi¢ draws our attention to a similar phenomenon: “Common
nouns placed next to proper geographical names in Serbo-Croat (e.g. reka
Sava (= the river Sava), selo Stepancikovo (= the village of Stepancikovo), etc.)
are used in poetry most often to achieve the required number of syllables in
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(symmetrical sextameter 6//6) would have been seriously disrupted.
Consequently this would have meant that very strict segmentation of
language material would give way to rather freely constructed expres-
sions unacceptable in poetry.

Within the context of one verse line the inverted adjectives addition-
ally define an already defined noun. Examples are numerous:

(1) Yeka npen rpo6oM U 360pH jOII TABHO
Tyry )kuBOTa U Jby6aB CIIPaM HETa,
U yeka cBoje. Kag fonagne MykJio
CBe [JPHO gpywiugo, yJIcacHO U gua/be,
Jlo 1e, 10 rpoba, - cTpax JieJleH!u Npobu
Jyuiy u cpie, 3Jie caytehu kobu,
A cypo He6O 3aTpernepH KUBJbe

(mco, 56).

(2) Ja 3HaM JEZAH goaati. l|pH, .1oma3aH, Wpyo,
CTOju Kao ClIOMeH M3 NMpacTapux JlaHa.
HberoBy cam mkpumy Kao jJieTe 4yo.

Crapa rpy6a cnpaBa /IaBHO MU je 3HaHA

(pMII, 99).

(3) CmaBa Mu ce. JouI fa JierHe TeJio
Y TAJ cymop, mplias, lITO Cce BUje.
Y Ty aywy, y ponay, omneJio,
/la moToHe cBe 1ITO GUJIO HUje
(nB1I, 91).

In example (1) the noun gpywiieo (= company), already qualified
by the adjective ypHO (= black), is further modified by the adjectives
yacacHo (= horrible) and gusswe (= wild). However, these adjectives, in
the context which has been structured in this way, do not represent on-
ly one characteristic of the concept they define but its entire conceptual
quality expressed, in the preceding examples, by the meaning of the
nouns yocac (= horror) and gusswuna (= wilderness), which function in
the sense structure of the paraphrased expression: CBe [[PHO gpywiigo

a verse line or for some other metrical and rhythmical reasons” (CteBanoBuh
1958: 31-32).
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KOje UCNymaBa yacac u gussbuHa (= All BLACK company, filled with hor-
ror and wilderness). In example (2) the noun gosati (= waterwheel) is
modified by JEZAH (= one) which stresses its singularity, and it is fur-
ther qualified by a sequence of three adjectives: ypH (= black), .1omazan
(= bulky), wpyo (= rotten) which have the meaning of conceptually
independent elements: ypHuso (= blackness), inomasHocti (= bulk),
wpysaoctu (= rottenness). This is exemplified by the sense structure
of the expression: Ja 3HaM JEJAH go.aii, KOju ce OJIJINKYje YPHUIOM,
1omasHowhy u wipyaowhy (= 1 know oNE waterwheel which is char-
acterized by blackness, bulk and rottenness). In example (3) the noun
cymop (= dullness) determined by T4/ (= that) (which means ‘that par-
ticular and not any other’) is further modified by the adjective mpitias
(= apathetic) which acquires the meaning of the noun mptieuo (=
apathy). This is illustrated by the meaning structure of the expression:
Y 1AJ cymop, koju je ucnymweH Mpiiguiom (= In THAT dullness, which is
filled with apathy).

There are three types of separation of adjectives from nouns in case
of overstepping verse line boundaries.

The overstepping takes place at the break point between the noun and
the inverted adjective. In such examples the inverted adjective most of-
ten modifies the indefinite noun®. There are not many such examples:

(1) I1a unmak, HUCMO MU HHU 3a IITA KPUBH,
['ocnofio. Jecy npoTeksa uposaeha
HemupHa, seta; anv HeKa XXUBU
Cymopna mucd v Hauter ctoJiehal

(ncm, 112).

(2) Ko6 30pa Ha Bpxy rope njiamMmeH GyKHY,
U pauBe GykaBa pyjHU TPUMU3 TOKPHU
CBy, ap>xkehu [U/bKy ca 601/b0M, y CYKHY
CusoM, 0KO BaTpe OHU CeJie MOKpPHU
(A, 149).

In example (1) the noun iiposeha (= springs) is modified by the ad-
jectives HemupaH (= anxious) and seti (= beautiful), which acquire the

94 Itis true that sometimes the adjective is a post-modifier of an already
modified noun as is shown in the following verses by Sima Pandurovi¢:
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meanings of the nouns Hemup (= anxiety) and zeiiotia (= beauty). This
is obvious from the following context: lIpoitiekaa cy tipoaeha, koja cy
uctlyreHa Hemupom u aetuowiom (= The springs have passed, filled with
anxiety and beauty). In example (2) the noun cykHo (= cloth) is modified
by the adjective cus (= grey) which, due to its position in the syntactic
chain, acquires the meaning of the concept cususo (= greyness). This
is shown by the context: Ceu gpoice gusmaky ca 0g/bom, y CyKHY Koje
ce uctiuve cususiom (= All are holding wild stalks with spines, in cloth
which is characterized by its greyness).

The break between the two adjoining lines is marked by a pause
and comma, and overstepping takes place at the break point between
the noun and the inverted adjective. In such cases the inverted adjec-
tive modifies the noun which has already been defined. Examples are
numerous:

(1) Cuwmwiu cMo c yma y CJAJAH gaH,
IIposugaH, gydok, - HaMa, Apara, 3HaH,
W cBeTKOBacMO OlleN/beHE TO
O MyKa, CyMibe, BpeMeHa U CTO
PaHa, mTo KpBaBe UX Bpehao je cBeT, —
Jby6aBu Hallle MJ1aB U HEXKaH 1BET
(rcm, 50).

(2) O, uyaHa Hoh, 0, YY/JAH call,
TajaHciugeH, YpH, U 11X,
Y Koju Kao BUTH BJIAT
Moj 6osiHu fputhe gyx
(pMmII, 103).

(3) Mup, TUIIMHA CMPTHU... AJIU UCIIOJ] MODa,
YecTo k0 fa yyjeM rsac JAJEKOT xopd,
TajaHcwigeHol, cClipawHol, Y JyTroj TUIIUHU

(aymi, 76).

In example (1) the noun gax (= day), already modified by the adjec-
tive ¢JaJAH (= bright), is further modified by the adjectives tiposugan
(= transparent) and gydok (= deep) that we find in the second verse
line. These adjectives, separated from the noun by means of a comma,
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become fully independent and acquire meanings identical to those of
the nouns tposugHocii (= transparency) and gydéuHa (= depth). The
context which proves this is the following: Cuminu cmo ¢ yma y CJAJAH
gaH / Koju ce oA uKyje tiposugHowhy u gydburom (= We lost our mind
on a BRIGHT day / which had the qualities of transparency and depth).
In example (2) the noun caiti (= hour), modified by the adjective 4yz4H
(= strange), is postmodified by three adjectives in inverted position:
wajaHcieeH (= secretive), ypH (= black) and inyx (= silent). These ad-
jectives as post-modifiers of the noun from which they are separated
by a comma acquire special conceptual independence: wajaHciigeHoctl
(= secrecy), ypHuso (= blackness), and i1yxociu (= silence). This can
be illustrated by the following paraphrase of the two lines: O, uygna
HoNh, 0, YY/JAH catl, / KOjU je UCTyHeH WajaHciiseHowhy, YpHUIOM U
Lnyxowhy (= What a strange night, what a STRANGE hour / filled with
secrecy, blackness and silence). In example (3) the noun xop (= choir)
premodified by the adjective gasek (= distant) is postmodified by the
adjectives wajaHciigeH (= secretive) and ciipawatn (= horrific). These
post-positioned adjectives acquire the meaning of independent con-
cepts: wajaHciiseHoci (= secrecy) and cipax (= horror). This we can
see from the paraphrase of the lines quoted: YecTo kao aa yyjem rsac
JIAJIEKOT Xopa, / Koju ofiaje WiajaHciigeHocl, Koju nobehyje ciupax, y
nyroj tuinHy (= I often hear the voices of a DISTANT choir / which in-
timates secrecy, which overcomes fear, in the long silence).

At the break point between two adjoining stanzas the overstepping
takes place between the noun and the inverted adjective which modi-
fies the noun. There are only few such examples:

(1) Moj HenpwujaTesby ca iBa OKa KapKa,
C HO>XKMMa y OTPOB 3aMOYEHUM, I/Zie CU?
Tu npen 4ujum 1yxoM naZjHe CBaka BapkKa,
W o mTUT Yuju ce pa3bujy CBH decu!

Jletiu, cuiHu, ipo3Hu! KeJbaH caM Te U ja,

Jla 6aHell Mo/ MacKoM Jipyra UM rOCTa;

/[la Takas, moJiy6o0r, N0JIOBUHY 3MHja,

Bpeb6aiu me kpo3 smuthe 1 yekall Kpaj MocTa
(mymi, 181).
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(2) CunHoh, xaz ce BpaTUX U3 TOIJIA XaMaMa,
[Ipohox nokpaj 6auiTe crapora uMama;
Kaj Tamo, y 6amiTy, y x/1aJly jacMUHa,

C u6pUKOM y pyIH cTajamie EmMuHa.

Ja kakBa je, dyciwia! Tako MU UMaHa,

Ctup je He 6u 6UJIO /1A je KOJ cyiTaHa!

[Ta jour kaja mehe u niehuma kpehe...

- Hu xoumH mMu 3anuc Buiie nomoh Hehe!...

(AT, 53)

In example (1) the noun dec (= fit of fury) premodified by cBu (= all),
placed in the end-position of one stanza, is postmodified by a sequence
of three adjectives: seii (= beautiful), cuszan (= violent) and iposan
(= horrid), occurring at the beginning of the stanza that follows. Such
ordering of words - adjectives being separated from the noun and fol-
lowing it - results in a great degree of independence, almost as great
as the independence of nouns. This is why they do not signify qualities,
but rather have the conceptual meaning of: sietiottia (= beauty), cuauna
(= violence) and iposotua (= horror). This can be paraphrased as fol-
lows: Tu npen YujuM AyxoM NajiHe CBaka Bapka, / M o WITUT 4uju ce
pasbujy CBH decu / KOju Cy UCTTyH€HU /1eU0WoM, CUAUHOM, Ip030ToM!
(= You, before whose spirit every trick surrenders, whose shield will
break all fits of fury / which are filled with beauty, violence, and horror).
In example (2) the proper noun Emuna (= Emina), placed at the very
end of one stanza, is postmodified by the adjective dyci (= ravishing)
meaning beautiful, gorgeous, magnificent - placed on the caesura of
the first line of the next stanza. The distance, additionally emphasized
by the blank space between the stanzas, indicates that this adjective
has gained independence, and assumed the meanings of one or more
abstract nouns: setiotia (= beauty), kpacoiua (= gorgeousness) and
gueouia (= magnificence). This is also supported by the paraphrase: C
HOPUKOM Y Py cTajaule EmMuHa. / Ja KakBa je To seliotia / Kpacoiia,
gueottia / (= Emina was standing with a jug in hand. / What beauty /
gorgeousness, magnificence [).

There are five kinds of separation of an adjective from a noun when
we are dealing with the insertion procedure.
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Separation of an adjective from a noun takes place within the con-
text of one verse line. The examples are numerous:

(1) O, kako KyAHO clupacii Hac TOHU HCApKa
CBpuieTky, kpajy. I[1a u 6041 he npohu;
CBe, yak u Jby6aB. [J1afiHe CTpacTU roHe,
['oHe mo Mpaky rpo6y o he gohu;
[locMpTHa 3BOHA y la/bMHU 3BOHE,

A BeTpH Xyje IOHOCHO U CTPACHO
[locneamwy necMy cBeMy LITO je GUJIO
(mcm, 55).

(2) Oxa he pohu, csujeitinag v vucitia
K6 cy3a majke, kao Jby6aB Xpucra,
Ja cyme BoAU U3 TAMHUYKUX BpaTa
(A, 81).

(3) EBo Mu co6e! O nyBapy jourte
Hxona BUCH, Upaw/busa v camd,
Wy Me rnepa v wanhe u3 pama
O 1o6py cpehe, AjeTUHCTBA, MUJIOLITE
(A, 70).

In example (1) the noun ciipacii (= passion) is modified by the in-
verted adjective scapka (= ardent) separated from the noun by the
syntactic construction Hac ionu (= is driving us), which gives a certain
amount of independence to the adjective, whereby it is elevated to the
level of the conceptual meaning of the noun scap (= ardour). The para-
phrase goes like this: O kako *xyaHO ciipacii yHa Jcapa Hac TOHU /
CepuieTky, kpajy (= 0, how eagerly passion full of ardour is driving us
/ towards the close, the end). In example (2) the pronoun oHa (= she)
is postmodified by two adjectives: csujeitizia (= bright) and uuciua
(= pure). By insertion of the text he gohu (= will come), these adjectives
are to a certain degree independent and thus conceptually perceived
as nouns ceetisocti (= brightness) and uuctiotia (= purity). There-
fore the paraphrase could go like this: Ona he gohu nyHa cgeitizociiu
u yuctwiotwie / Ko cy3a majke, kao sby6aB Xpucra (= She will come, full
of brightness and purity / Like a mother’s tear, like Christ’s love). In
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example (3) the noun ukona (= icon) is postmodified by the inverted
adjectives tpawswus (= dusty) and cam (= alone). By the insertion of
the verb sucu (= is hanging) the inverted adjectives get separated from
the noun they modify. In this way they become semantically independ-
ent and they acquire nominal functions of the nouns dpawuHa (= dust)
and camoha (= loneliness). This is shown by the paraphrased context:
EBo Mu cobe! O nyBapy jourte / ukoHa BUCH, IPEKPUBEHA UPAWUHOM
u camohom (= There is my room! On the wall / The icon is still hanging,
covered with dust and loneliness).

The separation of adjectives from nouns also happens within the
context of two adjoining lines. There are numerous examples:

(1) Y nokpoBy je, xsa/lHa, MPTBa, 6J1€/13,
JluBHa K’0 3paly NoMpJiux uaeja,
CBA /by5a8 MOJA Yy BEJIMKOM J1aHY,
Mpiusa, - TO jyTpo *KUBOTaA U cpehe,
Y Mopy cy3a yTon/beHa JJaBHO,

Y Mopy cy3a u cypoBuUx 6eja, -
CTapuHCKY IOHOC MOjUX enoIeja
(rcm, 56).

(2) U mycTu Tpy/iexx HeKa CIemno ra3u
Jby6aB u Aylly, U HaTama CTPYHY;
3azax HeK Ha Te CBOJY CeHKY IJla3u
Bucoky, kpytHy, Kao 3/106a yHy

(mBII, 41).

In example (1) the noun ssydas (= love) is premodified by caB (= all)
and postmodified by the adjective mpiuas (= apathetic) in inverted posi-
tion (in the second line). This adjective is separated from the noun by the
text: MOJA, y BEJIMKOM JlaHy (= MY, on a great day). This is why the con-
tact between the noun and the adjective is lost. As a result the adjective
becomes independent and acquires the conceptual meaning of the noun
Mpuususo (= apathy). This can be seen from the following paraphrase:
CBA /6yb6a8 MOJA y BeJIUKOM JjaHy, / o0y3eTa je Mpuigu/10M (= ALL MY
love, on a great day, / is overcome with apathy). In example (2) the noun
ceHka (= shadow) is premodified by cBoj (= its) and postmodified by
two adjectives: sucok (= high) and kpyiian (= bulky), separated from the
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noun by the verb @1a3u (= sticks out its tongue). This separation from
the noun emphasizes the independence of the adjectives. These adjec-
tives acquire the meaning of the nouns sucuHa (= height) and kpytiHoha
(= bulk). This can be seen from the paraphrase: 3asax Hek Ha Te CBOJY
CeHKYy TJ1a3u / Koja ce ucTu4e 8UCUHOM U KpyuHohom (= Let the stink
stick out ITS shadow at you / prominent in its height and bulk).

An adjective and a noun can get separated by a stretch of words
within the context of a stanza. The examples are scarce:

(1) Kaga Ham cuHosu moby ca 6ojuiiTa,
3amnojeHu c1aBoM, K'0 MupucoM 1iBehe,
YmopHu v s1eliu v KeJbHU OTHUIITA —
MHoru WTOo 0Z011e Ha paTHA BOJUILTA,
BpaTuTu ce HaMa, BpaTUTHU ce Hehe

(nB11, 159).

(2) K6 pameHna TH1Ia, IITO 64 HEGY XTjea,
OTuMa ce gywa u3 0JIOBHUX /IaHA,
Anv KOGHM BjeTap rpabH je ca CTpaHa,
[la ce HaTpar TprHe pemp3/a v ceeaa

(A, 92)

In example (1) the noun cunosu (= sons) in the first line is postmodi-
fied by the adjectives ymopan (= tired) and zeti (= handsome) which
are in inverted position in the third line. These adjectives develop se-
mantic independence like nouns ymop (= tiredness) and setiotia (=
beauty) and all this is due to the position they have in the word chain.
The paraphrase of this stanza would go like this: Kaga Ham cuHosgu
Jlohy Ha 6oju1Ta, / 3aM0jeHu cJ1aBOM, K'0 MUpUcoM LiBehe, / onxpBaHU
YMOpOM U UCTIYH€HU /1el0lioM, U )eJbHU orwuilTa (= When our sons
come from the battlefield, / Imbued with glory like flowers with their
scent / Crushed by tiredness and filled with beauty, and longing for
home)%. In example (2) the unmodified noun gywa (= soul) from the

95 The separation of an adjective from a noun which takes place within the
boundaries of one stanza sometimes includes a combination of two cases. This
is shown by the following verses:

[la Mu je wydas oceTuTH daaly
O K0joj He 3Ha, a FTOBOPHU CBET,
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second verse line is subsequently modified by the inverted adjectives
tipompsao (= frost-bitten) and cgeo (= withered), placed at the end of
the fourth line. Being far from the noun they modify on the semantic
plane, these adjectives turn into the nouns @ipompsauHa (= frostbite)
and ceesocti (= witheredness). The transformed context of the line
would look as follows: K6 pameHa Tuia, imro 6u He6y xTjesia / OTuMa
ce gywa w3 0JIOBHUX JaHa, / Ay KOGHHM BjeTap rpabH je ca cTpaHa, /
[Ia ce HaTpar Tprue Kao tpomp3sauHa U ceesoci (= Like a wounded
bird that craves the skies / the soul is breaking out of the leaden days,
/ but the fatal wind is grabbing it from the sides, / and wincing back as
frostbite and witheredness).

Adjectives are separated from nouns by a rather long sequence of
words within the stanza. There are only a few examples:

(1) Jep MojA je gywa cunioM AUBHA cefia
llITo Meh yeTup 312 BEK MPOBOAH 340,
HekopucHa, cyxa, dectinogHa v daega.
HuTt’ je kora 3HaJa, HUT BY KOT0/J 3HA0

(pmi, 91).

(2) Anu TU CH YBeK, MHJIA JceHo, 6iesia
BypHoM HOhM U Kaj 1aH 3J10K06aH cBaHe

HausHy, desy, y *KUBOTY 3/10M!

/Jla Mu je omeT 3aBoJIeTH Jpary!

Jep cBeT je 6iyza v pa3BpaTa oM,

[7ie YeJHOCT BeHe Kao PAHU IIBET
(ricm, 194).

In the example quoted the noun ssydas (= love) is post-modified by three
adjectives in inverted position: é.1ai (= mild), HausaH (= naive) and deo
(= white). However, the distribution of these adjectives is not the same. The
adjective ésai (= mild) is part of the context of the first line which includes
the noun it modifies. The other two adjectives HaueaH (= naive) and 6eo
(= white) appear in the third line, which means that, due to the fact that they
are even further from the noun, they become more independent. In any case,
all the three adjectives designate concepts: d.1aiociti (= mildness), Hausnociu
(= naivety) and desuHa (= whiteness) which are attributed to the noun as
we can see from the following paraphrase: /la Mu je /6ydas oceTuTH Koja je
ucnymweHa dsaiowhy / O kojoj He 3Ha, a roBopH cBeT, / Koja je ucnymeHna
HausHowhy, SeauHom, y xkuBoTy 370M (= If only I could feel love which is filled
with mildness / Of which the folk don’t know, but speak, / Which is filled with
naivety, whiteness, in this vicious life!).
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OwimeHa, yMHQ, ¥ YACHA Y cMenda
Hap noMmom HamuM ouynMma Jlujane
(ncrm, 163).

In example (1) in the stanza just quoted the noun gywa (= soul) is pre-
modified by Moja (= my) and postmodified by four adjectives in inverted
position: HekopucHa (= useless), cyxa (= dry), éectiiogHa (= barren), and
osega (= pale), all constituting the third line. The noun gywa (= soul), as
we can seg, is in the first line and the inverted adjectives in the third one.
The noun and the adjectives are quite apart, separated by the text: cuiom
nvBHa cena / lllTo meh yeTup 3ua Bek mpoBoau 3ao (= by force won-
derful grey / spending its evil age within the four walls). Such a distance
between the noun and the adjectives which postmodify it leads to the
conceptual independence of the adjectives which now have the mean-
ing of: HekopucHociu (= uselessness), cyxoitia (= dryness), éectiziogHoClU
(=barrenness) and é.1egoha (= paleness). This becomes evident from the
following paraphrase: Jep M0ojA je gywa cunom auBHa ceaa / lllto meh
YeTUP 31/1a BEK MPOBO/IY 3a0 / O/ Koje HeMa Kopuciiu Y Koja ce OJJIUKYyje
cyxottiom, bectiziogHouthy v d1egohom / 3aTo OHA HUKOT HUje 3HaJIa, HUTU
je wy ko 3Hao (= Because My soul by force wonderful grey / Spending
its evil age within the four walls / is of no use, and characterized by dry-
ness, barrenness and paleness [...]). In example (2), as in the last example,
the noun sicena (= woman), premodified by the adjective MuJIA (= sweet),
placed in the firstline, is postmodified by four inverted adjectives: ottimena
(= gentle), ymHa (= wise), vacHa (= honourable) and cmesa (= bold) from
the third line. There is a significant amount of text between the noun and
the adjectives: 6gesa / BypHom Hohu u kag gaH 310k00HU ceaHe (= keeping
watch / through stormy nights and when the ominous day dawned). For
that reason the inverted adjectives, in terms of semantics, acquire the prop-
erties of independent words: otumenociu (= gentleness), ymHoctu (= wis-
dom), vacHociu (= honour) and cmesoct (= boldness). This statement can
also be supported by the paraphrase: Anu Tu cu yBek, MHJIA JiceHo, 6ien1a
/ BypHoMm HOhM U Kazi 1aH 3/710k06HU cBaHe / [loK Te Kpacusia olMeHOCH,
YMHoOCW, YacHoci, cmesocii (= But you, SWEET woman, were always keep-
ing watch / through stormy nights and when the ominous day dawned /
While you were graced by gentleness, wisdom, honour, boldness).

Separation of adjectives from nouns happens within the context of
two adjoining stanzas. There are only two examples:
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(1) 3aBeca HOhu asiejamMa CUBUM.
JeAMHO 3UMCKe pyKe jOILT IITO IenTe
Crpaurhy, 1 ja ITO ¥ CHY CBOME KUBUM
Omer, ¥ 36e3ge WITO HaJla MHOM TPENTe

Bbaege v ceiHe. O, M0j 603Ke, TY je

Omnert Taj 3aHOC pa3Apak/bUB, LITO MHje

Moh HepaBa MU cs1abux, Kao ryje,

K’o *xeHCKa TeJia, Kaji Me C (bUMa Kpuje
(mcm, 84).

(2) Ona rocnogapu! Ja cam ko Mazena,
[IpuBe3aH Ha Komy, y 1y60K0j HOhH,
llITo ryiesa 3a cTenoM rzie NpoMUUe CTena,
Bes Hage, 6e3 naxa, 6e3 BoJbe, 6€3 Mohy,

CawipseH U cMOJCgeH, y 0OUMMa CTpaBa —

PasjansbeHa ycTa, ajiu rpJio HEMHU —

Cam, jefnHa Jyla Ucnof Heba IJ1aBa,

CaM Ha 6ecHOj MUCJIM LITO y IPONACT CTpeMHu!
(pM, 88).

