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SUMMARY

The article presents the theory of paedeia as a method of the axiology of poems having a dis-
tinctly playful character as well as an educational competence. The analysis have led to the conclu-
sion that the majority of paideial speech therapy poems constitute the counting out model, because
after a multiple of repetitious trials of a given phenomenon, a permanent retention can take place.
We are under the impression that most of such texts constitute sylabotonics (trochaic, iambic, or
amphibrach) with a constant pause, feminine paideial rhymes, which take on mnemotechnical prop-
erties. Frequent themes presented in such poems are the rules concerning the alphabet, grammar and
orthography. They support to memorize abstract knowledge or serve, for example, to practice learn-
ing the alphabet, and so they are the easiest to repeat and remember — being “catch words” — and
the figures of sound are mostly their essential poetic means. Part of the selected poems by Tuwim,
Strzatkowska, Debski, or Edyk-Psut, have not begun with a thought of practicing the systems of
speech but were formed as a linguistic play (grammatical-lexical), in which they serve such exer-
cise spontancously and not necessarily intentionally. Some of them, however, have a meta-textual
or speech therapeutic element because they introduce the notion of exercise, e.g. of the phonetic-
phonological or grammatical systems, and ways of their realization.
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INTRODUCTION

A number of poems, as ready-made functional scenarios, is included in the
Polish primary school reading list. The logopaedic paideial poem is a link between
two speech therapy procedures — developing three types of competences, the lin-
guistic, communicative and cultural one, and improving speech (Grabias 2001,
31-40; Grabias 2012, 60). The poem is dedicated to the speech therapy methods,



48 MARIA OSTASZ

especially the design and implementation of speech therapy. Viewed from the per-
spective of the research theory, this approach serves some specific practical aims,
namely learning about the outside world and improving the self (Grucza 1998,
42-43; Michalik 2015, 24).

Secondly, the logopaedic paideial poem becomes an interdisciplinary onto-
logical and epistemological research category. Its interdisciplinary perception al-
lows it to assume the status of a common denominator for linguistics (specifically
applied linguistics) and literary studies (specifically the theory of paideial poem.)
This way the poem becomes a wide theoretical methodological research category,
which is both metadisciplinary and metalogopaedic. Research theory requires to
perceive such research subject in cognitive and transferential (aimed at knowl-
edge transfer) categories (Grucza 1998, 42; Michalik 2015, 33). The presented
research subject is preliminarily defined as follows:

The logopaedic paideia poem is a piece of lyrical work, in which the created world inspi-
res the reader to mimic the phenomena and roles (mimicry), and whose magic power of the
word (alea) makes it necessary to repeat (i/inx) and to compete (agon) in acting these roles
out. This to say, its perception has a playful ludic character of spontaneous learning, and its
applicative potential includes the diagnostic and prognostic procedures of speech therapy. In
other words, at the formal and/or content levels, the poem may support the diagnosis of co-
gnitive processes, such as speaking, dialogue building, and social linguistic ability, speech
therapy design and implementation within the scope of developing linguistic competence,
improving the realization of different levels of the communicative system and, alternatively,
redevelopment of linguistic competence.

1. CULTURAL COMPETENCE IN SPEECH THERAPY

The definition of speech used in speech therapy, contemporarily understood
as “a set of activities which are performed with the use of language while explor-
ing the world and transferring its interpretation to other participants in social life”
(Grabias 2012, p.15), implies the importance and applicatory strength of cultural
(cognitive) competence. Its development enables the human being to explore and
interpret the world, and as a consequence, to transfer these interpretations to others.

Speech therapy should be a result of understanding and applying three thera-
peutic procedures, where “procedures” are defined as “the whole of the therapeu-
tic interventions: speech therapy diagnosis, design and implementation” (Grabias
2001, 39; Grabias 2012, 58). The first covers all the diagnostic procedures, the
second and the third are related to prognostic activities (Grabias 2012, 59-60;
Grabias 2001, 68).



