МІНІСТЕРСТВО ОСВІТИ І НАУКИ УКРАЇНИ

МИКОЛАЇВСЬКИЙ НАЦІОНАЛЬНИЙ УНІВЕРСИТЕТ

ІМЕНІ В. О. СУХОМЛИНСЬКОГО
Кафедра германської філології та перекладу

Навчально-методичний комплекс 

навчальної дисципліни
Порівняльна стилістика іноземної (англійської) та української мов
Для напряму підготовки 6.02030304 Філологія. Переклад

Автори:

кандидат філологічних наук, Агєєва В.О.
Затверджено на засіданні кафедри германської філології та перекладу від «04» вересня 2018 р.

Затверджено на засіданні навчально-медодичної комісії 

факультету іноземної   філології  «04» вересня 2018 р.

Затверджено на засіданні Вченої ради факультету іноземної філології

«05» вересня 2018 р.

Миколаїв – 2018
ЗМІСТ

1. Витяги з ОКХ, ОПП спеціальності. 

2. Навчальна програма дисципліни. 

3. Робоча навчальна програма дисципліни. 

4. Засоби діагностики навчальних досягнень студентів. 

5. Конспект лекцій.
6. Інструктивно-методичні матеріали до практичних занять.
7. Самостійна робота студентів.
8. Контрольні завдання до практичних занять, завдання для заліків. 

9. Методичні матеріали, що забезпечують самостійну роботу студентів. 
10. Тестові завдання для перевірки знань.
Мета курсу:

Детально ознайомити студентів з базовими теоретичними положеннями про стилістичні засоби забарвлення порівнюваних мов, а також їх еквівалентний переклад.

У результаті вивчення даного курсу студенти повинні 

знати:

- основні положення теоретичного матеріалу за темами змістового модулю програми;  

- стилістичні особливості порівнюваних мов;
- відмінності між стилістичними засобами та експресивними прийомами порівнюваних мов.

вміти: 

- ілюструвати кожне теоретичне положення мовними прикладами з порівнюваних мов;

- розмежовувати стилістичні засоби від експресивних прийомів;

- розпізнавати три прошарки лексики англійської мови (нейтральна, розмовна, літературна);

- поєднувати теоретичні знання з використанням вправ та практичних завдань, пов’язаних з визначенням виду стилістичних засобів та експресивних прийомів;

- на основі спостереження та порівняння лінгвістичних одиниць робити та використовувати евристичні вміння, які включають здатність сприймати новий досвід і застосовувати інші компетенції, для того щоб діяти (на основі спостереження, здогадки про значення того, за чим спостерігаєш, аналізу, узагальнення, запам’ятовування і т.д.); здатність (особливо при застосуванні довідкових джерел мовою, що вивчається) знаходити, розуміти і при необхідності передавати нову інформацію.
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Вступ
Програма вивчення нормативної навчальної дисципліни «Порівняльна стилістика іноземної та української мов» складена Агєєвою В.О. відповідно до освітньо-професійної програми підготовки бакалаврів за спеціалізацією 035.04 Германські мови та літератури (переклад включно) 

Предметом вивчення навчальної дисципліни є: стилістичні особливості англійської та української мов. 

Міждисциплінарні зв’язки: 

Курс «Порівняльна стилістика іноземної та української мов» вивчається на базі таких дисциплін, як загальне мовознавство, порівняльно-історичне мовознавство, вступ до перекладознавства, практика усного і писемного мовлення, практика перекладу з основної іноземної мови, порівняльна граматика, порівняльна лексикологія.

1. Мета та завдання навчальної дисципліни

Метою викладання навчальної дисципліни «Порівняльна стилістика іноземної та української мов» є детальне ознайомлення студентів з базовими теоретичними положеннями про стилістичні засоби забарвлення порівнюваних мов, а також їх еквівалентний переклад.

Завданнями вивчення дисципліни є:

- надати майбутнім перекладачам-філологам необхідні для їх майбутньої роботи теоретичні та практичні знання і навички у галузі стилістики англійської та української мов;

- розвивати творче мислення при виборі способів перекладу, а також при виконанні практичних завдань у спеціальних навчальних ситуаціях, які вимагають професійної компетенції перекладача;

- сформувати уявлення про специфіку професійної діяльності перекладача в сучасному суспільстві. 

1.3. Згідно з вимогами освітньо-професійної програми студент оволодіває такими компетентностями: 

І. Загальнопредметні: знання специфічних особливостей організації та функціонування різних текстів функціонально-стильової системи англійської мови; оволодіння науковими положеннями про стилістичні засоби та прийоми у порівнюваних мовах.

ІІ. Фахові: знання концептуальних положень стилістики англійської мови, які складають основу теоретичної і практичної професійної підготовки фахівця; опанування особливостями мовних засобів, що використовуються в текстах для досягнення певних комунікативних завдань у процесі перекладу; вміле застосування отриманих теоретичних знань з практики в процесі професійної діяльності, а також у процесі міжкультурної комунікації.

На вивчення навчальної дисципліни відводиться 90 годин/3 кредити ECTS.

2. Інформаційний обсяг навчальної дисципліни
Кредит 1. Стилі та норми мови. Функціональні стилі мови

Тема 1. Стилі мови. Норми мови. Експресивність.

Тема 2. Функціональні стилі сучасної англійської та української мов. 

Тема 3. Стандартна англійська мова.

Кредит 2. Стилістична класифікація лексики англійської мови

Тема 1. Спеціальні літературні словники (терміни, поетичні слова, архаїзми, варваризми та слова іншомовного походження).

Тема 2. Загальні літературні словники. Словники нейтральної лексики. Словник загальної розмовної лексики.

Тема 3. Словник професіоналізмів. Спеціальна розмовна лексика (сленг, жаргонізми, діалектна лексика, вульгаризми).

Кредит 3. Графічні та фонетичні експресивні засоби та стилістичні прийоми

Тема 1. Графічні експресивні засоби та стилістичні прийоми в англійській та українській мовах. Спільне і відмінне.

Тема 2. Фонетичні експресивні засоби та стилістичні прийоми в англійській та українській мовах. Спільне і відмінне.

3. Рекомендована література

Базова:
1. Мороховський А.Н., Воробьева О.П., Лихошерст Н.И., Тимошенко З.В. Стилистика английського языка. – Киев, 1991.

2. Арнольд И.В. Стилистика современного английского языка. – Л., 1981.

3. Воробьева О.П. Текстовые категории и фактор адресата. – Киев, 1993.

4. Гальперин И.Р. Стилистика английского языка. – М., 1981.

5. Долинин К.А. Интерпретация текста. – М., 1985.

6. Домашнев А.Н., Шишкина И.П., Гончарова Е.А. Интерпретация художественного текста. – М., 1989.

7. Кухаренко В.А. Интерпретация текста. – Л., 1979.

8. Кухаренко В.А.Практикум  по интерпретации текста.– М., 1987.

9. Єфімов Л.П. Стилістика англійської мови і дискурсивний аналіз. Учбово-методичний посібник. – Вінниця: «Нова книга», 2004.

10. Скребнев Ю.М. Основы стилистики английского язика: Учебник для ин-тов и фак. иностр. яз. – 2-е изд. – М, 2003.  

11. Kukharenko V.A. A Book of Practice in Stylistics.  – Вінниця: «Нова книга», 2003.

12. Soshalskaya E.G., Prokhorova V.I. Stylistic Analysis.  – M., 1976.

13. Vorobyova O.P. Literary Text: A Comparative Study // The Parasession on Theory and Data in Linguistics. - Chicago: Chicago Linguistic Society, 1996. - P.165-175.

14. Методичні вказівки до семінарських та практичних занять із стилістики англійської мови для студентів IV курсу / Уклад. О.П.Воробйова, Л.Ф.Бойцан, Л.В.Ганецька, О.Ю.Дубенко, І.О.Іноземцева, Л.Р.Чеботарьова, Л.Д.Якимчук. –  К.:КДЛУ, 1996 (1997).

Рекомендована

1. Брандес М.П. Стилистика немецкого языка. М., 1983.  

2. Гореликова М.И., Магомедова Д.М. Лингвистический анализ художественного текста. М., 1983.

3. Долинин К.А. Стилистика французского языка. Л., 1978.

4. Иванова Т.П., Брандес О.П. Стилистическая интерпретация текста. М., 1991.

5. Моисеева Л.Ф. Лингвистический анализ художественного текста. К., 1984.

6. Одинцов В.В. Стилистика текста. М., 1980.

7. Пелевина Н.Ф. Стилистический анализ художественного текста. Л., 1980.

8. Степанов Ю.С. Французская стилистика. М., 1965.

9. Borisova L.V. Interpreting Fiction. M., 1987.

10. Diakonova N., Arnold I. Three Centuries of English Poetry. L., 1967.

11. Diakonova N., Arnold I. Three Centuries of English Prose. L., 1967.

12. Sosnovskaya V.B. Analytical Reading. M., 1974.

Інформаційні ресурси
Електронні підручники:

4. Арнольд И.В. Стилистика современного английского языка. – Л., 1981.

5. Kukharenko V.A. A Book of Practice in Stylistics. – Вінниця: «Нова книга», 2003.
6. http://www.englishforums.com
7. http://www.amazon.co.uk/Students-Grammar-English-Language-Practice
8. http://www.cambridge.org
9. http://www.tolearnenglish.com
10. http://www.bbc.co.uk/worldservice/learningenglish/language
11. Форма підсумкового контролю успішності навчання: екзамен
Засоби діагностики успішності навчання: Тестові завдання, проекти, доповіді-презентації, есе, контрольні роботи.
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Робоча програма навчальної дисципліни «Порівняльна стилістика іноземної та української мов» для студентів ОКР «бакалавр» за напрямом підготовки 6.020303 Філологія. Переклад .

Розробник: Агєєва Вікторія Олександрівна, старший викладач кафедри германської філології та перекладу, кандидат філологічних наук ___________ (Агєєва В.О.)

Робоча програма затверджена на засіданні кафедри германської філології та перекладу
Протокол № 1 від «04» вересня 2018 р.

Завідувач кафедри ___________ (Майстренко М.І.)

1. Опис навчальної дисципліни

	Найменування показників 
	Галузь знань, напрям підготовки, освітньо-кваліфікаційний рівень
	Характеристика навчальної дисципліни

	
	
	денна форма навчання 

	Кількість кредитів – 3
	Галузь знань

0203 Гуманітарні науки
	Нормативна



	
	Напрям підготовки 

6.020303 Філологія. Переклад
	

	Індивідуальне науково-дослідне завдання – дослідження за однією із тем
	Спеціальність 

(професійне

спрямування): Філологія. Переклад


	Рік підготовки:

	
	
	4-й
	

	
	
	Семестр

	Загальна кількість годин  90
	
	1-й
	

	
	
	Лекції

	Тижневих годин для денної форми навчання: 

аудиторних – 3

самостійної роботи студента – 3,3
	Освітньо-кваліфікаційний рівень:

бакалавр
	16
	

	
	
	Практичні, семінарські

	
	
	26
	

	
	
	Лабораторні

	
	
	-
	-

	
	
	Самостійна робота

	
	
	48
	

	
	
	Вид контролю: екзамен


Примітка.

Співвідношення кількості годин аудиторних занять до самостійної та індивідуальної роботи становить: для денної форми навчання – 90 год.: 42 год. – аудиторні заняття, 48 год. – самостійна робота (47% / 53 %).
Мета та завдання навчальної дисципліни

Мета курсу: 

Теоретичний курс «Порівняльна стилістика іноземної та української мов» удосконалює знання англійської мови та має за мету детальне ознайомлення студентів з базовими теоретичними положеннями про стилістичні засоби забарвлення порівнюваних мов, а також їх еквівалентний переклад.

Завдання курсу:

· Розвиток у студентів уміння користуватися стилістичним понятійним апаратом і категоріями даної дисципліни;

· Навчання методам дослідження всього комплексу різнорівневих стилістичних ресурсів і методам поглибленого аналізу й інтерпретації мовних творів і текстів різної функціонально-стильової і жанрової приналежності з урахуванням особливостей комунікативного акту його прагматичних і структурно-композиційних характеристик, когнітивних, культурологічних та інших чинників української та англійської мов;

· Формування у студентів уміння працювати з науковою літературою, аналітично осмислювати і узагальнювати теоретичні положення, навичок самостійного наукового пошуку і адекватного викладу його результатів;

· Вироблення у студентів навичок наукового підходу до роботи над текстом; уміння знаходити у тексті основну інформацію і викладати її у відношенні з принципами певної моделі (функціонального стилю, жанру) письмової і усної комунікації;

· Формування у студентів уміння продукувати мовні твори рідною та іноземною мовами, намагаючись досягти найбільшої відповідності форми і змісту, логічної чіткості і точного лексико-стилістичного оформлення як на рівні висловлення, так і на рівні цілого тексту (з точки зору ефективного і доречного вживання стилістичних ресурсів мови).

У результаті вивчення курсу студент оволодіває такими компетентностями: 

І. Загальнопредметні: знання специфічних особливостей організації і функціонування різних текстів функціонально-стильової системи англійської мови; оволодіння науковими положеннями про стилістичні засоби та прийоми у порівнюваних мовах.

ІІ. Фахові: знання концептуальних положень стилістики англійської мови, які складають основу теоретичної і практичної професійної підготовки фахівця; опанування особливостями мовних засобів, що використовуються в текстах для досягнення певних комунікативних завдань у процесі перекладу; вміле застосування отриманих теоретичних знань з практики в процесі професійної діяльності, а також у процесі міжкультурної комунікації.

2. Програма навчальної дисципліни

Кредит 1. Стилі та норми мови. Функціональні стилі мови

Тема 1. Стилі мови. Норми мови. Експресивність.

Тема 2. Функціональні стилі сучасної англійської та української мов. 

Тема 3. Стандартна англійська мова.

Кредит 2. Стилістична класифікація лексики англійської мови

Тема 1. Спеціальні літературні словники (терміни, поетичні слова, архаїзми, варваризми та слова іншомовного походження).

Тема 2. Загальні літературні словники. Словники нейтральної лексики. Словник загальної розмовної лексики.

Тема 3. Словник професіоналізмів. Спеціальна розмовна лексика (сленг, жаргонізми, діалектна лексика, вульгаризми).

Кредит 3. Графічні та фонетичні експресивні засоби та стилістичні прийоми

Тема 1. Графічні експресивні засоби та стилістичні прийоми в англійській та українській мовах. Спільне і відмінне.

Тема 2. Фонетичні експресивні засоби та стилістичні прийоми в англійській та українській мовах. Спільне і відмінне.

4. Структура навчальної дисципліни

	Назви кредитів і тем
	Кількість годин

	
	усього
	у тому числі

	
	
	л
	п
	лаб
	інд
	ср

	1
	2
	3
	4
	5
	6
	7

	Кредит 1. Стилі та норми мови. Функціональні стилі мови

	Тема 1. Стилі мови. Норми мови. Експресивність.
	8
	2
	2
	
	
	5

	Тема 2. Функціональні стилі сучасної англійської та української мов. 
	12
	2
	4
	
	
	6

	Тема 3. Стандартна англійська мова.
	9
	2
	2
	
	
	6

	Кредит 2. Стилістична класифікація лексики англійської мови

	Тема 1. Спеціальні літературні словники (терміни, поетичні слова, архаїзми, варваризми та слова іншомовного походження).
	8
	2
	2
	
	
	5

	Тема 2.  Загальні літературні словники. Словники нейтральної лексики. Словник загальної розмовної лексики.
	11
	2
	4
	
	
	6

	Тема 3. Словник професіоналізмів. Спеціальна розмовна лексика (сленг, жаргонізми, діалектна лексика, вульгаризми).
	11
	2
	4
	
	
	6

	Кредит 3. Графічні та фонетичні експресивні засоби та стилістичні прийоми

	Тема 1. Графічні експресивні засоби та стилістичні прийоми в англійській та українській мовах. Спільне і відмінне.
	12
	2
	4
	
	
	7

	Тема 2. Фонетичні експресивні засоби та стилістичні прийоми в англійській та українській мовах. Спільне і відмінне.
	13
	2
	4
	
	
	7

	Усього годин:
	90
	16
	26
	
	
	48


6. Теми практичних  занять

	№

з/п
	Назва теми
	Кількість

годин

	
	Кредит 1. Стилі та норми мови. Функціональні стилі мови
	

	1.
	Поняття стилю та норми мови. Експресивність.
	2

	2.
	Класифікація функціональних стилів англійської мови. 
	2

	3.
	Функціональні стилі української мови. Спільні та відмінні риси у класифікації функціональних стилів англійської та української мов.
	2

	4.
	Стандартна англійська мова
	2

	
	Кредит 2. Стилістична класифікація лексики англійської мови
	

	5.
	Терміни, поетичні слова, архаїзми, варваризми та слова іншомовного походження як складова частина спеціальних літературних словників англійської мови
	2

	6.
	Загальні літературні словники англійської мови
	2

	7.
	Словник нейтральної лексики в англійській та українській мовах. Побутова лексика англійської мови. Словник загальної розмовної лексики.
	2

	8
	Словник професіоналізмів англійської мови
	2

	9.
	Спеціальна розмовна лексика англійської та української мов
	2

	
	Кредит 3. Графічні та фонетичні експресивні засоби та стилістичні прийоми
	

	10.
	Графічні експресивні засоби та стилістичні прийоми англійської мови
	

	11.
	Спільне і відмінне між графічними експресивними засобами та стилістичними прийомами в англійській та українській мовах
	2

	12.
	Фонетичні експресивні засоби та стилістичні прийоми англійської мови
	2

	13
	Спільне та відмінне між фонетичними експресивними засобами та стилістичними прийомами в англійській та українській мовах
	2

	Разом:
	26


8. Самостійна робота

	№

з/п
	Назва теми
	Кількість

годин

	
	Кредит 1. Стилі та норми мови. Функціональні стилі мови
	

	1.
	Джерела англійської та української стилістики. Стилістична семасіологія англійської та української мов
	6

	2.
	Сучасна класифікація літературних персонажів. «Потік свідомості» як текстуальний феномен. Еволюція поняття «текстовий адресант» у літературному критицизмі та у лінгвостилістиці
	10

	
	Кредит 2. Стилістична класифікація лексики англійської мови
	

	3.
	Англомовний етикет. Форми звертання як засіб регулювання між комуні кантами. Переклад форм звертання. 
	10

	 4.
	Літературна, нейтральна та розмовна лексика англійської та української мов
	6

	5.
	Лінгвістичний гумор в англійській та українській мовах
	5

	
	Кредит 3. . Графічні та фонетичні експресивні засоби та стилістичні прийоми
	

	6.
	Загальноприйняті та авторські графічні експресивні засоби та стилістичні прийоми в англійській і українській мовах
	5

	7.
	Суто англійські фонетичні експресивні засоби та стилістичні прийоми як один із засобів передачі культури англійської мови
	6

	Разом: 
	48


9. Індивідуальне навчально-дослідне завдання

У процесі вивчення дисципліни «Порівняльна стилістика іноземної та української мов» передбачено індивідуальне виконання навчально-дослідного завдання за однією із тем самостійної роботи. Особливий акцент зроблено на лінгвокультурологічну складову стилю в англійській та українській мовах та специфіку її передачі з однієї мови на іншу. 

10. Методи навчання

Під час вивчення курсу застосовуються такі методи навчання, як лекція-діалог, розв’язування перекладацьких задач або творчих завдань під час самостійної роботи або у процесі підготовки до практичних завдань, складання графічних схем для узагальнення теоретичного матеріалу. 
11. Методи контролю

1. Метод усного контролю. Етапи усного опитування: постановка викладачем питань (завдань) з урахуванням специфіки предмета і вимог програми; підготовка студентів до відповіді і викладення своїх знань; корекція і самоконтроль викладених знань під час відповіді; аналіз і оцінка відповіді.

2. Метод письмового контролю (письмові контрольні роботи, письмові переклади, письмові заліки тощо).

3. Тестова перевірка знань (тести на доповнення, тести на використання аналогії, тести на зміну елементів тощо)

4. Залік Усний залік. Письмовий залік у формі тестів. Оцінка.

5. Самоконтроль. Перевірка самостійної роботи студента

12. Розподіл балів, які отримують студенти

Усі види навчальної роботи з курсу «Порівняльна стилістика іноземної та української мов» підпорядковані Європейській кредитно-трансферній системі організації навчального процесу та контролю студентів. Контроль здійснюється за допомогою письмової контрольної роботи (тестів) наприкінці кожного кредиту.

Кредитний контроль передбачає перевірку стану засвоєння елементів знань кредиту. Завдання для контролю складаються з трьох рівнів: ознайомчо-орієнтованого, понятійно-аналітичного та продуктивно-синтетичного. Загальна сума балів за одну контрольну роботу становить 40. Завдання першого рівня оцінюються в 5 балів, завдання другого рівня в 15 балів та завдання третього рівня в 20 балів. Сума балів за один кредит становить 100 балів. 

Поточна робота на заняттях з дисципліни «Порівняльна стилістика іноземної та української мов» передбачає виконання наступних завдань: опрацювання теоретичного матеріалу за темами, що вивчаються, усні підготовлені та непідготовлені діалогічні і монологічні висловлювання за темами, виконання письмових завдань та вправ творчого характеру тощо. Під час кожного практичного заняття студент отримує максимально 10 балів і це відповідає національному критерію «відмінно». 

За національною шкалою проводиться наступне оцінювання:

10 – 9 балів «Відмінно» – студент вільно володіє вивченим теоретичним матеріалом за темою; робить усні підготовлені та непідготовлені діалогічні і монологічні висловлювання, що цілком відповідають вимогам програми; виконує всі вправи, зазначені робочою програмою, виконання вправ не викликає труднощів;
8 – 7 балів «Добре» – студент достатньо вільно володіє вивченим теоретичним матеріалом за темою; робить усні підготовлені та непідготовлені діалогічні і монологічні висловлювання із незначною кількістю помилок; виконує всі вправи, зазначені робочою програмою, виконання вправ не викликає значних труднощів;

6 – 5 балів «Задовільно» – студент володіє лише частиною вивченого теоретичного матеріалу за темою; робить усні підготовлені та непідготовлені діалогічні і монологічні висловлювання із значною кількістю грубих помилок; виконує лише частину вправ, зазначених робочою програмою, виконання вправ викликає значні труднощі;

4 – 3 бали «Незадовільно» – студент практично не володіє теоретичним матеріалом за темою; усні висловлювання за темами не відповідають вимогам програми; не виконує або виконує лише незначну частину вправ, зазначених робочою програмою, виконання вправ викликає значні труднощі.

Критерії оцінювання самостійної роботи

Згідно з вимогами ЄКТС 53% навчального часу з дисципліни «Порівняльна стилістика іноземної та української мов» відводиться на самостійну роботу студентів. Під час самостійної роботи студенти опрацьовують весь теоретичний та практичний матеріали, вивчені на практичних та індивідуальних заняттях. Самостійна робота студентів перевіряється викладачем та оцінюється за наступною шкалою (загальна сума оцінки складає 53 балів):

«Відмінно» – 53-46 балів – студент виконує всі вправи, відведені на самостійне виконання; виконання вправ не викликає труднощів, студент може самостійно виконувати творчі завдання;

«Добре» – 45-38 балів – студент виконує всі вправи, відведені на самостійне виконання, але виконання вправ викликає деякі труднощі;

«Задовільно» – 37-30 балів – студент виконує неповну кількість вправ, відведених на самостійне виконання; виконання вправ викликає значні труднощі, але в разі пояснення та корегування викладачем студент може виконати подібні завдання самостійно;

«Незадовільно» – 29-22 бали – студент не володіє матеріалом, не може самостійно виконати вправи після того, як вони були пояснені викладачем, робить велику кількість грубих помилок.

	Поточне тестування та самостійна робота
	Контрольна робота
	Екзамен
	Накопичувальні бали під час проведення практичних занять

	Тестування під час проведення практичних занять
	Практична робота
	Самостійна робота з урахуванням контрольної роботи
	80 (2*40 б. )
	40
	300

	10
	85
	205 
	
	
	


Шкала оцінювання: національна та ECTS

	ОЦІНКА

ЄКТС
	СУМА БАЛІВ
	ОЦІНКА ЗА НАЦІОНАЛЬНОЮ ШКАЛОЮ 

	
	
	екзамен 
	залік

	A
	90-100
	5 (відмінно)
	5/відм./зараховано

	B
	80-89
	4 (добре)
	4/добре/ зараховано

	C
	65-79
	
	

	D
	55-64
	3 (задовільно)

 
	3/задов./ зараховано

 

	E
	50-54
	
	

	FX
	35-49
	2 (незадовільно)

 
	Не зараховано


13. Методичне забезпечення

1. Навчально-методичний комплекс.

14. Рекомендована література
Базова:
1. Мороховський А.Н., Воробьева О.П., Лихошерст Н.И., Тимошенко З.В. Стилистика английського языка. – Киев, 1991.

2. Арнольд И.В. Стилистика современного английского языка. – Л., 1981.

3. Воробьева О.П. Текстовые категории и фактор адресата. – Киев, 1993.

4. Гальперин И.Р. Стилистика английского языка. – М., 1981.

5. Долинин К.А. Интерпретация текста. – М., 1985.

6. Домашнев А.Н., Шишкина И.П., Гончарова Е.А. Интерпретация художественного текста. – М., 1989.

7. Кухаренко В.А. Интерпретация текста. – Л., 1979.

8. Кухаренко В.А.Практикум  по интерпретации текста.– М., 1987.

9. Єфімов Л.П. Стилістика англійської мови і дискурсивний аналіз. Учбово-методичний посібник. – Вінниця: «Нова книга», 2004.

10. Скребнев Ю.М. Основы стилистики английского язика: Учебник для ин-тов и фак. иностр. яз. – 2-е изд. – М, 2003.  

11. Kukharenko V.A. A Book of Practice in Stylistics.  – Вінниця: «Нова книга», 2003.

12. Soshalskaya E.G., Prokhorova V.I. Stylistic Analysis.  – M., 1976.

13. Vorobyova O.P. Literary Text: A Comparative Study // The Parasession on Theory and Data in Linguistics. - Chicago: Chicago Linguistic Society, 1996. - P.165-175.

14. Методичні вказівки до семінарських та практичних занять із стилістики англійської мови для студентів IV курсу / Уклад. О.П.Воробйова, Л.Ф.Бойцан, Л.В.Ганецька, О.Ю.Дубенко, І.О.Іноземцева, Л.Р.Чеботарьова, Л.Д.Якимчук. –  К.:КДЛУ, 1996 (1997).
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ЗАСОБИ ДІАГНОСТИКИ НАВЧАЛЬНИХ ДОСЯГНЕНЬ СТУДЕНТІВ

Усі види навчальної роботи з курсу «Порівняльна стилістика іноземної (англійської) та української мов» підпорядковані Європейській кредитно-трансферній системі організації навчального процесу та контролю студентів. Контроль здійснюється за допомогою письмової контрольної роботи (тестів) наприкінці кожного кредиту.

Кредитний контроль передбачає перевірку стану засвоєння елементів знань кредиту. Завдання для контролю складаються з трьох рівнів: ознайомчо-орієнтованого, понятійно-аналітичного та продуктивно-синтетичного. Загальна сума балів за одну контрольну роботу становить 40. Завдання першого рівня оцінюються в 5 балів, завдання другого рівня в 15 балів та завдання третього рівня в 20 балів. Сума балів за один кредит становить 100 балів. 

