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Abstract: Poetic iconicity, the phenomenon of close correspondence between verbal
meaning and form, is related to what Roman Osipovich Jakobson (1970) termed the
“subliminal verbal patterning” of poetry, and the “poetic function” of language. Poetic
iconicity helps to construct the poet’s vision (Hiraga, 2005). This paper examines a
thematic cluster of lyric poems by Alexander Sergeevich Pushkin. In these poems, the
personal pronouns “I” (s1) and “thou” (mwr) serve to foreground love relationships.
This dynamic of love in various guises underlies the dramatic tension of the poems.
Poetic iconicity, the “subliminal verbal patterning” of poetry, gives musical voice to
this spiritual dynamic.
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1. Introduction

Poetic iconicity, the phenomenon of close correspondence between verbal meaning and form,
is related to what Roman Osipovich Jakobson (1970) termed the “subliminal verbal patterning”
of poetry, and the “poetic function” of language. Poetic iconicity helps to construct the poet’s
vision (Hiraga, 2005). The poetic function and poetic iconicity are relevant to intercultural
communication because they provide a possible window intot he nature of language. Just as the
eye is said to be a window into the human soul, poetry is a window into the soul of language,
and thereby, indirectly, also into the soul of human beings.

This paper examines a thematic cluster of lyric poems by Alexander Sergeevich Pushkin.
The dramatic tension of these poems is created by the dynamic of love in various guises. The
paper examines how the personal pronouns “I”” (1) and “thou” (mwi) serve to highlight these
love relationships.

2. The poem ‘Thou’ and ‘You’

The theme poem which encapsulates the tension of love relationships is Pushkin’s short lyric,
‘Tot’ u ‘Bot’ — ‘Thou’and You’ (Pushkin, 1977, p. 58; “Thou and You™).

' The text of Pushkin’s poem was retrieved 23" August, 2013, from http://feb-web.ru/feben/pushkin/
texts/push10/v03/d03-058.htm?cmd=p. The translation by Yevgeny Bonver was retrieved 13" March
2014, from http://www.poetryloverspage.com/poets/pushkin/thou_and you.html and http://www.
poetryloverspage.com/yevgeny/index.html, copyrighted by poetryloverspage.com. The translator
could not be contacted. The author of this paper asserts fair use of the text and translation for research,
commentary and criticism.
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Tol ¥ Bel Thou and You

[lycToe 8bl cep/ieuHbIM Tbi She substituted, by a chance

OHa 06MOJIBSICh 3aMeHMJIa For empty “you” — the gentle “thou”;
U Bce cyacT/IuBble MeUThI And all my happy dreams, at once,

B ayiiie B1t06/IEHHON BO36GyAuIIa. In loving heart again resound.

[Ipen Hell 3a;yMUYKUBO CTOI0; In bliss and silence do I stay,
CBecTH o4Yel C Heé HET CHUJIbI; Unable to maintain my role:

U roBopto el: KaK 8bl MHUJIbI! “Oh, how sweet you are!” I say —

U meiciio: kKak Te6s no61i0! “How I love thee!” says my soul.

This is a linguist’s poem par excellence — it is a poems about pronouns. In English today, the
pronoun thou is archaic. Its pragmatic force — the personal intimacy of the 2™ person singular
—is no longer fully felt by native speakers of English. It survives in current English usage only
in religious contexts such as the traditional wording of the Lord s Prayer — “Our Father, Who
art in heaven, Hallowed be Thy name, Thy kingdom come, Thy will be done on earth as it is
in heaven.” However, in Russian, as in Romance and in most European languages, there is a
distinction between the more intimate and the more formal forms of address.

When I was nine years old, I experienced a bilingual confusion of tongues. Newly arrived
in England from my native Poland, I went to primary school in London. I experienced culture
shock at the usage of the English pronoun you. The contrast between Polish and English is even
stronger than between Russian and English, because Polish uses the 3™ person singular rather
than the 2™ person plural for formal address. When I figured out that my teacher expected me
to address her as you, the word just couldn’t pass my lips. I was dumbstruck. The pronoun you
felt just too intimate. I couldn’t bring myself to be so disrespectful to my teacher! The English
2% person pronoun didn’t fit my Polish sense of pragmatics.

