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Abstract

This paper proposes that poetic form is a phonetic-conceptual integration that works from the 
iconic relations and cognitive mapping between the phonetic complex and the conceptual-
affective complex, and that such mappings can be analyzed using the blending model by 
Fauconnier and Turner. Because literary expressions maintain a relation of iconicity with its 
meaning, it is possible to perform a metaphorical reading of the text as a single poetic form or 
a sole symbolic construct. As an example of the application of this model in literary analysis, 
some stylistic strategies from “Los inocentes”, by Inés Arredondo, are analyzed with the 
purpose of showing the effects of iconic relationships that are created between the phonetic 
complex and the conceptual-affective complex at the moment of building the meaning of the 
literary text.
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This paper arises from the idea that literary expressions maintain a relation of iconicity 
with its meaning and, therefore, that it is possible to perform a metaphorical reading of 
iconicity	as	a	single	poetic	form	or	a	sole	symbolic	construct.	The	idea	is	based,	first	of	
all, in the proposals that Dámaso Alonso (1950) makes in Poesíaespañola. Ensayo de 
métodos y límitesestilísticos, and in the concepts of symbolic structures and construction 
from Langacker’s (2008) cognitive grammar; and secondly, in the works of Masako 
Hiraga (2005) about the relationship between metaphor and iconicity, and Margaret 
Freeman’s (2007, 2011) proposals about poetic iconicity.

Based on these authors, our proposal is that poetic form is a phonetic-conceptual 
integration that works from the iconic relations and cognitive mapping between the 
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phonetic complex and the conceptual-affective complex, and that such mappings can be 
analyzed using the blending model by Fauconnier and Turner (2002). By poetic form we 
mean, along with Dámaso Alonso, any literary expression, from a syllable or an accent to 
a poem or novel, composed by two great complexes: the complex of conceptual-affective 
values, affective, and the complex of phonetic elements that tend to establish non-
conventional	relationships	with	the	thing	signified	(Alonso,	1950,	p.	49).	

As an example of the application of this model in literary analysis, some stylistic 
strategies from “Los inocentes” by Inés Arredondo are analyzed with the purpose of 
showing the effects of iconic relationships that are created between the phonetic complex 
and the conceptual-affective complex at the moment of building the meaning of the 
literary text.

1. Metaphor and Iconicity

Cognitive linguistics, as well as a great part of linguistics in general, considers that 
language is fundamentally symbolic in the sense that a person uses a phonological form 
intentionally to designate a concept based on a previous social convention as part of 
a system of natural languages (Taylor, 2002, p. 45). However, this does not exclude 
the possibility that a linguistic sign can show features typical of indexes or icons. As 
Langacker (2008) observes, the arbitrary nature, that is, unmotivated, of a linguistic sign 
can be overestimated with ease, especially since they are internally complex (p. 12). 

In fact, Peirce himself establishes in his trichotomy system that the second level 
includes the first, while the third level includes both the second and the first. And, 
conversely: “Not only does Thirdness suppose and involve the ideas of Secondness 
and Firstness, but never will it be possible to find any Secondness or Firstness in the 
phenomenon that is not accompanied by Thirdness.” (Peirce, 1931-1935, Vol. 5, p. 90)

Accordingly, an icon is a representation of primary character, which means that it 
carries intrinsic traits of that which it represents; however, when we talk about the iconic 
sign we know that we are in front of a substitute of the thing in itself, so that the “substitute” 
feature of the icon “involves that of a purpose, and thus of genuine thirdness” (ibid, Vol. 2, 
p. 276). Therefore, when we deal with signs there will always be a law regulated by the 
background convention. Peirce even suggests that the right thing would be to talk about 
hypoicons. All in all, what distinguishes icons is their relationship of resemblance with that 
which they represent (ibid, Vol. 2, p. 277). Analogously, Peirce indicates that in the symbol 
there are both iconic and indexical relationships “of a peculiar kind” (ibid, Vol. 2, p. 249).

Icons, or hypoicons, also form subdivisions according to Peirce’s trichotomy. On the 
first	level	there	are	the	images	that	start	from	simple	and	concrete	qualities;	on	the	second	
level there are the diagrams that represent relations through an analogy; and on the third 
level, metaphors, “which represent the representative character of a representamen by 
representing a parallelism in something else.” (ibid, Vol. 2, p. 277) 

In contrast with the ample description that Peirce offers of images and diagrams, he 
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offers	no	real	development	of	metaphor	beyond	its	definition,	as	noted	by	Hiraga	(2005,	p.	
33).	This	seems	to	be	reflected	in	the	studies	about	iconicity	such	as	those	by	Max	Nänny	
and Olga Fischer (1999), where the metaphor is an aspect subordinated to semantic 
iconicity, which, in turn, is subordinated to the iconicity of the diagram, although, in 
Peirce’s terminology, metaphor is a category of the same level as the diagram or image. 

On the other hand, the relationship between metaphor and iconicity cannot be 
explored deeply enough in the models of metaphor proposed by cognitive linguists such 
as Lakoff, Johnson, Fauconnier and Turner. As a consequence, linguistic discussions 
of iconicity have been limited to the mimetic relationship between form and meaning 
while cognitive semantics has centered its interest on metaphor as a conceptual mapping 
between two cognitive domains, and restricts the role of iconicity as a subordinated aspect 
(Hiraga, 2005, p. 25). 

However, it is possible to observe that, if metaphor is that which represents a 
parallelism between object and something else, that is, a third component in addition 
to the sign and the represented object, we can say, along with Hiraga (2005, p. 33), 
that it is by a triadic relationship that metaphor acquires its meaning. This means that, 
although metaphor depends on cultural convention, it also involves dyadic and monadic 
relationships, that is, diagrammatic and imagic ones. 

According to Margaret Freeman (2007), one of the reasons why the relationship 
between metaphor and iconicity has not been explored lies in the confusion that exists 
when similar terms such as imitation, isomorphism, and motivation are used when people 
talk about the iconicity of language (p. 427). According to her, we talk about imitation 
when the form of a linguistic expression “appears to reflect or ‘mirror’ its ‘sense’ of 
meaning” (Freeman, 2007, p. 428). From this perspective, many of the theories about 
imitation in language presume that language is predominantly arbitrary, and that its iconic 
uses are more primitive and typical of a developing language, such as that of children. 

According to Freeman, this limited notion of iconicity as imitation has obscured the 
role	of	metaphors	because,	as	she	indicates,	it	 is	not	about	finding	similarities	that	exist	
a priori, but that “It is the human conceptualizing mind that creates resemblance” (ibid). 
In this sense, for an expression to be iconic, more than mere imitation, it is about creating 
similarities through the metaphor: “An icon, then, is a creation of resemblance or […] 
semblance of life” (Freeman, 2007, p. 429).