Поточна робота на заняттях з дисципліни «Порівняльна стилістика іноземної (англійськлї) та української мов» передбачає виконання наступних завдань: опрацювання теоретичного матеріалу за темами, що вивчаються, усні підготовлені та непідготовлені діалогічні і монологічні висловлювання за темами, виконання письмових завдань та вправ творчого характеру тощо. Під час кожного практичного заняття студент отримує максимально 17 балів і це відповідає національному критерію «відмінно». 

За національною шкалою проводиться наступне оцінювання:

«Відмінно» – студент вільно володіє вивченим теоретичним матеріалом за темою; читання текстів не викликає ніяких труднощів; робить цілком адекватний переклад текстів; робить усні підготовлені та непідготовлені діалогічні і монологічні висловлювання, що цілком відповідають вимогам програми; виконує всі вправи, зазначені робочою програмою, виконання вправ не викликає труднощів;
«Добре» – студент достатньо вільно володіє вивченим теоретичним матеріалом за темою; читання текстів не викликає значних труднощів; робить взагалі адекватний переклад текстів; робить усні підготовлені та непідготовлені діалогічні і монологічні висловлювання із незначною кількістю помилок; виконує всі вправи, зазначені робочою програмою, виконання вправ не викликає значних труднощів;

«Задовільно» – студент володіє лише частиною вивченого теоретичного матеріалу за темою; читання текстів викликає значні труднощі; робить переклад текстів із значною кількістю грубих помилок, але вони не спотворюють загальне розуміння тексту; робить усні підготовлені та непідготовлені діалогічні і монологічні висловлювання із значною кількістю грубих помилок; виконує лише частину вправ, зазначених робочою програмою, виконання вправ викликає значні труднощі;

«Незадовільно» – студент практично не володіє теоретичним матеріалом за темою; під час читання текстів робить велику кількість вимовних помилок; робить взагалі неадекватний переклад текстів; усні висловлювання за темами не відповідають вимогам програми; не виконує або виконує лише незначну частину вправ, зазначених робочою програмою, виконання вправ викликає значні труднощі.

Критерії оцінювання самостійної роботи

Згідно з вимогами ЄКТС 66% навчального часу з дисципліни «Порівняльна стилістика іноземної та української мов» відводиться на самостійну роботу студентів. Під час самостійної роботи студенти опрацьовують весь теоретичний та практичний матеріали, вивчені на практичних та індивідуальних заняттях. Самостійна робота студентів перевіряється викладачем та оцінюється за наступною шкалою (загальна сума оцінки складає 66 балів):

«Відмінно» – 66-54 балів – студент виконує всі вправи, відведені на самостійне виконання; виконання вправ не викликає труднощів, студент може самостійно виконувати творчі завдання;

«Добре» – 53-41 балів – студент виконує всі вправи, відведені на самостійне виконання, але виконання вправ викликає деякі труднощі;

«Задовільно» – 40-28 балів – студент виконує неповну кількість вправ, відведених на самостійне виконання; виконання вправ викликає значні труднощі, але в разі пояснення та корегування викладачем студент може виконати подібні завдання самостійно;

«Незадовільно» – 27-15 балів – студент не володіє матеріалом, не може самостійно виконати вправи після того, як вони були пояснені викладачем, робить велику кількість грубих помилок.

Шкала оцінювання: національна та ECTS
	ОЦІНКА

ЄКТС
	СУМА БАЛІВ
	ОЦІНКА ЗА НАЦІОНАЛЬНОЮ ШКАЛОЮ 

	
	
	екзамен 
	залік

	A
	90-100
	5 (відмінно)
	5/відм./зараховано

	B
	80-89
	4 (добре)
	4/добре/ зараховано

	C
	65-79
	
	

	D
	55-64
	3 (задовільно)

 
	3/задов./ зараховано

 

	E
	50-54
	
	

	FX
	35-49
	2 (незадовільно)

 
	Не зараховано


А – «відмінно» – відмінне виконання лише з незначною кількістю помилок;
В – «дуже добре» – вище середнього рівня з кількома помилками;
С – «добре» – загалом правильна робота з певною кількістю грубих помилок;
D – «задовільно» – непогано, але зі значною кількістю недоліків;
Е – «достатньо» – виконання задовольняє мінімальні критерії;
FX – «незадовільно» – потрібно попрацювати перед тим, як отримати залік;
F – «неприйнятно» – необхідна серйозна подальша робота.
LECTURE 1

INTRODUCTION

GENERAL NOTES ON STYLE AND Stylistics

Stylistics, sometimes called lingvo-stylistics, is a branch of general linguistics. It has now been more or less definitely outlined. It deals mainly with two interdependent tasks: a) the investigation of the inventory of special language media which by their ontological features secure the desirable effect of the utterance and b) certain types of texts (discourse) which due to the choice and arrangement of language means are distinguished by the pragmatic aspect of the communication. The two objectives of stylistics are clearly discernible as two separate fields of investigation. The inventory of special language media can be analyzed and their ontological features revealed if presented in a system in which the co-relation between the media becomes evident.

The types of texts can be analyzed if their linguistic components are presented in their interaction, thus revealing the unbreakable unity and transparency of constructions of a given type. The types of texts that are distinguished by the pragmatic aspect of the communication are called functional styles of language (FS); the special media of language which secure the desirable effect of the utte​rance are called stylistic devices (SD) and expressive means (EM).

The first field of investigation, i.e. SDs and EMs, necessarily touches upon such general language problems as the aesthetic function of language, synonymous ways of rendering one and the same idea, emotional colouring in language, the interrelation between language and thought, the individual manner of an author in making use of language and a number of other issues.

The second field, i.e. functional styles, cannot avoid discussion of such most general linguistic issues as oral and written varieties of language, the notion of the literary (standard) language, the constituents of texts larger than the sentence, the generative aspect of literary texts, and some others.

In dealing with the objectives of stylistics, certain pronouncements of adjacent disciplines such as theory of information, literature, psychology, logic and to some extent statistics must be touched upon. This is indispensable; for nowadays no science is entirely isolated from other domains of human knowledge; and linguistics, particularly its branch stylistics, cannot avoid references to the above mentioned disciplines because it is confronted with certain overlapping issues.

The branching of stylistics in language science was indirectly the result of a long-established tendency of grammarians to confine their investigations to sentences, clauses and word-combinations which are "well-formed", to use a dubious term, neglecting anything that did not fall under the recognized and received standards. This tendency became particularly strong in what is called descriptive linguistics. The generative grammars, which appeared as a reaction against descriptive linguistics, have confirmed that the task of any grammar is to limit the scope of investigation of language data to sentences which are considered well-formed. Everything that fails to meet this requirement should be excluded from linguistics.

But language studies cannot avoid subjecting to observation any language data whatever, so where grammar refuses to tread stylistics steps in. Stylistics has acquired its own status with its own inventory of tools (SDs and EMs), with its own object of investigation and with its own methods of research.

The stylistics of a highly developed language like English or Russian has brought into the science of language a separate body of media, thus widening the range of observation of phenomena in language. The significance of this branch of linguistics can hardly be over-estimated. A number of events in the development of stylistics must be mentioned here as landmarks. The first is the discussion of the problem of style and stylistics in "Вопросы языкознания" in 1954, in which many important general and particular problems were broadly analyzed and some obscure aspects elucidated. Secondly, a conference on Style in Language was held at Indiana University in the spring of 1958, followed by the publi​cation of the proceedings of this conference (1960) under the editorship of Thomas Sebeok. Like the discussion in "Вопросы языкознания" this conference revealed the existence of quite divergent points of view held by different students of-language and literature. Thirdly, a conference on style and stylistics was held in the Moscow State Pedagogical Institute of Foreign Languages" in March 1969. At this conference lines were drawn along which studies in lingvo-stylistics might be maintained. An interesting symposium was also held in Italy, the proceedings of which were published under the editorship of professor S. Chat man in 1971.

It is in view of the ever-growing significance of the exploration of language potentialities that so much attention is paid in lingvo-stylistics to the analysis of expressive means (EMs) and stylistic devices (SDs), to their nature and functions, to their classification and to possible interpretations of additional meanings they may carry in a message as well as their aesthetic value.

In order to ascertain the borders of stylistics it is necessary to go at some length into the question of what is style.

The word s t у I e is derived from the Latin word 'stylus' which meant a short stick sharp at one end and flat at the other used by the Romans for writing on wax tablets. Now the word “style” is used in so many senses that it has become a breeding ground for ambiguity. The word is applied to the teaching of how to write a composition; it is also used to reveal the correspondence between thought and expression; it frequently denotes an individual manner of making use of language; it sometimes refers to more general, abstract notions thus inevitably becoming vague and obscure, as, for example, "Style is the man himself" (Buffon), "Style is depth" (Derbyshire);* "Style is deviations" (Enkvist); "Style is choice", and the like.

All these ideas directly or indirectly bear on issues in stylistics. Some of them become very useful by revealing the springs which make our utterances emphatic, effective and goal-directed. It will therefore not come amiss to quote certain interesting observations regarding style made by different writers from different angles. Some of these observations are dressed up as epigrams or sententious maxims like the ones quoted above. Here are some more of them.

"Style is a quality of language which communicates precisely emotions or thoughts, or a system of emotions or thoughts, peculiar to the author." (J. Middleton Murry)"... a true idiosyncrasy of style is the result of an author's success in compelling language to conform to his mode of experience." (J. Middleton Murry)"Style is a contextually .restricted linguistic variation." (Enkvist) "Style is a selection of non-distinctive features of language." (L. Bloom-field)"Style is simply synonymous with form or expression and hence a superfluous term." (Benedetto Croce)"Style is essentially a citation process, a body of formulae, a memory (almost in the cybernetic sense of the word), a cultural and not an expressive inheritance." (Roland Barthes).

Some linguists consider that the word 'style' and the subject of linguistic stylistics is confined to the study of the effects of the message, i.e. its impact on the reader. Thus Michael Riffaterre writes that "Stylistics will be a linguistics of the effects of the message, of the output of the act of communication, of its attention-compelling function". This point of view has clearly been reached under the influence of recent developments in the general theory of information. Language, being one of the means of communication or, to be exact, the most important means of communication, is regarded in the above quotation from a pragmatic point of view. Stylistics in that case is regarded as a language science which deals with the results of the act of communication

To a very considerable degree this is true. Stylistics must take into consideration the "output of the act of communication". But stylistics must also investigate the ontological, i.e. natural, inherent, and functional peculiarities of the means of communication which may ensure the effect sought.

The truth of this approach to style and stylistics lies in the fact that the author concentrates on such- phenomena in language as present a system, in other words, on facts which are not confined to individual use.

The most frequent definition of style is one expressed by Seymour Chatman: "Style is a product of individual choices and patterns of choices (emphasis added) among linguistic possibilities."

This definition indirectly deals with the idiosyncrasies peculiar to a given writer. Somehow it fails to embrace such phenomena in text structure where the 'individual' is reduced to the minimum or even done away with entirely (giving preference to non-individualistic forms in using language means). However, this definition is acceptable when applied to the ways men-of-letters use language when they seek to make it conform to their immediate aims and purport. A somewhat broader view of style is expressed by Werner Winter who maintains that "A style may be said to be characterized by a pattern of recurrent selections from the inventory of optional features of a language. Various types of selection can be found: complete exclusion of an optional element, obligatory inclusion of a feature optional elsewhere, varying degrees of inclusion of a specific variant without complete elimination of competing features."3

The idea of taking various types of selection as criteria for distinguishing styles seems to be a sound one. It places the whole problem on a solid foundation of objective-criteria, namely, the interdependence of optional and obligatory features.

There is no point in quoting other definitions of style. They are too many and too heterogeneous to fall under one more or less satisfactory unified notion. Undoubtedly all these diversities in the understanding of the word 'style' stem from its ambiguity. But still all these various definitions leave impression that by and large they all have something in common. All of them4 point to some integral significance, namely, that style is a set of characteristics by which we distinguish one author from another or members of one subclass from members of other subclasses, all of which are members of the same general class. What are these sets of characteristics typical of a writer or of a subclass of the literary language will be seen in the analysis of the language means of a craven writer and of the subclasses of the general literary standard.

Another point the above quotations have in common is that all of them concentrate on the form of the expression almost to the detriment of the content. In other words, style is regarded as something that belongs exclusively to the plane of expression and not to the plane 'of content. This opinion predominantly deals with the correspondence between the intention of the writer whoever he may be a man of letters, the writer of a diplomatic document, an article in a newspaper, or a scien​tific treatise—and the effect achieved. The evaluation is also based on whether the choice of language means conforms with the most general pattern of the given type of text—a novel, a poem, a letter, a document, an article, an essay and so on.

It follows then that the term 'style', being ambiguous, needs a restricting adjective to denote what particular aspect of style we intend to deal with. It is suggested here that the term individual style should be applied to that sphere of linguistic and literary science which deals with the peculiarities of a writer's individual manner of using language means to achieve the effect he desires. Deliberate choice must be distinguished from a habitual idiosyncrasy in the use of language units'/every individual has his own manner and habits of using them. The speech of an individual which is characterized by peculiarities typical of that particular individual is called an I d i о I e с t. The idiolect should be distinguished from what we call, individual style, inasmuch as the word 'style' presupposes a deliberate choice.

When Buffon coined his famous saying which, due to its epigrammatical form, became a by-word all over the world, he had in mind the idiolect, i.e. those qualities of speech which are inherent and which reveal a man's breeding, education, social standing, etc. All these factors are, however, undoubtedly interwoven with individual style. A man's breeding and education will always affect his turn of mind and therefore will naturally be revealed in his speech and writing. But a writer with a genuine individual style will as much as possible avoid those language peculiarities which point to his breeding and education in order to leave room for that deliberate choice of language means which will secure the effect sought.

It follows then that the individual style of a writer is marked by its uniqueness. It can be recognized by the specific and peculiar combination of language media and stylistic devices which in their interaction present a certain system. This system derives its origin from the creative spirit, and elusive though it may seem, it can nevertheless be as certained. Naturally, the individual style of a writer will never be entirely independent of the literary norms and canons of the given period. When we read novels by Swift or Fielding we can easily detect features common to both writers. These features are conditioned by the general

In linguistics there are two terms now generally recognized and widely used — Plan of expression and plan of content literary canons of the period and cannot therefore be neglected. But the adaptations of these canons will always be peculiar and therefore distinguishable. Alexander Blok said that the style of a writer is so closely connected with the content of his soul, that the experienced eye can see the soul through his style, and by studying the form penetrate to the depth of the content. The idea of this subtle remark can be interpreted in the following way: —the style of a writer can be ascertained only by analysis of the form, i.e. language media. To analyze the form in order to discover the idiosyncrasies of a writer's style is not an easy, but a rewarding task. Approaches to components of individuality such as 1) composition of larger-than-the sentence units (see p. 193), 2) rhythm and melody of utterances, 3) system of imagery, 4) preferences for definite stylistic devices and their corelation with neutral language media, 5) interdependence of the language media employed by the author and the media characteristic of the personages, are indispensable.

The language of a writer is sometimes regarded as alien to lingvo-stylistics. Here is what V. M. Zirmunsky writes: "The language of a writer can hardly be considered an object of lingvo-stylistics. If analyzed outside the problem of style (the style of the work, the writer, the literary trend or the literary era), the language falls into a mass of words, collocations and grammatical facts, which taken in isolation will serve as but unreliable evidence as to the life of the given language in the given period of its development." 

However, observations of the ways language means are employed by different writers, provided no claim is made to defining the individual style as a whole, may greatly contribute to the investigation of the ontological nature of these means by throwing light on their potentialities and ways of functioning. The individuality of a writer's style is shown in a peculiar treatment of language means. 

In this connection it is worth referring to Flaubert's notion on style. He considers style, as it were, non-personal, its merits being dependent on the power of thought and on the acuteness of the writer's perceptions.3 The same idea, only slightly modified, is expressed by J. Middleton Murry who said that "A true style must be unique, if we understand by the phrase 'a true style' a completely adequate expression in language of a writer's mode of feeling." 

In discussing the problem of individual style let us make it clear from the outset that the problem itself is common ground for literature and linguistics. However, in as much as language is the only media to accommodate poetic messages, it is necessary to go at some length into the domain of individual style, it being the testing ground for language means.

The individual style of an author is frequently identified with the general, generic term 'style'. But as has already been pointed out, style is a much broader notion. The individual style of an author is only one of the applications of the general term 'style'. The analysis of an author's language seems to be the most important procedure in estimating his individual style. This is obvious not only because language is the only means available to convey the author's ideas to the reader in precisely the way he intends, but also because writers unwittingly contribute greatly to establishing the norms of the literary language of a given period. In order to compel the language to serve his purpose, the writer draws on its potential resources in a way different from what we see in ordinary speech.

This peculiarity in the manner of using language means in poetry and emotive prose has given rise to the notion of S t у I e as Deviance.1 Most illustrative of this tendency is George Saintsbury's statement made as far back as 1895: "It is in the breach or neglect of the rules that govern the structure of clauses, sentences, and paragraphs that the real secret of style consists..."2

The same idea is expressed by G. Vandryes, one of the prominent linguists of today, who states that "The belles-lettres style is always a reaction against the common language; to some extent it is a jargon, a literary jargon, which may have varieties."3

The idea has a long history. In the 1920s there arose a trend which was named formalism in literature and which has crucial relevance to present-day endeavors to analyze the role of form in embodying matter. Several literary critics representative of this school as well as a number of writers maintained the idea that language sometimes imposes intolerable constraints on freedom of thought. Hence all kinds of innovations • were introduced into the language which sometimes not only disagree with the established norms of the language, but actually depart from them in principle. The result in many cases is that the language steps over the threshold of the reader's ability to perceive the message.

The essential property, indeed, merit of a truly genuine individual style is its conformity to the established norms of the language system in their idiosyncratic variations. This uniqueness- of the individual style of an author is not easy to observe. It is due not only to the peculiar choice of words, sentence-structures and stylistic devices, but also to the incomparable manner these elements are combined.

It is hardly possible to underestimate the significance of a minute analysis of the language of a writer when approaching the general notion of his style. The language will inevitably reveal some of the author's idiosyncrasies in the use of language means. Moreover, the author's choice of language means reflects to a very considerable extent the idea of the work as a whole. Nowhere can the linguist observe the hidden potentialities of language means more clearly than through a scrupulous analysis of the ways writers use these means.

But for the linguist the importance of studying an author's individual style is not confined to penetration into the inner properties of language means and stylistic devices. The writers of a given period in the development of the literary language contribute greatly to establishing the system of norms of their period. It is worth a passing note that the investigations of language norms at a given period are to a great extent maintained on works of men-of-letters.
One of the essential properties of a truly individual style is its permanence. It has great powers of endurance. It is easily recognized and never loses its aesthetic value. The form into which the ideas are wrought assumes a greater significance and therefore arrests our attention. The language of a truly individual style becomes deautomatized. It may be said that the form, i.e. the language means themselves, generate meaning. This will be shown later when we come to analyze the nature and functions of stylistic devices.

The idea of individual style brings up the problem of the correspondence between thought and expression. Many great minds have made valuable observations on the interrelation between these concepts. There is a long list of books in which the problem is discussed from logical, psychological, philosophical, aesthetic, pragmatic and purely linguistic points of view. Here we shall only point out the most essential sides of the problem, viz. a) thought and language are inseparable; b) language is a means of materializing thought. It follows then that the stylistics cannot neglect this interrelation when analyzing the individual style of an author. But it is one thing to take into account a certain phenomenon as a part of a general notion and another thing to substitute one notion for another. To define style as the result of thinking out into language would be on the same level as to state that all we say is style. The absurdity of this statement needs no comment.

The problem of the correspondence between matter and form (which are synonymous for thought and expression) finds its most effective wording in the following: "To finish and complete your thought!.. How long it takes, how rare it is, what an immense delight!.. As soon as a thought has reached its full perfection, the word springs into being, offers itself, and clothes the thought."1

Naturally such a poetical representation of the creative process should not be taken literally. There is a certain amount of emotional charge in it and this, as is generally the case, obscures to some extent the precision which a definition must have. However, it is well known that the search for adequate expression often takes an enormous amount of time and mental effort. This idea is brilliantly expressed by V. Mayakovsky: Поэзия та же добыча радия. В грамм добычи — в год труды. Изводишь единого -слова ради — тысячи тонн словесной руды.

The genuine character of the individual style of an author is not necessarily manifest from the tricky or elaborate expressions he uses.

Some forms of the language which pass unobserved even by an experienced reader due to their seeming insignificance in the general system of language may be turned into marked* elements by the creative

Sometimes these 'insignificant' elements of the language scattered in the text are the bearers of the author's idiosyncratic bias. This is particularly true of the ways Hemingway, Faulkner and other modern writers have made use of language means, reflecting, as it were, the general tendency of trends in modern English and American literature. According to the observations of many a literary critic, the style of modern literary works is much more emotionally excited, 'disheveled', incoherent than that of Dickens, Thackeray, Galsworthy.

The language of some ultra-modern writers to some extent reflects the rapidly increasing tempo of the present industrial and technical revolution. Sensitive to the pulsation of social life in the country, they experiment with language means so as to mirror the vibration of extra-linguistic reality.

"in every individual style we can find both the general and the particular. The greater the author is, the more genuine his style will be. If we succeed in isolating and examining the choices which the writer pre​fers, we can define what are the particulars that make up his style and make it recognizable.

At the same time the linguist will be able to discern those potentialities of language means which hitherto were latent or, at the most, used only occasionally.

The individuality of a writer is shown not only in the choice of lexical, syntactical and stylistic means but also in their treatment. It is really remarkable how a talented writer can make us feel the way he wants us to feel. This co-experience is built up so subtly that the reader remains unaware of the process. It is still stronger when the aesthetic function begins to manifest itself clearly and unequivocally through a gradual increase in intensity, in the foreground of certain features, repetitions of certain syntactical patterns and in the broken rhythm of the author's mode of narrating events, facts and situations.

What we here call individual style, therefore, is a unique combination of language units, expressive means and stylistic devices peculiar to a given writer, which makes that writer's works or even utterances easily recognizable. Hence, individual style may be likened to a proper name. It. has nominal character. The analogy is, of course, conventional, but it helps to understand the uniqueness of the writer's idiosyncrasy. Individual style is based on a thorough knowledge of the contemporary language and also of earlier periods in its development.

Individual style allows certain justifiable deviations from the rigorous norms. This, needless to say, presupposes a perfect knowledge of the invariants of the norms.

Individual style requires to be studied in a course of stylistics in so far as it makes use of the potentialities of language means, whatever the character of these potentialities may be. But it goes without saying that each author's style should be analyzed separately, which is naturally impossible in a book on general stylistics.

The treatment of the selected elements brings up the problem of the norm. The notion of the norm mainly refers to the literary language and always presupposes a recognized or received s t a n d a r d. At the same time it likewise presupposes vacillations of the received standard.

There is no universally accepted norm of the standard literary language, there are different norms and that there exist special kinds of norm which are called stylistic norms. Indeed, it has long been acknowledged that the norms of the spoken and the written varieties of language differ in more than one respect. Likewise it is perfectly apparent that the norms of emotive prose and those of official language are heterogeneous. Even within what is called the belles-lettres style of language we can observe different norms between, for instance, poetry and drama.

In this connection I. Vachek of the Prague School of Linguistics states that "it is necessary to reject the possibility of the existence of an abstract, universal norm which subordinates written and oral norms in any of the natural languages."2

The same view is expressed by M. A. K. Halliday who states:

"There is no single universally relevant norm, no one set of expec​tancies to which all instances may be referred."3

This point of view is not, however, to be taken literally. The fact that there are different norms for various types and styles of language does not exclude the possibility and even the necessity of arriving at some abstract notion of norm as an invariant, which should embrace all variants with their most typical properties. Each style of language will have its own invariant and variants, yet all styles will have their own invariant, that of the written variety of language. Both oral colloquial) and written (literary) varieties can also be integrated into an invariant of the standard (received) language.

The norm is regarded by some-linguists as "a regulator which controls a set of variants, the borders of variations and also admissible and inadmissible variants." (E. A. Makayev)

Here are some other definitions.

"The norm is an assemblage (a set) of stable (i.e. regularly used) means objectively existing in the language and systematically used."

"A certain conventionally singled out assemblage of realizations of language means recognized by the language community as a model.'" (Gukhman & Semenyuk)

"The norm is a linguistic abstraction, an idea thought up by linguists and existing only in their minds." (A. E. Darbyshire)

"There is, of course, no such thing as the norm to be found in actual usage. It is a concept which must be expressed by means of a formula, and it is a concept about that which is left of uses of language when all stylistic qualities have been taken away from them." (A. E. Darbyshire)

The last of the definitions elaborates the idea of the norm as something stripped of its stylistic qualities. This is not accidental. Many linguists hold the view that anything which can be labeled stylistic is already a deviation from the established norm. They forget that regular deviations from the norm gradually establish themselves as variants of the norm; the more so because, as has been stated, 'deviations' of a genuinely stylistic character are not deviations1 but typified and foregrounded natural phenomena of language usage, though sometimes carried to the extreme.

So, finally, we can arrive at the conclusion that the norm presupposes the oneness of the multifarious. There is a conscious attitude to what is well-formed against what is ill-formed. Well-formness may be represented in a great number of concrete sentences allowing a considerable range of acceptability.

The norm, therefore, should be regarded as the invariant of the phonemic, morphological, lexical and syntactical patterns circulating in language-in-action at a given period of time. Variants of these patterns may sometimes diverge from the invariant but they never exceed the limits set by the invariant lest it should become unrecognizable or misleading. The development of any literary language shows that the variants will always center around the axis of the invariant forms. The variants, as the term itself suggests, will never detach themselves from the invariant to such a degree as to claim entire independence. Yet, nevertheless, there is a tendency to estimate the value of individual style by the degree it violates the norms of the language.

As we have already cited, G. Saintsbury considers that the real secret of style reveals itself in the breach or neglect of the rules that govern the structure of clauses, sentences, and paragraph. This conception is aptly illustrated theoretically in the Theory of Deviance mentioned above and practically- in the works of certain modern poets like E. E. Cummings and others who try to break away entirely from the established and recognized invariants and variants of the given norm. They introduce various patterns which are almost undecodable and consequently require special devices for grasping the messages.

This idea is common to many stylists who hold that real and genuine individuality of style will reveal itself not in the breach of the rules, in other words, not in deviating from the accepted norms, but in the peculiar treatment of them. However, it must be repeated that some deviations, if they are motivated, may occur here and there in the text. Moreover, let us repeat once more that through constant repetitions such deviations may become legitimate variants of the norm and establish themselves as members of the language system.

The problem of variants of the norm, or deviations from the norm of the literary language, has received widespread attention among linguists and is central to some of the major current controversies. It is the inadequacy of the concept 'norm' that causes the controversy. At every period in the development of a literary language there must be a tangible norm which first of all marks the difference between literary and non-literary language. Then there must be a clear-cut distinction between the invariant of the norm (as an abstraction) and its variants (in concrete texts). As will be seen later almost every functional style of language is marked by a specific use of language means, thus establishing its own norms which, however, are subordinated to the norm-invariant and which do not violate the general notion of the literary norm.

One of the most characteristic and essential properties of the norm is its flexibility. A too rigorous adherence to the norm brands the writer's language as pedantic, no matter whether it is a question of speech or writing. But on the other hand, neglect of the norm will always be regarded with suspicion as being an attempt to violate the established signals of the language code which safeguard and accelerate the process of communication. At the same time, a free handling of the norms may be regarded as a permissible application of the flexibility of the norm.