The tone of Pushkin’s poem evokes the flirtatious but polite atmosphere of nineteenth-
century upper-class salons. Let us look at the pronouns.

Line 1 8bl mbul

Line 2 OHa [ 3% singular: 3amMeHwusIa]
Line 3

Line 4 [ 37 singular: Bo36yAua]
Line 5 [Ipen Hel [ © I*singular: cTor0]
Line 6 c Heé

Line 7 [ © I*singular: ToBopio] e @bl

Line 8 [ © 1% singular: MbIca10] mebs

Iconicity is the correspondence between the form and meaning of a text. The pronouns
ebl and mul, you and thou, are italicized by Pushkin, as if given in question marks — the text is
about the words, the pronouns themselves, the problem of how to address the woman who is the
object of the poet’s love. The italicization is a kind of pictorial, or direct, iconicity, graphically
drawing our attention to the meaning of the poem. The meaning is the simultaneous desire for
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intimacy and lack of intimacy — and this tension is conveyed by the distancing effect of the
italics. The woman said mu! but didn’t mean it; while the poet in his heart wants to say mu but
in actuality out loud says &bl in keeping with the social expectation.

However, besides this direct, overt iconicity, clearly marked by the italics, there is a subtle,
covert iconicity, conveyed by the other pronouns in the text, which carry the main story line.
The other pronouns are all 3 person singular, referring to the woman. She is not named; the
poem captures a fleeting moment of conversation; yet she is the focus of attention, and of
attraction.

The first stanza is one complete sentence, which consists of two coordinated clauses. The
pronoun, oHa “she”, in the nominative case, is the subject of the entire sentence, of both clauses.
“She” is the subject of both verbs in the sentence — 3amenusa (“exchanged”) and 8o36ydusa

“aroused”). On the other hand, linguistically speaking, in the sentence of the first stanza, the
poet is not overtly present at all, neither in pronominal nor in verbal form. The presence of the
poetis signaled by the words g dywe — “in the soul” —without the presence even of the possessive
pronoun, in my soul. Thus, the presence of the woman is entirely foregrounded, while the
poet, as a living talking person, is backgrounded. What is present are his disembodied “happy
dreams” (cuacmauesie meumui) and his “soul in love” (8 dywe ear06.4éHHOT). The phonetic
ending —mu! of meumut (“dreams”) echoes the pronoun mer (“thou”) that accidentally passed
the woman’s lips — iconically indicating that the dreams, meumei, are about the possibility of
intimacy connoted by the use of mui, “thou”.

In the second stanza of this poem, the grammatical subject of the first sentence becomes the
grammatical object. The object appears three times, conveyed by the English translation “her”.

[Tpen Het — “before her” (instrumental case)
cHeé — “from her” (genitive case)
el — “to her” (dative case)

Iconically speaking, “she”, or rather, “her”, as expressed by the grammatical object, is the
recurring object of attraction and fascination for the enamored poet. Here in the second stanza,
unlike in the first stanza, the poet is grammatically present, but with a light touch — again, there
is no overt 1* person pronoun. Grammatically, the 1% person is encoded only in the verbal
endings:

Line 5 [ © 1 singular] cTol0 (“T stand™)
Line 7 [ @ 1* singular] roBopio (“Isay”)
Line 8 [ @ 1 singular] mbicaio (“I love™)

The succession of many verbs conveys the poet’s presence and fascination, but the absence
of the pronoun 5 (“I”) serves to background or efface his person. Moreoever, in line 6, there is
no overt finite verb and no overt grammatical presence of the poet:

Line 6 CBecTu o4yel c Heé HeT CUJIbI
to-take-off eyes from her no strength
There is no strength to take eyes off of her
The verb ceecmu (“to take off”) is in the infinitive, and there is a grammatically covert copula:
Hem cuawl — “[there is] no strength”; in Russian, the word Hem “no/not”, with zero copula
(the verb “to be” is not grammatically overt), is the opposite of ecmb “there is”. In this line,
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the “eyes” and the “strength” refer to the poet, but grammatically speaking, the person of the
poet has been removed, since there is no 1* person pronoun and no 1% person verbal ending.
This reinforces the backgrounding effect of the first stanza, serving to background the person
of the poet and foreground the person of the unnamed woman, the object of his love, his intense
fascination, and his desire for intimacy.