The term “motivation” is commonly used in linguistics as contrary to “arbitrariness” 
(Freeman, 2007). A sign is considered motivated when it is related to another sign, be it by 
analogy in its internal structure, like the composition of a morpheme, or by the properties 
of the syntactical complex in which it appears, as is the case of anaphora. In iconicity 
studies, the term “motivation” refers to a relationship between the linguistic sign and the 
conceptualization of the world. Accordingly, authors such as Haiman (1980) distinguish 
between isomorphism when the relationship is between form and meaning in a linguistic 
expression, and motivation when the relationship is between form and the extralinguistic 
reality. As suggested by Freeman (2007), the problem arises with the traditional separation 
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of the purely semantic meaning from the pragmatic meaning; from a cognitive perspective, 
according to which meaning is encyclopedic, isomorphism and motivation are not two 
different types of iconicity, but form part of the same process. In other words, it is said that 
there is motivation in a sign because it is possible to distinguish a principle of resemblance 
that relates it with its content or with the speaker, and that principle is that of isomorphism. 
“Resemblance”, she concludes, “is neither identity nor imitation (…) [It] is created by the 
imagination through metaphor” (Freeman, 2007, p. 433).

As noted by Freeman (2011), the relationship between metaphor and iconicity 
was not explored until Masako Hiraga’s studies. In his work, Metaphor and Iconicity: 
A Cognitive Approach to Analysing Texts, Hiraga (2005) undertakes a revision of the 
concepts of iconicity and metaphor in cognitive terms. For Hiraga, iconicity refers to 
the projection that may exist between form and meaning at various levels of abstraction, 
from resemblance of concrete attributes to an analogic relationship, while, in order to 
understand metaphor, he resorts to the blending model by Fauconnier and Turner (2002) 
with its four basic mental spaces: two input spaces, a blended space and the generic space. 

According to Hiraga (2005), in the structure as in the processing of language, 
particularly in poetic texts, there is a strong link between metaphor and icon. This link 
is manifested in two ways: firstly, in the iconic moments that occur inside the same 
metaphor, and, secondly, when the form acquires an iconic interpretation through the 
metaphor (p. 18). In other words, when the iconic patterns in the form, whether in the 
syntactical structure, in the lexical selection or in the phonological patterns, allow us to 
perform a metaphorical reading of the text (Hiraga, 2005, p. 17). 

With	respect	to	the	first	manifestation,	that	is,	the	iconic	moments	inside	the	metaphor,	
Hiraga (2005) indicates that Fauconnier and Turner’s blending model shows iconic 
moments that originate when they relate to each other, from their similarities, their image-
schemas, and their mental spaces. Furthermore, there is another iconic moment, which 
Hiraga identifies as diagrammatic, that lies in the fact that the generic space shares its 
own image-schema with the image-schema of the input spaces (ibid, p. 39). Both iconic 
moments	are	reflected	in	the	blended	space	that	generates	 its	own	structure	from	other	
spaces. 

Now, in order to show how the form acquires an iconic interpretation through the 
metaphor, Hiraga (2005) makes use of conventional metaphors related to our way 
of conceptualizing language, already mentioned by Lakoff and Johnson (1980), and 
according to which ideas are seen as objects, linguistic expressions as containers, and 
communication as the sending and receiving of those idea-object containers. According to 
Hiraga (2005), since we write in a linear order, we also conceptualize language in spatial 
terms as a linearity (p. 41). Table 1 concentrates on those conceptual metaphors that 
this author considers as useful tools to give iconic meanings to form and which he calls 
grammatical metaphors. 
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Table 1. Grammatical metaphors (adapted from Hiraga, 2005, p. 42)
Source Target
Quantity of form Quantity of content
Similarity/difference of form Material Similarity/difference of content

Location
Sequence

Symmetry/Asymmetry of form Symmetry/Asymmetry of content
Location of form Close Strength
Sequence of form Linear Sequence of time 

Linear Cause/Effect
First/Last Importance

According to the above table, since we conceptualize expressions as meaning containers, 
it is possible to assume that, the greater the container, the greater the meaning; therefore, 
MORE MEANING IS MORE FORM. For example, prolonging, repetition, reduplication 
of linguistic material tends to require a greater attention to the meaning it contains. 
Meanwhile, grammatical metaphor RESEMBLANCE IN FORM IS RESEMBLANCE 
IN CONTENT can be reflected in the use of similar sounds that symbolize similar or 
equivalent content, to cite a case; or, the fact that location and sequence of the form, as we 
have seen above, can represent spatial aspects, temporal or causal, is also given through 
this grammatical metaphor. 

If we pay attention to table 1 we can realize that iconic relationships between meaning 
and form posed by grammatical metaphors are of diagrammatic nature, in so far as they 
attend to the relationship existing between the parts that integrate the structure. Hiraga 
(2005) distinguishes between two types of diagrammatic iconicity: the diagrams that 
imitate structure, and the diagrams that imitate a relationship. While structural diagrams 
are formed from the correspondence between the phonetic complex and the conceptual-
affective complex, the analogy that forms from relational diagrams originates from the 
relationship existing between the elements of the conceptual-affective complex.

Based on Jackobson’s semiotics of formal parallelism, Hiraga (2005) schematizes 
prototypical	patterns	of	repetition	that	we	may	find	in	literary	texts.	All	of	these	patterns	
indicate	a	figure-background	relationship	that	originates	from	the	games	with	the	linguistic	
structure of the texts, and that can be given at different levels: phonetic, morphological, 
lexical, syntactic, textual and semantic. From these grammatical metaphors by Lakoff 
and Johnson (1980), the iconic relationship that they have with meaning, and from the 
prototypical patterns of repetition, Hiraga (2005) proposes another set of grammatical 
metaphors, which are summarized in the following table. 
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Table 2. Iconic meanings of repetition, according to Hiraga (2005, p. 49)

Repetition type Iconic meaning
Repetition in quantity Dominance, abundance, continuation, 

monotone
Repetition in similar intervals Regularity, unity, coherence

Repetition at the beginning and the end Framing, cycle

Repetition in pairs Coupling, contrast

Repetition in sequence Emphasis, echo

Repetition by symmetry or other orders Thematic development

Change in repetitive units and/or in repetitive patterns Change in content, mood, effect, etc.

Change from repetition to non-repetition Foregrounding, distinctiveness

As	Hiraga	(2005)	identifies,	in	so	far	as	they	are	metaphors,	it	is	possible	to	analyze	
them using the model of conceptual integration by Fauconnier and Turner (2002). In fact, 
these authors talk about formal integration, or formal blending, when the projection is 
given from the conceptual content to grammar. They even suggest that the integration 
can combine the conceptual structure with the formal structure, be it in morphemes or in 
syntax, but they do not delve into the possibilities of that projection.