It must be acknowledged that to draw a line of demarcation between facts that illustrate the flexibility of the norm and those which show its violation is not so easy. The extremes are apparent, but border cases are blurred. Thus "footsteps on the sand of war" (E. E. Cummings) or "below a time" are clearly violations of the accepted norms of word-building or word-combinations.

But "silent thunder", "the ors and ifs" and the like may from one point of view be regarded as a practical application of the principle of flexibility of the norm and from another—as a violation of the semantic and morphological norms of the English language. Variants interacting with the rigorous rules of usage may reveal the potentialities of the language for enrichment to a degree which no artificial coinage will ever be able to reach. This can be explained by the fact that semantic changes and particularly syntactical ones are rather slow in process and they reject any sudden imposition of innovations on the code already in action. There is, a constant process of gradual change taking place in the forms of language and their meaning at any given period in the development of the language. It is therefore most important to master the received standard of the given period in the language in order to comprehend the correspondence of this or that form to the recognized norm of the period.

Some people think that one has to possess what is called a "feeling for the language" in order to be able to understand the norm of the language and its possible variants. But this feeling is deeply rooted in the unconscious knowledge of the laws according to which a language functions, and even in its history, which explains much concerning the direction it has progressed. When the feeling of the norm, which grows with the knowledge of the laws of the language, is instilled in the mind, one begins to appreciate the beauty of justifiable fluctuations.

Paradoxical though it may seem, the norm can be grasped, nay, es​tablished, only when there are deviations from it. It is therefore best perceived in combination with something that breaks it. 

"Needless to say, all deviations are to some extent normalized: not every existing deviation from the norm is good; at any rate, not in all circumstances. 

While dealing with various conceptions of the term 'style', we must also mention a commonly accepted connotation of style as establishment of language. This understanding of style is upheld in some of the scientific papers on literary criticism. Language and style as embellishment are regarded as separate bodies. According to this idea language can easily dispense with style, because style here is likened to the trimming on a dress. That is why almost all contemporary books on grammar and general linguistics avoid problems of style or, at most, touch upon them in passing. The notion of style as embellishment presupposes the use of bare language forms deprived of any stylistic devices, of any expressive means deliberately employed. 

The notion of style as embellishment of language is completely erroneous. No matter how style is treated, it is the product of a writer's deliberate intention to frame his ideas in such a manner as will add something important, something indispensable in order to secure an adequate realization of his ideas. To call style embellishment is the same thing as to strip it of its very essence, that is, to render unnecessary those elements which secure the manifold application of the language units.

A very popular notion of style among teachers of language is that style is t e с h n i q u e of expression. In this sense style is generally defined as the ability to write clearly, correctly and in a manner calculated to interest the reader. Though the last requirement is not among the indispensable, it is still found in many practical manuals of style, most of which can be lumped together under the title "Composition and Style". This is a purely utilitarian point of view of the issue in question. If this were true, style could be taught. Style in this sense of expression studies the normalized forms of the language. The teaching process aims at lucidity of expression. It sets up a number of rules as to how to speak and write well and generally discards all kinds of deviations as being violations of the norm. The norm in these works is treated as something self-sustained and, to a very great extent, inflexible.

It is important to note that what we call the practical approach to the problem of style should by no means be regarded as something erroneous. The practical side of the problem can hardly be over-estimated. But should it be called style? The ability to write clearly and emphatically can and should be taught. This is the domain of grammar, which today rules out the laws and means of composition. The notion of style cannot be reduced to the merely practical aspect because in such a case a theoretical background for practical “aims cannot be worked out. Moreover, stylistics as a branch of linguistics demands investigation into the nature of such language means as add aesthetic value to the utterance.

Just as the interrelation between lexicology and lexicography is accepted to be that of theory and practice, so theoretical and practical stylistics should be regarded as two interdependent branches of linguistic science. Each of these branches may develop its own approach and methods of investigation of linguistic data.

The term 'style' is widely used in literature to signify literary genre. Thus, we speak of classical style or the style of classicism, realistic style, the style of romanticism and so on. The use of the word 'style' has sometimes been carried to unreasonable lengths, thus blurring the terminological aspect of the word. It is applied to various kinds of literary works: the fable, novel, ballad, story, etc. The term is also used to denote the way the plot is dealt with, the arrangement of the parts of literary composition to form the whole, the place and the role of the author in describing and depicting events.

It is suggested in this work that the term “style” be used to refer to purely linguistic facts, thus avoiding the possible ambiguity in its application. After all the origin of the word 'style' is a justification for the suggestion. However, we are fully aware of the fact that such a proposition will be regarded as an encroachment on the rights of literature to have its own terms in spite of the fact that they are the same as terms in linguistics.

Now let us pass to the discussion of an issue the importance of which has to be kept clearly in mind throughout the study of stylistics, that is the dichotomy of language and s p e e с h or, to phrase the issue differently, language- as -a-s у stem and language-in-action. It deserves at least a cursory discussion here not only because the issue has received a good deal of attention in recent publications on linguistic matters, but also because, as will be seen later, many stylistic devices stand out against the background of the distinctive features of these two above-mentioned notions. The simplicity of the issue is to some extent deceptive. On the surface it seems that language-in-action takes the signs of language-as-a-system and arranges them to convey the intended message. But the fact is that the signs of the latter undergo such transformations in the former that sometimes they assume a new quality imposing new signification on the signs of the language code. There is compelling evidence in favour of the theory which demands that the two notions should be regarded in their unity, allowing, however, that each of them be subjected to isolated observation.

Language-as-a-system may figuratively be depicted as an exploiter of language-in-action. All rules and patterns of language which are collected and classified in works on grammar, phonetics, lexicology and stylistics first appear in language-in-action, whence they are generalized and framed as rules and patterns of language-as-a-system.

It is important here to call attention to the process of formation of scientific notions. Whenever we notice a phenomenon that can be singled out from a mass of language facts we give it a name, thus abstracting the properties of the phenomenon. The phenomena then being collected and classified are hallowed into the ranks of the units of language-as-a-system. It must be pointed out that most observations of the nature and functioning of language units have been made on material presented by the written variety of language. It is due to the fixation of speech in writing that scholars of language began to disintegrate the continuous flow of speech and subject the functioning of its components to analysis.

So it is with stylistic devices. Being born in speech they have gradually become recognized as certain patterned structures: phonetic, morphological, lexical, phraseological and syntactical, and duly taken away from their mother, Speech, and made independent members of the family, Language.

The same concerns the issue of functional styles of language. Once they have been recognized as independent, more or less closed subsystems of the standard literary language, they should be regarded not as styles of speech but as styles of language, inasmuch as they can be patterned as to the kinds of interrelation between the component parts in each of the styles. Moreover, these functional styles have been subjected to various classifications, which fact shows that the phenomena now belong to the domain of language-as-a-system.

However, it must constantly be born in mind that the units which belong to this domain are abstract in their nature. Functional styles are merely models deprived of material substance, schemes which can be materialized in language forms. When materialized in language forms they 'become practical realizations of abstract schemes and signify the variants of the corresponding invariants of the models. This relatively new science, stylistics, will be profitable to those who have a sound linguistic background. The expressive means of English and the stylistic devices used in the literary language can only be understood (and made use of) when a thorough knowledge of the language-as-a-system, i.e. of the phonetic, grammatical and lexical data of the given language, has been attained.

It goes without saying that the more observant the student is, the easier it will be for him to appreciate the peculiar usage of the language media.

Justification for bringing this problem up is that some language scholars frighten students out of studying stylistics on the ground that this subject may effectively be studied only on the basis of a perfect command of the language. Such scholars, aware of the variables and un​knowns, usually try in their teaching to sidestep anything that may threaten well-established theories concerning the laws of language. Alertness to 'the facts of language-in-action should be inherent, but it can be developed to a degree necessary for an aesthetic evaluation of the works of men-of-letters. And for this purpose it is first of all necessary to get a clear idea of what constitutes the notions ' expressive means' and 'stylistic devices'.

 EXPRESSIVE MEANS (EM) AND STYLISTIC DEVICES (SD)

In linguistics there are different terms to deny by which utterances are foreground, i.e. made more conspicuous, more "effective and therefore imparting some additional information. They are called expressive means, stylistic means, stylistic markers, stylistic devices, tropes, "figures of speech and other names. All these terms are used indiscriminately and are set against those means which we shall conventionally call neutral. Most linguists distinguish ordinary (also: substantial, referential) semantic and stylistic differences in meaning, others besides these contain specific meanings which may be called sty I i s t i c. Such meanings go alongside primary meanings and, as it were, are superimposed on them.

Stylistic meanings are so to say deautomatized. As is known, the process of automatization, i.e. a speedy and subconscious use of language data, is one of the indispensable ways of making communication easy and quickly decodable.

But when a stylistic meaning is involved, the process of deautomatization checks the reader's perception of the language. His attention is arrested by a peculiar use of language media and he begins, to the best of his ability, to decipher it. He becomes aware of the form in which the utterance is cast and as the result of this process a twofold use of the language medium—ordinary* and stylistic—becomes apparent to him. As will be shown later this application of language means in some cases presents no difficulty. It is so marked that even a layman can see it, as when a metaphor or a simile is used. But in some texts grammatically redundant forms or hardly noticeable forms, essential for the expression of stylistic meanings which carry the particular addi​tional information desired, may present a difficulty.

What this information is and how it is conveyed to the mind of the reader can be explored only when a concrete communication is subjected to observation, which will be done later in the analyses of various stylistic devices arid in the functioning of expressive means.

In this connection the following passage from "Investigating English Style" by D. Crystal and D. Davy is of interest: "Features which are stylistically significant display different kinds and degrees of distinctiveness in a text: of two features, one may occur only twice in a text, the other may occur thirty times,— or a feature might be uniquely identifying in the language, only ever occurring in one variety, as opposed to a feature which is distributed throughout many or all varieties in dif​ferent frequencies."1

What then is a stylistic device? Why is it so important to distinguish it from the expressive and neutral means of the language? To answer these questions it is first of all necessary to elucidate the notion 'expressiveness'.

The category of expressiveness has long been the subject of heated discussions among linguists. In etymological sense expressiveness may be understood as a kind of intensification of an utterance or of a part of it depending on the position in the utterance of the means that manifest this category and what these means are.

But somehow lately the notion of expressiveness has been confused with another notion, viz. emotiveness. Emotiveness, and correspondingly the emotive elements of language, are what reveal the emotions of writer or speaker. But these elements are not direct manifestations—they are just the echoes of real emotions, echoes which have undergone some intellectual recasting. They are designed to awaken co-experience in the mind of the reader.

Expressiveness a broader notion than emotiveness and is by no means to be reduced to the latter. Emotiveness is an integral part of expressiveness and, as a matter of fact, occupies a predominant position in the category of expressiveness. But there are media in language which aim simply at logical emphasis of certain parts of the utterance. They do not evoke any intellectual representation of feeling but merely serve the purpose of verbal actualization of the utterance. The same thing is to be observed in these sentences:

(1) Mr. Smith was an extremely unpleasant person.

(2) Never will he go to that place again.

(3) In rushed the soldiers!

(4) It took us a very, very long time to get there.

In sentence (1) expressiveness is achieved by lexical means—the word 'extremely'. In (2) and (3) by syntactical means—different types of inversion. In (4) the emphasis is materialized by the repetition of the word 'very7 which is in itself a word used to intensify the utterance.

But in the sentences:

(1) Isn't she cute!

(2) Fool that he was!

(3)" This goddam window won't open!

(4) We buddy-buddied together.

(5) This quickie tour didn't satisfy our curiosity, we can register positive emotiveness, in as much as there are elements that evoke certain representations of the feeling of the speaker. In sentence (1) and (2) there are syntactical means which evoke this effect. In (3) and (4) there are lexical means—'goddam', 'buddy-buddied' (were on very friendly relations); in (5)—a morphological device (the suffix—te).

It must be noted that to draw a hard and fast distinction between logical and emotional emphasis is not always possible. The fact is that the logical and the emotional frequently overlap. A too strong logical emphasis may colour the utterance with emotional elements, thus causing a kind of expressiveness which is both logical and emotive. However, the extremes are clearly set one against the other.

Now it should be possible to define the notion of expressive means. Building, lexical, phraseological and syntactical forms which exist In language-as-a-system for the purpose of logical and/or emotional intensification of the utterance. These intensifying forms, wrought by social usage and recognized by their semantic function, have been singled out in grammars, courses in phonetics and dictionaries (including phraseological ones) as having special functions in making the utterances emphatic. Some of them are normalized, and good dictionaries label them as "intensifies". In most cases they have corresponding neutral synonymous forms. Compare, for example, the following pairs:

(1). He shall do it! = I shall make him do it.

(2) Isn't she cute! = She is very nice, isn't she?

Expressiveness may also be achieved by compositional devices in utterances comprising a number of sentences—in syntactical wholes and in paragraphs. This will be shown in the chapter on syntactical stylistic devices.

The most powerful expressive means are phonetic. The human voice can indicate subtle nuances of meaning that no other means can attain. Pitch, melody, stress, pausation, drawling out certain syllables, whispering, a sing-song manner and other ways of using the voice are much more effective than any other means in intensifying an utterance emotionally or logically. In the language course of phonetics the patterns of emphatic intonation have been worked out, but many devices have so far been little investigated.

Paradoxical though-it may seem, many of these means, the effect of which rests on a peculiar use of the voice, are banned from the linguistic domain. But there has appeared a new science—"paralinguistic"—of which all these devices are the inventory. The writer of this book holds the opinion that all the vocal peculiarities enumerated .should be recognized as legitimate members of the phonetic structure of language and that therefore the term * paralinguistics' should be done away with.

Professor Seymour Chatman introduces the term 'phonostylistics' and defines it as a subject the purpose of which is "the study of the ways in which an author elects to constrain the phonology of the language beyond the normal requirements of the phonetic system." As can be inferred from this quotation, phonetic expressive means and particularly phonetic stylistic devices are not deviations from "the normal requirements of the phonetic system" but a way of actualizing the typical in the given text. Vocal phenomena such as drawling, whispering, etc. should be regarded as parts of the phonemic system on the same level as pitch, stress and tune.

In this part of the book where general ideas are presented in an introductory aspect only, there is no need to go deeper into the issue of what constitutes the notion expressive means of the phonetic system. 

Passing over to some preliminary remarks on the morphological expressive means of the English language, we must - point to what is now a rather impoverished set of media to which the quality of expressiveness can be attributed. However, there are some which alongside their ordinary grammatical function display a kind of emphasis and thereby are promoted to EMs. These are, for example, The Historical Present; the use of shall in the second and third person; the use of some demonstrative pronouns with an emphatic meaning as those, them ("Those gold candles fixed in heaven's air"—Shakespeare); 'some cases of nominalization, particularly when conversion of verbal stems is alien to the meaning of the verbs or the nominalization of phrases and sentences which acquire expressiveness in the context, though this capacity is not yet registered as one of the latent properties of such forms.

Among the w о r d - b u i I d in g me a n s we find a great many forms which serve to make the utterance more expressive by intensifying some of their semantic and/or grammatical properties. The diminutive suffixes,^.(-fe), -let, e.g. 'dearie', 'sonny', 'auntie', “streamfef, add some emotional colouring to the words. We may also refer to what are called neologisms and nonce-words formed with non-productive suffixes with Greek roots. Certain affixes have gained such a power of expressiveness that they begin functioning as separate words, absorbing all of the generalizing meaning they attach to different roots.

There are a great many words that constitute a special layer. There are words with emotive meaning only (interjections), words both with 'referential and emotive meaning (epithets), words which still retain a two folding meaning: denotative and connotative (love, hate, sympathy), words, belonging to poetic or archaich layers. The expressive power of these words cannot be doubted, especially when they are compared with the neutral vocabulary.

All kinds of set phrases (phraseological units) generally possess the property of expressiveness. Set phrases, catch words, proverbs, sayings comprise a considerable number of language units which serve to make speech emphatic, mainly from the emotional point of view. Their use in every-day speech is remarkable for the subjective emotional colouring they produce.

It must be noted here that due to the generally emotional character of colloquial language, all kinds of set expressions are natural in everyday speech. They are, as it were, part and parcel of this form of human intercourse. But when they appear in written texts their expressiveness comes to the fore because written texts, as has already been pointed out, are logically directed unless, of course, there is a deliberate attempt to introduce an expressive element in the utterance. The set expression is a time-honoured device to enliven speech, but this device, it must be repeated, is more sparingly used in written texts. In everyday speech one can often hear such phrases as: "Well, it will only add fuel to the fire" and the like, which in fact is synonymous to the neutral: "It will only make the situation worse."

Finally, at the syntactical level there are many constructions which, when set against synonymous neutral ones, will reveal a certain degree of logical or emotional emphasis.

In order to be able to distinguish between expressive means and stylistic devices, to which we now pass, it is necessary to bear in mind that expressive means are concrete facts of language. They are studied in the respective language manuals, though it must be once again regretfully stated that some grammarians iron out all elements carrying expressiveness from their works, as they consider this quality irrelevant to the theory of language.

Stylistics studies the expressive means of language, but from a special angle. It takes into account the modifications of meanings which various expressive means undergo when they are used in different functional styles. Expressive means have a kind of radiating effect. They noticeably colour the whole of the utterance no matter whether they are logical or emotional.

What then is a stylistic device? It is a conscious and intentional intensification of some typical structural and/or semantic property of a language unit (neutral or expressive) prompted to a generalized status and thus becoming a generative model, It follows then that an SD is an abstract pattern, a mould into which any content can be poured. As is known, the typical is not only that which is in frequent use, but that also which reveals the essence of a phenomenon with the greatest and most evident force. SDs function in texts as marked units. They always carry some kind of addition. That is why the method of free variation employed in descriptive linguistics cannot be used in stylistics because any substitution may cause damage to the semantic and aesthetic aspect of the utterance.

The motivated use of SDs in a genuine work of emotive literature is hot easily discernible, though they are used in some kind of relation to the facts, events, or ideas dealt with in the artistic message. Most SDs display an application of two meanings: the ordinary one, in other words, the meaning (lexical or structural) which has already been established in the language-as-a-system, and a special meaning which is superimposed on the unit by the text, i.e. a meaning which appears in the language-in-action.

Sometimes, however, the twofold application of a lexical unit is accomplished not by the interplay of two meanings but by two words (generally synonyms) one of which is perceived against the background of the -other. This will be shown in subsequent chapters.

The conscious transformation of a language fact into a stylistic device has been observed by certain linguists whose interests in linguistic theory have gone beyond the boundaries of grammar. Thus A. A. Potebnya writes:

1 By 'free variation' is meant the substitution of one form by another without any change of meaning.

2 'Gestalt' is a term in psychology which denotes a phenomenon as a whole, a kind of oneness, as something indivisible into component parts. The term has been borrowed by linguistics to denote the inseparability of the whole of a poetic work.

"As far back as in ancient Greece and Rome and with few exceptions n to the present time, the definition of a figurative use of a word has been based on the contrast between ordinary speech, used in its own, natural, primary meaning, and transferred speech."1

The contrast which the author of the passage quoted points to, cannot always be clearly observed. In some SDs it can be grasped immediately in others it requires a keen eye and sufficient training to detect it. It must be emphasized that the contrast reveals itself most clearly when our mind perceives twofold meanings simultaneously. The meanings run parallel: one of them taking precedence over the other.

Thus in "The night has swallowed him up" the word 'swallow' has W°a) referential and b) contextual (to make disappear, to make vanish). The meaning (b) takes precedence-over the referential (a).

The same can be observed in the sentence: "Is there not blood enough upon your penal code that more must be poured forth to ascend to Heaven and testify against you?" (Byron)

The interrogative form, i.e. the structural meaning of a question, runs parallel with the imposed affirmative thought, i.e. the structural meaning of a statement, and it is difficult to decide which of the two structural meanings—the established or the superimposed—takes the upper hand.

The birth of SDs is a natural process in the development of language media. Language units which are used with more or less definite aims of communication in various passages of writing and in various functional styles begin gradually to develop new features, a wider range, of functions, thus causing polyfunctionality. Hence they can be presented as invariants with concrete variables.

The interrelation between expressive means and stylistic devices can be worded in terms of the theory of information. Expressive means have a greater degree of predictability than stylistic devices. The latter may appear in an environment which may seem alien and therefore be only slightly or not at all predictable. Expressive means, on the contrary, follow the natural course of thought, intensifying it by means commonly used in language. It follows that SDs carry information and therefore require a certain effort to decode their meaning and purport. SDs must be regarded as a special code which has to be well known to the reader in order to be deciphered easily.

SDs are used sparingly in emotive prose, lest they should overburden the text with implications thus hindering the process of decoding. They are abundantly used in poetry and especially so in some trends of poetical tradition, consequently retarding mental absorption of the content.

Not every stylistic use of a language fact will come under the term SD, although some usages call forth a stylistic meaning. There are practically unlimited possibilities of presenting any language fact in what is vaguely called its stylistic use. For a language fact to be promoted to the level of an SD there is one indispensable requirement, which has already been mentioned above, viz. that it should so be used to call forth a twofold perception of lexical or/and structural meanings. Even a nonce use can and very often does create the necessary conditions for the appearance of an SD. But these are only the prerequisites for the appearance of an SD. Only when a newly minted language unit which materializes the twofold application of meanings occurs repeatedly in different environments, can it spring into life as an SD and subse​quently be registered in the system of SDs of the given language.

Therefore it is necessary to distinguish between a stylistic use of a language unit, which acquires what we call a stylistic meaning, and a stylistic device, which is the realization of an already well-known abstract scheme designed to achieve a particular artistic effect. Thus many facts of English grammar are said to be used with stylistic meaning, for example, the morphological expressive means mentioned on p. 28. But most of them have not yet been raised to the level of SDs because they remain unsystematized and so far perceived as nonce uses. They are, as it were, still wandering in the vicinity of the realm of SDs without being admitted into it. This can indirectly be proved by the fact that they have no special name in the English language system of SDs. An exception, perhaps, is the Historical Present which meets the requirements of an SD.

So far the system of stylistic devices has not been fully recognized as legitimate members of the general system of language. This is mainly due to the above-mentioned conception of grammatical theory as dealing exclusively with a perfectly organized and extremely rigid scheme of language rules, precise and accurate in its application.

LECTURE 2

GENERAL NOTES ON FUNCTIONAL STYLES OF LANGUAGE

It is now time to outline the general principles on which functional styles rest. A functional style of language is a system of interrelated language means which serves a definite aim in communication. A functional style is thus to be regarded as the product of a certain concrete task set by the sender of the message. Functional styles appear mainly in the literary standard of a language.

A functional style of language is a system of interrelated language means which serves a definite aim in communication. A functional style is thus to be regarded as the product of a certain concrete task set by the sender of the message. Functional styles appear mainly in the literary standard of a language. In fact the Standard English literary language in the course of its development has fallen into several subsystems each of which has acquired its own peculiarities which are typical of the given functional style. In the English literary standard we distinguish the following major functional styles (hence FS):

1) The language of belles-lettres.

2) The language of publicistic literature.

3) The language of newspapers.

4) The language of scientific prose.

5) The language of official documents.

functional styles are the product of the development of the written variety of language. 

 Each FS may be characterized by a number of distinctive features, leading or subordinate, constant or changing, obligatory or optional. Each FS is subdivided into a number of substyles. These represent varieties of the abstract invariant. Each variety has basic features common to all the varieties of the given FS and peculiar features typical of this variety alone. Still a substyle can, in some cases, deviate so far from the invariant that in its extreme it may even break away.

We clearly perceive the following substyles of the five FSs given above.

The belles-lettres FS has the following substyles: a) the language style of poetry; b) the language style of emotive prose; c) the language style of drama.

The   publicistic   F S comprises the following substyles: a) the language style of oratory; b) the language style of essays; c) the language style of feature articles in newspapers and journals.*

The newspaper FS falls into a) the language style of brief news items and communiqués; b) the language style of newspaper headings and c) the language style of notices and advertisements.

The scientific prose FS also has three divisions: a) the language style of humanitarian sciences; b) the language style of "exact"   | sciences; c) the language style of popular scientific prose. J

The official document FS can be divided into four varieties: a) the language style of diplomatic documents; b) the language   \ style of business documents; c) the language style of legal .documents;   ] d) the language style of military documents. ]

VARIETIES OF LANGUAGE

The functioning of the literary language in various spheres of human activity and with different aims of communication has resulted in its differentiation. This differentiation is predetermined by two distinct factors, namely, the actual situation in within the language is being used as the aim of the communication.

The varying aims of the communication have caused the literary language to fall into a number of self-sufficient systems (functional styles of language).

Of the two varieties of language, diachronically the spoken is primary and the written is secondary. Each of these varieties has developed its own features which in many ways may be regarded as opposed to each other.

The situation in which the spoken variety of language is used and in which it develops, can be described concisely as the presence of an interlocutor. The written variety, on the contrary, presupposes the absence of an interlocutor. The spoken language is maintained in the form of a dialogue, the written in the form of a monologue. The spoken language has a considerable advantage over the written, in that the human voice comes into play. This is a powerful means of modulating the utterance, as are all kinds of gestures, which, together with the intonation, give additional information.

The written language has to seek means to compensate for what it lacks. Therefore the written utterance will inevitably be more diffuse, more explanatory.
The gap between the spoken and written varieties of language is wider narrower at different periods in the development of the literary language, will always remain apparent due to the difference in circumstances in which the two are used. The spoken language cannot be detached from the user of it, the speaker, who is unable to view it from the outside. The written language, on the contrary, can be detached from the writer, enabling him to look upon his utterance objectively and giving him the opportunity to correct and improve what has been put on paper. The most striking difference between the spoken and written language is, however, in the vocabulary used. There are words and phrases typically colloquial, on the one hand, and typically bookish, on the other. 
A BRIEF OUTLINE OF THE DEVELOPMENT OF THE ENGLISH LITERARY (STANDARD) LANGUAGE

There is no hard and fast division between the literary and non-literary language. They are interdependent. The literary language constantly enriches its vocabulary and forms from the inexhaustible resources of the vernacular. It also adopts some of its syntactical peculiarities and by so doing gives them the status of norms of the literary language. Thus selection is the most typical feature of the literary language. The process of selecting and admitting lexical or morphological forms into the literary language is not a conscious effort on the part of scholars. It is rather a reluctant concession than a free and deliberate selection. When a linguistic item circulating in the non-literary language gains admission into the sacred precincts of the literary language, it is mostly due to the conscious choice of the man-of-letters, who finds either an aesthetic value in the given unit, or some other merit that will justify its recognition as a lawful member of the literary language.

The English literary language was particularly regulated and formalized during the seventeenth and eighteenth centuries. The influence of the men-of-letters on this process can hardly be over-estimated, borne of them, none the less, hindered the natural, organic process of development. The literary language greatly influences the non-literary language. Many words, constructions and particularly phonetic improvements have been introduced through it into the English colloquial language.

This influence had its greatest effect in the 19th century with the spread of general education, and in the present century with the introduction of radio and television into the daily lives of the people. Many words of a highly literary character have passed into the non-literary language, often undergoing peculiar morphological and phonetic distortions in the process.

The non-literary language manifests itself in all aspects of the language: phonetic, morphological, lexical and syntactical. The difficulty that one faces when attempting to specify the characteristic features of the non-literary variety lies mainly in the fact that it does not present any system. The best way to check this or that form of non-literary English is to contrast it to the existing form.

