
VISIBLE LANGUAGE 
The Journal for Research on the Visual Media of Language Expression 
Volume IX, N umber 2, Spring !975 ISSN 0022-2224 

101- 122 Verbal Shape in the Poetry ofVillo n and Marot 
Tom Conley 

123- 132 The I nscription on the Whetstone from Str¢m 
Elmer H. Antonsen 

133- 144 Letters with Alternative Basic Shapes 
Earl M. Herrick 

145-158 Handwri ting Education-A Bibliography 
of Contempora ry Publications 
Ching Y. Suen 

159-1 72 Maurice Roche : Crane, Carne 
Thomas D. O'Donnell 

173-185 The Development of Passenger/Pedestrian Oriented Symbols 
for Use in Transporta tion-Related Facilities 
The American lnsti tute of Graphic Arts 

186- 188 Correspondence 

189- 191 Abstracts of J ournal Articles in French and German 

192 The Authors 

Cover : Vve cannot imagine a better statemen t on the role of visible 
language tha n Israel Shenker 's photograph of Professor Alexander 
Gerschenkron in his office at Harvard U niversity . Additional comment 
on inside back cover. 

Visible Language, Volume I X , Number 2, Spring 1975. Published 
quarterly (Winter, Spring, Summer, and Autumn) by The MIT Press, 
Cambridge, MA 02142. Copyright 1975 by Visible Language. 
Application to mail at second-class postage rates is pending 
a t Boston, Mass., and additional mailing offices. 



Merald E. Wrolstad, Ph.D. , Editor and Publisher 
cf o The Cleveland Museum of Art, Cleveland , Ohio, USA 44106. 

ADVISORY BOARD 

Colin Banks, Banks a nd Miles, London 
Dr. Roland Barthes, Ecole Pratique des Hautes Etudes, Paris 
Fernand Baudin, Bonlez par Grez-Doiceau, Belgium 
Pieter Brattinga , Form M edia tion International, Amsterdam 
Rev. Edward M. Catich, Saint Ambrose College 
Dr. Murray Eden, MIT 
Dr. I.J. Gelb, Oriental Institute, University ofChicago 
Ephraim Gleichenhaus, ICTA Representative, New York 
Dr. Kenneth S. Goodman, Wayne State University 
Dr. Randall P . Harrison, Michigan Sta te U niversity 
Ernest Hoch, ICOGRA DA R epresentative, Reading University 
Harry Kamien, Washington, D. C. 
Albert Kapr, Hochschule fiir Grafik und Buchkunst, Leipzig 
Alexander Lawson, Rochester Insti tute for T echnology 
C. L. Lehman, Tigard School District, Oregon 
Aaron Marcus, Princeton University 
R. Hunter Middleton , Chicago 
Dr. G. W. Ovink, T etterode-Nederland, Amsterdam 
Dr. P. David Pearson, University of Minnesota 
Charles Peignot, Paris 
Dr. Marvin A. Powell, Jr. , Northern Illinois University 
Philippe Schuwer, Librairie Hachette, Paris 
Mary Ellen Solt, Indiana University 
Jack W. Stauffacher, The Greenwood Press, San Fra ncisco 
William C. Stokoe, Jr., Gallaudet College, Washington, D. C . 
Dr. Miles A. Tinker, Emeritus Professor, University of Minnesota 
Dr. George L. Trager, Taos, New Mexico 
Dr. Richard Venezky, University of Wisconsin 
Dr. Stanley F , Wanat, State University at Stony Brook, New York 
Dr. W. C. Wa tt, University of California, I rvine 
Dr. Dirk Wendt, Psychologisches Institut, Hamburg 
Michael Wood, Aberdeen, Scotland 
Dr. Bror Zachrisson, Grafiska lnstitutet, Stockholm 
Hermann Zapf, Damstadt, Germany 



General Information 

V ISIBLE LANGUAGE: The ]ournalfor Research on the Visual Alrdin q/ Languagr 
Expression is a quarterly publication ofThe M IT Press. The general aims and 
interest areas of the j ournal are outlined on the inside front cover. The first l()ur 
volumes- 1967 through 1970- were published under the title, The ]oumal of 
Typographic Research. 

Addresses for Communication with the Journal 
Editorial correspondence should be add ressed to the Editor, Visible Language. 
cfo Cleveland Museum of Art, Cleveland , O hio USA 44106. T elephone: 
216/42 1-7340. 

Business correspondence about subscriptions, advertising, and related matters 
should be addressed to Visible Language, T he M IT Press j ournals Department. 
28 Carleton Street, Cambridge, Mass. USA 02142. T elephone: 617 /253-2889. 
Foreign subscribers may write to Betty Barker, T he MIT Press, 126 Bucki ngham 
Palace Road, London SWI W9SD, England. 

Subscription Rates for the Current Volume 
Quarterly per year for individuals S14.50 

Quarterly per year for insti tutions Sl8.50 

Foreign subscribers should add $1.00 postage. 

£6.00 

£7.70 

All subscri ptions will be entered on a calendar-year basis beginning with the 
Winter issue. In other words, subscriptions received at any ti me du ring the 
year will receive all four J ournal numbers for tha t year. o half~ycar sub-
scriptions are available. No paymen ts for fu tu re volumes will be accepted. 
All orders must be prepaid. 

Back copies. A limited quantity of all back numbers of Visible Language arc 
available a t $3.00 (£1.25) to individuals and 84.50 (£1.75) to institutions. 
Copies should be ordered directly from The MIT Press a t the address listed 
above. A folder listing the contents of all past J ourna l issues is avai lable 
on req uest. 

Reprints of Specific Articles. Readers interested in securing copies of any of the 
a rticles published in the journal should send for the appropria te number of the 
j ournal, see above. Individual repri nts are not available. 

99 General lriformation 



General lriformation 
Claims. To be honored free of charge, claims for missing issues must be made 
immediately upon receipt of the next published issue. 

Manuscripts 
All manuscripts and inquiries about research articles and o ther contributions 
to the Journal should be addressed to the Edito r. An Author's Guide for the 
organization, preparation, and submission of manuscripts is also available 
and includes special instructions for designers in preparing research reports. 
Authors are strongly advised to follow the general editorial style-headings, 
references, tables, captions-as shown in this and past copies of the Journal. 

All copy must be double-spaced, including all references and long quotations 
in the text . All manuscripts should be submitted in triplicate, one of which should 
be an original typed copy. Authors are cautioned to re tain a copy of their 
manuscript to guard against loss in the mail. 

Abstracts. Manuscripts should be accompanied by an abstract of l 00-200 words, 
typed on a separate sheet of paper. An abstract of a research paper should contain 
statements of (a) the problem, (b) the methods, (c) the results, and (d) con-
clusions. Results are most important, and every abstract should contain at least 
the trend of results. An abstract of a discussion article should state the topics 
covered and the central thesis of the article. Only complete sentences should be 
used in abstracts. 

Letters to the Editor 
The editors welcome comments on articles, reviews, and letters that have 
appeared in the Journal. Communications should be addressed to the Editor. 
T he Editor will also relay to the author your questions or comments on any 
article. Your response-and the author's comment in repl y will not be pub-
lished without your permission a nd your approval of any editing. 

Advertising 
Advertising Type-pa,~e Overall 
Rates Si;:.e Page Si;:.t 

Full page $ 100 £40.00 26 x 41 picas 6 x 9 inches 

Half page $60 £24.00 26 x 20 picas 6 x 4~ inches 

For inside covers, add 25% . Minimum space is a half page. 
Bleed pages and color accepted; write for additional information. 
Printed letterpress. Cost of engravings charged to advertiser at cost. 
Agency commission 15% . No cash discount. 
Advertising content subject to approval of publisher. 
Advertising copy and engravings should be received two months prior to 
quarterly publication on l February, I May, l August , and l Nm-cmber. 

Advertisers should contact Blair Bergstrom at The M IT Press address 
given above. T elephone : 617 /253-2889. 

100 Visible Language IX 2 Spring 1975 



Verbal Shape in the Poetry of Villon and Marot 

Tom Conley 

Generall y speaking, lyri cs written in the earl y years of the printing press cannot 
be read in editions other tha n their own. A visual aesthetic informing the poeti c 
texture of Fran~ois Vi lion and Clement ma rot is essentia l to an understanding 
of their work: Le Grant T estament of 1489 in gothic font and the ph ysical sha pe 
of the epitaphes and rondeaux of the Adolescence clhnentine use in a differential ma nner 
the absence of volume on the page's two-dimensional surface to elaborate a 
human drama of three dimensions. Thus their dia logue between voice a nd space 
or discourse and figure is always an open one, showing in its punctuation the 
a reas of media tion and desire tha t generate g reat lyric poe try. 

It is an ironic herita ge that forces the late twentie th-century reader 
to discover the most lyri cal range of word and figure in the earl iest 
years of the printing press. Poets a nd editors who sha ped th e 
incuna bulum 's page were no doubt a t a crossroads between a u ral 
and visual traditions that later- a fter the success or the p ri n ted 
book and the impac t of the R eformation- wo uld , apa rt from a 
few anoma lies. d isappea r unti l the nine teenth cen tury. Th us th e 
d emise of visual poe try is particularl y stri ki ng in france where the 
la ter Middle Ages, a fter their supposed entombment d uring the 
Age of R eason a nd Enligh tenment, a rc resurrected in the plastic 
verse of Hugo, Baudela ire , a nd Malla rm c.1 Two gifted poets, 
fran c;ois V illon and C lement M a rot, a re such pa rticipan ts of this 
heri tage that their lyrics cannot be d isengaged from either the 
visual shape printe rs gave to their words or the sha pe of the fi xed 
poetic forms wh ich contain them. Their poetry is a n economy or 
visua l and verbal writing in which the interac tion of typef~tCC and 
voice, each of reciprocal measure, draws the spa ti a l perimeters 
arou nd d ra ma of Ch ristian and monetary salva tion. Concomi-
tantly, th e shift from gothic to roman font in the thirty-four yea rs 
separa ting the first printed editions ofVillon's Le Grant Testament 
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et codicille (Paris : Pierre Levet, 1489) and Marot's Adolescence 
clementine (Paris : Galiot du Pre, 1533) indicates the beginning of a 
tremend ous shift in principles of reading and writing, and whose 
impact wou ld not be fu lly comprehended until the end of the 
French Renaissance. 

Prior to analysis of Villon's and Marot's lyrics, two points 
requ ire elucidation. The first concerns the early printed book's 
inf1uence upon the visual nature of reading until as late as 1595. 
Early French converts to Gutenberg like J ean du Pre, Johann 
H eynlin, Pierre Levet, and Jean Trepperel had to make their 
books resemble wherever possible a finely cut and delicately 
designed book of hours, and to give a new commodity an old sense 
of value. Very ironically, the first texts in France were set in a 
rounded , roman type that apparently did not have the visual 
appeal of a manuscript in gothic script. Thus the seemingly 
primitive lettre batarde replaced the classical font and became a 
popular visual form until a t least 1530. " It developed into a 
beau tiful letter, principall y, if not always, used for printing of 
French . It was in type of this family that what is believed to be the 
first book in French prin ted in Pa ris, viz., Chronicques de France, 
was produced by Pasq uier Bonhomme about 1486."2 We know 
that wi [h Geoffroy Tory's Champ .fleury of 1529, almost synchronic 
with Marot's early lyrics, the regressive R enaissance of the printed 
letter is finally correc ted. Tory's book- an a becedarium, a 
manual for the drawing of roman characters and a treatise on 
every letter as a mirror of the world's physical body-was pa ra-
doxically to erase and to preserve the visual aspects of the gothic 
page in li terary texts of the late fifteenth and early 
sixteenth centuries. 

Like his predecessors, Tory literally saw and felt the printed 
surface as he d eciphered it, and even embodies in his theory and 
practice what would have an almost terminal expression in 
Montaigne's Essays, themselves a logical poetics of visual and 
verbal isomorphism tha t had been the habit of writing in the past 
century. "Plutarch," Montaigne said coyly, "says that he saw the 
Latin language through things: here, the same: meaning en-
lightens and produces words; no longer wind , but flesh and 
bone. " 3 In fact, the essayist's remarks on the visceral quality of 
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any worthwhile style only echoes wha t had been exploited by the 
early printers who had to rival the illumina ted manuscript : shape 
and sense, tex t and illustration, interlace and phrase had to 
function harmoniously and economically if the printed book 
were to sell copy. 

The second point raises a ques tion requiring much longe r study . 
The lettre batm·de, so popular among the first Parisian printers, 
often has a function identical with the poems it conveys (see Fig. 
I ). Field and background are so indistinguishable, intervals so 
reduced and spelling so varied that, a t least with Villon, words 
run over a nd into one another . No single reading can ever be 
established: words disperse and then agglomerate into groups of 
meaning according to the reader's sense of aural and visual dis-
tinction. Since each generation can punctuate a text following its 
own patterns of perception, it comes as no surprise tha t Marot, 
writing in the age of roman type, would feel bewildered in front 
of Villon 's gothic characters. Possibly for this reason Pierre 
Guiraud felt it necessary in his study ofVillon's slang to reproduce 
the Jargon et Jobelin in the original printed text. Words and sounds 
elide and accumula te so profusely tha t each ballad becomes a 
global anagram dedicated to one of six criminal professions.4 The 
critic uses this principle of sign and field to extrapolate three 
superimposed codes hidden within the jargon. The first is com-
posed of tricksters' slang derived from common parlance and leads 
to a sub-code of card players' tricks and trumps ; below these is 
hidden a practical manual of pederasty for use of prisoners before 
their conviction and execution . In the same spirit David Kuhn 
reproduced portions of the Grant T estament et petit from the 
Longnon-Foulet edition in italics and without punctuation, thus 
bringing his reader as close as possible to the text of 1489. " A 
prosaic punctua tion ," he remarked , " tends fatall y to reduce the 
syntactic fluidity of the text upon which an author of the period 
counted for his most beautiful effects. " 5 It is generally supposed 
that Villon was dead before the printing press arrived in France, 
but his legends and lines were conserved in manuscripts before 
reappearing in the similar style of the lettre batarde in 1489. When 
Marot, son of the well-known Grand Rhetoriqueur Jean Marot and 
member of the Basochian society, Les Enfants sans soucy, published 

I 03 Conley : Verbal Shape in the Poetry of Villon and M arot 



ll.e tonSeau que (rift 
fefiit »iffoJJ quant 
iffutiu¢e 

fle (uie francoie Bont ce me poife 
J}eBt parie emp1(6 pontotfe 
t!Oui ~un~ c:o1Sc 5une toife 
,&,4ut4 mol} wf que moa, rut poife 

Figure I A. V iii on refusing the gallows a nd leaving his rondeau and epitaphe in the 
first printed edition : Pierre Levet's Le Grant testament villon/el le petit. Son codicille. 
Le iargon elles halades (Paris, 1489). 



• • • • 

1Cpitapffc Su8it 15iffo, 
jrere'3vumatn~ qm ctp!cs no9 ijinee 
)l1apc,;CescaH:ua:scorttce rw9 mourcte 
t:cu (c pitie8cno9 pouurc; auc; 
'bleu tt) aura pfu~o(f: tie Uous met:cie 
li>ous trou~ botcs cp atacvcs nnq fi~ 
i;ludt ~efa cparq ttop auosuout1ie 
.teffe(t pieca l>cuoutee tt pourde 
et no9 fcs os 8cuenos ct6zesrt poufSze 
lDe tlO~tt mnf ptt( omte tae (tt) tie 
~~is ptica.8ieu que toue nousiiucit 
fea~6fouf6Je !Jili. 



LE QUATRAI N 
QUE FIT VILLO~ QUA~ID IL FUT JUGE A MOIJR I H 

J E suis F ranc;oys, dont ce me poise, 
Nc de Paris em pres Pontoise,. 

Et d 'une corde d'une toise, 
Saura mon col que mon cul poise. 

L'EP I TAPHE 
EN FORME DE UALLADE QUE FIT VILI.ON 

POUR LUI ET SES COM PAGNO~S 

S 1 ATTf~~DANT A ItTRE PENDU AVF.C EUX 

FIU!:RES humains qui apn!s nous Yivez, 
N'ayez Ies cceurs centre nous endurcis1 

Car, si pitie de nous pauvres avez, 
Dieu en aura plus tot de vous mercis. 
Vous nous voyez ci attaches cinq, six : 
Quand de la chair, que trop avons nourrie, 
E lle est piec;a devorc~e et pourrie, 
Et nous, les os, devenons cendre et poudre. 
De notre mal personne ne s'en rie, , 
Mais priez Dieu que tous nous veuille absoudre ! 

Figure I B. The modern counterpart following Galiot du Pre's edition of 1533, 
the first using roma n typeface. 

in 1533 what was considered the first cri tical edi tion of Villon's 
works (Paris: Galiot du Pre), he both preserved and destroyed the 
legacy of his master; the rom an type and freq uent punc tuati on 
mold ed th e text into the form it assumes in most mod ern editions. 
But in his own early lyrics- his adolescence- Marot iron ically 
elaborated forms resembling those in Vil lon's poetry. His process 
of destruction on one level and his continuation on another- in 
his usc of the epitaphe, rondeau, and ep!tre- wi11 be the major 
problem of our comparative stud y. 
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Below a woodcu t of a personnage whom we recognize as Villon, 
and to the left of a fra med illustra tion of three bodies ha nging 
from a gallows in Pierre Levet's illustrated fi rst ed ition of the 
T estament (Fig. 1), is a q uatrain entitled Le rondeau quefeist /edict 
Villon quant iljut iugie, perha ps th e most succinct example of 
a text to be seen : 

I am Frances and this hangs heavy 
Born in Paris not fa r from Levet 
Now from a rope of about a levy 
My neck' ]] know my ass is heavy6 

Built concentrically so as to dep art from a wide geographical area 
of F rance connoted by the name Francois, the poem moves to a 
Paris ironicall y near its own suburb on Ponthoise, then to the rope 
around the voice's neck in the las t line. The litera l weight in the 
di tty is ba la nced by the verbs a t both ends tha t hold the nouns 
within, a mod e of expression tha t leads to intimation of death in 
the length of the rope measured between the fourth line's first, 
future verb saura a nd its last, present verb poise, a word pulling the 
rope a round the poet's throat a nd tending to elongate the distance 
between the neck a nd bu ttocks. 

