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Energy Spent in Orientation:
Yuri Tynianov’s Motor-Forces Approach to Rhythm

Stefania Sini
Universita del Piemonte Orientale

1. Introduction

Even though a century has passed since its publication, Yuri Tynianov’s The Problem of 1 erse
Language (1924) still constitutes an indispensable theoretical and methodological contribution
to the scientific study of metrical and rhythmical facts and their interaction with semantics in
poetic texts. And although the programmatic premise of the research of the philologist, critic,
historian, and theoretician of literature, a pillar of the formal school of the OPoJaz, is the
rigorous analysis of the immanent elements within the work, excluding the interference of
extrinsic speculative factors, the density and richness of the questions presented in his book
reach such a depth and breadth of horizon to motivate a wide-ranging meditation on the aes-
thetic and hermeneutic experience concerning the creation and fruition of the poetic work.

This article presents some synthetic reflections prompted by The Problen: of 1 erse Language,
focusing on Tynianov’s notion of rhythm, and starting from the theoretical nuclei of the re-
search that in our opinion are particularly worthy of interest:

1. The relationship between the conception of the unity of the work, and its peculiar
space-time configuration (we could call it the ‘anti-chronotope’ of the whole);

2. The consequent issue of flow and energy;

3. The issue of “equivalents” as both semiotic paradigmatic elements and ‘blanks’ to be
filled in, and thus the role of reception in Tynianov’s system.

These theoretical nuclei are closely intertwined with each other, revolving around the cen-
tral problem of thythm. We will briefly examine them, dwelling on two main points of refer-
ence for the Russian scholar’s theoretical framework regarding rhythm:

a. A motoric, or kinetic, approach;

b. A phenomenological approach.

2. The ‘Anti-Chronotope’ of the Whole

In the first pages of The Problem of V'erse Langnage, discussing the concept of form, Tynianov
enunciates a dichotomy between two ideas linked to the concept of space, one static and the
other dynamic, the former deriving from a misleading analogy:

We have just recently overcome the celebrated analogy: form - content = glass - wine. But all
spatial analogies applied to the concept of form are important in that they only pretend to be
analogies. In actual fact, a certain static element, intimately connected with spatiality, invariably
slips into the concept of form. (Instead of this, one should recognize even spatial forms as dy-
namic sz generis.) |...]
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There appears the dangerous concept of “symmetry of compositional facts”, dangerous because
there can be no talk of symmetry where one finds amplification [Russian: usilenie]. (Tynianov,
The Problem 12)!

The analogy of form as a container that can be filled with content, which is in se misleading
and difficult-to-eradicate, also implies that this container is stable and firm, enclosing and com-
pacting its content in a proportioned balance. The concept of dynamic space is instead the
cornerstone of Tynianov’s definition of the unity of the work as a system, positing a conflictual
interaction between the elements within it:

The unity of the work is not a closed, symmetrical intactness [Russian: #se/os?], but an unfold-
ing, dynamic integrity [#selostnost)). Between its elements is not the static sign of equality and ad-
dition, but the dynamic sign of correlation and integration.

The form of the literary work must be recognized as a dynamic phenomenon. (12)2

According to this premise, the work is not a place of harmonious and irenic coexistence
but, on the contrary, a conflictual space, a battlefield, which, in order to remain whole, is nec-
essarily being crossed by the interaction of the elements trying to overwhelm each other.

Artlives by means of this interaction and struggle. Without this sensation [Russian: oshehushehenie]
of subordination and deformation of all factors by the one factor playing the constructive role,
there is no fact of art. (33)3

It is clear from these statements that Tynianov’s critical and theoretical work moves within
an ultra-modernist paradigm, which opposes the avant-garde’s conflicting and dissonant prin-
ciples to the traditional classicist criteria of harmony and symmetry. Furthermore, we are faced
with a crucial stage in the history of literary theory, the elaboration of the notion of form as a
functional and dynamic system, which, with other isomorphic models proposed by different
disciplinary fields — starting with linguistics and anthropology — will play a pivotal role in the
culture of the second half of the 20th century nourishing the paradigm of Structuralism (Stei-
ner, Pilshchikov, ““System’ and ‘Structure™). The undoubtedly polygenetic origin of this no-
tion, impossible to pin down in a precise place and time, nevertheless owes not a little to the
work of the Russian Formalists engaged in a close and passionate confrontation with literary
texts, in a milien where artistic experimentalism was operating through historical and political
earthquakes (Sini, “L’intero irrequieto”). This view of form as a conflictual system of functions
is all the more remarkable as it is consistent with Tynianov’s global systemic approach to lit-
erature, for “the key concept» of |his] poetics was the literary system. Understood as a

1 “MBI HEAABHO €ITIEC U3KIAT 3HAMEHHUTYIO AaHAAOTHIO: (popMa — coAepixaHue = cTakaH — BuHO. Ho Bee
IIPOCTPAHCTBEHHBIE AHAAOTHH, IIPHMEHAEMBIC K IIOHATHIO (DOPMEI, BAKHBI TEM, 9TO TOABKO
IIPUTBOPAIOTCHA AHAAOTUAMU: HA CAMOM ACAE B IOHATHE (POPMBI HEU3MEHHO IIOACOBBIBACTCA IIPH 9TOM
CTATUYECKUN IIPUSHAK, TECHO CBA3AHHBI C IIPOCTPAHCTBEHHOCTBIO (BMECTO TOrO dTOOBI 1
IIPOCTPAaHCTBEHHBIE (DOPMBI OCO3HATH KAK AMHAMHYECKHE sui generis. [...] ITOSBAfETCSA OITacHOE
IIOHATHE ‘CUMMETPHH KOMITO3UI[HOHHBIX (DAKTOB’, OIIACHOE, — HOO HE MOKET OBITh PEYH O CUMMETPUN
Tam, TAe umeerca ycuaenne.” (Problema, 9-10)

2 “EAMHCTBO IIPOU3BECACHIS HE €CTh 3AMKHYTas CUMMETPHYCCKAs IL[EAOCTb, 4 PA3BEPTHIBAFOIIAACH
AMHAMIYECKAA IIEAOCTHOCTD; MEKAY €€ SIAEMEHTAMI HET CTATIYCCKOTO 3HAKA PABEHCTBA M CAOKEHIH,
HO BCETAA €CTh AMHAMHYECKHH 3HAK COOTHOCHTEABHOCTH H HHTerparnmu. Popma AmTepaTypHOTO
IIPOM3BEACHUA AOAKHA OBITh OCO3HAHA Kak AnHammrdaeckas.” (10)

3 “VIcKkyccTBO JKHBET 3THM B3aHMOACHCTBHEM, 9TOH Ooppboil. bes omnymeHus ITOAYHHEHUA,
Aedopmar Bcex haKToOpOB CO CTOPOHBI (PAKTOPA, UIPAFOIIErO KOHCTPYKTUBHYFO POAb — HeT (hakTa
uckyccrsa.” (10)
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hierarchical set of variables, it consisted of a series of correlated subsystems (for example gen-
res), which in turn consisted of a series of individual work-systems” (Steiner 184).

[-..] we have to begin by agreeing that a literary work is a system, and that literature is also a
system [...].

Having analyzed individual elements of a work, such as the plot or style, rhythm and syntax in
prose, rhythm and semantics in poetry, etc., we are convinced that these elements can be ab-
stracted to a certain extent as a working hypothesis, but that they are all interrelated with one another
and exist in interaction. Studying rhythm in verse and in prose necessarily reveals that the role
of one and the same element within different systems is different.