Literary English is almost synonyrnous with- the term stand a r d E fig I i sh. Standard English is best described in an interesting book written by Randolph Quirk, Professor of English language in the University of London, the title of which is "The Use of English." We have seen that Standard English is basically an ideal, a mode of expression that we seek when we wish to communicate beyond our immediate community with members of the wider community of the nation as a whole. As an ideal, it cannot be perfectly realized, and we must expect that members of different wider communities' (Britain, America, Nigeria, for example) may produce different realizations. To give a general idea of the factors influencing the development of literary English in the 15th and 16th centuries, it will suffice to point out the following three. A common interest in classical literature was during the Renaissance in hence of classical grammar, spelling and rhetoric the English language. Attempts were made by scholars to force the norms into the English language

1) A desire to keep the language pure, to retain and revive old English words and as far as possible old English morphological and syntactical I forms. This tendency has been called а г с h a i с Ј a r i s rn.

2) The influence of archaic purism led to an acute struggle "against the intrusion of foreign words, particularly those "of Latin and continental French origin, and as a consequence of this struggle an orientation towards the obsolescent forms of the language.

3) An orientation towards the living, developing and rapidly changing norms of the colloquial language. Free use was made of the inherent properties of the English language as they had materialized by this time, for example, free use of conversion-, word-composition, derivation and semantic change. In the domain of syntax and word-order too, there was already considerable freedom of usage.

LECTURE 3

STYLISTIC CLASSIFICATION OF THE ENGLISH VOCABULARY
I. GENERAL CONSIDERATIONS

Like any linguistic issue the classification of the vocabulary here suggested is for purely stylistic purposes. This is important for the course in as much as some SDs are based on the interplay of different stylistic aspects of words. It follows then that a discussion of the ways the English vocabulary can be classified from a stylistic point of view should be given proper attention.

In order to get a more or less clear idea of the word-stock of any language, it must be presented as a system, the elements of which are interconnected, interrelated and yet independent. Some linguists, who clearly see the systematic character of language as a whole, deny, however, the possibility of systematically classifying the vocabulary. They say that the word-stock of any language is so large and so heterogeneous that it is impossible to formalize it and therefore present it in any system. The words of a language are thought of as a chaotic body whether viewed from their origin and development or from their present state. .

Indeed, the coinage of new lexical units, the development of meaning, the differentiation of words according to their stylistic evaluation and their spheres of usage, the correlation between meaning and concept and other problems connected with vocabulary are so multifarious and varied that it is difficult to grasp the systematic character of the word-stock of a language, though it co-exists with the systems of other levels—phonetics, morphology and syntax. To deny the systematic character of the word-stock of a language amounts to denying the systematic character of language as a whole, words being elements in the general system of language. The word-stock of a language may be represented as a definite system in which different aspects of words may be singled out as interdependent. A special branch of linguistic science —lexicology—has done much to classify vocabulary. A glance at the contents of any book on lexicology will suffice to ascertain the outline of the system of the word-stock of the given language. For our purpose, i.e. for linguistic stylistics, a special type of classification, viz. stylistic classification, is most important. In accordance with the already-mentioned division of language into literary and colloquial, we may represent the whole of the word-stock:
-Speciai Literary Vocabulary

-Common Literary Vocabulary

-Neutral Words

-Common Colloquial Vocabulary

-Professionalisms and special Colloquial Vocabulary (non-Literary) of the English language as being divided into three main layers: the literary layer, the neutral layer and the colloquial l а у е r. The literary and the colloquial layers contain a number of subgroups each of which has a property it shares with all the subgroups within the layer. This common property, which unites the different groups of words within the layer, may be called its aspect. The aspect of the literary layer is its markedly bookish character. It is this that makes the layer more or less stable. The aspect of the colloquial layer of words is its lively spoken character. It is this that makes it unstable, fleeting.
The aspect of the neutral layer is its universal character. That means it is unrestricted in its use. It can be employed in all styles of language and in all spheres of human activity. It is this that makes the layer the most stable of all.

The literary layer of words consists of groups accepted as legitimate members of the English vocabulary. They have no local or dialectal character. '

The colloquial layer of words as qualified in most English or American dictionaries is not infrequently limited to a definite language community or confined to a special locality where it circulates.

The literary vocabulary consists of the following groups of words: 1. common literary; 2. terms and learned words; 3. poetic words; 4. archaic words; 5. barbarisms and foreign words; 6. literary coinages including nonce-words.

The colloquial vocabulary falls into the following groups: 1. common "colloquial words; 2. slang; 3. jargonisms; 4. professional words; 5. dialectal words; 6. vulgar words; 7. colloquial coinages.

The common literary, neutral and common colloquial words are grouped under the term standard English vocabulary. Other groups in the literary layer are regarded as special literary vocabulary and those in the colloquial layer are regarded as special colloquial, (non-literary) vocabulary.

 NEUTRAL, COMMON LITERARY AND COMMON COLLOQUIAL VOCABULARY

Neutral words, which form the bulk of the English vocabulary, are used in literary and colloquial language. Neutral words are the main source of synonymy and polysemy. It is the neutral stock of words that is so prolific in the production of new meanings.

The wealth of the neutral stratum of words is often overlooked. This is due to their inconspicuous character. But their faculty for assuming new meanings and generating new stylistic variants is often quite amazing. This generative power of the neutral words in the English language is multiplied by the very nature of the language itself. It has been estimated that most neutral English words are of monosyllabic character, as, in the process of development from Old English to Modern English, most of the parts of speech lost their distinguishing suffixes. This phenomenon has led to the development of conversion as the most productive means of word-building. Word compounding is not as productive as conversion or word derivation, where a new word is formed because of a shift in the part of speech in the first case and by the addition of an affix in the second. Unlike all other groups, the neutral group of words cannot be considered as having a special stylistic coloring, whereas both literary and colloquial words have a definite stylistic coloring.

Common literary words are chiefly used in writing and in polished speech. One can always tell a literary word from a colloquial word. The reason for this lies in certain objective features of the literary layer of words. What these objective features are, is difficult to say because as yet no objective criteria have been worked out. But one of them undoubtedly is that literary units stand in opposition to colloquial units. This is especially apparent when pairs of synonyms, literary and colloquial, can be formed which stand in contrasting relation.

The following synonyms illustrate the relations that exist between the neutral, literary and colloquial words in the English language.

Colloquial: kid, daddy, chap, get opt, go on, teenager, flapper, go ahead, get going, make a move.

Neutral: child, father, fellow, go away, continue, boy {girl) young girl / begin, start.

Literary: infant, parent, associate, retire, proceed, youth (maiden), maiden, commence.

It goes without saying that these synonyms are not only stylistic but ideographic as well, i. e. there is a definite, though slight, semantic difference between the words. But this is almost the case with synonyms. There are very few absolute synonyms in English just as there are in any language. The main distinction between synonyms remains stylistic. But stylistic difference may be of various kinds: it may lie in the emotional tension connoted in a word, or in the sphere of application, or in the degree of the quality denoted. Colloquial words are always more emotionally colored than literary ones. The neutral stratum of words, as the term itself implies, has no degree of emotiveness, nor have they any distinctions in the sphere of usage.

Both literary and colloquial words have their upper and lower ranges. The lower range of literary words approaches the neutral layer and has a markedly obvious tendency to pass into that layer. The same may be said of the upper range of the colloquial layer: it can very easily pass into the neutral layer. The lines of demarcation between common colloquial and neutral, on the one hand, and common literary and neutral, on the other, are blurred. It is here that the process of inter-penetration of the stylistic strata becomes most apparent.

Still the extremes remain antagonistic and therefore are often used to bring about a collision of manners of speech for special stylistic purposes. The difference in the stylistic aspect of words may colour the whole of an utterance.

In this example from "Fanny's First Play" (Shaw), the difference between the common literary and common colloquial vocabulary is clearly seen.

"DORA: Oh, I've let it out. Have I? (contemplating Juggins ' approvingly as he places a chair for her between the table and the sideboard). But he's the right sort: I can.see that (buttonholing him). You won't let it out downstairs, old man, will you?

JUGGINS: The family can rely on my absolute discretion."

The words in Juggins's answer are on the border-line between common literary and neutral, whereas the words and expressions used by Dora are clearly common colloquial, not bordering on neutral.

This example from "David Copperfield" (Dickens) illustrates the use of literary English words which do not border on neutral:

"My dear Copperfield," said Mr. Micawber, "this is luxurious. This is a way of life which reminds me of a period when I was myself in a state of celibacy, and Mrs. Micawber had not yet been solicited to plight her faith at the Hymeneal ,altar."

"He means, solicited by him, Mr. Copperfield," said Mrs. Micawber, archly. "He cannot answer for others."

"My dear," returned Mr. Micawber with sudden seriousness, "I have no desire to answer for others. I am too well aware that when, in the inscrutable decrees of Fate, you were reserved for me, it is possible you may have been reserved for one destined, after a protracted struggle, at length to fall a vktim to pecuni​ary .involvements of a^ complicated nature. I understand your allusion, my love, I regret it, but I can bear it."

"Micawber!" exclaimed Mrs. Micawber, in tears. "Have I de-" served this! IT who never have deserted you; who never will desert you, Micawber!"

"My love," said Mr. Micawber, much affected, "you will forgive, and our old and tried friend Copperfield will, I am sure, forgive the moitientary laceration of a wounded spirit, made sen​sitive by a recent collision with the Minion of Power—in other words, with a ribald Turacock attached to the waterworks — and will pity, not condemn, its excesses."

There is a certain analogy between the interdependence of common literary words and neutral ones, on the one hand, and common colloquial words and neutral ones, on the other. Both sets can be viewed as being in invariant — variant relations. The neutral vocabulary may be viewed as the invariant of the Standard English vocabulary. The stock of words forming the neutral stratum should in this case be regarded as an abstraction. The words of this stratum are generally deprived of any concrete associations and refer to the concept more or less directly. Synonyms of neutral words, both colloquial and literary, assume a far greater degree of concreteness. They generally present the same notions not abstractly but as a more or less concrete image, that is, in a form perceptible by the senses. This perceptibility by the senses causes subjective evaluations of the notion in question, or a mental image of the concept. Sometimes an impact of a definite kind on the reader or hearer is the aim lying behind the choice of a colloquial or a literary word rather than a neutral one.

The stylistic function of the different strata of the English vocabulary depends not so much on the inner qualities of each of the groups, as on their interaction when they are opposed to one another. However, the qualities themselves are not unaffected by the function of the words, in as much as these qualities have been acquired in certain environments. It is interesting to note that anything written assumes a greater degree of significance than what is only spoken. If the spoken takes the place of the written or vice versa, it means that we are faced with a stylistic device.Certain set expressions have been coined within literary English and their use in ordinary speech will inevitably make the utterance sound bookish. In other words, it will become literary. 
SPECIAL LITERARY VOCABULARY

Terms

One of the most characteristic features of a term is its direct relevance to the system or set of terms used in a particular science, discipline or art, i.e. to its nomenclature. A term is directly connected with the concept it denotes. A term, unlike other words, directs the mind to the essential quality of the thing, phenomenon or action as seen by the scientist in the light of his own conceptualization.

Terms are mostly and predominantly used in special works dealing with the notions of some branch of science. Therefore it may be said that they belong to the style of language of science. But their use is not confined to this style. They may as well appear in other styles—in newspaper style, in publicistic and practically in all other existing styles of language. But their function in this case changes. They do not always fulfill their basic function, that of bearing exact reference to a given concept. When used in the belles-lettres style, for instance, a term may acquire a stylistic function and consequently become a sporadical. This happens when a term is used in such a way that two meanings are materialized simultaneously.

The function of terms, if encountered in other styles, is either to indicate the technical peculiarities of the subject dealt with, or to make some reference to the occupation of a character whose language would naturally contain special words and expressions.

The piling up of difficult and special terms hinders the reader's understanding of the text if he is not a specialist even when the writer strives to explain them. Moreover, such an accumulation of special terminology often suggests that the author is displaying his erudition. There is an interesting process going on in the development of any language. With the increase of general education and the expansion of technique to satisfy the ever-growing needs and desires of mankind, many words that were once terms have gradually lost their quality as terms and have passed into the common literary or even neutral vocabulary. This process may be called "determinization". Such words as 'radio', 'television' and the like have long been in common use and their terminological character is no longer evident.

But such determinized words may by the force of a stylistic device become re-established in their terminological function, thus assuming a twofold application, which is the feature required of a stylistic device. But when terms are used in their normal function as terms in a work of belles-lettres, they are or ought to be easily understood from the context so that the desired effect in depicting the situation will be secured,

Such terms as 'loan', 'rate of interest', and the phrase 'to secure for money' are widely known financial terms which to the majority of the English and American reading public need no explanation. The terms used here do not bear any special meaning. Moreover, if they are not understood they may to some extent be neglected. It will suffice if the reader has a general idea, vague though it may be, of the actual meaning of the terms used. 

But when they are followed by a word with nominal meaning (Forsyte) they assume an additional meaning—a stylistic one. This clash of incongruous notions arrests the mind and forces it to re-evaluate the terminological meaning of the words which aim at supporting the pseudo-biological and medical aspect of the message—this being contained in the words 'sort', 'creature', 'little animal', 'species', “habitats', 'myopia'. This aspect is also backed up by such literary words and word-combinations as 'tranquility' and 'passes an existence' which are in full accord with the demands of a lecture.

Whenever the terms used in the belles-lettres style set the reader at odds with the text, we can register a stylistic effect caused either by a specific use of terms in their proper meanings or by a simultaneous realization of two meanings.

Poetic and Highly Literary Words

Poetic words form a rather insignificant layer of the special literary vocabulary. They are mostly archaic or very rarely used highly literary words which aim at producing an elevated effect. They have a marked tendency to detach themselves from the common literary word-stock and gradually assume the quality of terms denoting certain definite notions and calling forth poetic diction.

Poetic words and expressions are called upon to sustain the special elevated atmosphere of poetry. This may be said to be the main function of poetic words.

Poetical tradition has kept alive such archaic words and forms as yclept (p. p. of the old verb clipian—to call, name); quoth (p. t. of owed-an — to speak); eftsoons (eftsona,— again, soon after), which are used even by modern ballad-mongers. 

It must be remembered though, that not all English poetry makes use of "poeticisms or poetical terms", as they might be named. In the history of English literature there were periods, as there were in many countries, which were characterized by protests against the use of such conventional symbols. The literary trends known as classicism arid romanticism were particularly rich in fresh poetic terms.

Poetical words in an ordinary environment may also have a satirical function. The satirical function of poetic words and conventional poetic devices is well revealed in this stanza. The striving for the unusual—the characteristic feature of some kinds of poetry—is a kin to the sensational and is therefore to be found not only in poetry, but in many other styles.

Poetical words and word-combinations can be likened to terms in that they do not easily yield to polysemy. They are said to evoke emotive meanings. They color the utterance with a certain air of loftiness, but generally fail to produce a genuine feeling of delight: they are too hackneyed for the purpose too stale

The very secret of a truly poetic quality of a word does not lie in conventionality of usage. On the contrary, a poeticism through constant repetition gradually becomes hackneyed. Like anything that lacks freshness it fails to evoke a genuinely aesthetic effect and eventually call forth protest on the part of those who are sensitive to real beauty. Poetic words are not freely built in contrast to neutral, colloquial and common literary words, or terms. The commonest means is by compounding, e. g. * young-eyed', * rosy-fingered'. Poetical words and set expressions make the utterance understandable only to a limited number of readers. It is mainly due to poeticisms that poetical language is sometimes called poetical jargon.

In modern English poetry there is a strong tendency to use words in strange conTbinations. It manifests itself in the coinage of new words and, most of all, in combining old and familiar words in a way that hinders understanding and forces the reader to stop and try to decipher the message so encoded.

All these combinations are considered ungrammatical in as much as they violate the rules of encoding a message. But in search of new modes of expression modern poets, particularly those who may be called "modernists", have a strong bias for all kinds of innovation. They experiment with language means and are ready to approve of any deviation from the normal. So also are literary critics belonging to what is called the avant-garde movement in art, the essence of which is the use of unorthodox and experimental methods. These usually lead both the poet and the critic to extremes, examples of which are given above.

Archaic, Obsolescent and Obsolete Words

The word-stock of a language is in an increasing state of change. Words change their meaning and sometimes drop out of the language altogether. New words spring up and replace the old ones. Some words stay in the language a very long time and do not lose their faculty of gaining new meanings and becoming richer and richer polysemantically. Other words live but a short time and are like bubbles on the surface of water — they disappear leaving no trace of their existence.

In registering these processes the role of dictionaries can hardly be over-estimated. Dictionaries serve to retain this or that word in a language either as a relic of ancient times, where it lived and circulated, or as a still living unit of the system, though it may have lost some of its meanings. They may also preserve certain nonce-creations which were never intended for general use.

In every period in the development of a literary language one can find words which will show more or less apparent changes in their meaning or usage, from full vigour, through a moribund state, to death, i. e. complete disappearance of the unit from the language.

We shall distinguish three stages in the aging process of words:

The beginning of the aging process when the word becomes rarely used. Such words are called obsolescent, i.e. they are in the stage of gradually passing out of general use. To this category first of all belong morphological forms belonging to the earlier stages in the development of the language. In the English language these are the pronouns thou and its forms thee, thy and thine; the corresponding verbal ending -est and the verb-forms art, wilt (thou makest, thou wilt); the ending -(e)th instead of -(e)s (he maketh) and the pronoun ye. To the category of obsolescent words belong many French borrowings which have been kept in the literary language as a means of preserving the spirit of earlier periods, e. g. a pallet (=a straw mattress); a palfrey (a small horse); garniture (furniture).

The second group of archaic words is those that have already gone completely out of use but are still recognized by the English-speaking community: e. g. methinks (=it seems to me); nay (no). These words are called obsolete.

The third group, which may be called archaic proper, are words which are no longer recognizable in modern English, words that were in use in Old English and which have either dropped out of the language entirely or have changed in their appearance so much that they have become unrecognizable, e. g. troth (faith); a losel (a worthless, lazy fellow).

The border lines between the groups are not distinct. In fact they interpenetrate. It is specially difficult to distinguish between obsolete and obsolescent words. But the difference is important when we come to deal with the stylistic aspect of an utterance in which the given word serves a certain stylistic purpose. Obsolete and obsolescent words have separate functions, as we shall point out later.

There is still another class of words which is erroneously classed as archaic, viz. historical words. By-gone periods in the life of any society are marked by historical events and by institutions, customs, material objects, etc. which are no longer in use, for example: Thane, yeoman, goblet, baldric, mace. Words of this type never disappear from the language. They are historical terms and remain as terms referring to definite stages in the development of society and cannot therefore be dispensed with, though the things and phenomena to which they refer have long passed into oblivion. Historical words have no synonyms, whereas archaic words have been replaced by modern synonyms. Archaic words are primarily and predominantly used in the creation of a realistic background to historical novels. It must be pointed out, however, that the use of historical words (terms) in a passage written in scientific style, say, in an essay on the history of the Danish invasion, will bear no stylistic function at all. But the same terms when used in historical novels assume a different stylistic value. They carry, as it ' were, a special volume of information adding to the logical aspect of the communication.

This, the main function of archaisms, finds different interpretation in different novels by different writers. Some writers overdo things in this respect, the result being that the reader finds all kinds of obstacles in his way. .Others under-estimate the necessity of introducing obsolete or obsolescent elements into their narration and thus fail to convey what is called "local color".

Besides the function just mentioned, archaic words and phrases have other functions found in other styles. They are, first of all, frequently to be found in the style of official documents. In business letters, in legal language, in all kinds of statutes, in diplomatic documents and in all kinds of legal documents one can find obsolescent words which would long ago have become obsolete if it were not for the preserving power of the special use within the above-mentioned spheres of communication. It is the same with archaic and obsolete words in poetry. As has already been pointed out, they are employed in the poetic style as special terms and hence prevented from dropping completely out of the language. The function of archaic words and constructions in official documents is terminological in character. They are used because they help to maintain that exactness of expression so necessary in this style. Archaic words and particularly archaic forms of words are sometimes used for satirical purposes. This is achieved through what is called Anticlimax. The situation in which the archaism is used is not appropriate to the context. There appears a sort of discrepancy between the words actually used and the ordinary situation which excludes the possibility of such a usage. The low predictability of an archaism when it appears in ordinary speech produces the necessary satirical effect. Archaic words, word-forms and word-combinations are also used to create an elevated effect. Language is specially molded to suit a solemn occasion: all kinds of stylistic devices are used, and among them is the use of archaisms. Some archaic words due to their inner qualities (sound-texture, nu​ances of meaning, morphological peculiarities, combinatory power) may be revived in a given period of the development of the English language. This re-establishing in the vocabulary, however, is generally confined to poetry and highly elevated discourse. The stylistic significance of archaic words in historical novels and in other works of fiction (emotive literature—belles-lettres) is different. In historical novels, as has been pointed out, they maintain "local color", i.e. they perform the function of creating the atmosphere of the past. The reader is, as it were, transplanted into another epoch and therefore perceives the use of archaic words as a natural mode of communication. Not so when archaic words are encountered in a depiction of events of present-day life. Here archaisms assume the function of an SD proper. They are perceived in a twofold function, the typical quality of an SD, viz. diachronically and synchronically. One must be well aware of the subtleties in the usage of archaisms. In American English many words and forms of words which are obsolete or obsolescent in British English have survived as admissible in literary usage.

Stylistic functions of archaic words are based on the temporal perception of events described. Even when used in the terminological aspect, as for instance in law, archaic words will mark the utterance as being connected with something remote and the reader gets the impression that he is faced with a time-honored tradition.

Barbarisms and Foreignisms

In the vocabulary of the English language there is a considerable layer of words called barbarisms. These are words of foreign origin which have not entirely been assimilated into the English language. They bear the appearance of a borrowing and are felt as something alien to the native tongue. The role foreign borrowings played in the development of the English literary language, is well known, and the great majority of these borrowed words now form part of the rank and file of the English vocabulary. It is the science of linguistics, in particular its branch etymology, that reveals the foreign nature of this or that word. But most of what were formerly foreign borrowings are now, from a purely stylistic position, not regarded as foreign. But still there are some words which retain their foreign appearance to a greater or lesser degree. These words, which are called barbarisms, are, like archaisms*, also considered to be on the outskirts of the literary language. Most of them have corresponding English synonyms; e. g. chic (=stylish); bon mot (a clever witty saying); en passant (— in passing); infinitum (= to infinity) and many other words and phrases. It is very important for purely stylistic purposes to distinguish between barbarisms and foreign words proper. Barbarisms are words which have already become facts of the English language. They are, as it were, part and parcel of the English word-stock, though they remain on the outskirts of the literary vocabulary. Foreign words, though used for certain stylistic purposes, do not belong to the English vocabulary. They are not registered by English dictionaries, except in a kind of addenda which gives the meanings of the foreign words most frequently used in literary English. Barbarisms are generally given in the body of the dictionary. In printed works foreign words and phrases are generally italicized to indicate their alien nature or their stylistic value. Barbarisms, on the contrary, are not made conspicuous in the text unless they bear a special bad of stylistic information.

There are foreign words in the English vocabulary which fulfill a terminological function. Therefore, though they still retain their foreign appearance, they should not be regarded as barbarisms. Such words as ukase, udarnik, soviet, kolkhoz and the like denote certain concepts which reflect an objective reality not familiar to English-speaking communities. There are no names for them in English and so they have to be explained. New concepts of this type are generally given the names they have in the language of the people whose reality they reflect. Further, such words as solo, tenor, concerto, blitzkrieg (the blitz), luftwaffe and the like should also be distinguished from barbarisms. They are different not only in their functions but in their nature as well; They are terms. Terminological borrowings have no synonyms; barbarisms, on the contrary, may have almost exact synonyms.

It is evident that barbarisms are a historical category. Many foreign words and phrases which were once just foreign words used in literary English to express a concept non-existent in English reality, have little by little entered the class of words named barbarisms and many of these barbarisms have gradually lost their foreign peculiarities, become more or less naturalized and have merged with the native English stock of words. 

Both foreign words and barbarisms are widely used in various styles of language with various aims, aims which predetermine their typical functions. One of these functions is to supply local color. In order to depict local conditions of life, concrete facts and events, customs and habits, special carets taken to introduce into the passage such language elements as will reflect the environment. In this respect a most conspicuous role is played by the language chosen. The function of the foreign words used in the context may be considered to provide local color as a background to the narrative. The significance of such units, however, is not communicative — the author does not wish them to convey any clear-cut idea — but to serve in making the main idea stand out more conspicuously. This device may be likened to one used in painting by representa​tives of the Dutch school who made their background almost indistin​guishable in order that the foreground elements might stand out dis​tinctly and colorfully.

Another function of barbarisms and foreign words is to build up the stylistic device of non-personal direct speech or represented speech. The use of a word, or a phrase, or a sentence in the reported speech of a local inhabitant helps to reproduce his actual words, manner of speech and the environment as well. 

Barbarisms and foreign words are used in various styles of language, but are most often to be found in the style of belles-lettres and the publicistic style. In the belles-lettres style, however, foreignisms are sometimes used not only as separate units incorporated in the English narrative. The author makes his character actually speak a foreign language, by putting a string of foreign words into his mouth, words which to many readers may be quite unfamiliar. These phrases or whole sentences are sometimes translated by the writer in a foot-note or by explaining the foreign utterance in English in the text. But this is seldom done.

Foreign words and phrases may sometimes be used to exalt the expression of the idea, to elevate the language. This is in some respect a kin to the function of elevation mentioned in the chapter on archaisms. Words which we do not quite understand sometimes have a peculiar charm. This magic quality in words, a quality not easily grasped, has long been observed and made use of in various kinds of utterances, particularly in poetry and folklore.

But the introduction of foreign speech into the texture of the English language hinders understanding and if constantly used becomes irritating. It may be likened, in some respect, to jargon. The introduction of actual foreign words in an utterance is not, to our mind, a special stylistic device, in as much as it is not a conscious and intentional literary use of "the'facts of the English language. However, foreign words, being alien to the texture of the language in which the work is written, always arrest the attention of the reader and therefore have a definite stylistic function. Sometimes the skilful use of one or two foreign words will be sufficient to create the impression of an utterance made in a foreign language. 

Barbarisms have still another function when used in the belles-lettres style. We may call it an "exactifying" function. Words of foreign origin generally have a more or less monosemantic value. In other words, they do not tend to develop new meanings. The English So long, for example, due to its conventional usage has lost its primary meaning. It has become a formal phrase of parting. Not so with the French "Au-revoir." When used in English as a formal sign of parting it will either carry the exact meaning of the words it is composed of, viz. 'See you again soon', or have another stylistic function. 

In publicistic style the use of barbarisms and foreign words is mainly confined to coloring the passage on the problem in question with and touch of authority. A person who uses so many foreign words and phrases is obviously a very educated person, the reader thinks, and therefore a "man who knows." 

Barbarisms assume the significance of a stylistic device if they display a kind of interaction between different meanings, or functions, or aspects. When a word which we consider a barbarism is used so as to evoke a twofold application we are confronted with a SD.
Literary Coinages (Including Nonce-Words)
There is a term in linguistics which by its very nature is ambiguous and that is the term neologism. In dictionaries it is generally defined as a new word or a new meaning for an established word. Everything in this definition is vague. How long should words or their meanings be regarded as new? Which words of those that appear as new in the language, say during the life-time of one generation, can be regarded as established? It is suggestive that the latest editions of certain dictionaries avoid the use of the stylistic notation "neologism" apparently because of its ambiguous character. If a word is fixed in a dictionary and provided that the dictionary is reliable, it ceases to be a neologism. If a new meaning is recognized as an element in the semantic structure of a lexical unit, it ceases to be new. However, if we wish to divide the word-stock of a language into chronological periods, we can conventionally mark off a period which might be called new.