Circles of constric tion operate complexly in a synthesis of 
gra phics, rhetoric, a nd music in the fa mous Ballade de La Grosse 
M argot whose title proba bly refers to a n ensign above a Pa risian 
tavern . One of the more salacious poems of the later Middle Ages, 
its three sta nzas of ten lines and its envoy of seven lines, each with 
refrain of en ce bordeau ou tenons nostre estat (" In this haven/bordello/ 
port where we keep our sta tefcourtforder" ), obeys the rules of 
narra tion a nd m etrics to the let ter . Furthermore, the juxtaposition 
of vertica l a nd horizonta l readings draws a theatrical space fo r 
the Christia n dra ma of redemption. 7 The first stanza d escribes, in 
his own words, the narra tor /pimp 's public duties; the second, 
more intima te, tells of his conjugal strife; and the third expla ins 
how, in a topsy-turvy world, healthy fla tulence brings order a nd 
love back to their lives . The envoy, like the ring of the refra in , 
answers the rhetorical qu estion asked in the first two lines: 

I r I love and sq ueeze the belle wi th joy 
Must you think me a villain or fool ? 
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By progression from left to right, top to bottom, and exterior to 
interior volumes- first th e bordello, th en the bedroom , the 
maurcss, a nd fin a ll y the entwined bodies-the opening question 
has a hypothetical answer in the envoy. From a generalized ethical 
problem esta bli sh ed in the opening lines, the ballad becomes a 
spati al drama with progressively smaller fields of action con-
stric ting the protagonist's ph ysical and mora l perspective. Though 
its fixed form would apparentl y represent a herm etic system with 
its own logic, internal development, and resolution, an open-
end ed spatial play overdetermines the poem, producing to ta l 
equivocation through the crisscrossing of spa ti al a nd rh etorical 
systems. The voyage from ou tside to inside rese mbles the move-
ment of dolls in a medieval theatre of boistrous cru elty; most of 
the rh ymes arc richly masculine, a nd every tonic syllable ends 
abruptl y on a plosive l. Like the choppy h set in cou nterpoin t to 
the musicalr of the ballad from Fran<;:ois to his ungrateful M a rthe 
(v. 942-969), the l could be construed to stop each line on a 
prosai c or dissonant visua l note and to punctuate the fi xed form 's 
Oowing melody. But here as elsewhere in th e poem, the palpable 
surface of the printed charac ters in gotlzique b!ztard- w he rc word 
and image are conjoined- tends to open the closed system. Words 
pushed toge ther must be read according to shifting patterns of 
field a nd background , fo rcing the eye a nd ear to scan the text 
qui te differently from one reading to th e next, a process often 
genera ting contradic tory or equivocal interpretations from a 
kernal form of several com pressed words. On a printed page of 
1489 the l would be the most visible letter except for the obvious 
acrostic in the envoy of the collective name Villon (e), the French 
( Franfoys) villain of the city (ville) . Such vertical codings must 
have been evident to readers of illumina ted manuscripts, since an 
opposition of left and right sides is seen with the proper name on 
one side while the t represents the other perimeter. The poet's 
voice is therefore progressively removed from the poem's system as 
it unfolds- scratched , as it were- as no more than a sign a ture in 
juxtaposition to the poetic surface from which it is 
paradoxically excluded . 

A grid forming the poem's cardinal points could be drawn 
according to poles of question and answer, statement and counter-
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statemen t, or proposi tion a nd rebu t ta l tha t the rhetorica I trad ition 
had embodied throughout the lVliddlc Ages. \ Vith \ ' ilion it is 
a lways c ha rted or ma pped on the poe m' s sur face in the most 
e ffective pi eces : the poem M a rot e n titl ed th e BaLiadr drs dames du 
lemps jadis, the d eba te between V illon 's body and heart , o r even 
the ba llad though t to be d edica ted to the poet 's mother , the Prierl' 
fJour nostre dame. The rec urrent struc ture is underscored in the 
Ballade dl' La Grossi' ,\/(llgot by the re-appeara nce of th e \"Crb (I_J11111'r 

(v. I ) whi ch moves fro m first-person sing ula r to its collect i, ·e 
pl ura l (v. 35) in the e nvoy. Li kew ise, the nominati,·e vii assoc iated 
with sot returns in the first three lines of the acrost ic. And th e 
in finit ive Ienir surfaces in th e same first-person plura l in each 
re frain , but only in the ballad 's fin a l three lin es d oes th e spatia l 
cod ing of words assa ult the reade r with reYclation of global 
tu rpitud e and filth: 

ll .ind. hai l. freeze. 1\·e got my toast 
I am fi lth : fi lth I boas t 
Lo what 's better: each blackens most 
Let one be anoth er: it 's cat and mouse 
0 Lewd we love : lewclc soots us 
.!Vow we flee honor, honor Aees us 
Ere our hea,·en be home and house 11 

Very clearly the poe m is to be read th rough a series of musical and 
spatial oppositions w hich the envoy's d ecasylla bics synt hesize so 
c rispl y. Eac h line is b roken in to equal pairs of a ffecti ve and 
a ll ite ra t ive uni ts a nd ca n be visua lized as walls or cl o is ters de line-
a ting outside and insid e, cold and wa rm (vente, gresle, ge/le, and 
pain cuit) , masculine a nd fe minine or passive and ac tive (pai/Lard 
a nd paillarde), ques tion a nd answer ( Lequel vau/ mieux ... ) ; 
excrement as subject a nd complemen t (ordure amons . . . ) ; a nd 
fin a lly, as the binary contrast of honor and action a kin to the 
repl usion of like poles of a magn et in Nous dejjuyons onneur : il nous 
ddfuit. Spa tial a nd rh ythmic pairings establish the poem 's 
equivocal mora l geograph y. The reader ca n only naviga te a 
fo rever medi a ted , zigzag cou rse tha t is paradoxically no more tha n 
that of (however tautological) what it is : reading from left to rig ht 
and top to bottom. 
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jniffo" . 
,C>e iapmeet(crs(a 6cffe8e 6oJJpait 
~etJ 8cnes \Jous tenir a »tf ne (ot 
Jf;ffe a Ct) fop 8es 6icns a (o, f ou~ait 
}Dour cfft (cinge fe 6foucfcr et'paffot 
~uatttZitttnctttgens ie coutsct~ap 
pe 'i>ng pot 
ilu Bi me(ni7(iis 8emcttttgriit6mit 
ic f~u~ tenB; eaue ptli froma(!t (t fruit 
,g,lf;toutf6{eJJ:icfenrs8i~q 6ie, flat 
l~etonrtte~ cp quilt i)o9feres ''' tuit 
Je•1 ce 6our5ccm eu tenos nopre e~at 

-u;a ga:offe margot 
~a is a6onc if pa grant 8e~ait 
)i!lucit fils atglt feBa couc6et matgot 
jDeoittttCapuismo cuermo1t fa~cdt 
~a to6e ptent;c~apero, et fur cot 
;§>i fup inte quif tten8za pour fr(cot 
.JL)cnfcs coufles:fi fe p1t~ttt fatttcctifi 
JI:neetiutcpatfa mottiefuctift 
Quenofera:fotsilpongneBngcfcCat 
lDtffus fo nc; rup c, fats Bng efctipt e, ce 60l8eau ou tenons noftre tflat 

Figure 2. V illon and Margot c rowni ng their ballad in LC'\"C't's tC'x t. 



pniG pai~ fe fqitt:t ttlC rac~ei3tt~ gtOS 
(pet 

pf9 tttffalll6e qmJilettitneu~ c(catGot 
~iant mCI (ict fe poing fut fe fommet 
C[)o~o me Sit et me fait fc iam6ot 
to~Sett~ enfc6fc 6ounos coeBng (a6ot 
iCt an rcueif qudt fe Bentre fuy 6mit 
it)otc fur mop qnef tte gafle fOtJ (mit 
(ott6?cffe gei11( pf9qutJcti7 me faitpfat 
iDe patffarfiec tout effe me Scflmit 
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The surprising equi valence of' visual and ,·crba l space cou ld be 
too easil y exp lained away by refe rence to the impact of' the p rin ted 
book wh ich tends to ossif'y and sclerose the art or memory. 
Recollection depends o n a spatial logic somewh a t akin to the 
volume of' a theatre, and the contradictions the book introduces 
would g ive to occasiona l poe try this pri,·il eged physicality a bsent 
from either th e oral or the scriptural molds, but wo uld be a brier 
a nd charmed amalgam of th e two, a moment w hich would last 
until signifi ers would no longer be the refl ection or substance of 
the sig nified or, perhaps, wh en noblemen after the time of 
Montaigne would no longer serve elegant dinners or mutton , 
mackerel, mallard , mushroom , a nd morils for purpose of hera ld ing 
the letter M.9 H owever speculative, the word was- if not the 
th ing- a t leas t a fin er reflection of' it. The economy or such cogent 
language would a ppea r today to have been marvelously utopian 
or a t best of honest coinage. At that time the eq ui,·a lence or wo rds 
either to sah·ation, to the body, or to money ma y neve r have 
been so evid ent. Marot, as keen reader o f' Villon , may have been 
one of' the last m edieval poets working tOward so fluid an 
isomorphism, and his fix ed forms a nd circumstantial pieces reflect 
the sense or ph ysical language so absent in d iscourse 
of the next century. 

With his ep ita phs Maro t begi ns where V illon ended. On first 
sight hard ly as concentric as the circular struc ture of the ballad 
for Fat Margot, the epita ph fo r Frere j ean Levesque synthesizes 
imagined space and the rectangular symmetry of two quatrains 
fra med around a perfectly built ditty : 

C) gist, repose fl rlortleans 
Lefeu Evesqur d'Orleans : 
] 'mtends I' Evesque en son sumom . 
Etfrerr J rhan en jHopre 110111. 

Qpi mounilf'an cinq rens et vingt, 
De Ia vholle qui luy vint. 
Or aifin qur sainctes et anges 
"·\e prennent ces boutons estranges, 
Prions Dieu, qu'aufrere.fi-appart 
II donne que/que chambrr ri part.1o 

H ere lies, rests and sleeps wit hin 
The regret ted Bishop of Orleans : 
l mean Bishop in his surname 
And Brother J o hn in proper name, 
\Vh o died in the year fifieen twenty 
\'Vith syphilis of which he had a plenty. 
Then, so tha t saints and angels 
\\'on' t catch these ruddy pimples, 
Let us pra y God, for the brother knocker 
That he be placed in another locker. 
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Translated into modern Eng lish , the lines become a n ironi call y 
inn oc uous poem less worth y of inscription on a granite surface 
than of inclusion in a book benea th the tongue-in -check title-
epitaph of C lement Marot 's AdoLescence dhnentine unea rthing the 
facile a nd childish grafitti of boyhood . 

The poem 's tensions develop from differential oppositions of 
words and space . The sequence of fl at rh ymes in punctuation 
marks after th e tonic units in a schema of aa, bb, cc , a nd so on, 
delin eates the triple layering of volume. fn lines one a nd two the 
oblong a rea is se t below the point of the words' emission in the 
o nlooker's im agi nary th ea tre, then conti nued in the third a nd 
fourth lines' pla y on the titles appropriate to the tombstone. After 
a tra nsition from surnames to proper names in the fifth a nd sixth 
lines, the ce ntral spa tial segment, a since famous cliche, forms 
the median laye r in words of a triple-decked tom b sculpture, the 
iron ic counterpart of a conventionally planned monument.'' The 
couple ts below deal inversely with an iden tical unit of heaven ly 
space a bove, suggested so economi call y by the poet's imprecation 
that the reader pray to God that a separate place be rese rved for 
syphi litics : in de,·otion, hands folded and eyes cast upwa rds, th e 
reader's knees remain on earth , lea,·ing within the fi eld of view no 
mo re tha n th e facts rccoun ted in the centra l section, those of the 
date a nd cause of death. Vertical ordering ge nera tes, of course, 
the modification in meaning from the space of Ci-gist- heig htencd 
onl y thro ugh the progression from left to right a nd top to bottom 
- to the fi c tive room d part . And iden tical, too, with the rapport 
between rh etoric and superfi cies arc the inverted values g iven to 
proper and common behavior in direct pro po rtion with a 
rectangle at a d epth of six feet alloted to a clerical figure at 
his Christian internment. 

On the text's ma rgins there remains a nother economy and 
mode of excha nge in sa tire. The poem 's rh etoric suggests an 
evangelical view and masks its critical fo rce through sometimes 
equivocal rhymes close to those of the Grands Rhetoriqueurs ( dort 
leans and d' Orleans; ]rap part and -re a part) . I nd ebtecl ness to the 
masters went so fa r as commissioned lines for th eir own g raves, a 
sort of occasion for occasions th a t the epitaph to Gui llaume Cretin 
revea ls. After describing the a ustere simplicity of the tombstone 
a bove such a royal poet, Marot exclai ms that 
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C e:.l dt' Cretin . Cretin. qui tan/ J(aroit. 
Regarder done si ce tombeau auoit 
De a Cretin lesfait.s laborieux, 
Comme it devroit estre bim glorieu.\ 
l ·fll qu'i/ jJrend gloire au jJauure corjJs tout mort 
Lequrl j)(Jr tout l'rrmint' mine et mort : 
0 dur tombeau. de Cl' que t' ll kn•z•reJ . 
C:onlm/e If?)' . avoir n'm /Jell .\ lr:. On·vres . 
Chose etrmelle I'll mort iamai.1 ne tombr : 
Et qui 111' meurt n·a qul'.faire de /ombe. 

It ' s Cretin 's. Cret in who knew so much , 
Look a nd sec if t he g ra\'C d id ha\T such , 
Th e facts of this Cretin so la borious 
As he sha ll always be so g lo rio us, 
Seeing tha t it ta kes g lory on the poo r 

bod y so dea d 
\Vhere C\'erywhc re docs insect infec t his 

bed . 
Oh hard tomb, or \\·hat \ "OU must COYer , 
Be happy no t to have his wor ks a nd their 

cover, 
E ternal th ing into d eath will ne\'cr fa ll 
And the d ead know wel l what shall be 

fa ll. 

The heri tage of the epi ta ph com bi nes spi rit; .... word . R epetition 
of Cretin , an ig noble name- thi s (ce) C retiP- three tim es negates 
the negation of the na me, ascribing to it a positive a nd eternal 
g lory. The a p pren tice 's im itation of the Rhetoriqueur's metrics tends 
to erase the presence of the circum sta n tial poet and ennobles, 
th ro ugh simple imitation of daring combina tions, the a th letic 
\·e rse or th e master C re tin. Vennine and mine, mort a nd mord, 
tombeau (a nd the implied tombe beau ), tombe (n. ), a nd lombe (v.) arc 
SO equinK al that the poetic a rchi tecture r ivals tha t or the master-
masons who work with seemingly fa r more resistant gra nite and 
marble . . o t by chan ce M arot places this inscrip tion at the crypt 
or botto m layer or his complete works, in th e final chapters entitled 
epitaphes a nd cimetihe.12 

The exchange of compliments or moc k-reverent gla nces with a 
pas t master tells us why poe try or the time brings verbal and visual 
signs together so e ffi cien tly, for words- since they em bod y the 
objects they desc ribe- a re for the poet or valet the equivalent of 
mon ey. T he rondeau, a very popula r form in the fifteenth ce ntury, 
has the same reciprocity of sound a nd surface so evident in the 
epitap h. M arot wrote among the fin est specimens of the genre, 
and he repu ted ly abandoned th em after 1527, a t which tim e a 
much easier a nd freer flowing form, the sonnet, was about to 
appear in Fra nce. " T o do rondeaux, you have to d o them round ," 
rema rked Pierre Fabri in his manual of second rhetoric in 152 1,13 
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a statement repeated twe nty-six years later in Thomas Se billet's 
Art poeticqueji-anfoys. " The rondeau is thus named by its form. For as 
with the circle, after having run about (discouru) the whole cir-
cumference, we always return to the first point from which the 
discourse had begun its path. " 1·1 Less a container for superficial 
ideas than a rigorous model requiring exacting and meticulous 
choice of themes a nd words, the rondeau's circular " discourse" was 
a perfect vehicle fo r expression of difference, repeti tion, muta tion, 
a nd metamorphosis of sense where words turn, unfold , a nd invert 
themselves from the opening clause to the a lmost symmetrical 
refrain at the third a nd fourth stanzas' conclusions. One piece 
ba lances or, as Montaigne would say, contrero!Les (both controls a nd 
examines from multiple vantage points) itself as it is read. Thus 
th e rondeau's shape becomes a perfect medium of excha nge in the 
form of the coin a nd the balance, two icons of cycli c behavior, of 
give-a nd-take, of weighing, asking, tha nking, solliciting, bargain-
ing, praising, and of begging. In the majority of Marot 's sixty-four 
exa mples, signs a nd their image-fields have the unalloyed ring of 
money. Words a rc emitted as if they were coins falling from an 
open pouch and striking a stone counter with the clink 
of pewte r or copper. 

The system of ex pression brings the spoken and written language 
to its basal a nd most e fficiently unabashed status. A bad poet, 
Marot sings, who fumbles " Raison, mesure. texfe, et glose" 1' ' ought to 
be put to pasture. Combination of rhetoric, music, and th e poem's 
page- this texte et gLose- va lorizes the written word and constitutes 
a poor m a n's currency. H is slyest use or surface can be see n in the 
second ronde! of the AdoLescence cLementine in which enumera tions 
of loudly ringing words are in counterpoin t to th e softl y wh ispered 
rentrement, "un bien petit." K eynote are the sound of the words and 
th e resulting, but monetarily worthless , circumference of a poem 
drawing not a coin but a n IOU. Series of richly rh ymed and 
tonically positioned nouns and imperatives- taiLLe, baiLie, vaiL/e, 
a nd chaiUe-lead to the las t en unciation, diquai/Le, a graphic and 
sonorous synonym of silver, and whose echo is the final payment, 
always deferred but ultimately overdue in the refrain of still 
another clause to come: 
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A un Creancier 
Un bien petit de jnes me venez prendre 
Pour vous payer : et si debvez entendre 
Qye je n' euz one A ngloys de vostre taille : 
Card tous coups vous criez : Baille, Baille, 
Et n'ay de quoy contre vous me dtiffendre. 