In example (1) the unmodified noun 3g8e3ge (= stars) in the last line
of the first stanza is postmodified by the adjectives d.1ege (= pale) and
cetive (= melancholic) in inverted position in the first line of the sec-
ond stanza. The noun and the adjectives are contextually separated by
the phrase in between: wiio Haga mMHoMm TWpetiie (= twinkling above
me); the distance and the break between two adjoining stanzas make
the inverted adjectives independent to a certain degree and they al-
so make them acquire the conceptual meaning of the nouns és1egoha
(= paleness) and cetua (= melancholy). As a result the context can be
restructured in a slightly different way: u ja miTo y cHy cBoMe KUBUM /
OrmeT, ¥ 38e3ge ITO Ha/lJa MHOM TpenTe / oAajy é.s1egohy u cetiy (= both
me, living in my dream / again, and the stars twinkling above me/radi-
ate paleness and melancholy). In example (2) the personal pronoun ja
(= 1) from the first line of the last stanza is modified by the adjectives
cawipseH (= crushed) and cmoocgen (= shattered), placed in the first line
of the next stanza. The distance of whole three lines between the noun
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and its modifiers shows the extent of the latter’s independence, which
come to represent the corresponding nouns: caitipgeHoctu (= crushed-
ness) and cmoscgeHocwi (= shatteredness). The paraphrased context
confirms that: Ja cam kao Mazena [...] / be3 Haze, 6e3 naxa, 6e3 BoJbe,
6e3 mohu, / ocehaM caitipgeHocti u cmoxcgeHoci (= I am like Mazepa
[...] / Without hope, without breath, without will, without power, / |
feel crushedness and shatteredness).

From the above analysis we can draw the following conclusions.
Both modified and unmodified nouns can be postmodified by inverted
adjectives, which are separated from the noun by a comma, end-break
(sometimes reinforced by the use of comma), or by insertion of text in
between. This is realized in the following way: within the context of
one verse and the context of two adjoining lines; at a distance: within
the context of one stanza and the context of two adjoining stanzas. Such
a way of poetic discourse structuring results in the adjectives, which
are syntactically dependent words, taking the position of syntactically
independent words (i.e. nouns) and expressing conceptual meanings
realized in the poetic context.

The examples that have been analyzed exemplify one way and one
stage in the transition from one part of speech to another (in this case
from adjectives to nouns). The adjectives retain all their grammatical
characteristics but the change of syntactic function consequently leads
to a change in semantic structure - transition from the designation of
a characteristic to the designation of a concept. However, the final re-
sult of all these changes is not a lexicalized word, so that the adjectives
(despite their inverted position) keep the status of adjectives. Their po-
sition in the given context distinguishes them from adjectives in their
usual place before nouns. This is why we have used the term distortion
by which we aim to emphasize the importance of the change or, in other
words, of the ‘deformation’ in the function and meaning of the adjective.
This change is only one phase of the process which eventually results
in lexicalization of the phenomena for which the term syntactic deriva-
tion is used (from the lexical and grammatical point of view). The qual-
ity which is designated by the adjective and which is an inherent part
of the noun being modified acquires conceptual meaning with sense
components which are realized in certain poetic contexts.
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On the Semantic Structure of One Kind of Complex
Poetic Signs

[t is known that semiotic theory is based upon the belief that in human
culture and in literature itself there is always a system of signs. It is also
a well known fact that the meaning of signs does not only depend on the
relation between the signifier and the signified, but also on the relation
between the signs and language users. As a result, we can distinguish
three aspects of signs: semantic, syntactic, and pragmatic.

Every single aspect plays a role in the semantic structure of verse
discourses, so that this type of poetic text conveys several types of
meaning. On the other hand, since the poetic text, as a language-mod-
elling system of the second degree (everyday language being one of
the first degree), is characterized by a complementary ordering of lan-
guage, a poetic work (or text) as a system of systems creates, above
all, relational intratextual links among the signs. This is quite easy to
achieve in verse discourse (i.e. poetry) owing to continuous parallel-
ism%® in its structure, based on the repetition of the same or similar tex-
tual segments (the repetition of sounds and sound sequences, rhyming
sequences, stressed and unstressed syllables, composition elements,
parts of the sound structure of tropes, syntactic constructions, verse
lines and stanzas. This orchestral repetition?, which manifests itself as
systemic organization of poetic texts, consists of three parts: the met-
rical and rhythmical level, the phonic level, and the metalogical level.
Within the scope of every level there are different kinds of complex
signs because every simple (minimal?®) sign (i.e. word) is at the same

96 “The structure of poetry is that of continuous parallelism within the large
range of the so-called technical parallelisms in Hebrew poetry, the antiphones
of church music, and the intricate structure of the Greek, Italian and English
verse” (Hopkins 1953: 13).

97 “Tendency towards repetition can be explained as a poetic construction
principle” (JlorMaH 1976: 123).

98 “In every semiotic system we can conceive signs which are indivisible on both
the levels of expression and content; they cannot be divided into smaller units
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time part of several paradigmatic chains which stem from both the
horizontal and vertical text structures of which these signs are parts.

When we discuss complex? signs it is worth mentioning that they
are not characteristic of poetic texts only - there are complex signs in
everyday language in the form of phrases or sentences. However, there
is an undeniable difference between complex signs in everyday lan-
guage and complex signs in poetic language. Complex signs in natural
discourse and speech acts follow each other and after they have con-
veyed information they disappear from the recipient’s mind; complex
signs in poetic language, however, work as complex space signals which
take the reader back to what he has already perceived according to the
laws of the general language code. Besides, simple signs which enter
more complex signs (phrases and sentences) retain their autonomy
and their denotational meaning. On the other hand, simple signs which
are parts of complex poetic signs lose their independence'®, in a way
blending into a complex word or a complex sign. Such transformation
of simple signs into elements of a complex sign strongly resembles the
way in which words (as simple signs) become parts of the phraseologi-
cal units of natural (non-poetic) language.

Although different kinds of complex poetic signs are formed by the
process of repetition, and all that is worth talking about, this time we
will focus our attention on one particular kind of complex poetic signs,
i.e. those which are the result of repetition of the same sound sequenc-
es in two or more words with different root morphemes. In this way the
words (i.e. simple signs) are brought together, and there is a complex
correlation among them on both the levels of content and expression,
resulting in the formation of a common sound segment (pseudo-mor-
pheme), and of a common semantic core (archeseme).

By means of repetition as one of the methods of subsequent poetic
text ordering', on the basis of a common sound sequence (i.e. pseudo-
morpheme), simple language signs make unique phono-lexical strings

to which other units of the other level can be added - these are minimal signs”
(lIkunspaH 1985: 90).

99 “A complex sign is every sign which is composed of two or more minimal signs”
(IxuspaH 1985: 90).

100 “The initial elementary signs are the input to various further transformations
in the process of complex sign formation” (Munujuh 1993: 294).

101 “Complementary ordering of the speech sequence according to the criteria of
comparability of the signs (the relations of identity, similarity, and opposition
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(i.e. complex poetic signs). In this way every complex sign is made of at
least two (and often more) simple language signs. The signs constitut-
ing complex poetic signs, to a certain extent, become dissociated from

the signified (i.e. the content of a language sign) so that complex poetic

signs, generally speaking, do not point at something which is beyond

them or beyond the poetic structures to which they naturally belong™=.
Therefore the linguist faces a very delicate problem: how to find an ad-
equate meaning-form correlation for every complex poetic sign. If one

accepts as true the hypothesis that complex poetic signs have their se-
mantic structure (their content), then this content, we believe, is hard

to pinpoint because it lies somewhere between the basic meanings of
simple language signs which constitute complex poetic signs. However,
if one assumes that complex poetic signs are devoid of content, it is still

not possible to deny that they have a semantic dimension since these

signs appear as additional information conveyors and this information

is meaningful (even if that meaning is irrational). Consequently, on the

one hand, if complex poetic signs have certain content, it cannot be

easily measured by the laws of intellect and logic, i.e. by rational scien-
tific instruments; on the other hand, if one rejects the possibility that a

language sign has content, then the lack of it must be compensated for
by the semantic dimension of complex poetic signs. This dimension is

formed in the usage process, in context, in text structure, but it is also

a part of the experience of decoder and encoder in information transfer,
so that it depends on the amount of culture-related information and

extratextual structure.

[t is unquestionable that sound repetitions bring about additional
links among simple signs and add meanings to the semantic organiza-
tion of text which are either not clearly expressed or not to be found in
natural (non-poetic) language. In this way the sound (phonetic) struc-
ture, which in case of natural language belongs to the level of expres-
sion, shifts to the level of content in poetry, thus forming semantic
structures which are inseparable from the given context. The newly
made phonetic structures resulting from this process show that simple
language signs (words) can escape the input-output language routine.

in the sound structure) enables the phonological factors per se to become
semantically active” ([TetkoBuh 1984: 196).

102 “Words (in poetry) obviously do not have their basic linguistic meaning -
instead they convey the context in which they are used” (Bysietunh 1988: 152).
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Due to this the phonetic structure of poetic language and its semantics
get interrelated in terms of cause and effect. In other words the lev-
els of expression and content are linked so that different simple signs
(words) are closely connected and semantically correlated.

Sound repetitions in poetic (unlike non-poetic) texts organize lexical
elements (simple signs) in a system of links completely independent
from syntax; both systems, however, allow for the units of higher order
(complex signs)'®s. Poetic constructions built in this way constitute a
semantic world in itself. These constructions and semantic relations,
as our research has shown, tend to be either synonymy or antonymy.

An especially productive way of the phonetic (sound) blending of
words which make up complex poetic signs are multiple sound rela-
tions which are active as occasional sound repetitions (within a verse

- euphony) and biphonemic repetitions as part of canonical sound rep-
etitions (at the end of lines - rhyme). The formation of the semantic
structure of such complex poetic signs and its functioning will be ana-
lyzed on the corpus of verses taken from twentieth century Serbian
poetry. There are numerous examples to prove our hypothesis but for
reasons of space only two examples for each case will be given.

In the case of multiple euphonic relations of words (poetic signs),
as the following examples show, it is not only the intensity of formal
relations of elements in a branching structure (complex poetic sign)
that is different, but also the degree of their synonymy.

In Iy y l'opreak (= The Road to Gornjak) by Pura Jaksi¢ the follow-
ing six verses are organized on the level of content as lexical-semantic
contrasts (white - black, hot - cold).

Aur’ mTa ce 3ades1e y ropckomMme Mpaky?
To je desa kyna Ha upkBU ['opwaky!
Pamnpuna kpuia qadygosa deaa,
besiohy je cHera Ha ceGe y3ea;

KpcT ce Ha ¥0j dsuctia cyH1ly oAiroBapa
W no xy1aiHOj CTEHU 3/1auWiHe IpyTre napa
(o) (1, 30).

103 “A linguistic unit does not perform its function on its linguistic level but on the
next one” (IlerkoBuh 1995: 85).
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Within the opposition des10 (= white) - ypro (= black) the first mem-
ber displays a complex system of synonymic relations 3adese (= has
whitened), desa (= white), 1adygosa (= swan’s), desa (= white), des10hy
(= whiteness), daucita (= glitters), 3aatuHe (= golden), based upon the
pseudo-morpheme 6es (= white), 6eo (= white), which appears in dif-
ferent shapes i.e. pseudo-allomorphs adesn/dena/nad/dena/den/dn-a/
sa-e (= abel/bela/lab/bela/bel/bl-a/la-e). The formal matching of the
pseudo-morpheme ées (= white) with the lexical unit éeo (= white) in-
creases its influence on the formation of the meaning of the archeseme,
i.e. of the complex poetic sign which in its turn by virtue of its semantic
features motivates the related dimensions of meaning which exist in all
the activated lexemes. In this way in the actual sequence of synonyms:
3abdesne-dena-snadygosa-odena-desohy-dauciia-3aaiHe (= has whit-
ened-white-swan’s-white-whiteness-glitters-golden), all the simple
signs (besides white) express certain degrees of whiteness. Since the
words éaucita (= glitters) and azatwiHe (= golden) modify the concepts
Kpci (= cross) and tpyie (= stripes): kpctt ... bauctua (= the cross ... glit-
ters), anatuHe upyie (= golden stripes), which do not have the semantic
feature éaucttiasociu (= glitter) and 3saatwociu (= goldenness), they at-
tribute to them a certain degree of whiteness. In this way the words:
3adese (= has whitened), desa (= white), 1adygosa (= swan’s), desa
(= white), des0hy (= whiteness), auctua (= glitters), aaaitine (= golden),
which have different denotational meanings from the linguistic point
of view, become elements of a complex poetic sign where all individual
meanings merge into one indivisible whole. Word relations which are
established later and which rely upon repeated sound sequences cause
a restructuring of the context, which leads to its second-degree seman-
tization where non-cognate simple language signs become elements of a
complex poetic sign and in a way synonyms (since they express particular
shades of meaning and features of the semantic structure as a whole).

We have found a similar semantic structuring in the four-line stanza
from Milan Raki¢’s poem Ha 'asu Meciiany (= At Gazi Mestan).

KocoBcku jyHany, 3acayra je Bauia

[lITo mocneawu 6ecte. Y KpBaBoj clipasu,

Kapa Tpyso yapciiso opyxja ce Maiia,

CBaku Jielll je CBeCHA #puiea jyHaK NpaBU
(pMm, 123).
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By means of repetition of the sound sequence, i.e. pseudo-morpheme
ciupae (= strav) in the form of the pseudo-allomorph citipas-/apcitie/
piisa (= strav-/arstv/rtva), the three lexical units citipasa (= terror),
yapciueo (= empire), scpiea (= victim) are made formally dependent.
However, in spite of close contact, it is hardly possible to perceive any
semantic relation between these three words. On the other hand, the
context (i.e. relations among kpeasa citipasa (= bloody terror) - @Wipys0
yapciueo (= rotten empire) - ceecra xcpuisa (= wilful sacrifice)) reveals
their semantic interdependence. Kpeasa citipasa (= bloody terror) is
only a consequence of tipy.10 yapciigo (= rotten empire) which could
not be saved even by ceecna scpiiea (= wilful sacrifice). If we now
observe (within the scope of the established relations) the semantic
functions of the words citipasa (= terror), yapciiso (= empire), scpiiea
(= sacrifice), we clearly see that itipys0 yapcitiso (= rotten empire) is
nothing but kpeasa ctipasa (= bloody terror) and pointless cgecHa
scpiusa (= wilful sacrifice). In this way three words which are total se-
mantic non-cognates become synonymous due to the same or similar
sound structure, occasional semes, as well as the context.

An especially prominent form of phonetically motivated two-mem-
ber relations is rhyme. Two words (rarely more) that rhyme are joined
in poetry within a single construction (pair) - a complex poetic sign, al-
though they are completely unrelated (grammatically, syntactically, or
semantically). The fact that the words rhyme (on the expression level)
leads to the assumption that there are certain meaning relations which
make their semantic features converge.

In the poem Akopgu (= The Chords) by Jovan Duci¢ there is the rhym-
ing pair gyduHu (= depth) and wmuHu (= dark). These words have dis-
tant denotational meanings.

Joune, nox 3emwoM! Herpe y gyduru
JeniHaKMM PUTMOM, KaO MYKJIO 3BOHO,
OrpoMHoO cplie 3a4y ce y WMUHU:
Yapu MUpPHO, TUXO, MOHOTOHO

(am1, 93).
In the semantic structure of the Serbian language the word gyduna
(= depth) designates location, space well beneath the surface of some-

thing, and the word twmuna (= darkness) dark, dimness, twilight. There-
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fore every lexeme has its autonomous meaning which cannot be related
to the lexical or dictionary meaning of the other word. However, when
these words are used as parts of constructions (i.e. complex poetic
signs) in which they get into close contact due to their uniform sound
structure, the pseudo-morpheme uHu (= ini), their semantic distinc-
tion gives way to some kind of convergence. In the complex poetic sign
gyoéunu (= depth) - wmuHu (= dark), the first member of the rhyming
pair gyduna (= depth), together with the specially emphasized con-
struction gose tiog 3emmom (= down under the ground), suggests its
possible meaning: it is probable that this gyduna (= depth) is filled
with mpak (= darkness). The concepts gyduna (= depth) and wimuna
(= darkness) become synonyms in this way because both words share
one semantic component (archeseme) which is realized as lack of light,
space without light). The words gyduna (= depth) and #imuna (= dark-
ness) become synonymous in the process of semantic convergence. As
Lotman says, in poetry ‘differences between denotational meanings
lose their purpose’ (JlorMaH 1976: 167).

In the poem 3a ctiosiom (= At the Table) by Sima Pandurovi¢ there
is a rhyming pair of words: iysxcHu (= sad) - pyscHu (= ugly).

OpBuLIE CMO OGUJIM PA/IOCHU U WYHCHU
OaBeh cMesnx MUC/H TajUIu U Gpaiu
CBe nJ10/J0Be TOPKe Ka/, Cy Ujeanu

[TocTasu cTBAapHOCT U OGJIMLIU PYHCHU

(mcm, 173).

[tis not hard to notice that the pair of the rhyming lexemes: iyocHu
(= sad) and pyacHu (= ugly) have different denotational meanings in
ordinary language. The primary meaning of the word &iyschu (= sad)
is ‘somebody who experiences sadness, somebody who is sad, sorrow-
ful, unhappy’ and the word pyscHu (= ugly) is ‘somebody whose looks
are unpleasant, disagreeable, not nice to look at’. The basic meanings
of these words that rhyme can on no account be semantically related.
However, the use of the pseudo-morpheme yacaH (= uzan) (the part of
the sound pattern which is identical in both words) bridges the impos-
sible - the effect being that their meanings are no longer considered
separate and unrelated, but one indivisible whole whose parts have
lost their initial semantic identities. The formal sound structure yscan

159



(= uzan) functions as a semantic link which must be special and indica-
tive of something. For this to happen, as we have already pointed out,
either one or both lexemes have to lose a part of their primary meaning
so that they can be related. In our example this is the case with the first
word in the pair: @WyxcHu (= sad). Its secondary meaning ‘which causes
sorrow, pain, depression’ brings it close to the meaning of the second
word in the pair: pyacHu (= ugly), so that these two words become al-
mostidentical (the only difference being that between the feature ‘feel-
ing’ in the first word and the feature ‘impression’ in the second). Two
semantically totally different words when they are in contact within
a complex poetic sign show considerable semantic flexibility (due to
their common sound structure), so that they become synonyms (in the
newly-formed poetic structure'*) and as such they are also parts of the
semantic structure of the context.

Sound repetitions (pseudo-morphemes) in two or more words lead
to the fact that these words are thought of as semantic equivalents.
However, since equivalence is not the same as identity (‘dead equa-
tion’), it also comprises some differences which in certain situations
can mean total oppositeness (expressed by antonyms). A productive
form of such word relations can be observed in unconventional (occa-
sional) sound repetitions (i.e. euphony). This kind of phonolexical re-
lation is present in the structure of one line or of two adjoining verse
lines, and only seldom in the structure of lines which are well apart
within a stanza.

In the poem JegHa cy3a (= A Teardrop) by Aleksa Santi¢ we find this
three-line stanza.

1 ko6Ha MUCO MOPUTH Me CTAJE:

[lITo Moja HMCH, U IITO CMUPA] IaHa

He Hocu MeHU 38uje3ge, HO jage?
(A, 106).

The lexemes MeHu 38ujesge (= stars) and jage (= woes) which are
‘disparate concepts, are successfully projected within a small visual in-
terval’ (JoBuh 1975: 69). Poetic words which are in contact due to the

104 ‘“Two similar phonemic sequences in contact tend to acquire paronomastic
function: there is semantic attraction of words which are phonetically similar’
(Jako6coH 1966: 314).
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sound repetition (the pseudo-morpheme j-ge (= j-de) undergo certain
changes in their semantic structure. The first word in the construction
loses its basic semantic component (‘celestial body’) and acquires a
secondary meaning (‘happiness and joy’), which is suggested by the
context: He Hocu MeHU 38uje3ge (= cpehy) Ho jaze (= [It] doesn’t bring
me stars (= joy) but woes). In this way, i.e. due to the sound structure
of the pseudo-morpheme j-ge (= j-de) which is common to both words
and due to the activated constituent semantic components - semes, the
two lexical units (‘star’ and ‘woe’) become poetic (second-degree) an-
tonyms whose meanings are reduced to the opposition ‘joy - sorrow’
(or ‘happiness’ - ‘unhappiness’).

A similar situation can be found in a stanza from the poem Ciiapociu
(= 0ld Age) by Milan Rakic.

To pgosaze, Apara, cBe GJMKeE U BIIMKE

Heuekanu ganu Hemohu u 6efge,

CBe ce 4exmbe race U CBe cllpaciiu 6aefe

U ko HeMaH cllapocii npe BpeMeHa CTHXe
(pMm, 83).

The words ctupaciu (= passion) and citiapociu (= old age) have almost
identical formal features and the sound sequence citipacii/ciuap-ciu
(= strast/star-st) (pseudopmorpheme ciipaciu/wap-ciu (= strast/tar-
st) which is common to both words provides a link so that they are se-
mantically related (within the complex poetic sign), the relation being
that of contrast. In other words, the lexeme cttipaciti (= passion) with
the basic meaning of strong emotion, enormous and uncontrollable in-
ner drive towards something, can hardly be associated with ciuapociu
(= old age) which is more likely to mean quite the opposite (‘uncharac-
teristic of old age’). Since ‘strast’ (passion) is correlated with maagociu
(= youth), it acquires a new semantic component (the meaning oppo-
site to ‘old age’, i.e. ‘youth’) within the complex poetic sign due to the
phono-lexical parallelism: citipaciu (= passion) - ciuapociu (= old age),
so that we have the antonymic lexical and semantic relation: ‘youth -
old age’.

Rhyme as the most obvious form of repetition of sound sequences
(i.e. sound structures) in two-member relations is manifested as a ‘two-
one’ word i.e. a complex poetic sign. On the other hand, these are ac-
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tually two words with different meanings which are quite apart from
each other in the sequence of speech; yet these words are related on
the expression level so that they tend to converge semantically tending
towards synonymy, but also towards antonymy based upon the con-
trast between the two activated lexical elements. These contrasts have
different shapes which depend on the immediate context.

In part of the poem Camcon u [leausa (= Samson and Delilah) by
Laza Kosti¢ the words which rhyme are: podosu (= slaves) and éoiosu

(= gods).

(..)

A vi3 rpJia ce opu rpZiaH cMmej,

Ta J0CTa I'pZaH Aa ra uyje 3ej!

To BoJsie JbyJH, BOJIE p0d0O8U,

as’ 3ej ce cTpeca, 60r HaA 60lo8U’;
() (kJ101, 55).

The formal identity which is expressed by the sound structure -o0-osu

(= -0-ovi) (i.e. by the pseudo-morpheme o0-osu = 0-ovi) fixes the an-

tonymy of meanings of the two rhyming lexemes: podosu (= slaves)

- doiosu (= gods), drawing attention to their secondary semantic fea-
tures. Namely, the concept 6oi (= god) in the system of non-poetic lan-

guage represents ‘Deity, Divinity’ and the concept poé (= slave) means

‘vassal, bondman, captive’). However, when they are elements of a com-
plex poetic sign, these two concepts form semantic unity (by means of

the rhyme) and the semantic distance between them (in non-poetic

language) is transformed into antithesis in the form of the opposition:

‘ordinary - extraordinary’. This semantic opposition is suggested by
the context of which the rhyme podosu (= slaves) - doiosu (= gods) is

part. I'pgan cmej (= raucous laughter) does not only have the feature of

intensity, but it also means something pejorative: ‘unpleasant laughter

which does not bother the slaves who even like it, but which embar-

rasses Zeus'. Since occasional poetic antonyms are understood as parts

of the semantic fields which are active in the extra-textual communica-

tion system'®, the rhyming couple: podosu (= slaves) - 6oiosu (= gods)

105 ‘In the reader’s mind the connections between concepts are those to which
he is used and which are defined by the non-poetic language norm and the
semantic structure of such language’ (Jlorman 1976: 263).
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can, apart from the opposition ‘ordinary - extraordinary’, emphasize
contrastive meanings which are derived by association (according to
similarity): ‘base’ (‘slave’) - ‘sublime’ (‘god’), or according to the me-
tonymic (place) relation: ‘above’ (‘god’) - ‘below’ (‘slave’).