I use the term constructive function (of a given element) to refer to the interdependence of each
element of a literary work (a system) with its other elements and, it follows, with the system as a
whole. (Tynianov, “On literary evolution” 269)*

It is also worth noting that the point of view from which Tynianov treats the unity of the
work is not purely theoretical but also aesthetic, as the references to sensation indicate: the un-
folding struggle within the text between the factors, and the subordination and deformation
of all factors by the constructive one are apparently perceived by someone:

The sensation of form is always the sensation of the flow [Russian: prozekanie] (and, consequently
of the alteration) of correlation between the subordinating, constructive factor and the subordi-
nated factors. It is not obligatory to introduce a femporal nuance into this concept of flow, or
“unfolding.” Flow and dynamics may be taken as such, outside of time, as pure movement. Art
lives by means of this interaction and struggle. (The Problem 33)3

Therefore, according to Tynianov, the dynamism of the form should not be intended as a
temporal event, but rather as a flow outside of time.

4 “[...] HyXHO 3apaHeEe YCAOBHTBCA B TOM, YTO AHTEPATYPHOE IIPOU3BEACHUE ABASCTCH CHCTEMOIO, U
cucreMoro ABasercas Amreparypa. [...] Ilpoaerars aHaamTHdeckyro paboTy HaA OTACABHBIMHU
SACMEHTAMH ITPOM3BCACHHSA, CIOKETOM M CTHAEM, PHTMOM M CHHTAKCHCOM B IIPO3€, PHTMOM M
CEMAHTHUKOW B CTHXE M T. A. CTOMAO, IYTOOBI YOCAUTBCA, ITO aOCTPAKIINA STUX SACMCHTOB KaK pafouasn
eunomesa B W3BECTHBIX IIPEACAAX AOITYCTHMA, HO YTO BCE STH IACMECHTBI (O0/IHeceHb! Mencdy 00010 T
HAXOAATCA BO B3anMoAcicTBun. V3yueHne purmMa B CTUXE M PHTMA B IIPO3E AOAKHO OBIAO OOHAPYKUTH,
YTO POAB OAHOTIO H TOTO K€ DIACMEHTA B PA3HBIX cuCTeMaxX pasHas. COOTHECEHHOCTD KaKAOTO IACMECHTA
AHTEPATYPHOTO IIPOU3BEACHHA KAK CHCTEMBI C APYTHMH H, CTAAO OBITB, CO BCEH CHCTEMOI f HA3BIBAFO
KOHCTPYKTHBHOW ghynxyueti A\annoro anementa.” (Tynianov, “O literaturnoj evoliutsii” [ed. Chudakova,
Chudakov, Toddes)] 272)

5 “Ormyrenne (QOPMBL IIPH 9TOM €CTh BCETAA OINYIIECHHE IIPOTEKAHUA (4 CTAAO OBITh, M3MCHCHUS)
COOTHOIIECHHS IOAYHHSAOIIEIO, KOHCTPYKTUBHOIO (hakTopa ¢ (hakTOpaMH IHOAYMHEHHBIME. B mOH:A-
THE 3TOrO IIPOTCKAHHSA, STOIO ‘PA3BEPTBHIBAHUA’ BOBCE HE ODA3ATEABHO BHOCHTD 6DeMeHH0l OTTCHOK.
IIporekanne, AMHAMHIKA MOKET OBITH B3ATO CAMO IIO ceOe, BHE BPEMEHM, KAK YHNCTOC ABIKCHHE.
MckyccTBO KHUBET 9THM B3aUMOACHCTBHEM, 310N 6opb00oit.” (Problema 10) (original emphasis, as always
from now on).

¢ In the last quote, one could also glimpse some consonance with the Bergsonian concept of “duration”
(duree); however, we will see below how Tynjanov excludes the idea of “subjective time”. The French
philosopher was indeed well known to Russian Formalists (Curtis; Fink; Levchenko, 46-58; Nethercott;
Svetlikova, “Bergson v ‘Novom LEFe”’; Sini, “L’intero irrequieto”195-98); among gpgjazovtsy Osip Brik
initially overtly evoked him while reflecting on thythm (Akimova, 534-5).
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3. Motor-Energy

Tynianov thus conceives of the work-system as an ongoing conflictual dynamic — neither spa-
tial nor temporal — of constructive factors. In verse, the hegemonic factor — the constructive
function, or the principle of construction” — is rhythm, which subordinates all the elements of
the whole, from phonetics to morphology and especially semantics. The deformation of mean-
ing is the distinctive action of verse.

Already in 1921-1922, the scholar stated:

The deformation of sound through meaning is the constructive principle of prose; the defor-
mation of meaning through sound is the constructive principle of poetry. Partial changes in the
interrelation of these two elements are a driving force in both poetry and prose. (Tynianov, “On
the composition of Eugene Onegin” 118)8

How does rhythm affect meaning in verse? And before that, what is the nature of rhythm?
Here again, Tynianov must deal with the question of time, an inevitable one when it comes to
explaining a phenomenon commonly associated with the temporal course. From his part, the
scholar declares:

Attempts to join the basis of thythm with the temporal feature end in failure. Lotze stated the
“paradox” that time does not play any role whatsoever in verse rhythm. (Tynianov, The Problem
153n).°

For Tynianov, rthythm is a motor-energic (Russian: motorno-energeticheskoe) phenomenon involv-
ing amounts of spent work (Russian: zatrachennnaja rabota). The text is a battlefield, a living whole
passed through and permeated by energy flows. But this energy does not wander anarchically
in a bubbling chaos.! It is, instead, the verse hierarchical organization, its rhythmical segmen-
tation. Here the meter, intended as the “dynamic grouping of vocal material according to an
accentual indication”, plays a fundamental role:!!

7 Cf. Eikhenbaum’s notions of formanta, ot _formoobrazujushehaya dominanta and Jakobson’s dominant, in-
debted, though each one in its peculiar elaboration, to Broder Christiansen aesthetics.

8 “Aedpopmarius 3ByKa POABIO 3HAYCHHUS — KOHCTPYKTHBHBIH IIPHHIMUII IIPO3BL; Aepopmarius
3HAYCHHA POABIO 3BYYaHHA — KOHCTPYKTUBHBIA IIPUHIUII II033UM. JaCTWYHBIC IIEPEMCHBI
COOTHOILICHHA 3TUX ABYX 3ACMCHTOB — ABIUKYIIUE (pakrop m mpossl u mossun’ (“O kompozitsii
‘Evgenija Onegina™ 55). Regarding Tynianov’s subsequent doubts about the word deformation rather
than the more neutral #ransformation, see the editors’ note “On the composition of Eugene Onegin™
161n. Cf. Tomashevsky 8: “The sound design (lett. assignment [Russian: zadanie]) in poetry dominates
over the semantic one” (“3ByKOBOE 3aAaHIE B CTHXAX AOMUHHPYET HaA CMBICAOBBIM ) (my transl., but I
owe to Igor Pilshchikov (“The Concepts of Verse’, ‘Meter’ and ‘Rhythm”” 98) the translation of zvukovoe
zadanie as sound design).