Sur mOJ' ne fault telle rigueur estendre, 
Car de pecune llll peu ma bourse est tendre: 
Et toutesfois j'en try, vaille que vaille, 

U n bien petit. 
M ais d vous veoir-ou Lon me jmisse pendre! 
ll semble advis qu'on ne vous vueille rendre 
Ce qu' on vous doit : beau Sire, ne vous chaille! 
Q]wnd je seray plus garny de cliquaille, 
Vous en aure::. : mais il vous fault attendre 

U n bien pe tit. 

T o a Credi tor 
A little nearer you come to me and my 

hand 
In order that I pay : but you must 

understand 
That I never had a farthing of the size 

you say 
For the a mount you cry and hark, Pay, 

Pay! 
I never have credit on which to stand. 

Against me your wrath you mustn't 
d isband, 

For my purse has here and there but a 
th readbare st rand: 

But I always will have, yea or nay, 
A little. 

But in seeing you- be I hanged by a 
flaxen band-

I t seems so strange that we just can't hand 
O ver what we owe: gentle master, come 

what may, 
When I 'll have in m y pocket a good 

week's pay, 
You' ll have yours : meanwhile on your 

faith you must stand 
A li ttle 

T he trickster 's job is to transform worthless words into false 
money, and once completed , the poem fools the imaginary reader-
as-creditor with its hollow song. Like Pa nurge's tale of the tra mp 
who pays the restaura nteur with the clink of his money in 
excha nge for the a rom a of a roast (Tiers livre, chapter xxxvu ), the 
equivalence of sound to pieces of food or m etal portrays the 
poem's image-sign as counterfeit banknote or illusory ticket per-
mitting passage a cross barriers si milar to those erected along the 
margins ofVillon 's ballad s. Written with attention to salvation, 
the lines become the space of physical passage that will eventually 
fill an empty stomach . 

T he thirty-second rondeau tells of the poet's detention a t the 
gates of R eims. The poem associates its own margins with the 

11 6 Visible Language IX 2 Spring 1975 



city's sha pe a nd the poet 's own bod y. E ach rh yme is a lm ost per-
fectly equivocal, as mea nings can be inverted in the same fash io n 
within the lines as in the refra in . Yet the real refra in , once aga in 
in opposi tio n to the poem's buckle, Au despartir, is the word 
refrains in the six th lin e. R epetitions a re literal blows (from the Old 
French ,.fi"aindre, to strike o r hit ) on beha lf of a belligerent hos t, 
but only with the opportune arrival of Fran<;:ois Premier on 
Septem ber 19, 1521, en route from Troyes to Saint-Thierry, docs 
the na rrator ho pe for grains (l in e eleven , un leaven ed coins of" sorts) 
that will resuscita te the poet 's mangy nag a nd fill his own h ungry 
mouth. 16 A rondeau m ay pay the passage from one barrier to 
a nother, but the las t sou nd , Au despartir, wafts back to the fellow 
knaves w ho a re held u p a nd still d etained at the city's portals: 

Au Roy 
Au despartir de La vilLe de Reins 
FauLte d'argent me rend foibLe de reins, 
Roy des Franyoys, voire de teLLe sorte 
Q.Jle ne SfGJ' pas comme d'icy je sorte, 
Carmon chevaL tient mieuLx que par Les creins. 

Puis L' hos/e est rude, el pLein de gros rtifi-ains : 
] e y Laisseray mors, bossettes, et frains, 
Ce m'a iL dict- ou Le Diable L'emporte-

Au desjJartir. 
Si vous supply, Prince, quej'ayme, et crains, 
Faictes miracLes avecques aucuns grains. 
Resuscitez ceste personne morte: 
Ou autrement demourray d La porte 
Avec pLusieurs qui sont d ce contrainctz 

Au despartir. 

T o the King 
In leaving one day the city or Reins. 
Need-of~moncy weakens me with kidney 

pa111, 
K ing of Frances, indeed of such higher 

grist, 
I don' t know how long here I must desist : 
M y horse is a bonebag and a stringy 

mane, 
And the host is rough, with many nas ty 

refrains: 
" l ' ll leave you with bites, bruises. 

bloodstains !" 
T hat he told me lest the Devil insist 

In leaving. 
I beg of you Prince, to whom my love 

and fear pertain, 
Do a m iracle by spri nkling on us a sack of 

g ra111 , 
Resuscitate th is poet dead fi·om disdai n, 
Otherwise I ' ll stay at the entry, all the 

same, 
Wi th those like me who strain and strain 

In leaving. 
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Now here is the verbal topos of circularity drawn so cogently or so 
grap hicall y. Form and conten t arc one, both being empty within 
the circle they trace . H ere the void is the unfi ll ed stomach and the 
round a bout manner of address that beckons to cross its own 
circumference. The ronde! both illustrates and opens a system of 
cronomic exchange a t its most immedia te level, the poem being a 
diagra m with its acuitous locations of need at the extremities. 

The wo rds, w hen enuncia ted , a re no longer the property of the 
craftsman who glossed a nd measured them. In fact, the sounds 
belonged to no one and were perha ps- whether at Reims, on a 
tombstone, or within a Parisian bordello- image-signs a rbitrarily 
linked to the objects th ey signify. Property wou ld th erefore not 
eq ual propriety at the level of the poem. Concomitantly, space 
a nd economy become isomorphic forms on the surface of the 
sixteenth-century's printed page. I n reconstructing rhetorical 
habits of th e declining Middle Ages, one critic has noted, " It is 
savory to remark that the art of speech is originally linked to a 
claim for property- as if language, as a n object of a transforma-
tion , a basis for a pra ctice, determined itself not at all from a 
su btle ideological mediation . . . but from the barest sociality 
(socialite) affi rmed in its fundamenta l bru tality, tha t of earthly 
possession : we begin- in our worl d- to reflect on la nguage in 
order to protect our goods." 17 The su bsti tu tion of sounds for 
things- that is to say, of poe ms for women or food with V illon and 
Marot- effec tuates a transfer or translation of equivalent quan-
tities of desire whose economics in the physical presence of lines to 
be seen and read a re , thoug h blatently non-u topian, highly poetic . 
The reader's displacement into the world of circumstantia l 
excha nge leaves one gaping hole in the reader 's sensibility : the 
rondel 's circularity emphasized in the las t clause will always open 
the closed system with the remind er tha t the whole work cannot 
ring true, for the poem wou ld otherwise never exist. In this light 
V illon 's ba llads a nd M a rot 's occasional rhymes become micro-
scopic novels wh ose rhetoric is a fi eld of continually media ted 
desire for momentary illusion of ha rmony between the forms of 
la nguage a nd the objects they signify. 

T his aspect of occasiona l poetry could invert the sca le of values 
that as students of literature we have been told to respect. In the 
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seven teenth century's pantheon La Fontaine holds a niche not far 
from Racine, but nonetheless numerous literary studies note how 
brilliantly the author of the Fables drew from Marot's forms. 18 

Rather than illustrating the continuity of a poetic tradition, the 
history of verse from Marot to La Fontaine proves that the image-
sign and status of the word as money necessarily disappear. T h e 
famous Epistle a son a11?J Lyon, composed by Marot in 1526 but 
only published in 1534, uses the same verbal shape seen in the 
rondels. Borrowing fro m Aesop's fable of the lion and rat, Marot 
thanks his friend Lyonjamet for his help in having him removed 
from the Chatelet p rison in Paris after trial and conviction for 
transgression of abstinence during Lent. The discourse in the letter 
of thanks conveys the very isomorphism of image and sign. Lion 
and rat, two mammals at opposite ends of the great chain-of-
being's h ierarchy, are bro ught together through the equivalent 
weight of their words a nd deeds, which an English translation can 
only approximate. T h e lion, who had done himself honor in 
saving the rat, now finds himself caught in a trap. He sees 
the rod ent arrive, 

M a is des pita chat;::., chates, et cha tons, 
Et prisa fort rat;::., rates, et ratons, 
Don! il avo it trouve temps favorable 
Pour secourir le lyon secourable; 
Auquel a dit: ' Tays-toy, lyon lie, 
Par moy sera maintenant des lie: 
T u le vaulx bien, car le cueur joly as. 
Bieny parut, quand tu me deslias. 
Secouru m' as fort lyonneusement, 
Ors secouru seras rateusement.' ( I I. 36-45) 

But he scorned toms, kitties, and cats, 
And truly loved all rodents, pests, and 

rats; 
Now time favored the little thing 
To save the sava ble animal king, 
To whom he said, " Be quiet, lion-tied, 
By me you'll surely and safely be untied. 
You' re worth it, for in your worthy heart 

I did confide 
And all came true when my claws you 

untied. 
You saved me most lionfully, 
And you'll be saved rather ratfully." 

Good actions are musical exchanges of eq ually weighed and 
repeated words that in a purer or higher mimetic context would 
be unaccep table: the pairing-off of chatz, chates, and chatons with 
ratz, rates, a nd ratons, the exchange of mock-heroic adverbs 
lyonneusement and rateusement, the daring repetitions of secourir and 
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its va rian ts four times in seven decasylla bic lines, or the inversions 
of Lier-des-lier a rc the literal pa ns of a poetic ba lance, and the 
distance between the high and low totems is counterpoised by 
words and d eeds of identical measure. Yet as an epistle th e poem 
is still onl y one term of a greater rhetorical exchange tha t briefl y 
displaces in its discourse the writer 's need to stay alive, fo r the tale 
in the fab le becomes microcosmic of grea ter patterns of com-
m unication. We must remember that the fabu lous lion a lways 
refers equivocally to Ma rot 's very real friend Lyon j amet a nd 
reminds him of u rgent times of need. In using M arot's version over 
one hund red years later, La Fonta ine was to rewrite Aesop 's tale, 
b ut he would never permit the word as visual sign of money or 
measure of excha nge to exist as a poem. 

If the signi fi er and signified of the late fifteeneth a nd earl y 
sixteenth centuries arc of the same substance a nd weight, a nd if 
they are given such eq uiva lence through a rheto ric of bod ily 
economy and bounda ry di ctated by circumstance a nd occasion, 
th en , what critics have decried as stul ti fied forms, decrepitude, or 
sterile versifica ti on in p oetry of the same period must be recon-
sidered for the attempt to correla te visual sign and field of 
meaning. In their d eceptively open-ended scenogra phic sys tems, 
the words become a surface of religious a nd monetary salvation . 
The poem assumes the form of a theatre, a church, or a piece of 
metal on which the displacement of need and desire takes place. 
I n that space there occurs the inter-discursive flow between a n 
a rea schema tized and the voice or bod y in relation to it ; between 
complimen ts a nd the food swapped for them : only in th e physical 
shape of its la nguage does the early prin ted book convey the revery 
ofsuch lucid communication. Today, in an age when words-
still largely domina ted by an aesthetic of representation- tend 
toward tra nspa rency, we often forget tha t the most moving poems 
a re a lways those either insc ribed upon or drawn by the poet's 
body. W hen used as a n a rea of mediation on whi ch music is both 
seer,t a nd heard , the poem's verba l shape actua lly heightens and 
enhances the lyric tone. And if Villon a nd Marot a re to be remem-
bered as lyric poets, their lyricism- in part a n acui tous balance 
of visual a nd a ural measure- must be appreciated for its differen-
tia l economy of bodily needs a nd desire. 
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I . Sec David W. Seaman , " The Develo pment of Visual Poetry in France," 
Visible Langual:e, V I (Winter 1972) , 19-44. Also appropriate is M ichel Foucault's 
well-known distinctio n in Les Motsetles choses (Pa ris: Ga llimard , 1966) between 
an epistemological configu ra tio n of resembla nce and reciprocity of the later 
Middle Ages a nd representation or analogy of the seven teenth century. 
2 . Da niel Updike, Printin,g 7) pes, T heir History. Forms and Use. 2nd cd. , vol. I 
(Londo n: O xford University Press, 1937) ,86-87. 
3. Oeuvmcompletes (Paris : Gallimard-Pieiade , 1962) , E rsais , I l l , v, p. 85 1. vVe 
have elsewhere examined visua l aspects of M ontaig ne's writing in "The Page's 
Hidden Dimension : Surface and Emblem in Montaig ne's Essais," Bulletin of the 
Midwest ,\4odem Language Association, V II (Spring 1974) , 13-26. 
4. From a stud y of the seve ral thousand va riants in the twe nty printed ed itio ns 
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emend ate," Le ]ar,ljon de Vi lion ou le gai sa voir de Ia coquille (Paris: Gallimard, 
I 968), p. 23. G uiraud touches on a problem studied by Meye r Schapiro in " On 
Some Pro bl ems in the Semi otics of Visua l Art : Field and Vehicle in Image-
Sig ns," Semiotica, 1, 3 ( 1969) , 228. 
5. La Poetique dr Franfois Villon (Paris: Armand Colin, 1967), p. 39. 
6. T h is a n a ll subsequent translations arc ours. We feel that the reader, faced with 
two versions of t he same tex t, canno t but find by means of compa ra ti \·e difference 
a nd obvio us lack in the English renderings how bla tently ph ysical a re the metri cs 
of V iii on a nd Marot. 
7. As Seaman had noted, "Complex acrosti cs not only were devotional fo r the 
poet, but could also stimulate medita tion; the reader fo llows the letters like the 
beads of a rosa ry, finding sa tisfac tion in the resolution of the poetry and the 
a crost ic, while the visual desig n of the acrostic turns the text into an icon" (p. 27) . 

8 . H ere we encounter a textua l contra diction of the type Pierre Guiraud had 
unco ve red. Lcvc t o mits li ne three and places line five of the envoy in its place, 
destroying the perfect a nagra m found in the manuscripts. We must remember 
that such a popular poem was known by heart, and its printed resembla nce to 
the ideal may have been close enoug h fo r any reader, the acrostic constituting a 
mnemonic device (Seaman, p . 22) . But V IOL would inAcct V ILLO with a 
slightl y different mean ing, give the poet a shade of sexual deviation, quite 
appropriate to M a rgot's context. For th is reason we usc both versions of the 
manuscript a nd first printed edition. 
9. " Des Noms" (Essais, I , xlvi ), p. 266. 
10. L' Adolesce!lce clementine, ed. V. -L. Saulnier (Paris: Armand Colin , 1958), 
p. I I 3. A ll reference to poems by M arot will be made to this text which differs 
little from the fi rst prin ted edition. The topic of the Bishop of Orleans could also 
be a reminder of T hi ba u t d ' Aussigny, who presumably tortured Vi lion . At t he 
same time, as Guira ud no tes, Orleans is a signa ture fo r horle hea11ls, to shou t against 
the spiteful enemy, Le T estament de Villon ou le gai sauoir de Ia Basoche (Paris: 
Gallimard, I 970) , p. I 31. 
I I. S uch, for example, the monument for M argueri te of Austria partially 
designed by the poet-architect and fr iend of Marot 's fa ther, J ean Lema ire de 
Belges, in Paul Fra nkl, Gothic Architecture (Baltimore: Penguin , I 962) , plate I 7 I . 
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(London: Athlone Press, 1966), p. I OJ. 
17. Roland Barthes, " L 'A ncienne Rhetorique," Communications, no. 16 ( 1970), 
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The Inscription on the Whetstone from Stnbm 

Elmer H . Antonsen 

T he runic inscription on the Whetstone from Str¢m in Norway is of particula r 
interest because it represen ts the ea rliest a ttestation of a work-song in the 
G ermanic languages. Archeologists cannot aid in the da ti ng of this inscription, 
since no other objects were found with the whetstone. Previous attempts to fix a 
date on the basis of runic and linguistic evidence have relied on ad hoc assump-
tions concerning phonological developments and the relative age of ce rta in 
runic variants. It is shown tha t the inscri ption can be interpreted wi thout such 
ad hoc hypotheses a nd that the work-song must date from approxima tely 
450-500 A.D. a t the latest, rather than from the beginning of the seventh cen tury 
as previously assumed. 

