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Jiri Veltrusky

BUHLER'S ORGANON MODEL AND THE SEMTIOTICS O ARD

The term "organon model" in the title of this article
is not meant to indicate that the sign will be examined here
as a particular kind of tool; the question whether, or in what
respect, the sign is a tool, though very important, will be
left aside. The title alludes to Bihler's conception according
to which the sign is related not only to the denotatum but also
to the originator and the perceiver, and is therefore an
expression egnd an appeal at the same time as a reference.
Although Bihler developed and refined his organon model from
1920 on, I shall refer only to the formulstions he presented in

the 1933 Axiomatik and the 19%4 Sprachtheorie;l these formulation:s

turned out to be his last, since the political ordeal of the
period drove him out of Vienna and made him engage in a quite
different activity. The purpose of my article is to study some
implications of Bilihler's conception for the semiotics of art.2
1. THE ORGANON MODEL: AN INTERPRELTATION
BUhler defined the three relations not as mere aspects
of the situation in which the sign is used - therefore external
to the sign itself - but as semiotic facts. In the organon
model expression and sappeal are not psychological but semiotic
concepts, Just as reference is;5 each of the three functions
endows whatever fulfils it with the quality of sign (each, of
course, in a different way);4 the relations of the sign to the
denotatum, the originator and the perceiver are semiotic in
nature and its referential, expressive and appeél, or conatlive,

5

functions are semiotic functions.



Three conclusions logicelly follow, in my opinion,
from this conception.

The first is that in all three of its semiotic functio
the sign does basically the ssme thing, nasmely bears a meaning,
though a different one in each. 1t is no discovery that the
referential mesning of the sign must not be confused with
anything outside the sign snd that it may as well be altogether
fictitlous as correspond to soue rcality. But it is important

that, mutatis mutandis, the same applies to the sign in its

qualities of expression and ol appeal.

Whatever the sign indicates or hints at concerning its
originator is a meaning - an expressive meaning - conveyed by
its own properties or fealbures. This expressive meaning may
more or less correspond to something real in the originator
but that need not be the case. At the same time, a sign through
which the originator has really expressed himself need not
necessarily signify that of which it is, psychologically, an
expresslion; 1t can even convey quite a different expressive
meaning.

Through a minute anslysis of HSlderlin's later poems,
especlally of "Die Aussicht" which may well have been his last,
Jakobgon and Libbe-Grothues have identified extremely interestin.
correspondences between the language and the poetic techniques
of these poems and the language peculiarities of schizophrenics.
In addition to their importance for poetics and the theory of
art (they confirm thsat sny fsshion of using language can become

an artistic procedure), these findings also highlight the
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semiotic nature of the expressive function. There is naturally

no way of knowing whether or not ll6lderlin wss schizophrenic

or even mentally 111l alt all; psychiatrists' speculations about

the mental state of somebody they have not examined directly

are no diesgnosis. DBut il they happened to be right, and "Die

Aussicht" with its draswing on the languasge of schizophrenia

were thereflfore é genuilne expression of HOlderlin's real mental

state, the most remarksble thing would be that the expressive

meanings ol the poem do not point in that direction; the reader

does not perceive "Dle #ugsicht" as a product of an insane

person, even when he is familiar with Jskobson's and Liibbe-

Grothues' findings. Jaspers seem§to have been aware of the

difference between the expressive meaning produced by a sign

and the possible status of the ssme sign as a psychological

symptom. when in his speculations about Btrindberg, Van Gogh,

Swedenborg and Holderlin as possible schizophrenics he tried

to treat certain features of Van Gogh's pictures as symptoms

of the artist's hypotheticeal illness, he took pains to emphasize

that he did not mean these works were "sick" Lkrang/ and

admitted that the beholder need not see them the way he inter-

preted Jchem.'7
Lven when the originator intends to make the sign

expressive, he may not succeed; the sipgn may convey quite another

expressive meaning. FMoreover, the intended expression need not

be in the nature of a3 real self-expression. I'or instance, the

artist who seeks to endow his work with a defirite expressive

meaning may be exploring and tusting the structural potentialitie



of his medium to convey such a meaning, without being himself
otherwise involved.8

oimilarly, the appeal directed by the sign at the
percelver is a meaning produced by various properties and
features of the sign snd is perceptible as such even when the
sign does not actually affect the addressee's attitude,
behavior or state of mind. "Notins an injunction and doing
accordingly need not be the same thing.”9 he failure to respond
is not necessarily a failure to understand.lo I'he persuasive
features of a-speech may be observed with smusement by the
addressee as may the implication of his ignorance about a topic,
a devotional object msy produce a comic elfect and the
connoisseur may admire a work of antrs art without going into
meditation.

Lhe conclusion that in its expressive and conative
aspects, too, the sign hss (or produces or conveys) meani
important not only because semiotics must carefully distiugu i
between the meaning whicl 1s an integral part of the sign ui.
the rcality outside it to which it relates; it is also important
because it allows the meaning od the sign to be grasped in its
whole wealth and complexity, whicl is not possible when the
concept of meaning is reduced to referential mesning alone.

An exsmple of this "reductionist" conception can be

11 e

found in Sgrensen's deflinition snd analysis of meaning:
meaning of the sign 3 is the conditions to be satisfied by
sowething in order that it may correctly be said to be denoted

by S. OUr equivslently: it is the conditions sowmething must



satisfy in order to be correctly namable by B, or in order that
© may correctly be said to apply to it." In his view, the

English words father, dad and msle parent "have exactly the

same meaning". Ile explains that dad is primerily used by

children and differs from father and from male parent by the

effects it has on hearers but ststes that "'effect' elements

are not part of the mesning of & sign". The only non-referential
meaning this theory recognizes is the expressive meaning of
interjections - and it does so on the wrong grounds. Sgrensen
claims that the English interjection bah! hss a meaning because
it "denotes" the speaker's attitude of contempt towards whatever
has just been said. Since interjections usually have no
relerential meaning, their expressive meaning is misinterpreted
as referential.

The second conclusion that can be drswn from Biihler's
organon model is tnat the integrsl meaning of the sign, the
sipgnatum, is made up of its referential, expressive and conative
meanings. The menner in which they combine in specific cases
is extrewmely varisble, but all these varistions sre within the
framework of certain gencral relations deriving from the essence
of the three types of meaning.

Referential, expressive and conative meanings are
related to each other by oppositions:

1. There is an opposition between the referential meaning
on the one hsnd snd the expressive and conative meanings on the
other because the first pertains to the object and the second

and third to subjects for whom it is an object. In extreme cases



the predominsnce of the referential meaning can altogether

suppress the expressive snd conative meanings and, vice versa,

the predominance of either one of these can suppress the

referential. Two plus two makes four has neither expressive

nor conative meaning. A pure interjection, whether expressive
like bah! or conative like hey!, has no referential meaning.
This 1s true of other categories of signs as well. When Robert
Delaunay set out to give the dominant position among the
meanings of the picture to the constive meaning which consists
in giving the beholder the impression that the colors and shapes
are moving (vibrating, rotating, moving in depth, etc.), he soon
arrived at suppressing the referentisl meaning as conveyed by
depicted objects.12

But the oppositions that relate different types of
meanings to eacii other are not simple but dialectical opposition
One type of meaning may not only suppress but also enhance the
opposite type. ''he referential mi?%ing may bring out the
expressive or the conative meaggngxand elther one of them may
bring out the referential. lore about this later.