POEM AS A SCENARIO FOR LINGUISTIC EXERCISES 49

2. LANGUAGE SKILLS IN SPEECH THERAPY AND SELECTED
THERAPEUTIC STRATEGIES

The strategies aimed at the improvement of different levels of the commu-
nicative system (here: speech) structured within the second procedure of speech
therapy (Grabias 2012, 64; Grabias 2001, 66) should develop a better functioning
of the basic skills enumerated below:

(1) System skills (semantic, grammar, and performance skills (here: phonic,
graphic and other). This categorization is almost the same as the one of-
fered by F. Grucza, who distinguished formative skills, which include
substance skills, thanks to which utterances can be realized in the form of
acoustic, optical (here the graphic, mimic and gesture codes) and tactile
signs; and grammar skills, including morphological and syntactic kills
(Grucza 1983, 422-423).

(2) Social skills, which enable us to use language in different communicative
situations and context (conversational) skills (the ability to use language
in interaction).

(3) Pragmatic skills (informative, modal and strategic competence skills) en-
abling the achievement of a specific communicative goal.

In order to simplify the above index, cognitive realization skills can be divid-
ed into two subgroups: the system skills, of which the highest in hierarchy are the
skills of building grammatically correct sentences, and the communicative skills,
ensuring the ability of using the language in social situations (Grabias 2001, 38).
The above taxonomy will become the basis of categorizing some speech therapy
strategies, aimed at either the improvement of particular language subsystems
(phonetic-phonological, morphological, syntactic and semantic), or the develop-
ment of the social, context (conversational), and pragmatic competence. These
groups of strategies are associated with particular logopaedic paideial poems dis-
cussed below.

3. THE POETIC PAIDEIAL RULE

The 20"-century poetry for children first introduced the celebration of chil-
dren’s play as such. M. Konopnicka’s work includes clear innovative paideial sce-
narios in which the young reader is treated as the subject. It is then that the poetic
shape of the world makes or even enslaves the child to mimic the phenomena and
roles (mimicry), and whose magic power of the word (alea) makes it necessary
to repeat (ilinx) and to compete (agon) in acting out these roles (Ostasz 2008).
The subject of the poem is presenting speech acts as charming play, and the play’s
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value is superior to other aesthetic values. The literary picture of the world pre-
sented in the poem is supposed to interest and entertain the reader.

J. Huizinga asserts that play and paideia represent the central role of the en-
culturation process (Huizinga 1985). The term “paidia” is related to children’s
culture, upbringing and maturing, originates from the Greek pais — the “child”. In
contemporary research, the term has been defined by R. Caillois. The researcher
understands the term as “the primeval virtue of improvisation and playfulness
(...), the spontaneous realization of the play instinct” (Caillois 1997, 67). Accord-
ing to U. Eco, paideia is “a set of techniques which serve the youth to be encultur-
ated into adult life” (Eco 2003, 239). The phenomenon of paideia is irrevocably
linked with play, the basic element of the enculturation process. Paideia is a par-
ticular type of human relations and the needs of common activity and experienc-
ing. It may be based on competition, as it possesses its own fixed norms, or ad
hoc created norms, and includes the elements of improvisation and creativity. Play
is different from everyday activities, as it aims at entertaining, causing pleasure
and bringing satisfaction. Play is a part of socialization and recreation, it has the
potential of physical and mental reinvigoration.

It comes as an easy task to observe paideia in literature for children. A num-
ber of authors, such as Konopnicka, and contemporary poets implement the phe-
nomenon of the paideial rule in their poetry. The literary dimension of different
types of paideia, i.e. mimicry, alea, ilinx, and agon requires a wider definition
(Ostasz 2008, 35-38).