1. In 1908 on a n island a t the end of the Str0mfjord in Norway 
was found a whetstone made of fine-grained sandstone and 
approximately 15 em. in length , 2 em. wide, and I em. thick. 
No thing else was found with this whetstone, so tha t archeologists 
can tell us little a bou t its age. Each of the na rrow sides of the 
whetstone bears an inscription in the older, so-called 
Germanic, runes: 

Side A 

P f'tM~t I H 1-f.~H~R t 
w a t e ha I i h i n o h o r na 

Side B 

~~~y~~ I ~~nt lXI 
ha ha s k a 1» i ha 1» u I i g i 
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All of the runi c shapes a re clear and unrema rk a ble, except fo r 
th e sand the k of Side B (sec below). The inscri ption is of great 
interest to runi c scholars for a number of reasons. First, we arc 
gratefu l for a ny inscription which is beyond al l doubt complete, 
which presents no problems in reading, a nd which consists of 
co mplete utteran ces which add to our knowledge of the vocabu-
la ry, morphology , and syntax of the la nguage these inscriptions 
(dating from about 150-600 A.D. ) were written in. Secondly, this 
inscription takes us a step further in to th e history of Germa nic 
ve rse-form, since the text is cl earl y alli terat ive a nd consists of two 
Germanic " long-lines," each displaying two " half-lines" wi th two 
stresses each: 

wate hali hino horna 

h a h a s k a ~ i ha~u ligi 

The tex t rep resents the earliest a ttested work-song in the Germanic 
languages. Bu t how old is this work-song? Since a rcheologists 
cannot help us, we must rely on the runic text for the a nswer. 
On the basis of the sha pes of the runes themselves, of their phono-
logical va lues, and of the analysis of morphological forms found in 
the inscription, most schola rs agree with Krause that the whetstone 
is to be ascribed to the early seventh century; i.e. , towa rd the very 
end of the period of inscriptions in the older runic alpha bet. In 
my view, however, the basis for this dating is so faulty that it 
cannot be correc t, a nd I sha ll a ttempt to show that the inscription 
must be considera bl y older. 

2. O nce an inscription has been read a nd transliterated, the next 
step is to divide it into meaningfu l units. Fortu nately, in the case 
of our inscription this is no d iffi cult task and most scholars a re 
agreed on the word divisions given above. T he next step is to 
identify the lexical items and their g rammatical forms. If we 
start wi th the most transparent ones first, we see tha t the last word 
of Side A , horna, must be the neu ter noun meaning " horn" 
found in all Germanic la nguages and also in the inscription on the 
Gold Horn from Gallehus in this very same form. M orphologically, 
horna can be ei th er nominative or accusative singular. Proceed ing 
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Figure I. S ide A of the Whetstone from Sn·~m. Photographs a rc through the 
courtesy of Univcrsitetet i Trondhcim Musect, Norway, where the whetstone 
is now located. 

Figure 2. Side B or the Whetstone from Str~m. 



backwards in the line , the word hino is easily recognizable as 
corresponding to the masculine accusa tive singula r of the deictic 
pronou n found in Gothic hina " this" a nd Old English hine " him." 
Its ge nder does not agree with that ofhorna, so horna is isolated 
in the sentence a nd must be a neuter nominative. 

In runi c writing there was an orthographic convention that 
double consonan ts were d esignated by only a single rune. T hus 
hali can be the representation for halli, which corresponds to the 
mascu line nouns found in Old Icelandic hallr, Old English lzeall 
" fl at stone," Gothic hallus " rock," and runic halaz=halla~ in the 
inscription from Stenstad. The root is clearly */hall- /, while the 
final wi of our word derives from the stem-forman t of i-stem nouns 
a lso found in La tin collis "hill. " The absence of a -z in hali 
(corresponding to the-sin Latin) indicates that this word must be 
a n accusative singular, thus agreeing with the gender, number, 
a nd case ofhino. On Side A, then, we are left with the word 
wate, which remains to be a nalyzed, but can already be con-
sidered a prime candidate for the verb which req uires the 
accusative found in halli hino " this stone. " Since lzalli hino can only 
refer to the whetstone itself, a nd since we know tha t such whet-
stones were used to sharpen agricultural instruments a nd were 
carried in a horn containing water and attached to a man's belt, 
wate m ust be a verb related to the adj ectives found in Old English 
wcilt, O ld Icelandic vatr " wet. " Before discussing the form of this 
verb, however, let us turn to the second side of the inscription. 

O n Side B the words ska!li Cp = th as in think) and ligi can be 
related to the verbs found in English scathe, lie, a nd Germa n 
schadm, liegen, with their Scandinavian counterparts. The two 
remain ing words, haha a nd ha}>u, must be nouns associated 
with these verbs. So far, most scholars are in agreement. Diver-
gences· in opinion arise in the identification and interpreta tion of 
haha and ha!lu and in the identification of the forms of the verbs 
wate, skapi, ligi. 

3. Sophus Bugge, Magnus Olsen, a nd Wolfgang Krause all assume 
tha t wate must correspond in form to Old Icelandic vcilta " to 
wet." The ending -e is explained as tha t of the third person 
singular, present opta tive, and the whole line is interpreted to 

126 Visible Language : IX 2 Spring 1975 



mean " may the horn wet this stone." T his analysis presents 
linguistic d ifficulties, however, since such a fo rm would d erive 
from a Proto-Germ a nic * fwret-ij-ai/, which in the norma l course 
of development wo uld have produced the r unic fo rm *watije. 
In order to overcome this difficu lty, Olsen attempted to explain 
wate as a late form from which the stem-form a nt -ij- of this 
supposed weak verb of class I had been lost. Krause accepts this 
expla na tion , but such a n assum ption cannot be made, since it 
conflic ts with the evidence of the endings of a ll other words in th e 
inscription , which are perfectly regular fo r the la nguage of the 
inscriptions up to the period of the bracteates. Bracteates, modelled 
after Rom a n coins and medals, are da teable to ca. 400-550 A.D. , 
a nd those with runic inscriptions show no eviden ce for p hono-
logical d evelopments which wou ld justify Olsen's proposed 
loss of -ij-. 

The ver b ligi corresponds to Gothic Ligjan, O ld Icelandic Liggja, 
Old Saxon liggian " to li e"-and m ust d erive from the Proto-
Germanic impera tive singular * fleg-ij -e/ , which in the language 
of the inscriptions would have become Ligz= ligi. Similarly, skapi 
corresponds to Gothic skapjan, O ld Icela ndic skepja, Old F risia n 
skethia "to scathe" a nd d erives from */skap-ij-e/, producing 
skaftz=ska~i. Olsen felt that the three verbs of the inscription 
must rep resent pa rallel forms, and since he considered wate to be 
an op tative, he sought to interpret ska~i a nd ligi as opta tives 
also, but was faced with the necessity of expla ining the different 
endings of wat-e on the one hand and ska~-i and lig-i on the 
o ther . H e sough t to do this by proposing still another ad hoc rule: 
the d evelopment of the ending was different a fter the long root 
sylla ble of wate = wat-e from tha t after the short root sylla bles in 
ska~-i=skap-i and ligi = Lig-i. Actua lly, the optative forms of these 
verbs would derive from Proto-G erma nic forms with the suffixes 
* /-( i)j-aif, which would have produced the runic forms *watije, 
*ska~je, a nd *ligje, or even if we were to accept the implausible 
loss of *-(i)j-, then the forms would have to be *wate, *ska~e, 
and *lige. It is impossible, then, to consider all three verbs to be 
the same form of verbs of the same class, unless one is willing to 
posit otherwise unattes ted developments in order to " explain" 
single forms. Such a procedure is not acceptable, however, and 
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certainly not if the forms can be explained in keeping with 
otherwise attested d evelopments. 

Olsen's assumption that the three verbs represent parallel forms 
is undou btedly correct, but his mistake lies in assu ming that a ll 
three belong to the same class of verbs; i.e., to the weak verbs of 
class I and the so-calledj-present strong verbs (which would have 
identical fo rms in the formations under discussion here). He was 
led into this pitfall b y equating wate wi th O ld Icelandic vii:ta, a 
weak verb of class I , while overlooking the fact that adj ectives a nd 
nouns can be converted into verbs of other weak classes in the 
Germanic languages, as seen for example in the variegated forms 
of the verb "to scathe": O ld English sceapian, Old Saxon skathon, 
Old High German skadon (class II ), and O ld High German 
skaaen (class III ), in addition to forms of weak class I andj-present 
strong verbs. The runic verb wate is perfectly regu lar if we 
ass ume it to be a second person singular imperative of weak class 
III from Proto-Germanic * fwret-ref, which wo uld produce by 
regular development wat-e= wate, as v. Grienberger suggested. 

Side A can therefore be translated straightforwardly as " Wet 
this stone, horn !" Side B then says "Scathe, . .. ! Li e, . .. !"and 
the logical subj ects of the three verbs a re a ll d ifferent and the 
nouns haha and ha)>u, like horna, must be nomina tives-. 
Furthermore, haha must denote something which can scathe or 
do harm, while ha)>u must be something which can lie. 

4. O lsen a ttempted to relate the noun haha to Swedish h8 f. , h8v 
m. " new grass after th e first mowing" and to derive it from Proto-
Germa nic *fhrehwa-f. However, as we have seen, haha must be 
the designation of something which can be sharpened and there-
fo re " do harm"; i. e., it must be an agricultural tool. Furthermore, 
the derivation from a presumed * fhrehwa-/ presupposes an ad hoc 
loss of f-w-f. Etymologicall y, haha can only be assigned to a la rge 
group of derivatives from the Proto-Indo-European roots * /kek-, 
keg-/ meaning "hooked , forked , sharp" a nd represented in such 
German ic items as Gothic hoha, Old High German huoh( -ili) 
"plow," Old Saxon haco, Old English hoc, O ld High German 
Mko " hook," O ld Icela ndic h¢kja "crook, crutch," a nd pro bably 
also in older English haugh " hoe. " Our noun would therefore be 
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the d esignation for a hooked , sha rp tool, which in this inscription 
could only be a scythe. Whether this was the normal word for 
"scythe" or was used only for poetic a nd alliterative purposes 
cannot be ascertai ned. As to form , it must be the nominative 
singular of a masculine n-stem. 

The noun hal>u was explained by v. Grienbergcr as the reflex 
of a Proto-Germanic * Jhawip:'i/, nominative singular feminine, 
derived from the verb * Jhawwan-/ "to cut down , hew" and trans-
lated as "a mowing." Once again, this deriva tion presupposes an 
ad hoc loss of * J-wi-J, which finds no support in inscriptions in the 
older runic alphabe t. Kra use accepts v. Grienberger's explanation 
after rejecting Olsen's equation ofhal>u with the Germ anic word 
for " battle," as in Old High German and Old Saxon lzathu-, Old 
English heapu-, and Old Icelandic hop, because of "syntacti c 
reasons." H e apparently means that a word denoting " battle" 
would not fit in to the context. However, runic hal>u can very well 
be the reflex of a neuter u-stem noun from Proto-Indo-European 
*j kot-w-mf meaning "tha t which is cut down," from which the 
word for "battle" is also derived ( cf. the modern expression " to 
mow down the enemy") . With such an analysis, the entire inscrip-
tion reads : " Wet this stone, horn! Scythe, scathe ! Hay [or grainl , 
lie!" The whole point of the worksong is an admonition to the 
horn to wet the whetstone to permi t it to sharpen the blade 
properly so that the scy th e will cut the hay or grain clean and th e 
latter will lie (i.e. , not stand up again , as happens with a dull 
scythe) . There is no evidence in the inscription for late phono-
logical developments and there is no need to assum e, as Krause 
does, that some forms are " feierl ich archaisierende Formen" (i.e., 
archaic forms used on solemn occasions), while others supposedly 
represent more "colloquial" forms. There is no evidence in an y 
runic inscription known to us that forces us to assume the writer 
ever consciously used a rchaic forms. 

5. The other basis for a late dating of this inscription is supposedl y 

found in the shape of two of the runes themselves, the s-rune = ~ 

and the k-rune = Y on Side B. All others are perfec tly normal 

in every respect. 
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It is common practice to assume that certain shapes of various 
runes represent older or younger stages when compared to other 
shapes. The method of determining the chronological ordering of 
the variants has been a somewhat haphazard undertaking, how-
ever. In most cases, we have no way of knowing what the 
"original" shape was, or indeed whether there were not various 
traditions which preferred one shape over another. In addition, it 
is well known that nondistinctive variants can be expected from 
one and the same wri ter. The distinctive features of the older 
runes a re given in Table I. The basic shapes are those most com-
monly found in inscriptions of Scandinavian provenience. 

In the case of the s -rune, the distinctive features a re[- staff, 

2 crooks], whereby 2 = more than one (cf. the variants ~ , i , 
~ , etc.), whereas the k-rune has only one crook (see below), 

and the j-rune has two crooks which are not connected . The differ-

ence be tween ~ and ~ is therefore completely nondistinctive. 

While it is true that the sha pe ~ becomes the d ominan t one in 

inscriptions in the younger fupa rk, there is no way of determining 
how early it could have occurred. I t could have occurred from the 
very earliest times, since i t would not have been mistaken for any 
other runic symbol. I t therefore cannot be cited as evidence for a 
late dating of this inscription. 

As for the k-rune, our inscription displays a variety with a 

staff= Y . The development of staffs in originally staffless runes, 
it has been maintained, increases toward the end of the older 
period and into the period of the younger inscrip tions. As a matter 
of fact, among the staffless runes, g, o, and s never developed 

forms with a staff, and the ng-rune with a staff= + a lways 

represcn ts the phonological sequence fing/, so tha t it is actually 
best regard ed as a bind-ru ne (i.e., ligature) consisting of the i-rune 
-j th e ng-rune, rather than an ng-rune with a staff. If we look a t 
the evidence presented in the inscriptions themselves, we fi nd 
k -runes wi th staffs among the very oldest inscriptions known to us 
(e.g., on th e Vimose woodplanc, dated archeologically as early as 
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Table I. Distinctive features of th e Germanic runes. 

no branch 1 branch 2 branches pocket 1 crook 2 crooks 

unilateral bilateral continuous interrupted 

I staJf I i top r I ~ a f t }> w 

center l n r f r z \> p 
-

bottom J) u ~ p J <e ~ b R r 

2 staJfs top M e t1 m 

cen ter Hh 

bottom M d 

no stajj· X g ~ 0 .,. ng < k ~ s ~j 



the second century, and the Kragehul lanceshaft from about 
300 A.D.). These shapes may very well have resulted from the use 

of bind-runes, e.g. , ! = ~ + 'f = az, and~ = ~ 

+ ( = ka, with a faulty reanalysis of the componen t parts, so 

that ~ was in terpreted to be ~ +!, and k to be p + A 
Such bind-runes also occur in th e very earliest inscri ptions. The 
difficulty is compounded by the fact tha t we simply do not know 
what the origina l sha pe of this rune was ( cf. Greek K and La tin c). 
In view of these uncertainties, the shape of the k-rune cannot be 
used to brand this inscription as early or la te. 

It will be seen from the foregoing that there is actually no 
evidence which would justify us in assigning the inscription on the 
Whetstone from Str0m to a period later than that of the runic 
bractea tes. We can therefore be relatively certain that our work-
song is a product of the fifth century, or of the beginning of the 
sixth century at the latest. 
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Letters with Alternative Basic Shapes 

Earl M. Herri ck 

In ma ny written languages there arc letters each of which may be embodied by 
marks havi ng more tha n one basic shape. For each occurrence of such a lette r, 
the shape of the mark used to embody it is normally selected according to the 
circumstances in which the lette r occurs. Thus, some alternative basic shapes arc 
appropria te to certain places in a word or another part of a text ; some arc used 
by different dialects; some belong to different coscripts (subdivisions of a scrip t 
that each have basic shapes for a ll of its letters) ; some arc used by certa in 
typefaces or styles of handwriting. This paper discusses these several kinds of' 
variation among basic shapes, a nd gives examples from several scripts. 

Within many scripts and written languages, th ere arc certa in 
letters which can each be embodied 1 by marks with two or more 
basic shapes. For each of these le tters th e language or its script 
normally has rules which prescribe the conditions under whi ch each 
of those basic shapes is used to realize it. The present paper will 
discuss four kinds of such conditioned variation: positional va ri a -
tion, d ia lecta l variation, varia tion among coscri pts, and styl ist ic 
variation. For each of these, it will show examples of the alterna-
tive characters involved and will describe how the choice is 
made among them.2 

Positional variations 
Positional variation occurs when a letter is rea lized by differen t 
basic shapes according to the place where it occurs within a 
syllabl e, a word, or a nother definable unit of its written language . 
Figures I through 3 give exampl es of such variation in three scripts. 

In the Naskhi script of the Araboid genus (Fig. I),:; as in the 
other scripts of that genus, almost every letter ca n be realized by 
four different basi c shapes which are often, but need not be, much 
alike. (Some letters whi ch can never be attached to a fol lowing 
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Figure I . Positional variation : .Naskhi script. 

Varian ts Varian ts Varian ts Variants 
for for fo r for 
word-in iti a l word-medial word-fi na l isolated 
position position position position 

A :. • ••• ,J .4 ~ L..s 

• 

Figure 2. P ositional varia tion: .Neohellenic script. 

Varia n t fo r word-fina l 
position if not eapi tali zed 