T'he opposition of the object-related referential
meaning and the subject-related expressive and conative mesnings
must not be confused with the opposition between objective and
subjective in Panofsky's seuwmliotic analysis of the artistic
representation of human proportions. Panofsky 1s concerned
with quite a different probleuw when he identifies the three
factors that maske the proportions of the visual (pictorial or

sculptural) ima;ze of the humen body differ from its objective



proportions and calls them "three factors of subjectivity".
They are the organic movement, which introduces into the
artistic composition "the subjective will sznd the subjective
emotions" of the represented beings; perspective foreshortening,
which reflects the subjective visual experience of the artist;
and the regard for the visual impression ol the beholder, which
leads to altering "that which is right in favor of that which
seems right".l5 The three factors actuslly correspond to the
referential, the expressive and the conative function; their
description as subjective within the framework of what Panofsky
analyzes in no way contradicts the opposition between the
function pertaining to the object and those pertaining to the
subjects.
2. There is also an opposition between the expressive and
the conative mesning. liere, too, the predominsnce of one can in
extreme cases suppress the other. In so far as bah! expresses
the utterer's contempt towards what has just been soid, it may
but need not have a constive meaning; it can relate, for
instance, to something the utterer hss just asierted himself.
In so far es hey! calls the addressee's attention to some danger,
it may express the utterer's emotion but may also be uttered
with total indifference, for instance by somebody psid for
giving warning when appropriate (such as a lifegusrd on the
beach). At the same time, the expressive meaning may bring out
the conative and the conative bring out the expressive.

The two oppositions are not on the same plane, so that

they do not necessarily affect each other. When damn it all!,




an exclamation which is not entirely devoid of referential

meaning, is substituted for bah!, or when watch out! is

substituted for hey!, it still remains true that the expressive

exclamation necd not have any conative meaning and vice versa.

5. Panofsky's anslysis mentioned above calls attention
to yet asnother opposition concerning the two Lypes of meaning
that rclate the sign to the subjects. His idea of the subjecti-
vity involved in the "orgsnic movement" of the represented
beings points to the fact that the referential mesning, too,
has its subject-related - that is, expressive and conative -
components. Jakobson has sliown that in language the semiotic
functions which relate to the subjects operate on two planes,
one involving the participants in the "speech event", the othexr

the participants in the "narrated event”.l4 T'he ssme seems to

apply, mutatis mutandis, %o all sign systems (so that it might
be advisable to modify Jakobson's terminology snd speak of the
"signifying event" and the "signified event"). Thus Gombrich
desls wilith the arousal potentisl of what the images depict,
winich is of course different from the arousal potential of the
colors, lines, shapes or composition of the picture, and stresse
that a great variety of conventional visusl signs can have tvhe
sawe potential: "The symbols of religion such as the cross or
the lotus, the signs of good luck or danger such as the horse-
shoe or the skull and crossbones, the national flags or heraldic
si;sns such as the stars and stripes and the eagle, the party
badges such as the red flag or the swastilka for arousing loyslty

or hostility - all these snd many more show that the conventions



sign can absorb the arousal potential of the visual image."15
Strictly speaking, the expressive meaning of the
"signifying event" is opposed to the expressive meaning of the
"signified event": one is an immediate mesning of the sipgn
whereas the other is mediated by the sign's referential meaning.
The ssme kind of opposition relates the conative meanings
produced on the two planes. Within each of these oppositions,
the immediste and medisted meanings can both overlap, even
tend to merge, and contradict each other. Their interplay is
particularly complicated and intense in the theater.l6
4. The referential umeaning, too, has its internal
opposition. Reality, even the scme reality, may be referred to
as external to the subject (any subject) or else as a situation
of which the subject is an integrsl part (whether as agent or
as undergoer). The first of thcse referential meanings pertains
to reality as something continuous and coherent, sometimes even
self-contained, and unified by its own intrinsic order. In the
second, it is conceived as separated into its single elements
and its unity consists in these elements' respective relations
to the sasme subject; that is, to the subject's (actual or poten-
tial) action on each or to the effect each exerts on the subject
or to both. This opposition does not cancel the object-related
essence of the referentisl meaning because in both aspects the
reality referred to in sn object: in the first, it is the object
of contempltation and thought and in the second, the object of
action (or inaotion).'7

The third conclusion which logically follows from
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Buhler's organon model is that the concept of sign as such
implies mno hierarchy of the three functions. Reference is the
dominant semiotic function of language in general, though not
in every particular case ol its use.l8 But the same is not true
of other sign systems, such as gestures or traffic lights (a
system particularly cherished by many semioticians).19

I'nis absence of any a priori hierarchy is particularly
important with respect to the conastive function. Traditional
linguistics usually recognized the difference between the
referential and the expressive features of language but tended
to limit the study of appeal to the grammatical descripbtion of
the vocative and the imperative. As regards semiotics, Ogden
eand Richards decided, for reasons so insignificant that they are
beyond understsnding, to disregard in most cases the difference
between the expressive and the conative function although they
were perlfectly aware of it.2o Esthetics has been haunted, ever
since the period of romanticism, by the idea that art consists
in expressivity, which not only obliterated art's semiotic
nature and its specificity smong the sewmiotic facts but also
brushed sside the conative function; the effect a poem, picture,
statue or musical opus tends to exert upon the attitude of the
perceliver was reduced to a mere echo - or resonsnce, as the
languagze of that conception would call it - of the artist's
expression "embodied" in the work. In other terms, the conative
function appeared ss a mere satellite of the expressive. And,

despite Blhler and the subsequent studies of Jakobson, lukafovsk

Gombrich sand others, this conception probably still prevails,
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quantitatively, in the literature about art: when such terms as
"expression", "expressive" or "expressivity" are used, the
reader must try to find out if whal the estheticisn hsas in mind
really is the expressive meaning, or if it is the conative,
or 1f he is confusing the two kinds of weaning. In art history
alone, the term "expressive" is used in at lewust three entirely
different senses. In traditional usage, it uweans the expression
of the emotions of the figures reprcsented in a picture or
statue. A more recent usage applies it to the whole work, inter-
preted as an expression ol the artist's inner state. At the same
time, most inappropristely, it is used to desiynate the work's
ability to arouse emotions in the perceiver.21
2. EXPRESSIVE AND CONATIVE MEANINGS

In its quelity of expression and of appeal the sign
can convey a great variety of meanings ranging far beyond the
feelings, moods, states ol mind, emotions, passions, desires,
etc., which have been traditionally associated with the concept
of expression.

Jakobson has adopted Anton Marty's idea to broaden
the ares of expressive mesnings by calling them emotive instead

=

of emotionsl.”" But this still limits the expressive function
to meanings pertsining to psychological phenomena. llor exauple,
one cannot possibly call "emotive" the meanings which certsin
verbs denoting mental dispositions and operations convey when
they are used in the first person. According to Benveniste's

analysis, the first person itself signifies neither a concept

nor an individual but the individual act of speech and designates
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the spesker. The first person of such verbs as suppose, presume

or conclude - 1 suppose (that...), I presume (that...), I conclu

(that...) - does not describe the speaker performing the mental
operation in question but implies that he adopts a certain
attitude towsrds whal is asserted in the following subordinate
olause.25 In fact, the sign as expression can convey any meaning
concerning 1its originator, including the relation in which he
stands ot the topic, to the addressee, to the material situation
in which he produces the sign, to the sign itself and, through
the intermediary ol any of these, his more general relations to
reality, society, people, etc. The sign can also express the
soclal category to which the originator belongs, his profession
or craft, ethnic or regional origin and such like. Rabelais

uses this type of expressive meanings to create a peculiar
narrative device. Through a series of twenty-one oaths uttered
by a8 Parisian crowd he evokes, as Bakhtin pointed out, a certain
number of characters whom such a crowd typically comprised:

Po cab de bious. points to the Gascon, Pote de Christo! to th

Italian, Das dich Gols leyden Schend! to the German landsknecht,

Par sainct I'iacre de Brye! to the (IFrench) fruit and vegetable

vendor, Je foys veu a8 sainct 'hibaud! to the cobbler and Par

sainct Guodrin qui fut martyrisé de pomes cuyttes! to the

/
drunkard.2Jr lone of the oaths reveals the mood or the state of
mind of its utterer, since the crowd swore, as Rabelais says,

les ungs en cholere, les aultres par rys ("some in anger, sow~

in fun").