Mimicry

The mimetic character of the picture of the world is created by all the lay-
ers of a literary work. Mimicry, however, is the type which appears mainly at the
semantic layer of the poem. The presentation of the protagonists and their activi-
ties entice the young reader to imitate them. The poetic world includes a number
of attractive elements, the protagonists, the objects, the phenomena, which the
child is willing to imitate. This relation to the text is achieved not only through
the atavist mimicry mechanism in the child, but also as a result of the attractive-
ness of the paideial roles, projected in the text, and corresponding to the needs
of the child.

At first, the child assumes the roles strictly connected with the real world, and
as it develops, the roles become more and more abstract. Almost universally, the
roles will be rooted in the archetypal images of mimetic character, which inspire
the child to assume more and more roles, which belong to a “universal primer of
life-truths” (Bettelheim 1985, 47-52) which are always valid: the king and the
queen, the prince and the princess, the fairy and the wizard, etc.

Mimicry also manifests itself in the phonetic layer (onomatopoeia, sound in-
strumentation), lexical layer (style, dialect, jargon), and syntactic layer (syntactic
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parallelisms, anaphora, epiphora) of the work, and serves the imitation of a par-
ticular literary form, such as a story, dialogue, lyrical monologue or narrative
monologue. Talking about genres, mimicry manifests itself most clearly in mask
lyric and role poetry, which may appear also in narrative and situational lyric. The
genres in which imitation plays a considerable role include the fable, exemplum,
upside-down poem and paideial scenario, whose very structure implies the roles
to be played.

Alea

Alea consists in suggesting, persuading or enslaving the reader with the im-
age of an activity presented in the text. The central role is played by the magic
(Engelking 1993, 373-377; Surowiec 1984) power of sound neologisms, ono-
matopoeias, babbling, assonances, consonances, as well as by the words and per-
formative formulas, whose pronouncing or writing performs the activity, which
most frequently is the activity mentioned in the text. At the same time, alea is a re-
alisation of a specific activity, most frequently the activity mentioned in the text:
medial (from medium) (Rosianu 1976), that is magical or spell-like, nicknaming
or persuasive, as well as magic of narrative mechanisms, such as the emotionality
of joy and fear, therapeutic, didactic or synesthesic impression.

Alea also manifests itself in the magical properties of the created world
(Lugowska 1992, 37-46) — the image of the protagonists, objects and events, the
time and space, the roles, their performers and archetypal images, unusual fea-
tures of heroes such as bravery, magic, antagonistic quality, goodness, wonder-
fulness of places: the garden, the paradise; the unusual characteristics of events
(changes, the upside-down world), objects (the magic wand, firebird, stick-horse,
time machine, wheel — steering wheel, doll — daughter. The genre expression of
alea — interest and the magical, enslaving power — is particularly well visible in
lullabies, counting poems, magical stories, humorous stories, horror stories, etc.

Ilinx

Ilinx is a repetition, that is a multiple, never-ending use of selected realisa-
tions of mimicry at levels of the literary work mentioned above. Most clearly it is
observed at the linguistic (sound) level: repeated onomatopoeias, echolalia, asso-
nances and consonances, neologism, phraseologies and mnemotechnical formu-
las. The works in which i/inx dominates include: parallelisms of motifs (events,
characters and objects) and euphoric motifs. The genres characteristic for this type
of paideia include: narrative and descriptive poetry, song, mimicry, upside-down
story, hypothetical (“what would happen if”) story, hip-hip story and J. Brzech-
wa’s new story. The archetypal repetition of some phenomena and roles, inspired
by archetypal images includes the fopoi of princess, knight, fairy, magus, witch,
and others.
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Agon

Another type of paideia — agon, i.e. competing or rivalry — consists in creat-
ing a world of contrasts. For this reason some contrastive sound combinations
are to be found at the linguistic (sonic) level. They include: consonances and as-
sonances, combinations of antonyms as well as anaphoric parallelism. As for the
forms of presentation, the dominant form is argumentative dialogue: stichomythia,
presentation and monologue. The motifs of competition are of critical importance
in these poems.