However,	Hiraga	does	embark	on	the	task	of	finding	those	relationships,	and	allows	
us to discover that in formal integration, as had already been said by Dámaso Alonso 
(1950),	signifiers	can	contain	sensory	and	affective	images	in	themselves,	whether	with	an	
aesthetic interest or with the clear intention of recreating an experience, as Freeman (2007) 
proposes. Figure 1 represents metaphorical and iconic relationships present in certain 
linguistic expressions.

The box corresponding to the meaning schema illustrates the metaphorical process 
that takes place according to the model of conceptual integration with its four basic 
mental spaces: the two minimum input spaces, the generic space, and the blended space. 
We	also	find	imaginal	and	diagrammatic	iconic	processes	related	with:	

1) the internal structure of input spaces, into which a sensory perception is projected 
on the image schema from imaginal and diagrammatic mappings, and

2) the diagrammatic character between input spaces and the generic space, which is 
produced between the imaginal schemata of each of the spaces.

The box corresponding to the form represents any other linguistic resource in use. 
When	the	form,	whether	a	sound	or	visual	form,	directly	reflects	the	meaning,	as	in	the	
case of onomatopoeia or ideograms, the imaginal mapping occurs, following the direction 
from form to meaning. On the other hand, when metaphors provide meaning to the form, 
a diagrammatic mapping occurs, following the direction from the meaning to the form, 
whether through visual, sound or syntactic structures. 

Three possibilities of diagrammatic mapping are distinguished in the model: from an 
input space to the form, from the generic space to the form, and from the blended space 
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to the form. The structure of these diagrammatic projections constitute the generic space 
of the formal-conceptual macro integration, in which grammatical metaphors reside. As 
Hiraga	clarifies:

Creation and interpretation of metaphor and icon are not a fixed process, which is pre-set 
prior to the text. Instead, meaning of metaphor and icon is emergent at the time of the blend in 
which all the mental spaces are integrated, completed and elaborated into the larger system by 
inferences, emotions, background knowledge, cultural and cognitive models. (Hiraga, 2005, 
pp. 52-53)

Following the same order of ideas, Freeman (2007) claims: “The effect of poetic 
iconicity is to create sensations, feelings, and images in language that enable the mind to 

Figure 1. Metaphorical-iconic relationship model in language, from Hiraga (2005)
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encounter them as phenomenally real” (p. 447). And said effect is achieved “through a 
metaphorical mapping of all the forms of feeling that occur through the poem’s textures 
of sound, structure, and image” (ibid, p. 437). Freeman proposes that, in artistic forms, 
the meaning that emerges from the blend becomes iconic when the relationship between 
the concept and the structure in an expression is metaphorical: “In other words, when a 
metaphorical relation exists between image and diagram, iconicity may occur” (Freeman, 
2011, p. 1).

However, the proposals of Dámaso Alonso (1950), revisited in the light of cognitive 
grammar by Langacker (2008), as well as the works on the role of metaphor and 
metonymy in grammar, allow us to go further and claim that every linguistic expression 
seems to be constituted from a formal-conceptual integration such as the one described by 
Hiraga (2005). That is why in the next section the relationships of resemblance that can 
be had in complex linguistic expressions are reviewed in further detail.

2. Iconic Relationships in the Structure of Complex Linguistic Constructions

Once the concepts of iconicity, isomorphism, and motivation, as well as the relationship 
between icon and metaphor identified by Hiraga (2005), have been reviewed, it is 
worth considering the relationships of resemblance that exist in the symbolic structure 
that represents any linguistic expression, from a cognitive stance, with the purpose 
of establishing the role that conceptual phenomena play, such as the metaphor and 
metonymy in complex expressions, like poetic forms.

Following this order of ideas, Klaus-Uwe Panther and Günter Radden (2011) propose 
the notion of linguistic motivation	by	which	they	mean	the	influence	of	cognition	and	other	
peripheral systems, through the same condition, in language. According to these authors: “A 
linguistic sign (target) is motivated to the extent that some of its properties are shaped by 
a linguistic or non-linguistic source and language-independent factors” (p. 9). This notion 
implies, on the one hand, the concepts of source and target, origin and destination, from 
Lakoff’s conceptual metaphor theory. Accordingly, for Panther and Radden, who talk 
about linguistic motivation: “The target is a form and/or content of a linguistic sign, while 
the source may be cognitive and/or linguistic in nature” (2011, p. 9).

For example, in the case of temporal iconicity, also called iconicity of sequence, 
the origin of motivation is of cognitive nature, that is, the origin domain is the 
conceptualization of two or more events in a given temporal sequence; both the origin 
domain and the destination domain are related on the basis of the cognitive principle of 
iconicity, which guides the interpretation of what is linguistically expressed; in this case, 
the order in which certain events are verbalized corresponds to the order in which the 
described facts occur.

On the other hand, in other instances the origin domain of the motivation is linguistic. 
Panther and Radden exemplify this with the expression bedroom which, in this case, 
is the linguistic destination which opens from a correspondingly linguistic origin: its 
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components bed and room. Panther and Radden (2011) claim that the components alone 
are	not	sufficient	to	evoke	the	concept	to	which	the	composite	expression	alludes;	this	is,	
the words bed and room, alone, are not enough to evoke the concept “room for sleeping”, 
because the expression bedroom could very well refer to any room with a bed in it, but 
not necessarily with the function of a sleeping room: a bed shop or a room where beds are 
manufactured, among other possible examples. Thus, in order to rebuild the motivational 
process behind expressions of this kind greater cognitive effort that considers other factors 
independent to the language is needed (Panther & Radden, 2011, p. 10). This means that 
the relationship between origin and destination in motivation is causal, suggested by 
the term, but not decisive: “A given source is a contributing,	but	not	a	sufficient,	cause	
for the occurrence of the target” (Panther & Radden, 2011, p. 10). Among the cognitive 
factors that guide the motivation process and that are independent of linguistic factors is 
conceptual metonymy THE PART FOR THE WHOLE, thanks to which we conceive the 
components bed and room as parts of the domain “bedroom”. In summary:

all motivational processes are shaped by language-independent factors, i.e. factors that are 
external to language in the sense that they also operate in cognition and peripheral systems 
other than language. (Panther & Radden, 2011, p. 10)

The degree of motivation depends on the number of cognitive tasks required to 
analyze and interpret the linguistic unity, so that the higher the number of steps required, 
the lower the degree of motivation. To cite a case, Panther and Radden use the unit 
sleeper, which, according to them, has at least eight meanings, each of which with 
different degrees of conceptual complexity. Three of these meanings are:

(a)  sleeper ‘person who is asleep’
(b)  sleeper ‘tablet whose ingestion causes a person to fall asleep’
(c)  sleeper ‘event that causes a person to become bored, similar to falling asleep’ (Panther & 