I'he conalbive meanings are just as varied. To mention
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Just a few examples, the sign may aim to elicit information,
empathy or motor reactions from the perceiver, to arouse hinm
or to provoke affective responses of diflerent sorts, to
communicate something of which he is deemed to be ignorant, to
imply or insinuate something about the sddressee, to persuade
him, to induce him to act in a certain way, to make him adopt

a certain attitude towsrds the thing to which the sign refers,
to make him actively contribute to the construction of the
sign's referential meaning, to locate him inside or outside the
represented reality, to assign him a specific place in the
meterial situation in which he perceives the sign, and so on.25

At least four of these conative meanings require
further clarificstion, nsmely the elicitation of empathy, the
appeal to make an sactive contribution to the construction of the
referential meaning, the placing ol the perceiver inside or
outside the represented reality and the invitation to him to
take a specific position in the material situation in which the
Ssign appears.

With respect to empathy, the problem under consideratio:
is conative meanings eliciting empathy, not empathy ss a psycho-
logical process. This needs to be emphasized for two reasons.

On the one hand, the psychological snalysis of empathy has been
clearly inadequate. On the other hand, mseny estheticians, art
historians snd theater critics have used this concept in an
arbitrary and impressionistic way. The vogue of empathy as an
explanatory principle could not last under theseée cilrcumstances.

For some time now, however, the problem has agsin been attracting
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the atlention of scholars, so that serious reexamination snd
elaboration may be expected.26 Anyway, as a conative meaning
produced by certain features of the sign, the appeal to empathy
is perceptible even when it fails to provoke an actual response.
The study of this conative meaning may lead to some
broadening of its scope. ifor instance, theve may be elicitation
of empathy in such conative meanings as those carried by. what
Mathesius calls the adjunctive type of the inclusive first persc
plural. In this use, the first person plural substitutes either
for the first person singular or for the second person. In a

scholarly text, for example, In Uhe course of our reflexions we

hsve found thsl... refers to the author's own activity and

Let us, however, keep in mind that... is an injunction to the

reader or audience. In both cases, the first person plural
elicits the addressee's identification with the originator: in
the first by implying that the addressee participates in the
originator's activity; in the second by implying that the origi-
nator shares the saddressee's perception of the exposition.27
If this broader conception is acceptable, the elicitation of
empathy comes fairly close to, but does not merge with, another
conative meaning listed sbove, which consists in implying
something about the addressee.

when I say that the sign may aim to make the perceiver
actively contribute to the construction of its referential
meaning, 1 hsve in mind such phenomena as the "beholder's share"
in making sense of a picture, that is, the appeal to his projec-

tive activities to compensate - from the stock of images stored
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in his mind as a result of his perception of the world - for
what the picture itself does not show;28 or the necessity for
the beholder of a statue to imagine those parts that are hidden

from him (for instance the saint's face in Bernini's kestasy of

Bt Leresa in the Zants Maria della Vittoria church in Rome )
and, more generally, to reconstruct the statue in his mind out

of the partes pro toto he actually perceives as he moves towards,

along or sround it; or the listener's transposition of program
music into extrsmusical mesnings (the sophisticated listener
may feel frustrated when too little effort is required to that

effect, as in the finsl part of Tchaikovski's 1&12 Overture);

or the typicsl ellipticality of colloquial language (the lack
of 1t mey give the interlocutor the impression of being lectured).
Concerning the ability of the sign to signify to the
perceiver that his place is either inside or outside the repre-
sented reality, the jamb fisures of the central porch of Chartres
cathedral can be usefully compsred to Bernini's bust of Cardinal
Borghese (1632, Galleris Borghese, Rome). The sppesrsnce of each
of the Jjamb figures is entirely coordinated with the corresponding
column, their heads are sti:aight forward and they sre not related
to each other or to the beholder. "Fach figure lives, ss it were,
in its own world."29 Cardinal Borghese, on the contrary, "is
shown in the act of spesking snd moving." 'The mouth is half-open,
his head turns slightly to his right, his eyes somewhat more,
apparently fixing an interlocutor; the body is turned slightly

to his left, sugpesting other possible interlocutors on that side.

The beholder's basic position is straight front, which tends to
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include him among the Cardinal's implied interlocutors.5o
shapilro observes that VYézanne's landscapes do not
invite the viewer to enter or traverse the space (the occasional
roads sre eupty snd most olten the vistas or small segments of
nature have no paths at all) and sometimes send him signals to
the elflect thal he must limit himself to looking (the path to
a house is blocked by s bsrrier in the foreground, elsewhere a
deep pit or quarry lies between him ¢nd the main motif, or steep

rocks obstruct the wsy inwards, etc.). In the Self-lortrsit with

Paletbe ol 1885-1887 (in the collection of Cézanne's family,
l'aris), "the suspended pslette in his hand is a significant
barrier between the observer and.the artist—subject";Bl i1t may
be added that the artist is seen here intently looking at & b
canvas.on an easel which the viewer sees only from the back.

1t is the other way round in Raphael's Saint Paul

Preaching at Athens (carton in the Victoria and Albert wuscun,

London), of which Gombrich says: "...the artist turns us into
participants of the womentous scene when the apostle of Chrio.
addressed the elite ol pagan philosophers. We must envisage
ourselves sitting on the invisible steps outside the picture,
but the image shows us nothing that would not be vigsible from
one point at a given distsnce, a distance which could be worked
oult mathematicolly but which we feel instinctively. (...) Bvery
object 1n view 1s seen as it would be seen from the same point."
'he conabive mesning described relies not only on the consistenc
of the pictorial perspective but also on at least two auxiliary
features, namely the plstform and steps on the one hand and the

two figures in the foreground on the other; both are cut off by
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the lower psrt of the picture frame, so that their invisible
parts are located st the beholder's side of the picture plane.53
L have the impression, but it is no more bhan an impression,
that the inclusion of the beholder in the represented scene is
signified even more distinctly by the tapestry woven after
Raphael's carton, in which, of course, the picture is reversed.
Wittkower singles oul the features ol Caravayggsio's

Supper at Dumaus (c.1600, National Gallery, London) which aim

to draw the beholder into the rupresented situstion: Christ's
extremely foreshortened arm snd the outflung srm of the older
disciple, which seem to reach out into the spsce where the
beholder stands (actuslly, only the disciple's arwm does, not
Christ's which only points in that direction), snd the precarious
position of the fruitbesket which gives the impression that it
may at any moment land at the beholder's feet.54