Every period in the development of a language produces number of new words or new meanings of established words. Most of them do not live long. They are not meant to live long. They are, as it were, coined for use at the moment of speech, and therefore possess a peculiar property —that of temporariness. The given word or meaning holds only in the given context and is meant only To "serve the occasion." However, such is the power of the written language that a word or a meaning used only to serve the occasion, when once fixed in writing, may become part and parcel of the general vocabulary irrespective of the quality of the word. That's why the introduction of new words by men-of-letters is pregnant with unforeseen consequences: their new coinages may replace old words and become established in the language as synonyms and later as substitutes for the old words.

The coining of new words generally arises first of all with the need to designate new concepts resulting from the development of science and also with the need to express nuances of meaning called forth by a deeper understanding of the nature of the phenomenon in question. It may also be the result of a search for a more economical, brief and compact form of utterance which proves to be a more expressive means of communicating the idea.

The first type of newly coined words, i. e. those which designate newborn concepts, may be named terminological coinages. The second type, I. e. words coined because their creators seek expressive utterance may be named stylistic coinages. New words are mainly coined according to the productive models for word-building in the given language. But the new words of the literary-bookish type we are dealing with in this chapter may sometimes be built with the help of affixes and by other means which have gone out of use or which are in the process of dying out. In this case the stylistic effect produced by the means of word-building chosen becomes more apparent, and the stylistic function of the device can be felt more acutely.

It often happens, however, that the sensitive reader finds a new application of an already existing word almost revolting. Purists of all shades rise up in protest against what they call the highly objectionable and illegitimate usage of the word. But being once successfully used, it may be repeated by other writers and so may remain in the language and, moreover, may influence the further history of the semantic development of the word. Among new coinages of a literary-bookish type must be mentioned a considerable layer of words appearing in the publicistic style, mainly in newspaper articles and magazines and also in the newspaper style— mostly in newspaper headlines. To these belongs the word Blimp — a name coined by Low, the well-known English cartoonist. The name was coined to designate an English colonel famous for his conceit, brutality, 'ultra-conservatism. This word gave birth to a derivative, viz. Blimpish. Other examples are 'backlash' (in 'backlash policy') and its opposite 'frontlash'.

Most of the new words of the 16th century as well as those of the 17th were foreign borrowings from Latin, Greek and continental French. The words were introduced into the English language and used in the same sense and with almost the same pronunciation as in the language they were borrowed from. But most of those which have remained in the language underwent changes due to the process of assimilation and were finally "naturalized." This process is slow. It sometimes takes centuries to make a word borrowed from another language sound quite Eng​lish. The tempo of assimilation is different with different borrowings, depending in particular on the language the word is borrowed from. Borrowings from the French language are easily and quickly assimilated due to long-established tradition. The process of assimilation plays a rather important role in the stylistic evaluation of a lexical unit. The greater and the deeper the process of assimilation, the more general and common the word becomes, the less bookish it sounds, and the greater the probability of its becoming a member of the neutral layer of words.

Throughout the history of the English literary language, scholars have expressed their opposition to three main lines of innovation in the vocabulary: firstly, to borrowings which they considered objectionable because of their irregularity; secondly, to the revival of archaic words; and thirdly, because the process of creation of new words was too rapid for the literary language to assimilate. The opposition to one or other of these lines of innovation increased in violence at different stages in the development of the language, and switched from one to another in accordance with the general laws of development in the given period. Some words have indeed passed from the literary-bookish layer of the vocabulary where they first appeared, into the stratum of common literary words and then into the neutral stratum. Others have remained within the literary-bookish group of words and have never shown any tendency to move downwards in the scale. This fact is apparently due to the linguistic background of the new words and also to the demand/or a new unit to express nuances of meaning.

In our times the same tendency to coin new words is to be observed in England and particularly in the United States of America. The literary language is literally inundated with all kinds of new words and a considerable body of protest has arisen against them. It is enough to look through some of the articles of the New York Times on the subject to see what direction the protest against innovations takes.

Like earlier periods in the development of the English language, modern times are characterized by a vigorous protest against the unrestrained influx of new coinages, whether they have been built in accordance with the norms of the language, or whether they are of foreign origin. The fate of literary coinages, unlike colloquial ones, mainly depends on the number of rival synonyms already existing in the vocabulary of the language. It also depends on the shade of meaning the new coinage may convey to the mind of the reader. If a new word is approved of by native speakers and becomes widely used, it ceases to be a new word and becomes part and parcel of the general vocabulary in spite of the objections of men-of-letters and other lawgivers of the language, whoever they may be. Many coinages disappear entirely from the language, leaving no mark of their even brief existence. Other literary neologisms leave traces in the vocabulary because they are fixed in the literature of their time. In other words, new literary-bookish coinages will always leave traces in the language, in as much as they appear in writing. This is not the case with colloquial coinages. These, as we shall see later, are spontaneous, and due to their linguistic nature, cannot be fixed unless special care is taken by specialists to preserve them. Most of the literary-bookish coinages are built by means of affixation and word compounding. This is but natural; new words built in this manner will be immediately perceived because of their unexpectedness. It is interesting to note in passing that conversion, which has become one of the most productive word-building devices of the English language and which is more and more widely used to form new words in all parts of speech, is less effective in producing the sensational effect sought by literary coinage than is the case with other means of word-building. Conversion has become organic in the English language.

Semantic word-building, that is, giving an old word a new meaning, is rarely employed by writers who coin new words for journalistic purposes. It is too slow and imperceptible in its growth to produce any kind of sensational effect. Conversion, derivation and change of meaning may be registered as means by which literary-bookish coinages are formed. These three means of word-building are mostly used to coin new terms in which new meanings are imposed on old words. Among coinages of this kind the word accessories may be mentioned. It has now become an important word in the vocabulary of feminine fashion. It means gloves, shoes and handbag, though jewelery and other ornaments are sometimes included. The new meaning co-exists with the old ones. In other words, new meanings imposed on old words form one system in which old and new meanings are ranged in a dictionary according to their rate of frequency or to some other underlying principle. But there are cases when new meanings imposed on old words drive out old meanings. In this case we register a gradual change in the meaning of the word which may not incorporate the old one. In most cases, however, the old meaning is hardly felt; it is generally forgotten and can only be re-established by etymological analysis. The process of elimination of the old meaning is slow and smooth. Hardly ever can we register a sudden switch from one meaning to another: there is always a gradual transition, and not infrequently the two competing meanings co-exist, manifesting in this co-existence an almost imperceptible internal struggle which ends in the complete elimination of one of them.

As has been pointed out, word-building by means of affixation is still predominant in coining new words. Examples are: arbiter—'a spacecraft designed to orbit a celestial body'; lander—'a spacecraft designed to land on such a body'; missileer—'a person skilled in missilery or in the launching and control of missiles'; fruitologist and wreckologist which were used in a letter to the editor of The times from a person living in Australia. The literary-bookish character of such coinages is quite apparent and needs no comment. They are always felt to be over-literary because either the stem or the affix (or both) is not used in the way the reader expects it to be used. Perhaps it would be more appropriate to say that by forcibly putting together a familiar stem and a familiar affix and thus producing an unfamiliar word, the writer compels the reader to concentrate his attention on the new word, firstly by its novelty and secondly by the necessity of analyzing it in order to decipher the message. By using a neologism instead of the word or combination of words expected, he violates the main property of a communication, which is to convey the idea straightforwardly and promptly. Among new creations those with the suffix -ize seem to be the most infrequent. The suffix -ize gives a strong shade of bookishness to new words. 

Some affixes are themselves literary in character and naturally carry this property to derivatives formed with them. Thus, for example, the prefix anti- has given us a number of new words which are gradually be​coming recognizable as facts of the English vocabulary, e. g. The prefix anti- has developed a new meaning. It is rather difficult to specify. In the most general terms it may be defined as 'the reverse of. The suffix -ship has also developed a new shade of meaning which is now gaining literary recognition.

Unfortunately there are no objective criteria for ascertaining the stylistic aspect of words. Therefore the protest of many language purists is sometimes based on subjective idiosyncrasy. We find objections to the ways and means of coining new words, as in the quotation above, and also to the unrestrained injection into some words of emotive meaning when this meaning, it is said, has not yet been widely recognized, as top (— excellent, wonderful), fey (= somewhat whimsical, in touch with the supernatural, a little cracked). This second objection applies particularly to the colloquial stratum of words. All these words have acquired new meanings because they are used in combinations not yet registered in the language-as-a-system. It is a well-known fact that any word, if placed in a strange environment, will inevitably acquire a new shade of meaning. Not to see this, means not to correctly evaluate the inner laws of the semantic development of lexical units.

There is still another means of word-building in modern English which may be considered voguish at the present time, and that is the blending of two words into one by curtailing the end of the first component or the beginning of the second. Examples are numerous: musico-medy (music+comedy); cinemactress (cinema+actress); avigation (avia-tion+navigation); and the already recognized blends like smog- (smoke+ fog); chortle (chuckle+snort); galumph (triumph+gallop) (both occur in Humpty Dumpty's poem in Lewis Carroll's "Through the Looking Glass"). Arockoon (focket+balloon) is 'a rocket designed to be launched from a balloon'. Such words are called blends

In reviewing the ways and means of coining new words, we must not overlook one which plays a conspicuous role in changing the meaning of words and mostly concerns stylistics. We mean injecting into well-known, commonly-used words with clear-cut concrete meanings, a meaning that the word did not have before. This is generally due to the combinative power of the word. This aspect of words has long been underestimated by linguists. Pairing words which hitherto have not been paired, makes the components of the word-combinations acquire a new, and sometimes quite unexpected, meaning. Particularly productive is the adjective. It tends to acquire an emotive meaning alongside its logical meaning, as, for instance, terrible, awful, dramatic, top.

The result is that an adjective of this kind becomes an intensifies; it merely indicates the degree of the positive or negative quality of the concept embodied in the word that follows. When it becomes generally accepted, it becomes part of the semantic structure of the word, and in this way the semantic wealth of the vocabulary increases. True, this process is mostly found in the domain of conversation. In conversation an unexpectedly free use of words is constantly made. It is in conversation that such words as stunning, grand, colossal, wonderful, exciting and the like have acquired this intensifying derivative meaning which we call emotive. But the literary-bookish language, in quest of new means of impressing the reader, also resorts to this means of word coinage. It is mostly the product of newspaper language, where the necessity, nay, the urge, to discover new means of impressing the reader is greatest.

Another type of neologism is the nonce-word, i.e. a word coined to suit one particular occasion. Nonce-words remain on the outskirts of the literary language and not infrequently remind us of the writers who coined them. They are created to designate some insignificant subjective idea or evaluation of a thing or phenomenon and generally become moribund. They rarely pass into the language as legitimate units of the vocabulary, but they remain in the language as cons​tant manifestations of its innate power of word-building.

In modern English new words are also coined by a means which is very productive in technical literature and therefore is mostly found in scientific style, viz. by contractions and abbreviations. But this means is sometimes resorted to for stylistic purposes. Here are some of these coina​ges which appear daily in different spheres of human activity.

TRUD (=time remaining until dive). The first letters of this word sequence forms the neologism TRUD which will presumably remain as a professional term unknown to wider circles of native English speakers. Such also are the words LOX (= 1. liquid oxygen explosive, 2. liquid oxygen) and GOX (= gaseous oxygen). To the layman, oxygen is a gas, but in missilery (also anew word) it is more often a liquid or even a solid, so gaseous oxygen has to be distinguished. Other better-known examples are laser (= light amplification by stimulated emission of radiation); Unesco (United Nations Education and Science Organization); jeep (GP=General Purpose car).

Not all of the means of word coinage existing in the English language have been dealt with in this short survey. The reason for this is simple: in stylistics there are ways and means of producing an effect which attract the attention of the reader not only by the novelty of a coinage but by a more elaborate language effect. This effect must be specified to make clear the intentions of the writer. The writer in this case is seeking some​thing that will adequately convey his idea to the mind of the reader. The means assume some additional force: novelty+force.

Therefore in the survey of the means of word-formation only those have been selected which provide novelty+force.

The stylistic effect achieved by newly-coined words generally rests on the ability of the mind to perceive novelty at the background of the familiar. The sharper the contrast is, the more obvious the effect. The slight, almost imperceptible changes caused by extensions of an original meaning might well produce a stylistic effect only when the reader is well versed in discriminating nuances of meaning. However, these words will ordinarily carry an expressive function due to their emotive meaning.

When we tackle the problem of SDs and penetrate more deeply into its essence, it becomes apparent that stylistic function is not confined to phenomena which are fore grounded, as newly-coined words generally are. A stylistic effect may also be achieved by the skilful interplay of a long-established meaning and one just being introduced into the language-as-a-system.

And still the novelty can be used for stylistic purposes provided that the requirements for an SD indicated earlier are observed. It must be repeated that newly-minted words are especially striking. They check the easy flow of verbal sequences and force our mind to take in the referential meaning. The aesthetic effect in this case will be equal to zero if the neologism designates a new notion resulting from scientific and technical investigations. The intellectual will suppress the emotional. However, coinages which aim at introducing additional meanings as a result of an aesthetic re-evaluation of the given concept may perform the function of a stylistic device.

LECTURE 4

SPECIAL COLLOQUIAL VOCABULARY

Slang

There is hardly any other term that is as ambiguous and obscure as the term slang. Slang seems to mean everything that is below the standard of usage of present-day English. Much has been said and written about it. This is probably due to the uncertainty of the concept itself. No one has yet given a more or less satisfactory definition of the term. Nor has it been specified by any linguist who deals with the problem of the English vocabulary.

The first thing that strikes the scholar is the fact that no other European language has singled out a special layer of vocabulary and named it slang, though all of them distinguish such groups of words as jargon, cant, and the like. The distinctions between slang and other groups of unconventional English, though perhaps subtle and sometimes difficult to grasp, should nevertheless be subjected to a more detailed linguistic specification.

Webster's "Third New International Dictionary" gives the following meanings of the term:

Slang 1: language peculiar to a particular group: as a: the special and often secret vocabulary used by class (as thieves, beggars) felt to be vulgar or inferior; b: the jargon used by or associated with a particular trade, profession, or field of activity; 2: a non-standard vocabulary composed of words and senses characterized primarily by connotations of extreme informality and a currency not limited to a particular region and composed typically of coinages or arbitrarily changed words, clipped or shortened forms, extravagant, forced or facetious figures of speech, or verbal novelties experiencing quick popularity and relatively rapid decline into disuse.

The "New Oxford English Dictionary" defines slang as follows:

"a) the special vocabulary used by any set of persons of a low or disreputable character; language of a low and vulgar type. (Now merged in c. /cant/)', b) the cant or jargon of a certain class or period; c) language of a highly colloquial type considered as below the level of standard educated speech, and consisting either of new words or of current words employed in some special sense."

Another definition of slang which is worth quoting is one made by Eric Partridge, the eminent student of the non-literary language.

"Slang is much rather a spoken than a literary language. It originates, nearly always, in speech. To coin a term on a written page is almost inevitably to brand it as a neologism which will either be accepted or become a nonce-word (or phrase), but, except in the rarest instances, that term will not be slang.”

In most dictionaries (slang) is used as convenient stylistic notation for a word or a phrase that cannot be specified more exactly. The obscure etymology of the term itself affects its use as a stylistic notation. Whenever the notation appears in a dictionary it may serve as an indication that the unit presented is non-literary, but not pinpointed. That is the reason why the various dictionaries disagree in the use of this term when applied as a stylistic notation. Any new coinage that has not gained recognition and therefore has not yet been received into Standard English is easily branded as slang.

These different and heterogeneous phenomena united under the vague term slang cause natural confusion and do not encourage scholars to seek more objective criteria in order to distinguish the various stylistic layers of the English colloquial vocabulary. The confusion is made still deeper by the fact that any word or expression apparently legitimate, if used in an arbitrary, fanciful or metaphorical sense, may easily be labeled as slang. Many words formerly labeled as slang have now become legitimate units of standard English. Thus the word kid (=child), which was considered low slang in the nineteenth century, is now a legitimate colloquial unit of the English literary language.

Some linguists, when characterizing the most conspicuous features of slang, point out that it requires continuous innovation. It never grows stale. If a slang word or phrase does become stale, it is replaced by a new slangism. It is claimed that this satisfies the natural desire for fresh, newly created words and expressions, which give to an utterance emotional coloring and a subjective evaluation. Indeed, it seems to be in correspondence with the traditional view of English conservatism, that a special derogative term should have been coined to help preserve the "purity of standard English" by hindering the penetration into it of undesirable elements. The point is that the heterogeneous nature of the term serves as a kind of barrier which checks the natural influx of word coinages into the literary language. True, such barriers are not without their advantage in polishing up the literary language. This can be proved by the progressive role played by any conscious effort to sift innovations, some of which are indeed felt to be unnecessary, even contaminating elements in the body of the language. In this respect the American newspaper may serve as an example of how the absence of such a sifting process results in the contamination of the literary tongue of the nation with ugly redundant coinages. Such a barrier, however, sometimes turns into an obstacle which hinders the natural development of the literary language.

The term 'slang', which is widely used in English linguistic science, should be clearly specified if it is to be used as a term, i. e. it should refer to some definite notion and should be definable in explicit, simple terms. It is suggested here that the term 'slang' should be used for those forms of the English vocabulary which are either mispronounced or distorted in some way phonetically, morphologically or lexically. The term 'slang' should also be used to specify some elements which may be called over-colloquial. As for the other groups of words classified as slang, they should be specified according to the universally accepted classification of the vocabulary of a language. But this must be done by those whose mother tongue is English. They, and they only, being native speakers of the English language, are its masters and lawgivers. It is for them to place slang in its proper category by specifying its characteristic features. Slang is nothing but a deviation from the established norm at the level of the vocabulary of the language. V. V. Vinogradov writes that one of the tasks set before the branch of linguistic science that is now called stylistics, is a thorough study of all changes in vocabulary, set phrases, grammatical constructions, their functions, an evaluation of any breaking away from the established norm, and classification of mistakes and failures in word coinage.

Here are some examples of words that are considered slang:

to take stock in—'to be interested in, attach importance, give credence to'

bread-basket—'the stomach' (a jocular use)

to do a flit— 'to quit one's flat or lodgings at night without paying the rent or board'

rot—'nonsense!'

the cat's pajamas—'the correct thing*

One may get the idea that language, style and slang all have the same nature, the same determining causes. Personality and surroundings determine:

1. the nature of the slang used by a definite person,

2. the nature of the language he uses,

3. the kind of style he writes.

There is a general tendency in England and to some extent in the US to over-estimate the significance of slang by attaching to it more significance than it deserves. Slang is regarded as the quintessence of colloquial speech and therefore stands above all the laws of grammar. Though it is regarded by some purists as a language that stands below standard English, it is highly praised nowadays as "vivid", "more flexible", "more picturesque", "richer in vocabulary" and so on.

Unwittingly one arrives at the idea that slang, as used by English and Americans, is a universal term for any word or phrases which, though not yet recognized as a fact of Standard English, has won general recognition as a fresh innovation quite irrespective of its nature: whether it is cant, jargon, dialect, jocular or a pure colloquialism. It is therefore important, for the sake of a scientific, approach to the problem of a stylistic classification of the English vocabulary, to make a more exact discrimination between heterogeneous elements in the vocabulary, no matter how difficult it may be.

The following is an interesting example illustrating the contrast between standard English and non-literary English including slang.

In the story "By Courier" Q. Henry opposes neutral and common literary words to special colloquial words and slang for a definite sty​listic purpose, viz. to distott a message by translating the literary voca​bulary of one speaker into the non-literary vocabulary of another.

"Tell her I am on my way to the station, to leave for San Francisco, where I shalTjoin that Alaska moosehunting expedition. Tell her that, since she has commanded 'me neither to speak nor to write to her, I take this means of making one last appeal to her sense of justice, for the sake of what has been. Tell her that to condemn and discard one who has not deserved such treatment, without giving him her reason or a chance to explain is contrary to her nature as I believe it to be."

This message was delivered in the following manner:

"He told me to tell yer he's got his collars and cuffs in dat grip for a scoot clean out to' Frisco. Den he's goin' to shoot snowbirds in de Klondike. He says yer told him to send' round no more pink notes nor come hangin' over de garden gate, and he takes dis mean (sending the boy to speak for him.— /. G.) of putting yer wise. He says yer referred to him like a has-been, and never give him no chance to kick at de decision. He says yer swiled him and never said why."

The contrast between what is standard English and what is crude, broken non-literary or uneducated American English has been achieved by means of setting the common literary vocabulary and also the syntactical design of the original message against jargonisms, slang and all kinds of distortions of forms, phonetic, morphological, lexical and syntactical.

It is suggestive that there is a tendency in some modern dictionaries to replace the label slang by informal or colloquial. Such a practice clearly manifests the dissatisfaction of some lexicographers with the term 'slang'. This is mainly due to the ambiguity of the term.

On the other hand, some lexicographers, as has already been pointed out, still make use of the term 'slang' as a substitute for 'jargon', 'cant', 'colloquialism', 'professionalism', 'vulgar', 'dialectal'. Thus, in his dictionary Prof. Barnhart gives the label si to such innovations as "grab— to cause (a person) to react; make an impression on", which, to my mind, should be classed as newspaper jargon; "grass or pot—mari-juarta", which are positively cant words (the quotation that follows proves it quite unambiguously); "groove—something very enjoyable," "grunt— U.S. military slang", which in fact is a professionalism; "gyppy tummy, British slang,— a common intestinal upset experienced by travellers", which is a colloquialism; "hangup—a psychological or emotional prob​lem", which is undoubtedly a professionalism which has undergone ex​tension of meaning and now, according to Barnhart also means "any problem or difficulty, especially one that causes annoyance or irritation."

The use of the label in this way is evidently due to the fact that Barnhart's Dictionary aims not so much at discrimination between different stylistic subtleties of neologisms but mainly at fixation of lexical units which have already won general recognition through cons​tant repetition in newspaper language.

The term 'slang' is ambiguous because, to use a figurative expression, it has become a Jack of all trades and master of none.

Jargonisms

In the non-literary vocabulary of the English language there is a group of words that are called jargonisms. Jargon is a recognized term for a group of words that exists in almost every language and whose aim is to preserve secrecy within one or another social group. Jargonisms are generally old words with entirely new meanings imposed on them. The traditional meaning of the words is immaterial, only the new, improvised meaning is of importance. Most of the jargonisms of any language, and of the English language too, are absolutely incomprehensible to those outside the social group which has invented them. They may be defined as a code within a code, that is special meanings of words that are imposed on the recognized code—the dictionary meaning of the words.

Thus the word grease means 'money'; loaf means 'head'; a tiger hunter is 'a^gambler'; a lexer is 'a student preparing for a law course'.

Jargonisms are social in character. They are not regional. In Britain and in the US almost any social group of people has its own jargon. The following jargons are well known in the English language: the jargon of thieves and vagabonds, generally known as cant; the jargon of jazz people; the jargon of the army, known as military slang; the jargon of sportsmen, and many others. The various jargons (which in fact are nothing but a definite group of words) remain a foreign language to the outsiders of any particular social group. 

Slang, contrary to jargon, needs no translation. It is not a secret code. It is easily understood by the English-speaking community and is only regarded as something not quite regular. It must also be remembered that both jargon and slang differ from ordinary language mainly in their vocabularies. The structure of the sentences and the morphology of the language remain practically unchanged. But such is the power of words, which are the basic and most conspicuous element in the language, that we begin unwittingly to speak of a separate language. Jargonisms do not always remain the possession of a given social group. Some of them migrate into other social strata and sometimes become recognized in the literary language of the nation. There are hundreds of words, once jargonisms or slang, which have become legitimate members of the English literary language.

Jargonisms have their definite place of abode and are therefore easily classified according to the social divisions of the given period. Almost any calling has its own jargon, i.e. its set of words with which its members intersperse their speech and render it incomprehensible to outsiders. 

There is a common jargon and there are also special professional jargons. Common jargonisms have gradually lost their special quality, which is to promote secrecy and keep outsiders in the dark. In fact, there are no outsiders where common jargon is concerned. It belongs to all social groups and is therefore easily understood by everybody. That is why it is so difficult to draw a hard and fast line between slang and jargon. When a jargonism becomes common, it has passed on to a higher step on the ladder of word groups and becomes slang or colloquial.

Here are some further examples of jargon:

Piou-Piou—'a French soldier, a private in the infantry'. According to Eric Partridge this word has already passed from military jargon to ordinary colloquial speech.

Humrnen—'a false arrest* (American)

Dar—(from damned average raiser)—'a persevering and assidu​ous student'. (University jargon)

Matlo(w)—'a sailor' (from the French word 'matelof)

Man and wife—'a knife' (rhyming slang)

Manany—'a sailor who is always putting off a job or work' (nautical jargon) (from the Spanish word 'mamma'—4o-morrow')

The word brass in the meaning of 'money in general, cash' is not jargon in as much as there is an apparent semantic connection between 'the general name for all alloys of copper with tin or zinc' and cash. The metonymic ties between the two meanings prevent the word from being used as a special code word. In passing, we must remark that both slang and the various jargons of Great Britain differ much more from those of America (the United States and Canada) than the literary language in the two countries does. In fact, the most striking difference is to be observed in the non-literary layer of words and particularly in slang and jargonisms and professionalisms.

Jargonisms, like slang and other groups of the non-literary layer, do not always remain on the outskirts of the literary language. Many words have overcome the resistance of the language lawgivers and purists and entered the standard vocabulary. Thus the words kid, fun, queer, bluff, fib, humbug, formerly slang words or jargonisms, are now considered common colloquial. They may be said to be dejargonized.

 Professionalisms

Professionalisms, as the term itself signifies the words used in a definite trade, profession or calling by people connected by common interests both at work and at home. They commonly designate some working process or implement of labor. Professionalisms are correlated to terms. Terms, as has already been indicated, are coined to nominate new concepts that appear in the process of, and as a result of, technical progress and the development of science. Professional words name a new already-existing concepts, tools or instruments, and have the typical properties of a special code. The main feature of professionalism is its technicality. Professionalisms are special words in the non-literary layer of the English vocabulary, whereas terms are a specialized group belonging to the literary layer of words. Terms, if they are connected with a field or branch of science or technique well-known to ordinary people, are easily decoded and enter the neutral stratum of the vocabulary. Professionalisms generally remain in circulation within a definite community, as they are linked to a common occupation and common social interests. The semantic structure of the term is usually transparent and is therefore easily understood. The semantic structure of a professionalism is often dimmed by the image on which the meaning of the professionalism is based, particularly when the features of the object in question reflect the process of the work, metaphorically or metonymically. Like terms, professionalisms do not allow any polysemy, they are monosemantic.

Here are some professionalisms used in different trades: tin-fish (^submarine); block-buster (= a bomb especially designed to destroy blocks of big buildings); piper (=a specialist who decorates pastry with the use of a cream-pipe); a midder case (=a midwifery case); outer (= knockout blow). Some professionalisms, however, like certain terms, become popular and gradually lose their professional flavor. Professionalisms should not be mixed up with jargonisms. Like slang words, professionalisms do not aim at secrecy. They fulfill a socially useful function in communication, facilitating a quick and adequate grasp of the message.