In a stanza of the poem IlIpusubersa (= Apparitions) by Milos Crnjan-
ski the rhyming words are csati (= waterfall) and kaii (= drop).

Ty, Ty 61X, y 0BOM >KMBOTY, Jia Me 06J1Hje caal
CBUX JJUBOTA YYJIHUX, KA0 MaJi MUPUCHOT MJIEKa.
A, 4MHU MU Ce, jeiHA je[iMHA, TaKBa, 6JIKCTA Kall,
Ha/l IeCKOM MYCTHIbA, U TJIa, HaJ| 3¢MJbOM JlajieKa
(umutr, 102).

In the rhyme csatii (= waterfall) - kaii (= drop) the common semantic
distinctive feature which enters the relation ‘much - little’ is present in
both poetic and non-poetic discourse. However, there is also a certain
ground for purely individual, pragmatic interpretation. Although the
words: caau (= waterfall) and kati (= drop) are almost antonyms ac-
cording to their general lexical meaning they act simultaneously like
antithesis at the level of poetic semantics, which makes their contras-
tive semantic features particularly active (the effect of joining the polar
quantitative semantic points: ‘much’ and ‘little”).

Although a language sign in poetic discourse, as we have seen, does
not lose its linguistic nature, it does lose some of its independence in
the process of semantic integration of elements of the lower structural
rank (phonological /phonetic), which results in occasional semantic re-
lations of synonymy and antonymy. The formation of archesemes which
constitute special conceptual constructions based upon semantic rela-
tions (synonymy and antonymy) is the process which is very much like
those in logic - sound repetition in poetry goes beyond the expression
level and becomes part of the meaning structure not as a linguistic
sign but as an ‘icon’ where an archeseme takes the shape of an iconic
signal. An archeseme as a semantic poetic unit reflects the complex
system of intratextual semantic relations which are impossible out-
side the boundaries of a given poetic structure, and it is not identical
with the semantic units of non-poetic language. The archeseme points
both at what is common to the members of the pair of synonyms and
at what is different in the meaning of the opposites. The formalization
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of the elements and the semantization of their formal relations form
the chain of complex poetic signs which make up an occasional word
(two-one, three-one, etc.) as an indivisible meaningful unit character-
ized by the semantic features (i.e. semes) of synonyms and antonyms.
More precisely, in a poetic text in some cases these semantic features
(semes) are active within complex poetic signs whose semantic struc-
ture functions on the principle of poetic synonyms and on the principle
of poetic antonyms.
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On Creativity and Originality in Verse Discourses

In verse discourses, as probably in no others, there is a large number
of stereotypes'® (canons, conventions, norms'’) imposed by a specific
period of time, a specific genre, a specific literary movement (school),
specific literature, the structure of spoken language, personal choice®.
As a result, in the shaping of language material various kinds of
stereotypes produce certain restrictions which artists (poets) are to
observe. However, within each stereotype there is enough space for the
artist’s (creator’s) creativity and originality. It is then no wonder that

106 The concept of stereotype, which is defined as a trite, banal, fixed expression
or act, is most often felt as if conveying a negative connotation, and directly
associated with cliche (routine stylistic and structural acts which have
lost their artistic significance and expressiveness, but are still used like a
mechanical pattern; in linguistics, cliches include: idioms, all ossified phrases,
sayings, proverbs (IlekoBuh 1995: 95) and platitudes (unchangeable, ready-
made patterns which many adhere to blindly, trite, banal phrases or such
a way of thinking and expression). Contrary to such attitudes, there are
other opinions at least with respect to academic style (KottopoBa 1998). It
is therefore that in this case, especially regarding literary-artistic style, the
concept of stereotype conveys positive connotations and is to a certain extent
equated with canon (as a set of aesthetic rules, patterns dominating poetic
structures), convention (deriving from the long-standing tradition of a method
of literary creation offering its expressive potentials even to later artists)
and norm (as a preset rule or a set of rules committing the artist to certain
literary methods, but not restraining poetic personality development, since a
poetic work emerges either in compliance with a norm or in departure from
it, but in any case dialectically surpasses the norm with its individuality and
inimitability). In view of all this, the concepts of canon, convention, and norm
should hereinafter be understood as synonyms of the concept of stereotype.

107 “The norms of general standard language cannot be directly associated with
those characteristics of literary language typical either of the stylistics of an
individual (literary) creation or an individual author’s style it its entirety”
(BuHOKYDp 1974: 267).

108 As regards personal choice, the most distinctive factors have been the
psychological (intellectual, emotional, spiritual) and social aspects of poetic
personality, as well as the functional-stylistic and emotional-expressive
aspects of language use, then specific qualities of text structure, the way it is
experienced and understood, and the effect it has on the reader.
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the concept of creativity and the concept of originality are separately
dealt with by the psychology of creativity. In part of psychological
research dedicated to artistic creation, special attention is focused on
the concept of creativity. With that in mind, many psychologists have
attempted to formulate and define creativity (Barron 1968; Guliford
1957: 110-117, Ghiselin 1963: 30-43; MacKinnon 1963: 166-174; Rogers
1959; Simon 1967: 43-53; Torrance 1972: 203-218). Thus the American
psychologist Taylor (Taylor 1959: 51-82), analyzing over a hundred
various definitions, arrived at the conclusion that creativity varies more
in depth and scope than in diversity. He established five basic forms of
creativity: expressive, productive, inventive, innovative, and emergent.
Each type of creativity has a share in the act of creation which is also
impossible to realize without originality. As a result, the psychology of
creativity assigns a notable role to this concept (Barron 1955; KBauries
1976). By originality is most often meant relatively rare and unusual
behaviour for certain conditions, and it is stressed that originality is
essential, but not sufficient for creativity. Creativity is affected by many
other factors, such as flexibility, creative fantasy, imaginative behaviour,
tolerance to vagueness, openness to experience, the fluency of ideas.
A common occurrence in verse creation, depending on the extent
of creativity (even originality), are minor or major interventions on
established stereotypes which occur in the form of precedent texts
(KapayusioB 1987: 54) of a certain culture'®®, namely non-compliance
with the accepted norm, convention, canon. The poet can, within the
established convention, adhering to its basic principles, express his ar-
tistic creativity. But he must, for example, abide by certain rules of the
writing of verses and their stringing into a poem. This implies that a
poet should bear in mind the basic stocks of formative schemas (stere-
otypes) as a basis on which the structure of poetic creations emerges
and from which arises the morphology of individual literary genres. If,
in creating a poetic work (either a single poem or a whole collection of
verses), the poet employs the principles of classic versification (quan-

109 Karaulov uses the concept of precedent texts, among other things, in the
sense of generally known texts of individual authors of a certain language
community, which a poet as an artistic (creative) personality uses in the form
of stereotypes, complying with their patterns, thus showing his familiarity
with the spiritual culture (preserved in the language), as well as his belonging
to that culture.

166



titative, syllabic, syllabic-tonic), he can depart from those principles in
individual elements, but cannot go so far as to disintegrate or negate
them. Thus the creator, without denying the established norms, con-
ventions, canons, depending on the depth and width of operational ven-
tures marked by artistic potency, succeeds in actualizing an old form,
activating an ossified structure, in introducing a new set of changes into
the very system of stereotypical expressive devices, creating somewhat
different internal relations between the elements used, and activating
their additional functions. Only then can one tell that the author has
achieved a certain degree of creativity, and in turn a certain degree of
originality and individuality.

Even though there are many stereotypical (traditional, canonized)
forms which should be discussed with reason, on this occasion we shall
focus our attention on the form of metrical rhyming verse and the son-
net form. The reason is simple: these two forms imply observance of
strict (stereotypical) rules manifested in the choice of meter, verse type,
stanza, the way of rhyming, the standard form of the poem. From the
historic point of view, the occurrence of such, tectonically strict com-
positions, compared to previous ones (with fairly free structures and
forms), is a result of the authors’ creativity and originality™. A con-
sistent observance of traditional (stereotypical) poetic forms, estab-
lished in a certain period of time, at a later stage of the development
of verse forms, would not only indicate the emergence of structural
and formal isomorphism, but also the creation of total rhythmic mo-
notony. As a result, with the passage of time, the stereotypical form
(of verse lines and poems alike) lost much of its topicality, as well as
informative potential. Consequently, every creative author introduced,
in the existent form, part of his individuality and originality, since “the
most informative is what is the most original, and in turn the worthi-
est” ([lerkoBuh 1990: 37). It was one of the reasons why there were,
minor or major, departures from the stereotypical form, leading to a
shift from the easier (automatic) to the more difficult (non-automatic)
form. All this was happening only at individual poetic structure lev-

110 The principle of originality in literature goes hand in hand with the prevalence
of the personal-individual creative principle. In European literature both these
principles were increasingly gaining in importance following classicism, and
took complete precedence at the time of the literary avant-garde" (IleTkoBuh
1990: 37-38).
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els, which in turn brought about changes in syn-function, as it altered
the relation of one element to other elements in the system. Thus the
stereotypical form was disrupted, without any threat to its existential-
ity. However, through historic development, the standard (stereotypi-
cal) forms evolved, by frequent interventions, into other forms, which
were also to become stereotypical. Stanzas were, as a result, liberated
from strict architectural forms and translated into strophoid, and then
astrophic structures.

A similar thing took place on the plane of verse forms. Metrical verse,
formed by the repetition of certain elements in the use of constant,
stereotyped, methods, was first brought into a condition of slight, then
complete disintegration. That was how its new forms took shape, which
in the historical continuity of verse development progressed from the
structure of liberated to the structure of free verse (I'acnapos 1989).
Although free verse preserved the basic elements of metrical verse (the
verse rhythm and graphically incomplete lines), in certain elements
it came seriously close to prose. The fact of incompliance with strict
principles, required by the metrical verse form, led to an internal dy-
namization of the verse string through the creation of a large number of
new tonal and rhythmic values. Interventions within canonized verse
structures were generally restricted to the shifting of the caesura, the
omitting of ictusses, the transferring of stresses from strong to weak
verse times. Such methods did not disintegrate the existent rhythm, as
the basic rhythmic inertia (trochaic or iambic) was preserved.

Since the Middle Ages™, rhyme was developing in many European
literatures into one of the main features of verse expression. Thus, as
one of the constant elements of the external metrical verse rhythm, it
gained stability at the time of baroque. However, with the advent of
symbolism, when free verse liberated traditional poetry from old ver-
sification laws, a more flexible treatment of rhyme followed (l'acnapos
1979: 39). Poets departed from the strict rules of its use. Rhyme was
thus gaining an ever freer appearance, to finally cease, from being a cas-
ual and accidental poetic aid, to exist as the rhythmic factor of verse.

111 Introduction of rhyme into poetry is attributed to father Ambrose from the
fourth century (T'osrom6ek 1939: 729). Even Aristotle in his Rhetoric points to
the occurrence of rhyme, but it did not function as a conscious method. "Rhyme
can also be found in old Greek poets and in Ovid, but only as an accidental and
fortuitous method of rhythmic organization" (IleTrkoBuh 1975: 146).
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Something similar was happening with the canonized lyric form, the
sonnet. At the time of Petrarchism, and immediately following it, the
sonnet was internationally recognized and developed as the common-
est form of lyrical poems. The sonnet gained its constant, stereotypi-
cal form: four stanzas - two with four and two with three hendecasyl-
labic lines each, a fixed rhyme arrangement: abba abba cdc dcd. With
this the sonnet gained the status of a final form, and as such became
an obligatory lyrical form. Strict compliance with the dominant stere-
otypical form was suppressing the artists’ individuality and original-
ity and inhibiting their potential creativity. Therefore individual poets,
who possessed unfettered creative energy, began to express their ac-
tive attitude to the sonnet form. Such behaviour of individual authors
is a reflection of the intellectual and psychological qualities, namely
the motivation and ambition levels of their creative personalities. It
is well-known that some of these authors, in using the sonnet, made
certain poetic obstructions within the set scheme. The result was the
linking of quatrains and triplets: 8+6, 8+3+3, 4+4+6; the separation of
couplets at the beginning 2+4+4+4 and at the end 4+4+4+2, the creation
of the monostrophic sonnet: 14, which caused a break in the usual way
of rhyming"2. With these changes, the sonnet used to assume various
composition shapes within the same form. However, a method is also
known from the history of sonnet development which led to chang-
ing its outer form, which developed from the standard 14 into 15 or 16
verses, thus forming a sonnet of extended duration's. Verse types were
also frequently changed. Instead of hendecasyllabic, poets used en-
neasyllabic, decasyllabic, dodecasyllabic, thirteen-syllable lines. Quite

112 However, at the very outset, there were multiple variations to this manner of
rhyme ordering in triplets: cdc, cdc; cdd, cdc, and from the beginning of the
14" century even three rhymes were allowed: cde, cde; ccd, eed; cde, edc, cde, dee;
cde, ced - bearing in mind that in French and German poetry one can even come
across four rhymes used in quatrains: abba, eddc, efg, efg. Variations are also
frequent in the English sonnet, which consists of three quatrains with cross
rhyme, and the final couplet rhyme: abab, eded, efef, gg. There are as well other
deviations from the common rhyme sequence and combination of stanzas.

113 Extensions can be different. Eg.: a sonnet with a tail, with the addition of a
separate hendecasyllabic verse, which rhymes with the final line of the last triplet.
From the 16" century sonnets occurred with more triplets, with the heptasyllabic
line as a rhyme extension to the last line with a new heptasyllabic pair (in August
Wilhelm Schlegel), then a sonnet where a heptasyllabic verse is placed after each
odd line in the triplet (in G.M. Hopkins, etc.).
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often, even combinations of different verse types were used within the
same sonnet.

Thus, whenever a certain form or metrical-rhythmic structure which
was gaining the status of an obligatory element was stereotyped, a pe-
riod followed, after a certain time, of departure from that form or struc-
ture, but one most often remained within the current limits. Sometimes
those departures were such that not only did they mar the stereotypical
form or structure, but led to their disintegration until a new (anoth-
er) form or structure was created. It is fairly easy to perceive various
forms of departure, either from the traditional structure of a certain
(metrical) verse, or from the common lyrical form (sonnet) - but it is
very difficult to find out good reasons for such acts. We find there are
two primary reasons which encourage artists to break traditional and
canonized forms or structures.

One of the reasons comes from the fact that certain poets were not
skilled at fully utilizing such a form or structure, and at correctly fit-
ting their poetic (artistic) material, which they offer to the reader, into
the preset framework. As a result, they more or less abandoned them,
depending on their skill to sufficiently master their language material
and the necessary poetic methods. The other reason lies in the fact that
in the process of shaping poetic material, most often for creative (ar-
tistically valid) reasons, poets occasionally deviate from the formal or
structural stereotype. They act in such a way so as to, on the one hand,
make the canonized form or structure more exposed, visible, concrete
(aform of stylistic information, telling of the form, structure itself), and,
on the other hand, to draw the reader’s attention to a significant detail,
peculiarity or quintessence of their text"4, which the reader should not
miss, as they would thus be deprived of a considerable quantity of se-
mantic information.

On the formal-semantic structure of three poems taken from mod-
ern Serbian poetry, we will try to demonstrate how creativity and origi-
nality are manifested in verse discourses.

In the poem IloHasmwarse ipagusa (= Material Revision) by V. Luki¢
the verbal material is arranged in the form of a sonnet, which is com-

114 “A text can be defined as a message in writing characterized by semantic and
structural completeness and the author’s attitude towards the message he is
communicating” (Jlocea 1980: 4).
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posed of rhymed symmetric octosyllabic verse lines arranged into two
quatrains and two triplets.

verse  types
Jlok uBeTajy // HOBe puMe (8) 4//4
W 1ok HOB ce // 1ie3ap jaB/ba (8) 4//4
Jpunar, xxesnu // cBoje uMe (8) 4//4
Jlay kiury // nulie ciaaBsba (8) 4//4

A po6oBu // Kao yBek (8) 4//4
Y TaMHOM ce // KyTy cMejy (8) 4//4
Hema ctiaca // Hu 3a s1ek - () 4//3
Tupanuna // onet cejy (8) 4//4

XoJi1 CUJIHUK // je HA TPOHY (8) 4//4
U ycnipaBHO // ryiaBy gpaKu. (8) 4//4

Y TUWIWUHY // KUY TOHY 8) 4//4

OcBemhene // je3a npxH... (8) 4//4

3acraBa ce // Buje 60ua, (8) 4//4

Crape cyse, // rpo6s/ba HOBa! (8) 4//4
(1BB, 135).

The arrangement of rhymes resembles the strictest sonnet schemes.
The rhythm is organized into trochees, as 39 of 43 accents fall on odd,
and only 4 (or 9.30%) on even syllables. Judging by the presented facts,
the analyzed poem was composed in compliance with the strict rules
imposed by the sonnet form and the structure of metrical rhyming
verse. However, this was not fully achieved throughout the poem. In
the second stanza (a quatrain) in the third verse, in the place of the
clausula acting as rhyme, a monosyllabic word occurs instead of an
expected disyllabic one, thus transforming an acatalectic symmetrical
octosyllable verse (47/4) into a catalectic octo- or seven-syllabic verse
of the type (4//3): Hema ctiaca / / Hu 3a siek (= Don’t hope for remedy).
A moment of disappointed expectations can provoke the recipient to
ask himself, why did that happen? Is that an omission or intention of
the poet to point out something significant? If the idea behind the po-
em’s creation is revealed, its formal and substantial structure will also
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emerge in their true sense. The aforesaid method had the aim, on the
one hand, to “restrain” the reader’s perception, to “take them back” to
the part of the text they have read, so as to make visible, through their
constant “stumblings” and “falterings”, all the elements of the poetic
structure's; and, on the other hand, to completely expose the standard
form of the poem and point to its potentials which become apparent in
shaping linguistic material™®. Only by fully experiencing the total con-
tent of Material Revision can one grasp all its essential features, which
have, as formative means, an exclusive stylistic function, as they indi-
cate the formal aspect of verbal material, the manner of its selection
and distribution within the accepted poetic structure.

When one proceeds from the plane of expression to the plane of
content, one can easily see that the line Hema ciiaca Hu 3a s1ek (= Don’t
hope for remedy) directly causes an alteration to the rhythmic succes-
sion, which on the semantic plane results in a new quantity of infor-
mation, as it subsequently reveals the linguistic code structure. In the
same sense the lexeme 1ex (= remedy) as the only monosyllabic word
in a continuous string of rhyming disyllabic units: pume (= rhymes) -
ume (= name), jaswa (= appears) - c1asswa (= glory), yeek (= always)

- s1ek (= remedy), cmejy (= are laughing) - cejy (= are sowing), wipoHy
(= throne) - woHy (= subside), gpacu (= holds) - dpscu (= burns), dosa
(= pain) - Hosa (= new) acquires a peculiar meaning in the semantic
context of the poem. The two words ysek (= always) and z1ex (= rem-
edy), coming through rhyme into an equivalent vertical position, estab-
lish a firm lexical-syntactic bond ysek ek (= remedy always), where
they as a complex poetic sign signify a concept (not explicitly stated in
the text of the poem), whose meaning can be associated with the se-
mantics of the words “hope”, “faith”, etc. However, at the syntactic level,

115 M. KoZina points out a complex approach to text interpretation: “Of course, in
practising the interdisciplinary approach it is essential to refer, as has already
been said, to the data not only obtained by information theory, the general
theory of communication and psycholinguistics, but also gnoseology, logic,
psychology, the science of sciences, and some other ancillary disciplines”
(KoxuHa 1992, 44).

116 “The ability to shape literary characters amounts to producing in the reader’s
(listener’s) mind a system of illustrative extra-linguistic relations which
would not leave them indifferent, which would rouse their emotions, draw
their attention, and awaken interest for what is being described” (Bunapckas
1989: 27).
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the lexeme s1ex (= remedy) enters the verse construction: Hema crmaca
Hu 3a jieK (= Don’'t hope for remedy) which in Serbian has the meaning
of the phrase: Hema (ctiaca) Hu 3a ek (= There is no (rescue) whatever,
at all). For expressing his idea of the impossibility of any rescue whatso-
ever or any hope of rescue at all, the poet (most likely unconsciously, on
his creative impulse), on the most apparent constructive line boundary
(on the clausura), disrupted the poem’s formal and structural isomor-
phism. Thus he drew attention to the semantic value of verse material,
which is the centre, focal point of information of the overall poetic con-
tent. In this way, the poet embedded into the pessimistically coloured
expression, based on the reiteration of associations expressed by the
relation “Caesar - the slaves”, a line-idiom, which tells that any thought
of change of the ever present dichotomy - those who rule: those ruled
over - is absurd, that it is a pure utopia, unrealistic hope. Yet, with the
inauguration of any new ruler, false expectations arise in his subjects,
which disappear in an instant, as the man becoming the ruler (“Cae-
sar”) transforms, like all his predecessors, into a “scoundrel”, “tyrant”,
“oppressor”. The poet’s intervention is therefore clear in the form of a
creative poetic method, whereby he wants to draw the reader’s atten-
tion to the stylistic and particular semantic value of both the lexeme
sek (= remedy) and the whole line-idiom: Hema ctiaca Hu 3a s1ek (= Don’t
hope for remedy).

In the poem Kamena yctiagnka (= The Stony Lullaby) by Stevan Raickovic,
verbal material is also arranged in the form of a sonnet, which is built of a
different type of metrical verse (decasyllabic, hendecasyllabic, dodecasyl-
labic lines), apparently arranged with no specific system in mind.

verse  types

YcnaBajTe ce // rjie cTe 3aTe4eHU (11) 5//6
[lo cBeTy 06pH, // TOPKYU, 3aHECEHU, (11) 5//6
Bu pyke no TpaBy, // BU ycTay CeHu, (12) 6//6
Bu 3akpBaB/beHU // U BU 3a/by6JbeHU, (12) 6//6
3apacruTe // y mJaB caH KaMeHU (10) 4//6
Bu xuBy, BU // cyTpa youjeHu, (10) 4//6
Bu ipHe Bozie y // 6esr4acToj neHu (12) 6//6
U MocToBU Haj // mpa3Ho U3BHjeHU, (11) 5//6

173



3aycraBu ce // GU/BKO U HE BEHU: (11) 5//6

YcnagajTe ce, // KO KaMeH, HEBEHU, (11) 5//6

YcnaBajTe ce // Ty»KHH, YMOpEeHU. (11) 5//6

[locnenwa nTuno: // MOM JIUKY ce okpeHu (12) 6//6

HsroBopu // TUX0 0BO ume (10) 4//6

U onpa cey // Ba3iyXy ckameHu (11) 5//6
(pcm, 239).