This is the iconicity of the poem. Through a careful manipulation of language, the form of
Pushkin’s text echoes and reinforces the meaning. By backgrounding the persona of the poet,
Pushkin draws us into the interiority of his soul. Within this interiority, the intimacy takes life,
even though to the outside world, the moment captured in the poem was just a snippet of social
conversation.

3. Tatyana’s letter to Onegin

In another famous lyric poem, Tatyana’ letter to Onegin from the verse novel Egznuil OHe2uH
(“Pushkin’s Poems”, Eugene Onegin, Book III), Pushkin echoes the atmosphere of self-
disclosure of the poem Tur u Bui. However, here the self-disclosure is reversed — the poem is
addressed by a woman to a man. The self-disclosure is also heightened exponentially, because
the communication of innermost feelings is actually communicated to the recipient, rather than
remaining in the interiority of the soul.

There is a linguistic distancing that happens as a framing of the letter within the novel,
rather than within the space of the text of the letter itself. First of all, Tatyana, as a character
in the novel, is clearly fictional, whereas the poem Tbut u But conveys the immediacy of what
was perhaps a real social encounter. Secondly, when introducing the letter in the context of the
novel, Pushkin carries on a dialogue with his reader, commenting that the letter was originally
written in French, but that this putative original is not given to the reader. The Russian text
of the letter is a supposed translation of the putative French. The reader is asked to excuse
the intimate tone of the text, which may be due to the poet’s efforts to convey Tatyana’s true
feelings, and which is also imputed to her youth and lack of experience of the world. Thus,
the reader’s expectation is set up that the text will indeed be something unusual in its degree
of intimacy and self-disclosure. Finally, the text is framed by being different in form from the
rest of the novel — it does not follow the strict form of the stanza employed in the rest of the
novel. The text of the letter, although rhymed and also metered in iambic tetrameter, appears
to flow more spontaneously and organically than the strict and elegant stanza form of Egznuii
OnezuH. The form of the letter iconically fits the meaning, which is the spontaneous outpouring
of emotion of a soul tormented by love.

The letter contains several parts of different length. In the first and second part (lines
1-30), the pronouns used include g (“I”), 8wt (“you,” formal), and also mbr (“we”), the latter
referring to Tatyana’s family in the countryside, inclusive of Tatyana herself. The very last
part of the letter (lines 75-78), is a short four-line stanza, which contains s and 8wl but in
their different grammatical forms — mHe (“to me”, dative case) and sawa (“your”, possessive
pronoun, nominative case). In this final stanza, Tatyana apologizes for the forthrightness of
her emotional outpouring. I shall concentrate on the use of pronouns in the middle of the letter
(lines 31-74), which conveys the outpouring of Tatyana’s soul.
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On the basis of the poem Tsr u Bbi, and also native speaker intuitions of languages
which distinguish formal vs. informal or intimate forms of address, we can surmise that it
would have been socially unacceptable for Tatyana to suddenly address Onegin as mul in the
context of a social conversation. Hence the distancing by the choice of a letter as the form of
communication, and also, the elaborate distancing achieved by the poet’s framing of the letter,
as discussed above. When we get to the most emotional, third part of the letter, we as readers
are secret voyeurs into a young woman’s soul — a social indiscretion made possible by the fact
that, albeit as a fictional character, she herself is committing the indiscretion of self-disclosure.
Here, half-way through the letter, the socially acceptable gwi lapses into an impassioned mbwi:

(Line 34)  To BoJist Heba: 51 TBOSI

that will of-heaven 1 your(s) [thine]

It’s the will of heaven: I am yours [thine]
Unlike in the poem Tsl u Bol, however, this is not an accidental lapse, a slip of the tongue
(02080pka); the use of mui is deliberate and sustained for 45 lines of the poem. In the text
below?, this use is highlighted both in the Russian original and English translation.

10 | Bbl He y3Ha/u 6 HUKOTAQ,

11 | Korpa 6 Hajexay 1 uMesia

12 | XoTb penko, XOTb B HEJIeJI10 pas

13 | B nepeBHe Hallel BUAETH Bac,

14 | YT06 TOJIBKO CJIBIIIATH BalllK PEYH,
15 | Bam c/10BO MOJIBUTB, U IOTOM

16 | Bcé gymath, ;ymMaTb 06 0THOM

17 | U neHb ¥ HOYB /10 HOBOW BCTPEYH.