Radden, 2011, p. 13)

According to these authors, the most transparent meaning, that is, the most motivated, 
is the meaning of (a), because it requires only one cognitive step, “i.e. the conceptual 
integration	of	‘sleep’	and	the	conceptual	head	expressed	by	the	suffix	-er,	 leading	to	the	
interpretation of sleeper as a human experiencer” (Panther & Radden, 2011, p. 13). The 
meaning of (b) is less transparent and therefore less motivated, because it requires at least 
three cognitive steps for its interpretation: 

first,	 the	entity	denoted	by	the	suffix	-er	 is	metaphorically	likened	to	human	agents	(tablets	
have active ingredients); second, the effect of a person’s falling asleep metonymically stands 
for the causal event “ingest a tablet”; third, the event of being asleep metonymically stands for 
the transitional phase of falling asleep. (Panther & Radden, 2011, p. 13)
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Finally, the case of (c) requires at least four steps:

the metaphorical interpretation of an event as an object, the metonymic interpretation of 
“sleep” (effect) for “boring event” (cause), the metaphorical conceptualization of being bored 
as sleeping, and, as in (b), the metonymic conceptualization of the event of being asleep for its 
transitional phase of falling asleep. (Panther & Radden, 2011, p. 13) 

As suggested by Panther, Thornburg and Barcelona (2009), to point out the role that 
metaphor and metonymy play as cognitive operations in grammar, it is necessary to ignore 
the traditional division between syntax and morphology, and to understand the term 
grammar as a series of components and possible relations between these components. 
Therefore, the notion of grammar used by Panther, Thornburg and Barcelona (2009) 
coincides with that of cognitive linguistics in general. Following this order of ideas and 
their notion of grammatical metaphor, Panther, Thornburg and Barcelona use the concept 
of grammar by Lakoff and Johnsoff, and claim:

i. Lexicogrammar is concerned with the distribution of meaning-bearing units, viz. 
individual open-class lexical items, function words/morphemes, and word classes (parts of 
speech) in constructions (and possibly in discourse).

ii. We speak of lexicogrammatical metonymy/metaphor if and only if the distributional 
properties of a meaning-bearing simple or complex linguistic sign is motivated, i.e. at least 
partially determined by conceptual metaphor/conceptual metonymy. (Panther, Thornburg, 
& Barcelona, 2009, p. 14)

In this manner, the notion of grammar that is assumed here admits that there are 
no closed limits between different levels of language, but, at the same time, “[it] 
allows for the possibility of some linguistic phenomena being more ‘grammatical’ than 
‘lexical’, and vice versa” (Panther, Thornburg, & Barcelona, 2009, p. 15). On the other 
hand, they define conceptual metaphor as a case of structural similarity: “i.e. a set of 
correspondences (mappings) between two conceptual structures (source and target)” (ibid, 
p.	16),	whose	relation	is	iconic	and,	more	specifically,	isomorphic:	“the	target	meaning	is,	
mostly, conceptually organized in the same way as the source meaning, although certain 
correspondences may be blocked due to the inherent conceptual structure of the target 
meaning” (ibid, p. 16). Instead, they perceive that the semiotic relationship between origin 
and destiny in metonymy is like indexes’ own: “i.e., the source meaning functions as a 
thought vehicle that more or less automatically evokes the target meaning” (p. 16). Thus, 
the meaning of the origin domain is conceived as a part of the meaning of the destiny 
domain, but stays in the background as a result of metonymy. 

Based	on	this,	 they	define	grammatical	metaphors	and	metonymies	in	the	following	
terms: 
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Grammatical metonymies/metaphors are conceptual metonymies/metaphors that motivate 
distributional properties of function words, grammatical morphemes, and word classes (nouns, 
verbs, adjectives, etc.). To the extent that the boundaries between lexicon and grammar are 
fuzzy, the boundaries between lexical metaphor/metonymy and grammatical metaphor/
metonymy will also be fuzzy. (Panther, Thornburg, & Barcelona, 2009, p. 16)

Panther, Thornburg and Barcelona conceive metaphor and metonymy as conceptual 
phenomena, and their work consists of analyzing how it is that this phenomenon interacts 
or influences a determined grammatical structure, in contrast with other conceptual 
phenomena such as the figure-background organization (ibid, pp. 11-12). However, 
Langacker perceives metonymy as part of the nature of grammar, that is, as a property of 
grammar in general. According to Langacker (2009), the metonymic nature of grammar 
is reflected in the so-called active zones: “An entity’s active zone, with respect to a 
profiled	relationship,	 is	 that	facet	of	it	which	most	directly	and	crucially	participates	in	
that relationship” (p. 48). In most linguistic expressions, the entities that are outlined in a 
given expression do not wholly participate in the relation that is conceptualized, but only 
certain	parts	or	specific	zones	interact	with	the	expressed	relation	in	a	symbolic	structure.	

Semantic motivation in grammar is an inherent trait to its notion that language is of 
symbolic nature. However, the semantic motivation of grammar does not imply that it is 
predictable, or that the semantic aspect of an expression implies necessarily an assuming 
of	a	specific	form.	As	Langacker	explains,	a	claim	of	this	type	would	go	against	the	basic	
postulates of cognitive grammar: “Y can only be predictable from X if X is established 
independently. But they are not independent, since the construal imposed by grammar is 
an essential aspect of an expression’s meaning” (p. 33). Secondly, the motivation imply 
that grammar would be completely regular, nor does it deny its arbitrary or idiosyncratic 
character. 

Following this order of ideas, it is worth retaking the concept of complex symbolic 
structures or constructions. According to cognitive grammar, every linguistic expression, 
independently of its complexity, that is, any morpheme, lexeme, phrase, sentence, 
and even a whole text, is made up of three parts: a phonological structure, a semantic 
structure, and a bidirectional symbolic link that associates and integrates these two 
representations into a single unit (Langacker, 2008, p. 15). Under the concept of 
phonological structure, Langacker includes not only two sounds, but gestures, as well 
as orthographic representations, because: “their essential feature is that of being overtly 
manifested,	hence	able	to	fulfill	a	symbolizing	role”	(ibid,	p.	15).	Semantic	structure,	on	
the other hand, refers to the mental conceptualizations of expressions. Langacker calls 
the group of these three elements symbolic structure. This is schematized in the following 
figure	where	 the	symbolic	structure	 (Σ)	 is	composed	of	 the	 link	between	a	semantic	
structure (S) and a phonological structure (P):
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Figure 2. The three elements of the symbolic structure (adapted from Langacker, 2008)
 

According to Langacker (2008), one of the properties of human language is the 
capacity to form complex structures from more simple ones. Thus, in figure 3 (a) we 
observe two symbolic structures and, when combined, they produce a more complex 
symbolic structure which, in turn, can be part of more elaborate units like the one 
represented	in	figure	3	(b).	So	the	pattern	of	combination	of	words,	traditionally	known	as	
syntax, as well as the pattern of formation of words, are considered under this theory as 
symbolic structures, each one of which contains and associates a phonological structure 
with a semantic structure.