Varia n t for all o ther 
positions if no t capitalized 

Figure 3. Positional variation : Bengali script. 

Variants fo r syllables 
not con taining consonants 

Va ri an ts fo r syll a bles 
contain ing consonants 



letter have only two basic shapes each.) The choice among these 
basic sha pes depends on whether the letter occurs initially, 
medially, or fina lly in a word or occurs in isola tion una ttached to 
any other letter. 

In the Neohellenic script (Fig. 2) the letter named "sigma," if 
it is not capitalized , can be realized by either of two basic shapes. 
One of these occurs at the ends of words, the other 
occurs everywhere else. 

In the Bengali script (Fig. 3), as genera lly in scripts of th e 
Brahmic family, each vowel letter can be realized by two d ifferent 
basic sha pes. One of these is used when the vowel forms an en tire 
syllable by itself; the other is used when it occurs in a syllable 
together with one or more consonan ts. 

Dialectal variations 
A script or an a lphabet, like any other pa rt of a language, may 
show d ialectal vari a ti on . And- just as a language can be one 
language despite geograp hical, socia l, or other kinds of varia tion 
in the sounds which em body its phonemes, or variation in the 
grammatical construc tions whi ch it allows, or variation in the 
words which it uses for certain meanings- so a language or a 
script can be one la ng uage or one script despite dialecta l varia-
tions in the marks which embody its letters. The sta tus of any 
li nguisti c variety as a language or as a dialect d epends on ly on 
usage, including popula r opinion and officia l recognition . It 
cannot be determined by quantitative measurements, since the 
differences among the acknowledged dialects in one linguistic 
situation may be larger than the differences among the ack nowl-
edged languages in another situation .4 Therefore, even though a 
writing system has some variation within it, it is one script with 
dia lects so long as the people who use it regard it as a single script. 

An exam ple of dia lectal varia tion on a largely geographical basis 
occurs within the Devanagari script. Although most letters of that 
script a re printed by the same basic shapes wherever tha t scrip t is 
used , some of its letters are printed by different basic shapes, 
depending on where the printing is done. Examples of these 
differences are shown in Figure 4; the two groups of characters 
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Figure 4. Dialectal variation: Devanagari script. 

Hindi dialect 
variants 

Bombay dialect 
variants 

Figure 5. Compound script: coscripts and se ts of basic shapes: .Neoroman script. 

Majuscule set Minuscule Ita lic 
of basic shapes set of set of 

basic shapes basic shapes 

Capital Italic Small Lower-case I talic 
coscri pt capital capital coscript lower-case 

coscript coscript coscript 

A A A a a 
D D D d d 
G G G g g 
N N N n n 
s s s s s 
v v v v v 



shown there seem to have no generally accepted na mes, a nd the 
terms used for them there are taken from La mbert ( 1953). Within 
the region where th e D evanagari script is used , types wi th basic 
shapes from the H indi di alect seem to be used more commonl y by 
prin ters in th e north a nd east, while types with basic sha pes from 
the Bombay dialect seem to be used more commonl y by printers 
in the south a nd west. Many printers, however, use types with 
some basic shapes from each dialect. The present state of these 
dialects d eserves systematic, scientific inves tigation. 

Dialect differences withi n a script may extend to th e la nguages 
which have a lp ha bets from that script. T hus, the Hindi language 
is used in a region which extends across the bounda ry between 
these two dialects of the Devanagari script , a nd the Hindi a lphabet 
from that script has dialects which correspond to the dia lects of 
its script. Attempts to eliminate these dialectal differences and to 
create a sing le compromise alphabet for Hindi were made at two 
conferences organized by the Utta r Pradesh gove rnment during 
the 1950's (Sara n 1969, pp. 61 -62 ). 

Variations among co scripts 
Each of the let ters of the eoroma n scrip t can be embodied by 
several different characters, which may differ from one anoth er in 
basic sha pe, in height, a nd/or in slope. These cha racters can be 
divided into groups, each of which contains at least one character 
for each le tter of the script, and each of which is used under 
certain d efin a ble circumstances as the source for cha racters to 
embody the letters of the script. Therefore, when a person writes 
with a n alphabet from the Neoroma n script, he must co nsider not 
only the le tters which represent th e words he wa nts to write b ut 
a lso the g roups of characters that are ap propri a te for those words 
or parts of those words. Each character which he writes must 
belong to both the a ppropriate le tter and the appropri a te 
group of characters. 

Because each of these g roups of cha racters wi thin the Neoroman 
script could itself be a script-except tha t i t is not normally used 
a lone to provide the writing system of any langu age each of these 
grou ps may be called a "coscript" within the Neoroma n script, 
a nd the Neoroma n scrip t as a whole ma y be call ed a "compou nd 
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script. "·'> The Neoroman script ordinarily has five coscripts: 
"capitals, " "italic capitals," "small capitals," " lower-case," and 
" italic lower-case." 6 Examples of them a re shown in Figure 5. 

The characters belonging to th e differen t coscrip ts of a com-
pound script need not be wholly dissimi lar, but they may show 
various kinds of similarity. In Fig ure 5 th e five Neoro ma n coscripts 
have been grouped accord ing to the sets of basic sha pes which they 
use . One se t of basic shapes, wh ich may be called the " minuscule" 
set, is used onl y by the lower-case coscript; a nother, which may 
be call ed the " italic" set, is used onl y by the italic lower-case 
coscript. The cap ital , ita lic capital , and small-capita l coscripts, 
however, a ll use the sa me set of basic shapes, which may be ca lled 
the " majuscu le" se t. i These th ree sets of basic shapes a rc non-
discrete, beca use some or their basic shapes belong to 
more than one set. 

Some other co mpound scrip ts a rc illustrated in Figures 6 
through I 0. Each of these illustrat ions shows only a few letters 
from its script , b ut sho uld suffice to show th e kinds of variations 
which occur a mong its coscripts a nd sets of basic shapes. Tn each 
of these illustrations , the charac ters shown o n one horizontal row 
em bod y the sa me letter. 

The Fra ktur sc ript (Fig. 6) has capita l and lower-case coscripts; 
the se ts of basic shapes which its coscripts use are essentially 
discrctc. 11 The Gaelic script (Fig. 7) a lso has capital and lower-case 
coscripts, but the se ts o f basic shapes whi ch they usc arc non -
disc rete. The cocyrilli c scri pt (Fig . 8 ) has fi ve cosc ripts a nd three 
sets of basic sha pes, co rrespond ing to those of the Ncoroman scri pt. 9 

Although compound scripts see m to be most commo n within 
the H elleni c famil y, at least two languages of the Fa r Eas t use 
compound scripts bdongi ng to o ther fa milies. The Cambodia n 
scri pt (Fig. 9 ) has four coscripts and three non-discrete se ts of 
basic shapes. 10 The script of the J apanese syllaba ry (Kana script , 
F ig. I 0) has two cosc ripts whi ch usc se pa rate, discrete sets 
of basic sha pes . II 

138 Visibll' Language : I X 2 SjJring 1.9 75 



Figure 6. Compound script : coscripts and sets of basic shapes : Fraktur script. 

Majuscule set of \1inuscule set of 
basic shapes basic shapes 
Capital coscript Lower-case coscript 

~ b 
~ e 
~ ~ 
9l r 

Figure 7. Compound script: coscripts and sets of basic shapes: Gaelic script. 

Majuscu le set of 
basic shapes 
Capital cosc ript 

F 
s 

Minuscule set of 
basic shapes 

Lower-case coscript 

a 

F 
r 
'C 



Stylistic variations 
In linguistics and literary scholarship " style" has been a word of 
many meanings. As it is being used here, a style is a choice : a ny 
choice which a language allows a speaker or a writer to make 
among several sets of linguistic forms tha t have the same denota-
tive meaning. In written texts printed from moveable type or by 
other mecha nical devices for reproducing characters, one such 
stylistic choice is the choice among typefaces. Although the selec-
tion of a typeface for printing a certain text usually has no effect 
on the basic shapes which realize the letters in tha t text, it som e-
times happens tha t a letter, even though its coscript, its position , 
and its dialect a re known , may still be realized by a ny of two or 
more basic sha pes, the selection among which d epends on the 
typeface which h as been chosen. Figures II and 12 show examples 

F igure 8. Compound script: coscripts and sets of basic shapes : Neocyrillic script. 

Majuscule set M inuscule I talic 
of basic sha pes set of set of 

basic shapes basic shapes 

Capital I talic Small Lower-case I talic 
coscrip t capital capital coscript lower-case 

coscript coscript coscript 

A A A a a 
r r r r 2 

E E E e e 
I1 H u 
K K K K K 

y y y y y 



Figure 9. Compound scrip t : coscripts and sets of basic shapes : Cambodian script. 

Sla nted se t of R ound Cambodian 
basic shapes set of set of 

basic shapes basic shapes 

Sla nted Standing R ound Cambodian 
coscript coscri pt coscript coscript 

n fi ffi " 2 9 9 9 
1$ ~ ?t ~ 

w ID w m 
h ~ d $ 

Figure I 0. Compound script: coscripts and sets of basic shapes: Kana script. 

K atakana set of 
basic shapes 

Kata kana coscript 

JL 

+ 

J 

H iragana set of 
basic shapes 

H iragana coscrip t 



of such stylistic variations among basic shapes. T he two shapes 
from the Neoroman script (Fig. 11 ) may both be used to realize 
the letter g when it is not capitalized; the two shapes from the 

eocyrillic script (Fig. 12) may both be used to realize the 
letter n . I n each script, some typefaces use the first mark, while 
others use the second. 

A similar vari ation among basic shapes occurs in the hand-
writing of some people. The writer of the example shown in Figure 
13 (which is taken from a marginal notation on a manuscript) has 
used two basic shapes for non-capitalized r and two for non-
capitalized s. The variation between the shapes for r must be a 
stylistic variation, since both occur in equivalent environments. 
The data shown here is insufficient to prove whether the shapes 
for s are stylistic or positional variants. 

A comment on the linguistic treatment of these variations 
The fou r kinds of variation which have been described here should 
be d ealt with in the linguistic analysis of any script which has 
them. The variation resulting from a choice among typefaces or 
styles of handwriting is, as has been said, a stylistic variation and 
can be described by whatever notation is used to handle other 
stylistic variations. Dialectal variation is a similar phenomenon, 
and presumably can be handled by a similar notation. T he other 
two kinds of variation a re both conditioned by the contexts in 
which letters occur. For positional varia tion, the context is formed 
by other letters (or equivalent elements such as the space between 
words) . For variation among coscripts, the context is formed by 
certain linguistic elemen ts that occu r simultaneously with letters 
and specify which coscript has been chosen for them. 

I. The relationship bet ween abstract units of language (such as let ters and basic 
shapes) and the objects which physically serve as a communica tion medium for a 
language will be ca lled "embodiment," while the rela tionship between two 
kinds of a bstract linguistic units will be ca lled " realization." Thus, a mark 
embodies a letter or a basic shape, while a basic shape realizes a letter. 

142 Visible Language : IX 2 Spring 1975 



Figure I I. Stylistic variation: .Neoroman script. 

g g 

Figure 12. Stylistic varia tion : .Neocyrillic script. 

J1 1\ 

Figure 13. 
Example of stylistic variation: 
".Neoroman" handwriting. 



2. The author wants to thank Norman H . Zide and George L. Trager lor their 
comments and assistance. 
3. The system of names used here for scripts a nd genera of scripts was defined in 
H errick 1974. 
4. If one linguistic situation is descri bed by both terms, however, its languages 
will be more d ivergent than its dialects. For the linguistic use of these terms, see 
H ockett (1958, pp. 321 -22), Gleason (1961, p. 398), and Trager (1972, 
pp. 12-14). 
5. A script which does not have coscripts may be called a "simple script. " 
6 . Depending on the linguistic analysis being used, the Neoroman script may also 
have two or four boldface coscripts. 
7. The term " alphabet" has been used both for coscripts and for sets of basic 
shapes. Gill ( 195 1, pp. 257-61 ), for example, uses it to mean sets of basic shapes, 
while Carter ( 1969, p . 45) refers to all the Neoroman coscripts as "alphabets," 
a nd then refers to the three oldest coscripts , which use different sets of basic 
shapes, as the "essential a lphabets" of that scri pt. 
8. There is one Fra ktur !elter which is always real ized by the same basic shape, 
whether it is capi talized o r not. 
9. See Trager ( 1972, p. 261 ) on the use of Neocyrillic small capitals. 
10. See Hu ffman (1970, pp. 77-79) for the appearance and uses of these 
Cambodian coscripts. 
II . See Chaplin and Martin ( 1967, pp. 6-9) for the contrasting uses of these 

J apanese coscripts. 
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Handwriting Education-
A Bibliography of Contemporary Publications 

Ching Y. Suen 

This bibliography presents some contemporary references related to handwriting 
education. The varied collection is aimed at providing the researcher with 
ex tensive up-to-date source materials on handwriting instruction, systems and 
practices, instruments, quality and methods of evaluation. 

The author began investiga ting problems rela ted to computer 
recognition of handprinted cha racters in 1972. The aim was to 
design a handwriting system (or systems) easy to write a nd at the 
same time reliable for legible production for both human and 
machine recognition. In the course of this investigation, an exten-
sive survey of the literature has been made to stud y the methods 
of instruction as well as the characteristics of handwriting. R eports 
of the findings a re being prepared. 

Because of the special purpose of the investigation, this bibliog-
raphy was compiled within certain limita tions. It is confined to a 
list of current referen ces, mainly those published in th e past 
twenty years. Earlier works arc usually cited in the works referred 
to in this bibliograph y. R eferences on calligraph y were not in-
cluded because the author considered it a ra ther special subjccl. * 
Furthermore, no effort was made to include works related to the 
historical development of handwri ting, such as those of Anderson, 
A rrighi, Benson, Blunt, and others cited in Reynolds' bibliography. 

'Those who arc interested in the history of handwriting and ca lligraphy can 
refer to L. J. Reynolds, Bibliography of Italic Handwriting, (published by the 
Western American Branch of the Society ofi talic Handwriting, 1968) a nd the 
bibliography of C. Lehman, " H andwriting Legibility: A Method of Objective 
Evaluation," (Visible Language, 1973, 7 (4), 325-3H). 
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The en tries are cl assified into six major areas to facilitate 
reference of specific questions. 
I. Handwriting instruction, systems, a nd practices 
2. C haracteristics and quali ty of handwriting and methods 

of evaluation 
3. Left-hand writing 
4. Diagnostic and remedial teaching 
5. Handwriting instruments 
6. Related topics. 
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Maurice R oche : Crane, Carne 

Thomas D . O 'Donnell 

Maurice Roche has distinguished himself from the more traditional nouveau 
roman through the role he accords to language and through the phenomenon of 
intertextuality in his three novels, Compact, Circus, and Codex. H is approach to 
both phenomena is well illustrated by the pun " carne/crane" to which he con-
stantly returns in Circus. The crone, suggesting death , and the came, suggesting 
sexuality, may be seen as the traditional polarities of the erosf thana tos axis, and 
substantia te an anagrammatic reading of Circus' title: cri, or death, and cu( l) s, or 
sex. The pun, as the intersection of two or more signs, becomes fo r Roche the 
intersection of two or more sign systems: the spoken word , the written word, and 
the layout of the prin ted page. It is in his refusal to accept the linearity of a 
novelistic text that Roche is the most avant-garde. 

T he three novels of the con temporary novelist Maurice Roche-
Compact, Circus, and Codex 1-illustrate two phenomena which 
typify current French writing. The first of these phenomena is the 
role accorded to language. It is not surprising that Philippe Sollers 
should now be involved in a project for translating Finnegans Wake 
inlo French, or that Roche himself should insert portions of the 
W ake's first thund erclap into Compact. The word has become the 
hero of the con temporary novel in France, much to the d etriment 
of traditional plot and characterization . As the study of ancient 
Egyp tian texts shows, th e magical powers and sacred character 
of language have been with our culture for a long time. If con-
temporary French writers are showing an interest in J oyce, il is 
because they recognize in the exiled Irishman a modern exponent 
of this aspect of lang uage. 

The second phenomenon, that of intertextuality, is a lso a 
familiar one. R obbe-Grillet reproduces his bicycle-riding voyeur, 
com plete with ha lf-spent cigarelle butts, in Projet pour une revolution d 
N ew York. Butor points out the possibil ity of constructing a book 
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from the bits and pieces of other books. Roche recalls this in 
Circus, ' '!' a rt d ' utiliscr les restes" (" the a rt of using left-overs" ) and 
goes a step further, drawing upon his earlier stud y of Monteverdi 
in Compact, quoting from and a lluding to both prev ious works in 
Circus and Codex. Thus, while a ny text of M au rice R oche may be 
read alone, the three novels a rc compl ementary and yield more if 
each is exa mined in the context of the others. 

T hese two pheno mena, while not the excl usive delimiters either 
of Roche or of the nouveau nouveau roman, are nonetheless useful 
areas upon which to focus our a ttention, because they converge 