Line | ITucomo Tamusibl k OHe2uHy Tatyana’s letter to Onegin
1 | A x BaM nuuy - 4yero xe 6oJie? I write this to you — what more can be said?
2 | Yro s Mory emié cka3aTb? What more can [ add to that one fact?
3 | Teneps, 4 3Halo, B Balllell Bose For now I know it is in your power
4 | MeHs npe3peHbeM HaKa3aTb. To punish me contemptuously for this act.
5 | Ho BbI, k MO€# Hec4aCTHOM JloJ1e But you, keeping for my unhappy lot
6 | X0oTb Kamiio KaJ0CTH XpaHs, Even one drop of sympathy
7 | Bbl He ocTaBUTE MeHsI. Will not entirely abandon me.
8 | CHavyaJsia 1 MoJT4aTh XOTeENa; At first I wished to remain silent;
9 | loBepbTe: Moero cThifa Believe me, my shame, my agony,

You never ever would have heard.

As long as hope remained preserved
That rarely, even once a week,

I’d see you in our country house,

To hear your voice, to hear you speak,
To say a few words, and then, and then
To think, and think, and think again

All day, all night, until the next meeting.

2 The text and translation are taken from http://www.pushkins-poems.com/Yev311.htm, copyright
Oxquarry Books Ltd., translated by Gerard Ledger. The translation is reprinted here with permission
from the translator. The translation is also reproduced in http://www.abt.org/onegin2013/letter.html
and http://mjsskelly.blogspot.com/2012/09/eugene-onegin-book-vs-movie.html (retrieved 13" March
2014). The author of this paper asserts fair use of Pushkin’s text for research, commentary and criticism.
The 1* and 2" person singular pronouns are highlighted in the Russian text and in the corresponding
places in the translation.
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Ho, roBopsIT, BbI HENIOUM;

B ruyuiy, B iepeBHe BCE BaM CKY4YHO,
A MBI... HUYEM MbI He O6JIECTUM,
XOoTb BaM U pafibl IPOCTOAYIIHO.
3ayeM BbI NOCETUJIM HAC?

B ruyuiy 3a6bITOro cesieHbs

Sl HUKorJa He 3HaJa 06 Bac,

He 3Has1a 6 ropbKOT0 My4Y€eHbsl.
Jly1iy HeoONbITHON BOJIHEHDS
CMupuB co BpeMeHeM (Kak 3HaTb?),
[lo cepauy s HauwIa 661 IpyTa,
Bolsa 661 BepHas cynpyra

U nobponeTenbHast MaTh.
Jpyroii!l.. HeT, HUKOMy Ha cBeTe
He oTpana 651 cepaua 4!

To B BbIIIHEM CYX/|€HO COBETE...
To BoJist HeOa: 1 TBOS;

Bcst »ku3Hb MOS Obl1a 3aJ10TOM
CBUIaHbsSI BEPHOTO C TOOOIH;

A 3Hal0, THI MHe 1T0CJIaH 60OroM,

Jlo rpo6a ThI XpaHUTEJIb MOIl...

ThI B CHOBU/IEHBSIX MHE SIBJISLIICS,
He3puMblii, ThI MHe ObLI YK MU,
TBoM 4y IHBIN B3TJIS/ MEHsS TOMUJI,
B ay1iue TBO# roJioc pasaaBacs
JlaBHO... HET, 3TO ObLJI He COH!

ThI 4yTh BOILEJ, I BMUT Y3HAJIa,
Bcst o6omiienia, 3anbliasa

UM B MbIC/ISIX MOJIBUJIA: BOT OH!

He npaBja /ib? s T€6GA cibixaa:
TsI roBOpUIT CO MHOU B TUIIIH,
Korpa s1 6eHbIM moMoraJjia

Wi MoIUTBOM ycaaxjaia

Tocky BosiHyeMo# Aymiu?

U B 3TO caMoe MrTHOBEHbE

He ThBI 11, MUJIOE BUJIEHBE,

B npo3payHoll TEMHOTE MeJbKHYI,
[IpOHUKHYJ TUXO K U3T0JIOBBIO,
CyioBa HaZieX/1bl MHe 1IeNHYy1?