Figure 3. Complex symbolic structures (adapted from Langacker, 2008)

In turn, symbolic structures like the one schematized in figure 3 (b) can be 
combined to form other structures and, in turn, the result of this complex structure can 
be successively combined with others to form far more complex structures, for which 
Langacker reserves the term constructions (ibid, p. 161). Thus, words form phrases, 
phrases form discourses. Figure 4 illustrates the inherent structures and relations in a 
construction. In Langacker’s words: 

The	component	symbolic	structures,	 [Σ1]	and	[Σ2],	as	well	as	 the	composite	structure	[Σ3], 
each consist of a semantic structure and a phonological structure connected by a relationship 
of symbolization (s). At each pole, the two component structures participate in relationships 
of integration (i) with one another and relationships of composition (c) with respect to the 
composite structure. Moreover, the integration of P1 and P2 symbolizes the integration of S1 
and S2. (Langacker, 2008, p. 162)
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Figure 4. Diagram of a construction (adapted from Langacker, 2008)
 

Langacker	exemplifies	this,	in	turn,	with	a	simple	construction	as	jar lid. With respect 
to the components of semantic structures, [JAR] outlines a container opened at its upper 
edge, while [LID] outlines a cover for the opening of a container. [LID] does not specify 
by itself a particular class of containers; on the contrary, it is capable of schematically 
evoking several types of containers such as [POT] or [BOX]. Each concept brings with 
itself its own specifications and cognitive domains, but, at the moment of integrating 
themselves, some of these domains are more central than others. 

Analogously, the phonological components [jar] and [lid] are words, each of which 
occur at a certain point in the flux of speech that occurs at a time of processing. For 
Langacker (2008), an aspect that characterizes the word is the possibility that other words 
precede it in the course of time, and it is this trait that allows a phonological integration (p. 
163). In this sense, “composition is largely a matter of combining component structures 
in accordance with the correspondences holding between their elements at the semantic 
and phonological poles” (ibid, p. 163). In this case, the composite semantic structure 
outlines	the	cover	not	of	any	container,	but	specifically	of	a	 jar.	In	turn,	 the	composite	
phonological structure is the sequence of the words jar lid, with the subsequent stress on 
the	first	word,	which	produces	[jár	lid].	

However, and paramount to the present work, Langacker establishes that the 
combination is not just the lineal sum of the parts that are grouped one after another, 
but that more complex cognitive operations come into play, such as integration and 
composition, so that “the composite structure is an entity in its own right, usually with 
emergent properties not inherited or strictly predictable from the components and the 
correspondences between them” (ibid, p. 164). 

Even though Langacker does not explicitly say it, his notion of construction is a type 
of conceptual integration, in the sense proposed by Fauconnier and Turner (2002). This 
suggests the use of his term “integration”, which corresponds to the relation in which 
they participate, in each pole, the two structures making up the construction or, in other 
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words, the complex symbolic structure. In fact, Panther and Radden (2011) do point out, 
with these terms, that in the interpretation of the construction sleeper there is a conceptual 
integration	between	“sleep”	and	the	suffix	“-er”,	and	that	this	cognitive	operation	is	the	
one that gives the construction a high degree of motivation (pp. 12-13). This leads us to 
point out that, just as Langacker claims that grammar is basically metonymic, it sets the 
bases to claim that conceptual interactions, such as metaphor, form part of the nature of 
grammar as well. In other words, metonymy and metaphor, as conceptual phenomena, 
not only belong to the semantic sphere, but play a primordial role in the relation between 
semantic structures and phonological structures inside a symbolic structure, and allow the 
integration of several units in more complex symbolic structures.

3. Iconicity of the Poetic Form

In accordance with what has been said, every linguistic expression is composed by 
a phonological structure, a semantic structure, and a bidirectional symbolic link that 
associates and integrates these elements in what Langacker calls symbolic structure. 
Analogously, already since 1950, Dámaso Alonso claimed that, without negating the 
arbitrariness	of	the	sign,	there	is	always	a	motivated	link	between	signifier	and	signified,	
much more visible and exploited in literary texts and, particularly, in poetry. 

If, like Freeman, we accept that motivation is a part of the process from which the 
human mind creates and, therefore, perceives a relation of iconicity between meaning and 
form of a determined linguistic expression, it is possible to claim that both in Dámaso 
Alonso’s words and Langacker’s proposal, we have the basis to talk about the relations 
of similarity that exist in every linguistic expression, and, particularly, in poetic texts as 
complex linguistic expressions. 

Following this order of ideas, the proposal of the present work is that poetic form, 
as a complex symbolic construction, is a phonetic-conceptual integration that acquires 
meaning from the iconic relations between the conceptual-affective complex and the 
phonetic complex. Those relations, by their nature, can be analyzed using the model  
proposed by Turner and Faucconier (2002), according to the contributions made by 
Hiraga (2005).

From the thesis of cognitive linguistics, according to which language is symbolic, it 
is valid to say, according to Peirce, that every complex symbolic structure is of a triadic 
character, and, as such, will have dyadic and monadic relations; that is, of an index 
and an icon. With respect to the first, Panther, Thornburg and Barcelona (2011) have 
already pointed out the presence of dyadic relations in grammar through grammatical 
metonymies, in which a conceptual metonymy motivates certain properties of the 
phonological structure. It is necessary to add Langacker’s observation that the metonymic 
nature of grammar, which is evidenced in the active zones that evoke, in the construction 
of their meaning, practically all of the linguistic expressions. 

On his part, what Dámaso Alonso (1950) identifies as motivation, that is, the non-
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conventional relations between the conceptual-affective complex and the phonetic 
complex, forms part of the monadic relations that exist in language. These are the 
relations of similarity that allow to create and interpret the conceptual integrations and, 
according to the observations by Panther and Radden (2011), it is possible to claim that 
they play a primordial role in the construction of complex symbolic structures, such as 
composite words, sentences and full discourses.

It is necessary to remember that, as Freeman (2007, 2011) points out, to say that 
every sign springs from similarities does not imply that it is about discovering these 
similarities or imitating them, but about creating them. The creation of these similarities 
is given at the moment of the construction of meaning, when the message is emitted and 
when	it	is	interpreted,	and	in	this	process	of	signification	not	only	the	conceptual	aspects	
come into play, but also the emotional and cultural aspects, the context that surrounds the 
expression, the relation between the cognitive domains and the creation of mental spaces. 