The archetypal expression of rivalry consists not only in the creation of the
hero and anti-hero: the knighthood and anti-knighthood, the mother and the step
mother, the fairy and the witch, protagonist and antagonist, but also in creating the
types of space: heaven and hell, the top and the bottom, the sacred and the profane.
Expression of rivalry is most visible in descriptive, situational and narrative po-
etry for children. The genres include upside-down poem, rhymes and fairy tales.

4. POETIC SCENARIOS FOR LANGUAGE ACTIVITIES

An excellent example of such a scenario, which has been used by generations
of Poles for spontaneous improvement of the speech apparatus, is J. Tuwim’s
Lokomotywa:

Stoi na stacji lokomotywa,

Cigzka, ogromna i pot z niej sptywa —
Thusta oliwa.

Stoi i sapie, dyszy i dmucha,

Zar z rozgrzanego jej brzucha bucha:
Buch — jak goraco!

Uch — jak goraco!

Puff — jak goraco!

Uff — jak goraco!

Juz ledwo sapie, juz ledwo zipie,

A jeszcze palacz wegiel w nig sypie.
Wagony do niej podoczepiali,
Wielkie i cigzkie, z zelaza, stali,

I petno ludzi w kazdym wagonie,

A w jednym krowy, a w drugim konie,
A w trzecim siedzg same grubasy,
Siedza i jedza tluste kielbasy.

A czwarty wagon peten bananow,

A w piatym stoi sze$¢ fortepianow,
W szostym armata, O! jaka wielka!
Pod kazdym kotem zelazna belka!

W siodmym debowe stoly i szafy,

W 6smym ston, niedzwiedz i dwie zyrafy,



POEM AS A SCENARIO FOR LINGUISTIC EXERCISES

53

W dziewigtym — same tuczone $winie,
W dziesiatym — kufry, paki i skrzynie,
A tych wagonow jest ze czterdziesci,
Sam nie wiem, co si¢ w nich jeszcze miesci.
Lecz chocby przyszio tysiac atletow,

I kazdy zjadlby tysiac kotletow,

I kazdy nie wiem jak si¢ wytezat,

To nie udzwigna — taki to cigzar!
Nagle — gwizd!

Nagle — swist!

Para — buch!

Kota — w ruch!

Najpierw
powoli

jak zotw
ocig¢zale.
Ruszyta
maszyna
po szynach
ospale.

Szarpneta wagony i ciagnie z mozotem,
I kreci sig, kreci si¢ koto za kotem,

I biegu przyspiesza, i gna coraz predzej,
I dudni, i stuka, tomoce i pedzi.

A dokad? A dokad? A dokad? Na wprost!
Po torze, po torze, po torze, przez most,
Przez gory, przez tunel, przez pola, przez las,
I spieszy sie, spieszy, by zdazy¢ na czas,
Do taktu turkoce i puka, i stuka to:

Tak to to, tak to to, tak to to, tak to to,
Gtadko tak, lekko tak toczy si¢ w dal,
Jak gdyby to byla piteczka, nie stal,

Nie cigzka maszyna zziajana, zdyszana,
Lecz fraszka, igraszka, zabawka blaszana.
A skadze to, jakze to, czemu tak gna?

A co to to, co to to, kto to tak pcha?

Ze pedzi, ze wali, ze bucha, buch-buch?
To para goraca wprawita to w ruch,

To para, co z kotta rurami do tlokow,

A ttoki kotami ruszajg z dwoch bokow,

I gnaja, i pchaja, i pociag si¢ toczy,

Bo para te tloki wciaz tloczy i tloczy,

I kota turkoca, i puka, i stuka to:

Tak to to, tak to to, tak to to, tak to to!