KTo TBI, MOl aHTeJ1 11 XpaHUTEb,
Wi KoBapHBIN HCKYCUTEJIb:
Mou coMHeHbs1 pa3peln.

But it is said you are unsociable,

And in this backwater all is tedious to you,
While we... well here we shine at nothing,
Although we’re glad to welcome you.
Why did you come to visit us?

In this forgotten rural home

Your face I never would have known
Nor known this bitter suffering.

The fever of inexperience

In time (who can tell?) would have died down,
And I"d have found another lover,

Dear to my heart, to whom I’d be true,
And a loving wife, and virtuous mother.
Another!... No, no one on this earth

Is there to whom I’d give my heart!

That is ordained by highest fate...

That is heaven’s will — that 7 am yours;
My life till now was but a pledge,

Of meeting with you, a forward image;
You were sent by heaven of that I’m sure,
To the grave itself you are my saviour...
In dreams you have appeared to me,
Though yet unseen, I held you dear,
Your glance and strangeness tortured me,
To my soul your voice was loud and clear
From long ago... It was not a dream!
You came, and 7 knew that very instant,
I was struck dumb, my heart flared up,
And in my thoughts said “He is the one!”
Is it not true? I heard you often:

In the silence did you not speak to me,
Both when I helped the poor, and when
With prayer I sought to ease and soften
The pain inside my anguished head?
And at this very moment, is it not you,
Oh sweetest, lovely vision who

In the night’s transparency flits by

And quietly nestles by the bed’s head?
And you, who with love and rapturously
Whispered a word of hope to me?

Who are you, my guardian angel?

Or a wily devil, a tempter fatal?
Disperse these doubts, this agony.
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Perhaps all this is nothingness,

A foolish mind’s self-aberration,

And something other is fate’s decree...
So be it! Whatever my destiny,

To you I give it from this day,

Before you the tears roll down my cheek,
And your protection 7 beseech...

For consider: here I am alone,

No one understands what 7 say,

My reason tortures me every day,

And silently 7 am doomed to perish.

You 7 await: With a single glance

Revive the hope that’s in my heart, [or]
Cut short this heavy dream 7 cherish,
Deserving, I know, reproach and scorn.

I finish — I tremble to read it through,
With shame and terror my heart sinks low,
But your honour is my guarantee

60 | BbITb MOXET, 3TO BCE MYCTOE,
61 | O6MaH HeoNnbITHOH AymH!

62 | U cyxeHo cOBCEM HHOE...

63 | Ho tak u 6b1Th! Cysib0Y MOIO
64 | OTHbIHe 51 Te6e Bpyyalo,

65 | Ilepen TO601O CJIE3DI JIbIO,

66 | TBoe# 3alUTbl yMOJIAIO...

67 | Boobpasu: g 3/1ech 0/1Ha,

68 | HukTo MeHs He MOHUMAET,

69 | Paccynok Moll i3HeMoOTaer,

70 | U Mosiya THOHYTB A JOJDKHA.
71 | Axny TebA: eAMHBIM B30POM
72 | Hapex bl cepilia O’KUBH,

73 | Wb cOH TSXKENBIN IepepBY,
74 | YBBI, 3acayK€eHHBIM YKOpOM!
75 | Konuaro! CTpaiiHo nepeyecTs...
76 | CTBIZOM M CTPAxOM 3aMHUpal0...
77 | Ho MHe nmopyko} Balla 4ecTb,
78 | U cMerno el cebst BBepsIO...

And to that I entrust my destiny.

In the impassioned monologue in the middle part of Tatyana’s letter, in the original Russian
version, the 1% person pronoun 5 (“I”) in its various grammatical forms appears a total of 23
times, while the 2" person pronoun mut (“thou”) in its various grammatical forms appears 17

times.