From this creation of meaning the imaginative character of language is derived, which 
is pointed out by Alonso and Langacker, and that it constitutes ultimately that which is 
conceptualized from the linguistic expression. It is important to claim, along with Dámaso 
Alonso (1950), that these similarity relations are exploited with greater intensity by poetry 
and, by extension, by every literary text, which are the type of expressions that are of 
interest in this work. 

The model we propose attempts to offer a cognitive approach to the literary texts as 
complex phonetic-conceptual integrations, in order to account for the iconic relations that 
underlie between the conceptual-affective complex and the phonetic complex. That is 
why it has strong roots in the work by Masako Hiraga (2005); however, it is necessary to 
do a series of adjustments which are developed here:

1. Based on the claim that the reader translates information from the visual code to a 
speech code (Glass & Holyoak, 1986), and on the terminology that Dámaso Alonso 
(1950) proposes for literary creation, we call the frame that corresponds to form 
phonetic complex. Additionally, it seems to us that the terms phonetic complex 
and conceptual-affective complex are the terms that best describe the associative 
nature of the two poles, both according to the linking possibilities between one and 
another pole, as well as the interior of each particular pole.

2. By phonological structure, Langacker (2008) understands something that is 
manifestly open, and therefore includes gestures and orthographic representations 
(p. 15). However, given the reach and purposes of the present work, we are 
particularly interested in acoustic images: on one side, the phonemes as distinctive 
articulatory and acoustic traits, and, on the other, prosody, as the linguistic 
suprasegmental facts, because we understand that in a written manifestation 
of language, a recodifying of the visual code is realized to become a speech 
code. That is why phonetic complex poses as a more adequate term, because it 
emphasizes the importance of sound in itself.

3. In this sense, we call the frame that corresponds to the meaning conceptual-
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affective complex because, even if Langacker uses the term semantic structure 
in a broader sense that includes semantic, pragmatic, and discursive-functional 
properties, and considers the conceptualization that each speaker gives, according 
to his own experiences and cultural baggage, to a given expression, conceptual-
affective complex represents with greater precision the interaction of all of the 
elements involved in the meaning of an expression. 

4. Something analogous, although inversely, occurs between poetic form and 
construction.	Even	though	the	first	term	seems	to	emphasize	the	exterior	form	as	
opposed to background, poetic form allows us to delimit the reach of the present 
work, given that it focuses on literary texts and not on linguistic constructions in 
general. 

5. So, when we speak about poetic form, we will be referring to the construct formed 
by the two poles, phonetic and conceptual-affective, and that can refer to any literary 
text irrespective of its complexity, that is, from a single phoneme to a whole poem. 

In the following section an application of the proposed model to several stylistic 
strategies from the short story “Los inocentes”, by Inés Arredondo, is developed, with the 
purpose of showing its usefulness in literary analysis.

4. “Los inocentes”, by Inés Arredondo: The Inevitable and Despair

The short story “Los inocentes”, by Inés Arredondo, was originally published in 1976 
in Universidad de México journal, and later on in the book Río subterráneo in 1979. 
The text alludes to the Dirty War in Mexico, which extended from the end of the decade 
of 1960s to the end of the 70s and a set of measures of military repression and policies 
aimed at dissolving opposing political movements to the Mexican State, which left a still 
unknown number dead and missing.

In the story, a mother narrates in first person the passing of her days after, by some 
coincidence of names, some men take away her son. Despite several attempts by the mother 
and some acquaintances, his son, Lázaro Echave, is still in jail. After this incident, a second 
Lázaro Echave, a guerrilla soldier raised in arms against the government, who happens to 
be half-brother to the narrator, contacts her and tries to make an exchange to save the young 
man: a prisoner for another. In the end, when the prisoner who she houses at home dies, 
the mother knows that her son Lázaro has died as well. The metaphorical reading of “Los 
inocentes” which I present in this section attempts to explain how the effect that repetition 
of elements such as negative lexemes and short syntagma produce works. 

An element that contributes to the pessimistic tone of the story is the constant 
repetition	of	adverbs,	conjunctions,	and	pronouns	with	an	undefined	or	negative	character,	
such as no, nada, ni, ninguno, nunca and nadie (‘no’, ‘nothing’, ‘neither’, ‘none’, ‘never’ 
and	‘no	one’),	a	structural	trait	that	is	distinguished	particularly	in	the	first	paragraph	of	
the	text,	and	that	is	replicated	in	the	rest	of	the	story.	In	fact,	five	out	of	six	sentences	that	
make	up	the	first	paragraph	start	with	n	in	these	lines.	
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Nadie me mira, ya, a los ojos. No podría decir que antes lo hicieran con frecuencia […]. Ninguno 
me pregunta nada desde hace tiempo […], no puedo tener días buenos ni noches con sueño. No 
ignoran cómo son las cosas […]. No, no voy a decir que fueron insensibles. Incluso algunos que 
tienen un pariente en la policía o el gobierno, intentaron ayudarme […], pero cuando ninguno 
pudo darme el más pequeño informe y se fueron cerrando las bocas, comenzaron a bajar 
rápidamente los párpados cuando me encontraban. (Arredondo, 1988, p. 115)
No one looks at me anymore, to the eyes. I cannot say that they did so frequently […]. No one 
asks me anything since some time ago […], I cannot have good days nor nights with dreams. 
I cannot ignore how things are […]. No, I will not say that they were insensitive. Even some 
who have a relative in the police or government tried to help me […], but when no one could 
provide the slightest report and mouths were being shut, they started to rapidly lower their eye 
lids when they found me.

Even	if	the	repetition	does	not	follow	a	specific	pattern,	as	can	be	observed	in	chart	
1, it is worth mentioning that only two paragraphs, 13 and 14, don’t have this feature, 
and that those paragraphs coincide with the episode that condenses the joy and hope of 
the mother when she imagines how the reunion with her son would be like.  Additionally, 
these elements share the characteristic of beginning with the same nasal phoneme (/n/), 
which imprints a constant monotone rhythm throughout the story which, it is worth 
mentioning, will function as a background against which the narrative plot as a figure 
is perceived, and, therefore, is not perceived consciously. In other words, in the chart, 
for purposes of analysis, the repetition of negative expressions is highlighted, but in the 
reading	of	the	story,	due	to	the	lack	of	a	specific	pattern,	the	great	quantity	of	words	that	
start	with	(/n/)	is	not	perceivable	in	a	first	reading,	because	our	attention	does	not	fall	on	
those words, but on the story that is told to us. However, this is a verbal strategy that, 
along with others analyzed later on, establishes an internal rhythmic that makes sense 
when	the	story	is	read	as	a	single	poetic	signifier.	

Chart 1. Outline of repetition in quantity of expressions of negation in “Los inocentes”
(1) Nadie----------No-------------------Ninguno---nada---------------no-----------------ni--------------No--------No-no--

--------------------------------ninguno----------.