However, if we focus on the poem structure itself, we start to discover
certain laws which fully permeate its verbal area. Even though the exter-
nal sonnet structure, two quatrains and two triplets with the use of rhyme,
has apparently been kept, departures follow in the use of verses. Namely,
there is an established rule that a sonnet is usually written in one verse
type, most frequently hendecasyllabic. Here, as we have already noted, the
poet utilized three verse types: the trochaic decasyllabic verse of the type
4//6, the iambic hendecasyllabic verse of the 5//6 type, and the trochaic do-
decasyllabic verse of the type 6//6. 0f 14 lines, 7 are hendecasyllabic (mak-
ing up a half). The other half consists of deca- and dodecasyllables. Each of
the four stanzas contains in its structure hendecasyllabic verses, whereas
the third stanza, the first triplet, solely consists of hendecasyllables, and
the first has two, the second one, and the third one hendecasyllabic verse
line. These three verses are interrelated in such a way as to make a kind
of plait establishing an uninterrupted sequence from the first to the last
stanza. The sonnet begins with two hendecasyllables, also ending with a
hendecasyllabic line. Each stanza has a different verse structure: the first
consists of two hendecasyllables and two dodecasyllabic lines, the second
of two decasyllabics, one hendeca- and one dodecasyllable, the third
consists of three hendecasyllables, and the fourth of one dodecasyllabic,
one deca- and hendecasyllabic verse. According to this arrangement, a
certain correlation is established between the second and fourth stan-
zas: they comprise all the three verse types used in this poem (deca-
syllabic, hendecasyllabic, dodecasyllabic verses), being a kind of rep-
etition of the poem on a smaller scale (in one stanza). The first stanza
has minus one element compared to the sonnet, as it consists of two
hendecasyllables and two dodecasyllabic verses. The third stanza, in
this sense, has a two-elements minus - it consists of three hendeca-
syllables. All this indicates that the stanzas have a certain autonomy,
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and represent independent units with their own architectonics, being
at the same time parts of the whole they are subordinated to. As a full
correlation is established between the even-syllabic (deca- and dodeca-
syllabic verses = 7) and the odd-syllabic verses (hendecasyllables = 7),
the highest possible correlation was achieved in accent positions, as
28 (or 50.91%) out of their total number of 55 fall on even-syllabic, and
27 (or 49.09%) on odd-syllabic lines. If we add to this total the number
of syllables in the sonnet, amounting to 155, and calculate how many
belong to even-syllabic, and to odd-syllabic verse lines, we will see that
here too the correlation is at its highest. Namely, the seven hendeca-
syllabic lines have 77 syllables, the four dodecasyllabics amount to 48
syllables, and the three decasyllabics make up 30, which amounts to 78
syllables. The proportion of odd-syllabic to even-syllabic lines is 78:77
(or 49.09%:50.91%). When we add these numbers to those expressing
the presence of accents on even and odd syllables, we can see an abso-
lute balance: 50,00%:50,00%, which only serves as proof of the even-
syllabicity and odd-syllabicity of verses in this poem by Raickovi¢. In
view of all this, we could conclude that in his sonnet The Stony Lullaby
S. Raickovi¢ was dealing with mathematical calculations, and not the
writing of poetry. The general harmony of the elements constituting the
rhythmic structure of this poem is certainly supported by the metrical
constant realized in the form of the second half-line as a six-syllable
line. As regards the level of expression, the rhyming method is an im-
portant aspect. It appears at first glance that the rhyme is realized in
accordance with the canonical principles of verse rhyming in a sonnet.
However, that is not so. This principle was marred two times. First, with
the realization of monorhyme: 3aitieuenu (= found) - 3aHeceHu (= star-
ry-eyed) - cenu (= shadows) - 3amydmeHu (= enamoured) - kameHu
(= stony) - ydujeru (= murdered) - iienu (= foam) - ussujeHu (= bent)
- geHu (= wither) - HegeHu (= marigolds) - ymopeHu (= weary) - okpeHu
(= turn) - ume (= name) - ckameHu (= petrify) where all the lines are
interrelated. This rhyming method spans the sonnet’s stanzaic organi-
zation. Actually, the stanzas do and do not exist. It is obvious they do,
as they are presented as graphical units, but it is also obvious they do
not, as the rhyming system threatens the stanzaic organization of the
text, as all the lines, except the penultimate, are linked by rhyme into
an unbroken string, thus giving the impression that this sonnet was
written in monostrophic form.
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When we proceed from the plane of expression to the plane of con-
tent, itis clear that the sonnet was written according to the principles of
antonymic parallelisms, which sometimes have oxymoronic meanings.
The title The Stony Lullaby suggests, as a combination of two words, an
antonymic quality expressed in weight and concreteness (stone) on the
one, and lightness and abstractness (lullaby) on the other hand, which
can also be understood as an oxymoronic construction, as it conveys
notably different, not easily expressible meanings. The first word in
the phrase the stony lullaby, as an adjectival, suggests by its semantic
potential the irrational, mystic substance of the basic word - the word
lullaby. However, we are not interested in the complete semantic struc-
ture of Raickovi¢’s sonnet, but only in one aspect (or element) which
is directly related to his creativity (which we are dealing with here),
and that is the rhyming paradigmatic sequence realized in the form
of monorhyme. The monorhyming method itself implies an equaliza-
tion of all the rhyming units, thus underlining their synonymy. In other
words, all words within the monorhyme make up a complex poetic sign
consisting of 13 simple language signs (elements): 3atieveHu (= found)

- 3aHeceHu (= starry-eyed) — ceHu (= shadows) - 3abydenu (= enam-
oured) - kameHu (= stony) - ydujeHu (= murdered) - tieHu (= foam) -
useujeHu (= bent) — seHu (= wither) - HegeHu (= marigolds) - ymopeHu
(= weary) - okpeHu (= turn) - ckamenu (= petrify). The semantics of
a poetic sign constructed in this way can be sought somewhere be-
tween two extremes marking the relations of two entirely polarized
concepts: being-non-being, life-death, dynamics - statics. The only non-
rhyming word ume (= name), which belongs to the paradigm of being,
life, dynamics, also fits into the semantic relations established in this
way. Of special importance to overall sonnet semantics is the method
of elliptical rhyme®’, which on the sonnet’s semantic plane stresses
the contrast of the word ume (= name; as a non-rhyming concept) to
all the other words on line clausulas (as rhyming concepts). This pos-
es a logical question: why did the poet make use of this method? The
reason is certainly “semantic in nature”"®. In the rhyme paradigm, the
rhyme: non-rhyme proportion expressed in numbers amounts to 13:1.

117 On the concept of elliptical rhyme you can find more in Pojmovnik rime (Yapkuh
2001: 67-69).

118 An interesting opinion on the reasons of departure from rhyme on the last
verse clausula is stated by A. Jovanovi¢ (JoBanosuh 1997: 192-193).
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For a semantic balance to be achieved on these two planes, the word
ume (= name) should possess such semantic potential as to match the
semantic potential of the thirteen rhyming words. It is therefore clear
how significant this word is for the overall context of the poem, as it
represents its focus, its information core. If we suppose that this name
is the name of the poet, we can claim with certainty that he as a creator
is opposed (probably even exposed) to all that stands between eternity
(symbolized by the stone) and the moment (symbolized by the lullaby).
In fact, he (the poet) himself is at the same time the moment (as he
created the lullaby) and eternity (as by creating a moment of eternity
he himself becomes eternity), which is conveyed by the last two lines
of the sonnet: H3iogopu iiuxo ogo ume / U oHga ce y 8azgyxy ckameHu
(= Pronounce this name softly / And then petrify in the air). Thus, in
order to illustrate really poetically (and not prove scientifically) that
each creation, each creative act leads to eternity, Rai¢kovi¢ abandoned
the established monorhyme principle, thus marring a canon, a norm
which he himself at first adopted for achieving a certain degree of crea-
tivity and originality.

In the poem Caoso I'puiopuja ujaka (= The Word of Grigorije Dijak)
by Alek Vukadinovi¢, the verbal material is not so strictly organized as
in the last two analyzed sonnets. But here we are also dealing with a
certain stereotype, i.e. a type of rhyming symmetric octosyllabic verse
(4//4) which the poet, in fact, sometimes breaks up and transforms
into a quadrisyllabic one.

verse  types

CByz okoJio // BpeMe 3Bepa (8) 4//4
3Bep ce cMpTH // He moMepa (8) 4//4
Ja cpen cBoje (4) 4//0
Cauke, gamuHe, |/ Kyhe, doje (9) 5//4
Ja cpes cBoje (4) 4//0
CBe ped o pey // y nokoje (8) 4//4
CByn okoJsio // BpeMe Mpaka (8) 4//4

(Kpenu kpusiom // bor aujaka)  (8) 4//4
Boxe, 310 je! (4) 4//0
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3naTHY UCKpY // Aylle cBoje (8) 4//4

YTKax oBJie - (4) 4//0

ETo To je. (4) 4//0
(BAP, 5).

Apart from that, the stanza type is not stable: we come across a mon-
ostich™?, two couplets, a triplet, and a quatrain®°. The rhythm is organ-
ized on trochaic basis, as 25 (or 75.76%) of 33 accents fall on the odd
syllables, whereas 8 (or 24.24%) fall on the even ones. The increased
number of accents on even syllables indicates that some ictuses have
shifted from strong to weak verse time. Rhyme is also present in the
poem. And it takes part, as one of the more obvious poetic methods,
both in the rhythmic organization of the lines, and in stanzaic structure
composition. Only in view of these facts, obtained in an exact way, can
we say for the poem in question that it was written in classical verse
in stanzaic form. But by thorough reading and tracing the rhythmic
segmentation of its text, one can see that the rhythmic succession is
broken in the second line of the quatrain, as the caesura is placed after
the fifth syllable: Cauke, gawune, // kyhe, boje (= Picture, distance, //
house, colour) with accents on the 15¢, 4™, 6 and 8% syllables). From the
initial trochaic inertia, in the above line, a shift was made to aiamb, only
to be succeeded by the reestablished trochaic sequence. Thus, on the
rhythmic plane, the verse: Cauke, gamwune, // kKyhe, doje (= Picture, dis-

119 The stanza in the monostich form (“Oh, God, it's bad”) is and is not a stanza.
According to the rhyming system applied in the poem, it is the first line of
the last stanza (a quatrain). But the blank dividing the first line from the
whole (realized by rhyme) makes it still a separate structure (ranking as a
stanza, as it is placed between two absolute pauses - blanks) which adds to
the verse itself (as a stanza) particular poetic potential. Such structural shifts
directly cause the occurrence of a certain semantic shading of the context and
contribute to the enhancement of the sonnet’s semantic value.

120 However, judging only by the rhyming system, the structure of the poem's
stanzaic composition would be entirely different from this affected by
functional blanks. The one-verse stanza would become, as we have said, a
constituent part of the first stanza, while four stanzas would be formed with a
completely defined structure, which is manifested in the following alternation
(a couplet - a quatrain - a couplet - a quatrain): couplet - rhyme: 3Bepa
(= beast) - nomepa (= moves); quatrain - rhyme: cBoje (= my own) - 60je
(= colour) - cBoje (= my own) - nokoje (= repose); couplet - rhyme: mpaka
(= dark) - gujaka (= pupil); quatrain - rhyme: 310 je (= it’s evil) - cBoje (= my
own) - oBJie (= hear) - TBoje (= that’s it).
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tance, // house, colour) is brought into contrast with the other verses
of the poem. This method was aimed at slowing down, inhibiting our
perception, so as to draw our attention to the stylistic function of the
form which, primarily, affects the selection of linguistic material and
its specific arrangement in the chosen poetic structure. In other words,
the poet was, depending on the inner and outer form, compelled to
choose only the lexical units which would, through their proper ar-
rangement in the verse lines, superpose a large number of accents on
odd syllables, keep the constant position of the word boundary behind
the fourth syllable (the caesura), maintain an even number of syllables
per line (eight or four), preserve the constancy of rhyme and consist-
ently conform to the even-syllabicity of accentual groups. And all this
is imposed by the nature of the verse form which, as a functional in-
strument, assumes a special role, both in shaping certain text segments
and in constructing the poem’s overall text structure.

The perceived departure from the established norm, when trans-
ferred to the plane of content, reflects pragmatic, communication-ac-
tion needs (the needs for contact, for information, for action), and is, in
fact, semantically justified. In other words, in the context of the poem
The Word of Grigorije Dijak, dominated by even-syllabic words (20 prop-
er and 7 improper disyllabic, and 5 improper quadrisyllablic words),
there occurs one real trisyllabic word gasune (= distance), with accent
on the middle syllable. This structural (formal) element of the word
gamuHe (= distance) clearly dissociates it from the other lexical units
(and accentual groups), thus indicating its special importance in the re-
alized poetic discourse. If we exclude, for a moment, the lexeme gasune
(= distance) from the narrowest context, the resulting utterance would
take on a form resembling a commonplace, conversational structure,
conveying poetic shifts only in nuances: Ja cpeg ceoje cauke... kyhe, doje
(= Me amid my picture... house, colour). If we return to the realized po-
etic text, Ja cpeg csoje cauke... kyhe, boje (= Me amid my picture... house,
colour), we are immediately struck by its full poetization: both on the
plane of form and content, as the primary meanings of all the mean-
ingful words are thoroughly changed. The indirectly established con-
nection of two lexemes, ycpeg gasune (= amid distance), obtaining the
third element, ycpeg ceoje gasune (= amid my [own] distance), loses
its discursive meaning and becomes the conveyor of poetic informa-
tion. Surrounded by other lexemes: cauka, kyha, doja (= picture, house,
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colour), jointly modified by ceoj (= own) or attribute ceoja (= my own),
the lexical unit gaswuna (= distance) takes on an entirely antonymic
meaning™ to its primary meaning (in other words, it becomes an in-
dicator of closeness), which is not recorded in the semantic structure
of the Serbian language. Thus the lexeme gawuHa (= distance), as the
key word of the analyzed text, having performed the role of a stylistic
and semantic signal (“switcher”), was fully adapted to the verse con-
text and associated with words-concepts cgoja cauka (= my picture),
csoja kyha (= my house), cgoja doja (= my colour). In this way the line:
cauKe, gasbuHe, Kyhe, doje (= picture, distance, house, colour) apart from
the particular rhythmic, acquired a distinct semantic structure, most
easily perceived in the context of the poem, as it is the only part of the
utterance introducing optimistic tones into the rather pessimistically
coloured discourse.

A. Vukadinovi¢ made use of yet another creative method, which on
the formal and semantic planes has connotative values similar to the
previous one. Namely, in the rhyming system, the poet used, except in
one case, a type of isomorphic rhyme, a rhyme whose sound patterns
are completely identical: 36epa (= beast) - tiomepa (= moves); ceoje
(= my own) - doje (= colour) - ceoje (= my own) - tokoje (= repose);
mpaka (= dark) - gujaka (= pupil); 3410 je (= it’s evil) - csoje (= my own)
- o8ge (= here) - wo je (= that’s it). With this rhyming manner, only the
lexeme osge (= here), with its different sound structure, remained out-
side the rhyming chain'??, which is, to an extent, departure from the ac-
cepted norm, the accepted principle of rhyming. It is therefore that this
lexeme, not only in relation to all clausulas (rhymes) in the poem, but
to all the other language material, acquired a specific functional mark-

121 Here we are dealing with a type of enantiosemy: “The ability of a language sign
(a lexeme [1], a morpheme, etc.) to express opposite meanings. Enantiosemy is
primarily characteristic of lexical units, owing to which it is otherwise called
intra-word antonymy. In that context antonymy is discussed in a broader sense,
as any type of oppositeness of meanings.” (BypxaHoB 1995: 184).

122 It should be noted that the lexeme ovde (= here), even though outside the
rhyming pattern of the other rhymemes, is not excluded from the rhyming system
(is not a non-rhymeme), being, through its consonant structure, linked with other
words, thus forming a subsequent, qualitatively new type of rhyming relation,
based on vocalic unification: zlo je (= it’s evil) - svoje (= my own) - ovde
(= hear) - to je (= that’s it) = (oe/oe/oe/oe). The nuances achieved on the plane
of expression have a corresponding value on the plane of content. But that could
be the subject of a separate, meticulous analysis.
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edness, due to which it was totally equated with the word gasune (=
distance). Although the lexemes gasune (= distance) and osge (= here)
are not in direct syntactic contact and in a close semantic relation, by
means of this method (the moment of disappointed expectations hav-
ing a stylistic value) the poet brought them to the same semantic level,
which is expressed as a contrast - gasuHe (= there) : o8ge (= here). If we
embarked on analyzing the semantic structure of the whole poem, we
would easily prove that it is founded on antonymic relations, contrasts
of the type: here - there, near-far, down-up; rest-restlessness, light-dark,
evil-good, etc. It is sufficient to note that on the plane of the microcon-
text: Ja cpeg ceoje [ cauke, gaswuHe, kyhe, doje (= Me amid my own / pic-
ture, distance, house, colour) the word gassune (= distance), by means
of enantiosemy, has turned into its antonym (distance - closeness =
there - here), and that on the plane of the macrocontext (the context of
the whole poem) the words gawuHe (= distance) and osge (= here) have
also established an antonymic (spatial) relation: there — here, which in-
troduced a new meaning into the poem’s information structure.

Conclusion: our research has shown that there exists in verse dis-
courses a large number of stereotypes (canons, conventions, norms)
imposed by a specific period of time, a specific genre, a specific literary
movement (school), specific literature, the structure of spoken language,
personal choice. Thus, in shaping linguistic material, different kinds of
stereotypes result in certain restrictions that creators (poets) are to
observe. Strict compliance with the imposed stereotypes has inhibit-
ed the creators’ individuality and originality and stifled their potential
creativity. As a result individual poets (creators), who possessed un-
fettered creative energy, began to voice their active attitude to various
stereotypical forms. Consequently, this short analysis of a minor part of
the textual structure of three poems: IloHasmarse ipagusa (= Material
Revision); Kamena yciiasanka (= The Stony Lullaby); Caoso I'puiopuja
Jujaka (= The Word of Grigorije Dijak) has showed that all the three
poets, while using certain poem and verse forms, apply creative poetic
methods with which they undermine these stereotypical forms at their
weakest points (on constructive boundaries: the position of the clausula
and the position of the caesura), for indicating the chosen (canonized)
poetic methods by means of which the poem’s structure is built, and
thus calling attention to the additional part of the stylistic-semantic in-
formation it offers to the recipient (reader or listener).
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Models of Rhyme in Poetry

In the Middle Ages, rhyme developed into one of the main characteris-
tics of verse in many European literatures. In the study of verse, it has
repeatedly been pointed out that rhyme is repetition which takes the
reader back to the previous text, focusing his mind primarily on the
harmony of the rhyming unit. Rhyme as an element of the phonological
substance of language constitutes either full or partial correspond-
ence. The purpose of rhyme, its function, its meaning in various liter-
ary epochs, in different poetical schools and orientations varied to a
large extent. With the advent of Symbolism, when free verse liberated
traditional poetry from the old laws of versification, a more flexible
treatment of rhyme prevailed. Rhyme created according to certain
canons was replaced by new rhyming pairs which were not subject
to the rules of strict phonetic (or accentual) identity. This means that
phonological structuring of rhyme was freer, and that it was applied
with informality, which violated its phonetic identity and consistency,
and produced new quantitative, qualitative, and distributional forms.
The decanonization of rhyme, which began in Europe at the end of the
19" and the beginning of the 20" century, progressed in two possible
directions: (a) towards a decrease in homophony (with rhyme gaining
an increasing degree of structural arbitrariness), and (b) towards an
absence of rules in its use (with rhyme gaining an increasing degree
of applicational informality).

In the light of these changes, which significantly influenced the fur-
ther development of the structure of verse, we shall try to point to all
the models™ of rhyme in Serbian poetry (from Romanticism to the
present day). However, as the process of decanonization can differ in
different poets, genres and orientations, it is necessary to point out
that it is possible to study rhyme within one national lyric poetry from
various aspects. Due to the absence of such studies (which also demand
statistical procedures), our attention shall be focused on the relation-

123 The term model is used here in the meaning of type, kind, form.
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ship of Serbian poets to the basic canonical principles (homophonic
correctness of rhyming pairs and consistency of application) estab-
lished in France in the 17 century.

Although there are numerous studies, textbooks, surveys and hand-
books, both in this country and abroad, which are partly or completely
devoted to the study of rhyme, its classification is still, generally speak-
ing, a subject of debate, resulting in variable terminology. Without go-
ing into this problem, which would require a separate lengthy study, we
shall use our own classification and terminology, to the extent made
possible by the material chosen from Serbian poetry.

But before we move on to our interpretation of the quantity and
quality of rhyme, we should clarify one important issue which has
been wrongly defined in the theory of verse. Namely, in the languages
which display a collision between the graphic aspect, phonetics and
phonology, where the concepts of grapheme, sound, and phoneme do
not correspond to each other, as in English, Russian, and many other
languages. An exception to these languages is the Serbian language,
in which words are written as they are spoken, and read as they are
written. In the former languages we come across the following terms
referring to rhyme: the rhyme for the eyes, the rhyme for the ears. The
concept the rhyme for the eyes denotes the kind of rhyme in which both
the rhyming words have the identical graphical image (1-ove — m-ove;
B-€4HO — KOH-euH0)™*, whereas their sound correlates (I-av - m-u:v;
B-eyHa - Kam-ewHa) are different. The term the rhyme for the ears de-
notes rhyme with different graphic realizations (g-uy - d-ie; cH-o8a

- mnaji-oio) of the rhyming words, whereas their sound correlates
(g-ai:d-ai; cH-08a: MnaJi-08a) are identical. Bearing in mind that we are
dealing here with poetic text, i.e. verbal art, not visual art (e.g. painting),
we think: first, that a text is, above all, written to be read, not looked
at; second, that rhyme belongs to the auditory, not visual elements of
poetry and verse; third, that when we read poetry to ourselves, the
sound components of speech are realized, which means that a written
text cannot be understood by merely looking, but only when its sound
component is also active, because a text cannot be understood prior to
its articulation, i.e. the formation of the acoustic impression (not image)

124 “Eye rhyme is visually, but not aurally, true rhyme, e.g., love, move - but when
the poem was written, pronunciation may have justified the coupling” (Shipley

1962: 347).
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by means of which its verbal content is made sense of; fourth, rhyme
does not exclusively belong to the plane of expression, but also to the
plane of content of a poetic text, since rhyming words convey a certain
semantic content. We therefore think that the term the rhyme for the
eyes is redundant, because in our opinion such rhyme does not exist.
Classification of rhyme is often restricted to division by gender, qual-
ity and distribution. Thus the gender (quantity) of rhyme is determined
according to the number of rhyming syllables: monosyllabic (mascu-
line), bisyllabic (feminine), trisyllabic (dactylic), and polysyllabic (hy-
perdactylic) rhyme™. Although this classification contains many impre-

125 In English literature, A Dictionary of Literary Terms contains the following
definitions: “Masculine rhyme: the final syllables are stressed and, after
their differing initial consonant-sounds, are identical in sound (stark: mark;
support: retort). Feminine rhyme (or double-rhyme): stressed rhyming
syllables are followed by identical unstressed syllables (revival: arrival;
flatter: batter). Triple-rhyme: a kind of feminine rhyme in which identical
stressed vowel-sounds are followed by two identical unstressed syllables
(machinery: scenery; tenderly: slenderly)” (Barnet, Berman, Burto 1964: 154).
In the Dictionary of World Literature these terms are present with certain
variations: one-syllable rhyme is also called single (-ending), masculine, or
male rhyme, two-syllable rhyme is also called double (-ending), feminine, or
female rhyme, three-syllable rhyme is also called triple (-ending), feminine,
or female rhyme (Shipley 1962: 346). A Glossary of Literary Terms employs
the same terms: masculine rhyme, feminine rhyme, double rhyme, triple
rhyme (Abrams 1988: 163). We encounter the same terms in Russian
scholarship. Zhirmunsky says: “According to the nature of verse endings
we can distinguish the following rhymes: myscckue (masculine), scerckue
(feminine) and dakmuauueckue (dactylic). E.g. Houb : npoub, npasua : cmasu,
nosepvsaimu : nepvsimu. These three types of rhyme occur in Russian poetry
as the most natural ones. Quadrisyllabic (hyper-dactylic), and especially
pentasyllabic rhymes only occur as metrical experiments” (KupmyHnckuit
1975: 255). In [Toamuyeckom cao8apto of A. Kvyatkovsky we encounter the
same terminology: “According to the syllabic value R. (Rhyme) is classified
into masculine (the accent is placed on the last syllable), feminine (the accent
is on the penultimate syllable), dactylic (the accent is placed on the third
syllable from the end), hyper-dactylic (with the accent on the fourth syllable
from the end)” (KBaTKOBCKUH 1966: 248). In accordance with all that, in his
book 3sykosas opzaruzayusi cmuxa u npo6aemsl pugmui B. P. Goncharov
repeatedly uses the terms myscckas pugma (masculine rhyme), sicenckas
pugma (feminine rhyme) (F'oHuapoB 1973: 139-140). In Serbian literary theories,
as for example in R. Dimitrijevi¢, we find the following terms: mywxku cauk
(masculine rhyme), scercku cauk (feminine rhyme), cpegrou (Mnv gakiiuicku)
cauk (middle (or dactylic) rhyme) (JumutpujeBuh 1969: 255-256). M. Solar
uses the following terms: mywxka puma (masculine rhyme), sceHcka puma
(feminine rhyme), cpegroa (middle rhyme), gjeuuja (children’s rhyme) or
gaxuiuacka puma (dactylic rhyme) (Conap 1980: 94).
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cisions, we shall not engage in proving this statement. Our attention
shall be directed to the phonological structure of rhyme, consciously
avoiding the acoustic and articulative aspect of phonemic realizations,
as well as the culminative characteristics of the phoneme. With this
in mind, the quantity of rhyme has been determined according to the
number of identical phonemes, and the quality of rhyme according to
the distribution of the rhyming phonemes. Primacy was thus accorded
to the visual mode of perception over the auditive. Apart from the pho-
nological structure of rhyme, some of the aspects of its realization as
an important element of the verse sequence in the organization of the
poem were touched upon.