(Tuwim 1938, 3)
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This dactyl-trochaic accentual syllabic poem of indirect descriptive narrative
character based on letter instrumentation inspires to mimic play in which there is
onomatopoeic presentation of the locomotive — its work rhythm (mimicry): “Stoi
na stacji lokomotywa / Ci¢zka, ogromna i pot z niej splywa — Tthusta oliwa. / Stoi
i sapie, dyszy i dmucha” [it gasps and chuffs and puffs and blows]. The inspired
play persuades and enslaves the reader to play on (alea): “Zar z rozgrzanego jej
brzucha bucha: / Buch — jak goraco! Uch — jak goraco! [...] Juz ledwo sapie, juz
ledwo zipie”, etc. It directs the leader to a repetitive mimicry of the rhythm and
the sounds of the train (agon): “Nagle — gwizd! / Nagle — §wist! / Para — buch! /
Kota — w ruch! / Najpierw ospale / jak zotw ocigzale [...] Gtadko, tak lekko toczy
si¢ w dal, / Jak gdyby to byta piteczka nie stal [...] I kota turkoca, 1 puka, i stuka
to: / Tak to to, tak to to, tak to to!”.

Experiencing the onomatopoeic image of the train is focused on repetition as
it enslaves the leader to play on through this very repetition (i/inx), and becomes
a spontaneous exercise in articulation. Repeating the poem after the speech thera-
pist and reciting the poem is an excellent excuse (pretext) for strictly articulatory
exercises, but also the exercises of the rate of speaking. These kinds of interven-
tions are crucial in the therapy of dysarthria, stuttering, cluttering, cortex originat-
ed speech disorders, speech disorders in mental illnesses, e.g. child schizophrenia
or depression. The poem is good for practicing the increased rate of speech, and it
can be successfully used for practicing verbal memory.

The poem can be used during: diagnosis of cognitive skills (narrative skills),
diagnosis of knowledge transfer and the realization of intentions (speaking), pro-
gramming therapy (selecting the strategies for building language competence,
improving communicative competence), and, finally, in its implementation in the
above mentioned spheres.

The theme of the metalinguistic poem Kfopoty z 4 by L. Debski is the nasal
vowel sound mentioned in the title.

Do$¢ znana literka A mniej znane rodzenstwo ma.

Niesforng literka ta jest A

Z tym A wciaz klopoty sa, bo dziwng natura swa

A sprawia trudnosci w wymowie, az trzeba si¢ drapac po glowie.

Jak tylko sprobujesz... Bec! Kolejna porazka. Wigc...
Mam wierszyk dla tych, co chcg by¢ mistrzem wymowy z A.

Raz pajak si¢ przelakt i czmychnal w glab taki.
ujrzawszy nad taka brzgczace dwa baki.

A czekal na muszke z hortensja czerwona,

bo pragnat t¢ mata uczynic¢ swa zona.
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Jat jecze¢ pajaczek nad dola pajecza,

Ze meczg go, drecza i bucza, i brzecza.

L1 co si¢ te baki nad taka panosza?!

Wszak muszke mi moja wystrasza i splosza”.

Wtem ,,Mam!” —rzekt i skoczyt jak raczy zajaczek,
ze raczki miat zreczne, to wspial si¢ na pnacze

iz ming wesola zamachat na baczki

ztocona moneta, i dat im na paczki.

Tak baczki przez paczki nie wesza po taczee.
A muszka ma brzdace i brzgczy w obraczce.

(Debski 2013, 5)

The poem takes the shape of a syllabotonic, rhyming lecture addressed to the
child about a family of letters — graphemes. A grapheme is the smallest unit of
writing, usually corresponding to a phoneme. In Polish, one phoneme may have
several corresponding graphemes, for example, [rz] and [Z], [u] and [6]. Within
alphabets, grapheme is either a letter or a punctuation mark. Two graphemes cor-
responding to one phoneme are called digraphs (e.g. [sz], [cz], [ch]), and three
graphemes for one phoneme are trigraphs. Several variants of the same grapheme
are called allographs (e.g. [z] or [z]) (http://plwikipedia.org/Wiki/grafem). A per-
sonificated protagonist is the letter (grapheme) [A] (mimicry): “Dos¢ znana literka
A mniej znane rodzenstwo ma / Niesforng literka tg jest A / Z tym A wciaz ktopoty
s, bo dziwng nature swa / A sprawia trudno$ci w wymowie, az trzeba si¢ drapac
po glowie”.