? “ITombITKH CBECTH OCHOBY PHTMAa K BPEMECHHOMY MOMEHTY TepusAT HeyAady. Erime Aorie Beickazaa
‘Paradoxie’, uto Bpems He UIpacT HUKAKOH POAU B cTUXOTBOpHOM purtme.” (Problema 129n, with refer-
ence to Lotze 300). For a view of rhythm which, on the contrary, accords time an essential role, see
Chatman 99.

10°A thorough study of the theoretical roots of Tynianov’s concept of energy still needs to be done. For
some hinted comparison with Christiansen’s Philosophie der Kunst, see Sini, “L’intero irrequieto” 206-8.
For an interesting parallel with Durkheim’s idea of energy, see Zenkin.

11 For a solid and convincing analysis of the notions of rhythm and meter in Russian verse theory from
both constructive and descriptive points of view, see Pilshchikov,“The Concepts of “Verse’, ‘Meter’ and
‘Rhythm””.
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The motor-forces characterization of rhythm coincides with the hierarchy of rhythmical ele-
ments. The major component of rhythm is meter. Factors of “instrumentation,” of rhyme, etc.,
may be absent, but once the sign of rhythm is given, then along with this is given the sign of
meter as a necessary condition of rhythm. Perhaps this is partially connected with the fact that
meter deforms the sentence in the accentual respect, redistributing strength to a certain degree,
and, via this, more than any other component, complicates and pushes forward the motor-forces
side of speech [...]. (Tynianov, The Problem 154-5n)12

4. Signs, equivalents, progressive-regressive dynamics

Tynianov’s statement on the motor-force nature of verse is interconnected with the reference
to sign, a concept present since the first pages of The Problem of Verse Language. This presence
discloses the phenomenological ground of his proposal, although this is not as manifest as its
Moscow Formalists’ foundation.!?

“Reversing the hierarchy between central and peripheral markers of verse” (Steiner 188),
the scholar affirms that “zhe constructive principle is recogniged not in the maxcimmm of conditions which
create 1, but rather in the minimum of conditions”: (Tynianov, The Problen 38)'4

The minimal conditions of rthythm are such that the factors whose interaction generate it are not
given the aspect of a system, but the aspect of a sign of a system. In this way, rhythm may be
given the aspect of a sign of rhythm, which simultaneously appears as a sign of meter, a necessary
factor of rhythm, the dynamic grouping of material. (Tynianov, The Problem 49)'>

Consequently, the meter as an isosyllabic, regular accentual or, in general, isochronous/iso-
morphical system may be absent. As we read, its sign, or — and it is the same — its principle, ot,
again, its equivalent, is sufficient. Let us follow Tynianov’s argument.

In the cases of both regular and non-regular meters, the motor-force process involves mo-
ments of preparation (JRussian: izgozovkal) and moments of allowance (or resolution [Russian:

ragreshentel):

The most simple and basic phenomenon here will be the isolation [Russian: vydelenie] of some
metrical group as a #uit. This isolation is simultaneously a dynamic preparation for the following,
similar (not identical, but similar) group. If this metrical preparation is allowed, we have before
us a metrical system. Metrical grouping follows the path of (1) dynamically-successive metrical
preparation, and (2) dynamically-simultaneous metrical allowance, uniting metrical unities into

12 “MoropHO-9HepreTudeckas XapakKTePUCTHKA PHTMA COBIIAAACT M C HEPAPXHUEH PHTMHYCCKUX
9ACMEHTOB. ['AaBHEIM KOMIIOHEHTOM PHUTMa SABASCTCA METP; MOIYT OTCYICTBOBATH (DAKTOPBI
“HHCTPYMEHTOBKH , pu(MBI U T. A, HO pa3 AAaH 3HAK PUTMA, TO STHM AAH 3HAK H METPa, KaK
HEOOXOAMMOTO YCAOBHA PHTMA. BEITH MOXKeT, 3TO OTYaCTH CBA3AHO M C TEM, ITO METP Aecpopmupyer
IIPHAOKCHHE B AKIICHTHOM OTHOILICHUH, IIEPEPACIIPEACASCT AO M3BECTHOH CTEICHH CHUAY UX W 9THM
GOABIIIE YeM KAKOW-AHOO APYroil KOMIIOHEHT YCAOXKHACT M BBIABHUIACT MOTOPHO-3HEPIETHYCCKYIO
croposny peut [...].” (Tynianov, Problema 130n)

13 “As Maksim Kenigsberg wrote in 1923, “Verse in its essence is not a physical, but a semiotic phe-
nomenon”. Verse is a sign, and, in the same way, meter and rhythm are signs — this was the position of
the ‘phenomenological’ wing of the Moscow Linguistic Circle: in particular, Kenigsberg, Nikolai Zhin-
kin, and Grigorii Vinokur.” (Pilshchikov, “The Concepts of ‘Verse’, ‘Meter’ and ‘Rhythm” 97)

4 “Konempyxmusnviii npuryun nosnaemea He 6 Maxcumyme yea0ut, dawmux e, a 6 munumyme.” (Tynianov,
Problema 17)

15 “MuHIMaABHBIC YCAOBHS PHTIMA B TOM, YTO (PAKTOPEI, B3AHMMOACHCTBHE KOTOPBHIX €ro 0Opasyer,
MOTYT OBITH AQHBI HE B BUAC CUCTCMEL, 4 B BUAC 34aK06 CUCTEMBL. Takum 0OpasoM puTM MOKET OBITh AdH
B BHAC 3HAKA PUTMa, KOTOPBIH OAHOBPEMECHHO ABAACTCA M 3HAKOM METPa, HEOOXOAMMOro dakropa
PpHTMa, KAK AMHAMIYCCKON rpyrrmposku Matepuara.” (Tynianov, Problema 29).
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higher groups — metrical wholes. The first, in and of itself, will be a progressive motor force of
grouping, while the second will be regressive. (49)16

This progressive-regressive process traversed by the motor-energy — which we could de-
scribe in phenomenological terms as a dynamic of protentions and refentions — can be either com-
pleted or partial: the expectation of the same measure can be either satisfied or frustrated.

If preparation, allowance, and unification are total, they “break up unities into pieces (Ab-
schnitt, or stops). They may lead to even higher groups and result in the realization [Russian:
osoznanie| of metrical form (the sonnet, the rondeau, etc., as metrical forms)” (49).17 But “if the
dynamic preparation is not allowed in the following similar group”, “meter ceases to exist in
the shape of a regular system, but it does exist in another way’”:

“Prohibited preparation” is also a feature which creates dynamism. Meter is retained in the shape
of a metrical impulse; thus, every “prohibition” results in a metrical regrouping. We have either
a coordination of unities (which is accomplished progressively), or a subordination (which is
accomplished regressively). Such verse will metrically be free verse, vers libre, vers irregulier. Here
meter as a dynamic principle replaces meter as a system. Properly speaking, we have orientation
[Russian: #stanovka)'8 toward meter, the equivalent of meter.