The sign's ability to sttribute to the addressee a
specific place in the materisl situation in which he perceives
it manifests itself, for example, in requiring tlie viewer of a
picture constructed on the basis of linear perspective to stsnd
opposite the center of the picture, lest the whole referential
structure be distorted; some pictures tend to induce him to shift
his station backwsrds and forwerds, some others to move along
the picture plsne, and so on.55 Certain buildings are shaped in
such a way as to be approached from one direction only. The

figura serpentinata, which was so populsr in the sculpture of

the Mannerist period, incites the beholder to walk around the

statue, in the direction the spirsl turns from the bottom to the
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top. lMeny of lenry Moore's sculptures incite to moving around,
backwards asnd forwards snd up and down in vsriously alternating
directions. w»till other statues call for a frontsl view only.
Relief sculpture sometimes requires, to be fully seen, the
beholder's movement along its face, often combined with small
movements of Che head in varying directions. Brancusi incised
on two adjacent sides of a limestone base supporting a plaster

cast of Mlle Pogoeny (1919, Brancusi Studio, Centre Georges

Fompidou, Paris) s frieze of a planar version of his Kiss (repea
ted three times on each side). As Geist points out, it can be
understood at a glance bubt the nuances caused by the accident
of execution invite scrutiny;56 in other words, the beholder
is invited to get closer to the frieze and move round the corner
5. METALINGUISTIC FUNCTION

Jakobson introduces into the orgsnon model a new
function, which he calls metalingusl, to single out such speeche
or such moments of a speech as relate not to something external
Lo langusge but to the lanpuage itself - that is, to la langu.
in de vaussure's terminology or "code" in Jakobson's. Language
is used in this way whenever it serves to provide an "elucidatin
interpretation of words and sentences - whether intralingusl
(circumlocutions, synonyms) or‘interlingual (trenslation)...",
whenever the speaker or the addressee or both '"need to check up
whether they use the ssme code", in "any process ol language
lesarning, in particular child acyuisition of wother tongue', and
SO on.57

'he role ol metalinguistic operations in language
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learning, critical perception of statements and other utberances
is menifestly crucial. Their relation to the semiotic functions
defined by Blihler requires careful exsminstion. In Jskobson's
famous diegram of the functions of language, this one lies
opposite the referentisl, just as the expressive ("emotive")
does to the conative function. That, however, does not seem to
imply a real antinomy between them since Jakobson points out
that the metalinguistic function is in dismetricsl opposition
to the poetic.58 In any event, it is conceptually difficult to
give the metslinguistic operations the same status as the
reference, the ex.ression and the appeal. As mentioned before,
Bihler found that each of these three functions endows whatever
fulfils it with the quality of sign; I fail to see how the same
could apply to metalinguistic operations.

The '"exasperating dialogue" imagined by Jskobson for
illurtration is perhaps revealing in this respect. It goes like
this: "'The sophomore was plucked.' 'But what is plucked?'

'Plucked means the same as flunked.' 'And flunked?' 'To be flunked

is to feail in an exsam.' 'And whot is sophomore?'persists the

interrogator innocent of school vocabulsary. 'A sophomore is (or

means) a second year student.'" It is true that: "All these

equational sentences convey information merely gbout the lexical
code of lInglish: their function is strictly metalingual.”59 But
1s also true that all the guestions and equationsl replies serve
here to elucidate the referential meaning of the opening state-
ment. Elam gives a different example of the use of metalanguasge

in the construction of dramstic dialogue. In BEdward Albee's
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Who's Afrasid of Virginia Woolf? there is the following exchange:

"George: Well, you'll get over that... small college and all.
Musical beds is the faculty sport around here. Nick: Sir?
George: I said, musical beds is the faculty... Never mind. I
wish you wouldn't go 'sir' like that... not with the question
mark at the end of it. You know? $ir? I know it's meant to be
a sign ol respect for your (Winces) elders... but... uh... the
way you do it... Uh... 3ipr? Madam? Nick: No disrespect inten-
ded."40 In this exsmple the bits of metslanguage serve to
elucidate the expressive meaning of an utterance. Karcevskij
has shown that every application of a linguistic sign in a
speech act involves a more or less complicated process of
choosing along the homonymic and synonimic axes, therefore a
metalinguistic operation (a term he did not use).41
It would no doubt be rash to conclude that metali:
tic operations are auxiliary to the referential, exprcssi
conative function, ot to sny combination of the three, but
this aspect would probably repsy the linguists' attention.
Another question arising in this connection is wheli ..
metalangusge 1s a specifically linguistic or, on the contrary,
a genersl semiotic fact (like the three functions defined by
Blihler). 1t is probably relevant in this respect that language
is the most universal means of communication and cognition and
that no other type of signs constitutes so vast, coherent,
diversified, integrated and constraining a system as what

de BSaussure called 1la langue.42 Thus Benveniste declares that

"language is the interpretant of all semiotic systems" and adds:



"No other system has at its disposal a langue in which it could
categorize itself and interpret itself according to its semiotic
distinctions, whereas language can, in principle, categorize

and interpret everything, including itseli‘."45 At this stage,

I am not ready to go so far; in my view, the various sign
systems must be thoroughly examined in this respect. It is
perhaps indicative that in pictures, statues and works of music
some of the metasemiotic functions which in a speech could be
fulfilled by metalinguistic operations actually fall on language.
Gombrich has demonstrated that the caption can be crucial for
the elucidation of the meaning of a picture44 and his findings
could easily be extended to sculpture asnd music: thus, to the
perceiver who does not know its nsme, Aristide Maillol's The
River (c.1939-1943, New York, Museum of Hodern Art) represents

a woman; Cooke observes that if Debussy had not given the first

of Three Nocturnes its title, Nuages, the listener would be

45

uncertain about the meaning of the shifting pastterns of sound;
in tests concerning the perception of meaning in music, the

seometimes

subjects' responses are checked against the name of the composi-

A

tion.t‘L6 Jakobson's analysis of Henri Rousseau's picture The

Dream and of the poem the peinter wrote to be attached to it

has revealed the complex snd subtle ways in which the poem eluci-

dates the meaning of the picture, of its difrierent parts,

compositional devices, etc.LL'7
On the whole, it seems to me that the question of the

exact semiotic status of the metalinguistic operations remains

open.
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4. PHATIC FUNCTION

‘The felicitous term "phatic", by which Malinowsk
labeled "the case of langusge used in free, aimless, social
intercourse", is adopted by Jakobson to designate yet another
function he adds to the orgsnon model, a function pertaining
specifically to the contact between the originator and the
addressee ("to establish, to prolong, or to discontinue communi-
cation, to check whether the channel works...,'to attract the
attention of the interlocutor or to confirm his continued
attention...").48

A considerable amount of snalytical work would be
needed to explore the relations of this function with the
expressive and the conative functions so as to delimit it from
the one and the other not only within the logic of the comuwunica
tion theory but also on empiricsl grounds. Another question to
be carefully examined is whether the phatic function is part of
the language system (la langue) or merely a matter of the
situation in which the utterance takes place. Thirdly, as for
the metalinguistic operstions, it is necessary to find out
whether the phatic elements of a speech are not simply auxiliary
to the referential, expressive or conative function - as the
case may be in any single occurrence.

Language is evidently the privileged field for this
analytical work. But the same question must be asked with respec
to the other types of signs that also bring the emitter into
direct contact with the receiver, such as gestures, music in

performance snd the thester. Even such transparent conventional



devices ss turning off the light and raisinyg the curtain in the
theater are not negligible, especislly when their much more
complicated equivalents in other forms of thester ure taken into
account.49 But I have especislly in mind the actor's problem to
"keep in touch" with his fellow-actor or fellow-actors when they
are on stage together and the extraordinsry gift and skill that
alone enable an actor to "do nothing" for a certain length of
time - that is, neither spesk nor move nor change racial
expressions - without losing the sudience's attention; in this,
inexperienced or mediocre sctors invariably fail. The investiga- .
tion of the contact between the emitter and the receiver in
these areas other than lan_uage would naturally require that the
term hphatic" be replaced by a more general one.