upon a jeu de mots which is central to all three novels. T hejeu 
involved is first found within pa ren theses early in Circus (Fig. I ) ; 
it reappears la ter in Circus (pp. 50 [Fig. 2] a nd 73 (Fig. 3] and 
in Codex (p . 125 (Fig . 4] ). Within the parentheses a re five letters: 
a large ca pital C, a smaller capital E, a nd small r, n, and a circum-
flex. The placement of letters is such that the reader must choose 
between two possible readings- carne, " meat" or " flesh," 2 a nd 
mine, "skull"-neither of which can ever be definitively chosen in 
preference to the other. From this poin t onward in Circus each 
allusion to things sexual, carne, will necessaril y evoke death , the 
mine (and vice versa, naturally) . It is a cliche, of course, that 
eroticism and d eath have much in common. In the past, this has 
been graphically illustrated by the smiling martyrs of the illus-
trated Golden Legend, to which Robbe-Grillet alludes in Projet pour 
une revolution a New York, and by the occasionally un-subtle serenity 
of Saint Sebastian adorning the walls of our churches 
a nd museums. 

Roche departs somewhat from these more familiar approaches 
in that he chooses the word as the vehicle, both verbal and ideo-
grammatic, for the a mbiguous relationship between d eath and 
sex. Roche's pun is both verbal- a transposition of letters and 
sounds- a nd visual- words will be used to create the image of a 
skull throughout Circus a nd Codex, a dozen or so times in all. T he 
choice of a small capital E is seen to be a play between two forms 
of expression, verbal a nd visual. The E, like the C, the r{ti a nd the 
n, establishes an axis in the skull , causing us to turn the book 90° 
and to read theE as a lower jaw. The propriety of this reading is 
substantiated by a passage of Compact in which R oche mentions 
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Entre le pouce et !'index ce qui se passe aussi 
entre dans la tete. Sur toute la circonvolution 
parietale ascendante en arriere de la scissure 
de rolarido se trouve le centre de la sensibili-
te tactile; cette zone est probablement en rap· 
port avec la sensibilite a la douleur. Examiner 
le moule externe I un esquipot pourri de dons de 
cauchemars val ant son pesant d 'his to ire J : effet 
de masque bouffon. rieur, toutes dents dehors. 

- Grossi!romentfait 1Decinq lettres ( C : n E) dont unecanine, celle de 

. Demontable 1 ~ 1 l'ceil. Incassable. En somme tater du ltcst l faute de mordre a carne 
car « no $ and doll )) - Here hung those 

lips that I have kissed - Ecrase :~UJ! sur bouche cousue penta-
cle de secrets (pierre de rosette, du ® metaphore a la levre). 

Figure I. Circus, page 22. 

Figure 2. Circus, page 50. 

Entre Jc poucc ct l'inde:t cc qui so passe aussi 
entre dans Ia tete. Sur toute Ia circonvolution 
parictale ascendantc en arrierc de Ia scissurc 
de rolando se trouvc Je centre de la sensibili· 
tc tactile; cctte zone est probablement en rap· 
port avec Ia scnsibilitc a Ia douleur. E:taminer 
lc moulc eKtcrne I \Jncsquipot pourri de dons de 
cauchemars val ant sou pesant d'histoire I : effet 
de masque bouffon, rieur, toutes dents dehors. 

- Grossi~rcmcntfait ?Dccinqlcttrcs ( C: n E )dontunecaninc, cellc de 

1' .1 Demontablc 1 E .• = 
O:J • Incassablc. n sommc tater· du l.!.£gj fautc de mordre la carne 

car « no $ and doll » - Here hung thoso 
lips that .I have kissed - Ecrase :~Ill ] sur boucho cousue penta• 
cle de secrets {Pierro de rosette, du ® mctaphore a la levre). 



"les pirates de l'ile des Cocos" : " On sait que 'Les maux de tete 
sont tres pres du crane.' On lit cela- quand on veut- , en legende 
(au-dessus ) d'un monogramme reproduisant, couche, l ' embleme 

bien connu des freres de Ia cote: les pirates de l'ile des C~s " 

Figure 3. Circus, page 73. 

Legende perdue d"un dessin secret evente. 
Saga ·contant obscurement un desastre : dire 
Ia fin d'une bonne oventure (:) 

~uffon. rieur, tC11ltes dents 

Ures( C: n E )donh 

Uftr du test faute do 
car« no $ and doll)) 

~rase :l!liM U If SUr bOUI 
ttc, du @ mc!taphc 

Croire, tirant les cartes pour 1e fils 
( decede - son avenir ?), tirer les fils 
d'un petit pantin pour qui il suffisait 
d'e"tre 

l'homme a abattre 

~ 

fa~iR aft faigian sunu. t 

J.a 
r 

I a 

Se substitti<;!r a lui en lui subtilisant cet 
« atout >> qui prend la valeur que son 
possesseur lui attribue : Uolly) Joker 
- .masque de personne (efface face) 
de cama~e, compere du prestidis-ita~ 
teur, 1' mot ayant la main et 
du jeu dans 1~ manche. Pitre fou!tu 
comme I' de pique, faisant le mort I 
une drole de tete I pour rire. Etant fauche 
passer. a I'f.s (on n'y coupe pas ici bas :) onw-·1"'i .. iWJ•-• 

son jeu. 



(Compact, p. 106; cf. Codex, pp. 13, 92, 113) (Fig. 5).3 H ere again 
we are obliged to rotate our monogram 90° to find the skull , the 
emblem of the " brothers of the coast. " 

T he minefcarne pun in particular and the erosfthanatos axis in 
general are supported and reinforced by a nu mber of elements in 
Compact, Circus, and Codex. We might begin to show this by 

Figure 4. Codex, page 125. 

Moments entre parentheses(: m (C:S ( C : n E) ~ :) a !'intersection : 

Totemtanz raide 

geste fige(e) dans son mouvement 

avo.ir trait a chef 
: : blason de Ia mort ta gueule 

pro pre 



attempting a Ricardolian (i.e., anagrammatic) analysis of the title 
of Circus. T he two-syllable title is readily broken down into cri, 
"cry," p roper to death, and cu (l), "ass," appropriate to the other 
end of the axis. Cuts and cris abound in Circus, appearing a dozen 
or so times in 129 pages. Three of these manifestations merit 
specia l attention. On page 64, we learn that the "seule chose 
crue" (" the only raw thing" or " the only thing believed") is " Ia 
cui te" (" the cooked"). Ignoring the dipsoidal level of the pun,4 

if that is at all possible, we are left with a tribute, albeit a left-
handed one, to Claude Levi-Strauss. Our suspicions are soon 
confirmed as " le cru et le cuit" ("the raw and the cooked") 
becomes " le cui et le cri" (" the ass and the cry") (p. 87). 

The third and most striking manifestation is to be found at the 
very end of Circus. R e-introducing his theme by the mention of a 
cul-de-bouteilleflampe, R oche goes on to externalize the noise he 
hears in his head: " Ia rum eur (vox populi)?) le bruit de fond" 

(p. 129) .5 Ironically, this bruit defond is also a fl atulent bruit de 
Jondement , or fart. This bruit blanc ("white noise") becomes " le 
grand cluster universe!," "cluster" being a cluster, a reference to 
Custer from Compact, p. 37 ("God d amn them! erie le general 
Custer, charge ! with drawn sword!" ), and the traditional 
"clyste re." In short order, it becomes " Ia grosse piquouse dernier 
cri" (" the latest word in big stickers" ) and " le suppositoire anal-
gcsiq ue. " Before the bomb drops, an apparent extension to 
universa lity of the earlier bruit dejond(ement), we are asked a final 
question a bout thepiquouse : "l'avoir ou?" ("where to pu t it ?") . 
The obvious but unwritten answer, "au cui," is indicated by the 
evocative description of the needle: " dernier cri." T he needle is 
final ly transformed into the hands of a clock approaching 
" L ' HE URE 1-1 " ( " H H OUR "), setting the stage for the (at least ) triple 
en tendre, "VOICI Q.U'ELLE TO MB E ." 6 

The crane and its cri are rela ted to themes other than the cut. 
Writing p rescriptively of a new society, R oche suggests " D'abord, 
s'enfonce r bien dans le crane (eta coups de crosse si necessaire) 
qu' il ne faut passe casser Ia tete" (Circus, p. 108).7 This sentence 
is in fact an echo of an earlier one: "N'avoir pas (de) raison de ne 
pas s'enfoncer cela dans le crone d ans le delire" (p. 4).8 Later, R oche 
d epic ts a " devise qui ecorche: verticale plan tee dans le corps du 
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texte," 9 i.e. , in the body of the tete, the " head. " The devise, 
"Tovs : IE: vovs: TVE," appears nex t to a literally pa renthetical 
quotation of page 165 of Compact. The crane is replaced on this 
page of Circus by its ideogrammatic paradigm: parentheses. The 
parentheses may of course represent in a schematic fashion a well-
rounded cul as well. Interestingly enough, the passage in paren-
theses is the companion piece of a similar passage describing a 
skull , on the previous page of Compact: 

Impasse des Ca tacombes. 
Nous sommes attables cote a cote, notre campagne 

et nous, tournan t le dos a !'entree. Nous voyons dans Ia 
grande glace, a u fond de Ia salle, le tableau que nous 
formo ns dans ce decor: Ia vou te en berceau assez basse; 
juste au-dessous, nos deux tetes, pas trap rapprochees ; a droite 
et a gauche Ia pointe d 'une epaule saille legerement. Au 
centre de Ia table une bouteille (d e Ia biere, pl aisan terie 
maison !) entre d eux verres. Nous avons Ia sensation d'etre 
le moule d e q uelque calligrame fan tome : notre image 
reduite a Ia dimension d 'un crane ( et no us sommes deda ns) .10 

Figure 5. Compact, page I 06. 

Oosaitque 
« Les manx de t@te sont tres pr~ du crane. ,. 

On lit cela - quand on veut -, 
en legende (au-dessus) d'un monogramme reproduisant, coucM, 
l'embleme bien connu des freres de la c6te : les pirates de l'ile 

des Go 1>S 
, sur Ia grande enveloppe bistre contenant le message posthume 
de l'oncle voyageur. 

Si l'on ouvre l'enveloppc, on peut en sortie une fenille de papier 
format 21 X 27 (commercial). 



This very text is then reprinted, white on black, next to a vertical 
column resembling a series of pre-columbian pictograms in Circus 
(p. 68 [Fig. 6] ) : portions of the text are "blacked out" in order to 
produce, once more , a sk ull. The transition from "ordinary" 
writing to non-verbal , purely graphic representation is completed 
in Codex as the scene is depicted visually, non-verbally and in no 
particular context (p. 127 [Fig. 7) ). 

Figure 6. Circus, page 68. 

Anything but not everything. In rebus. 

Di& Linicn d~ Lcbcna 1ind verschieden 
Ww Wegc &ind. 

DIIS MANXDVS. 

l!orJ uitzG <~>ntrurid.,&udfoma, 'j1ut: cunlla ralcat, fujpeditat, rdpit, confumit, dif-
filuk, 11Uiliflul- d= rnutuJ ft [rriffm• & «tlt.nM amantu, hie e.mnfl« =iuiiXit. 



Figure 7. Codex, page 127. 

Marie? ................. Non!... mais qui 
fait des reves co-
chons dans Ia case 
correspondante I au 
troisieme etat du 
cerveau, ce qui met 
les corps caverneux 
en particulier a 
contribution ... 

Enfants? ....... ....... A part moi, aucun. 
(L'autre est decede.) 

Domicile? ............ Homme sans maison. 
De passage ; mais 
caveau en vue. 

Signe particulier? Une marque sur un 
nez bourbon pour en 
uvoir trop bu 

Signature: Empreintes : 

X sur le passe. 

I • I 
~ ' , , 

~ .,, 
t;; I .. 



Runic characters in a vertical column a ppear next to the tex t 
in parentheses on page 73; a few pages la ter, a simila r pa ren theti-
ca l construction is to be found with a pai r of vertical electrica l 
g ra phs- the cap tion : " Ca pi te agere al iquid," "to dri,·e something 
into the head " (Fig. 8). A fourth parcntl1f'sis, repea ting a n earlier 
text whi ch turns a skull in to a musical instru ment, is para lle led 
by two colu m ns of Sanskrit musical notation. Fina ll y, we di scover 
a "skull-fl ask pour se rincer Ia dall e" (p. 122), 11 accompa nied by 
the Vert ical " fRI EZ POU R NOUS" ( PRAY/ LAUGH FOR us" ) 
(Fig. 9). 

Figure 8. Circus. page 80. 

a s 'y meprendre tou-
jours le memc 

a J>Ortc - cntrouvcrtc - ou votrc 'rc 
1cme lief Songer i\ Ia pofsc; «A voir; 
~ : Ia f;1im sc faisant Jt"lllir(fumcts de, 

:s), bai"er I' Al:: -.fa mellrc au.Jcssol 
.e la !cure. Sc r~mcmorrr des recctt1 
u• mrcs, pour~ (raturcr) Jcs tac: 
cs (: !'art d'utili«r lc' rcslcs.). De 

Capite agere a/iquid 

s'installer a ce niveau dans 
. . I .1 ~ second, 1111 etat premier sommet .r. d pro1 on , 

« paradoxa/)> 
se traduisant par 

des traces electriques analogues 
a ceux de l'etat de veifle --



Figure 9. Circus, page 122 . 

.,/ 1 
R 
I 
E 
z 

p 
0 
u 
R 

N 
0 
u 
s 

pour serine 
dane:.- avec me 
ardeur inextinguible 

.d'une goulee. 
jus_qu•a. la derniere 

(?) larme (?) 
·du con(J!tenu:al-

cool orulant 
······~······· 

. • . . • • • • . • . • . • • • decouper (X) 
selon les pointilles offerts r la. mitrailleuse 
hotchkiss (Ja perceuse qui en rt pour toujours)-/ 

Ja bbr~n1 euse mecanique d chef, clouant le bee en 
a1s 

faisant du point final a chaine (tirant ala ligne 
de mire) donnant (ici) la bi-bise de la mort. 

\ 
est 

\,--» 
(Ia) : X en sparadrap -

realise directement a la machine, celle qui frappe 

l&,tmodou-
leur , dang 
l'epaiSRCUI! 
du papicr, 
qunnd on 'I 
p cnso 



There is one additiona l skull in Circus tha t merits a fa ir amount 
of a t ten tion (p. 123 (Fig. 10] ). Wha t is most striking is that this 
skul l suggests d ea th hard ly a t all ; it bears grea ter resem blance to 
a sex manua l illustra ted with id eograms. T his cranium is dedicated 
to a flagellated Sainte-Enculina. 12 " Son air penetre" reminds us 
of the musica l con text of Compact and Circus, as well as of " pocket 
woma n," the inflata ble sailor's com panion of Compact. " 'The 
pocke t woman should never be boiled .' O n s'en sert plusieurs fois, 
cnsuite on Ia fout en l'a ir" (p . 59) .'3 Descending the skull 's vertical 
axis, we pass between a metric dactyl and a similar m usical note, 
each within pa rentheses : the two eyes. Continuing on this axis 
of bilatera l symmetry, we pass through the Cli-il:), receiving 
instructions to " eca rter lcs parentheses de Ia beate." 14 Whether 
or not one chooses to see the symmetrica l C:J of Cli-il:) as the 
parentheses in q uestion, one is in any case immediately faced with 
the Sai nte ( V )erge ("Holy Virgin" / " Holy Cock" ) . T he paren-

Figure I 0. Circus, page 123. 

lnlzwe. Stupitie". En pleurs. nichons da:ns l'etre de ma-
man.Sainie-Enculz'm laissant passer la courbe d'une 
douleur ( ainsi : ~) apres flagellalion. 
_ Son air penctre quamlla, !a. Son a£1· penetre a 
cette increvable a mettre en perce{qu/elle lejut,mise!) 
Avec doi'gte en clactyle(_uf.!);( -n)index"sur la detente, ... 
!a touche, t£tititiller C!i-l\'J ecarter les parenthe-
ses de la Mate : Sainte (f)erge (la lettre presque en-
clavee, zigoui par la se9(ionc:i'geyotineeparlainor_ 
deuse donnant !a qu.es - • • • • - ! tion en morse sur le b('J[li ck !a langue 

9 

I 
I 
J 
DSe 



thesized and penetrated V leaves little doubt that the parentheses 
in Circus are emblematic not only of le crane and le cui, but of the 
labia majora as well. This in terpretation adds new significance to 
the vertical colum ns a lready examined , and could be anticipated 
and verified by a Ricardo! ian analysis of the title of Circus' earlier 
companion piece, Compact. 

Needless to say, the thanatosferos axis is less than a revolu-
tionary novelty in Western literature. On the other hand , Roche's 
importance is not that he gives new life to the theme of d eath ; his 
choice of themes is rela tively unimportant. Wha t is important is a 
novelist's absolute refusal to restrict himself to the line of type. 
Placing eq ual em phasis on what is read , what is heard, and what 
is seen, R oche assembles not a linear work of literature but rather 
a huge ma trix of x dimensions. Because of the phenomenon of 
intertex tu ality, x rapidly becomes xn, n being the number of texts 
resonating upon each other. Each element of the matrix is to be 
read in terms of semantic content and sou nd, but also in terms of 
its physical a ppearance on the printed page and of its spatial 
relationship to other elements within the matrix. His work, then, 
is open-end ed in the ex treme, to an extent paralleled perhaps 
only by Finnegans Wake and Queneau's Cent Mille M illiards de 
pohnes. R oche's current work in progress, Cave, promises to expand 
the ma trix further, and its polyvalent title, together with the 
in troduction of the theme of cave painting in Codex, allows us to 
anticipate an even stronger future commitment to visual writing 
on the part of the author. 
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I. Pa ris: Edi tions d u Seuil , 1966, 1972, 1974. 
2. Camt is a n Italia n word , not French . Nonetheless, it clea rly evokes chair, 
" flesh," a nd charogne, "ca rrion." 
3. " We know tha t ' H eadaches are very close to the skul l. ' We read that- when 
we want to--, on the caption (a bove) a monogram reproducing, on its side, the 
well known emblem of the brothers of the coast: the pira tes of the island 

of Cc~S ." 
4. Cru refers a lso to vineyards a nd vin tages; cuile in French sla ng describes 
someone who has had too much to d rin k ; " prendre Ia cuite" is to go on a binge. 
S. " the rum bling (vox populi)) the background noise." 
6. "VOICI QU' ELLE TOMB E" : " TH ERE SII E FALLS." "sHE" may be the bomb, 
presumably hydrogen, of H Hour, or the hache ("axe"), pronounced like the 
Jet ter H . "VOICI QU El.LE TOMilE": " HERE IS QUITE A TOMB." 
7. " First, sink it into your skull (a nd with r ifle bu tts, if necessary) tha t you 
mustn' t rack your bra ins. " 
8. " (To have no reason )/(To not be r ight) not to sink {tha t in to your sku ll ) 
into del irium ." 
9 . ·' a mo tto that skins: a vertica l plan ted in the body of the text." 
I 0. Impasse des Catacombcs. 

We a re sea ted at the table nex t to each other, we a nd our girl fr iend , 
tu rning our backs to the en try. We see in the big mirror, a t the end of the room , 
the tablea u we form in this decor : the ra ther low barrel va ult ; j ust below, our 
two heads. no t too close ; to the righ t a nd left the tip of a shoulder projects 
sligh tl y. In the cen te r of the table a bottle (beer, a house joke) between two 
g lasses. We ha,·e the sensation of being the mould of some pha ntom callig ram: 
our image red uced to the size of a skull (and we are inside). 
I I . " a skull- fiask to take a snort from.'' Daile also means " tombstone." 
12. Enmlrr: " to sodomize." 
13. ·'You usc her several times, then you throw her away." " La fou tre en l'ai r" 
also mea ns, literal ly, " to screw her in the ai r. " 
14. " to separa te the parentheses of the :;mug. " 



The Development of Passenger/Pedestrian Oriented 
Symbols for Use in Transportation-Related Facilities 

The American Institute of Graphic Arts 

The American Institute of Graphic Arts in cooperation with the United States 
Department of Transporta tion , Office of Facilitation, has created 34 passenger. 
and pedestrian ori ented symbols fo r use in transportation-related facilities. The 
intent of the proj ec t was to prod uce a consistent and inter-related group of 
symbols to bridge the language barrier a nd simplify basic messages at domestic 
and internationa l travel faci lities. The working process attempted to take full 
advantage of strong a nd widely recognized ex isting symbol concepts and to 