Therefore, the concept of verse unity receives quite an exceptional significance here, along with
the feature of its isolation. (Tynianov, The Problens 50)°

In this case, a fundamental shift in the medium — in the “radical of presentation” (Frye) —
occurs, and the graphic layout takes on enormous importance:

The graphic plays a special role here, drawing signs of metrical unity together with the sign of
rhythm. The graphic here becomes a signal of verse, of thythm. Just as in systematic verse there
exists, as a measure, a small unity isolated from the series, so here the basic measure is the series

16 “TIpu 9TOM IHPOCTEHINNM M OCHOBHBIM SBACHHUEM OYACT BBIACACHHC KAKOH-AMOO METPUYECKOI
IPYIIIB  KAK  eQuHc/mea; 3TO BBIAGAGHHE — €CTb OAHOBPEMEHHO H AHMHAMHYECKAA H3IOTOBKA- K
IIOCACAYIOIIEH, ITOAOOHOH (HE TOMKACCTBEHHOM, 4 HNMEHHO IIOAOOHOII) IPYIIIIE; €CAH METPHICCKAL
M3rOTOBKA Pa3peIlaeTcs, — IIepeA HAMU METPHUYECKas CHCTEMa; METPHYCCKas IPYIIIHMPOBKA HACT 11O
nyra 1) AMHAMHYECKH-CYKIIECCUBHOH METPHYECKOW M3rOTOBKH, 2) AMHAMUYCCKH-CHMYABTAHHOTO
METPHUYECKOTO Pa3peIeHUs, OObEAMHAOIIEIO METPUYCCKAE CAMHCTBA B OOAeE BBICOKHE IPYIIIBI —
MeTprdeckne IeAbie. [lpm sTom 1epsas OyaAer, caMo cODOIO, — IIPOTPECCHBHBIM ABHIATCACM
IPYIIIHPOBKH, BTOpOe e — perpeccuBHBM.” (30)

17 “I3roroBKa 1 paspelleHue (a ¢ TeM BMecTe U OObCAMHEHIE) MOIYT UATH BIAYOb, PA3AAras CAHHCTBA
Ha yacTH (aOITHHTHI); OHHM MOIYT BECTHCh M Ha OOAEE BBICOKHX IPYINIAX M IIPUBOAUTD K 0C03HANHI0
Mempuueckotl popmer (COHET, POHAO 1 T.A. KaK meTpraeckue (popmer).” (30)

18 On the fundamental concept of ustanovka, see the editors’ “Appendix” of Permanent Evolution 340-1,
and passinz; Sini, “Il tenacissimo telos” 203-8.

19 “Ho 4uro ecAm AMHAMUYeCKas M3TOTOBKA HE PaspeIIacTCA B IIOAOOOCAEAyIoIeil rpymme? Merp B
TAKOM CAYYae IIEPECTAET CYLIECTBOBATH B BHAC IPABHABHOM CHCTEMBI, HO OH CYILIECTBYET B APYIOM
BuAe. “Hepasperiennan n3roroka’” eCTb Takke AMHAME3HPYIOIIII MOMEHT; METP COXPAHACTCA B BHAC
METPHUYECKOTO HMIIYABCA; IIPH ITOM KaKAOE ‘‘HepasperneHHe” BACYET 32 COOOKO METPHUIECKYIO
IIEPETPYIIIIPOBKY — AHOO COIIOAYMHEHHE EAHHCTB (YTO COBEPINAETCA IIPOTPECCHUBHO), AHOO
ITOAYHMHEHHE (COBEPIIIAOINEECs PErPecCHBHO). TaKOIM CTHX OYAET METPHYECKH CBOOOAHBIM CTHXOM,
vers libre, vers irregulier. 3AeCh METP KaK CHCTEMY 3aMEHACT METP KAK AMHAMHYCCKMH IPHHIUI —
CODCTBEHHO, YCTAHOBKA HA METpP, 9KBUBAACHT MeTpa. COBEPIIECHHO HCKAIOYHTEABHOC 3HAYCHHE
IIOAYYAET 3AECH IIOITOMY IIOHATHUE (72608020 eurcmea M MOMeHT ero BeiAeAcHus.” (Tynianov, Problema

30-1)
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itself. Dynamic preparation is applied to it as a whole, and the prohibiting of it in the following
verse series is a feature which also makes the series dynamic as a whole. (50)%

Thus, for Tynianov, meter as a regular accentual system can be absent and substituted by
its equivalent, as it happens in the free verse. We can once again observe the strong link between
Tynianov’s proposal and his contemporary literary context. Indeed, his is a theory of verse
that intends to scientifically account for both the canonical poetic forms and those produced
by the free verse revolution carried out in Europe and Russia between the end of the nine-
teenth century and the 1910s, as the mentions of Mallarmé and Burliuk show:

The motor-force nature of rthythm would even explain the important significance of the verse
graphic. Besides the designation of the unity of the series and the group, the graphic has its own
significance. The revolution of the Futurists in the area of the verse word (resp. of thythm) was
accompanied by a revolution in the area of the graphic. (There was an article about this by N.
Burliuk.) Consider such phenomena as the graphics of Mallarmé, etc. The fact of the matter is
that violation of an habitual graphic causes phonetic and motor images to arise which stand
between the graphic and meaning. (These are effaced in normal writing.) (156n)%!

5. The Blanks of the Dots

In light of the fundamental role of the graphic medium not only for free verse but also for
modern poetry — the latter too belonging to the ‘Gutenberg galaxy’ —, one of the most fruitful
theoretical contributions in Tynianov’s work is the concept of equivalent. As we saw, an equiv-
alent of the text is any substitution of non-verbal elements in place of verbal ones. It is a sign
designating an orientation toward a sense to be fulfilled.

For example, the omitted stanzas in Pushkin’s Exgene Onegin are equivalents. In this poem,
Pushkin inserted numbers, in place of words, to indicate a presence. For Tynianov, this fact
can be explained “if we understand this omission as a compositional device, one of unusual
significance”;

and this significance lies entirely in the verbal dynamics of the work, rather than in the plan,
coberence or events of the story (fabula). [...]

The numbers give a kind of equivalent to stanzas and lines, which could contain anything; instead
of verbal masses, there is a dynamic sign pointing toward them; instead of a specific semantic
weight, there is an indeterminate [Russian: negpredelénnyi], mysterious semantic hieroglyph. Given
this hieroglyph, the following stanzas and lines are perceived [Russian: vosprinimaintsia) as

20 “Ocobyro poAb 3Aech HrpacT rpadrka, AAFOIIAS BMECTE CO 3HAKOM PUTMA 3HAKH METPUYECKOTO
eAuHCTBA. I'pachuka 3Aech ABASACTCHA CHIHAAOM CTHXA, PHTMA, 4 BCACACTBHE 3TOTO M METPHUYECKOI
AVHAMUKH — HEOOXOAMMOTO YCAOBHS pruTMa. TOraa Kak B CHCTEMHOM CTHXE CYILECTBYET KaK Mepa
MCAKAs CAWHUIA, BBIACACHHAA M3 PAAA, — 3ACCh OCHOBOM, MEpOH ABASCTCA CaM PAA, IPHYEM
AMHAMUYECKAA M3TOTOBKA PACIIPOCTPAHACTCA HA HETO IICAMKOM M HEPA3PCIICHUE €€ B CACAYIOIIEM
CTHIXOBOM PAAE €CTh MOMEHT, TOXKE IIEANKOM AHHAMU3HPYFOIInid 310t pAa.” (31)

21 “MoOTOPHO-3HEPTETHIECKAS TIPHPOAA PHTMA OOBACHUAA OBI U BAXKHOE 3HAYECHHUE CTUXOBOM rpa(pmm.
[ToMuMO 0O0O3HAYCHUS CAHHCTBA PAAd U IPYIIBI rpadpuka HMMEET M CBOC 3HAYCHHC. PEBOAFOIIHSA
dyTyprCTOB B OOAACTH CTHXOBOTO CAOBA (fe€Sp. PUTMA) COIIPOBOMKAAAACH M PEBOAIOIIHEH B OOAACTH
rpadukn (06 sTom Obira cratha H. Byparoka). Cp. takue sBaeHus, kak rpadpuka Maarapme u T.A. Aeao
B TOM, YTO IIPY HAPYIICHHH OOBIYHON IpapWKH BOSHHKAIOT 3BYKOBBIE U MOTOPHBIE OOpPasHI,
ITOCPEACTBYIOIIHE MEKAY IpacheMoro 1 3HaYeHHeM (OHH CTepTH IIpH puBbMHOM Iucbme)”. (132, with
reference [without editorial indication] to Burliuk, and [with bibliographical indication] to Paul 381-382).
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semantically complicated and pregnant with meaning. (Tynianov, “On the composition of ‘Eu-
gene Onegin™ 124)22

Instead of the stanza we have a sign of the stanza, an zndeterminate “hieroglyph” offered to
the perception as a call for concretizations. Thus, the omission is not empty but full: semanti-
cally full and also rhythmically full. Indeed, according to Tynianov, equivalents “find an expla-
nation in the presence of the statement on the motor-force nature of verse.”