Occurrence of 1% person pronoun in lines 31-74

Subject form — 10 times:
Object form — 7 times: 4
()
(1)
(1)
3)
(1)
(1)

Possessive form — 6 times:

(10) 1 “T” (nominative)

MHe “to me” (dative)

MeHs “me” (accusative or genitive)
co MHOU “with me” (instrumental)
Mosl “my” (nominative singular, feminine)
Mo “my” (nominative singular, masculine)
Mo “my” (nominative plural)

Moo “my” (accusative singular, feminine)

Occurrence of 2 person pronoun in lines 31-74

Subject form — 8 times:
Object form — 5 times:

(®)
()
2
(1)
(1)
()
2
(1)

Possessive form — 4 times:

Tl “you (thou)” (nominative)

Tebe “to you (to thee)” (dative)

Tebs “you (thee)” (accusative or genitive)

cToboit “with you (with thee)” (instrumental)
nepez To6ow “before you (thee)” (instrumental)
TBOA “your (thine)” (nominative singular, feminine)
TBOM “your (thy)” (nominative singular, masculine)

TBoel “your (thy)” (genitive singular, feminine)
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This shows a fairly equal balance between the presence of the 1* person of the speaker of the
monologue, i.e., writer of the letter — Tatyana, and the presence of the 2™ person, Onegin, the
man with whom she would like to initiate a close relationship.

In terms of verbal morphology, there is also an equal balance. The verbs are predominantly
in the past tense, which is not overtly marked for grammatical person, but is marked for gender.
Of these, out of a total of 19 verbs in past tense forms, nine refer to Tatyana as subject, while
nine refer to Onegin as subject. In non-past verb forms, there are five verbs in the present tense,
referring to Tatyana and morphologically marked as 1* person singular:

Line 37 3Halo “I know” (“T’m sure™)

Line 64 Bpyyaro “I entrust / hand over” (“I give”)

Line 65 JIbIO “I pour (out) [my tears]” (“my tears roll down”)
Line 66 YMOJISIIO “I beseech”

Line 71 KAY “I wait” (“T await”)

There are also four verbs in the 2™ person singular imperative, directly addressed by Tatyana

to Onegin:
Line 59 paspemwn  “decide” (“disperse [these doubts]”
Line 67 BooOpasu  “imagine” (“consider”)
Line 72 0°KUBU “revive”
Line 73 nepepBu  “cut short”

Thus the distribution of verbal morphology, just like that of the 1% and 2™ person pronouns,
creates an equal balance between the presence of Tatyana and Onegin in the text. This is iconic
of the emotional intensity of the confession of love (npusnaHue 6 a1066u), which draws the “I”
and the “thou” into an equal intimate relationship with each other.

It should be noted that there are a few other pronouns in the text which help to form a
second thematic line, that of questioning of Onegin’s identity.

Line 31 HUKOMY “to nobody” (negative pronoun, dative singular)
Line 46 OH “he” (3" singular, nominative)

Line 57 KTO “who” (interrogative pronoun, nominative singular)
Line 68 HUKTO “nobody” (negative pronoun, nominative singular)

These pronouns are “nobody” (Hukomy, Hukmo), “who” (kmo) and “he” (oH). The young
woman’s mind questions: Is he the one who is meant for me? The letter is at once an affirmation
of her own feelings — he is the one, you are the one, thou art the one — and a questioning of
fate and of the feelings of the addressee, Onegin. Devoted readers of Pushkin’s novel know
that this sets up the twisted fate and unexpected dénouement of our two protagonists. Tatyana’s
letter contains in nuce the seed of that fate and dénouement. Later on in the novel, Tatyana
will exclaim: A cuacmue 6b110 mak 803modicHo,/ Tak 6ausko! (“And happiness had been so
possible, so close!”)’, but it was not fated to be.

3 FEugene Onegin, Chapter 8, verse 47. See http://www.bibliotekar.ru/encSlov/a/36.htm (accessed 13"
March 2014).

61



Intercultural Communication Studies XXIII: 1 (2014) RADWANSKA-WILLIAMS

4. The poem A nomMHIo 4YyOHOe M2HOBEHUE. ..

The dynamic of intimacy contained in the pronoun mut takes full flight in the untitled lyric A
nomHio yyoHoe meHogeHue... (Pushkin, 2006; Gurarie, 1995*).