Taking into account the number of identical phonemes in the harmo-
ny of rhyming, we have discovered that in Serbian poetry there are ten
quantitative models of rhyme: (1) the monophonemic model of rhyme,
(2) the biphonemic model of rhyme, (3) the triphonemic model of rhyme,
(4) the tetraphonemic model of rhyme, (5) the pentaphonemic model of
rhyme, (6) the hexaphonemic model of rhyme, (7) the heptaphonemic
model of rhyme, (8) the octaphonemic model of rhyme, (9) the enneapho-
nemic model of rhyme, (10) the decaphonemic model of rhyme.

THE MONOPHONEMIC MODEL OF RHYME is realized through two pho-
nemic submodels V and C%, that is, exclusively through vocalic rhyme.
The use of this rhyme is not widespread, and it is not to be found in the
works of all the poets chosen'.

126 “V” signifies a vowel, “C” signifies a consonant.

127 In order to show that these models of rhyme found in Serbian poetry are not
limited to it alone, for some of them we shall quote one example from English
and Russian poetry respectively (in which the script and pronunciation are not
in complete correspondence), to show that it is a general, universal occurrence,
found in all national poetries written in languages with phonological
structures.

Examples of monophonemic rhyme from English and Russian poetry:

(1) Christ, as [ die, [ own it is for thee, / love, human nature, origin and
shame. / The same light in the shrine and brothel see, / wherever human
passion lights its flame (RKC, 12).

(2) He oH, He oH, He menoT rop. / He oH, He Ton noikoB, / Ho ToJIbKO TO, HO
TOJIBKO TO, / UTO - cTsHyTa maTkoM (M1BC, 151).

In example (1) from English poetry we find monophonemic vocalic rhyme
(-ee:-ee /-i::-i:/) in two monosyllabic words (thee - see /di: - si:/), where
the consonant phonemes (th-:s- /d-:5-/) do not rhyme. In example (2) from
Russian poetry, we find monophonemic vocalic rhyme (-0:-0 /-0-:-0/), in two
monosyllabic words (rop - To /2op - mo/), while the consonant phonemes
(r-p:T- /2e-p: m-/) remain outside the rhyme.
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cBu - khu (-u : -u), JJ1, 64; cBa - aHa (-a : -a), J'B11, 36; cBe - 3pe (-e:
-e), UMJI1, 33; Ty — cHy (-y : -y), 1PO, 107; cTpa’ - 3Ha (-a : -a), MACI,
14; 0 - To (0 : -0), I1CI1, 101; TY — Tpo6y (-y : -y), HMII, 115; ex — Tek (e- :
-e-), TMK, 26; naw - AaH (-a- : -a-), PCII, 57; Mar - kan (-a- : -a-), MBCI,
122; yac - o6pas (-a- : -a-), HH A, 37; Cp6 - kpB (-p- : -p-)'%, K101, 78;
KUY - JiyY (-4 @ -4), TMY, 205.

Y KpBHU 06U cjasa,
KpBaga cgaq,
3HaMere HOBO
CjajHora fHa...

[negao 6y xxes/baH

JyuimMasa ja,

[ne ctpenu, gpuihe

Of cpnckor cTpa
(B, 36).

THE BIPHONEMIC MODEL OF RHYME is realized though four phonemic
submodels: VC, CV, VV and CC. Although this rhyme has been found in
all the poets chosen, it is not a particularly frequent category™.

ja - tja (ja : -ja), MU [, 27; BaH - caH (-aH : -aH), I1CI, 102; 3y — Ayd
(-yé:-yd), T™MII, 37; 3pe - Mpe (-pe : -pe), AUC, 156; caH - aaH (-aH
:-aH), AMH, 53; Tpal - Hai (-al : -ai), 1B, 89; 3BYyK - Iyk (-YK : -yK),

128 In certain words of standard Serbian the sonant p (= r) functions as a vowel -
has a syllabic role.

129 Examples of biphonemic rhyme from English and Russian poetry:

(1) When you are old and grey and full of sleep, / And nodding by the fire,
take down this book, / And slowly read, and dream of the soft look / Your eyes
had once, and of their shadows deep; (Ywc, 46).

(2) He Bpems BbIK/JIMKATh TeHel: / U Tak yK 3TOT MpaveH 4ac. / Ycommux
06pa3 TeM cTpaliHel, / YeM B )KM3HU ObIJI MUJIEH 211 Hac (TP C, 99).

In example (1) from English poetry there are four rhyming monophonemic
words (sleep - deep /sli:p - di:p/, book - look /buk - luk/) with two matching
phonemes respectively: a vocalic and a consonantal one (-eep:-eep /-i:p:-i:p/,

-00Kk:-00Kk /-uk:-uk/), while the initial consonantal phonemes (sl-:d- /sl-:d-/,
b-:1- /b-:1-/) stay outside the rhyme. In example (2) from Russian poetry
there are two rhyming monosyllabic words (uac - Hac /hac - nac/) with two
matching phonemes: a vocalic and a consonantal one (-ac:-ac /-ac:-ac), while
the initial consonantal phonemes (4-: H- /A-:H-/) remain outside the rhyme.
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AT, 60; faH - CTaH (-aH : -aH), J'B11, 32; IJIax - cTpax (-ax : -ax), BCE,
46; KJIOHE — TOHY (-OH- : -0H-), IMJI1, 61; TUO — 1iuo (-uo : -uo), AJ1I,
72; jao - nao (-ao : -ao), PBP, 154; cjao — 3ao (-ao : -ao), PMII, 94; 04U

- Hohu (o-u : -0-u), JJ1, 96; 3panu - Mma4u (-a-u : -a-u), UBH, 31; KPUK —
Kpyr (Kp- : Kp-), HMII, 114; ctiaja - ctiopull (cu- : ci-), HPJI, 75-76; cHa

- ycHe (CH- : -CH-), M[ICl, 22; 6o - daar (6-41 : 64-), PCII, 60; UK — €K
(v1-K : /1-K), MBCI, 122.

3allTo ce He U3YTHU Kpaj BOJE, MYK
Jla HapacTe A0 pacnpcHyha; mup
Jla 3pHM jep je jeAMHU HAM YTYK

3a Bace/beHy U HbeH 3peJsH Yup

YHUjU CMO Yac IOPOJ, 4ac XYAHU XYK

y Ay6paBU 0BOj CBET 04aja 36up
(pPM, 13).

THE TRIPHONEMIC MODEL OF RHYME is realized through six phonemic
submodels: VCV, CVC, CCV, CVV, VCC and CCC. This rhyme is the most
frequent model of rhyme in Serbian poetry®°.

cam - cam (cam:cam), BAP, 29; Tpod - pod (-pod : pod), I, 78; pyi -
Apyl (pyi:-pyi), AUC, 165; Yamu — Tamu (-amu:-amu), AMH, 54; Mellly
- sewy (-etuy: -eiiy), BCE, 52; fiege — 111ege (-ege:-ege), HMII, 40; f101a
- 604a (-04a:-oaa), {11, 73; cpma — rpma (-pma: -pma), AT, 150;
Kpcii — uBpcill (-pcid : -pcid), UM J11, 38; cBecll - »ecil (-ectl : -ecil),

130 Examples of triphonemic rhyme from English and Russian poetry:
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(1) (...) Modified theories on the types of dross / Altered desire and history
of dress. / You in the town now call the exile fool / That writes home once a
year as last leaves fall, (...) (Awc, 33).

(2)  roBopUTB XOTEN - U BApye, / HexxAaHHBIM LiopoxoM nyras, / K TBoum
HOTraM, Ha SICHbIH Kpye, / ClopXHyJa NTUYKA MosieBas (®AJI, 105).

In example (1) from English poetry there are two rhyming monosyllabic
words (dross:dress /dras - dres/) with three matching consonant phonemes
(dr-ss:dr-ss /dr-s:dr-s/), while the two vocalic phonemes in the middle

-0-:-e- /-2-:-e-/) remain outside the reach of rhyme. In example (2) from
Russian poetry we also find two rhyming monosyllabic words (Bapyr - kpyr
/8dpyk - kpyk/), with two matching consonants and one vocalic phoneme
(-pyr:-pyr /-pyk:-pyk/), while the initial consonant phonemes (Ba-: k- /
80-:k-/) do not rhyme.



KJI01, 96; IU/ba — TOpO6U/bA (-Ubd : -Usba), CHK, 14; Hebecka —
MJbacka (-cka:-cka), PO, 45; Upoaeha - tipouiu (tpo-: tipo-), MICIII
41; Ha Wy - fary (-a ky:-amy), PBP, 112; y Me - uiyme (y me:-yme),
PCII, 245; tyiega - He ga (-ega:-e ga), M [, 29; Ha o — 3a wo (-a wo
:-a Wo), UBHU, 43; ITa cu — aa cu (-a cu:-a cu), 1CI1, 103; 3a0 - 3HA0
(3a0:3-a0), PMII, 91; 08aKoj — ceoj (-68-0j:-80j), AM, 42; cBalll - cail
(c-aiu: caw), HPJ, 51; ceera - cgoja (ce-a: ce-a), NBII, 186; ciinx —
ciuax (cw-x:cii-x), MBCI, 122.

JI>KuTe 1mKoe,

Jleuia Bac moe!

[TocejTe wuBy 6yayhux aaHa,
PaguTe Ha ¥0j ca CBHUjy CTpaHa.

He »xan’te Tpyaa - cehajte ¢’ nioga,
W’ HUCcTe cuHLM cprcKora pogal
Panu HaMm Tpe6a Gp3ora Jekda,
OTBoOp’Te U3BOp cpehHUja Beka!

(ym, 75).

THE TETRAPHONEMIC MODEL OF RHYME is realized through seven
phonemic submodels: CVCV, VCVC, VCCV, VVCV, VCVV, CVCC and CCVC.
In frequency, this model of rhyme comes immediately after triphone-
mic rhyme.’!

ganaa - gaaa (gaaa : gaaa), JJ1, 49; Hohu - Hohu (Hohu : Hohu),
MBCI 234; octiia — fociua (octa : -octia), M J11, 34; WipeH — BallipeH

131 Examples of quadriphonemic rhyme from English and Russian poetry:

(1) Those parts of thee that the world’s eye doth view / Want nothing that
the thought of hearts can mend; / All tongues, the voice of souls, give thee that
due, / Uttering bare truth, even so as foes commend (...) (SHWS).

(2) OTnesnikol 30,10TOM GyiKcTaeT MOW KUHKaJ; / KIMHOK HaZieXKHbIN, 6e3
nopoka; / BysnaT ero XpaHUT TaWHCTBEHHbIH 3aKas — / Hacsiejbe 6paHHOr0
BOCTOKa (JIMC, 36).

In example (1) from English poetry the rhyming words differ in the number
of syllables: they are monosyllabic and disyllabic (mend - commend /mend -
ka’'mend/), forming quadriphonemic rhyme (mend:-mend /mend:-mend/),
where the first syllable of the second instance of rhyme (co- /ka-/) remains
unrhymed. In example (2) from Russian poetry two trisyllabic words
(mopoxka:BocToKa /napoka - sacmoka/) rhyme, forming quadriphonemic
rhyme (-0-oka:-o0-oka /-a-oka:-a-oka/), while five consonant phonemes
(m-p-:B-cT- /n-p-:6-cm-/) remain outside the rhyme, etc.
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(WupeH : -tipen), PCII, 211; uciia - npoJiuciua (ucta : -uciua), TMII, 52;
Be/IUK — YeAuK (-e/auK : -e/auk), AUC, 17; TABHO — NABHO (-ABHO : -A8HO),
JJI1, 75; TPOMOM — MOMOM (-OMOM : -OMOM), ] 'B11, 33; TAYHO — TLJIAYHO
(-auHo : -ayHO), BCE, 53; YACHO — TJIACHO (-ACHO : -ACHO), PMII, 41;
6poguo - Boguo (-oguo : -oguo) IMH, 113; CTeKao - nekao (-exkao :
-ekao), PO, 70; ipary - iparse (Ipars- : iparb-), MJIC11, 63; 8eje — cae
je (seje: -8e je), HPJI, 69; ciywitia - y wiua (-ywita : y witia), HMII, 95;
Ty dux - rpyodux (-y dux : -ydux), I1CII, 41; cKyla - cTyua (c-yua : c-yua),
HUBHU, 50; NIOTOKA — MUJIOOKA (-0-0Ka : -00Ka), PBP, 59; cTpecil — cBecl
(c-ectu : c-ecti), KJ101, 101; y Tamu — Kyna mu (y -amu : -y-a Mu), AT,
122; HU 30 Ky — U Aary (-U -a kY : U -ary), IBII, 64.

[ToToM cy urpaJiu KoJio, 3HOjHH, Y3 CBUPKY, Y3 rajge
U sieroie fa Xpyy € r1aBOM Ha MPaBUAKY.
Heka Mu »xeHa peye: LITO cTOjull, pubu U TH, Xajge!

Beh nanut, c 6ykapoM Ha ycHU Koja apwhe

[Tagox mo 3eMsbH, 6Jie/I, HA AOXBAT MAKY,

C pedjy: ABOjHMYE, He YeKaj, AW Ha pacKkputhe!
(pcm, 257).

THE PENTAPHONEMIC MODEL OF RHYME is realized through eight pho-
nemic submodels: VCVCV, CVCVC, CVCCV, CCVCYV, VCCCV, VCCVC, VVCCV
and VCVCC. This rhyme is among the less frequent models of rhyme.

odaau - odaau (odaau : odaau), MBCI, 69; ceectiu - seciiu (-eectiu :
geciiu), UBH, 84; cee Wio - ceellio (c8e o : ceellio), PCII, 240; jegHUM
- 4YegHUM (-egHUM : -egHUM), PMII, 57); Jbyguma — rpyguma (-yguma :
-yguma), HPJ1, 63; Myagoci - pagociu (-agocil : -agocii), AUC, 156;
wiawuya - Mmawiuya (-awuya : -aiuya), TMX, 40; TOK/A0HU — CK/AOHU
(-ks10HU : -K/10HU), PBP, 108; IIpHIypacua — Xpaciua (-pactua : -paciua),
LIATI, 165; >KEHCKU — 6Jl1aroBelITeHCKU (-eHCKU : -eHCKU), M JI1, 99;
noKpu.ia - cakpu.a (-kpusa : -kpu.a), BAP, 26; jase ce - 3agece (-ase
ce: -agece), 11CI, 94; Bpaha ce - nnaha ce (-aha ce : -aha ce), 11, 7;
uotyyam - uyyam (d-yyam : uyyam), J'B11, 28; iipenaxa - upaxa (ip-axa
: Upaxa), MJIC111, 10; ieTUCIiBA — 3Bepclisa (-e-clisa : -e-clisa),
PO, 80; 6ojuwita — orwbuwiia (-o-uwita : o-uwiua), NBII, 160.
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Bypa 6ecHy, Tasnac cTyna,
Cnab ce yamary pasgupe,
Kpuka, nyua fia ¢’ passayia,
3eB ra Bofie mpoxgupe.
Bpx JbyTUTHX peKa BoJIHA
Tp3a ¢’ gpara cas HeBoJbHA
(nymit, 47).

THE HEXAPHONEMIC MODEL OF RHYME is realized through fifteen pho-
nemic submodels: VCCVCV, CVCVCV, VCVCCV, CCVCVC, CVCCVC, CCVCCY,
VVCCVC, VVCVCV, CVCVVC, CVCCVC, VCCCCV, CCCVCV, CCVVCV, VCCvCC
and CVCCVV. This rhyme, although it is among the most varied of the
quantitative rhyme models, is not to be found in all the analyzed po-

ets.

octiaaa — octiaaa (ociwiaaa : octiaaa), BII, 28; daawitly — Uaawiy
(dsnrawiny : aawidy), PMII, 48; ckpuea - ckpuga (ckpuea : ckpusa),
BAP, 22; CjeguHu — jequHu (-jeguHu : jeguHu), AUC, 183); 6.1uciiom
— AUCWiOM (-AUCTUOM : AUCTUOM), JJT1, 153; AAHCHUM — BAAHCHUM
(raxcHUM : -naxcHuM), TICIL, 93; Toclaau - ociianu (-ocwanu :
octianu), BCE, 92; CYMOPHU — YMOPHU (-YMOPHU : yMOPHU), IIMJII,
77; pacwiasu - cactiasu (-aciiasu : -acwiasu), AMH, 54; caahaHu
- xsnahaHu (-n1ahaHu : -nabauu), PBP, 117; y3guweM — Usguuiem
(-3guwem : -3guwiem), 'BI1, 44; CTpaHama - rpaHama (-paHama :
-paHama), UBHU, 64; u3geaja - pasgeaja (-3geaja : -3geaja), PCI1, 233;
caBpUIeHCWiBA — XeHcllea (-eHciisa : -eHcliga), PO, 136; Ta4HoCl
- BUILIIe3HAYHOCW (-a4HOCW : -ayHoCW), BB, 8; 3BUje3ga - THuUje3ga
(-ujesga : -uje3ga), M AT, 119; KOHAKA — KOHAAKA (KOHAKA : KOH-AKA),
TMII, 12; Hegjesby — Hegjeny (Hegje-y : Hegje-y), HPJ1, 63; UpA3HUHY -
UpaumuHy (dpa-uHy : ipa-uHy), MBCI, 266; oTBOpuiliu — 0AMOpUiU
(o-oputuu : 0-opuitiu), MICI11, 109; HETIPOBUpP — HeApoMuUp (He-po-up :
He-po-up), KJ101, 96; cu ca MHOM — U TAMHOM (-U - MHOM : U -QMHOM),
OJII, 164.
3a )KUBOTOM JIH KYOOPHUM
Beh TuiinHa BeHal nieTe
Y ounma 11 cymopHuMm
Konar, ip>ku cHeHoO feTe
(APB, 17).
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THE HEPTAPHONEMIC MODEL OF RHYME is realized through ten pho-
nemic submodels: VCVCVCV, CVVCVCV, CCVCVCV, CVCCVCV, CVCCCVC,
CCCVCLYV, CCVCCVC, cveeceey, cveevec and CVEVeVC. In frequency,
this rhyme lags behind hexaphonemic rhyme.

caasyju - caasyju (caasyju : caasyju), JJ1, 153; ciotiana - ciouaada
(cotiana : ctuoiiana), AMH, 155-156; 3/10Kyhe — 310Kyhe (310Kyhe

: 3/10Kyhe), BAP, 25; c8puieHo — c8puleHo (c8puleHo : c8puweHo), PCII,
58; ciipacHy - ciupacHy (clupacHy : ciupacHy), PMII, 39; Hecluage
- Hecluage (Hecluage : Hectiage), PBP, 167; cxealia/10 — Xeaud.10
(-xeatiaso : xeaa.o), BCE, 106; jegHoia — 6jegHoia (jegHola :
-jegHoia), AUC, 188; okosuMma - cokoguma (okoguMma : -oko8uMa),

1CM, 67; HeUPOJAA3HUX — Upa3HUX (-Up-a3Hux : UpasHux), AT, 80;
K/1ageHay - MaageHay (-1ageuay : -aageHay), TMII, 24; CAUYHOCU

- 6e3/1u4HOCl (-IUYHOCT : -AU4YHOCW ), MBCl, 215; AeliurbCciusd

- )KUBOUWUHCWIBA (-WUCIBA : -WlUKCIBa), PO, 101; suheHol —
HenpegasuheHol (8ubeHol : -e-uheHol), TUIL, 7; UOPANCEHY — UOTANCEHY
(Go-asceHy : tio-axceHy), I BI1, 69; 3a6os1e10 - 3aBos1e/10 (3a-o0s1€/10

: 3a-0/1e/10), MJICl, 124; cCyTepeHU — cyBepeHU (Cy-epeHu : Cy-epeHu),
[1BII, 195; CBOJI08CKUM — 80he8CKUM (-80-8CKUM : B0-8CKUM), KJIO1, 92;
UsHeHaga - u He Haga (u-HeHaga : u He Haga), HPJI, 61.

JpBo y cBUM UoMopuma

as nyT Ka bory cjao je

KO TaJlac cipaM KOrT Mao je

IJI0Ball HaJ| CBUM UOHOpUMA
(pcam, 233).

THE OCTAPHONEMIC MODEL OF RHYME is realized through ten pho-
nemic submodels: CVCCVCVV, VCVCCVCV, CVCVCVCV, CVCCCVCV, CV-
VCCCCV, CVVVCVCV, VCVVCVCYV, VCCVCVCC, CVCCVCCV and VCCVCCVC.
This model of rhyme is very infrequent in Serbian poetry, and is to be
found only in some poets.

gaHiyduo - gaHiyduo (gariyduo : gauiyduo), Jj1, 130; 3adopasa —
3adopasa (3adopasa : 3adopasa), BII1, 103; UOHOCUWU — UOHOCUTUU
(foHoCuTU : TloHOCcuu), LIMJI1, 51; 3as1eheHe - 3ai1eheHe (3a1eheHe :
3as1ehene), MBCI, 262; MeceyUuHa — MeceyuHa (MecevyuHa : MecevuHa),
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PCII, 64; deckpajy — deckpajy (deckpajy : deckpajy), PO, 107;
nasegpuHa - casegpuHa (-asegpuHa : -asegpuHa), KJol, 123;
J108pATUKOM — TI08PATUKOM (-08PATUKOM : -08pAUIKOM), JINTI, 16;
paguoHuyu - knaguoHuyu (-aguoHuyu : -aguoHuyu), MACII, 103;
ycunamuiuiie - yuamimuiie (y-u-amiiuiie : yuamiiuiie), JB11, 68;
MPOTUBPEUHOCIIU — 8eUHOCUIU (-8-e4HOCWU : 8eYHOCWIU), IMCI, 173;
yCaM/bEHOCU — 3aMUNL/bLEHOCU (-aMbeHOCT : -aM-/beHOCll), BCE,
56; UoyBUpaau - uoymupanau (tioy-upaau : uoy-upaau), AMcl, 78;
uojaHcuiea — upoctpaHciiea (tio-aHcwsa : U-o-aHciea), AMCII, 251.

()]
y 06J1aKy MOjuX jaJia
je/iHa MU je asegpuHa:
3Ha/leM KaKo U T CTpaja,
6yznanuHo CasegpuHa!

(kJi01, 123).