(2) -----------------------------------------------------------------------------------------------------------------------------------

-------------------------------------------------------------------Nadie---------------nadie---------------.

(3) -------------------------------------------------no--------.

(4) ---------------------------------------------------------no-------------------------------------------------------------------- 

-----no-------------------------------------------no-----------ni----------------------------no----------------.

(5) -------------------------------------------------------------------------------------------------------------------------

---------------------------------------------------------------------------------------------------------------no------------------

nunca-----------------------------------.

(6) ---------------------------------------------------------No----------------------------------------------no-----------

no------------------------------------------------------------------------------------------------------------------Nunca-----------------
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----------------------------------------no--------no--------------nada-------.

(7) --------------------------no-------------------------------nunca--------------------------------no-------------ni------------.

(8) --no---------------------------------------------------------nada-----No----------------------------------------------------- 

----no---------------------------------------------------------no------.

(9) -----------------------------------------------------------nadie-------------------------------------------no--------------------

-------------------------------------------------no----------.

(10) No--ningún-------------------------------------no--------------------no-----------------------------------------------------

-----no-------------------------------------------------------.

(11) ---------------------------------------------------------no------------------------------------------no---------------no-------

--------------------------------------------------no---------------------------------------------------------No----------------------------

-----------------------------no-----No----------------no---------------------------------------------------------.

(12) Nadie---------------------------------------------------------no----no----------------------nadie--------------------------- 

--------no----nada-no------ni---------------------------------no--------ni---------no--------nada-------nada--ni---ni---------------

-----------ni----ni------.

(13) ------------------------------------------------------------------------------------------------------------------.

(14) -----------------------------------------------------------------------------------------------------------------------.

(15) --------------------------------------------------------nadie-------------------------------------nadie---nada---------------.

(16) ----------------------------No--------------------------------------------------------------------------------------No---------

-----------------------------------------------------------------------------no----------------------------.

Authors like Langacker (2008), Givón (2002) and Fauconnier (1998) have already 
established that a negative expression evokes, as a background, a mental contractual 
space of its positive version; that is why this type of expressions are frequently used to 
counteract what is presumed to be known or believed by the receiver. In this case, that the 
narrating character uses negative expressions to tell her story makes the reader perceive, 
since	the	first	lines,	that	the	narrated	responds	to	an	unusual	situation	or,	in	other	words,	
what should not be: 

The schema of NEGATION is a mental construct. It does not exist in the real world. It is only 
in our minds. That is, humans are able to conceive of absence, lack, something that is not there. 
NEGATION is, therefore, the least embodied of all our mental schemata. It also entails an 
emotional response. Our automatic reaction to what is not there is either positive or negative: 
relief—the absence of what we fear (an airplane crash, cancer), or despair—the lack of what 
we desire (success, money). Negation is conditioned by our perception of space and time, 
it is dependent upon past memory and future expectation, and it is grounded in potentiality. 
(Freeman, 2011, p. 7)

As Freeman points out, the confrontations of mental spaces that are generated in a 
negative expression, have an affective implication that, in the case of “Los inocentes”, 
reflect	the	despair	of	the	mother	for	her	absent	child,	that	is,	for	a	child	that	is	not	there	
and that should be. That is why the rhythm that generates the abundant quantity of these 
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types of expressions is perceived as a pessimistic and despairing rhythm. 
Figure 5 represents the phonetic-conceptual integration of the partial signifiers and 

meanings that represent negative lexemes. As illustrated in the chart, within the phonetic 
complex the repetition of lexemes with the initial phoneme /n/ stands out, and the negative 
load contained in those lexemes participates within the conceptual-affective complex. In 
the generic space the grammatical metaphor mentioned by Masako Hiraga (2005) can be 
considered, according to which the repetitions by quantity acquire an iconic meaning of 
dominance and monotony. All of these aspects are projected towards the blended space 
formed by the macro linguistic expression that is the story of “Los inocentes”. 

Figure 5. Diagram of the phonetic-conceptual integration of negative expressions in “Los inocentes”
 

In turn, the framework of the paragraphs interlaces short syntagma with long syntagma. 
The former usually appear at the beginning or the end of the paragraph, while the latter 
are in charge of explaining with more detail the plot of the story. The paragraphs of table 
3	which	include	the	first	and	last	paragraph	of	the	story,	share	a	similar	structure	that	starts	
with a short syntagm, followed by more complex syntagma. This short-long contraposition 
is replicated towards the end of the paragraph, which closes with a conclusive image: 
closing	the	eyes,	the	destruction	of	beauty,	a	corpse	inside	a	coffin.	The	greater	concentration	
of short syntagma takes place in the last segment of the story, which corresponds to the 
outcome and contributes to the generation of a conclusive and outright rhythm:

Tengoquelevantarme. […] Murió porque mi hijo está muerto. […] Siempre. Ahora tengo que 
ir al funeral. […] Durante horas. […] Quesólotienen un muerto. (p. 118)
I have to get up. […] He died because my son is dead. […] Always. Now I have to go to the 
funeral. […] For hours. […] [They say] that they only have one dead man.

Xitlally Rivero Romero & Claudia Reyes Trigos



108

Table 3. Paragraphs that start with short syntagma, in the original version and its translation
Paragraph Beginning of the paragraph End of the paragraph
1 “Nadie me mira, ya, a los ojos.” 

(p. 115)
“pero cuando ninguno pudo darme el más 
pequeño informe y se fueron cerrando las bocas, 
comenzaron a bajar rápidamente los párpados 
cuando me encontraban.” (p. 115)

2 “Un preso político de dieciséis 
años.” (p. 115)

“Nadie era comparable a él, nadie, y los hombres 
entregados a sí mismos gozan con la destrucción 
de la belleza.” (p. 115)

6 “Sin dudavendránhoy.” (p. 116) “Hasta mañana no deben encontrarme, no 
me encontrarán, y después ya nada tendrá 
importancia.” (p. 116)

16 “Tengoquelevantarme.” (p. 118) “Es mucho tener lo que tengo, un féretro, un 
cadáver ante el cual llorar.” (p. 118)

Paragraph Beginning of the paragraph End of the paragraph
1 “No one looks at me to the eyes 

anymore.”
“but when no one could give me the most minimal 
report and mouths were being shut, they started 
blinking rapidly whenever they encountered me.”

2 “A sixteen years old political 
prisoner.”

“No one compared to him, no one, and men full of 
themselves rejoice with the destruction of beauty.” 

6 “They will come today, without 
a doubt.” 

“They should not find me until tomorrow, they 
will	not	find	me,	and	after	that	nothing	will	matter	
anymore.”

16 “I have to get up.” “It	is	too	much	having	what	I	have,	a	coffin,	a	dead	
body to cry over.”