Professionalisms are used in emotive prose to depict the natural speech of a character. The skilful use of a professional word will show not only the vocation of a character, but also his education, breeding, environment and sometimes even his psychology. That is why, perhaps, a literary device known as speech-characterization is so abundantly used in emotive prose. The use of professionalisms forms the most conspicuous element of this literary device.

Dialectal words

This group of words is obviously opposed to the other groups of the non-literary English vocabulary and therefore its stylistic functions can be more or less clearly defined. Dialectal words are those which in the process of integration of the English national language remained beyond its literary boundaries, and their use is generally confined to a definite locality. We exclude here what are called social dialects or even the still looser application of the term as in expressions like poetical dialect or styles as dialects. With reference to this group there is a confusion of terms, particularly between the terms dialectal, slang and vernacular. 

There is sometimes a difficulty in distinguishing dialectal words from colloquial words. Some dialectal words have become so familiar in good colloquial or standard colloquial English that they are universally accepted as recognized units of the standard colloquial English. To these words belong lass, meaning 'a girl or a beloved girl and the corresponding lad, 'a boy or a young man, daft from the Scottish and the northern dialect, meaning 'of unsound mind, silly; fash also Scottish, with the meaning of 'trouble, cares'. Still they have not lost their dialectal associations and therefore are used in literary English with the above-mentioned stylistic function of characterization.

Of quite a different nature are dialectal words which are easily recognized as corruptions of standard English words, although etymologically they may have sprung from the peculiarities of certain dialects. The following words may serve as examples: hinny from honey; tittle apparently from sister, being a childish corruption of the word; cutty meaning a 'testy or naughty girl or woman7.

Among other dialects used for stylistic purposes in literature is the southern dialect (in particular that of Somersetshire). This dialect has a phonetic peculiarity that distinguishes it from other dialects. Dialectal words are only to be found in the style of emotive prose, very rarely in other styles. And even here their use is confined to the function of characterizing personalities through their speech. Perhaps it would not be a false supposition to suggest that if-it were not for the use of the dialectal words in emotive prose they would have already disappeared entirely from the English language. The unifying tendency of the literary language is so strong that language elements used only in dialect are doomed to vanish, except, perhaps, those which, because of their vigor and beauty, have withstood the integrating power of the written language.

Writers who use dialectal words for the purpose of characterizing the speech of a person in a piece of emotive prose or drama, introduce them into the word texture in different ways. Some writers make an unrestrained use of dialectal words and also slang, jargonisms and professionalisms, not only in characterization, but also in their narrative. They mistake units of language which have not yet established themselves in Standard English for the most striking features of modern English. An over-abundance of words and phrases of what we call non-literary English not only makes the reading difficult, but actually contaminates the generally accepted norms of the English language. Other writers use dialectal words sparingly, introducing only units which are understandable to the intelligent English reader, or they make use of units which they think will enrich the Standard English vocabulary. Among words which are easily understood by the average Englishman are: maister, weel, eneugh, laird, naething and the like, characteristic of Scottish. Dialectal words, unlike professionalisms, are confined in their use to a definite locality and most of the words deal, as H. C. Wyld points out, with the everyday life of the country.

Vulgar words or vulgarisms

The term vulgarism, as used to single out a definite group of words of non-standard English, is rather misleading. The ambiguity of the term apparently proceeds from the etymology of the word. Vulgar, as explained by the Shorter Oxford Dictionary, means a) words or names employed in ordinary speech; b) common, familiar; c) commonly current or prevalent, generally or widely disseminated. So vulgarisms are: 

1) expletives and swear words which are of an abusive character, like 'damn', 'bloody', to hell', 'goddam' and, as some dictionaries state, used now as general exclamations;

2) obscene words. These are known as four-letter words the use of which is banned in any form of .intercourse as being indecent. 

Vulgarisms are often used in conversation out of habit, without any thought of what they mean, or intimidation of those who use them in order not to seem old-fashioned or prudish. Unfortunately in modern fiction these words have gained legitimacy. The most vulgar of them are now to be found even in good novels. This lifting of the taboo has given rise to the almost unrestrained employment of words which soil the literary language. However, they will never acquire the status of Standard English vocabulary and will always remain on the outskirts.

The function of expletives is almost the same as that of interjections that is to express strong emotions, mainly annoyance, anger, vexation and the like. They are not to be found in any functional style of language except emotive prose, and here only in the direct speech of the characters. The language of the underworld is rich in coarse words and expressions. But not every expression which may be considered coarse should be regarded as a vulgarism. Coarseness of expression may result from improper grammar, non-standard pronunciation, from the misuse of certain literary words and expressions, from a deliberate distortion of words. These are improprieties of speech but not vulgarisms. Needless to say the label coarse is very frequently used merely to designate an expression which lacks refinement. But vulgarisms, besides being coarse properly, are also rude and emotionally strongly charged and, like any manifesta​tion of excess of feelings, are not very discernible as to their logical meaning.

Colloquial coinages (words and meanings)

Colloquial coinages (nonce-words), unlike those of a literary-bookish character, are spontaneous and elusive. This proceeds from the very nature of the colloquial words as such. Not all of the colloquial nonce-words are fixed in dictionaries or even in writing and therefore most of them disappear from the language leaving no trace in it whatsoever. Unlike literary-bookish coinages, nonce-words of a colloquial nature are not usually built by means of affixes but are based on certain semantic changes in words that are almost imperceptible to the linguistic observer until the word finds its way into print. It is only a careful stylistic analysis of the utterance as a whole that will reveal a new shade of meaning inserted into the semantic structure of a given word or word-combination. Writers often show that they are conscious of the specific character of the nonce-word they use by various means. The „following-are illustrations of the deliberate use of a new word that either was already established in the language or was in process of being established as such:

"...besides, there is a tact——

(That modern phrase appears to me sad stuff.

But it will serve to keep my verse compact).

(Byron, "Don Juan")

New expressions accepted by men-of-letters and commented on in one way or another are not literary coinages but colloquial ones. New literary coinages will always bear the brand of individual creation and will therefore have more or less precise semantic boundaries. The meaning of literary coinages can easily be grasped by the reader because of the use of the productive means of word-building, and also from the context, of course. This is not the case with colloquial nonce-words. The meaning of these new creations creeps into well-known words imperceptibly. One hardly notices the process leading to the appearance of a new meaning. Therefore colloquial nonce-formations are actually not new words but new meanings of existing words. True, there are some words that are built with the help of affixes, but these are few and they are generally built with the most common suffixes or prefixes of the English language which have no shade of bookishness, as -er, -al, un- and the like. New coinage in colloquial English awakens as emphatic a protest on the part of literary-conscious people as do nonce-words in literary English. Here is an interesting quotation from an article in The New York Times Magazine:

"Presently used to mean 'at the present moment' but became so completely colored with idea of 'in the near future7 that when its older meaning came back into general use after World War II, through re-introduction into civilian speech of the conservative military meaning, many people were outraged and insisted that the old meaning was being corrupted.’’

Some changes in meaning are really striking. What are called semantic changes in words have long been under the observation of both lexicologists and lexicographers. Almost every textbook on the study of words abounds in examples of words that have undergone such considerable changes in meaning that their primary meanings are almost lost. See the changes in the words nice, knave, marshal, fellow, for example. In some cases it is difficult to draw a line of demarcation between nonce-words of bookish and of colloquial origin. Some words which have undoubtedly sprung from the literary-bookish stratum have be​come popular in ordinary colloquial language and have acquired new meanings in their new environment.

Sudden alterations in meaning have frequently been observed in studies of semantic change. The unexpectedness of some of the changes is really striking and can be accounted for only by the shift of the sphere of usage from literary to colloquial. It is evidently the intonation pattern that brings forth the change. Perhaps the real cause of such changes is the ironic touch attached to the word sophistication and also to other words which have undergone such an unexpected shift in meaning. It follows then that some nonce-words and meanings may, on the one hand, acquire legitimacy and thus become facts of the language, while, on the other hand, they may be classified аs literary or colloquial according to which of the meanings is being dealt with. The ways and means of semantic change are sometimes really mysterious. To use Evans's words, "some words go hog wild in meaning. The word sophisticated from its colloquial use denoting some passive quality started to mean 'delicately responsive to electronic stimuli, highly complex mechanically', 'requiring skilled control', 'extraordinarily sensitive in receiving, interpreting and transmitting signals'. 

There is another feature of colloquial nonce-words which must not be overlooked. There are some which enjoy hopeful prospects of staying in the vocabulary of the language. The nature of these creations is such that if they appear in speech they become noticeable and may develop into catch-words. Then they become fixed as new colloquial coinages and cease to be nonce-words. They have acquired a new significance and a new stylistic evaluation. They are then labeled as slang, colloquial, vulgar or something of this kind. Literary nonce-words, on the other hand, may retain the label nonce forever, as, for example, Byron's "weatherology." Nonce-coinage appears in all spheres of life. Almost every calling has some favorite catch-words which may live but a short time. They may become permanent and generally accepted terms, or they may re​main nonce-words, as, for example, hate ships used by John O'Hara in "Ten North Frederic."

Particularly interesting are the contextual meanings of words. They may rightly be called nonce-meanings. They are frequently used in one context only, and no traces of the meaning are to be found in dictionaries. Thus, the word 'opening' in the general meaning of a way in the sentence "This was an opening and I followed it", is a contextual meaning which may or may not in the long run become one of the dictionary meanings.

Most of the words which we call here colloquial coinages are newly-minted words, expressions or meanings which are labeled slang in many modern dictionaries. But we refrain from using the term as freely as it is used in dictionaries firstly because of its ambiguity, and secondly because we reserve it for phenomena which in Russian are known as просторечье, i. e. city vernacular bordering on non-literary speech.

LECTURE 5

PHONETIC EXPRESSIVE MEANS AND STYLISTIC DEVICES

GENERAL NOTES

The stylistic approach to the utterance is not confined to its structure and sense. There is another thing to be taken into account which, in a certain type of communication, viz. belles-lettres, plays an important role. This is the way a word, a phrase or a sentence sounds. The sound of most words taken separately will have little or no aesthetic value. It is in combination with other words that a word may acquire a desired phonetic effect. The way a separate word sounds may produce a certain euphonic impression, but this is a matter of individual perception and feeling and therefore subjective. For instance, a certain English writer expresses the opinion that angina, pneumonia, and uvula would make beautiful girl's names instead of what he calls "lumps of names like Joan, Joyce and Maud"* In the poem "Cargoes" by John Masefield he considers words like ivory, sandal-wood, cedar-wood, emeralds and amethysts as used in the first two stanzas to be beautiful, whereas those in the 3rd stanza "strike harshly on the earl"

"With a cargo of Tyne coal,

Road-rails, pig-lead,

Fire-wood, iron-ware and cheap tin trays.

The theory of sound symbolism is based on the assumption that separate sounds due to their articulatory and acoustic properties may awake certain ideas, perceptions, feelings, images, vague though they might be. Recent investigations have shown that "it is rash to deny the existence of universal, or widespread, types of sound symbolism’. In poetry we cannot help feeling that the arrangement of sounds carries a definite aesthetic function. Poetry is not entirely divorced from music. Such notions as harmony, euphony, rhythm and other sound phenomena undoubtedly are not indifferent to the general effect produced by a verbal chain. Poetry, unlike prose, is meant to be read out loud and any oral performance of a message inevitably involves definite musical (in the broad sense of the word) interpretation.

Onomatopoeia

Onomatopoeia is a combination of speech-sounds which aims at imitating sounds produced in nature (wind, sea, thunder, etc), by things (machines or tools, etc), by people (sighing, laughter, patter of feet, etc) and by animals. Combinations of speech sounds of this type will inevitably be associated with whatever produces the natural sound. Therefore the relations between onomatopoeia and the phenomenon it is supposed to represent is one of metonymy. There are two varieties of onomatopoeia: direct and indirect. Onomatopoetic words can be used in a transferred meaning, as for instance, ding-dong, which represents the sound of bells rung continuously, may mean 1) noisy, 2) strenuously contested. Examples are: a ding-dong struggle, a ding-dong go at something. In the following newspaper headline: DING-DONG ROW OPENS ON BILL, both meanings are implied. Indirect onomatopoeia, unlike alliteration, demands some mention of what makes the sound. Indirect onomatopoeia is sometimes very effectively used by re​peating words which themselves are not onomatopoetic, as in Poe's poem "The Bells" where the words tinkle and bells are distributed in the following manner:

"Silver bells... how they tinkle, tinkle, tinkle" and further

"To the tintinabulation that so musically wells

From the bells, bells, bells, bells,

Bells, bells, bells —

From the jingling and the tinkling of the bells."

Alongside obviously onomatopoetic words as tinkle, tintinnabulation and jingling the word bells is drawn into the general music of the poem and begins to display onomatopoetic properties through the repetition. Here is another example:

"Mostly he moved in urgent, precise, clipped movements— go-go — and talked the same way — staccato sentences."

The onomatopoetic effect is achieved by the repetition of the unono-matopoetic word 'go' the pronunciation of which is prompted by the word 'clipped', suggesting short, quick, abrupt motions. One seems even to hear the sound of his footsteps,

A skilful example of onomatopoetic effect is shown by Robert Southey in his poem "How the Water Comes down at Ladore." The title of the poem reveals the purpose of the writer. By artful combination of words ending in -ing and by the gradual increase of the number of words in successive lines, the poet achieves the desired sound effect. The poem is rather too long to be reproduced here, but a few lines will suffice as illus​trations:

"And nearing and clearing,

And falling and crawling and sprawling,

And gleaming and streaming and steaming and beaming,

And in this way the water comes down at Ladore,"

Alliteration

Alliteration is a phonetic stylistic device which aims at imparting a melodic effect to the utterance. The essence of this device lies in the repetition of similar sounds, in particular consonant sounds, in close succession, particularly at the beginning of successive words:

"The possessive instinct never stands still. Through florescence and feud, frosts and fires it follows the laws of progression."(Galsworthy) or:

"Deep into the darkness peering, long 1 stood there wondering,

fearing, . "Doubting, dreaming dreams no mortals ever dared to dream before." (E. A. Poe)

Alliteration, like most phonetic expressive means, does not bear any lexical or other meaning unless we agree that a sound meaning exists as such. But even so we may not be able to specify clearly the character of this meaning, and the term will merely suggest that a certain amount of information is contained in the repetition of sounds, as is the case with the repetition of lexical units. However, certain sounds, if repeated, may produce an effect that can be specified. For example, the sound [m] is frequently used by Tennyson in the poem "The Lotus Eaters" to give a somnolent effect.

"How sweet it were,...

To lend our hearts and spirits wholly

To the music of mild-minded melancholy;

To muse and brood and live again in memory*"

Therefore alliteration is generally regarded as a musical accompaniment of the author's idea, supporting it with some vague emotional atmosphere which each reader interprets for himself. Thus the repetition of the sound [d] in the lines quoted from Poe's poem "The Raven" prompts the feeling of anxiety, fear, horror, anguish or all these feelings simultaneously.

Sometimes a competent reader, if unable to decipher the implied purpose of the alliteration, may grow irritated if it is overdone and be ready to discard it from the arsenal of useful stylistic devices.

An interesting example of the overuse of alliteration is given in Swinburne's "Nephelidia" where the poet parodies his own style:

"Gaunt as the ghastliest of glimpses that gleam through the gloom of the gloaming when ghosts go aghast."

When the choice of words depends primarily on the principle of alliteration, exactitude of expression, and even sense may suffer. But when used sparingly and with at least some slight inner connection with the sense of the utterance, alliteration heightens the general aesthetic effect. Alliteration in the English language is deeply rooted in the traditions of English folklore. The laws of phonetic arrangement in Anglo-Saxon poetry differed greatly from those of present-day English poetry. In Old English poetry alliteration was one of the basic principles of verse and considered, along with rhythm, to be its main characteristic. Each stressed meaningful word in a line had to begin with the same sound or combination of sounds. The repetition of the initial sounds of the stressed words in the line, as it were, integrates the utterance into a compositional unit. Unlike rhyme in modern English verse, the semantic function of which is to chain one line to another, alliteration in Old English verse was used to consolidate the sense within the line, leaving the relation between the lines rather loose. But there really is an essential resemblance, structurally between alliteration and rhyme (by the repetition of the same sound), and also functionally (by communicating a consolidating effect). Alliteration is therefore sometimes called initial rhyme. The traditions of folklore are exceptionally stable and alliteration as a structural device of Old English poems and songs has shown remarkable continuity. It is frequently used as a well-tested means not only in verse but in emotive prose, in newspaper headlines, in the titles of books, in proverbs and sayings, as, for example, in the following: Tit for tat; blind as a bat, betwixt and between; It is neck or nothing; to rob Peter to pay Paul; or in the titles of books: "Sense and Sensibility" (Jane Austin); "Pride and Prejudice" (Jane Austin); "The School for Scandal" (Sheridan); "A Book of Phrase and Fable" (Brewer).

Rhyme

Rhyme is the repetition of identical or similar terminal sound combinations of words. Rhyming words are generally placed at a regular distance from each other. In verse they are usually placed at the end of the corresponding lines. Identity and particularly similarity of sound combinations may be relative. For instance, we distinguish between full rhymes and incomplete rhymes. The full rhyme presupposes identity of the vowel sound and the following consonant sounds in a stressed syllable, as in might, right; needless, heedless. When there is identity of the stressed syllable, including the initial consonant of the second syllable (in polysyllabic words), we have exact or identical rhymes. Incomplete rhymes present a greater variety. They can be divided into two main groups: vowel rhymes and consonant rhymes. In vowel rhymes the vowels of the syllables in corresponding words are identical, but the consonants may be different, as in flesh— fresh—press. Consonant rhymes, on the contrary, show concordance in consonants and disparity in vowels, as in worth—forth; tale—tool— Treble—trouble; flung—long. Modifications in rhyming sometimes go so far as to make one word rhyme with a combination of words; or two or even three words rhyme with a corresponding two or three words, as in upon her honour—won her; bottom—forgottem—shot him. Such rhymes are called broken. 

Compound rhyme may be set against what is called e у e-r h у tm, where the letters and not the sounds are identical, as in love—prove, flood— brood, have—grave. It follows that compound rhyme is perceived in reading aloud, eye-rhyme can only be perceived in the written verse. Many eye-rhymes are the result of historical changes in the vowel sounds in certain positions. The continuity of English verse manifests itself also in retention of some pairs of what were once rhyming words. But on the analogy of these pairs, new eye-rhymes have been coined and the model now functions alongside ear-rhymes.

According to the way the rhymes are arranged within the stanza, certain models have crystallized, for instance:

1. couplets —when the last words of two successive lines are rhymed. This is commonly marked aa.

2. triple rhymes—aaa

3. cross rhymes—abab

4. framing or ring rhymes—abba

There is still another variety of rhyme which is called i n t e г n a I rhyme. The rhyming words are placed not through the lines but within the line, as in:

"I bring fresh showers for the thirsting flowers." (Shelley) or:

"Once upon a midnight dreary while I pondered weak and weary." (Рое)

Internal rhyme breaks the line into two distinct parts, at the same time more strongly consolidating the ideas expressed in these two parts. Thus rhyme may be said to possess two seemingly contradictory functions: dissevering, on the one hand, and consolidating on the other. As in many stylistic devices, these two functions of rhyme are realized simultaneously in a greater or lesser degree depending on the distribution of the rhymes. In rhymes the consolidating function is rather conspicuous. In aabaab rhymes the rhyming words bb may not immediately reveal their consolidating function. The dissevering function of internal rhyme makes itself felt in a distinctive pause, which is a natural result of the longer line. This quality of internal rhyme may be regarded as a leading one. The distinctive function of rhyme is particularly felt when it occurs unexpectedly in ordinary speech or in prose. The listener's attention is caught by the rhyme and he may lose the thread of the discourse.

Rhythm

Rhythm exists in all spheres of human activity and assumes multifarious forms. It is a mighty weapon in stirring up emotions whatever its nature or origin, whether it is musical, mechanical, or symmetrical, as in architecture. The most general definition of rhythm may be expressed as follows: "Rhythm is a flow, movement, procedure, etc., characterized by basically regular recurrence of elements or features, as beat, or accent, in alternation with opposite or different elements or features" (Webster's New World Dictionary). Rhythm can be perceived only provided that there is some kind of experience in catching the opposite elements or features in their correlation, and, what is of paramount importance, experience in catching the regularity of alternating patterns. Rhythm is of primarily periodicity, which requires specification as to the type of periodicity. According to some investigations, rhythmical periodicity in verse "requires intervals of about three quarters of a second between successive peaks of periods."  It is a deliberate arrangement of speech into regularly recurring units intended to be grasped as a definite periodicity which makes rhythm a stylistic device. Rhythm, therefore, is the main factor which brings order into the utterance. The influence of the rhythm on the semantic aspect of the utterance is now being carefully investigated and it becomes apparent that orderly phonetic arrangement of the utterance calls forth orderly syntactical structures which, in their turn, suggest an orderly segmenting of the sense-groups. The conscious perception of rhythms must be acquired by training, as must the perception of any stylistic device. Some people are said to be completely deaf to rhythm and whatever efforts are exerted to develop this sense in them inevitably fail. But this is not true. A person may not be able to produce a flow of rhythmical units, but he can certainly acquire a feeling for rhythm if he trains his ear. Rhythm in language necessarily demands oppositions that alternate: long, short; stressed, unstressed; high, low; and other contrasting segments of speech. Some theoreticians maintain that rhythm can only be perceived if there are occasional deviations from the regularity of alternations. 

Academician V. M. Zirmunsky suggests that the concept of rhythm should be distinguished from that of metre. M e t r e is any form of periodicity in verse, its kind being determined by the character and number of syllables of which it consists. The metre is an ideal phenomenon characterized by its strict regularity, consistency and unchangeability. Rhythm is flexible and sometimes an effort is required to perceive it. In classical verse it is perceived at the background of the metre. In accented verse—by the number of stresses in a line. In prose - by the alternation of similar syntactical patterns. He gives the following definition of verse rhythm. It is "the actual alternation of stress which appears as a result of interaction between the ideal metrical law and the natural phonetic properties of the given .language material." He holds the view that romantic poetry regards metrical forms as a conventional tradition, which hinders the vigorous individual creativity of the poet and narrows the potential variety of poetic material.

This trend in literature justifies all kinds of deviations from the metrical scheme as well as the dissimilarity of stanzas; it favors enjambment because it violates the monotonous concurrence of the rhythmical and syntactical units of the metrical system; it makes ample use of imperfect rhymes, inasmuch as they violate the trivial exactness of sound correspondence. It follows then that the concept of rhythm should not be identified with that of metre, the latter, be it repeated, appearing only in classical verse as an ideal form, an invariant of the given scheme of alternation. However, the deviations (the variants) must not go so far as to obscure the consciously perceived ideal scheme. As has been pointed out before, stylistic effect can only be achieved if there is a clear-cut dichotomy of the constituent elements. In the present case the dichotomy is perceived in the simultaneous materialization of the orthodox and free patterns of metrical alternation. J. Middleton Murry states: "In order that rhythmic effects should be successful they must be differentiated with certainty; and to manage contrasts of rhythm—without contrast there is no differentiation—with so much subtlety that they will remain subordinate to the intellectual suggestion of the words, is the most delicate work imaginable." In his notes on Shakespeare's plays our Russian poet B. Pasternak expressed the same idea in the following words: "...The metre (that of blank verse) is not made conspicuous. This is not a recitation. The form with its self-admiration does not overshadow the content, which is infathomable and chaste. It is an example of sublime poetry which in its finest examples has always the simplicity and freshness of prose." It follows then that rhythm is not a mere addition to verse or emotive prose, which also has its rhythm, and it must not be regarded as possessing "phonetic autonomy amounting to an 'irrelevant texture', but has a meaning. This point of view is now gaining ground. Many attempts have been made to ascribe meaning to rhythm and even to specify different meanings to different types of metre. This is important, inasmuch as it contributes to the now-prevailing idea that any form must make some contribution to the general sense. Rhythm intensifies the emotions. It also specifies emotions. Some students of rhythm go so far as to declare that "...one obvious agency for the expression of his (a poet's) attitude is surely metre" and that "...the poet's attitude toward his reader is reflected in his manipulation—sometimes his disregard—of metre." So divergence from the ideal metrical scheme is an inherent quality of rhythm in verse. The range of divergence must, however, have its limits. Deviations from the metrical theme are free within the given frame of variation, but they cannot go beyond that frame lest the rhythmical pattern should be destroyed. Permissible deviations from the given metre are called modifications of the rhythmical pattern. Some of them occur so frequently in classical verse that they become, as it were, constituents of the rhythm.

It has already been pointed out that if rhythm is to be a stylistic category, one thing is required—the simultaneous "perception of two contrasting phenomena, a kind of dichotomy. Therefore rhythm in verse as an SD is defined as a combination of the ideal metrical scheme and the variations of it, variations which are governed by the standard. There are, however, certain cases in verse where no departures are allowed and the rhythm strikes the ear with its strict regularity. These are cases where the rhythm contributes to the sense. Thus in Robert Southey's "How the Water Comes Down at Ladore" the rhythm itself is meant to interpret the monotonous roar of the waterfall; or in Edward Lear's poem "The Nutcrackers and the Sugar-tongs" where the rhythm reproduces the beat of galloping horses' feet, or in march rhythm where the beat of the lines suggests a musical foundation. In short, wherever there is a recognizable semantic function of the rhythm few, if any, deviations are evident.

Rhythm reveals itself most conspicuously in music, dance and verse. We have so far dealt with verse because the properties of rhythm in language are most observable in this mode of communication. We shall now proceed to the analysis of rhythm in prose, bearing in mind that the essential properties of prose rhythm are governed by the same general rules, though not so apparent, perhaps, as in verse, and falling under different parameters of analysis. Much has been said and written about rhythm in prose. The parameters of the rhythm in verse and in prose are entirely different. R. Jakobson states: "... any metre uses the syllable as a-unit of measure at least in certain sections of the verse." The unit of measure in prose, however, is not the syllable but a structure, a word-combination, a sequence of words, that is, phrases, clauses, sentences, even supra-phrasal units. The structural pattern, which in the particular case is the rhythmical unit, will be repeated within the given span of prose. The rhythm will be based not on the regular alternation of opposing units, i.e. a regular beat, but on the repetition of similar structural units following one another or repeated after short intervals. The peculiar property of prose rhythm, particularly in 20th century prose, is that it occurs only in relatively short spans of text and that it constantly changes its patterns and may suddenly drop to a normal, almost unapparent rhythmical design or to no rhythm at all. It must be made clear that metrical or accented rhythm, which is an internal and indispensable property of verse, is incidental in prose, which in its very essence is arhythmical. A prose passage interpolated into a work written in verse, a device so favored by some poets, has its significance in the acute opposition of the two modes of expression: rhythmical versus arhythmical. The most observable rhythmical patterns in prose are based on the use of certain stylistic syntactical devices, namely, enumeration, repetition, parallel construction (in particular, balance) and chiasmus. The beginning of Dickens's "A Tale of Two Cities" may serve as an illustration of prose rhythm. Here the rhythm is easily discernible.