THE ENNEAPHONEMIC MODEL OF RHYME is realized through nine pho-
nemic submodels: VCCVCVCCV, VCCVCCVCV, VCCCVCVCV, VCCVCCCCY,
CVCCVCVCYV, CVCVCCVCYV, CVCVCCVCC, CCVVCCVCV and CCVCCVCCV.
This model of rhyme is hardly present in Serbian poetry at all. It has
been found in only five out of twenty-five poets chosen.

ycuasaHke - ycliasaHke (yciasaHke : ycuasaHke), MJICI11, 155;
jopioeaHa - jopioeaHa (jopiosaHa : jopiogaHa), PO, 44; MUJAOCUUBA

- Musnociuiuea (Musociiuea : muaociiuga), CI, 200; Upoipeditiu

- Upouipetuttiu (Upotipeliiu : Upolupetitiu), TMP, 73; I0O3gpasuiiu

- 03gpasuiuu (-03gpasutiiu : 03gpasuiuu), M/1CI, 21; 3J10CiUa8/bAAA —
octiassana (-ociiasbaaa : ociias/bana), M Cl, 120; Upunipasssajy

- Upuctassmwajy (lipu-asmsajy : ipu-assajy), BMI, 83; AociiojaHcliea -
npociipaHciied (-ociu-Hciea : -oclu-Hciea), M Cl1, 276; de3cjajHoctl
- deckpajHoctl (de-c-ajHocll : dbec-ajHoct), BCE, 37.

JloH4yapoM je rwuJa JaHa,
KaJa JIoOHLle Uputnpas/vajy,
Jla py4une upucrasoajy,
Kako xohe ca cBUjex cTpaHa;
(.) (BMf, 83).
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THE DECAPHONEMIC MODEL OF RHYME is realized through three
phonemic submodels: CCVCVCVCCV, CCCVCCVCCV, CCVCCVCVCV and
CVCVCVCVCV/VCCVCVCVCV. The incidence of this rhyme is practically
negligible. It is exhausted exclusively as tautological or homophonic
rhyme.

1lJ10JOHOCHO — 1/10gOHOCHO (Ti/I0gOHOCHO : U/10gOHOCHO), P10, 47;
ciieapHocuiu — cisapHociiu (cigapHocliu : clieapHociiu), PI10, 64;
IIpoknettuja - tipokaet u ja ([Ipokaetuuja : ipokaell u ja), HPJI, 41;
YjI08€K0/bYOUja — OTauacTeobyduUja (4-08-0myduja : 0-4-80/6y0Uja),
HITAK, 216.

[lITa 6u CosyH u Ofeca

Bes Haulera myctor Meca

['pakhe raBpaH c [Ipokaeiiuja

Ogajekyje: tpokaetl u ja
(HPJI, 41).

Regarding the quality of rhyme, it is usual in Serbian versification to
speak of rhyme as perfect (regular), imperfect (irregular), pure, impure,
and rich.** Although all of these terms can be justifiably criticized, as
they demonstrate a certain imprecision and do not reflect all the quali-

132 Let’s see how the quality of rhyme is defined in the English, Russian, and
Serbian theory of verse. In English literature the quality of rhyme is referred
to by the following terms: rich rhyme, perfect rhyme, imperfect rhyme, true
rhyme, complete rhyme, full rhyme, near rhyme, etc. (Shipley 1962: 346-347);
(Cf. Abrams 1988; Cuddon 1982). The commonest terms for the quality of
rhyme in Russian literature are the following: mounas pugma (exact rhyme):
CHUJIBI — MUJIBIH, 51 — MeHsl, npubauzumenbvHas pugma (near rhyme): MmHoro -
6ory, HemouHas pugma (inexact rhyme): niams - namMsTh, yceueHHast pugma
(reduced rhyme): nievo - o yem, 3amewjenHas pugma (switched rhyme):
BeTep - Beuep, 6ozamasi pugma (rich rhyme): re BbI - geBbl, 6edHast pugma
(poor rhyme): kpacoTa - ckasna (Cf. JIuTepaTypHBbIi HIUKJIOTIEYeCKUI
cnoBapb 1987: 328; YKupMyHckuii 1975: 306-309). In M. Solar’s Theory of
Literature, with its insistence on the place and nature of accents, we can
find the following terms for the quality of rhyme: nnampasa or tipaguana
puma [the first or regular rhyme] (cpama - jama, 3BOHO — OHO), Yuciia puma
[pure rhyme] (TpéaBa - raBa, Tama — cama), Heuuciia puma [impure rhyme]
(TpaBa - kpaBa, cokoJIa — KYK0Jba), Helipaga puma [improper rhyme] (urpaxy

- 10MJbaxy), boiatua puma [rich rhyme] (6ayauuna - ayguuna)” (Cosap 1980:
94).
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tative nuances of rhyme, we shall not be trying to prove this statement,
but shall offer as argument our own classification and terminology. As
our research has shown, in Serbian poetry there are four functioning
models of rhyme: (1) the model of isomorphic rhyme, (2) the model of
metathetic rhyme, (3) the model of epenthetic rhyme, and (4) the model
of metathetic-epenthetic rhyme '3.

THE MODEL OF ISOMORPHIC RHYME is very frequent in the work of
Serbian poets. It is to be found in more than half of all the rhyming
verses. All the examples of isomorphic rhyme are characterized by a
shared specificity: the equivalent phonemes are realized in the same
sequence and stand in direct contact. According to the type and degree
of deviation from absolute phonetic identity, it is possible to distinguish
several submodels of this rhyme. For reasons of economy of space, from

133 The quality of rhyme, apart from the above, can also be measured according to
the use of different phonemes: vowels, consonants, or vowels and consonants,
so we can also speak of three qualitative models of rhyme: (a) vocalic rhyme,
(b) consonantal rhyme, and (c) vocalic-consonantal rhyme.

(a) THE MODEL OF VOCALIC RHYME is very little present in Serbian poetry. It
is most frequently exhausted in monophonemic, biphonemic and occasionally
triphonemic rhyme. From the point of view of quality, this model of rhyme is
realized through pure sounds.

o -To (0:-0), IICII, 101; cBa - AHa (-a:-a), J'B1, 36; 64U — cBU (-U:-u), PMII,
71; cBe - 3Jie (-e:-e), IMJI1, 33; Ty — Tpo6y (-y:-y), HMII, 115; naw : AaH (-a-:-a-),
PCII, 57; Mar - Kan (-a-:-a-), MBCI, 122; YyH — KyM (-y-:-y-), BAP, 43; Cp6 - KpB
(-p-:-p-), KJ101, 78; makao - 3Bao (-ao:-ao), PO, 48; n1eo - pasymeo (-eo : -eo),
CJbX, 32; 04U — Hohu (0-u:-0-u), UBH, 31; KOJIeHY — 0 TpeMy (-0-e-y:0 -e-y), TMII,
52.

()

u3HeBepuMo Jiparo ume Cp6

Y OHaj HApo/, /ia ce NpeJivje

JIiBeHa ToJ'Ko JlyliaHoBa KpB,

IITO TeOU MOXKe 360PUT CMeJTHje,

yIJle/jHUje IITO Te je CJIaBUT 3HAO, —

MUCJIMII JI TaKO, OH/Ia HAaM je Xao:
(ks101, 78).

(b) THE MODEL OF CONSONANTAL RHYME is very rare in Serbian poetry. It
has been found in the works of several Serbian poets, in a few instances of
biphonemic and triphonemic rhyme. From the point of view of quality, this
model of rhyme is built out of pure noise.

XKUY — JyY (-4 :-4), MTY, 205; KPUK — KpyT (Kp-:Kp-), HMII, 114; CHa — yCHe
(cH-:-cH-), M[iCI, 22; 60 — daar (6-41:64-), PCIL, 60; X1€56 - baato (-1-6:864-),
CJbX, 68; UK — s1eK (41-K:41-K), MBCI, 122; cliaja — ciopul (ci-:ci- ), HPJI,
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each of the poets chosen we shall quote two examples, which will, gen-
erally, reflect all the forms of isomorphic rhyme®+.

75-76; caell — caat (ca-u: ca-u), MBCI, 122; WMyp — WpoM (UM-p : p-M), TMII,
37

[lnoj HeyMoJbeH BUAOM c/1ell

Jlo3uBame 3/ipaBLa OKOj U caH

Bek mullle ce NeCcKOM U ceH

[TagoM u xapdom npobyheH caai

HcuesbeH 3a6J1yA0M IPETBOPEH Y KUl
JaBy kaj 36yHU eCHUK U Mal

Kpuje noudeTtak TajHy u mul

0f jesepa fiy6sba CTOjU Kal

[ToBepeHe 6011 JOCTOjaH CIUUX
MapJ/buBHUM 3a60paBOM U3MEHEH JINK
BeHu y rpoMy KacHa 3a J1eK
[Iporuase 1IyMe rjie HOroM ciiax
(MBCI, 122).

(c) THE MODEL OF VOCALIC-CONSONANTAL RHYME represents the largest
part of the rhyming material in Serbian poetry. Therefore, it can be said with
certainty that in this respect vocalic-consonantal rhyme functions in Serbian
poetry. From the point of view of quality, this model of rhyme has been built
out of a combination of pure sound and pure noise. Because of limitations of
space, we shall quote only one example from each poet chosen.

cyceg - cyceg (cyceg:cyceg), MLCI, 207; cBOGOM — 80goM (-80gOM : 80goM),
PCII, 204; 8uge.a - ceugena (8ugeaa:-sugena), BAP, 36; age — cge
(-se:-8e), 1, 239; 3pak - Mpak (-pak:-pak), 'B11, 34; Hegpa — Begpa
(-egpa:-egpa), BCE, 67; CBpx Wu — Apxwu (-pX Wu : -pXiu), AT, 154,

Jlesojke — ygsojke (-8ojke: -8ojke), PO, 43; Kpuaa — Muaa (-uaa:-uaa), UBHY,
31; CTAMEHO — KaMeHO (-amMeHO : -aMeHO), HMII, 94; Jlosuwiia — CKposuwiia
(-osuwiua: -osuwita), 111, 11; 6ayucmo — Payu cmo (-ayucmo : -ayu cmo), HPJI,
71; y Wiom — MUHYtoM (y Wwom:-yiiom), 1B11, 58; gBa - ga (g-a:ga), PBP, 75.

LpHa CuTHULA U 1pHU Jlad

Y HaropeJsiy Kpaj myTa KOYH.

Ha 6pery jeanHo fpBo - rpasd,

0/ MPTBOT KOCa — CaMO KJbYH!

OfceueH je3uK, ycTa Hemd,

cabpao ce HEMYILUTH 360p.

Y KoJIeBIM HUYera Hemd,

JPXTYPH Y 30€ry KoCTyp-CTBOp

(pcam, 126).
134 Examples of isomorphic rhyme from English and Russian poetry:

(1) Pipit sate upright in her chair / Some distance from where [ was sitting /
Views of Oxford Colleges / Lay on the table, with the knitting (ETc, 46).

(2) HaunHaeTcst 3em, / Kak u3BecTHO, oT Kpem.si. / 3a MopeM, 3a cyliero

- / KOMMyHHCTOB cayiarom. / Te, KTo pa6oTarom, / caymawT ¢ 0XoTow. / A
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pagu - pagu (pagu : pagu), UBH, 127; 06eK — 408¢eK (-08€K : -08€ekK),
[1BII, 31; 0KO — BUCOKO (0KO : -0K0), TIBAII, 101; eli/u — CBellau
(-ettiau : -etinu), PBP, 138; 0k0.10 — cOK0/10M (0KO/10 : -0K0/10-), BAP,
37; olsiacy - iaac (-iaac- : iaac), HMII, 81; Tawitio - MmawitioM (-awiio
: -awitio-), MBCl, 235; ipax — ctpa (-pa- : -pa), J'B11, 40; ygapa — cygap
(ygap- : -ygap), npPo, 80; 601U — roaux (-041u : -0o1u-), {MJ11, 42; Hehe
- kpeheM (-ehe : -ehe-), 1MH, 80; nak/1a - 3akaaH (-ak/a : -akaa-),
CJbX, 35; pof, — 6poj (po- : -po-), BCE, 161; BUCUHU — BbUHUX (-UHU

: -UHU-), AJ111, 100; HOh — HOX (HO- : HO-), CJbX, 35; MOpAM - YIIOPAaH
(-opa- : -opa-), jj1, 68; Tpar - Mpaxk (-pa- : -pa-), KJao1l, 137; caywam —
3rpywat (-ywa- : -ywa-), JIUII, 29; cegaM - jegax (-ega- : -ega-), BAP,
30; myie - y we (-yite : y wie), AUC, 202.

3amto caM Jjomao oBJje, kaj cBe Beh oBaje nuwe?
[Moc/beby 61Mje/ly 3eJIEH C jeCEHOM TPABOM JUWEM.
Yyj, 3BOHM 3peJIo cTabJIo — TO JIMjeC MU Tellle XKYHd.

CtuxoBe 1ITO joll 6pyje AaUjeToM 0 cTehKy CBOM CTUWAj,
113, YCIIOKOj€eH, IIyCTU HeKa UX IIOKpHje JIuwdj,
Jie3u noj crehak cTuxa 6e3 NpeBO3HUKA-UyHA

(kcm, 119).

THE MODEL OF METATHETIC RHYME in Serbian poetry is very infre-
quent, and is not to be found in all of the selected poets. As opposed to
the isomorphic model, in metathetic rhyme the identical phonemes are
notrealized in an identical manner, but their direct contact is retained.
Depending on the position and mutual relationship of the equivalent

OYpP>KYsIM 3TOT ro.10¢ / oAbIMaeT AbI60M Bos10C (MBH, 437)
In example (1) from English poetry the rhyming of two disyllabic words
(sitting - knitting /’sitip - 'nitin /) results in isomorphic rhyme (-itting :
-itting /-itip : -itin /), while the initial consonant phonemes (s-:kn- /s-:n-/)
remain outside the rhyming clusters. In example (2) from Russian poetry
isomorphic rhyme (-emss: -emis /-umsma: -umsmaa/, -aot : -awT /-ajym: -ajym/,
-o0J1ac: -oJiac /-osac: -oaac/) occurs in three rhyming pairs (3emss - Kpemss /
3umsma - Kpumsa/, ciymaroT - paboTaloT /caywajym — pabomajym/, royoc
- BoJioC /e2osac - goaac/), while in two rhyming pairs the initial consonantal
phonemes (3-:kp- /3-:Kp-/, T-:B- /e-:6-/) remain outside the rhyme, while
in the third pair more than one, or more than two syllables (cayw-: pa6or- /
cayw-: pabom-/) are beyond the scope of rhyme.
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phonetic units in the rhyming words, it is possible to differentiate sev-
eral submodels of this rhymes.

goHes10 — ogHes10 (goHe10: 0gHe/10), PBP, 103; UoJelia — oliielia
(Uonewa: ouseiia), 1B, 75; 0g1a3u — goaasu (0gaasu: goaasu),
MBI, 85; Mpu — Mup (Mpu:Mup), HMII, 104-105; 8ecill — cgeill

(eectu : ceetr), M1 C1, 42; Aettia — Weaa (s1ieiua: Wieaa), MBCI, 227;
touurse - otivurse (ovurse: olivurbe), MBCI, 169; Uiokpusa — Koltipusa
(dlokpuea : kolipusa), HPJ1, 59; Hema — MeHa (Hema : MeHa), BAP, 62;
KaMeH — HeMd (-ameH : Hema), TIBATI, 144; HaMa — TamHa (Hama

: -aMHa), MBCI, 236; Mocksa — 8ocka (-ockea :8ocka), CJbX, 62;
CTeleH ’Ma - Hema (-eH’Ma : Hema), KJIO1, 72; WpoHda — KapuioHa
(upoHa: -ptioHa), UBHU, 53; code — Hedo (-0de:-edo), MBC1], 61;
gatipa - wipase (8allip-: wipas-), M CI11, 40; Xapiiuju - bpatiuju
(-apiuju: -paiiuju), HPJ1, 15; 6paitiuja — xapwuja (-patuja : -apiuja),
TMII, 9; go3ueaM : ogasuea (gosusa-:ogasus-), AMH, 157; MeHe -
3aHemex (MeHe: -HeMe-), BAP, 59.

['apuye, MaHu 3aHOC Jpar,
Cunasu ¢ TBOTa WPOHA,

Hek apBeH cKuntTap HOCU Bpar

U kpeny on KapuioHa!

[Tos, CKPOMHOM CEHKOM Jj0Ma MOT
CII0KO0jCTBO JIEHOCT NpYKa,

135 Examples of metathetic rhyme from English and Russian poetry:

(1) (...) Downward too flows many a tress / With a glossy waviness / Full,
and round like globes that rise / From the censer to the skies (KJp, 18).

(2) A B okHe Ha ceHM cKaThble, / OT mMyryInBO# mymomel, / VI3 yryioB LeHKH
KyzJaThle / 3anos3aioT B Xomymbl: (ECC, 64).

In example (1) from English poetry, visually speaking, the last three
graphemes in the words rise and skies exemplify metathetic rhyme (-ise: -ies).
However, when we consider the auditory aspect (rise - skies /raiz - skaiz/),
metathesis completely disappears, and isomorphic rhyme takes its place
(-aiz:-aiz). However, although we have not found metathetic rhyme in the
context of English poetry, that does not mean it does not exist. We should bear
in mind that this kind of rhyme is very rare and hard to find. In example (2)
from Russian poetry two words (IyMoTBbI — XOMYTbI /wymamul — Xamymol /)
rhyme in the form of metathesis (-yMoTbI : -OMyThbI /-ymamul : -amymbi /),
as the rhyme is realized by changing the places of the first two vowels
(-ymo-: -omy- /-yma-:-amy-/), while the last syllable retains the isomorphic
relation (-TbI:-TbI /-mbl:-mbt/) of the matching phonemes.
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[ne MupHoO JjpemMa Majiv 60or
Y »OyHY MajcKUX py»Ka
(.-) (uBH, 53).

In terms of frequency, THE MODEL OF EPENTHETIC RHYME in Serbian
poetry comes immediately after isomorphic rhyme. This model of
rhyme is present in the work of all the poets analyzed, but its frequen-
cy differs in the works of individual poets. Globally, it is more present
in poets who had a somewhat more liberal attitude to the canonical
principles of rhyme. This model of rhyme, unlike the metathetic, does
not derive from direct contact between the repeated phonemes, but
preserves their identical sequence. Depending on the place, number
and relationship of inserted phonemes in rhyming sequences, there
are several submodels of this rhyme. Because of limitations of space,
from each of the poets analyzed we shall quote two examples, which
will suffice to show all the variety of epenthetic rhyme®®.

Mome — MHOMe (MoMe : M-oMe), PBP, 56; inace - iace (i-ace:1ace),
HWBH, 39; carba — ca3Harba (carba: c-arba), PMII, 70; HAMYYUO —
Hay4uo (Ha-y4uo:Hay4uo), IMH, 61; cpogHe - oge (-0g-e: oge),

M/ C1V, 228; cBe Me — ceMe (c-e Me:ceMme), HMII, 105; CKope — criope
(c-ope:c-ope), BN, 33; cnewia - cpettia (c-ewia: c-etua), KJ01,108;
WpaBu — Wipaxu (Wpa-u: wpa-u), IBAII, 103; Uopelika — Uo4yelika
(dlo-etuka : tio-ettika), I BII, 227; cMpye - cpuye (c-pue: cp-ue), HPJI, 12;
o4dekyjemo - omnakyjemo (0-Kyjemo : o-Kyjemo), IMJ11, 37; y Mecy — y
necy (y -ecy:y -ecy), pcIi, 87; Hohu - cko4u (-0-u:-0-u), JJ1, 59; Bullle

136 Examples of epenthetic rhyme from English and Russian poetry:

(1) The pursued and the pursuer / To the salt sea foam / Through the rocks
and woods obscure / Wound with murmur and with motion / To the threshold
of their home / In the Dorian Ocean (SHS, 131).

(2) Ko, ckaxkuTe, MHe co3HaHbe / BUHOrpasioM 3aMyTHT, / Eciu sBb.
[leTpa co3pamve, / MenHbIN BCaJHUK U TpaHUT? (MOC, 55).

The two rhyming words in example (1) from English poetry (pursuer -
obscure /pa’sju:a - ab’skjua/) exemplify epenthetic rhyme (-suer: -s-ure
/-asju:a:a-s-jua/), since the second rhymeme contains two disparate consonant
phonemes (-b-c- /-b-k-/) amid the rhyming cluster, preventing the direct
contact of the matching phonemes. In example (2) from Russian poetry, the
two rhyming units (co3HaHbe - co3/iaHbe /casHarje — cazdarsje/) form
epenthetic rhyme, as two different consonant phonemes (-H-:-a- /-H-:-0-/)
appear amid the rhyming clusters, thus preventing the immediate contact of
the repeated phonemes.
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- nuxe (-u-e:-u-e), AJ11, 29; cHahu — Hamu (-a-u:-a-u), WATI, 51; TO4U
- Hohu (-0-u:-0-u), A¥c, 183; CTBopera — 06HaXKera (-0-erba : 0-erba),
HMII, 73; UKIyca - NoKyca (-k-yca:-kKyca), AMY, 96; Me nosege —

He 8pege (-e -gege: -e 8-ege), PCI1, 64; HEOTBOPKA — IPEKOMOPKA
(-eo-opka:-e-0-opka), TMII, 74.

(..)

YcraB’, 1yHo, 6’jes1a KoJa, MPOAYKH MU Yace MUJIE,
Ka/| cy CyHIle HaJ UHOTIOM yCTaBUTH MOTJIe BUJIE.
[IpesiecHUIly KaKo BUAWM, 3arpJIMM je KA 60T BeJu,
YBeJIEM je MOJI NIATOPOM K UCIYHeHY CBETO]j XKeJblU

(.r) (nnm1, 57).

THE MODEL OF METATHETIC-EPENTHETIC RHYME is somewhat more
frequent than the metathetic model. Its frequency differs in individual
poets. Compared to the isomorphic model, this model of rhyme departs
from the principle of the identical distribution and direct contact of the
repeated phonemes, and can be defined as metathesis at a distance.
Depending on the distribution and number of the identical phonemes,
there are several submodels of this rhyme. We shall quote one or two
characteristic examples from the poets in whose work this model of
rhyme has been found"’.

Aetoiu - ugowu (a-Uou : Uaowiu), UBU, 63; pyioda - ipoda
(p-1oda : ipoda), 1AL, 83; otiuja - toBuja (oliuja : tio-uja), AMH,

137 Examples of metathetic-epenthetic rhyme from English and Russian poetry:

(1) And shall not yield to yours, though coop’d in clay! (BGS, 89).

(2) (...) S >kUTB X04y, XOTb 3/1eCh U CUACTbs HeT, / U HeueM cepauy
secenumbcsl, / Ho Bcé Briepes BieyeT Kakoii-To cBeT, / U 6yATO UM Mory
cgetumocsi! (BAC, 59).

In example (1) from English poetry the two rhyming words (clay - yield /
klei - ji:Id/) illustrate the metathetic-epenthetic relation (-1-y:y-l- /-I-i:-i:)
of the repeated phonemes, while all the different phonemes (c-a-:-ie-d
/k-e-:j-d/) are unsystematically distributed over the phonological structure
of the rhymemes. In example (2) from Russian poetry two lexical units
(BecenmuThCs - CBETUTBCSA /8ucusuyya — ceumuyya/) demonstrate the
metathetic-epenthetic relation (Bec-uthcs : cBe-uthcs /guc-uyya: cau-uyyay/)
of the matching phonemes, as metathesis is realized in the initial positions
(Bec- : cBe- /BHUC-:CcBU-/), and epenthesis in the middle ones through
the disparate phonemes (-es-:-T- /-usb-:-m-/), while the final positions
demonstrate isomorphism (-utbcsi:-uthea /-uyya: -uyyay).
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153; ycwia — cymia (yciia : cy-ia), BAP, 49; oYeKd — YoBeKa
(-oueka : vo-eka), KJ101, 75; dpyje — noTpedyje (dpyje : -p-oyje),
J’B1, 55; ipaHa — jopioBaHa (ipaHa: -pi-aHa), ICI1, 167; be3gaHoM
- Heody3gaHoM (be3gaHomM : -e-6-3gaHoM), IMJI1, 62; umaitiu -
ymupatiu (umaiiu : -Mu-aitiu), MBCI, 274; pacTo4u1d — Cpoyuaa
(p-c-ouuna: cpouusa), BCE, 103; nowipowuau — oliuwiau (--owuau
: olwiuw1u), HPJI, 90; Hukousa — ukoHa (Huko-a : ukoHa), CJbX,
16; tio3Has8 0 — ofictiaso (lio-as’o: 0-Uas’),JJ1, 79; jaACMUHOM

— MECEeYUHOM (-CMUHOM : M-C-UHOM), PMIL, 106; 6A/1KOHUMA —
miadoHuma (-ag-oHuUMa : -1a-oHuMa), PCIl, 236; npobyauia

- ynoBuja (-0-y-uaa:y-o-uaa), MJiCI11, 165; igeTajy - nesajy
(-ee-ajy:-esajy), PO, 46.