After this introduction, there is an appeal to the young reader, who is learn-
ing to pronounce sounds. “Jak tylko sprobujesz... Bec! Kolejna porazka. Wigc.../
Mam wierszyk dla tych, co chca by¢ mistrzem wymowy z A”. The metalogopae-
dic character of the text has been unambiguously verbalised and is the essence of
the magic of playing with sounds (nasals) — a rhyming selection of words which
make the reader practice the sound in the further part of the poem (alea). The
poem itself is a story of a rivalry between a spider and a little fly, his fiancée
(agon): “Raz pajak si¢ przelakt i czmychnat w glab taki, / ujrzawszy nad taka
brzeczace dwa baki. / A czekat na muszke z hortensja czerwong, / bo pragnat te
mala uczyni¢ swa zong. / Jal jecze¢ pajaczek nad dola pajecza, / ze mecza go,
drecza 1 bucza, 1 brzecza / »1 co sig te baki nad taka panosza?! / Wszak muszke mi
moja wystrasza i sptosza«/ Wtem »Mam!« — rzekt i skoczyt jak raczy zajaczek,/ze
raczki mial zreczne, to wspial si¢ na pnacze / 1 z ming wesota zamachat na baczki
/ zZtocong monetg, i dal im na paczki”.

The rivalry ends with a personalizing bribery, and the end of the poem has
a truly spousal dimension: “Tak baczki przez paczki nie wesza po taczce/ A musz-
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ka ma brzdace i brzgczy w obraczce™[ the little fly has kids and buzzes, wearing
her wedding ring]. Language play, consisting in multiple use of words, including
the practiced [a] sound in various articulatory and word formation configurations,
dominates the poem. It appears 66 times, which makes the poem into a paideial
example of repetitory focus (Pp), producing, at the same time, a specific diction-
ary of semantic field.

The use of the poem in speech therapy prognostic procedures, its design and
implementation, requires good knowledge of phonetics and considerable care in
decision-making. Until recently, it had been claimed that the [g] grapheme, the
“protagonist” of the poem, is a single nasal vowel [¢] (Kara§, Madejowa 1977).
This type of articulation, called synchronic, takes place when the articulatory
movements (of the lips, the tongue and soft palate) occur simultaneously. Recent
dialectological research, however, shows that this type of articulation does not
exist, except for the dialects of south western Little Poland, part of Lublin region,
Lukow land, the area of Siedlce and a part of Silesia (Karas 2015).

The complexity and multidimensional nature of nasals is pointed out, by,
among others, M. Waclawek, who claims that there are only few languages in
which these sound actually exist (within the Slavic languages territory, these
are Polish and Kashubian only). Secondly, in modern pronunciation the [¢] and
[o] vowels are pronounced asynchronously, with two sounds. The first sound is
[¢]/[o] and the second is a consonant — different depending on the following conso-
nant sound. Before fricatives, they are pronounced as nasal form of a non-sound-
forming [y], and before plosives and affricates as [m], [n], [] and [1] consonants,
depending on place of articulation of the proceeding consonant (Wactawek 2007,
57-58). Acting from a position of a moderate linguistic conservatism, and having
in mind the didactic and cultural aspect of language practice, it should be advo-
cated to implement the following rules while teaching the poem Ktopoty z 4 by
Debski, and similar texts:

1.1t is incorrect to pronounce [¢] with the omission of its nasality at the word ending as [o].
In this case the only correct pronunciation is full nasal articulation;