In the following passage it is more difficult to catch the rhythm, though when the passage is read aloud, the rhythm is clear: "The high-sloping roof, of a fine sooty pink was almost Danish, and two 'ducky* little windows looked out of it, giving an impression that very tall servants lived up there."(Galsworthy)

Here the rhythmical pattern of the utterance is almost imperceptible to an untrained ear, but will clearly be felt by one with rhythmical experience. The paired attributes high-sloping, fine sooty, ducky little and likewise the attribute with an adverbial modifier very tall are all structurally similar word-combinations and therefore create the rhythm. Indeed, almost any piece of prose, though in essence arhythmical, can be made rhythmical by isolating words or sequences of words and making appropriate pauses between each. In order to distinguish the variable delivery instances of an utterance from its inherent structural and semantic properties, it is necessary to subject the text to a thorough analysis of the correlated component parts. The short survey of the passage above shows that the prose rhythm is interspersed with-genuine metrical rhythm not devoid, of course, of the modifications which make the verse rhythm less conspicuous. A very good example of prose rhythm can be seen in the chapter from Galsworthy's "Man of Property" entitled 'June's Treat' a passage from which is given later. It must be noted that the irruption of prose into a metrical pattern is generally perceived as annihilation of rhythm, whereas the introduction of metrical pattern into prose aims at consolidating the already vaguely perceived rhythm of the utterance. Prose rhythm, unlike verse rhythm, lacks consistency, as it follows various principles. But nevertheless a trained ear will always detect a kind of alternation of syntactical units. The task is then to find these units and to ascertain the manner of alternation. This is not an easy task because, as has already been pointed out, rhythm is not an essential property of prose, whereas it is essential in verse. Prose is the opposite of verse and this opposition is primarily structural, in this case, rhythmical structure versus, arhythmical structure. The incursion of prose into poetry is a deliberate device to break away from its strict rhythm.

LECTURE 6

LEXICAL EXPRESSIVE MEANS AND STYLISTIC DEVICES

INTENTIONAL MIXING OF THE STYLISTIC ASPECT OF WORDS

Heterogeneity of the component parts of the utterance is the basis for a stylistic device called b a th о s. Unrelated elements are brought together as if they denoted things equal in rank or belonging to one class, as if they were of the same stylistic aspect. By being forcibly linked together, the elements acquire a slight modification of meaning. "Sooner shall heaven kiss earth—(here he fell sicker)

Oh, Julia! What is every other woe? — (For God's sake let me have a glass of liquor;

Pedro, Battista, help me down below) Julia, my love!—(you rascal, Pedro, quicker)—

Oh, Julia!—(this curst vessel pitches so)— Beloved Julia, hear me still beseeching!" (Here he grew inarticulate with retching.)

Such poetic expressions as 'heaven kiss earth', 'what is every other woe'; 'beloved Julia, hear me still beseeching' are joined in one flow of utterance with colloquial expressions—'For God's .sake; you rascal; help me down below. This produces an effect which serves the purpose of lowering the loftiness of expression, inasmuch as there is a sudden drop from the elevated to the commonplace or even the ridiculous. As is seen from this example, it is not so easy to distinguish whether the device is more linguistic, or more logical. But the logical and linguistic are closely interwoven in problems of stylistics. Another example in the following extract: "But oh? ambrosial cash! Ah! Who would lose thee? When we no more can use, or even abuse thee!" ("Don Juan")

Ambrosial is a poetic word meaning 'delicious', 'fragrant', /divine*. 'Cash is a common colloquial word meaning 'money', 'money that a person actually has', 'ready money'. Whenever literary words come into collision with non-literary ones there arises incongruity, which in any style is always deliberate, inasmuch as a style presupposes a conscious selection of language means. The following sentence from Dickens's "A Christmas Carol" illustrates with what skill the author combines elevated words and phrases and common colloquial ones in order to achieve the desired impact on the reader — it being the combination of the supernatural and the ordinary: "But the wisdom of our ancestors is in the simile; and my unhallowed hands shall not disturb it, or the Country's done for."

The elevated ancestors, simile, unhallowed, disturb (in the now obsolete meaning of tear to pieces) are put alongside the colloquial contraction the Country's (the country is) and the colloquial done for.

This device is a very subtle one and not always discernible even to an experienced literary critic, to say nothing of the rank-and-file reader. The difficulty lies first of all in the inability of the inexperienced reader to perceive the incongruity of the component parts of the utterance. Byron often uses bathos, for example: "They grieved for those who perished with the cutter And also for the biscuit-casks and butter." copulative conjunction and as well as the adverb also suggest the homogeneity of the concepts those who perished and biscuit-casks and butter. The people who perished are placed on the same level as the biscuits and butter lost at the same time. This arrangement may lead to at least two inferences:

1) for the survivors the loss of food was as tragic as the loss of friends who perished in the shipwreck;

2) the loss of food was even more disastrous, hence the elevated grieved ... for food.

It must be born in mind, however, that this interpretation of the subtle stylistic device employed here is prompted by purely linguistic analysis: the verbs to grieve and to perish, which are elevated in connotation, are more appropriate when used to refer to people — and are out of place when used to refer to food. The every-day-life- cares and worries overshadow the grief for the dead, or at least are put on the same level. The verb to grieve, when used in reference to both the people who perished and the food which was lost, weakens, as it were, the effect of the first and strengthens the effect of the second. The implications and inferences drawn from a detailed and meticulous analysis of language, means and, stylistic devices can draw additional information from the communication. 

We have already pointed out the peculiarity of the device, that it is half linguistic, half logical. But the linguistic side becomes especially conspicuous when there is a combination of stylistically heterogeneous words and phrases. Indeed, the juxtaposition of highly literary norms of expression and words or phrases that must be classed as non-literary, sometimes low colloquial or even vulgar, will again undoubtedly produce a stylistic effect, and when decoded, will contribute to the content of the utterance, often adding an element of humour. Thus, for instance, the following from Somerset Maugham's "The Hour before Dawn": 'Will you oblige me by keeping your trap shut, darling?' he retorted." The device is frequently presented in the structural model which we shall call heterogeneous enumeration.

 INTERACTION OF DIFFERENT TYPES OF LEXICAL MEANING

Words in context, as has been pointed out, may acquire additional lexical meanings not fixed in dictionaries, what we have called contextual meanings. The latter may sometimes deviate from the dictionary meaning to such a degree that the new meaning even becomes the opposite of the primary meaning, as, for example, with the word sophisticated. This is especially the case when we deal with transferred meanings. What is known in linguistics as transferred meaning is practically the interrelation between two types of lexical meaning: dictionary and contextual. The contextual meaning will always depend on the dictionary (logical) meaning to a greater or lesser extent. When the deviation from the acknowledged meaning is carried to a degree that it causes an unexpected turn in the recognized logical meanings, we register a stylistic device. The transferred meaning of a word may be fixed in dictionaries as a result of long and frequent use of the word other than in its primary meaning. In this case we register a derivative meaning of the word. The term 'transferred' points to the process of formation of the derivative meaning. Hence the term 'transferred' should be used, to our mind, as a lexicographical term signifying diachronically the development of the semantic structure of the word. In this case we do not perceive two meanings. When, however, we perceive two meanings of a word simultaneously, we are confronted with a stylistic device in which the two meanings interact.

INTERACTION OF PRIMARY DICTIONARY AND CONTEXTUALLY IMPOSED MEANINGS

The interaction or interplay between the primary dictionary meaning (the meaning which is registered in the language code as an easily recognized sign for an abstract notion designating a certain phenomenon or object) and a meaning which is imposed on the word by a micro-context may be maintained along different lines. One line is when the author identifies two objects which have nothing in common, but in which he subjectively sees a function, or a property, or a feature, or a quality that may make the reader perceive these two objects as identical. Another line is when the author finds it possible to substitute one object for another on the grounds that there is some kind of interdependence or interrelation between the two corresponding objects. A third line is when a certain property or quality of an object is used in an opposite or contradictory sense. The stylistic device based on the principle of identification of two objects is called a metaphor. The SD based on the principle of substitution of one object for another is called metonymy and the SD based on contrary concepts is called irony.

Let us now proceed with a detailed analysis of the ontology, structure and functions of these stylistic devices.

Metaphor

The term 'metaphor', as the etymology of the word reveals, means transference of some quality from one object to another. From the times of ancient Greek and Roman rhetoric, the term has been known to denote the transference of meaning from one word to another. It is still widely used to designate the process in which a word acquires a derivative meaning. Quintilian remarks: "It is due to the metaphor that each thing seems to have its name in language." Language as a whole has been figuratively defined as a dictionary of faded metaphors. Thus by transference of meaning the words grasp, get and see come to have the derivative meaning of understand. When these words are used with that meaning we can only register the derivative meaning existing in the semantic structures of the words. Though the derivative meaning is metaphorical in origin, there is no stylistic effect because the primary meaning is no longer felt. A metaphor becomes a stylistic device when two different phenomena (things, events, ideas, and actions) are simultaneously brought to mind by the imposition of some or all of the inherent properties of one object on the other which by nature is deprived of these properties. Such an imposition generally results when the creator of the metaphor finds in the two corresponding objects certain features which to his eye have something in common. The idea that metaphor is based on similarity or affinity of two (cor​responding) objects or notions is erroneous. The two objects are identified and the fact that a common feature is pointed to and made prominent does not make them similar. The notion of similarity can be carried on ad absurdum, for example, animals and human beings move, breathe, eat, etc. but if one of these features, i.e. movement, breathing, is pointed to in animals and at the same time in human beings, the two objects will not necessarily cause the notion of affinity.

Due to this power metaphor is one of the most potent means of creating images. An image is a sensory perception of an abstract notion already existing in the mind. Consequently, to create an image means to bring a phenomenon from the highly abstract to the essentially concrete. The identification is most clearly observed when the metaphor is embodied either in an attributive word, as in pearly teeth, voiceless sounds, or in a predicative word-combination. But the identification of different movements will not be so easily perceived because there is no explanatory unit. Let us look at this sentence: "In the slanting beams that streamed through the open window the dust danced and was golden," (O, Wilde) The movement of dust particles seem to the eye of the writer to be regular and orderly like the movements in dancing. What happens practically is that our mind runs in two parallel lines: the abstract and the concrete, i.e. movement (of any kind) and dancing (a definite kind). Sometimes the process of identification can hardly be decoded. Here is a metaphor embodied in an adverb: "The leaves fell sorrowfully." The movement of falling leaves is probably identified with the movement of a human being experiencing some kind of distress—people swing their bodies or heads to and fro when in this state of mind. One can hardly perceive any similarity in the two kinds of movements which are by the force of the writer's imagination identified. Generally speaking, one feature out of the multitude of features of an object found in common with a feature of another object will not produce resemblance. This idea is worded best of all in Wordsworth's famous lines: "To find affinities in objects in which no brotherhood exists to passive minds." Here is a recognition of the unlimited power of the poet in finding common features in heterogeneous objects.

Metaphorization can also be described as an attempt to be precise, as J. Middleton Murry thinks. But this precision is of an emotional and aesthetic character and not logical. This is what Middleton Murry writes:

"Try to be precise and you are bound to be metaphorical; you simply cannot help establishing affinities between all the provinces of the animate and inanimate world." Metaphors, like all stylistic devices, can be classified according to their degree of unexpectedness. Thus metaphors which are absolutely unexpected, i.e. are quite unpredictable, are called genuine metaphors. Those which are commonly used in speech and therefore are sometimes even fixed in dictionaries as expressive means of language are trite metaphors, or dead metaphors. Their predictability therefore is apparent. Genuine metaphors are regarded as belonging to language-in-action, i. e. speech metaphors; trite metaphors belong to the language-as-a-system, i.e. language proper, and are usually fixed in dictionaries as units of the language. V. V. Vinogradov states: "...a metaphor, if it is not a cliche, is an act of establishing an individual world outlook, it is an act of subjective isolation’’. Therefore a word metaphor is narrow, subjectively enclosed, it imposes on the reader a subjective view of the object or phenomenon and its semantic ties." The examples given above may serve as illustrations of genuine metaphors. Here are some examples of metaphors that are considered trite. They are time-worn and well rubbed into the language: ‘a ray of hope', 'floods of tears', 'a storm of indignation', 'a flight of fancy', ‘gleam of mirth', ‘a shadow of a smile' and the like. The interaction of the logical dictionary meaning and the logical contextual meaning assumes different forms. Sometimes this interaction is perceived as a deliberate interplay of the two meanings. In this case each of the meanings preserves its relative independence. Sometimes, however, the metaphoric use of a word begins to affect the source meaning, i.e. the meaning from which the metaphor is derived, with the result that the target meaning, that is, the metaphor itself, takes the upper hand and may even oust the source meaning. In this case, we speak of dead metaphors. In such words as to melt (away), as in "these misgivings gradually melted away" we can still recognize remnants of the original meaning and in spite of the fact that the meaning to vanish', to disappear' is already fixed in dictionaries as one of the derivative meanings, the primary meaning still, makes itself felt.

Trite metaphors are sometimes injected with new vigor, i.e. their primary meaning is re-established alongside the new (derivative) meaning. This is done by supplying the central image created by the metaphor with additional words bearing some reference to the main word. For example: "Mr. Pickwick bottled up his vengeance and corked it down." The verb to bottle up is explained in dictionaries as follows: to keep in check' ("Penguin Dictionary"); to conceal, to restrain, repress' ("Gassell's New English Dictionary"). The metaphor in the word can hardly be felt. But it is revived by the direct meaning of the verb to cork down. This context refreshes the almost dead metaphor and gives it a second life. Such metaphors are called sustained or p г о l о п ge d. Here is another example of a-sustained metaphor: "Mr. Dombey's cup of satisfaction was so full at this moment, however, that he felt he could afford a drop or two of its contents, even to sprinkle on the dust in the by-path of his little daughter." (Dickens, "Dombey and Son")

We may call the principal metaphor the central image of the sustained metaphor and the other words which bear reference to the central image—contributory images. Thus in the example given the word cup (of satisfaction) being a trite metaphor is revived by the following contributory images: full, drop, contents, sprinkle. It is interesting to note that the words conveying both the central image (the cup) and the contributory images are used in two senses simultaneously: direct and indirect. The second plane of utterance is maintained by the key word—satisfaction. It is this word that helps us to decipher the idea behind the sustained metaphor. Sometimes, however, the central image is not given, but the string of words all bearing upon some implied central point of reference are so associated with each other that the reader is bound to create the required image in his mind. Let us take the following sentence from Shakespeare: "I have no spur to prick the sides of my intent." The words spur, to prick, the sides in their interrelation will inevitably create the image of a steed, with which the speaker's intent is identified. The same is to be seen in the following lines from Shelley's "Cloud": "In a cavern under is fettered the thunder, It struggles and howls at fits." Here the central image—that of a captive beast—is suggested by the contributory images—fettered, struggles and howls. The metaphor is often defined as a compressed simile. But this definition lacks precision. Moreover, it is misleading, inasmuch as the metaphor aims at identifying the objects, while the simile aims at finding some point of resemblance by keeping the objects apart. That is why these two stylistic devices are viewed as belonging to two different groups of SDs. They are different in their linguistic nature.

True, the degree of identification of objects or phenomena in a metaphor varies according to its syntactic function in the sentence and to the part of speech in which it is embodied. Indeed, in the sentence 'Expression is the dress of thought' we can hardly see any process of identification between the concepts expression and dress, whereas in the lines: "Yet Time, who changes all, had altered him In soul and aspect as in age: years steal. Fire from the mind as vigour from the limb; And Life's enchanted cup but sparkles near the brim. (Byron, "Childe Harold")

The metaphors steal, fire, cup, brim embodied in verbs and nouns not used predicatively can be regarded as fully identified with the concepts they aim at producing. Genuine metaphors are mostly to be found in poetry and emotive prose. Trite metaphors are generally used as expressive means in newspaper articles, in oratorical style and even in scientific language. The use of trite metaphors should not be regarded as a drawback of style. They help the writer to enliven his work and even make the meaning more concrete.

There is constant interaction between genuine and trite metaphors. Genuine metaphors, if they are good and can stand the test of time, may, through frequent repetition, become trite and consequently easily predictable. Trite metaphors, as has been shown, may regain their freshness through the process of prolongation of the metaphor. Metaphors may be sustained not only on the basis of a trite metaphor. The initial metaphor may be genuine and may also be developed through a number of contributory images so that the whole of the utterance becomes one sustained metaphor. A skilfully written example of such a metaphor is to be found in Shakespeare's Sonnet No. 24: 

‘Mine eye hath play'd the painter and hath stell'd. T

hy beauty's form in table of my heart; 

My body is the frame wherein 'tis held,

And perspective it is best painter's art.

For through the painter must you see his skill,

To find where your true image pictured lies;

Which in my bosom's shop is hanging still,

That hath his windows glazed with thine eyes.

Now see what good turns eyes for eyes have done:

Mine eyes have drawn thy shape, and thine for me

Are windows to my breast, where-through the sun

Delights to peep, to gaze therein on thee;

Yet eyes this cunning want to grace their art. They draw but what they see, know not the heart.

The central image—'The eye—the painter' is developed through a number of contributory images: to draw, to stell, table, frame, hanging (picture) and the like.

In conclusion it would be of interest to show the results of the interaction between the dictionary and contextual meanings. The constant use of a metaphor gradually leads to the breaking up of the primary meaning. The metaphoric use of the word begins to affect the dictionary meaning, adding to it fresh connotations or shades of meaning. But this influence, however strong it may be, will never reach the degree where the dictionary meaning entirely disappears. If it did, we should have no stylistic device. It is a law of stylistics that in a stylistic device the stability of the dictionary meaning is always retained, no matter how great the influence of the contextual meaning may be.

Metonymy

Metonymy is based on a different type of relation between the dictionary and contextual meanings, a relation based not on identification, but on some kind of association connecting the two concepts which these meanings represent. Thus, the word crown may stand for 'king or queen', cup or glass for 'the drink it contains', woolsack for 'the Chancellor of the Exchequer who sits on it, OJT the position and dignity of the Lord Chancellor*, e. g., "Here the noble lord inclined his knee to the Woolsack." (from Hansard). Here also the interrelation between the dictionary and contextual meanings should stand out clearly and conspicuously. Only then can we state that a stylistic device is used. Otherwise we must turn our mind to lexicological problems, i.e. to the ways and means by which new words and meanings are coined. The examples of metonymy given above are traditional. In fact they are derivative logical meanings and therefore fixed in dictionaries. However, when such meanings are included in dictionaries, there is usually a label fig ('figurative use'). This shows that the new meaning has not replaced the primary one, but, as it were, co-exists with it. Still the new meaning has become so common, that it is easily predictable and therefore does not bear any additional information, which is an indispensable condition for an SD.

Here are some more widely used metonymical meanings, some of which are already fixed in dictionaries without the label fig: the press for '(the personnel -connected with) a printing or publishing establishment', or for 'the newspaper and periodical literature which is printed by the printing press'. The bench is used as a generic term for 'magistrates and justices'. A hand is used for a worker, the cradle stands for infancy, earliest stages, place of origin, and the grave stands for death.

Metonymy used in language-in-action, i.e. contextual metonymy, is genuine metonymy and reveals a quite unexpected substitution of one word for another, or one concept for another, on the ground of some strong impression produced by a chance feature of the thing, for example: "Miss Tox's hand trembled as she slipped it through Mr. Dombey's arm, and felt herself escorted up the steps, preceded by ajzocked hat and a Babylonian collar." (Dickens) 'A cocked hat and a Babylonian collar' stand for the wearer of the articles in question. One can hardly admit that there is a special character​izing function in such a substitution. The function of these examples of genuine metonymy is more likely to point out the insignificance of the wearer rather than his importance, for his personality is reduced to his externally conspicuous features, the hat and red collar.

Here is another example of genuine metonymy:

"Then they came in. Two of them, a man with long fair moustaches and a silent dark man... Definitely, the moustache and I had nothing in common." (Doris Lessing, "Retreat to Innocence")

Again we have a feature of a man which catches the eye, in this case his facial appearance: the moustache stands for the man himself. The function of the metonymy here is to indicate that the speaker knows nothing of the man in question, moreover, there is a definite implication that this is the first time the speaker has seen him.

Here is another example of the same kind:

"There was something so very agreeable in being so intimate with such a waistcoat, in being on such off-hand terms so soon with such a pair of whiskers that Tom was uncommonly pleased with himself." (Dickens, "Hard Times")

In these two cases of genuine metonymy a broader context than that required by a metaphor is necessary in order to decipher the true meaning of the stylistic device. In both cases it is necessary to understand the words in their proper meanings first. Only then is it possible to grasp the metonymy.

Metonymy and metaphor differ also in the way they are deciphered. In the process of disclosing the meaning implied in a metaphor, one image excludes the other, that is, the metaphor 'lamp' in the 'The sky lamp of the night', when deciphered, means the moon, and though there is a definite interplay of meanings, we perceive only one object, the moon. This is not the case with metonymy. Metonymy, while presenting one object to our mind, does not exclude the other. In the example given above the moustache and the man himself are both perceived by the mind. Many attempts have been made to pin-point the types of relation which metonymy is based on. Among them the following are most common:

1. A concrete thing used instead of an abstract notion. In this case the thing becomes a symbol of the notion, as in "The camp, the pulpit and the law For rich men's sons are free." (Shelley)

"    2. The container instead of the thing contained: •   The hall applauded.

3. The relation of proximity, as in:

"The round game table was boisterous and happy." (Dickens)

4. The material instead of the thing made of it, as in: "The marble spoke." ,                  

5. The instrument which the doer uses in performing the action instead of the action or the doer himself, as in:

"Well, Mr. Weller, says the gentleman, you're a very good whip, and can do what you like with your horses, we know." (Dickens)

"As the sword is the worst argument that can be used, so should it be the last." (Byron)

It must also be noted that metonymy, being a means of building up imagery, generally 'concerns concrete objects, which are generalized. The process of generalization is easily carried out with the help of the Indefinite article. Therefore instances of metonymy are very often used with the definite article, or with no article at all, as in "There was perfect sympathy between Pulpit and Pew", where 'Pulpit' stands for the clergyman and 'Pew' for the congregation.

This is probably due to the fact that any definition of a word may be taken for metonymy, inasmuch -as it shows a property or an essential quality of the concept, thus disclosing a kind of relation between the thing as a whole and a feature of it which may be regarded as part of it.

Irony

Irony is a stylistic device also based on the simultaneous realization of two logical meanings—dictionary and contextual, but the two meanings stand in opposition to each other. For example: "It must be delightful to find oneself in a foreign country without a penny in one's pocket."

The italicized word acquires a meaning quite the opposite to its primary dictionary meaning, that is, 'unpleasant', 'not delightful'. The word containing the irony is strongly marked by intonation. It has an emphatic stress and is generally supplied with a special melody design, unless the context itself renders this intonation pattern unnecessary, as in the following excerpt from Dickens's "Posthumous Papers of the Pickwick Club": "Never mind," said the stranger, cutting the address very short, "said enough—no more; smart chap that cabman—handled his fives well; but if I'd been your friend in the green jemmy—damn me—punch his head—7 Cod I would— pig's whisper— pieman too,—no gammon."

"This coherent speech was interrupted by the entrance of the Rochester coachman, to announce that..."

The word 'coherent', which describes Mr. Jingle's speech, is inconsistent with the actual utterance, and therefore becomes self-contradictory. In no other device where we can observe the interplay of the dictionary and contextual meanings, is the latter so fluctuating, suggestive, and dependent on the environment as is irony. That is why there are practically no cases of irony in language-as-a-system. Irony must not be confused with humor, although they have very much in common. Humor always causes laughter. What is funny must come as a sudden clash of the positive and the negative. In this respect irony can be likened to humor. But the function of irony is not confined to producing a humorous effect. In a sentence like "How clever of you!" where, due to the intonation pattern, the word 'clever' conveys a sense opposite to its literal signification, the irony does not cause a ludicrous effect. It rather expresses a feeling of irritation, displeasure, pity or regret. A word used ironically may sometimes express very subtle, almost imperceptible nuances of meaning. 

Richard Altick says: "The effect of irony lies in the striking disparity between what is said and what is meant. This "striking disparity" is achieved through the intentional interplay of two meanings, which are in opposition to each other.

Another important observation must be borne in mind when analysing the linguistic nature of irony. Irony is generally used to convey a negative meaning. Therefore only positive concepts may be used in their logical dictionary meanings. In the examples quoted above, irony is embodied in such words as 'delightful', 'clever', 'coherent', 'like'. The contextual meaning always conveys the negation of the positive concepts embodied in the dictionary meaning.

LECTURE 7

INTERACTION OF PRIMARY AND DERIVATIVE LOGICAL MEANINGS
Stylistic Devices Based on Polysemantic Effect, Zeugma and Pun

As is known, the word is, of all language units, the most sensitive to change; its meaning gradually develops and as a result of this development new meanings appear alongside the primary one. It is normal for almost every word to acquire derivative meanings; sometimes the primary meaning has to make way for quite a new meaning which ousts it completely. In dealing with the problem of nonce-words and new meanings we have already stated the fact that, in the development of language units we are constantly facing the opposing concepts of permanence and ephemerality. Some meanings are characterized by their permanence, others, like nonce-words and contextual meanings, are generally ephemeral, i.e. they appear in some contexts and vanish leaving no trace in the vocabulary of the language. Primary and the derivative meanings are characterized by their relative stability and therefore are met in dictionaries of the world. The problem of ephemerality is one of the vexed questions of lexicology. It is sometimes impossible to draw a line of demarcation between a derivative meaning of a polysemantic word and a separate word, i.e. a word that has broken its semantic ties with the head word and has become a homonym to the word it was derived from.

Polysemy is a category of lexicology and as such belongs to language-as-a-system. In actual everyday speech polуsemy vanishes unless it is retained for certain "stylistic purposes. A context that does not seek to produce any particular stylistic effect generally materializes. This SD can be detected only when a rather large span of utterance, up to a whole text, is subjected to a scrupulous and minute analysis. It also requires some skill in evaluating the ratio of the primary and derivative meanings in the given environment, the ratio being dependent on the general content of the text. The polysemantic effect is a very subtle and sometimes hardly perceptible stylistic device. But it is impossible to underrate its significance "in discovering the aesthetically pragmatic function of the utterance.

Unlike this device, the two SDs — Zeugma and Pun lie, as it were, on the surface of the text. Zeugma is the use of a word in the same grammatical but dif​ferent semantic relations to two adjacent words in the context, these being on the one hand, literal, and, on the other, transferred.

"Dora, plunging at once into privileged intimacy and into the middle of the room". (B. Shaw)

'To plunge' (into the middle of a room) materializes the meaning to rush into or 'enter impetuously'. Here it is used in its concrete, primary, literal meaning; in 'to plunge into privileged intimacy' the word 'plunge' is used in its derivative meaning. The same can be said of the use of the verbs 'stain' and 'lose' in the following lines from Pope's "The Rape of the Lock": " Whether the Nymph Shall stain her Honour or her new Brocade Or lose her Heart or necklace at a Ball.". This stylistic device is particularly favored in English emotive prose and in poetry. The revival of the original meanings of words must be regarded as an essential quality of work in the belles-lettres style. A good writer always keeps the chief meanings of words from fading away, provided the meanings are worth being kept fresh and vigorous. Zeugma is a strong and effective device to maintain the purity of the primary meaning when the two meanings clash. By making the two meanings conspicuous in this particular way, each of them stands out clearly. The structure of zeugma may present variations from the patterns given above. Thus in the sentence: "...And May's mother always stood on her gentility; and Dot's mother never stood on anything but her active little feet" (Dickens)

The word 'stood' is used twice. This structural variant of zeugma, though producing some slight difference in meaning, does not violate the principle of the stylistic device. It still makes the reader realize that the two meanings of the word 'stand' are simultaneously expressed, one primary and the other derivative.