Ultimstely, the enquiry would necessarily extend to
such signs as do not bring the emitter into direct contact with
the receiver - pictures, statues, works of architecture, films,
etc. - so as to find out whether the factor identified by
Jakobson is a universal semiotic phenomenon. To this effect,
considerably more than a substitution of a more general term
for "phatic" would be needed: a redefinition of the whole problem.
Logically, in the case ol these types of signs, the contact
between the emitter and the receiver pssses through the inter-
mediary of the sign itself. Therefore, the guestion is whether
the sign has any features that serve specifically to establish
contact with the potential receiver of its meéning, to attract
his attention or to secure his continued attention. In other

words, whether the sign has any features that do these things
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otherwise thagzgust cerrying the meaning of the sign. A single
example may be enough to illustrate the problem at this stage.
With all the necessary reservations due to the novelty of the
whole concept and even more to the lack of clarification in

the asrea from which it has originated - language - I may suggest
such sn exsmple. Palladio, who like the other Renaissance
architects and theoreticians of architecture was concerned with
the ways of making the temple convey its conative snd referentis
meanings to those who sre inside, considered that a temple
should stand on a high bsse. And, unlike Alberti, he favored
this not only as s means to isolate the teuple from the everyda;
life that surrounds it but also becsuse to reach the temple by
mounting steps inspires people with devotion and awe50 (in other
words, makes them receptive to the meanings to be conveyed to
them by the interior of the temple). But, of course, the questic
immediately arises whether this is not another aspect of the
conative function. Wonetheless, the matter is certainly worth
pursuing.

Another aspect of what Jakobson calls the phatic
function must also be kept in mind. When Malinowski used the
term "phatic", he did not have in mind anything conceptually
comparable to reference, expression and appeal. He spoke of a
particular kind of discourse. He did use the term "function"
in this connection but in the sense of utilization or instrumen-
tality ("the function of Speech in mere sociabilities") and
he called "phatic communion" the type of linguistic use he was

51

examining. Quirk speaks of phatic use of language, rather
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than function in Biihler's sense and illustrates it, among other
things, by a passage from a detective story concerning a
sentence at the dinner table "that made sense but had no mean-
ing".52 Liven one of Jakobson's examples is a whole phatic

53

conversation borrowed from Dorothy Psrker. A1l this concerns,
in Malinowski's words, "one of the bedrock aspects of man in
society", nsmely "the fundamental tendency which mskes the mere
presence of others a necessity for man";54 it hardly concerns
the organon model of the sign.

5. ESTHETIC FUNCIION

In 1934, the same year as Sprachtheorie was published,

Mukafovsky, who was familiar with Bilhler's orgsnon model, read
at the Internationasl Congress of Philosophy a paper which
extended the scope of semiotilics to the whole area of art snd
even, at least potentially, of esthetic phenomena in general.55
The most original feature of this contribution was in that it
conceived the work of art not only ss a set of signs - as some
other estheticisns had done before - but also, and chiefly, as

a single sign. By the same token, the gquestion of the specificity
of art in the whole realm of signs arose. Mukatovsky's bold
answer was that, unlike the communicative sign /Mitteilungszei-
chen/, the work of art wss both an autonomous sign relating to
the total context of social phenomena, or collective views,
rather than to a distinct delimited reality, and a comwmunicative
sign; thettwo aspects were inseparably united in a dialectical
antinomy, although the intensity of comuunicative elements

varied from art to art. The boldness of Mukafovsky's thesis
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is well illustrated by the fact that even a scholar so close to
the Prague Linguistic Circle as H.J.Pos mistook the dialectical

antinomy for a contradictio in adjecto and argued, in the

discussion at the Congress, that the sign belonged to the
practical sphere.56

In this first outline, Muksfovsky did not refer to
the organon model but when he developed snd revised his concep-
tion two years later, in a paper read at the International
Congress of Linguists,57 he identified the esthetic function
as the factor that makes the work of art an autonomous sign
and placed Bihler's model right in the center of the argument.
The estehtic function focuses attention on the sign itself and
so opposes the referential, expressive and conative functions
which are oriented towards entities exterior to the sign. These
functions, described by Mukarovsky as practical, sre not
suppressed but merely subordinated to the esthetic function in
the work of art. On the other hand, the esthetic function, whicu
has & dominant position in art, is potentially present in all
humasn activity. The esthetic function thus appeared "as a
ubiquitous dialectical negation of the three fundamental functio
snd, therefore, as a necessary complement of Biihler's schema";
in the same paper Mukarovsky slso referred to the esthetic
function ss "the fourth function".

Although he strongly rejected the theory that express-
ivity is the essence of art and gave Bililhler's model such a
crucial place in his own theory, Mukalfovsky did not elaborate

on the relationships of the esthetic function with the expressiv
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and the conative. On this subject, he did not go beyond stating
that sometimes the "practical" functions are prominent in a work
of art, for instance the referential in the novel and the
expressive 1in poetry; but Biihler, who did not account for the
esthetic function, had pointed that out himself.58 In other
words, Mukafovsky concentrated, perhaps unwittingly, on the
antinomy between the esthetic and the referential function; in
this respect he now pushed his conception considerably further.
Without giving up his previous view that in its quality of sign
the work of art related to the entire context of social phenomena
rather than to a particular reslity, he now stated that the
"weakening of the relation between the sign and the reality it
points to" /réslité visée/, which is due to the esthetic
function, "does not exclude, and even supports, the existence

of the relation between the work snd the universe" and added
that art influences in this way the perceiver's whole conception
of reality.

In his later writings, Mukatovsky developed his ideas
concerning the relationship between the semiotic functions in
art. le observed that the orientation towards the sign, as
brouiht about by the esthetic function, means a concentration
of attention upon the sign "in s8ll its variety, especially its
functional variety" and stated that in its esthetic orientation
the language of literature oscillates freely between the referen-
tial, the expressive and the conative function and that it can
at any time attach itself to and also detach itself from any

one of them, and combine them in various ways; thst is the
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epistemological consequence ol its emsncipation from a unilaters
bond with any particulsr one.59[§ere Mluka¥ovsky no longer
concentrates on tue antinomy of the esthetic function with the
referential; the sntinomy of the esthetic snd the comwunicative
aspect of the sign bears upon the entire relationship between
the esthetic function on the one hand and, on the other, the
referential, the expressive and the conative functions as well
as tTheir various configurations. Yet, without giving up this
much broader conception, Pukarovsky somewhat attenuated it in
another article, written some yecars later and again dealing
specifically with literature, in which he based his analysis

on the assumption that the referential function of the sign was
the most important of the three. He explained, indeed, that to
fulfil its semiotic function the work of art, like any other
sign, needs two subjects: the ewititer and the receiver. But in
other types of signs the most important is the relation between
the sign and the thing it slsnds for (referential relation),
wheress in the case of the work of art this relation is weakenec
it 1s therefore the relstion between the sign and the subject
that comes to the fore.60£ﬁaybe this assumption concerning the
primacy of the referential function was due to the fact that
though he meant to formulate a8 general semiotic principle,
Mukafovsky hsd in mind more particularly the verbal art. As
already mentioned, reference is generally the dominant semiotic
function of language but the same does not spply to all sign
systems., In scting, for instance, the expressive and the conatiu

functions are prominent. [Llaborate procedures are needed wheneve
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the expressivity of the stage figure and stage action are to

be diminished and the conative effect may go so far as to
induce the spectstors to participate actively in the perfor-
mance;6l at the same time, the real possibility to scale down
the expressive function in spite of the a priori expressivity
of the humen face, voice, delivery and bodily behavior confirms
Mukatovsky's thesis that the esthetic sign can at any time
attach itself to or detach itself from any ome of the three
semiotic functions.