introduce new symbol forms only where no sa tisfactory concepts existed. The 
report includes detailed descriptions of the process employed to create the 
sym bols as well as guidelines for their usc. 

O ver the past several yea rs, numerous interna tional, national, and 
local organizations have developed sets of symbols for use in 
facili tating passenger and ped estrian orientation in transporta tion-
related facilities a nd a t the sites of large international events. 
(Throughout this report the term "symbol" is used to denote both 
true sym bois such as the Red Cross a nd pictorial devices, picto-
graphs, or pictograms which are illustrative in nature. ) Some 
of these groups have a ttempted to establish internationa l standards 
but have been criticized for the overall graphic quality of the 
drawings, as well as for some of the concepts. Others, especia lly 
those associated with temporary events, such as O lympic Games 
or W orld 's Fairs, have spent considerable effort to achieve gra phic 
excellence. At the same time , they have made a conscious effort 
to give their symbols a uniqu e graphic cha racter inappropriate 
for wider fun ctiona l needs. Out of a ll this effort have come a 
number of well-conceived a nd well-executed individua l symbols, 
but no one complete system that seems immediately adaptable to 
the needs of transportation-rela ted facilities in the U .S. 

To develop such a system and to ta ke full advantage of the work 
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done to d ate by others throughou t the world , the American 
Institute of Graphic Arts in coopera tion with the U.S . D epartment 
of Transporta tion , Office of Facili tation, has compiled an inven-
tory of sy mbol systems which have actually been used in transpor-
ta tion-related fa cilities or large international events. We have not 
concentrated on theoretical or experim ental proposals, a lthough 
we a re aware of them. In addition , we have compiled a nd 
a nalyzed whatever existing research see med pertinent. U nfor-
tuna tely most of the reports seem more concerned with the 
methodology than with the conclusions reached. evertheless, all 
relevant data has been considered when making evaluations. 

To und ertake the project, the AlGA a ppoin ted a committee of 
five members with considerable experience and interes t in the 
problem. It was determined tha t the task of the committee would 
be to review the major sy mbol systems in use around the world , to 
ana lyze the effectiveness of each based on personal experience, 
and from this a nalysis to develop a clear concept for each message 
a rea. The committee's next task was to determine who should 
draw the symbols and prepare the guidelines for using them. 
Fina lly th ey were to direct the execution of work by other 
AlGA members. 

The committee was composed ofThomas H . Geismar 
(cha irma n), Seymou r Chwast, Rudolph deHarak , John Lees, and 
Massimo Vignelli . The firm Cook and Sha nosky was involved in 
a ll of the d eliberations a nd eventually d esigned the new symbols 
a nd their graphic system . The firm Page, Arbi trio, and R csen 
was in charge of the guidelines section. 

Each existing sy mbol was analyzed independently by each 
committee member. In addition, each group was discussed a t 
some length by th e whole com mi ttee, and the recommendations 
were a rrived at as a join t decision of the g roup. Some decisions 
were easily made; others provoked considera ble d iscussion. T hese 
decisions were then submitted to a working panel of the DOT 
Advisory Commi ttee for review. Tha t committee thoroughly 
reviewed the recommendations, a nd made a determination on 
each, accep ting man y, revising some, and rej ecting a few. The 
AlGA then reviewed the working pa nel 's response, and revised 
some of its recommendations. In evaluati ng the existing ma terial, 
it was a lways presu med that a ll recommended sy mbol concepts 
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wou ld require at least some graphic modifications or refinements 
to be incorporated in a uniform graphi c system. Other symbols 
required new or modified concepts a nd consequently considerable 
original drawing. 

A set of guidelines fo r using the symbols a nd rela ting them to 
the verba l messages was developed- not to provide a rigid set of 
rules but rather to suggest a ra nge of possibili ties within which the 
problems most commonly encountered in facili ty signage can be 
resolved without sacrificing the integrity of the symbol system. 

Finally, in the course of this project we have found common 
agreement on a few key points concerning symbols : 

We are convinced tha t the effectiveness of symbols is strictly 
limi ted. T hey are most effective when they represen t a service or 
concession that can be represented by a n objec t, such as a bus or 
bar g lass. They a re much less effective when used to represent a 
process or a ctivity, such as Ticket Purchase, because these are 
complex interactions that vary considerabl y from mode to mode 
and even from ca rrier to ca rrier. 

We are convinced that symbols are useless at a facility unless 
incorporated as part of an intelligent total sign system. The use of 
sym bols alone, without consideration for the verbal messages and 
all other signing, will only add to the confusion. 

We are convinced that it is more harmful to oversign than to 
undersign. T o mix messages a bou t rela tively insignificant activities 
and concessions with esse ntial public messages weakens the com-
munication. While there may be some messages beyond th is basic 
group that require symbols, only those messages tha t are truly 
essential should be considered. 

Having sa id this, we do feel tha t, properly used , symbols can pla y 
an important role in facili tating communica tion and orientation 
in tra nsporta tion-rela ted fa cilities. We also believe that a well 
conceived a nd well d esigned set of symbols ca n win wide 
a cceptance. 

T homas H. Geism ar , Chairma n. 
The Am erican Institute of Graphic Ar ts Commi ttee on Signs a nd 
Svmbols, November. 1974. 
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Initial Message Areas 
The fi rst task of the committee was to develop a group of initial 
message a reas: 

The first category, Public Services, contains twelve messages 
which represent services widely used in transportation-related 
faci lities and seven additional messages to represent all common 
public transportation modes. The second category, Concessions, 
includes messages that are related to commercia l activities. T he 
third category, Processing Activities, was developed for the mes-
sages tha t represent important passenger-rela ted procedures. 
Finally, a fourth category was crea ted for R egulations. Three 
pro hi bi tory messages were selected along with two close! y 
related opposites. 

vVe have a ttempted to describe the message a reas with wording 
tha t corresponds to conventional terms, without over simplifying. 
These a re not necessarily the words that would appear o n actual 
signs. The guideline section of this repor t offers recommendations 
a bout the suggested wording that should appear with the symbols. 

Public Services 
T elephone 
M ai l 
Currency Exchange 
Fi rst Aid 
Lost and Found 
Baggage Lockers 
Elevator 
Toilets, M en 
T oile ts, Women 
Toilets 
Informa tion 
Hotel Information 
T axi 
Bus 
Ground Transpor tat ion 
Ra il Transporta tion 
Air Transporta tion 
H eliport 
Water Transportation 
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Concessions 
Car Rental 
R estaurant 
Coffee Shop 
Ba r 
Shops 

Processing Activities 
Ticket Purchase 
Baggage Check-in 
Baggage Claim 
Customs 
I mmigr·ation 

Regulations 
No Smoking 
Smoking 
No Pa rking 
Pa rking 
No Entry 



Transportation Related Symbols 



Basis of Evaluation 
Frequently the words legibility, readability, and clarity en ter 
discussions about symbols. While these words refl ect realistic con-
cerns, they a re too inaccurate to be useful in evaluating symbols. 
To p rod uce consisten t j udgments a more obj ecti ve basis was 
needed. Three very fu nda mental aspects served as th e outline for 
the committee's eval ua tions. All visual communication, including 
symbols, have three distinct dimensions : semantic, sy ntactic, a nd 
p ragmatic. The strengths a nd weaknesses of every sym bol can be 
evaluated in re lation to these basics of communication. 

The se mantic dim ension refers to the rela tionship of a visual image 
to a meaning. 

H ow well does this symbol reprcsen t the message? 
Do people fail to understand the message that the symbol 

denotes? 
Do people from various cultures misundersta nd this symbol? 
Do people of va rio us ages fa il to understa nd this symbol? 
Is it difficult to lea rn this sym bol? 
H as this sy mbol al ready been widely accepted ? 
Does this symbol con tain clements that are unrelated to the 

message? 

T he syntactic d imension refers to the relationship of one visual 
image to another. 

H ow docs this symbol look? 
H ow well do the parts of this sy mbol re la te to each other? 
H ow well does this symbol relate to other symbols? 
Is the construction of this sym bol consistent in its use of 

figure/ground , solid/outline, overlapping, transpa rency, 
ori entation, format , scale, color, and texture? 

Does th is sy mbol use a hierarchy of recogni tion? 
Arc the most im portant clemen ts recognized first ? 
Docs this symbol se riously con tradi ct existing standards or 

co nventions? 
Is this symbol, a nd its eleme nts, capable of systematic 

app lica ti on for a variety of interrelated concep ts? 

178 Visible Languagf' IX 2 Spring 1975 



The pragmatic dimensio n refers to the relationship of a visual 
image to a user. 

C a n a person see the sig n ? 
Is this symbol seriously a ffected by poor lighting cond itions, 

oblique viewing angles, and other visual " noise"? 
Does this symbol remain visibl e throughout th e range of ty pica l 

viewing distances ? 
Is this symbol especia ll y vulnerable to vand a lism? 
Is this symbol difficult to reproduce? 
Can this symbol be en la rged a nd reduced successfull y? 

In actua lity, th ese three dim ensions are inte rrel a ted in complex 
ways. everthe less, recogni zing them makes it possible to logically 
isola te and evaluate specific qualities. 

Considerations in Dmwing the Symbols 
In anempting to establish a unified se t of symbols, one of the goals 
was to draw the symbols so they hz.d a single g raphic ,·ocabulary. 
This was especiall y difficu lt in this projec t because of the ex trem e 
varie ty of images req uired by the messages. Some of the messages 
can be represented by bold a bstract forms which d epend on 
widespread ed ucati on to become conven tiona l symbols, such as 
the red cross or the inte rn ational ly accepted No Entry symbol. 
Others depend on a pic ture of a n obj ect that is closely associated 
with the m essage to ca rry the meaning , such as airp la ne for Air 
Transportation or coffee cup fo r Coffee Shop. Fi na ll y, there arc 
m essages tha t a(e actua ll y co mplex pic tures of' people engaged in 
processes such as purchasing a ticke t, riding in a n e leva tor, or 
inspecting luggage. Nevertheless, a ll the sym bols, simple and 
complex, m ust fun ction as a grou p wi th a recognizable \'isua l 
vocabulary. Fortunately there a re basic v isual de\' ices th a t ca n 
help establish a unified graphic vocabu la ry among the symbols. 
Man y of these devices were employed in the creation of the ini tia l 
group of sym bois. 

Sim plifi cation of the im ages is one characte rist ic that makes the 
set of symbols a coherent group. T he a mount of de ta il used in th e 
drawings has been reduced to a practical mini mum . Unim porta n t 
features have bee n eliminated , resu lting in a set of sy mbols that 
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are consistentl y bold and direcl. This characte ristic bold ness is 
also importan t if th e symbo ls arc to fun ction as signs in busy 
confusing environmen ts where unnecessary d e ta ils would 
reduce legibility. 

Guidelines for Application 
The following g uidel ines were d eveloped to illustrate d esira ble 
appli cations or the sy mbo ls to sig nage. 

From the standpoint of legibility and recogn izability, " ideal" 
g uidelin es would advocate unive rsal consistency in presen tation 
(includi ng layout , accompanying le tter style , a rrow, size relation-
ship, color relationship, illumi nation , and conformity to an 
esta blished size/distance formula ) . However, cultural, environ-
mental , and a rchi tectural conditions and styles vary g reatly . Thus, 
from an aesthe tic point of view an ideal set of guidelines wou ld 
ad vocate freedom or application to allow and encou rage the 
integration or g raphics into the visua l fabric of the environment. 

These two ideals appear to be in con fli ct, but in fact need not 
be. Experienced d esigners know that the sa me visual clements 
may func tio n entire ly differentl y in different surroundings. For 
exa mple, a yellow pa nel will stand out powerfu lly on a d a rk grey 
wall , be less fo rcefu l on a w hi te wall , a nd disappear entirely on a 
yellow wall ; or, a modern sans-serif letter style that may be in 
harm ony with the con temporary a rchi tecture or a modern a irport 
ma y be dissona nt in a n environment like Colonia l \t\'illiamsburg. 

Legibili{J' Criteria 
The foll owing d iagram il lustrates th e results of pragmatic testing 
of several sym bols (T icke t Purchase , Eleva tor , a nd Tax i) a nd 
represents a rough g uide to size/d istance relat ionships. For the 
purpose or this ill ustra tio n, legibil ity was defined as the recognition 
or the va rious clements that make the sym bo l understa ndable 
without the aid or wording or preco nditioning. R ecognition o r the 
sym bols after they arc learned is a no ther ma tter, and we reel 
ca nnot be mea ningfull y tested at this tim e except in th e case or 
those few well known sy mbols such as First Aid , M en, \tVo m en , 
etc. The tes ting \Yas d o ne in da ylig ht using sy mbob with black 
fig ures on whi te sy mbo l fi elds displayed on a b lack sign 
background . 
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Figure I shows the result of th e testing on the Ticket Purchase 
symbol. The d istances from which the Taxi sym bol was legible 
were I 0% greater ; fo r the Elevator symbol , 30% less. 

One of the most importa nt aspects of good signing is siting (Fig. 2). 
The close r to one's na tu raJ line of vision, the better. A usefu l rule 
of th umb is to avoid exceed ing a I 0-degree angle from the natural 
line of' vision. This formu la has va lue, primaril y with regard to 
height, except in the case of a roadway or corrido r type of con-

figure I. 
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Effective viewing distance 
not more than 155 feet. 

Effective viewing distance 
not less than 20 feet. 
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cli tion where natural line of vision can be reasonably defined. If 
conditions require that the viewing angle exceeds 10 degrees, the 
size/distance relationship may have to be adj usted (for exam ple, 
a sign at 15 fee t a bove the Aoor level will probably have to be 
la rger than the same sign at 8 feet to be as effective) or a nother 
sma ller sign rna y ha ve to be added for short-distance reading. 

I t must be pointed out that legibility varies greatly from one 
sy mbol to another or from one type style to another, and that color 
rela tionships, ligh ting, spacing, and viewing angle may also 
a ffect legibility. We recommend pragmatic testing of symbols and 
lettering on-site, or in simulated on-site conditions. If an attempt 
is made to eq ualize symbols of unequa l legibility in a signing 
system by varying their size , the result would be visually chaotic. 
We recommend tha t the legibility cha racteristics of the least 
legible symbols d etermine the size of all the symbols in a given 
system. This would provid e a sense of order and adequate legibility 
throughout. The intensity of internal lighting of symbols on 
tra nslucent background ma terial should be minimal to prevent 
loss of legibility due to halation, the spreading of light. 

Use of Grid 
We recommend that within a given facili ty or system only one 
type style be used , a nd that a consistent vocabulary of rela tion-
ships be d eveloped. I n order to aid in the development a nd 
applica tion of an established vocabulary, we recommend the use 
of some kind of consistent grid as a basis for the sign layouts. T he 
grid used for the illustrations in these guidelines established certain 
key relationships; one symbol width between lettering and symbol, 
one half sym bol wid th between arrow and sy mbol under most 
conditions, and one quarter symbol width between symbols. 

Lettering 
In order to p rovide the freedom to respond meani ngfully to 
varying architectu ra l and cul tural styles, we are not recom mend-
ing any one lettering or type style for use with the symbols. 
Choice of a type style shou ld take into accoun t legibility a nd com-
patibili ty with the symbols and the environment. Lettering and 
word-spacing affect the legibility and a ppearance of different 
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lettering styles in varying ways at different distances. Color and 
lighting also affect spacing needs. Generally, the following rules 
of thumb a re useful: 

White lettering on a dark background requires more letter spacing 
than does black on white. 

Internally lighted letters may require grea ter letter-spacing, 
d epending upon intensity of light. 

Open letter-spacing increases legibility from great distances. 
(Larger letters spaced tighter and occupying the same area may 
accomplish the same thing. ) 

Many type styles suffer aesthetically when open letter-spacing 
is used. 

Well executed optical letter-spacing (either open or tight) is better 
than mecha nical letter-spacing. 

Helvetica Medium (caps and lower-case) was selected for these 
illustrations because of its excellent legibility, compatibility with 
the sym bols, and aesthetic quality. Its extremely large x-height 
(the height of lower case-letters such as the x) also allows the use 
of both upper- and lower-case with relatively littl e size loss. The 
word sha pes created by the ascending and descending letters 
aid in legibility. 

T he directional arrow style was selected because of its compati-
bility with the Helvetica Medium letter style used and was 
positioned in a consistent relationship to the symbols. 

Lettering size should be d etermined by testing, but a reasonably 