Line ) i To ***
1 | 4 noMHIO 4y/JHOE MTHOBEHbE: The wondrous moment of our meeting...
2 | [lepemo MHOIf siBUJIACH ThI, Still I remember you appear
3 | Kak MUMOJIETHOE BU/IEHDE, Before me like a vision fleeting,
4 | Kak reHuit Y4MCTOH KPacoThl. A beauty’s angel pure and clear.
5 | B ToMsleHbAX IpycTH 6e3HazexxHol, | In hopeless ennui surrounding
6 | B TpeBorax IIyMHO# CyeThl, The worldly bustle, to my ear
7 | 3By4aJ MHe I0JITO I'OJIOC HEKHBIN For long your tender voice kept sounding,
8 | U cHU/IMCh MUJIbIE YEPTHI. For long in dreams came features dear.

9 | Wlnu rogel. Bypb nopeis MaTexHbii | Time passed. Unruly storms confounded

10 | Pascesi npexHMe MEYTHI, Old dreams, and I from year to year
11 | Y4 3a6b11 TBOM rosioc HEXKHbIH, Forgot how tender you had sounded,
12 | TBoM HeGecHbIe YEPTHL Your heavenly features once so dear.
13 | B ruiyuin, Bo MpaKe 3aTO4Y€HbsI My backwoods days dragged slow and quiet -
14 | TaHys uCh TUXO AHU MOU Dull fence around, dark vault above —
15  Be3s 60xecTBa, 6€3 BAOXHOBEHbS, Devoid of God and uninspired,

16  Bes cnés, 6e3 KU3HH, 6€3 JIIOBHU. Devoid of tears, of fire, of love.

17 Jlymie HacTasio npoGyKaeHbe — Sleep from my soul began retreating,
18 U BOT onATHL ABUIACK THI, And here you once again appear

19  Kak MUMOJIETHOE BUJIEHbE, Before me like a vision fleeting,

20  Kak reHWi YUCTOM KpaCOTHI. A beauty’s angel pure and clear.

21 U ceppue 6bETCA B yIIOEHbE, In ecstasy my heart is beating,

22 U psig Hero BO3KpeC/IH BHOBb Old joys for it anew revive;

23 U 60%ecTBO, U BL,OXHOBEHDE, Inspired and God-filled, it is greeting
24 U XKU3HBb, U CJIE3bI, U JIIOOOBbD. The fire, and tears, and love alive.

4 The text of Pushkin’s poem was retrieved 26" September, 2013, from http://stihiolubvi.ru/pushkin/
ya-pomnyu-chudnoe-mgnovene.html. The translation, copyrighted by Genia Gurarie, egurarie@
princeton.edu, was retrieved 24" September, 2013, from http://www.inspirationalstories.com/poems/
the-wondrous-moment-of-our-meeting-alexander-pushkin-poems/. The translator could not be
contacted at the given email address. The author of this paper asserts fair use of the text and translation
for research, commentary and criticism.
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In this poem, the intimate pronoun mu! is confidently and hypnotically echoed in the
phonetic repetition of the rhymes of the first, second, third and fifth stanzas:

Line 2 ThI “you (thou)” (nominative singular)
Line 4 KpacoTbl  “beauty” (genitive singular)
Line 6 CyeThl “vanity” (genitive singular)
Line 8 YepThl “features” (accusative plural)
Line 10  meyTHl “dreams” (accusative plural)
Line 12 4epThl “features” (accusative plural)
Line 18  ThI “you (thou)” (nominative singular)
Line20  kpacoTel  “beauty” (genitive singular)

We can also examine the distribution of pronouns in this poem, as highlighted in the text.
The nominative case of the pronoun s (“I”’) appears twice, and the nominative case of muli
also appears twice in the poem. Other forms of “1” (mHoli, MHe, mou) appear three times, while
other forms of “thou” (the possessives meotii, meou) appear twice. This would seem to be
an equal balance, just as in Tatyana’s letter, signaling an intimate relationship. However, the
appearance of these pronouns is not phonetically equal. The pronoun mui appears in stressed
form in rhyming position at the end of line 2 and line 18 — a position of prominence. On the
other hand, even though s appears at the very beginning of the poem in line 1, and almost at
the beginning of the line in line 11, in both positions it is unstressed. Thus s is important, but
underemphasized — iconically echoing the depressed mood of the poet in the middle of the
poem.