In the same article, Mukafovsky defined the relationshi
between the conative and the expressive function in the work of
art in a way diametrically opposed to the theory of expressivity
and the concomitant theory of resonance (according to which the
state of mind the work of art provokes in the perceiver is a
resonance of the artist's state of mind as expressed by the
work). lMukaYovsky stated that the unity of the work of art,
which is one of its most essential characteristics, is in fact
the mental state which the work induces in the perceiver or,
more exactly, the act by which he appropriates the work (an act
that is not basically different from other kinds of apperception)
Yet, since the work of art is externsl to him, the perceiver
projects his own state of mind into the originator of the work.
The imsge of the artist that arises out of this process need
not correspond at all to the artist's real person.62

As regards the entire relation of the esthetic sign

to reslity, according to Mukafovsky's ultimate formulations the

esthetic function indutces a unifying attitude to reality. Reality
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is not the imimediate but the mediated object of the esthetic
function. Its immediate object is the esthetic sign which
reflects the whole reality, orgsnizing it into a unity in the
image of man's own unity; snd, without losing its autonomy, the
esthetic sign projects man's attitude realized in its internal
structure into all reslity as its genersl law. It manifests

its autonowmy precisely by always relating to "~ reality as a
whole, not to one of its particular segments; in as much as a
work of art points to a particular, it demonstrates on it all
the other particulars as well as their totality, that is,

63

reality. 'he esthetic function constantly renews man's aware-

ness of how manifold and varied reality is.64
'he contention that the esthetic function is dominant
in art cannot be defended on empiricsl grounds; it is contra-
dicted by such important art forms ss architecture, religious
art, polemical poetry, didactice art, etc. lMuksfovsk¥y himself
was aware of it and tried out various ways of overcoming the
contradiotiona65 His last formulation was that as am esthetic
sign the work of art receives its "content" from its extra-
esthetic functiong, which put it in direct contact with realities
extrenal to it, while the predominance of the esthetic function
merely prevents any of these extra-esthetic functions from
completely prevailing and dspting the organization of the work
to a single extéenal end; the esthetic function, in other words,
controls the others by organizing their mutual relations and
the tensions among them so as to bring out the multiplicity of

the functions concentrated on a single thing, the work of art.66
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In this formulation, the dominant position of the esthetic
function is reduced to little more than a way of speaking; as
such, it can be useful as a shorthand formuls.

Another question mark hangs over the comparability
of the esthetic function with the three functions analyzed by
Biihler. As already mentioned, Mukatovsky put all four on an
equal footing and sometimes called the esthetic "the fourth
function“.67 Yet he apparently had some doubts about the
adaguacy of this conception since in the same paper he also
distinguished reference, expression cnd appeal as '"the three
fundamental functions of language" /les trois fonctions fondamen-
tales de ls langue/ from the esthetic function as their
"ubiquitous dialectical negation" /négation dialectique omni-
présentg/jib | ;1[?he term "function" seems to have been
applied indiscriminately to phenomena of two different orders.
In the case of the referential, expressive and conative functions
it designates three aptitudes of the sign to relate to realities
external to it and three kinds of meanings the sign can have.
In the case of the esthetic function, it designates the sign's
relation to its end, that is, to the end for which it has been
produced or to which it is used (whether by the emitter or by
the receiver). To put it differently, with respect to reference,
expression and appeal, the term comes close to the biological
notion of function; it is nearly synonymous with such terms as
"ability" or "performance". With respect to the esthetic
function. it is used in the specific sense it has acquired in

linguistics and social science. The confusion arose out of the
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fact that more often than not social science uses "function"
both ways;68 still worse, as Mathiot and Garvin point out,

T

linguistics and social sé?nce seem to use the term indiscriminat
ly to designate the role, the purpose or domsins of use.69

In the case of the semiotic functions, an additional
moment increases the confusion. Besides being the sign's basic.
semiotic competences, reierence, expression and appeal may also
be, respectively, the main ends to which the sign is used: some
signs are chiefly referential, others expressive and still other
conative. The sign, then, assumes a function of reference, of
expression or of appesal in the same sense as it can assume the
esthetic function. Only in this connection would it be Jjustified
to characterize the reference, the expression or the appeal as
practical functions by opposition to the esthetic.

3t11ll another complication which can essily create
confusion must be taken into account. The sign's ability to
relate respectively to the designatum, the originator and the
perceiver is die to its distinct structural features (such as
the three grammaticel persons in language, to mention the most
trivial example). But th#use of the sign to an end which is
chiefly referential or expressive or conative need not necessari
rely on the corresponding structural features.

30 for example the first-person pronoun is a typical
vehicle of the expressive aptitude of language because, as
Benveniste points out, it refers neither to a concept nor to
an individual but to the individual act of speech and designates

the speasker, yet Husserl uses the first person in describing
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the relation of the subject to the object, slthough his writings
are rigorously referential. Sometimes he even combines it with
the use of:aemonstrative pronoun which strengthens the link to
the speech act by evoking the material situstion in which it
takes place. But under the impsct of the msrked referential end
of the entire text, the expressive meaning of these features is
so subdued that the first person can shift, without any disrup-
tion of the sense, from the singulsr to the expressively much

more neutrsl plural inside the ssme senbence: Intention ist nicht

Erwartung, es ist ihr nicht wesentlich, auf ein kiinftiges

Eintreten gerichtet zu sein. Wenn ich ein unvollstindiges Muster

sehe, z. B. das dieses ''eppichs, der durch Mtbelstiicke theilweise

verdeckt ist, so ist gleichsam das gesehene Stlick mit Intentionen

behaftet, die auf die lirg#nzung hinweisen (wir fiihlen sozusagen,

dass die Linien und Farbengestalten im "3inne" des Gesehenen

fortgehen); sber wir erwarten nichts (Logische Untersuchungen,

IT, 1901, p.512).
It is said thst, speaking of Thomas & Becket in front

of his courtiers Henry II exclaimed in anger Who will free me

from this turbulent priest?, whereupon four knights went away

and murdered the archbishop; the king was shattered when he
learned what they had done. This semiotic story shows how the
conative structure of a sentence uttered to an expressive end
can induce the addressee to mistake it for an appeal.

Bihler mentions that a cliefly conative discourse can
draw on the referential structures of language: "Der Weg liber

die Darstellung kann einem Appel dienen und es gibt selbst
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innerhalb der Darstellung Stellen, wo der IFlihrer den Gefiihrten
durch Kenntnis von Faktoren und Umstdnden hinter der Kulisse ode
ganz allgemain gesagt, eben durch eine iliberlegene Lenkungstechni
dashin bringen kann, wo er ihn hsben will. Nietzsche hat das so
ausgedrickt: Man braucht die Lilige nich mehr, wenn man von der
Wahrheit genug hat und kann man mit ihr die iMenschen fiihren und
verfihren, wohin man will."70 The same point was made by Ogden
and Richards: "In syuwbolic /referentisl/ spwech the essential
considerations are the correctness of the symbolization and the
truth of the references. In evocative speech the essential
consideration is the character of the attitude aroused. Symbolic
statements may indeed be used as a means of evoking attitudes,
but when this use is occurring it will be noticed that the truth
or falsity of the statements is of no consequence provided that
they are accepted by the hearer.“7l

A critical examination of the different concepts
lying behind the term "function" may also throw some more light
on the problem of the phatic function. The difference between
phatic elements inside a discourse which itself is not chiefly
phatic and the phsatic type of discourse - or "phatic communion”
- has something in comiion with the difference between Bihler's
and Mukafovsky's respective concepts of function. And the chiefl
phatic discourse has this in commnon with the chiefly referential
expressive or conative use of the sign that it need not necessa-
rily rely on specifically phatic elements of language (provide::
the phatic function is part of the language system, which of

course remains to be demonstrated): the sentence "that made sent
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but had no meaning" in the situation which Quirk quotes as an

example of the phatic use, "Have you had s busy dsy, dear?",

could by its intrinsic structure be Jjust as well conative

(eliciting information) or even expressive (displaying concern).
6. ART AS REFERENCE, LXPRESSION AND APPEAL

According to MuksPovsky the esthetic function transforn
everything within its reach into a sign, snd at the same time
it is a dia?@tical negation of the outward-oriented relations
of the sign to the denotatum, to the originstor and to the
perceiver in that it focuses attention on the sign itself, If
this 1s true and if Bilihler's thesis that reference, expression
and appeal are the basic semiotic performances of the sign is
also true, then three conclusions logically follow:

I'irst, in transforming something on which it rests
into a sign, the esthetic function must by the same token trans-
form it into reference, expression and appeal; to put it
differently, it must endow it with referentisl, expressive and
conative meanings.