Equivalents become feasible in the capacity of a particular, articulatory potential. Omissions of
a text indicating meter are especially typical here. The possibility of the equivalent, which is the
possibility of making an omission equal in value with a line, is based on the fact that we give to
this omission (it is all the same whether this is actually done or only potentially done) a particular
element of motion (outside of vocal material). Without this, the following lines would be pre-
sented as lines which do not directly follow after the last line of the text, rather than lines which
are separated from it by equivalents of lines (and not by a pausel). (The Problens 156n)?

Tynianov explains the presence of dots rather than words in some poems of Pushkin not
as “omissions,” or “unwritten fragments,” but as constitutive parts of the poem, although
impossible to reproduce acoustically.

For example, from 1824 to 1829, Pushkin worked on different versions of his poem To zhe
Sea (K morin), focusing in particular on the thirteenth stanza. He decided to substitute this
totally finished stanza with two words, followed by a series of dots replacing the verses:

For Tynianov, “The dots here do not even remotely allude to the semantics of the text or
its phonation, but they nevertheless give quite enough to become an eguivalent of the text”.

The given meter (with a shaped momentum) is in definite stanzaic arrangement |[...]

22 [...] ecAM IOHATH 9TH HIPOIYCKU KAK KOMIIO3UI[MOHHBII IIPUEM, BCE 3HAUCHIE KOTOPOIO, 3HAUCHHE
HEOOBIYAITHOTO Beca, — HE B //arle, HE B (6434, He B npoucuiecmsusx (pabyaa), a B CAOBECHON AMHAMUIKE
rponsBeAcHuA. B aTHx nmdpax AAFOTCA Kak ObI 9KBUBAACHTHI CTPOd M CTPOK, HAITOAHEHHBIE AFOOBIM

COAEPKAHUEM; BMECTO CAOBECHBIX MacCC — AWHAMAYECKUT 3HAaK, yKaSbIBﬂIOH_II/II\/’I Ha HUX; BMECTO

OIIPEACAEHHOTO CEMAHTHYIECKOTIO BECA — HEOIIPEACACHHBIH, 3aTAAOYHBIH CEMAHTIYIECKHI HEPOrAHd,
ITOA JTAOM 3PEHHS KOTOPOTO CAEAYIOIIHE CTPOMBI M CTPOKH BOCIHPHHUMAIOTCA YCAOKHEHHBIMI,
obpemenennapivu cemanTrdeckn.” (Tynianov, “O komporzitsii ‘Evgenija Onegina”™ 60)

23 “@akTBI 9KBUBAACHTOB |...] IOAAAIOTCH OOBACHEHHIO IIPH YTBEPHKACHUN MOTOPHO-9HEPIEeTHIECKON
IIPHPOABI CTHXA. DKBUBAACHTHI CTAHOBATCA BO3MOKHBIME B KAYCCTBE HM3BECTHOW IIPOM3HOCHTEABHOI
roteHrmy. [Tporyckn Tekcra, yKasbIBaroOIIIE METP, 3ACCh B OCOOCHHOCTH XapaKTepHBL. Bo3MOxHOCTD
5KBHBAACHTA, BO3MOKHOCTD CAEAATH IIPOIYCK PABHOIIPABHBIM CTUXOM OCHOBAHA M HA TOM, UTO MBI
YACAAEM 3TOMY IPOIYCKY (BCE PAaBHO, (DAKTHUECKH MAHM TOABKO IIOTCHIIMAABHO) H3BECTHBIH SACMCHT
ABIDKCHMA (BHE PEUEBOIO MaTepHaAd), Oe3 KOTOPOIO IIOCACAYIOIIME CTUXM HE MOIYT OBITh
ITPEACTABACHEI KAK CTUXH, HE HETIOCPEACTBEHHO CAEAYIOIIINE 32 TIOCACAHEH CTPOKOI TEKCTA, 2 OTACACH-
HBIC OT Hee 9KBUBAACHTHBIME CTpokamu (He maysoi!).” (Problema 129n)
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The meter is given as a sign, as an almost partially-hidden pofential. Before us, however, is the sign
of the equality of the segment and of the dots with an entire stanza, allowing us to regard the
line of the following stanza |[...] precisely as part of the following stanza. (Tynianov, The Problem
43-44)2+

The dots do not trace an absence, nor a mystical void, but are rather the sign of tension, of
an unfolding flow, a pulsating orientation towards the filling of rhythmic and semantic inde-
terminacy and the construction of the text:

In the segment between the beginning of the stanza and the beginning of the next stanza is the
Sflow of a stanza |protekla strofa], and the metrical energy of an entire stanza is communicated to the
segment. Thus the meaningful validity of the equivalent is revealed. Before us is an uncertain
text (the uncertainty of which, however, is quite limited and semi-revealed), but the role of an
uncertain text (of any fest in the semantic aspect), instilled into the continuous construction of
verse, is immeasurably greater than the role of a definite [opredelénnyi] text. The feature of this
partial uncertainty is filled, with the maximum tension of the missing elements, of that which is
potentially given. (44)%

The stanza “has flown”. The space of the dots is a current of the energy, of the labor
expended. It seems to us that the scholar is here grasping the importance of the “points of
indeterminateness” (Unbestimmtheitsstellen), to use Roman Ingarden terminology, or also, Wolf-
gang Iser’s “blanks” (Rossi; Chrzanowska-Kluczewska).

In any case, through the dots, like through other equivalents, the space of the listener, or
reader is configured. Not at all a pure mental space, but the place where the energy of their
work unfolds. A full-fledged embodied space.

Whether this old-fashioned formulation could foreshadow the “Enactivism” “of the third
generation” (Caracciolo and Kukkonen) warrants further discussion.