Y nosba Haua Mckapuot yhe,
U wuBe Hallle ocTajolie Tyhe,
W Ha Hac maje ry6a u pyiodad...

Ycraj v nohu! JyHanu cy 4ecTu...
[Ipen TEIIKKWM YacOM MOj HapoJ, IPUYECTH,
KpBaB k6 cyHIle Hek cuHe U3 ipoda!

(rAtm, 83).

Studying the appearance and manner of distribution of rhyme in
verse, we have ascertained that there are six distributional models in
Serbian poetry: (1) the model of fully applied rhyme, (2) the model of
discontinuous rhyme, (3) the model of alternating rhyme, (4) the model
of sporadic rhyme, (5) the model of partial rhyme, and (6) the model of
unexpected rhyme.

THE MODEL OF FULLY APPLIED RHYME presupposes the rhyming of all
verses in a poem. This model of rhyme applies to all poetic groups in
Serbian poetry. As an example of fully applied rhyme, we shall quote
Milan Raki¢’s poem BoZur (= The Peony).

Kako je siena oBa Hoh! e, c8yga,
C TonouJte, pacta, 6arpeMa, 4 gyga,
Y mulazeBUMa 371aTOKOCUM Uaga

HecymtacTBeHa MeceunHa. Caga,
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Hap nnBajaMa rae TpaBa mupuuie,

Y pacuBeTaHHMM I'paHaMa, CBPX HUBA
Koje ce 1ipHe nocJie 6yjHe Kuule,
Besnka ayuia mecedeBa cHuU8a.

Cse mupHo. Tajan. hyTu nosee pagHo

['le Hekan Mafe 3a yeTaMa yeuld ...

- V3 MHOTe KpBY U3HUKHYO gaeHo,

lpBeH u miaB, KocoBoM 60Kyp ysewa ...
(pMII, 121).

THE MODEL OF DISCONTINUOUS RHYME reflects a rhyme which includes
nearly all the verses of a poem. The exceptions are one or two, rarely
more verses. The model of discontinuous rhyme appears in all peri-
ods of Serbian poetry. As an example of discontinuous rhyme, we shall
quote the XXV11 poem from Jovan Jovanovi¢ Zmaj’s Puli¢i (= Roses).

Cget he yuTaT necme Moje
[lI'To y oBOM HU3Y cuioje,
A tu, édaaio,
Yeno gpaio,
Axo umai Kaj,
AKO MMalll 3a BbUX 80/b€, —
Jep 3a Tebe uMmaMm dosve,
HWmam nenuie u vuciiuje,
MupucHuje, pymeHuje,
[IpoBuaHUje U ceetlinuje,
Wmam cinabe u HedxcHUje,
IlITo UM He 3HaM UMe gauliu,
HuT ux Mmory necmoM 3saiiu,
lIto he Hohu
Y camohu
Ja ux gywma nywu upauiu, -
Te ¢’ He magy uciiesaiuiu

Oy, 123).

THE MODEL OF ALTERNATING RHYME represents a rhyme which is
realized through the whole poem, but alternates with non-rhyming
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sequences. This procedure is strictly observed throughout the poem.
As an example of alternating rhyme, we shall quote the poem Zvezda
(= The Star) by Vojislav Ili¢.

Hoh je Beapa, 6J1ara,
bnenu mecer cja,

Y MUJIMHU TOHE
BacuoHna csa.

U 3Be3auie musie
Pacumajy 3pax ...
Camo jefHa TpenHy,
[1a je mokpu mpak.

Yuja Gerre 3Be3/1a?
Bor jenunu 3Ha!
CnokojHa je MUpHa
BacuoHa csa
(uBMY, 36).

THE MODEL OF SPORADIC RHYME refers to rhyme which appears in
a poem from time to time. As an example of sporadic rhyme, we shall
quote the poem Kucni zavet (= Domestic vows) by Alek Vukadinovi¢.

Kpyr 3a kpyrom noped »xasna

Peu g0 peun
YuH 10 YuHU
OTBapu ce 60r ga/buHu

Yunu cpehHe TOT TH
Yaca:

Kyho, kpoBe

JecTe Ja cam

Cpen BaCKOJIMKOT KpajoauKa:
Jla/puHa nyHa cpehHUx cauka

(BAP, 50).
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THE MODEL OF PARTIAL RHYME refers to rhyme which appears in
only one part of a poem. In longer poems, it is possible that groups
of rhyming and non-rhyming verses alternate, but without this alter-
nation having a systematic character. As an example of partial rhyme,
we shall quote the poem Na zajednickoj slami (= On Shared Straw) by
Ljubomir Simovic.

HpBO HHWCaM 3HAO0 KOMe CaM KPUB,
ca/Jl He 3HaM KOMe HHCaM.

KpuB caM cBOM o1y KO ¥ OH CBOMe OL1y,
Y KPUB CBOM CHHY KO MOj OTal, MEHH,

KPpHB ¥ CBOM 3aHATYy U aJiaTy,
W OHOM IITO CaM MMO, U OHOM LIITO CaM HEMO,

Y OHOM LITO CaM jeo U Uuo,
Y OHOM LUTO je MEeHe jeJio U UuJ0,

KpPHMB CaM ¥ OBOj C/IaMM Ha K0joj cuagam,
Y 0BOj Bpehu KojoM ce llokpugam,

CBMMaA U CBEMY CaM KPUB,
aJl caMoMe ceO6u caM HajKPUBJbY, KO U CBAKO!
(cJbXx, 138).

THE MODEL OF UNEXPECTED RHYME®® marks such a rhyme which ap-
pears in a poem unexpectedly, unpredictably, most frequently in two
verses, less frequently in four. As an example of unexpected rhyme,
we shall quote Momcilo Nastasijevi¢’s poem Durdevci (= Lilly-of-the-

Valleys).

138 The terms monophonemic rhyme, biphonemic rhyme, triphonemic rhyme,
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tetraphonemic rhyme, pentaphonemic rhyme, hexaphonemic rhyme,
heptaphonemic rhyme, octophonemic rhyme, enneaphonemic rhyme and
decaphonemic rhyme, isomorphic rhyme, metathetic rhyme, epenthetic rhyme
and metathetic-epenthetic rhyme; fully applied rhyme, discontinuous rhyme,
alternating rhyme, sporadic rhyme, partial rhyme and unexpected rhyme are all
mine, and can be taken as conditional.



CeTa Me y YeJHU AaH,
Ka/| yavnaMa npojajy hypheke.

He Bparosu my,

He CMej ce, BparoJyaHko.
To y poavnu oHa
6ousyje ceTy 6e3 jeKa.

3aHaro pocHe y jyTpa
LpBEHOM BPBILOM 8€3U8a.1d.
3aHaro cBeJie y Beuepu
cy3aMa 3a/1usad.

TybuHU yMOM ja rUHYO,
Bora HU ocMexa 10j.

[IpocTu Me, poiHO GJ1ara
(HMI, 44).

In recapitulating the results of our research into models of rhyme in
Serbian poetry, we can draw the following conclusions.

The quantity of rhyme in Serbian poetry is expressed in ten quanti-
tative models: monophonemic, biphonemic, triphonemic, tetraphonemic,
pentaphonemic, hexaphonemic, heptaphonemic, octophonemic, ennea-
phonemic and decaphonemic. The incidence of these models of rhyme
varies. Monophonemic rhyme is found in nearly all of the poets studied,
but is not very frequent. There is a slight increase in frequency from
biphonemic to tetraphonemic rhyme, so that these three quantitative
models of rhyme can be said to make up the basis of rhyme in its quan-
titative aspect in Serbian poetry. From pentaphonemic to heptaphone-
mic rhyme there is a slight regression in frequency in Serbian poetry.
Octaphonemic rhyme still retains a relatively high incidence, while en-
neaphonemic and decaphonemic rhyme demonstrate that these mod-
els barely function in Serbian poetry.

The quality of rhyme, that is, its phonetic structure in Serbian poetry,
is expressed through four models of qualitative rhyme: isomorphic, me-
tathetic, epenthetic and metathetic-epenthetic. However, depending on
the literary orientation and time to which they belong, Serbian poets
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have had differing attitudes to the canonical principles of structuring
rhyme. Thus the poets numbered 1 through 10, use not only the isomor-
phic, but also the epenthetic, metathetic-epenthetic and metathetic
types of rhyme, but examples of this rhyme are very rare, and reflect
epenthesis, metathesis and metathesis at a distance, outside the rhym-
ing nest. The only exception in this respect is Laza Kosti¢, who very
frequently used epenthetic rhyme which violated phonetic identity
as epenthesis occurred in the midst of the rhyming nest: neba (= sky)
- lepa (= pretty). The poets numbered 11 through 25, who belong to the
period when the strict rules of rhyming are no longer observed, use
the same procedures as their predecessors, but a large increase in the
frequency of use of epenthetic, metathetic and metathetic-epenthetic
rhyme is observable. However, from the structural point of view, Ser-
bian poets, regardless of their literary affiliation and period, demon-
strate a very high degree of respect for the strictest canonical princi-
ples of rhyming.

As for the use of rhyme, Serbian poets were rather liberal towards
the established convention (which demanded consistency in the use of
rhyme), and this resulted in five more distributional models of rhyme
in addition to that of fully applied rhyme; they are discontinuous rhyme,
alternating rhyme, partial rhyme, sporadic rhyme and unexpected rhyme.
In this case, too, however, Serbian poets did not act uniformly. Thus,
the models of fully applied rhyme (most frequently), discontinuous
rhyme (rarely) and alternating rhyme (very rarely) are characteristic
of the poets numbered 1 through 10, who wrote at a time when strict
canonical principles of rhyme were observed. The models of sporadic,
partial and unexpected rhyme, on the other hand, appear in the works
of the poets numbered 11 through 24 - the poets who write at the time
of decanonization of rhyme. The only exception is that of Milosav Tesic,
the most contemporary author in the selected corpus, who exclusively
uses the model of fully applied rhyme.

Finally, let us point out that all the models of rhyme in Serbian po-
etry (and their terms) may have their application in all those national
poetries created in languages with a phonological structure. Generally
speaking, we can conclude the following: first, there is no point in using
the term the rhyme for the eyes, as such rhyme does not exist; second,
as regards the quantity of rhyme, the terms in current use do not cor-
respond to the real quantity of rhyme and should be replaced by the

206



terms we have suggested; third, with respect to the quality of rhyme
the terms used in most cases are not real terms, and do not reflect the
real qualitative states of rhyme, and should therefore also be replaced
by the suggested terms.
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Instead of Conclusion

In order to define the poetic function of language one should first
define precisely the concept of poetic language. However, prior to this
it is necessary to establish the definition of language and its primary
function. Language is a system of different language signs (phonetic,
morphological, syntactic and lexical) which are all in mutually defining
and complementary relations. It is a product of a language community
and its basic function of a communication instrument derives from
this fact. In order to be able to function as a means of communication,
language must have certain elements which are common to all members
of the language community. In the course of its use a language can
be realized in different ways. As a result of one of these realizations
poetic language is generated. It does not represent only the use of
poetic language in poetry and rhyming verses, but also its use in all
kinds of literary texts. Consequently poetic language is understood as
a poetic modelling of language material. This is why the poetic function
of language is language-expression oriented: it focuses on language
form and structure.

Basing his philosophy of language on the results of phonology which
relies in its analysis on the consideration of the communicative func-
tion of language, Karl Buihler defined the three basic functions of lan-
guage: emotional (or expressive), connotational and referential (Biihler
1993: 19-90). However, as it was shown later by Roman Jakobson, this
triadic system of language functions does not exhaust all the aspects
of language. He pointed out that in every act of language communi-
cation three more factors take part so that three more functions are
added: the phatic, metalinguistic and poetic (Jako6coH 1966: 285-324).
Each of these six functions can be expressed either in the usual way, or
its expression can be that characteristic of literary-poetic fiction and
poetry. According to Novica Petkovi¢, ‘The description of all the func-
tions, however, was not completed immediately - rather one function
at a time was articulated and defined (the job in which both linguists
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and literary theoreticians participated and in which the part of modern
poetry was considerable)’ (IletkoBuh 1995: 9). Thus the poetry from
the beginning of the 20th century, with its new means of expression,
pointed to the fact that referential meaning can be denied. It is probably
because of that that Roman Jakobson, talking about the poetic function
of language, pointed out that: ‘Concentration on the message as such
and focusing on the message for its own sake - that is the poetic func-
tion of language’ (Jako6coH 1966: 294). Such an interpretation of the
poetic function of language is nothing but an attempt to deny referen-
tial meaning and to direct the essence of all language communication
towards acting by means of speech. At the time when this definition of
the poetic function of language was put forward the concept of poetic
language as such had not yet been precisely defined and the pinpoint-
ing of its characteristics was in many cases not quite easy. The concept
of ‘poetic language’ comes from the time when literature was referred
to as poetry or poetic art. It was not used to refer to the use of natural
language in poetry only, but to the use of language in all kinds of liter-
ary texts. Today poetic language is defined as a ‘specific organization
of the speech sequence which is experienced and recognized as the
artistic modelling of language material’ ([letkoBuh 1995: 104). Such
definition of poetic language means that there is a need for additional
segmentation and organization of the language sequence, variation of
the syntactic order, the interweaving of language units, connecting dif-
ferent semantic categories, a frequent use of tropes, the use of a certain
number of grammatical constructions, words and twists, violations of
language norms on all levels.

Of the six functions of language, the referential and poetic are at the
end of the scale while the emotional, connotational, phatic and meta-
linguistic fill the space between these two functions. That this is so is
evident from the focus of the referential and poetic functions. The ref-
erential (‘denotational’, ‘cognitive’) function is focused on the language
expression of the ‘object’ as such, which ‘serves the function of commu-
nicating what the statement is really about, the expression of thoughts,
thinking and the intellect’ (Jlemuh 1979: 123); the poetic function, on
the other hand, is oriented towards linguistic expression (focusing on
the language form and structure). Jakobson’s differentiation of the six
aspects and functions of language does not mean a real decomposition
of language into its functional constituent parts; rather, it has to do
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with linguistic abstraction and generalization. None of the individual
language functions has an independent existence - rather, they con-
stitute a complex functional whole in which, in the course of commu-
nication by means of natural language, some of them are brought into
focus and other functions are suppressed. Bearing all this in mind, it is
understandable why it is necessary in the study of the poetic function
of language to go beyond the boundaries of poetry into all the other
areas of language activity because the poetic function is not an exclu-
sive characteristic of poetry and poetic expression.

Since the poetic function of language is of primary importance for a
literary work one should bear in mind that there is a conceptual differ-
ence between ‘the language of a literary work and literary style’ (Jlemuh
1979: 30). The first concept refers to the very nature of language which
is used in literary works (a lyrical poem, a novel, or a play), i.e. in works
of certain artistic value which have different structure but which share
the characteristic of conceptually identical contexts by the very nature
of artistic creation. The second concept refers to every particular use
of language structure (in philosophical, political, moral, memoire con-
texts) where its characteristics are identical or similar. This distinction
was rightly pointed out by Charles Bally. He realized that the language
of a literary work could not be treated in the same way as language in
other uses and especially in colloquial speech so that he excluded it
altogether from his research (Bally 1951: 19). Bally drew attention to
one important intention of the author of a literary work: to make it
differ from everyday language not so much in form as in function. This
opened the possibility for other researchers to view the linguistic ex-
pression of a literary work not in the context of linguistic but artistic
purposes. This paved the way for a more complex understanding of
the poetic function of language. In this way researchers came to real-
ize that linguistic devices in a literary work had to be analyzed with
respect to their aesthetic effect within the context in which they ap-
peared. Jan Mukarzovski was one of the first to draw attention to the
aesthetic side of linguistic expression. He, however, did not pay atten-
tion to the aesthetic side of language only, but to aesthetics in general,
distinguishing the following three aspects: function, norm, and value.
When he stayed within the general domain of language, Mukarzovski
used to point out that ‘the aesthetic side of language is to be looked for
in all kinds of language manifestations and not only where it prevails
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(namely in poetry) and, the other way round, neither in poetry must
the researcher gloss over all the nuances of the communicative function
and their importance for poetic construction’ (Mykap>xoBcku 1986: 9).
In this way the concept of information which is used in aesthetic theory
can be treated as aesthetic information which acquires informational
content to the extent in which aesthetic symbols and their combina-
tions are successfully reduced to signs which exist in reality. Informa-
tion as such means nothing more than the means of measuring order.
It refers to a particular distribution (unusual, original) which is most
frequently to be found in poetry. The measure of order reflects struc-
tural characteristics of a literary (poetic) work representing a kind of
negation of entropy (disorder). As a result, every poetic work, as an
aesthetic activity, takes the shape of a creative process governed by the
principles of individuation and differentiation (beHce 1978: 43).
Availing itself of all the previous experience acquired in the process

of studying language structures, contemporary linguistics has come to
realize that in some language expressions there is an increasing orien-
tation towards the form of the expression, towards its formal quality,
which results in particular emphasis being placed on language struc-
ture. As is well-known, orientation towards the organization of lan-
guage expression for its own sake was called by Roman Jakobson the
poetic function of language. However, every kind of poetic expression
is not exclusively the property of poetry, but also of any form of hu-
man language expression. It is logical, however, that the form of a po-
etic expression (along with other forms such as: commercial, political,
religious, etc.) is most obvious in poetry (where by definition the po-
etic function dominates over other language functions, which are also
present). This shows that one has to be very careful not to equate the
poetic function of language with the language of poetry. This was ex-
pressed in its exaggerated form by Benedeto Croce who said that ‘at
every moment of his speech a man talks like a poet because he, like the
poet, finds a way to express his impressions and feelings’ (Kpoue 1934:
35). The tendency towards the realization of the poetic function of lan-
guage ‘is not the intention only of poets but of all those who wish to talk
and write well. This is a characteristic ‘not only of literary creation but
of literary style as well’ (Jlemuh 1979: 35). The difference pointed out
by Jakobson, which is due to a shift of emphasis and not to a change of
quality, remains: ‘Poetic function is not the only function of literary art,
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but only its dominant, defining function; in all other language activi-
ties, contrary to this, it acts like a subsidiary and marginal constituent’
(Jako6coH 1966: 294). The variability of the poetic function of language
is equally important for all the aspects of human language communi-
cation and for various forms of literary art. This is why Jakobson, and
rightly so, points out that ‘every attempt to reduce poetic function to
the sphere of poetry, or restrict poetry to the poetic function,would
be a dubious and deceptive simplification’ (Jako6coH 1966: 294). This
shows that within the language of a literary work there is a distinction
which points to two different styles or to two different ways of the use
of language within the scope of literary art. One of them is character-
istic for poetry which is characterized by a richness of tropes, sound
and intonational figures, rhythmical and melodic organization of lan-
guage material. This reflects orientation towards the form of language
structure which thus acquires a prominent poetic function. The other
style is characteristic of works of literary fiction, which are character-
ized by a noticeable lack of tropes and rhetorical figures, as well as by
the absence of other ‘embellishments’. In this way such works approx-
imate everyday language where the poetic function gives way to the
referential and communicative functions of language. Therefore, it can
be rightly stated that the language structures used in poetry are poeti-
cally organized since the language of real poetry ‘presents its subject
on more than one level because one and the same expression has more
than one function in the structure of the meaning pattern of which it
is a part’ (Nowottny 1965: 2). What is important for the nature of dif-
ferent literary works is no less important for other types of language
organization. It is only the matter of relationship between the strictly
poetical and the strictly referential in language; in other words, it is
the relationship between pure form and pure message, which is estab-
lished on both the qualitative and quantitative levels. This is why there
is a considerable typological difference between their language struc-
tures. This difference is quite evident in the domain of various literary
creations but, as opposed to what we have in the domains of all other
language activities, the result of a creative act (where facts turn into
artifacts and evidence into creative masterpieces) includes the poetic
function which varies in its intensity.

Every member of a language community who takes part in oral or
written communication has at his disposal different kinds of language

213



structure (grammatical forms, lexical units, syntactic constructions,
etc.), which can be used according to the rules of general language us-
age or according to the rules of poetic art. Whether it is the case of the

general (popular), or of the idiosyncratic (complex) form of poetic ex-
pression depends on the way in which the language is used. However,
even when using the language poetically and with the aesthetic pur-
pose in mind, the poet who is actually modelling the poetic expression

and its content is obliged to observe certain general language rules and

literary conventions, so that the communication between the poet (en-
coder) and the decoder (reader or listener) can be established. There-
fore, the poet must bear in mind that when he creates his poetic work

it should be ‘a well-organized, complete, and rounded-off structure,
formed on the principles of coexistence, interrelations, correlations,
and the dynamic coherence of strictly defined means and elements of
poetic expression’ (BuHorpazios 1963: 131). The relation between two

end-point language functions - referential and poetic - can be thus

understood as the fact that all that goes beyond the communicative,
referential form of language belongs to the realm of poetic language

and becomes the subject of the poetic function of language. This means

that all stylistic forms such as emphasis, rhythm, euphony, symmetry,
synonymy, evocative and affective quality of expression, all expressive

language devices and all formal language instruments are included

into the structure of the poetic function. In this way, the concept of the

‘poetic’ approximates the concept of ‘style’ and becomes even identi-
cal with it. Roman Jakobson was inclined to draw such parallels. He,
however, treated the subject in reverse order and called stylistics po-
etics: ‘Poetics predominantly deals with the question ‘What makes a

linguistic message a work of art?’ As the main subject of poetics is dif-
ferentia specifica of language art compared to other kinds of art and

other kinds of language activities, poetics takes the leading position in

literature studies’ (Jako6coH 1966: 286). Victor Vinogradov was almost
of the same opinion stating that literary stylistics and poetics have the

same object of study (Bunorpazos 1963: 79). For Zdenko LeSi¢ it be-
came obvious ‘that literary stylistics and poetics want very much to

identify themselves with literary criticism” (Jlemnh 1979: 69). All this

points to the fact that both poetics and stylistics exemplify the poetic
function of language.
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All the statements that have been presented so far, although very dif-
ferent from each other, agree in that poetic language (the language of
poetry) is a specific functional structure in which the poetic function
prevails, so that it is different from all the other functional registers.
They also agree that a single language manifestation is not restricted
to one language function only, but rather besides one basic (primary)
function there are other, secondary functions which make up the func-
tional whole of a particular speech act. However, what is particularly
importantis the degree to which different language functions make use
of the language components at their disposal, i.e. the degree of utiliza-
tion of the complete inventory of elements which constitute the system
of natural language. Although in the case of the poetic use of language,
amajor part of language potential is activated, but only a small number
of language components are elevated to the level of poetic effect (this
number varies depending on the structure of the poetic (artistic) work).
In order to understand the poetic function of language better, one has
to bear in mind two important facts: firstly, what a poetic work (a po-
em or a piece of fiction) represents, and secondly, what constitutes the
purpose of poetic creation.

A poetic work is a complex but indivisible poetic and aesthetic struc-
ture whose constituent elements (overtly expressed and covert) and
their mutual relationships all become its constituent parts. It exists as
a complex, unique and regular phenomenon. All this contributes to the
fact that, when considered from a formal point of view, a poetic work is
qualitatively different from any other communicative language act.

The effort to create a poetic work from both systematized and un-
systematized language material in such a way that it establishes com-
munication between the encoder and the decoder, conveying complex
information, is the aim of all poetic creation.