Second, the dialectical negation of the outward-
oriented relations of the sign cannot consist merely in that
the esthetic sign may but need not really relate to a denotatum,
may but need not express something real pertaining to its
originator and may but need not bring about the response corres-
ponding to its intimations. As already pointed out, all this
is true of any sign, not only of the esthetic; it is due to the
fact that what the sign produces in its qualitles of reference,

expression and sppeal are meanings - referential, expressive
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and conative meanings. ''he dialectical negation must do somethin
more than that. If it is truly dialectical, then it not only
weakens or undermines the outward-oriented relations of the

sign but also strengthens its aptitudes to enter into such
relations; in other words, it must somehow strengthen the
referential, expressive and conative meanings of the sign.

Third, these two conclusions are not mutually exclusiv
and are indeed complementary, for they follow from the same
premisses.

In the present state of semiotics there is no question
of providing proof that the esthetic function actually does, or
does not, produce these effects. The two suggested conclusions
merely indicate directions for further exploration.

There is probably no better way of testing the first
conclusion than to study the problem of referential meaning in
music. This, however, is one of the most difficult among those
which semiotics has to face. At the same time, musicology is
an extremely specialized discipline; a considerable risk of
misinterpretation, or at least of misunderstanding, is therefor:
implied in any semiotician's attempt to interpret the musicolo-
gist's findings in s more general conceptual framework.

Music can have referential meaning. In spite of the
tradition of formalism on the one hand and of the theory of
expressivity on the other, which are very strong in their
discipline (and would perhaps be overwhelming were they not
mutually exclusive), musicologists keep coming up against this

simple fact and looking for ways of analyzing it. In my view,
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these quests could be more fruitful if what is probably the worst
methodological error in this field, nsmely attempts to translate
musical meaning into words, were altogether eliminated. Because
of the why it is produced and of its peculiar qualities, the
meaning of music cannot be translated into language without
gross distortions; langusge csn serve only to anslyze or, as
mentioned above, to provide a "metasemiotic" interpretation by
means of the name given to a musical work.

Referential meaning seems to arise in wusic out of
the context of the whole composition, that is, the order in
which successive components follow on, and lead up to, each
other. Strictly speaking, it is a succession of the elementary
units, the notes orgsnized both in simultaneous combinations and
in sequence according to the same scale. '[he successive tones
tend to cluster into more complex units, but as the context
unfolds such confipgurations may be undone Jjust as they have
arisen, and may also be reconstituted again, depending on what
comes next and what later; unlike language, the music system
comprises no principle of the obligatory combination of lower
units into higher ones (it has no morphemes, words, phrases,
sentences), and a seéquence that is a unit in one respect need
not be one in other respects. I'ollowing ilusserl's snalysis of
the temporal object,72 it could be said that the configurations

‘

that are undone by what follows them not only recede into the
past to remain present merely in the perceiver's consclousness:
they disintegrate as they elapse. The perceiver's consciousness

still retains them but in an ambivslent state as at once being



58

and not belng. Similarity (with its complement, contrast) betwee
what precedes and what follows is an important though not the
only factor in the constitution snd resurgence of higher units
in the flow ol a musical composition. And it is also chiefly
though not exclusively by way of similarity under its two forms
of resemblance and isomorphism (diagremmatic similarity) that
these units are connected with their referential meanings.75
Ruwet gives an illuminating example, a8 tonal musical fragment
made up ol two parts whgich begin in the same way but the first
ends with a deceptive cadence while the second ends with a
perfect one: this structure, nsmely a movement begun and suspend
ed, then resumed and brought to completion, is homologous with
an indefinite number of structures existing in reality and
belonging to the listener's experience.74 The way in which such
meanings enter into the much richer and more complex sense of
the musical work as a whole is another affair, but in its
referential aspect this integral sense of the work, too, is as
a rule homologous witin an indefinite number of realities and
experiences.

Three qualities seem to charscterize the referential
meaning of music. rirst, its generality, which has just been
mentioned: it pertains to an indefinite nuumber of empirical

. momelbvines
facts. To narrow it down to the particular, music , resorts to
special devices such as the title of the composition, sound
painting, the symbolism of numbers, conventional musical

quotation, etc. Becond, music refers primsrily to processes,

creates so to speak a leraclitean image of reality; that which
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moves or 1s in process is not referred to or only incidentally
(often by special devices) or indirectly, through its-metonymic
relation to the process itself. Third, the processes to which
music refers are qualitatively indeterminste, reduced to their
structure; the musicsl iragment described by Ruwet as "movement
begun and suspended, then resumed and brought to completion
may pertain to the structure of a natural process, of snimsl
movement, of humsn work, of intellectual effort, of an emotion,
and so on.

The fact that music produces referential meaning is
very remarkable because of the unique nature of music among the
semiotic systems, which particularly strikes the linguists.
Whorf put it this way: "Music is a quasilanguage based entirely
on patternment, without having developed 1exation."75 In Benve-
niste's formulation, music has no units "directly comparable
to the 'signs' of language".76

It would be tempting to say that music owes its
aptitude to produce referential meaning to the esthetic function,
which of course attaches itself to the musical work, not to
the system of music. But that would be premature until other
possible explanations have been fully examined. Logically enough,
the other possible explsnations rall into the field of the second
of the conclusions sug;ested at the beginning of this chapter,
namely that the esthetic function slso strengthens the sign's
referential, expressive and conative meanings.

In any attempt to explsain how referential meaning can

arise in music, the relations between the referential and the
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conative meaningsFeem to be especially important. Yet to my
(aduittedly very limited) knowledge they have not been adequatel
studied so far, partly because musicologists frequently confuse
the conative with the expressive meanings and sometimes the
referential with the expressive.

llusic has a strong conative potential ranging from
such rather obvious things as elicitation of a great variety
of motor resctions or provocation of srousal, tension and
alfective responses to much subtler meanings which are more
difficult to describe. Paul Valéry makes Socrates reflect on

one of them in the dialogue Bupsalinos ou l'architecte. He

declares that human beings undergo music as they undergo the
space creabed by architecture; they are totally encompassed by
it. "We then are, we move, we live in the work of man!" /!'Nous
somies, nous nous mouvons, nous vivons alors dans 1l'oeuvre de
l'homme!"/ And he touches upon various referential implications
of this conative meaning of music. What appears to be the most
important smong them is described in the following question:
"Did it not seem to you that an intelligible and changing space
was substituted for the original space; or,rather, that time
itself surrounded you from all parts?" /"Ne te semblait-il pas
que l'espace primitif était substituté psr un espace intelligibl
et changeant; ou plutét, que le temps lui-méme t'entourait de
toutes parts?l/77[@he referential reflex of this conative meanir
can be due only to the esthetic function of music. A man in a
busy street or in a printing shop also "is, moves, lives in the

work of man'" in the sense that he is totally encompassed by man-
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made noise. And if the traffic in the street is heavy, or the
printing shop big, the noise hss a perceptible pattern. Yet ny
paraphrase of Valéry's beautiful formula is ridiculous, Jjust
because the esthetic function is not involved in this man's
experience. For the same reason, he does not have the sensation
that "an intelligible and changing space...etc."[gnother one of
the subtle c¢onative meanings of music consists in that the
clustering of tones into more complex units, and their possible
disintegration and resurgence, stimulates the listener's
anticipation, at every point of the context, of what is forth-
coming. This constant anticipation, too, has referential impli-
cations in so far as referential meaning arises in music out of
this process of constitution, disintegration snd resurgence of
higher units.