6. Beyond the Living Word

At the end of the preface to The Problem: of 1 erse Langnage, Tynianov declares that “parts of the
present work were read in the winter of 1923 at the Society for the Study of the Theory of
Poetic Language (Opoiaz) and the Society for the Study of Artistic Literature,” at the Russian
Institute for the History of the Arts.26 The author expresses his “gratitude to the members
who took partin the discussions there”, with “special thanks to S. I. Bernshtein for the valuable

24 “T'oukn 3AeCh, CAMO COOOFO, HE HAMEKAIOT AQKE OTAAACHHO HA CEMAHTHKY TEKCTA M €rO 3By4aHHe, 1
BCC 7K€ OHU AAIOT BIIOAHE AOCTATOYHO AAfl TOTO, ITOOBI CTATD, IKEUSAACHNOM mekcma. Nar Memp B
OIPEACACHHOM (OIIPEACAAECMOM HHEPITHEL) CTpocpI/MCCKOM PACIIOAOKEHHM; [...| METP AQH KaK 3#aK,
KaK ITOYTH HE OOHAPYKUBACMAS A0/eHytA; HO IEPEA HAMU 3HAK PAaBEHCTBA OTPE3KA M TOYCK IIEAOH
crpode, ITO3BOAAIOIINI OTHECTHCH K CTHXAM CACAVIOIICH CTPOEI [...] MMEHHO KaK K CAGAYFOILEH
crpode.” (Tynianov, Problema 23-24)

25 “CraAo OBIT, MEHKAY OTPE3KOM, HAYHHAIOIIHM PACCMATPHBACMYIO CTPOKY, H HAYAAOM CACAYIOLICH
crpodsr “upomexaa” cmpoga, 1 METpHUECKAT SHEPIUA LEAOH CTPOdEI coobImaeTcsa sroMy orpesky. [1pu
5TOM OOHAPYKHBAETCA OIPOMHASl CMBICAOBAA CHAQ SKBHBAACHTA. IlepeA HAMM HEU3BECTHBIH TEKCT
(HEM3BECTHOCTH KOTOPOTO, OAHAKO 7K€, HECKOABKO OIPAHIMYEHA, IIOAYOTKPEITA), 2 POAb HEU3BECTHOTO
TEeKCTa (11106020 B CEMAHTHYECKOM OTHOIIICHUH), BHEADEHHOTO B HEIPEPHIBHYIO KOHCTPYKIIMFO CTHXA,
HEU3MEPHMO CHABHEE POAH OIIPEACACHHOIO TEKCTA: MOMEHT TAKOH YACTHYIHOH HEH3BECTHOCTH
3AITOAHACTCA KAK OBl MAKCUMAABHBEIM HAIIPKECHUEM HEAOCTAFOIINX IAEMEHTOB — AAHHBIX B IIOTCHIINU

— U CHABHEE BCETO AHMHAMU3UPYET passuBaroryroct popmy.” (24)
26 Rossijskij institut istorii iskussty: RIIL.
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things he pointed out” (Tynianov, The Problem 29).27 The special thanks testify not only to a
biographical relationship between the two scholars, but also to the theoretical and methodo-
logical closeness between Tynianov and the Institute of the Living Word of Petrograd.?
Bernshtein was an energetic promoter of the Institute, in whose activity several members of
the Opojaz participated, namely within the Commissions “for the melody of speech”,? and
“for the theory of declamation”.3% The Institute based its work “both on the empirical phonetic
research of Paul Verrier and Eugene Landry, and on the subjective acoustic and pronunciation
methods of Eduard Sievers” (Schmidt 44), the latter representing, with Franz Saran and others,
the Obrenphilologze.

When in 1923, at the Russian Institute of the History of Arts, Sergei Bernshtein founded
the Cabinet for the Study of Artistic Discourse, consecrating it to sound discourse — scenic
discourse and the oral reading of works in verse and prose (declamation and story) —3!
Tynianov had already embarked on his own path. Indeed, in The Problem: of 1 erse Langnage, he
quotes the colleague’s works, but their theoretical distance is manifest.

Experimental investigations lead to the complete negation of isochronism.* [footnote] *See the
experiments of Landry, and the work of S.1I. Bernshtein*. Regarding the impossibility of estab-
lishing isochronism, Rousselot wrote:

[-..] thythm is not based on acoustic time, but on time of articulation”.

If one cannot doubt the correctness of the formulation of the problem, we can doubt the
correctness of its solution. “Articulatory time” is a palliative which does not resolve the signifi-
cance of the absence of isochronism, but complicates the question even more. “Subjective time,”
of course, saves the position, but upon closer analysis proves to be a complex derivative, at the
base of which lies a forceful feature—the feature of “expended work.” [...] [...] It is quite clear
that a line [in vers /ibre] consisting of one word and a line consisting of many long words, even
taking into account the “subjectiveness” of time, must be #nequal in value. Meanwhile, the whole
point of these lines is that they are al/ equal in value as verses, in spite of their enormous temporal
difference, for on each we spend (or should spend) a particular and even equivalent amount of
work. [...]

Not the acoustic concept of time, but the motor-forces concept of spent work should be
placed at the centre of the discussion of the question of rhythm. (154 (Tynianov, The Problem
153-154n)%

27 “Yacru Hacrosmield paborsl Obiam umrTaHbl 3umoro 1923 1. B OOmiectBe U3yHEHHSA TEOPUU
noatudeckoro sAseika (Omoss) um OOrmrecTtBe H3yYeHHA XyAOKECTBEHHOHI CAOBecHOCTH Ipu Poc.
Wucruryre Mcropun MckyccTB, YACHAM KOTOPBIX, IIPHHABIINM YIACTHE B OOCY/KACHHH, IIPHUHOIILY
cBoro 6aaroaaprocTts. Ocoboro OGaaropaproctsio a1 obazan C. VM. Beparrreiiny 3a ero rieHHBbIC
ykazauus.” (Tynianov, Problema 6)

28 Institut Zhivogo Slova: IZhS. See Vassena; Feshchenko.

29 Komissija po melodii rechi, since 1919.

30 Komissija po teorii deklamatsii, since 1921. The activities of these Commissions are linked with some
Eikhenbaum’s works, as for example Melodics of the Russian lyric verse (1922) and “On the Chamber dec-
lamation” (1923). However, since 1918 (“The illusion of the Skaz; The verse reading”) Eikhenbaum’s
critical and theoretical activity revolved around the living word.

31 In this experimental phonetics laboratory Bernshtein engaged in recording the poets’ voices on wax
rolls, to examine them under all prosodic parameters and thereby determine the original form of each
composition (which would therefore coincide with the reading aloud performed by the author) and the
possible variants embodied by the different performances; see Schmidt; Heldberg Olenina; Zolotuchin.
32 “BKcnepHMeHTaABHme HCCACAOBAHHUSA TPHUBOAAT K IIOAHOMY OTPHUIAHHIO H30XPOHHOCTH |...]
Rousselot 110 TOBOAY HEBO3MOKHOCTH YCTAHOBHTH M30XPOHHOCTD ITHCAA: [...] PUTM OCHOBAaH HE HA
AKYCTHYECKOM BPEMCHH, 4 Ha BpPEMEHM apTHKyAAnuoHHOM |[...] EcAm HeAp3s comHeBatbcA B
IIPABUABHOCTH IIOCTAHOBKH ITPODAEMBI, TO MOKHO COMHEBATHCA B IIPABHABHOCTH €€ Pa3PEIICHIA.
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7. Impulses, Muscles, Currents

Thus, Tynianov does not merely downgrade the importance of the phoné for the definition of
rhythm as the constructive principle of verse language, but weaves around the living word a
theoretical framework that both goes beyond and essentially contests the Ohrenphilologie ap-
proach of Saran and Sievers, the experimental phonetic analysis of voice singularities, and,
finally, the very centrality of the acoustic moment.