In contrast, those paragraphs that end with a short syntagm are preceded by long 
syntagma that contain a great emotional load from the mother, because all of them belong 
to the second moment of the narrative skeleton, in which the hope of recovering the son 
is exalted, and after paragraphs belonging to the end. It is noteworthy that, along with this 
group, the action of closing the eyes appears. 

Table 4. Paragraphs that end with short syntagma in the original version and its translation
Paragraph Paragraph (fragment) End of paragraph
10 “No hay ningúnrastro, todoestálimpio y en orden, 

callado. Las paredes de la salita no parecenguardar un 
susurro, y a mi cuarto no puedoentrar, peroLázaro me 
aseguróqueestáigualque antes, aunqueeso no puede ser 
verdad. Me tiendoaquí, en la camaestrecha de mi hijo y 
me pego contra la pared, paraescuchar.” (p. 117)

“Cierro los ojos.” (p. 117)

13 “Lo traerán o élvendrá solo, y yocerraré los ojosmientras 
lo cambianpor el extranjero, y oirésuspasos, largos 
también, peromássuaves,  y estará ante mí con 
suslimpiosojosclaros.” (p. 117)

“Mi hijo.” (p. 117)

14 “Días, y noches, ¿cuántashoras?Viviendominuto 
a minuto, escuchando el radio continuamente, sin 
apenashablar. Cuatrodías de ir, como antes refrenando el 
sufrimiento, ahoraocultando la alegría.” (p. 117)

“Me darán a mi hijopor el 
extranjero.” (p. 117)
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Paragraph Paragraph (fragment) End of paragraph
10 “There is no trace, everything is clean and ordered, 

quiet. The walls of the little living room do not seem to 
hold a whisper, and I cannot enter my room, but Lázaro 
assured me that it is as it was before, but that cannot be 
true.I lie down here, on my son’s narrow bed, and I press 
myself against the wall, to listen.” 

“I close my eyes.” 

13 “They will bring him or he will come alone, and I will 
close my eyes while they exchange him for the foreigner, 
and I will listen to his footseps, long, too, but softer, and 
he will be before me with his clean clear eyes.” 

“My son.” 

14 “Days and nights, how many hours? Living minute 
by minute, continually listening to the radio, barely 
speaking. Four days of going, Días, y noches, ¿cuántas 
horas? Viviendo minuto a minuto, escuchando el radio 
continuamente, sin apenas hablar. Four days to go, as 
before restraining suffering, now hiding joy.” 

“They will give my 
son in exchange for the 
foreigner.” 

Figure 6 represents the phonetic-conceptual integration of the paragraphs that form 
the story “Los inocentes”. Within the phonetic complex, the short syntagma at the 
beginning and end of the paragraph stand out, while the negative and conclusive load that 
they contain participates within the conceptual-affective complex.

Even though, for reasons of space, only two elements are analyzed here, the primary 
interest of this article is to show a reading of the literary text as a single poetic form, from 
the symbolic links between the phonetic complex and the conceptual-affective complex. 
That	is	why	figure	7	represents	the	phonetic-conceptual	integration	from	the	story	“Los	
inocentes”,	from	the	two	elements	analyzed	before.	As	is	illustrated	in	the	figure,	we	have	
two input spaces that correspond to the phonetic complex and the conceptual-affective 
complex. Within the phonetic complex the repetition of negative expressions and the 
use of short syntagma at the beginning and end of the paragraph stand out. On the other 
hand, the constant allusion to conclusive and pessimistic actions participates within the 
conceptual-affective complex. 

The phonetic complex and the conceptual-affective complex are related as a result 
of the similarities, the repetitions, and the equivalencies that exist in one pole and the 
other. In other words, there is a repetition of expressions that are similar to each other 
both because of their meaning and because of their form—all of them begin with the 
nasal phoneme [/n/], the paragraphs maintain a resemblance in their combination of long 
syntagma with short syntagma—while the repetitions of a certain type of actions rely, 
both on the phonological structure, due to their position at the end of the paragraph, and 
on the semantic structure, due to their negative or conclusive meaning. 

All of these aspects are projected towards the blended space formed by the macro 
linguistic expression that is the story of “Los inocentes”. These components, signifiers 
and	meanings,	as	Dámaso	Alonso	(1950)	would	say,	are	those	that	define	the	poetic	form	
of “Los inocentes”, giving it its own relational structure: a structure in which the different 
verbal strategies interpellate and respond to each other, from which an internal rhythmic 
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Figure 6. Diagram of the phonetic-conceptual integration in the paragraphs from “Los inocentes”

Figure 7. Diagram of the formal-conceptual integration of “Los inocentes”

is produced.
In the generic space the grammatical metaphor mentioned by Masako Hiraga (2005) 

can be considered, according to which the repetitions by quantity acquire an iconic 
meaning of dominance and monotony. So, the repetitions from the phonetic complex, 
the relations of similarity from the conceptual-affective complex, and the associative 
mechanism	that	brings	together	both	complexes,	reflect	the	discouraging	environment	in	
which the story develops, and allow a metaphorical reading of despair and of the inevitable, 
which imprints, in the story of “Los inocentes”, a conclusive rhythm and a pessimistic tone. 

5. Iconic Relations in the Poetic Form “Los inocentes”

One of the main purposes of our work is to analyze the iconicity of poetry, as Freeman (2007, 
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2011) calls it, not just in poems but in narrative texts. Following this order of ideas, the 
rhythm is not only relevant for poems, but it is an essential component in the reading of the 
story here analyzed. So, in “Los inocentes” the rhythm produces a monotony that speaks, 
on one hand, about the forced disappearances that, although they increased in number in the 
time alluded to by the story, also happened before and after this period, and, on the other 
hand, about the uneasiness and disenchantment this produces, both in those that lived this 
experience within their immediate family circle, and in society in general. In this sense, 
the creation of meaning that emerges in the phonetic-conceptual integration allows us to 
conceptualize from particular images, such as the shot that kills the prisoner, to the more 
general images such as the situation lived through by the mother of young Lázaro. 

The rhythm is not only an ornamental component of poetry or, going a little bit further, 
a tool to give a text cohesion, but, viewed as an iconic strategy that allows us to establish 
relations between phonetic complexes and affective-conceptual complexes, it becomes a 
vital element to the phonetic-conceptual integration in any poetic form, and, in summary, 
for the creation of the imaginative component that is activated in the mind at the moment 
of building the meaning of the entire literary text, whether it is lyrical or narrative. The 
same can be said of verbal strategies whose affective and imaginative contents are usually 
left in the background, such as the syntactic structure or the narrative structure.  It is 
possible to claim, then, that each element of the phonetic complex displays a horizon of 
conceptual-affective complexes available in each process of the construction of meaning, 
whether it is at the moment of emitting a message, or at the moment of interpreting it.
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