Conative mesning can also reflect on the referential
in architecture. In Book I, ch.2, pera.5, Vitruvius declares
that there is propriety "...in the case of hypsethral edifices,
open to the sky, in honor of Jupiter Lightning, the Heaven, the
sun, or the Moon: for these are gods whose semblances and mani-
festations we behold before our eyes in the sky when it is
cloudless and bright. The temples of Minerva, pMars, and Hercules,
will be Doric, since the virile strength of these gods makes
daintiness entirely insppropriate to their houses. In temples
to Venus, Flora, Froserpine, Spring-Water, and the Nymphs, the
Corinthian order will be found to have peculiar significance,
because these are delicste divinities snd so 1its rather slender

outline, its flowers, leaves, and ornamental volutes will lend
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propriety where it is due. ''he construction of temples of the
Ionic order to Juno, Diana, Iather Bacchus, and the other gods
of that kind, will be in keeping with the middle position which
they hold; for the building of such will be an appropriate
combination of the severity of the Doric and the delicacy of

the Corinthian."78[§itruvius himself uses these examples to
illustrate his concept of propriety that arises "from prescrip-
tion" as distinct frow propriety arising "from usage" or "from
nature" and Gombrich hss made the crucial point that the meaning;:
he attributes respectively to the Doric, the Corinthian and the
Ionic style can arise only because the perceiver's response and
his interpretation of what (or whom) the temple refers to are
limited in number by the expectations of possibilities and
probabilities based on a "matrix" or "scale that has intelligil
dimensions of 'more' or 'less'" - the rigid orders of ancient
architecture.'79 This is no doubt the sense of Vitruvius' term
"by prescription". what umatters here is that conative meanings
are involved: the absence of the roof hints to the beholder that
his view of the sky is unobstructed, the relative lack of
adornment in the Doric style and its relative sturdiness provoke
the rejection of "dsintiness", etc. And these conative meanings
have referential implicstions: the virile strength of certain
gods, the delicacy of others, the middle position of the charac-
teristics of still others; the supremacy of Jupiter Lightning

is referred to by means of conti,;uity with the sky, the sun and
the moon. isince in ancient srchitecture the esthetic function wa.

linked to the norm of the orders, Gombrich's interpretation show:
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in fact that the conative mesnings owed their extrasordinary
referential implications to the esthetic function.

I'he case ol archilecture is, however, different from
that of music in that, as a rule, the bulilding hss a meaning
irrespective of the‘esthetic function; it signifies its practical
functions. Therefore, the referentisl mesnings deriving from the
conative in Vitruvius' examples do not go so far as indicating
that the buildings concerned are temples; they merely specify
the characlteristics of the gods to whom the teumples are respecti-
vely dedicated.

The constive weaning can also imply, or reflect.on,
referentisl meanings in themstic arts which derive from retferen-
tial types of signs,and the referentisl meanings cen at the same
time reflect on the constive. In Cézanne's Poplars (1880-1882,
Louvre), for example, the rilatively dark mass of short color
strokes of more or less similsr color, shspe, size and slant,
which covers mu h of the upper three uarters of the picture,
refers Lo tree lesves. l'he referntial weaning displays an
opposition between the compact mass and its innumerable particles
because the trees themselves, though obviously numerous, are
not clearly distinguishable as single units snd the whole mass
is broken down not into separste leaves but into single brush
strokes ond fairly distinct but themsticslly unmotivated series
of brush strokes. 1liis reterential meaning leads up to a
conative one: the beholder's tazsk to get a reasonably coherent
sense out of the picture requires long scanning in the course

of which various referential meanings arise as the eye wanders
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through the mass of strokes in various directions, discovers
certain elements of its articulation into single trees and at
the same time certsin elements of other articulatory principles,
and so on. And this restless movement of the eye reflects back
on the referential meaning. Though no movement is actually
represented on the themsatic plane, the opposition between the
compact mass and its innumerable particles also appears as an
opposition between stability snd instability, of rest and move-
ment, of statics and dynsmics. This procedure is the more
remarkable since it cannot be explained by the limitations of
the referential potential of the sign systems involved. Pictures
can produce such referential meanings without the detour through
conative meaning. ''ne complicated construction of the picture's
sense which Cézanne chose is linked to the esthetic function.
The ability of one type of meaning to reflect on
another type of meaning of the same sign is by no means limited
to the relationships between appeal and reference. Any one of
the three types of meaning can reflect in this way on the other
two and in its turn reflect their implications. Rabelais' list
of oaths, mentioned above, shows how a series of expressive
meanings makes up a referntial meaning and how this referential
meaning brings out one of the many expressive meanings an oath
csn have. In HOlderlin's untitled fragment which begins with the

stanza Wenn aus der Ferne, da wir geschieden sind, / Ich dir noc

kennbar bin, die Vergangenheit / O du 'l'eilhaber meiner Leiden! ,

Iiniges Gute bezeichnen dir kann, (Sdmtliche Werke, ed. Franz

Beissner, vol.IlL/1l, pp.262-26%) and in which the speaker is a



45

loving woman and the beloved man from which she is separated is
the addressee, the expressive, constive and referential meanings
are so intertwined snd reflect so intensely upon each other thst
the reader cannot possibly distinguish between them; I have
tested the fact that tlLis semantic structure does not depend on
the reader's knowledge of the poet's biography.

There sre, nonetheless, some reasons to pay attention
in this respect to the conative mesnings in particulsr, for the
conative performance of art seems to be connected with the
esthetic funcltion more intimastely that the other two are. Accor-
ding to Kris, the actual conative effect of the work of srt, in
other words the response to its conative meanings, develops in
successive stages depending on how long the work is viewed, and
seems to be qualitatively different at every stsge - provided the
length of the viewing is estheticslly motivated.BO Combining a
solid art historian's erudition with 2 long experience in active
psychoanalysis, Kris was extremely highly qualified for this
sort ol observation. His findings should be checked by experimen-
tal methods; and since he derived them mainly from painting and
sculpture, they shoulcd slso be examined with respect to other
arts. None of this can of course rehabilitate the esthetic
theories that try to explain the esthetic function in terms of
psychological effect. The esthetic function stems from the
perceiver and is directed at the sign; it is the other way round
with the psychological effect. ,condly, the esthetic function

is essentially s social fact merely subject to individusl

variations; the psychological effect is individual by its very
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nature and has only the validity of a sympton.

The ability of each of the three types of meaning to
imply, and reflect on, the other two is not limited to esthetic
signs. How far its remarkable intensity and scope in art is due
to the esthetic function is a question which must remain open.
I't will have to be subjected to analytical and comparative
studies of the different arts, and of phenomena outside the real:
of art as well. 'he study of the organon model and its implica-
tions is as important today as it was hslf a century ago. That
only confirms what many scholars felt at the time - that Biihler'
three-function model is one of the milestones in the history

of modern semiotics.
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