One other pronoun appears in the poem — dz5 Heeo, in line 22. In context, the English
translation is “for it” — dss [cepdual], “for [the heart]”. However, grammatically speaking, dz5
Hezo could also be “for him” — for the poet. Here, the poet’s heart in the final stanza, and also
his soul in the fifth stanza, are metonymous for the poet’s persona. Just as in the poem Tbi u
Bebi, in the last two stanzas the poet’s persona has been grammatically backgrounded through
the removal of the 1* person pronoun. Instead, what is foregrounded is the poet’s emotional
and spiritual reaction.

5. Conclusion

In all of the poems examined in this paper, the dynamic of love and intimacy in various guises
underlies the dramatic tension of the poem. Poetic iconicity, the “subliminal verbal patterning”
of poetry, gives musical voice to this spiritual dynamic. A close analysis of the poems shows
that each has its own individual internal poetic. The poet has masterfully manipulated language
to achieve effects of foregrounding and backgrounding the different personas in a love
relationship, as in the poems Tw! u But and 5 nomH0 yydHoe MzHO8eHUe..., or of establishing
an equal relationship, as in Tatyana’s letter to Onegin. Moreover, in the poem 5 nomH#o yydHoe
MeHoseHue..., the iconic effects of phonetic repetition reinforce the foregrounding of the
beloved woman, and the removal of the 1% person pronoun in the last stanza, substituted by the
metonymy of the heart, serves to reinforce the emotional reaction. The last stanza is punctuated
by repetitions of the conjunction u (“and”):
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U cep/ilie 6bETCS B yIioeHUe,
U fu11 Hero Bo3Kpec/v BHOBb
UM 602KecTBO, H BIOXHOBEHHE,
UM *xu3Hb, ¥ CNE3bI, H JIIDOOBb.
These repetitions of u (“and”) iconically echo the poet’s quickened heartbeat.

The internal patterning of poetic iconicity is created through structural correspondence
between the choice of formal elements in a poem’s language — its phonemes, morphemes, lexical
units, inflectional endings and syntactic structure — and the world of meaning constructed by the
poem. This paper has examined the choice of pronominal forms and verbal endings carrying the
grammatical category of “person”, with particular reference to the patterns of choice related to
the juxtaposition between the informal/intimate 2™ person pronoun mut “thou” and the formal
2™ person @bl “you” in Pushkin’s lyric poems.

In each of the poems I have examined, the iconic pattern of the choice of pronominal and
personal forms is different and unique to the poem, but congruent with the poem’s meaning in
construing and constructing the semiotic world of a love relationship.

In the poem Tot u Bot “Thou and You”, amazingly, the lexical choice itself is the theme of
the poem — it is a metalinguistic poem. The reader acutely feels the poet’s social predicament,
in the course of casual and polite conversation, between the choice of the pragmatic force of the
intimate mul “thou” vs. the formal and socially expected bt “you”.

In Tatyana's Letter to Onegin, Pushkin has distanced the heroine of the novel from the
immediacy of a direct social confrontation by having her write a letter. Only in the second half
of the letter does the formal usage of gbr “you” give way to the impassioned torrent of mui
“thou”, coupled with 2™ person imperative invocations.

In K*** (1 nomHlo uydHoe meHoseHbe...) [To*** (“The wondrous moment of our
meeting...”)], only the form mut “thou” appears, and this is one of the most intimate of
Pushkin’s lyrics, reflecting the real-life closeness of the relationship between the poet and the
addressee, Anna Kern®. Throughout the poem, the iconicity of mut (#y) is reinforced by the
additional phonetic - msi (-#y) endings in the rhyme scheme. This phonetic prominence serves
to foreground mul, as it were placing the beloved on a pedestal. In the last two stanzas, direct
pronominal reference to the 1% person (the poet) disappears, replaced by the metonymic dywe
(“to the soul”, line 17) and cepdye (“the heart”, line 21), zooming in not on the poet as agent
but rather on his emotional reactions, his interiority.

Although achieved through grammatical and lexical choices, this effect of foregrounding
has an almost visual quality, like shifts in perspective or in the lens of a camera. At the same
time, the overall iconic pattern of each poem masterfully conveys the dynamics of Pushkin’s
real and fictional love relationships.

5 See http://en.wikipedia.org/wiki/Anna_Petrovna Kern, and http://happypushkin.ru/hotel/pushkin
ladies/anna/, retrieved on 8th April 2014.
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