In certain periods of time, when we look at it diachronically, poets
used natural language as a medium of artistic creation, but they tried
to deny referential meaning. It happened in the period of Cubism and
Futurism in Russia. The poets experimented with irrational language
devoid of representational meaning. They thought that the language
which goes beyond the rational is a protoform of poetry and that the
works written in such a language can realize ‘universal poetic language’
(BosikoB 1970: 430-438). Something similar happened again in the pe-
riod of Lettrism. Namely, when organizing verse lines phonically, some
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poets used the fact that lexical units have some specific sound realiza-
tions. The Lettrist poetry emerged from such principles. This style be-
gan in 1947 and is related to the name of the French poet Isidore 1sou
(Bysetuh 1976: 89-118). Purely Lettrist poems consist of sound seg-
ments which do not have any particular meaning, and there is no text
as such either. They insisted only on the sound realization of words.
Although they created only quasi-lexical meaningless elements, they,
however, became meaningful, expressively strong and beautiful within
the context of a poem. The ultimate achievement of Lettrist poetry was
that they pointed out a possibility of uniting poetry and music into one
indivisible sonorous art to which some proponents of Lettrism gave a
theoretical name: Hyperphonia. Alongside those two attempts to avoid
the conceptual in language, one has to bear in mind that there are cer-
tain forms of folk art: fables, chants, nursery rhymes in particular, as
well as some religious rituals.

Poeticlanguage (and that means first and foremost the poetic (verse)
structuring of the speech sequence based on continuous parallelism
(Hopkins 1953: 13) has to be structurally and semantically organized in
this way so that it should simultaneously be able to convey, by means
of poetic language communication, the following: (1) the information
concerning meaning and (2) formal linguistic information.

Semantic information represents a process of poetic communica-
tion which follows from the communication properties of a poetic work
and conveys the content (the topic, the basic meaning, the essence of
the message) which can be compared to some part of reality or some
extra-linguistic situation (HoBukoB 1983: 129). Semantic information
is realized (a) as phatic information which informs the encoder on the
facts, acts and processes which have happened or will happen in a real
or imaginary world (F'anbnepus 1981: 27) and (b) as conceptual infor-
mation which points to the relation between the author and the facts
described on the level of factual reality (CTenanos 1985: 87-90).

Formal linguistic information consists of three basic information
layers: a) auto information, dealing with the form per se, b) pragmatic
information - dealing with the participants in the process of commu-
nication, and c) communicative information - dealing with the com-
munication process as a whole. The autoinformation consists of (1)
structural linguistic information (dealing with the form, its phonetic,
phonological, morphological, lexical, semantic, syntactic and textual

216



organization), (2) standard linguistic information (dealing with the
structure of the form and its compliance with the language norm), (3)
stylistic information (dealing with the stylistic potential of the struc-
ture), (4) style information (dealing with the structure as a kind of a
style) arid (5) aesthetic information (dealing with the form as the out-
put of the aesthetic process (Touosuh 1988: 102-103).

In poetic language, which is fully exploited in literary texts, the
aesthetic information is predominant (F'oHuyapeHko 1988: 10); it is a
complex information structure which deals with the process of poetic
communication. A few kinds of information can be differentiated: (a)
personal aesthetic information, which is the outcome of an immedi-
ate realization of form and content, (b) catharsis information, which
results from a conflict of elements of the poetic text, (c) hedonistic in-
formation, which is the pleasure-effect of a particular string of word
signals upon the participants in the poetic communication process,
(d) axiological information, which is directed towards the evaluative-
appreciative, moral and aesthetic judgments of the reader, (e) sugges-
tion-hypnotic information, which acts upon the irrational side of the
reader’s nature, (f) structural-formal information, which points to the
stylistic quality of a poetic work, and (g) functional-formal information,
which brings out concrete communicative functions of the constituent
elements of its basic structure.

Finally, if everything that has been said so far and everything else,
not included in the scope of this article, is taken into account, then we
can draw the following conclusion. The poetic function of language
means that, firstly, all constituent elements of natural language have
to become active so that the language could become an effective means
of creation of authentic and unique works of art, and secondly, natural
language should be transformed into a specific means of communica-
tion which will convey, by means of specific structural and aesthetic
organization, very complex and multi-layered messages. To put it sim-
ply: the poetic function of language is a way of language use intended
to create a work of art by means of words, and conveying an unusual
aspect of information.
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Abbreviations and sources

AJIC:

AHC:
AHEIII:

APB:

B/IC:

BIIX:

BAII:

BAP:

BMJ:

BCE:

JUTIL:
JMI:

JIMH:

IMY:

I'MH:

HBH:

JBII:
JJI:

Auppuh, /lparocnas: Citio tiecama o wydasu (u o peyuma). -
Beorpap, 2005.

Auppuh, Bo: CadpaHa gena, k. 11. - Beorpap, 1981.
AHuwonoluja HapogHux etckux uecama 1. - Hosu Cap -
Beorpag, 1969.

Auppuh, Pagomup: bynapu Pagowa MogpuuaHuHa. -
beorpag, 1973.

Bamwcky, [lanuno: Caysxcda ceewiome kpasby Muayuiury,
Cp6Jbak 11. - beorpay, 1970.

BorpanoBuh, [Ipeapar Lu: Xogehu sogom, beorpaa. -
1997.

BykanuHoBuh, Anek: Ilecme. — Beorpag, 2003.
BykanuHoBuh, Anek: Pysca jesuka. — Beorpag, 1992.
BeTpanoBuh, MaBpo: [ydposauka tioe3uja, (360pHHUK.
Ypenuo: [iparosby6 [laBnoBuh). - Beorpaz, 1950.
BuHagep, CtanucnaB: Egpoiicka Hoh u gpyie iiecme. —
Beorpag, 1973.

Jy4auh, Joan: Ilecme I. - HoBu Cap - Beorpan, 1971.
Jpxuh MapuH: /lydposauka tioe3uja (360pHUK. Ypeauo:
Jparosby6 [1aBioBuh). — Beorpag, 1956.

Henvnau, Munan: Hoh gyoica og cHosa. — HoBu Caf -
Beorpap, 1972.

Jaunojnuh, MunoBaH: Ypohenuuku iicaamu. - beorpap,
1957.

[aBpusioBuh, Manojne: Hegesa y 3asuuajy. - beorpag,
1994.

Wnuh, Bojucnas: H3adpana gesa. - HoBu Caf - Beorpag,
1971

Jakmuh, Bypa: Ilecme. — HoBu Can - Beorpag, 1970.
JoBaHnoBuh, JoBaH 3Maj: [lecme. — HoBu Cajn - beorpag,

1970.
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JMK: — Jebpem: Mosdernu kaHoH 3a CiiegpaHa Jlazapesuha,

JIC:
Jucy:
KJIOI-II:

KHC:

KHCa:

KHCj:

KPO:
KCII:

JIBB:
JI3A:

JINO:
JIUI:
MBCI-II:
M/JICI-IV:
MHC:
MII

HMII:

HHJ:
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Cp6bspak 11. - beorpag, 1970.

JaweBau, [1ajcuje: Cayxcda ceetiom Cumeory, Cpbsbak
111. - beorpag, 1970.

JaweBau, [1ajcuje: Cayacda ceeitiom yapy Ypouty,
Cp6Jbak 111. - Beorpag, 1970.

Kocrtuh, Jlaza: Ogadpana geaa 1-11. - HoBu Cap -
Beorpag, 1972.

Kpymenonaun, Henosnaru: Caysxcda ceetiom
apxuetiuckotly Makcumy bpaukosuhy, Cp6Jbak I1. —
Beorpag, 1970.

Kpywenonan, Hemosnatu: Caysxcda ceetioj majku
Anieaunu bpankosuh, Cp6sbak 111. — beorpag, 1970.
Kpymenonan, Henosnaru: Caysxcda ceetiom
apxuetiuckoty JosaHy bpaHkosuhy, Cp6J/bak I11. —
Beorpag, 1970.

Kowytuh, PafoBan: O iioHckoj Mellipuyu y HO80j
cplickoj toe3uju. - Cybotuna - beorpas, 1941.
Kynenosuh, Ckengep: Iloe3uja. Eceju. - Hou Cap -
Beorpag, 1969.

Jlykuh, Benumup: BygHe cenke twame. - Beorpaz, 1994.
JlonruH, 3orpad: Akattiucii ceettioM Up8oMy4eHUKY
Ciuegpany, Cp6sbak 111. - Beorpaf, 1970.

Jlanuh, UBaH B.: O geauma, mydasu uau BusaHiuuju. —
Beorpag, 1997.

Jlanuh, UBaH B.: [Tucmo. - Beorpa, 1992.

MwusbkoBuh, bpanko: Cadpana gesa 1-11. — Huy, 1972.
MaxkcumoBuh, Jlecanka: CadpaHe tiecme 1-1V. — beorpas,
1972.

Munemesan, Hermo3unaTtu: Cayscda ycHyhy ceettioia Case,
Cp6spak 1. - beorpa. 1970.

MenueTtuh llluiko: Jydposauka tioe3uja (360pHUK.
Ypenuo: [lparosby6 [aBioBuh). — Beorpag, 1956.
HacrtacujeBuh, Momuuio: [lecme. - HoBu Can -
Beorpag, 1971.

Hamemkosuh Hukona: [ydposauka iioezuja (360pHUK.
Ypenuo: /lparosby6 [laBnoBuh). — Beorpag, 1956.



HIIA:
HPJI:
NBal:
NBII:
nJC:
MJIII:
MIMH:
MMC:
MHM:
MITI:
MPO:
MCII:
PBM:
PBP:
PMII:
PPM:
PCK:
PCII:
PCJII:
CBK:
CJA:
CJ/bX:
TMK:

TMII:
TMY:

HenosHaTtu necHuk: Akatuuciu ceewiomy Casu, Cp6sbak
111. - Beorpag, 1970.

Horo, Pajko IleTpos: Jlupuka. - beorpag, 1995.

[Tona, Backo: Ilecme. - HoBu Cap - beorpag, 1971.
[TletkoBuh, Bnagucaas Dis: Ilecme. — HoBu Cag -
Beorpag, 1970.

[lehkwu, Jlanuno: Caysxicda ceetiom apXueuuckouy
ApceHujy, Cpbsbaxk 11. - beorpag, 1970.

[TonoBuh, JoBan Ctepuja: Ilecme. - HoBu Can - Beorpap,
1970.

[TaBsioBuh, Musen ArotoH: Ha epx dpga epda epga. —
Beorpag, 1996.

[Tehku, Mapko: Cayxcda ceetiome tatipujapxy Jegppemy,
Cp6Jsbak 11. - beorpas, 1970.

[Tucau, Henosnartu: MoadeHu KaHOH cgelliome Kpasby
CiuegpaHy [leuaHckom, Cp6sbak 11. - beorpa, 1970.
[TeTpoBuh, [leTap tberoiu: [Ijecme. /lyua Mukpokosma.
Topcku sujenay. - HoBu Cag - Beorpag, 1969.
[TerpoBuh, PacTko: Oikposerse. — HoBu Caj — Beorpan,
1972.

[MangypoBuh, Cumo: Ilecme. - HoBu Cag - Beorpaf, 1969.
PanmoBuh, bopucnas: MauHa. - HoBu Caf, 1964.
PapuueBuh, Bpauko: Pykoseitiu. - HoBu Caj — Beorpag,
1971.

Pakuh, Munan: Ilecme. - HoBu Caa - beorpag, 1970.
PucojeBuh, Panko: Mecuja. - beorpap, 1997
PanukoBuh, CreBan: KameHa yctiasaHka. - beorpaf,
1989.

PanukoBuh, CteBaHn: Ilecme. - HoBu Can - Beorpap, 1972.
PakuTuh, Cro6oman: [lecme. - Beorpa/, 2002.

Crojunh, Hoko: KoiiHo, kouHo, Ha suguky! - HoBu Cap,
1998.

Cy6oTuh, JoBaH: AHilio10iuja ciiapuje cpicke tioesuje. —
Hosu Cag - Beorpag, 1972.

Cumosuh, Jby6omup: Xs1ed u co. - Beorpag, 1985.
Temnh, Munocas: Ky og kyhe. - HoBu Cag, 1991.
Temnh, Munocag: [Ipesecit cesepa. - beorpag, 1995.
Temuh, Munocag: Y itiecHom ckaotiy. — Beorpag, 2005.
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THX:

XT3:

XTC:

XTCII:

LIC:

I[MJII:

IIAII:

BAC:

ECC:

JIMC:
MBH:

MOC:
NnEBC:

TdC:
DA

AWC:
BGS:
ETC:
KJP:
RKC:

SHS:

SHWS:
YWC:
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Tapuh, HoBuna: Kgpeso. - bawanyka - beorpaz, 2002.
Xunanpgapau, Teopocuje: 3ajegHuvku KAHOH cuacy
Xpuciua, ceetiom CumeoHy u ceetiome Casu, Cpo/bakK 1. —
Beorpag, 1970.

Xunangapau, Teonocuje: Caysxcda ceettiome Cumeony,
Cp6Jsbak 1. - Beorpaf, 1970.

Xunangapau, Teogocuje: Caysxcda ceetiom Iletipy
Kopuwkom, Cpbsbak 1. - Beorpaz, 1970.

Lam6uak, puropuje: Cayxcda ceetiom kpassy Cltiepany
Jeuanckom, Cp6spak 11. — beorpag, 1970.

pwaucku, Musour: Jlupuka. - HoBu Cag — beorpag,
1972.

[llarTuh, Anekca: [Tecme. - HoBu Caz - Beorpay, 1971.
busok, Anekcanjap: CobpaHue covuHeHU 8 wecmu
momax, (Tom 1). — MockBa, 1971.

EcenuH, Cepreit: CmuxomeopeHust U N03Mbl. —
JlenuHrpag, 1956.

JlepMmonTOB, Muxaua: CmuxomeopeHus. - MockBa 1969.
MasgkoBcku#, Biagumup: H3abpaHHbvle npouzsedeHust. —
MockBa, 1960.

MangenbuitaM, Ocun: CmuxomeopeHusi. - MockBa 2006.
[TacTepuak, bopuc: CmuxomeopeHus u nosmol. -
JlenuHrpag, 1977.

TiotueB, Penop: CmuxomeopeHus. — MockBa, 1976.

@eT, ApaHacuit: Jlupuka. - MUHCK, 1978.

Auden, Wystan Hugh: Collected Shorted Poems 1927-1957. -
London - Boston, 1966.

Byron, Lord George Gordon: Selected Poems. - London,
1913.

Eliot, Thomas Stearns: Collected Poems. - London, 1963.
Keats, John: Poetical Works. — London, 1956.

Raine, Kathleen: The Collected Poems. — London, 1956.
Shelley, Percy Bysshe: Selected Poems and Prose. -
London, 1964.

Shakespeare, William: The Sonnets. - New York, 1976.
Yeats, William Butler: The Collected Poems. - London, 1952.
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Review of the book On Poetic Language

by Prof. Milosav Z. Carki¢

(Institute for the Serbian Language of the Serbian
Academy of sciences and Arts, Belgrade 2010)

The book On Poetic Language by Prof. Milosav Z. Carki¢, PhD, besides
the Introduction, Conclusion, Abbreviations and Sources, Literature,
Name Index, and the Author’s Biography, consists of ten chapters that
can be read as separate entities, i.e. articles.

The unifying strand which underlies all these articles is the aspira-
tion to establish, as scrupulously as possible, the tendencies and regu-
larities which represent recognizable properties of the Serbian poetic
style in certain periods and movements, drawing on the material of
modern, and even more romantic poetry written in the Serbian lan-
guage.

As a recognized expert in stylistic analysis with rich experience in
research, the author reveals some subtle features of Serbian verse (in-
cluding Old Serbian). Thus he creates a basis for comparison with quali-
ties of poetry in some other languages and, finally, for discovering the
universals which he aims for. In that context, this book has wide ap-
plicability provided that the reliable results with which it abounds are
combined with and weighed against the valid results of similar explo-
rations related to poetry in other languages.

In the first, general chapter devoted to the lyrics, narrative and dra-
ma the author searches for the basic elements of verse and the specific
organization on the plane of sound, graphics, and rhythm, thus paving
the way for a subsequent analysis of concrete poetic achievements.

The work as a whole is characterized by a scrupulous structuralist
and statistical approach in illuminating all the poetic aspects: the topic,
motif, diction, symbolism, lexis, types of verse and rhyme, form, but not
only from the perspective of literary theory and stylistics. When, for
example, he discusses combinations of grammatical tenses in Serbian
folk poetry, and proceeds to establish the patterns of their variations
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and their distribution in verse, the author starts from the well-ground-
ed linguistic analysis of time in general. He also provides an extensive
historical account of the linguistic interpretations of interjections as
a part of speech, in order to proceed to a meticulous analysis of the
verses of Serbian romantic poets, and break down the structure of in-
terjections to the last detail. When required, he embarks on the gram-
matical analysis of functions in the sentence.

The author is highly competent in this area, with substantial experi-
ence and a deep insight into the subject matter of which he has excel-
lent command. His work is logically structured, documented, and above
all interesting, guiding the reader along the certain path of discovering
the systemic nature of poetic phenomena. The analysis is supplement-
ed by tables and neat schemes.

Regardless of the final aim which, being related to other researchers,
does not depend on the author of On Poetic Language, this book can
even now be a credit to Serbian culture and scholarship as a supreme
achievement in the exploration of Serbian poetry. Being published in
the English language, it will become available to a wide circle of schol-
ars in the world and will, we hope, inspire similar explorations, and
rise from the national level to the world level.

In Belgrade, in August 20009.

Boris Hlebec, PhD

Professor of the English Language Department
of the Faculty of Philology

Belgrade University

REPUBLIC OF SERBIA
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Review of the monograph On Poetic Language
by prof. Milosav Z. Carki¢

(Institute for the Serbian Language of the Serbian
Academy of Sciences and Arts, Beograd 2010)

The monograph written by an outstanding specialist in stylistics and
poetic language, Milosav Z. Carki¢, consists of ten more or less autono-
mous chapters dealing with crucial problems of the state, status and
development of poetic language. There are only a few specialists who
systematically analyze these problems linked to the linguistic aspect
of verse theory.

The first chapter called Verse as a Specific Linguo-Stylistic Discourse
continues the author’s research concerning the phonic aspect of
verse theory; the preceding books published in Serbian in the period
1992-2006 (The Phonics of Verse, The Phonostylistics of Verse, and The
Stylistics of Verse) are regarded as mere preparations for the crucial
question the author permanently asks: “The poetic code and how it
functions in a poetic text”. (p. 7). The material the author works with
is left in the Serbian original and the reasons for this decision are clear
and logical, as well as the author’s explanation.

Carki¢’s views of the specific feature of poetic language are very
close to my idea of any poetic text: his conceptions are based on the
extended theory of classical structuralism with the semantic, semiotic,
and stylistic constructions; as a literary scholar [ especially appreciate
his regard for literature or, more precisely, genre theory. The starting
point lies in the introductory chapter with its identification of lyric po-
etry concentrating on the elements of verse (specific graphic organiza-
tion, specific rhythmical and specific sound organization). Once upon a
time Josef Hrabak defined the verse as a unit sui generis, and we some-
times tend to define it as a specific graphic, phonetic-phonological, and,
last but not least, semantic-syntactic and stylistic entity not identical
with any similar language structure.
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Though the author focuses on some of the famous quotations from
Mukarovsky and Jakobson going back to the Aristotelian generic clas-
sification, I would like to accentuate the neoclassicist division based
on the graphic, readers’ concept of the genres linked to the problems
of verse as well the boundary between prose and verse which is not
very transparent even in the research of recent times.

The second chapter called On One Kind of Reduplication in Old Sacred
Poetry connected with Serbian syntax is quite representative though it
would be useful to apply comparison and a wider cultural and poeto-
logical background. The methodology of Carkié‘s approach is accept-
able as well as his division of the whole problem (the syntactic aspect,
the semantic aspect, the stylistic aspect with many subdivisions and
the plurality of samples covering all kinds of syntactic, semantic, and
stylistic phenomena, such as reduplicated subject, predicate, and at-
tribute, synonym reduplications, reduplications of different meanings,
figures of diction, such as anaphora and others, as well as its specific
types). The research of Serbian sacred poetry manifested the structur-
ing of the poetic language taking it out of the ordinary real, everyday
contexts and transforming it into a radically new phenomenon.

The chapter Combinations of Tense Forms in Folk Epic Poetry is rather
specific because it requires even more the knowledge of Serbian poetic
language, but readers who know some Russian and its medieval Old
Church Slavonic tradition could grasp the basic meaning of this analy-
sis. I would even say that this quite detailed investigation based on the
solid statistical data belongs to the best parts of the whole monograph
though I would recommend the author to take into account the axi-
ological use of the tenses as well.

The study of the Romantic poetological invariant leads Carki¢ to the
study of the poetic language of some of Serbian romantic poets. His
conclusions also confirm my conviction, based not only on the material
of European Romanticism, that the link to folk poetry is rather compli-
cated, in no case spontaneous, sometimes very artificial and stylized,
which is the very core of the author‘s cognitive background.

Brilliant is the following study, On Interjections in Romantic Poetry,
especially because it explicates the intrinsic language quality of Roman-
tic poetry in general. Why Romanticism is so often the object of Carki¢’s
interest can be answered by pointing out the South-Slavonic poetic tra-
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dition, the role of a specific type of Romanticism as well as Romanticism
as a decisive moment in the evolution of the poetic genre system.

The verse is based on permanent repetitions in all its modes of ex-
istence; the study Certain Stylistic Procedures of Lexical Repetition in
Modern Poetry is a model research in the same sphere Carki¢ tends to
prefer (organizational, rhythmical, semantic, and stylistic functions).

Probably the most inspiring is the author’s treatise On Some Stylistic
and Semantic Aspects of the Distortion of Adjectives in Poetic Structures
though it is also very specific regarding the Serbian poetic material. The
terms “deformation” or “distortion” were used to manifest the impor-
tance of the change in the function of these words (adjectives).

In the next chapter, On the Semantic Structure of One Kind of Com-
plex Poetic Signs, Carkié¢ very profoundly demonstrates the formation of
the indivisible meaningful unit characterized by the semantic features
(semes) of synonyms and antonyms.

In his contribution on the creativity and originality of verse dis-
courses the scholar studies the active poets’ attitude towards canons,
conventions, norms and stereotypes which has been formed in the
framework of various periods of literary history, genre systems, aes-
thetic movements or literary currents or streams. The final chapter
deals with rhyme and puts forward a number (ten) of quantitative
models of rhyme on the material of Serbian poetry, stressing the liberal
attitude of Serbian poets towards the rhyme conventions.

[ fully agree with the author’s conclusions (Instead of Conclusion) in
which he tries to delimit the poetic language using some new approach-
es different from his predecessors. Nevertheless, to define the specific
features of poetic language from the standpoint of the disciplines the
author prefers for their importance (semantics, stylistics, poetology,
etc.) is hard work, a permanent process, a real work in progress.

The problem of the monograph consists in the material which is
purely Serbian: probably some comparison with other poetries would
show the many-sidedness and relativity of some of the conclusions
and aspects. On the other hand, [ agree with his method of high de-
gree of concentration which led to perfect and exact results. Especially
the precise work with poetry, Carki¢’s ability to think of poetry across
several linguistic and literary disciplines, interdisciplinarity are a re-
al success. As a literary scholar and critic I would appreciate a more
expressive link connecting this research with comparative and genre
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studies which stand on the genuine boundary of linguistics and poet-
ics or poetology, though the aim to gradually form a new, modern and
sophisticated philological synthesis is obvious.

In the context of contemporary verse research, Carki¢’s book repre-
sents a solid, reliable, serious work with high creativity opening a new
space in contemporary verse research. His ability to dispute, his art of
verifying hypotheses, his perfect knowledge of poetry in general and
Serbian poetry in particular confirm him as one of the leading world
experts in verse investigation. The monograph is written in correct
English which makes it easily understandable in the circles of world
verse specialists, especially Slavists.

Brno, 21 November 2009

Prof. PhDr. Ivo PospiSil, brsc.

Head of the Institute of Slavonic Studies
Faculty of Arts, Masaryk University,
CZECH REPUBLIC
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