We saw how Tynianov (as well as Eikhenbaum) contrasts the idea of a sound layer me-
chanically added to the semantic content with a conception of artistic form as a dynamic whole
in which the rhythmic component (or melodic, according to Eikhenbaum) is the organising
and dominant principle. Once this systemic idea of form has matured in the forge of OPoJaz
— a decisive step for the path of the Russian spessifikatory as well as for the theory of literature
to come — the phenomena relating to the production and listening of the living word, among
them the acoustic and articulatory factors, become constructive elements in conflictual inter-
relation with other elements that make up the whole of the work and are subordinated by the
constructive function.

However, although the Formalists soon distanced themselves from the main theoretical
and methodological assumptions of the Obrenphilologie and of experimental phonology, it is also
worth noting that the motor-energic conception, which constitutes an essential point of refer-
ence for their studies on rhythm and versification, is linked to both research directions.

We may verify it via one of the key concepts of The Problen: of Verse Langnage also pivotal
for Boris Tomashevsky’s and Osip Brik’s proposals, albeit treated by each scholar in its own
specific guise (Steiner 173-88): the concept of rhythmic impulse. In particular, Tynianov shares
with Brik the motoric (or kinetic) approach to poetic rthythm, the idea that poetic rhythm is the
motoric (or kinetic) precondition of verse. Writes Brik:

As a scholarly term, rhythm means a particular formation of the motor processes [...] Rhythm
is motion shaped in a particular way.

It is necessary to strictly distinguish between movement and the result of movement. [...]

Only verse discourse can be thythmically formed, and not the result of this discourse. [...]
Rhythmic movement is prior to verse. It is not the rhythm that can be understood from the
verse line, but inversely, the verse can be understood from the rhythmic movement. (“Rhythm
and Sinyax”) 33

‘APTHKYALIIIOHHOE BpeMfA — IIAAAHATUB, KOTOPHIH HE paspymuT 3HadeHusd (Hakrta OTCYTCTBHUA
HM30XPOHHOCTH, HO emle Ooace ycAoKHHT Borpoc. ‘CyObekruBHOE BpeMmA’ CIACAET, KOHEUHO,
ITOAOKEHHUE, HO IIPU DAMAKANIIIEM AHAAM3C OKA3BIBACTCS CAOKHBIM IIPOM3BOAHBIM, B OCHOBE KOTOPOIO
AEKHUT SHEPIETHYECKHI MOMEHT — MOMEHT ‘3aTpadeHHOMN paboTer’. [...] CoBepIeHHO ACHO, ITO CTHUX
[B vers libre], cocroAImii M3 OAHOIO CAOBA, M CTHX, COCTOSIIHNA H3 MHOIHX AAUHHBIX CAOB, AQKE
CUNTAACH C “CYyOBEKTHBHOCTBIO BPEMEHH, AOAKHBI OBITD 7epasHonpastsimi. |...] BCA CyTh 9TUX CTHXOB
B TOM, ITO BCE OHH PasHoNpasHsl KAK CTHXH, HECMOTPS Ha CBOE TPOMAAHOE BPEMEHHOE OTAHYHE, HOO Ha
KAKABIA MBI 3aTpaduBacM (MAM AOAKHEI 3aTPavHBATh) HM3BECTHBIH paBHBIA sKkBHBaAcHT paborsl. He
AKYCTHYECKOE TIOHATHE BPEMEHH, 2 MOTOPHO-3HEPIETHYIECKOE ITOHATHE 3ATPAYCHHON PaOOTEI AOAKHO
OBIT IIOCTABACHO BO I'AABY yTrAa IIpy 00CyKAeHHH Borpoca o putme.” (Problema 129-30n, with reference
to Tomashevsky; Rousselot 307)

3 “PuM, Kak Hay9HBII TepMUH, 0003HAYaeT 0CO0OE O(POPMACHHE ABHIATCABHBIX IIPOLECCOB. |...]
Purm — 310 0cobenmbIM 00pazoM odopmacHHOE ABIKEeHHE. Haro cTporo pasamdars ABIKEHHE 1
pesyAbTaT ABIKEHHUA. [...] Prrvmmdaeckn opopMACHHON MOKET OBITH TOABKO CTHXOTBOPHAA PEUb, 4 HE
pesyAbTaT 370 peun. [...] Purmmraeckoe ABmxenne mepsee cruxa. He prrm moxxer Ovrmh moHAT M3

Enthymema XXXVI 2024 / 79


https://riviste.unimi.it/index.php/enthymema/index

Energy Spent in Orientation
Stefania Sini

Therefore, rhythm can be seen as a form of motion. Since “all motion has two character-
istics by which it proceeds; motion can be weaker and more intense, it can be lasting and it can
stop,”?* consequently, “rhythmic shaping is a function of a quantity (the increase or decrease
in motion) and duration (the continuity or discreteness of motion). The projection of rhythm
onto verbal material — the kinetic organization of an utterance in terms of stresses and intervals
— constitutes the ‘thythmical impulse’ (Steiner 173).

As Marina Akimova suggests (536), Brik’s couple strength and duration and the same term
impulse reveal the influence of the phraseology and argumentation of the German philologist
Eduard Sievers, writing on Stirke und Daner in Grundziige der Phonetik, and on 1 olitional Impulse
[Willensimpnls) in Rhythmisch-melodische Studien.

If Tynianov insists, throughout The Problem: of 1 erse Langnage, upon the idea of an energy
permeating the verse and upon the moto-energic conception of the spent work at the basis of
the question of rhythm, other scholars close to Bernshtein also work on the gestural-motor
aspects involved in the poetic experience. For the representatives of Obrenphilologie ““of partic-
ular interest were the involuntary motor reactions (movements of the diaphragm, bodily mo-
tions, facial expressions, and gestures) accompanying an utterance, which, in their opinion,
were decisive in articulating the phonic substance of language” (Steiner 160). Bernshtein’s stu-
dent Sofia Vysheslavtseva, “theorizes the aesthetic experience of poetry composition quite
literally in reference to corporeal movement” (Olenina, 473). For Vysheslavtseva one of the
fundamental stylistic aspects of the poetic text is motornost’, defined as the ability to induce
bodily movement:

The excitation and deliberate regulation of motor-muscular sensations make up the pro-
cess of one’s psychophysical ‘feeling into’ the poetic work [protsess psikbofizicheskogo
vghivaniia v poeticheskoe proizvedenie] (Vysheslavtseva 51)

It is worth recalling here that a motoric approach to poetry was also proposed by Jan Muk-
atovsky in his essay The motor process in poetry (O motorickén déni v poezii), written in 1926-27, and
discussing — among several other sources as Karl Groos and Marcel Jousse —, Henti Bremond’
s The Pure Poetry (La poésie pure) (1925). Beyond any metaphysical implications, which the Czech
scholar does not accept, Mukafovsky draws from Bremond the central figure of the current
(conrant): the essence of poetry is a current, whose conductors are all the components of the
poetic text. Mukafovsky reinforces this idea by specifying it in the terms of “motor action of
a compact and consistent character” [Czech: motorické déni jednotného| (11 processo motorio 33). The
heritage of the “late nineteenth-century physiological psychology”, representing “the scientific
root” of the motoric conception of poetry (Olenina 458; 475), are combined by Mukarovsky
with other theoretical solicitations to sketch an original aesthetic “reflection on the relationship
between language and sense” (I/ processo motorio 92), valorising the movement, the orientation
— the future semantic gesture — , the tendency, the flow (here not without a reference to Bergson)
rather than the muscular efforts. It only remains to consider that in a few years Mukarovsky
would participate in the works of the Prague Linguistic Circle, and specifically in the writing
of the Theses of 1929, presenting a full-fledged functionalist vision, to which Tynianov un-
doubtedly made a relevant contribution.