2.Full nasal articulation refers also to [¢] before fricatives;

3.[0] should be pronounced asynchronously, as [om] before the [p], [p’], and [b], [b’] so-
unds;

4.[o] should be pronounced as [on] before the [t], [d], [c], [3], [€], [3] sounds;

5.If [¢] appears before labials or affricates, the second element is the [11] sound;

6.[9] before [1] and [y] should be pronounced as [o];

7.[¢] before [k], [k’], [g], [g’] should be pronounced as [on]. (Wactawek 2007, 58)

Ktopoty z 4 by Debski can be used by speech therapists when diagnosing
knowledge transfer and speaking skills, designing therapy (here: selecting the
strategies aimed at building language competence within the spoken and writ-
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ten codes, improving levels of the communicative system, especially the system
skills), as well as when introducing the therapy in the above mentioned spheres.
Thetitle ofthe poem Wacus Stokrotka czyli Przypadki Przodka by Strzatkowska
signals the metalinguistic and metalogopedic character of the play included in the
poem. The topic of the poem is the declination of the word przodek [ancestor]:

Pewien mtodzieniec, Wacus$ Stokrotka,
Spedzat wakacje u swego przodka.

A byt to przodek niezwykle rzadki,
odmieniat si¢ bowiem przez przypadki.
Rankiem, gdy lekki dokuczat chtodek,
otulat Wacka kotdra — kto? — przodek.
Potem szedt przodek nakarmic¢ kota,
Wacek nie widzial wigc — kogo? — przodka.
Nie tracgc czasu, $niadanko robit,

by moc je zanie$¢ — komu? — przodkowi.

Gdy wreszcie przodka Stokrotka spotkat,

W czotko catowal cmok! — kogo? — przodka.
Wiodt Wacus z przodkiem zycie dos¢ stodkie,
lecz cos$ si¢ nagle stato — z kim? — z przodkiem.
Zostat po przodku kawior na spodku

[ stuch zaginal — o kim? — o przodku.

Stanat wigc smutny Wacus przy plotku,
Wotajac tgsknig: — O! Przodku! Przodku!
Niestety — przodek, cho¢ fakt to rzadki,

Znikl, gdy odmienial si¢ przez przypadki.

(Strzatkowska 2004, 10)

This rhythmic syllabotonic story, with feminine rhymes, representing de-
scriptive lyrical poetry suggests the possibility to identify with Wacu$ (mimicry),
because each child has an ancestor, whom one visits during holidays. This way
the story refers to every young reader, especially because the poet used a generic
pewien miodzieniec [a young mate] in the opening of the text. The familiarity of
the text is supported with the verbs describing warm familiar emotions: otulat
[cuddle], robit sniadanko [make breakfast], w czotko catowat [kiss on forehead].

The text introduces a grammar rule in a ludic way: the inflection of the noun
“ancestor”, in all the cases of the singular (i/inx), although the cases themselves
are not given explicitly. The magic of this language play (alea) is the creation of
a world which catches the reader’s attention and points to the grammar rule in
a spontaneous way: the inflectional ending of the word przodek depends on the
case: starting from the nominative until the vocative:

“Otulal Wacka kotdra — kto? — przodek, (...) Wacek nie widziat wiec — kogo?
— przodka, (...) by moc je zanie$¢ — komu? — przodkowi, (...) W czotko catowat
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cmok! — kogo? — przodka, (...) lecz co$ si¢ nagle stato — z kim? — z przodkiem,
(...) I stuch zaginat — o kom? — o przodku, (...) Wotajac tesknig¢ — O! Przodku!
Przodku!”. The story of Wacus$ and his ancestor ends with a riddle (agon):

“Niestety — przodek, cho¢ fakt to rzadki, / Zniknat, gdy odmienit si¢ przez
przypadki”.