effective guide is to provide I inch of letter height for each 50 feet 
of viewing distance . 

Symbol Presentation 
In order to ensure legibili ty and recognizability of the symbols, it 
is important that certain visual elemen ts be kept consistent. The 
drawing of the symbols and the proportional relationship of the 
figure (the drawing or sym bolic device) to the symbol field (the 
square area with radius corners) must always be maintained. 
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With the exceptio n of the No Smoking, No Parking, a nd No 
Entry symbols the figure must a lways be presented in th e symbol 
field . It is also important tha t the figure always be black on a 
white symbol fi eld . (Never use the symbols in reverse: whi te figure 
in a black symbol field. M any are difficult to read when presented 
in this ma nner. ) A very dark color may be used in lieu of black 
for the figure, or a light color for the symbol fi eld, if desired , b ut 
strong dark/light contras t must be maintained in order to ensure 
good legibility. 

Summary 
The recommended fa mily of symbols represents the best efforts of 
the committee and its subcontractors duri ng the time availa ble. 
Throughout the process of evaluation, selection, a nd design, 
decisions have been made subjectively by individuals and groups 
having wide experie nce in the problems of sign age. Beyond this 
method, however, it is qui te difficult to predetermine obj ectively 
the effectiveness of a ny one sym bol. Experience shows that con-
stant repetition has more to do with effectiveness than does a 
difference in style of drawing or appropria teness of concept. The 
No Entry symbol is now understood in most W estern countries 
because it has been widely used ; it would be meaningless in a n 
area where it had never been seen. For the same reason, the 
results of survey tests taken at on-site locations have their limi ta-
tions. Do most people recognize the handset as a symbol for 
telephone because it is a good symbol or because it has a lread y 
been wid ely used ? Would a different sym bol for telephone, with 
eq ua l exposure, have been even more effective? Can a sym bol 
with very little exposure be ex pected to be well recognized? 

With a n understanding tha t such tests can provide only limited 
informa tion , we do fee l that use of the symbols in actual conditions 
can help poin t up any especia lly poor symbols or major d efects in 
the overa ll system. Such testing should be ca rried out in a wide 
ra nge of locations, a t least some ofwhich serve large num bers of 
foreign visitors . We further recommend tha t a ny su rvey evalua-
tions to be made a t on-site locations be done professionally with 
the goals and methods clearly predetermined . 
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Correspondence 
The editors welcome coraments on articles, reviews, and letters that have appeared 
in past numbers. Communications should be addressed to the Editor, 
cl o The Cleveland Museum of Art, Cleveland, OH USA 44106. 

T o the Editor: 

I have read Aaron Marcus' " Introduction to the Visual Syntax of 
Concre te Poetry" with great interest. T he problem of categorisation is an 
important one with which I have been struggl ing albeit rather unsuccess-
fully for a long time (see my collaborative study with Bob Cobbing, 
Concerning Concrete Poetry, privately printed, London 1971 ) . However, I 
doubt that M a rcus does justice to the classification which he cites in 
his article ( Visible Language, VIII , 4, 333f, n. 2) which is set out in the 
Stedelij k Museum's catalogue Sound texts ?concrete poetry? visual texts, 
Amsterdam 1971. This catalogue briefly summarises pages 6-16 & 22-116 
of the Zurcher Kunstgesellschaft, Helmhaus, Text Buchstabe Bild (=T ext 
Letter Picture) which has eleven pages by Felix Andreas Baumann 
devoted to twenty-six or twenty-nine categories which are then exempli-
fied on pages 22-11 6. Though I doubt that Baumann's classification is 
quite flawless, methodologically speaking, it does merit notice and in the 
context of an article concerning classification it could well have received 
detailed discussion.' I n my article " Framed and Shaped Writing" in 
Studio International (Studio graphic Supplement, September 1968, pp. II 0-114) 
I proposed a classification of mixes ofword (s) and picture(s) which, 
though it grew out of a corpus pre-concrete visual poetry and of 
advertising, is nevertheless germane to classifying concrete poetry 
(see illustration). 

On page 335, n 7, of his article Marcus cites Ha ll's summary of 
Gibson 's thirteen categories of perspective. Only abou t half of them relate 
to static two-dimensional representation, while the remainder are 
binocular or relate to the perception of motion. There is an excellent 
collection of examples of perspectival cues- such as size, tone, vertical 
position applied to both pictorial and textual material- in Frank 
Mulvey 's Graphic Perception of Space (Reinhold, New York 1969). It is a 
most instructive exercise to read M ulvey's work in Gibson's order. 

M ay I say how interesting and informative I found Marcus' a rticle 
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and how high I find the standard of your journal 's theoretical articles 
on concrete and visual poetry. 

Peter M ayer , Visual Communication Lecturer, Graphic Department 
Goldsmiths' College, New Cross, London SE14 6NW, England 

I. Our tentative and unpublished classification (which was omitted from 
our book) comprised the following categories. We have included much 
of Ba umann's categorisation which is denoted by lower-case letters in 
parentheses; Baumann prefixes each category with such a letter. 

Action poem, Alphabet, Alphabet text (i), Anagram , Acrostic, 
Audiopoem, Audiovisual text (r), Collage U), Calligraphic text (v) also 
handwritten, Colour text (m), Coloured text (m), Committed text = 
Protest poem (q ), Constellation (e), De-collage U), Duplicator ( = mimeo) 
text, Electronic poem, Experimental poem, Flag/Banner poem, Flipbook 
poem, Fragment text (k), Fauve, H andwritten text (t), Ideogram (e), 
Ideogrammatic text, Ideograph, Kinkon, Kinetic, Kinetic (optical), 
Labyrinth (d & e), Letter pictures (w), Lettrist, Machine poem, 
Mimetic, N umber poem (n), Object (sta tic) poem (x), Objective poem, 
Onomatopoeia, Optical poem, Palindrome, Permutational poem, 



Phonetic poem, Phonic poem, Picture text (u ), Poster poem, Protest 
poem (q ), Puns (paranomasia ), Reduction (g & h), Semantic poetry, 
Semiotic text, Serial poem (f), Signs & code texts (v), Shaped poems, 
Sound poems, Superimpositions (c), Suprematist, Tautology ( I ), Text 
and design com binations (z), Text alphabet (i), T ext fragments (k), Text 
series and textbooks (v), T ext-sound compositions, Typewriter poems, 
Typestracts (s) Typograms (s) , Visual poetry. 

Some of these categories are in terms of media, of conten t, form, 
rhetorical tropes and for figures, none of which can be neglec ted and 
most of which cut across each other. 

T o the Editor : 

First of all I 'd like to thank Herr Zapffor giving me an opportunity to 
air a few ideas in regard to Visible Language and the 1974 covers 
(Correspondence, Winter 1975, p . 92 ). 

One can't help but muse at the idea of Herr ZapPs criticism that the 
journal is looking like an " underground publication" when in actuality 
the rational for most scientific publications are dialectic, and therefore 
" underground" in their manifestations. T raditionally, scienti fic pu blica-
tions have a lways played a questioning role in society. I nformation has 
always presupposed the question. Knowledge has always existed to 
scrutinize existing situations. 

There seems to me to be a slight discrepancy here in regard to the 
design of many scienti fic journals. Clearly a ll scienti fic publications 
" want to be taken seriously." Bu t the q uestion is whether the traditional 
design vehicles utilized to maintain the credibility of such institutions are 
indicative of the scientific journals' ultimate purpose~to question and 
not to secure. It seems a bit ironic to me that the viability of such 
journals be dependent upon iden tifying with existing design mores " in 
order to be taken seriously." 

The scientific spirit has always been a "self-made" one~not always 
clear in its attempts, sometimes muddled in its thoughts, and rarely 
purely professional in its entire expression. Our "self-made" covers are 
in a sense visual experiments. O ne mustn't forget that these covers were 
done for a publication called Visible Language~the J ournal for Research 
on the Visual Media of Language Expression, which in the past has dealt 
primarily with visible language in a verbal sense. T hat is verbal language 
in a visual sense~which may be the crux to the whole matter. 

Ken Komai, Basle, Switzerland 
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Resume des Articles 
Traduction: Fernand Baud in 

Le graphisme des pocmes de Vi lion ct de 
Marot par Tom Conley 
En general , les poemes ccrits dans les debuts de 
l' imprimeric ne devraicn t se lire que dans lcs 
ed itions incunables. Le graphisme des poemes 
de Fran~ois Villon ct de Clement M a rot est 
esscntiel pour l' intell igence de !'oeuvre: Le 
Grand Testamwl de 1489 en caracteres gothiq ucs 
et les formes ipitaphts ou rondeaux de /' Adoltscence 
clementine s'inscrivent dans les deux dimensions 
de Ia page de maniere a suggcrer unc troisiemc 
dimension, celle du dra me humain . De talle 
sorte que le d ia logue entre Ia voix humaine et 
l'espace de Ia page, entre lc d iscours et sa forme 
typographique rcstent toujours ouverts, Ia 
ponctua tion marquant les zones de passage, 
d 'cva sion qui sont sources de grand e poesic 
lyriquc. 

L' lnscription sur Ia pierre a aiguiser de Str~m 
par Elmer H. Antonsen 
L'inscription runiquc sur Ia pierre a aiguiser de 
S tnbm en Norvege est particulicrement 
interessante parcc-qu 'elle prescnte Ia plus 
ancienne chanson de travail connue dans les 
la ngucs ger maniq ues. Les archeologues ne 
pcuvent pas aider a dater cettc inscription 
parce-qu'on n'a pas t rouvc d 'autres objets avec 
Ia pierre. Lcs essais jusq u'aujourdhu i a dater 
!' inscription se basent sur des fausscs supposi-
tions a l'cga rd des devcloppements phonolo-
giqucs et de I' age rclatif de certa ines variantes 
ru niques. II se demon tre q ue !' inscription peut 
et re interprl:tee sa ns tclles hypotheses et que Ia 
chanson de t ravail doit se dater d 'environ 
450-500 A.D., pas du debut de Ia septii:me 
siccle com me l'on a suppose jusqu'a present. 
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Les differcntes graphics de certaines lettres 
par Earl M . Hrrrick 
Dans bcaucoup de langues ccritcs il y a des 
lcttres qui on t plusieu rs graphics d iffcrentes. 
Partout ou unc lettre de ce genre vient a 
s'ccrire, sa graphic est de tcrm incc par sa 
posi tion da ns lc mot ou dans le tcxte; par une 
forme dialecta le; par les graphics voisines, dans 
lcs ecri tures dont chaque lettre est subdivisee 
en elements distincts; par Ia nature, par le 
style de sa transcri ption typographique ou 
calligraphique. L'articlc exa mine ces variantes 
graphiq ucs et fournit des illustrations en 
plusicurs langues. 

L'enseignement de l'ccriture: bibliographic des 
publica tions rccentcs par Cltin,t: Y. Sut11 
D'unc manii:re genera le cctte bibliographie sc 
rapporte aux ouvragcs concernant l' apprentis-
sage de l'ccrit ure. T rcs divcrsifice, clle s'adresse 
a ux chcrcheurs et leur apportc unc source 
abondante d 'i nfor mations sur lcs methodes, lcs 
exercises, les inst ruments lcs plus rcccnts, ainsi 
que sur les systcmes d'cvaluation et de cotation. 

Maurichc Roc he: Crane, Carne par Tltomas 
D. O'Donnell 
Maurice Roche s'est dctachc d u nouveau roman 
au sens cou rant , par Ia fonction qu' il at tribuc 
au la nguage et par lcs liens textuels qui relient 
ses t rois ouvragcs : Compact . Circus, ct Codex. Son 
attitude a l'egard de ce double aspect du 
langage est ill ustrec par carne/crane jcu de 
mots qui rcvicnt sans cessc dans Circus, le 
crane suggcrant Ia mort, Ia carne suggcra nt Ia 
sexua li tc, correspondent sans doutc a 
l' antithesc classiq uc eros/ thanatos ct authoriscnt 
Ia lecture a nagra mrna tique de Circus en cri 
pour mort , et cu(l)s pour sexe. Le calcmbour, 
intersection de deux ou t rois signes, dcvicnt 
pour Roche !' intersection de deux ou trois 
systcrnes de symboles: lc mot parlc, le mot 



ccrit, Ia disposition typographiq ue de Ia page. 
C'est par son ref us de Ia lecture lineaire, proprc 
au roma n, que Roche est lc p lus a vant-garde. 

Une signalisation a !'usage des pietons ct des 
passagers da ns les t ransports publics par 
I' American Institute of Graphic Arts 
En collabora tion avec le Service des Usagers, 
Ministere des Transports, I'A.I.G.A. a crce 34 
symbolcs a !' usage des passagers et des pictons. 
I I s'agissait de concevoir un ensemble coherent, 
susceptible d 'eluder tous les problcmcs 
ling uistiques au niveau des instructions 
e!Cmentaires communes a toutes lcs entreprises 
de transports publics, a l'echelle nationale ou 
internationale. L'A. I.G.A. s'est attache par 
principc aux symboles existan ts et dont !' usage 
est deja generalise; il n' a in troduit de nouveaux 
signes que pour des concepts encore mal 
definis. L 'article donne Ia descriptio n dctaillce 
de Ia demarche suivie et des directives pour 
leur utilisation. 

Kurzfassung der Beitrage 
Dbersetzung: Dirk Wendt 

Wortformen in der Dichtung von Villon und 
Marot vo11 Tom Conley 
I m allgemcinen kann man Lyrik a us der 
FrUhzcit der Druckpressc nich t in anderen 
Ausga bcn als im Originallesen. Die visuelle 
Asthetik in der Gestal tung der dichterischen 
Struktur von Francois Villon und Clement 
Marot ist wesentlich fur das V crstandnis ihrer 
W erkc : Le Grand Testament of 1489 in gothischc• 
Schrift und die physischc Form dcr epitaphes 
und rondeaux der Adolescence climentint benutzen 
in differenziertcr Weise den Mangel an FUIIc 
auf der zweidimensionalen Obernache, urn 
cine rncnschliche Tragodic in drei Dirnensionen 
hcrauszuarbeiten. So bleibt ihr Dialog zwischen 
Stimrne und Raum oder Gcsprach und F igur 
stets oncn und zeigt in seiner Punktuation die 
Berciche der Durchdringung und Sehnsucht, 
die grofle lyrischc Dichtung ausrnachcn. 

Die I nschrift auf dern Wetzstein von Sm,lrn 
von Elmer H. Antonsen 
Die Runeninschrift auf dcm Wetzstein von 
Stn$rn in . orwegen ist von bcsonderern 
I nteresse, wei! sic den fi-Uhestcn Belcg cines 
Arbeitsl iedes in den gerrnanischcn Sprachcn 
darstcllt. Die Archaologen konnen nicht dazu 
beitragen, diesc I nschrift zu cla tieren, da kcine 
anderen Gegenstandc mit dem Wetzstein 
gefundcn wurdcn. FrUhere Versuche, die 
Da tierung aufgrund runologischer und 
linguistischcr Kritericn festzulegcn , basiertcn 
auf unbcgriindeten Anna hmen in bezug auf 
phonologische Entwicklungcn und das relative 
Alter bcsti mmter Runenva ria n ten. Es wird 
gezcigt, dafl die lnschrift ohnc solche Annah-
men gedeutct wcrclen kan n, und dafl das 
Arbeitslied nich t a us dem Beginn des 7. 
j ahrhundcrts, wic friiher angenommcn, 
sondern spatestens a us der Zeit urn 450-500 
n.Chr. stammen mull. 
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Buchstaben mit alternati vcn Grundformen 
von Earl M . Hnrick 
In vielen geschriebcncn Sprachcn gibt es 
Buchstabcn , die du rch Zeichcn ausgedriickt 
wcrden konnen , die mehr als cine Grundform 
ha ben. Bci jed em Auftreten des Buchstabcns 
wird die Form benutzt, die den Umsta ndcn 
entspricht, unter d encn der Buchstabc a uftritt. 
So sind cin igr dcr vcrschicdcncn Grundformcn 
angremcsscn bci gcwisscn Stc llcn im \Von odcr 
andercn Stellen d es Textcs; cinigc wcrdcn in 
vcrschicd encn Dialekten bcnutzt; cinigc 
gchorcn zu verschiedencn Para llelformcn 
(Unterformcn dcr Schrift, die jeweils G rund-
fo rmen allcr Buchs taben hahcn) : cinigc wcrdcn 
von vcrschiedencn Druckschri ften oder Hand-
sch riften gebraucht. Dicscr Aufsatz diskutiert 
d ie vcrschicdcncn Arten d cr Variation zwischen 
den Grundformen und gibt Beispiele a us 
verschiedenen Schriflen. 

Schrciben lcrnen- Eine Bi bliographic 
zeitgenossischer Veroflentlichungen von Ching 
r. Suen 
Diese Bibliographic gibt zeitgcnossischc 
Literatur zum Schreibenlerncn an. Die 
viclfalt igc Samm lung hat d en Z w<"ck, dcm 
f o rscher ausfl.i hrlichcs Qucll cn-Matcr ial i.ibcr 
den Schrcibunte rricht, -systemc und -praktikcn , 
lnstru mente und Mcthodcn dcr Bcwcrtung in 
die Hand zu gcben. 

Maurice R oche: Cninc, Carne von Thomas 
D. 0 ' Danne/1 
Mau rice Roche unterschcidct sich ,·on dem 
traditionclleren .Vouveau Roman durch die R olle, 
die er dcr Sprachc zuwcist , und durch das 
Phiinomcn des Mitcina nder-Vcrwoben-Scins 
seiner d rci :-lovellcn Compacl. Circus und Codex. 
Scin Au fsa tz zu den heiden Pha nomcncn ist gut 
illustri ert an dcm Wonspicl "camefcriwe". auf 
das er im Circus beharrlich z uriickkom mt. Das 
crtine, das a n Tod cr inncrt , und d as came. das 
a n Sexuali t>lt anklingt, konnen als die tradi-
tionellcn Polaritiiten der cros/ thanatos-

Dimension gesehcn werdcn , und lcgcn cine 
anagrammatischc Leseweise d es Ti tcls ·' Circus" 
nahc: cri oder Tod , unci cu(l)s, odcr Sex. Das 
Wonspicl, als Krcuzung von zwci odcr mehr 
Zcichcn, wird fli r Roche die Kreuzung von 
zwei oder mehr Zeichensystcmen : das gespro-
chenc Won, das geschricbene Wort , unci die 
gra phische Anordnung a uf der gcd ruckten 
Seite. In seiner Weigerung, die Liniaritat d es 
Novellcn-T extcs zu akzcpticren, ist Roche am 
a vantgardistischsten. 

Die Entwicklung von fah rgast- / fullgangcr-
oricntierten S ym bolen zum G ebra uch in 
Vcrkehrscinrichtu ngen uo11: The Amtrical/ 
!11Siilulr qf Graphic Arts 
Das "American Institute of Graphic Arts" 
(A merikanische l nsti t ut fur gra ph ische Ki.instc' 
hat in Zusammenarbeit mit dcm Uni ted States 
Department ofTransporta tion ( U.S. 
Verkchrsministcrium ), Oflicc of Facilitation 
(Bi.iro fi.ir Erleichterungen) 3•~ an f ahrgiistr 
und fu flgiingc r gerichtetc Symbole zum 
Gebrauch in Vcrkehrseinrichtu ngen gcschafl cn. 
Das Zicl des Projcktes war cs, ci ne konsistcntc 
und in sich aufeinander abgcst imrntc G ruppc 
von Symbolen hcrzustcllcn , wclche die 
Sprachschran ken ii bcrbriickcn und clcmcntarc 
1 nformationen an c inhcimischcn und in tcr-
nat ionalen R eisc- Einr ichtungcn verc infachcn 
konntcn. I rn Vcrl a uf der i\rbcit wurdcn 
wcit,·crbrcitcte unci e ingdlih nc Symboh·or-
stcllungcn voll ausgcnutzt und neue Sym boi-
Fonncn nur eingcfiih rt, wcn n ke inc befricdi -
gcndcn Vorbildcr vorhandcn waren . Der 
Bcricht cntha lt ausfiihrli chc Bcschre ibu ngen 
des Verla u(> d cr Entwicklung dcr Symbole wie 
auch Rich tlinien fi.ir ihrcn G cbra uch. 
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