CTUXOTBOPHOH CTPOKH, 2 ODPATHO — CTHXOTBOPHAA CTPOKA MOMKET OBITH ITOHATA M3 PHTMIYECKOIO
asmxenns.” (Brik 505) (here and below, my transl.)

34
“BeAkoe ABHKEHHE HMEET ABA IIPH3HAKA, IO KOTOPBIM OHO IIPOTEKACT; ABEDKCHHE MOMKET OBITH
caabee ¥ MHTEHCHUBHEH, OHO MOKET AAUTHCA U ripekparatoes.” (Brik 506)
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8. Perception, Attention, Assignments

The fact is that in Tynianov’s work, alongside the motor-energy approach, it is possible to
discern a phenomenological attitude towards poetic experience. We pointed this out above
reporting Tynianov’s explanation of rhythm progressive-regressive dynamics and his state-
ments about the dots in place of verses and stanzas that recalled to us Ingarden’s points of
indeterminacy or Iser’s blanks.

With regard to the first aspect — the motor-force process involving moments of preparation
and resolution — availing ourselves of the exegetical support of Husserl scholars, we could
describe rhythm as the structure of the course of perception. In the light of Husserl’s writings
on petrception, attention and interest, thythm can be understood as the constitutive logic of
the conditions of possibility of the relationship between interest and perception.

In this way Carlo Serra explains how rhythm is the mechanism controlling perceptive path:

A scansion made up of differentiated acts, but motivated by a single interest, takes on the char-
acter of a rhythmic cycle, which can run along different temporal layers, bringing the process
together not in a disaggregate series of separate moments but rather phases, grasped as a unit.
A double path thus opens up in the perceptive path, according to a well-known phenomenolog-
ical direction: the intentions that are progtessively fulfilled by the response are transformed into
a response that opens up new aspects |[...]

The unitary and the continuous, however paradoxical it may appear, are formed together. (324)

In Tynianov’s terms, the resolution opens a new preparation, the rhythmical segmentation
1s ongoing unification.

Interest is at work in the perceptive path. With reference to the Husserlian notion of inter-
est as an essential part of every act of explicit or “focused” intentionality, i.e., attention, Maren
Wehtle, writes:

Whereas the act of singling out an object “for me” (i.e., spegielle Meinung, Sonderwabrmehniung)
from the circumspection of a general objective context (i.e., Awuffassung/ Wabrmebmung) is deemed
to be the formal condition for attention, there has to be a concrete interest involved to describe
the full blown phenomenon of attention, an interest that is caused by or refers to an intended
object. This interest [...] has to be understood primarily as a perceptive one (Hua 38, p. 103). At
the same time, interest refers to the act of attending itself, in that it is described by Husserl —
here using the words of Stumpf — as a pleasure in the very act of noticing (Lust am Bemerken)

(Hua 38, p. 108). (46)

“Intentionality is thus not only an epistemic process of intending and fulfilment, but in
its concreteness it is also an expression of tension and resolution of a perceiving subject”
(47).3> This tension is a process of singularizations and overlaps, as in the rhythmical flow
of energy through accentual distribution, verses and stanzas.

The perceptive experience unfolds as “the process whereby each aspect of an object that
falls under the lens of interest not only fulfils an intentional act, but also becomes the theme
for subsequent fulfilments.” (Serra 234)

in the unravelling of the conrse of perceptions, interest seems to gain as much as it loses and intentions pass into
Sulfilments, fulfilments into intentions. |...]

¥ We note here, en passant, the reference to Carl Stumpf’s Tonpsychologie (1883), dedicated to the psychol-
ogy of sound. The German scholar was known in the OPoJaz milien: for example, Bernshtein (47) quotes
Stumpf’s article “Singen und Sprechen” in a contribution to a collective publication in 1926 in which
also Tynianov participates. On the other hand, for the relationships between Hussetl and Stumpf, also
regarding the link perception/imagination, see Depraz (15-16).
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“The transition phase between new and old perceptions,” writes Serra, is “driven by the
thirst for the new’:

here, the intensification of tension pervades the progress of the process, when we move from
the saturation of the interest, through the known side of something, to the insaturation linked
to the appearance of an intention aimed towards what comes to attention for the first time.
Husserl speaks of acts merged together, non-separable, but it is the retroactivity of the function
of interest, burning the new out [consuming the new], which allows itself to be guided by differ-
ential increases of intensity. (324)

Like in the rhythmical process described by Tynianov, “the form of the internal process of
perceiving is a continuous crossing of the threshold, in the perpetuous sliding from the known
to the newly arrived. This double movement has all the characteristics of an advancing conti-
nuity” (Serra 324) and of intensity.

With regard to the question of equivalents, exemplified by the dots, it seems to us that
Tynianov’s position delineates the role and task of the reader but does not give her the priority
that we can find in Tomashevsky’s metrical (and literary) theory, where “the decisive criterium
is the listenet’s perception”.¢ It could be said with a brachilogy that Tynianov is more on
Ingarden’s side than Iser’s (Rossi, “Strategie della reticenza”; Wolfgang Iser). The brief, and nec-
essarily simplified, remarks on the structure of perception marked by attention and interest
according to phenomenology seem to us to suggest that, for Tynianov, that of poetic verse is
an intense experience of interest and involvement, and the structure of this experience is gov-
erned - scanned and reunified - by the energy of rhythm.

It is a relational structure, a task to be performed but not arbitrary because it is assigned by
the text — and before, by the poet. Dots are there to indicate an orientation. Something is
given, which draws attention, as happens in the passive syntheses described by Hussetl.

Tynianov writes:

All the verse elements are not given but assigned [ne dany, a zadany): rhythm is given as rhythmic energy
striving to be discovered; melodic and instrumental partitions and connections ate given [...] Verses
differ from prose not so much by its immanent features, its givenness, as by the assigned series, the key
(Nekrasov’s verse forms)>

The pair ‘dany i zadany’ — crucial, by the way, for the young Bakhtin’s philosophical reflec-
tion — hardly translatable in its symmetry, unlike in German and Russian, shows the inseparable
relationship between, on the one hand, the text’s invitation to ride the dots and fill in the
blanks; and, on the other, the task of filling them in, within the ‘anti-chronotope” of the whole,
neither spatial nor temporal, in continuous movement — the current, the orientation that is

traced as a map by the work, and by its rhythmic impulse.

36 “PeImaroImuM KpUTEPHEM, sBAsieTCA BocupusaTue cayimareas.” (Tomashevsky 8). Here and below, my
transl.

37 “Bce cTUXOBBIE 9AEMEHTHI #¢ 0atbl, a 3adativt: 3AAAH PHTM KaK CTPEMAIAACA K OOHAPY/KCHUIO PUTMOBAA
SHEPIUA, 3aAAHBI MEAOAMYCCKHE U HWHCTPYMEHTAABHbBIC YAcHeHHA u cBasu |[...]. Cruxu or mpossr
OTAMYAIOTCHA HE CTOABKO HMMAHCHTHBIMH IIPU3HAKAMHI, AAHHOCTBIO, CKOABKO 33aAQHHBIM PAAOM,
karouoM.” (Tynianov, “Stikhovye formy Nekrasova.” [ed. Chudakova, Chudakov, Toddes] 25)
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