At the same time, the literary scenario inspires the child to repeat the play
in an attempt to check if the cases have been acquired by the child (mimicry).
The poem can easily be qualified as speech therapy procedure of developing or
rebuilding (morphological and syntactic) language competence (the former refer-
ring to children with speech disorders resulting in disintegration of the language
system). Apart from that, in the case of older children with underdeveloped gram-
matical competence, the poem can be used for diagnosing the speaking skills. Ad-
ditionally, the content of the poem intertwined with grammatical rules acts as an
incentive to develop the narrative competence. With careful use of the examples,
the therapist can make the child aware of the essential role of grammatical (mor-
phological) correctness in creating stories. There are many more speech therapy
contexts in which Strzatkowska’s poem can be used (Ostasz, Michalik 2016).

Ilinx characteristics can also be found in the collection of poems Wierszyki na
pogode i niepogode by a debutant poet A. Edyk-Psut. Undoubtedly, the cognitive
aim of the poems is to enlarge the semantic fields relating to the richness of nature,
which is one of the child’s first spaces of interest. An interesting example of an
educational play is the poem Snieg:

Lecial z nieba proszek biaty,
Pokryt ptotek i dach caty.
Pokryt ptotek, pola, faczke,
Wpadt wprost do moich raczek.

Kot prébowat go po troszku,
Myslac, ze to mleko w proszku.
Pies zamierzal do niedzieli
Puszkiem bude¢ swa wyscielic.

Mata myszka wyszta z norki,
Chciata nim napei¢ worki.
Puszek zniknal, wielka szkoda.
Pozostata tylko woda.

(Edyk-Psut 2015, 59)

The third person narrator reports a child’s observations of the first snowy day,
in an enumerating story (mimicry): “Leciat z nieba puszek biaty, / Pokryl ptotek
i dach caty / Pokryt lasek, pola, taczke, / Wpadt wprost do moich raczek™.
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The next part of the poem also includes enumeration, this time refering to the
reaction of the natural world to the wonderful phenomenon (i/inx): “Kot probowat
go po troszku, / Myslac, ze to mleko w proszku. / Pies zamierzal do niedzieli
/ Puszkiem bude swa wyscieli¢. / Mata myszka wyszta z norki, / Chciata nim
napetni¢ worki”. Enumerating the different influences that snow has on the sur-
rounding natural world can be continued endlessly, which means that the poem
belongs to the repetitive paideia type. It is the repetitive paideia which is the
magic of the story (alea). The frame of the end of the poem closes the story, in
a way resembling the young reader’s thinking: “Puszek zniknal, / wielka szkoda /
Pozostata tylko woda”. The text makes him aware that snow has its opponent — the
warmth (agon), but snowing and snow play activities is a cyclic phenomenon, so
the poem becomes a real lesson of natural science, physics and chemistry, making
the reader aware of natural processes of circulation, change, mutual dependencies
in nature (e.g. state of matter).

CONCLUDING REMARKS

Most of the paideial poems represent the enumerating-repetitive model, as
a description of a phenomenon, based on multiple enumeration, is followed by
a repetition aimed at remembering. It is apparent that most of the texts are syl-
labotonics (trochaic, iambic or amphibrach) with constant caesura, feminine even
rhyme and assume mnemotechnical properties. The mnemotechnical poem has
a long, dating back to antiquity, tradition in oral texts. A frequent theme present-
ed in these poems are the grammar, spelling or alphabet rules, for example, of
Greek or Latin. Their function was to support remembering abstract knowledge
and served, among others, the abecedary practice. For this reason, they are the
easiest and fastest to remember, they are catchy, and the primary poetic means
is sound instrumentation. Some of them have not been created with the prac-
tice of the speech systems in mind, but with the purpose of language (grammar
lexical) play, which spontaneously allows such practice. Some of them, however,
are of metatextual and metalogopaedic character, as they introduce the notion of
phonetic-phonological and grammar practice and the ways of implementing it in
speech therapy.
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