Pun is another stylistic device based on the interaction of two words or phrase. It is difficult to draw fast distinction between zeugma and the pun. The only reliable distinguishing feature is a structural one: zeugma is the realization of two meanings of a verb whicn is taken tо refer (direct or indirect). The pun is more independent. There need not necessarily be a word in the sentence to which the pun-word refers. This does not mean, however, that the pun is entirely free. Like any other stylistic device, it must depend on a context. But the context may be of a more expanded character, sometimes even as large as a whole work of emotive prose. Thus the title of one of Oscar Wilde's plays, "The Importance of Being Earnest" has a pun in it, inasmuch as the name of the hero and the adjective meaning 'seriously-minded' are both present in our mind.

Here is another example of a pun where a larger context for its realization is used:

'"Bow to the board" said Bumble. Oliver brushed away two or three tears that were lingering in his eyes; and seeing no board but the table, fortunately bowed to that'. (Dickens)

In fact, the humorous effect is caused by the interplay not of two meanings of one word, but of two words. 'Board' as a group of officials with functions of administration and management and 'board' as a piece of furniture (a table) have become two distinct words. l.

Puns are often used in riddles and jokes, for example, in this riddle: What is the difference between a schoolmaster and an engine-driver? (One trains the mind and the other minds the train.)

Devices of simultaneously realizing the various meanings of words, which are of a more subtle character than those embodied in puns and zeugma, are to be found in poetry and poetical descriptions and in speculations in emotive prose. Men-of-letters are especially sensitive to the nuances of meaning embodied in almost every common word, and to make these words live with their multifarious semantic aspects is the task of a good writer. Those who can do it easily are said to have talent. In this respect it is worth subjecting to stylistic analysis words ordinarily perceived in their primary meaning but which in poetic diction begin to acquire some additional, contextual meaning. This latter meaning sometimes overshadows the primary meaning and it may, in the course of time, cease to denote the primary meaning, the derived meaning establishing itself as the most recognizable one. But to deal with it we shall here disregard the difference between polysemy and homonymy, it being irrelevant, more or less, for stylistic purposes.

These cases means to leave the domain of stylistics and find ourselves in the domain of lexicology are used to illustrate the interplay of primary and contextual   meanings. Let us take a few examples from poetical works:

In Robert Frost's poem "Stopping by Woods on a Snowy Evening" the poet, taking delight in watching the snow fall on the woods, concludes his poem in the following words:

"The woods are lovely, dark and deep. But I have promises to keep, And miles to go before I sleep, And miles to go before I sleep."

The word 'promises' here is made to signify two concepts, viz. 1) a previous engagement to be fulfilled and 2) total obligation.

The plural form of the word as well as the whole context of the poem are convincing proof that the second of the two meanings is the main one, in spite of the fact that in combination with the verb to keep (to keep a promise) the first meaning is more predictable.

Here is another example.

In Shakespearian Sonnet 29 there are the following lines:

"When in disgrace with fortune and men's eyes, I all alone beweep my outcast state, And trouble deaf heaven with my bootless cries And think upon myself and curse my fate."

Almost every word here may be interpreted in different senses: sometimes the differences are hardly perceptible, sometimes they are obviously antagonistic to the primary meaning. But we shall confine our analysis only to the meaning of the word 'cries' which signifies both prayer and lamentation. These two meanings are suggested by the relation of the word 'cries' to 'trouble deaf heaven'. But the word 'cries' suggests not only prayer and lamentation; it also implies violent prayer and lamentation as if in deep despair, almost with tears. It is very important to be able to follow the author's intention from his manner of expressing nuances of meaning which are potentially present in the semantic structure of existing words. Those who fail to define the suggested meanings of poetic words will never understand poetry because they are unable to decode the poetic language.

In various functional styles of language the capacity of a word to signify several meanings simultaneously manifests itself in different degrees. In scientific prose it almost equals zero. In poetic style though it is an essential property. To observe the fluctuations of meanings in the belles-lettres style is not only important for a better understanding of the purpose or intention of the writer, but also profitable to a linguistic scholar engaged in the study of semantic changes in words. 

INTERACTION OF LOGICAL AND EMOTIVE MEANINGS

It must be clearly understood that the logical and the emotive are built into our minds and they are present there in different degrees when we think of various phenomena of objective reality. The ratio of the two elements is reflected in the composition of verbal chains, i.e. in expression. Different emotional elements may appear in the utterance depending on its character and pragmatic aspect. Almost any word may acquire a greater or a lesser degree of emotiveness. This is due to the fact that, as B. Tomashevsky has said, "The word is not only understood, it is also experienced." There are words the function of which is to arouse emotion in the reader or listener. There are also words in which the logical meaning is almost entirely ousted. However, these words express feelings which have passed through our mind and therefore they have acquired an intellectual embodiment. In other words, emotiveness in language is a category of our minds and, consequently, our feelings are expressed not directly but indirectly, that is, by passing through our minds. It is therefore natural that some words have become the recognized symbols of emotions; the emotions are, as it were, not expressed directly but referred to.  The sensory stage of cognition of objective reality is not only the basis of abstract thinking, it also accompanies it, bringing the elements of sensory stimuli into the process of conceptual thinking, and thus defining the sensory grounds of the concepts as well as the combination of sensory images and logical concepts in a single act of thinking.

We shall try to distinguish between elements of language which have emotive meaning in their semantic structure and those which acquire this meaning in the context under the influence of a stylistic device or some other more expressive means in the utterance. A greater or lesser volume of emotiveness may be distinguished in words which have emotive meaning in their semantic structure. The most highly emotive words are words charged with emotive meaning that extent the logical meaning and can hardly be registered. These are all kinds of exclamations. Next come epithets, in which we can observe a kind of parity between emotive and logical meaning. 

Interjections and Exclamatory Words

Interjections are words we use when we express our feelings strongly and which may be said to exist in language as symbols of human emotions. The role of interjections in creating emotive meanings has already been dealt with. It remains only to show how the logical and emotive meanings interact and to ascertain their general functions and spheres of application. In traditional grammars the interjection is regarded as a part of speech, alongside other parts of speech, as the noun, adjective, verb, etc. But there is another view which regards the interjection not as a part of speech but as a sentence. There is much to uphold this view. Indeed, a word taken separately is deprived of any intonation which will suggest a complete idea, that is, a pronouncement; whereas a word interjection will always manifest a definite attitude on the part of the speaker towards the problem and therefore have intonation. The pauses between words are very brief, sometimes hardly perceptible, whereas the pause between" the interjection and the words that follow is so long, so significant that it may be equaled to the pauses between sen​tences. However, a closer investigation into the nature and functions of the interjection proves beyond doubt that the interjection is not a sentence; it is a word with strong emotive meaning. The pauses that frame interjections can be accounted for by the sudden transfer from the emotional to the logical or vice versa. Interjections have no sentence meaning if taken independently. Let us take some examples of the use of interjections: Oft, where are you going to, all you Big Steamers? (Kipling) The interjection oh by itself may express various feelings, such as regret, despair; disappoint pyrite, sorrow, woe, surprise, astonishment, lamentation, entreaty and many others. Here it precedes a definite sentence and must be regarded as a part of it. It denotes the tone of the question. The Oh here may be regarded, to use the terminology of theory of information, as a signal indicating emotional tension in the following utterance. The same may be observed in the use of the interjection oh in the following sentence from "A Christmas Carol" by Dickens: "Oft! but he was a tight-fisted hand at the grind-stone, Scrooge." The Oft here is a signal indicating the strength of the emotions of the author, which are further revealed in a number of devices, mostly syntactical, like elliptical sentences, tautological subjects, etc. The meaning of the interjection Oft in the sentence can again be pinned down only from the semantic analysis of the sentence following it and then it becomes clear that the emotion to be understood is one of disgust or scorn. So interjections, as it were, radiate the emotional element over the whole of the utterance, provided, of course, that they precede it.

It is interesting to note in passing how often interjections are used by Shakespeare in his sonnets. Most of them serve as signals for the sestet which is the semantic or/and emotional counterpart to the octave,1 or example:

"0, carve not with thy horns ..."            (Sonnet 19)

"0, Let me, true in love, but..." (21)

"0, therefore, love be of thyself...." (22)

"0, let my books be, then, the..." (23)

"0, then vouchsafe me..." (32)

"0, absence, what a torment..." (39)

"0, no! thy love, though much..." (61)

"0, fearful meditation..." (65)

"0, if I say, you look..." (71)

"0, lest your true love..." (72)

"0, know, sweet love..." (76)

Mft, do not, when my heart..." (96)2

Interjections can be divided into primary and derivative. Primary interjections are generally devoid of any logical meaning. Derivative interjections may retain a modicum of logical meaning, though this is always suppressed by the volume of emotive meaning. Oft! Ahl Bahl Poohl GosM Hushl Alasl are primary interjections, though some of them once had logical meaning. 'Heavens!', 'good gracious!', 'dear me!', 'God!', 'Come on!', 'Look here!', 'dear!', 'by the Lord!', 'God knows!', 'Bless me!', 'Humbug!' and many others of this kind are not interjections as such; a better name for them would be exclamatory words and word-combinations generally used as interjections,' i.e. their function is that of the interjection.

It must be noted here that some adjectives, nouns and adverbs can also take on the function of interjections—for example, such words as terrible!, awful!, great!', wonderful!, splendid!', fine!, man!, boy! With proper intonation and with an adequate pause such as follows an interjection, these words may acquire a strong emotional coloring and are equal in force to interjections. In that case we may say that some adjectives and adverbs have acquired an additional grammatical meaning, that of the interjection. Men-of-letters, most of whom possess an acute feeling for words, their meaning, sound, possibilities, potential energy, etc., are always aware of the emotional charge of words in a context. 

Interjections always attach a definite modal nuance to the utterance. But it is impossible to define exactly the shade of meaning contained in a given interjection, though the context may suggest one. Here are some of the meanings that can be expressed by interjections: joy, delight, admiration, approval, disbelief, astonishment, fright, regret, woe, dissatisfaction, ennui (boredom), sadness, blame, reproach, protest, horror, irony, sarcasm, meanness, self-assurance, despair, disgust and many others. Interesting attempts have been made to specify the emotions expressed by some of the interjections. Here are a few lines from Byron's "Don Juan’’ which may serve as an illustration:

"All present life is but an interjection

An 'Oh' or 'Ah' of joy or misery, Or a 'Ha! ha!' or 'Bah!'—a yawn or 'Pooh!' Of which perhaps the latter is most true."

A strong impression is made by a poem by M. Tsvetayeva “Молвь” in which three Russian interjections “ox”, “ax” and “эх” are subjected to a poetically exquisite subtle analysis from the point of view of the meanings these three interjections may express.

Interjections, like other words in the English vocabulary, bear features which mark them as bookish, neutral or с о I I o q u i~ a l. Sometimes therefore a given interjection may be considered as bookish by one scholar and as neutral by another, or colloquial by one and neutral by another. However, the difference between colloquial and bookish will always be clear enough. In evaluating the attitude of a writer to the things, ideas, events and phenomena he is dealing with, the ability of the reader to pin-point the emotional element becomes of paramount importance. It is sometimes hidden under seemingly impartial description or narrative, and only an insignificant lexical unit, or the syntactical design of an utterance, will reveal the author's mood. 
The Epithet
From the strongest means of displaying the writer's or speaker's emotional attitude to his communication, we now pass to a weaker but still forceful, means — the ep i th e t. .The epithet is subtle and delicate in character. It is not as direct as the interjection. Some people even consider that it can create an atmosphere of objective evaluation, whereas it actually conveys the subjective attitude of the writer, showing that lie is partial in one way or another. The epithet is a stylistic device based on the interplay of emotive and logical meaning in an attributive word/phrase or even sentence used to characterize an object and pointing out to the reader, and frequently imposing on him, some of the properties or features of the object with the aim of giving an individual perception and evaluation of these features or properties. The epithet is markedly subjective and evaluative. The logical attribute is purely objective, non-evaluating. It is descriptive and indicates an inherent or prominent feature of the thing or phenomenon in question. Thus, in 'green meadows', 'white snow', 'round table', 'blue skies', 'pale complexion', 'lofty mountains' and the like, the adjectives are more logical attributes than epithets. They indicate those qualities of the objects which may be regarded as generally recognized. But in 'wild wind', 'loud ocean',, 'remorseless dash of billows', 'formidable waves', 'Heart-burning smile', the adjectives do not point to inherent qualities of the objects described. They are subjectively evaluative. The epithet makes a strong impact on the reader, so much so, that he unwittingly begins to see and evaluate things as the writer wants. Indeed, in such word-combinations as 'destructive charms', 'glorious sight', 'encouraging smile', the interrelation between logical and emotive meanings may be said to manifest itself in different degrees. The word destructive has retained its logical meaning to a considerable extent, but at the same time an experienced reader cannot help perceiving the emotive meaning of the word which in this combination will signify 'conquering, irresistible, dangerous'. The logical meaning of the word glorious in combination with the word sight has almost entirely faded out. Glorious is already fixed in dictionaries as a word having an emotive meaning alongside its primary, logical meaning. As to the word encouraging (in the combination 'encouraging smile') it is half epithet and half logical attribute. In some passages the logical attribute becomes so strongly enveloped in the emotional aspect of the utterance that it begins to radiate emotiveness, though by nature it is logically descriptive. Take, for example, the adjectives green, white, and blue, lofty (but somehow not round) in the combinations given above. In a suitable context they may all have a definite emotional impact on the reader. This is probably explained by the fact that the quality most characteristic of the given object is attached to it, thus strengthening the quality.

Epithets may be classified from different standpoints: s e m a nt i с and structurally. 

The associated epithet immediately refers the mind to the concept in question due to some actual quality of the object it is attached to, for instance, 'dark forest, 'dreary midnight', 'careful attention', 'unwearying research', 'fantastic terrors', etc.

Unassociated epithets are attributes used to characterize the object by adding a feature not inherent i.e. a feature which may be so unexpected as to strike the reader by its novelty, as, for instance, 'heart​burning smile', 'bootless cries', 'sullen earth', 'voiceless sands', etc. The adjectives here do not indicate any property inherent in the objects in question. They impose, as it were, a property on them which is fitting only in the given circumstances. It may seem strange, unusual, or even accidental. In any combination of words it is very important to observe to what degree the components of the combination are linked. When they are so closely linked that the component parts become inseparable, we note that we are dealing with a set expression. When the link between the component parts is comparatively close, we say there is a stable word-combination, and when we can substitute any word of the same grammatical category for the one given, we note what is called a free combination of words. With regard to epithets, this division becomes of paramount importance, inasmuch as the epithet is a powerful means for making the desired impact on the reader, and therefore its ties with the noun are generally contextual. However, there are combinations in which the ties between the attribute and the noun defined are very close, and the whole combination is viewed as a linguistic whole. Combinations of this type appear as a result of the frequent use of certain definite epithets with definite nouns. They become stable word-combinations. Examples are: 'bright face', valuable connections' 'sweet smile', 'unearthly beauty', 'pitch darkness', 'thirsty deserts'," 'deep feeling', 'classic example', 'powerful influence', 'sweet perfume' and the like. The predictability of such epithets is very great.

The function of epithets of this kind remains basically the same: "to show the evaluating, subjective attitude of the writer towards the |thing described. But for this purpose the author does not create his own, 'new, unexpected epithets; he uses ones that have become traditional, and may be termed "language epithets" as they belong to the language-as-a-system. Thus epithets may be divided into language epithets and sp e e ch epithets. Examples of speech epithets are: 'slavish knees', 'sleepless bay.'

Structurally, epithets can be viewed from the angle of a) composition and b) distribution.

From the point of view of their compositional structure epithets may be divided into simple, с о m p о u n d, p h r a s e and sentence epithets. Simple epithets are ordinary adjectives. Examples have been given above. 'Compound epithets are built like compound adjectives. Examples are: 'heart-burning sigh', 'sylph-like figures', 'cloud-shapen giant', "...curly-headed good-for-nothing,

And mischief-making monkey from his birth." (Byron)

The tendency to cram into one language unit as much information as possible has led to new compositional models for epithets which we shall call p h r as el  

epi t h e t s. A phrase and even a whole sentence may become an epithet if the main formal requirement of the epithet is maintained, viz. its attributive use. But unlike simple and compound epithets, which may have pre- or post-position, phrase epithets are always placed before the nouns they refer to. An interesting observation in this respect has been made by O. S. Akhmanova. "The syntactical combinations are, as it were, more explicit, descriptive, elaborate; the lexical are more of an indication, a hint or a clue to some previously communicated or generally known fact, as if one should say: 'You know what I mean and all I have to do now is to point it out to you in this concise and familiar way'.

This inner semantic quality of the attributive relations in lexical combinations, as they are called by O. S. Akhmanova, is, perhaps, most striking in the phrase and sentence epithets. Here the 'concise way' is most effectively used.

An interesting structural detail of phrase and sentence epithets is that they are generally followed by the expression, air, attitude and others which describe behavior or facial expression. In other words, such epithets seem to transcribe into language symbols a communication usually conveyed by non-linguistic means.

Another structural feature of such phrase epithets is that after the nouns they refer to, there often comes a subordinate attributive clause beginning with that. This attributive clause, as it were, serves the purpose of decoding the effect of the communication. It must be noted that phrase epithets are always hyphenated, thus pointing to the temporary structure of the compound word. These two structural features have predetermined the functioning of phrase epithets. Practically any phrase or, sentence which deals with the psychological state of a person may serve as an epithet. The phrases and sentences transformed into epithets lose their independence and assume a new quality which is revealed both in the intonation pattern (that of an attribute) and graphically (by being hyphenated).

Another structural variety of the epithet is the оnе, which we shall term r eve r s e d. The reversed epithet is composed of two nouns linked in a phrase. The subjective, evaluating, emotional element is embodied not in the noun attribute but in the noun structurally described, for example: "the shadow of a smile"; "a devil of a job" (Maugham); "...he smiled brightly, neatly, efficiently, a military abbreviation of a smile" (Graham Green); "A devil of ,a sea rolls in that bay" (Byron); "A little Flying Dutchman of a cab" (Galsworthy); "a dog of a fellow" (Dickens); "her brute of a brother" (Galsworthy); "...a long nightshirt of a mackin​tosh..." (Cronin)

It will be observed that such epithets are metaphorical. The noun to be assessed is contained in the of-phrase and the noun it qualifies is a' metaphor (shadow, devil, military abbreviation, Flying*Dutchman). The grammatical aspect, viz. attributive relation between the members of the combination shows that the SD here is an epithet. It has been acknowledged that it is sometimes difficult to draw a line of demarcation between attributive and predicative relations. Some attributes carry so much information that they may justly be considered bearers of predicativeness. This is particularly true of the epithet, especially genuine or speech epithets, which belong to language-in-action and not to language-as-a-system. These epithets are predicative in essence, though not in form. 

Some language epithets, in spite of opposition on the part of orthodox language purists, establish themselves in Standard English as conventional symbols of assessment for a given period. To these belong words we have already spoken of like terrible, awful, massive, top, dramatic, mighty, and crucial.

As in any enumeration, the string of epithets gives a many-sided definition of the object. This can easily be observed in the intonation pattern of a string of epithets. There is generally an ascending scale which culminates in the last epithet; if the last epithet is a language epithet (great), or riot an epithet (young), the culminating point is the last genuine epithet. The culminating point in the above examples is at fatal, apple-faced, and give-and-take.

Another distributional model is the tra ns f e r r e d epithet. Transferred epithets are ordinary logical attributes generally describing the state of a human being, but made to refer to an inanimate object, for example: "sick chamber, sleepless pillow, restless pace, breathless eagerness, tinbreakfasted morning, merry hours, a disapproving finger, Isabel shrugged an indifferent shoulder.

As may be seen, it is the force contributed to the attribute by its position, and not by its meaning, that hallows it into an epithet. The main feature of the epithet that of emotional assessment is greatly diminished in this model; but it never quite vanishes. The meaning of the logical attributes in such combinations acquires a definite emotional coloring.

Language epithets as part of the emotional word-stock of the language have a tendency to become obsolescent. That is the fate of many emotional elements in the language. They gradually lose their emotive charge and are replaced by new ones which, in their turn, will be replaced by neologisms. Such was the fate of the language epithet good-natured. In the works of Henry Fielding this epithet appears very often, as, for example, *a good-natured hole', 'good-natured side'. The words vast and vastly were also used as epithets in the works of men-of-letters of the 18th century, as in 'vast rains', 'vastly amused'.

The problem of the epithet is too large and too significant to be fully dealt with in a short chapter. Indeed, it may be regarded as the crucial problem in emotive language and epithets, correspondingly, among the stylistic devices of the language. It remains only to say that the epithet is a direct and straightforward way of showing the author's attitude towards the things described, whereas other stylistic devices, even image-bearing ones, will reveal the author's evaluation of the object only indirectly. That is probably why those authors who wish to show a seeming impartiality and objectivity in depicting their heroes and describing events use few epithets. Realistic authors use epithets much more sparingly, as statistical data have shown. Roughly speaking, Romanticism, on the other hand, may to some extent be characterized by its abundant use of epithets. In illustration we have taken at random a few lines from a stanza in Byron's "Childe Harold's Pilgrimage":

The horrid crags, by toppling convent, crowned, The cork-trees hoar that clothe the shaggy steep,

The mountain-moss by scorching skies imbrown'd, The sunken glen, whose sunless shrubs must weep,

The orange tints that gild the greenest bough…

Oxymoron

Oxymoron is a combination of two words (mostly an adjective and a noun or an adverb with an adjective) in which the meanings of the two clashes, being opposite in sense, for example: 'low skyscraper', 'sweet sorrow', 'nice rascal', 'pleasantly ugly face', 'a deafening silence'. If the primary meaning of the qualifying word changes or weakens, the stylistic effect of oxymoron is lost. This is the case with what were once oxymoronic combinations, for example, 'awfully nice', 'awfully glad', 'terribly sorry' and the like, where the words awfully and terribly have lost their primary logical meaning and are now used with emotive meaning only, as intensifiers. The essence of oxymoron consists in the capacity of the primary meaning of the adjective or adverb to resist for some time the overwhelming power of semantic change which words undergo in combination. The forcible combination of non-combinative words seems to develop what may be called a kind of centrifugal force which keeps them apart, in contrast to ordinary word-combinations where centripetal force is in action.

We have already pointed out that there are different ratios of emotive-logical relations in epithets. In some of them the logical meaning is hardly perceived, in others the two meanings co-exist. In oxymoron the logical meaning holds fast because there is no true word-combination, only the juxtaposition of two non-combinative words. But still we may notice a peculiar change in the meaning of the qualifying word. It assumes a new life in oxymoron, definitely indicative of the assessing tendency in the writer's mind.

Let us take the following example from O. Henry's story "The Duel" in which one of the heroes thus describes his attitude towards New York,

"I despise its very vastness and power. It has the poorest milli​onaires, the littlest great men, the haughtiest beggars, the plainest beauties, the lowest skyscrapers, the dolefulest pleasures of any town I ever saw,"

Even the superlative degree of the adjectives fails to extinguish the primary meaning of the adjectives: poor, little, haughty, etc. But by some inner law of word-combinations they also show the attitude of the speaker, reinforced, of course, by the preceding sentence: "I despise its very vastness and power."

It will not come amiss to express this language phenomenon in terms of the theory of information, which states that though the general tendency of entropy is to enlarge, the encoding tendency in the language, which strives for an organized system of language symbols, reduces entropy. Perhaps, this is due to the organizing spirit of the language, i.e. the striving after a system (which in its very essence is an organized whole) that oxymoronic groups, if repeated frequently, lose their stylistic quality and gradually fall into the group of acknowledged word-combinations which consist of an intensifier and the concept intensified.

Oxymoron has one main structural model: a d j e с t i v e  pron о u n. It is in this structural model that the resistance of the two component parts to fusion into one unit manifests itself most strongly. In the a d-v e r b + adjective model the change of meaning in the first element, the adverb, is more rapid, resistance to the unifying process not being so strong. Sometimes the tendency to use oxymoron is the mark of certain literary trends and tastes. There are poets in search of-new shades of meaning in existing words, which make a point of joining together words of contradictory meaning. "Two ordinary words may become almost new," writes V. V. Vinogradov, "if they are joined for the first time or used in an unexpected context." Thus, 'peopled desert', 'populous solitude', 'proud humility' are oxymoronic. Sometimes, however, the tendency to combine the uncombinative is revealed in structurally different forms, not in adjective-noun models. Gorki criticizes his own sentence: "I suffered then from the fanaticism of knowledge," and called it "a blunder". He points out that the acquiring of knowledge is not blind as fanaticism is. The syntactic relations here are not oxymoronic. But combinations of this kind can be likened to oxymoron. The same can be said of the following lines from Byron's "Childe Harold's Pilgrimage":

"Fair Greece! sad relic of departed Worth! Immortal, though no more, though fallen, great!"

Oxymoronic relations in the italicized part can scarcely be felt, but still the contrary signification is clearly perceived. Such structures may be looked upon as intermediate between oxymoron and antithesis.

LECTURE 8
INTERACTION OF LOGICAL AND NOMINAL MEANINGS

Antonomasia

We have already pointed out the peculiarities of nominal meaning. The interplay between the logical and nominal meanings of a word is called antonomasia. The two kinds of meanings must be realized in the word simultaneously. If only one meaning is materialized in the context, there is no stylistic device, as in hooligan, boycott and other examples given earlier. Here are some examples of genuine antonomasia.

"Among the herd of journals which are published in the States, there are some, the reader scarcely need be told, of character and credit. From personal intercourse with accomplished gentlemen connected with publications of this class, I have derived both pleasure and profit. But the name of these is Few, and of the other Legion, and the influence of the good is powerless to counteract the mortal poison of the bad. (Dickens)

The use of the word name made the author write the words 'Few', and 'Legion' with capital letters. It is very important to note that this device is mainly realized in the written language because generally capital letters are the only signals to denote the presence of the stylistic device. The same can also be observed in the following example from Byron's "Don Juan":

"Society is now one polished horde,

Form'd of two mighty tribes, the Bores and Bored."

In these two examples of the use of antonomasia the nominal meaning is hardly perceived, the logical meaning of the words few, legion, bores, bored being too strong. But there is another point that should be mentioned. Most proper names are built on some law of analogy. Many of them end in -son (as Johnson) or -er (Fletcher). We easily recognize such words as Smith, White, Brown, Green, Fowler and others as proper names. But such names as Miss Bron (Carter Brown) or Scrooge or Mr. Zero may be called t о k en or telling names. They give information to the reader about the bearer of the name. The nominal meaning is not intended to give any information about the person. It only serves the purpose of identification. Proper names, i.e. the words with nominal meaning, can etymologically, in the majority of cases, be traced to some quality, property or trait of a person, or to his occupation. But this etymological meaning may be forgotten and the word be understood as a proper name and nothing else. It is not so with antonomasia. Antonomasia is intended to point out the leading, most characteristic feature of a person or event, at the same time pinning this leading trait as a proper name to the person or event concerned. In fact, antonomasia is the initial stage in naming individuals. Antonomasia may be likened to the epithet in essence if not in form. It categorizes the person and thus simultaneously indicates both the general and the particular. Antonomasia is a much favored device in the belles-lettres style. In an article "What's in a name?" Mr. R. Davis says: "In deciding on names for his characters, an author has an unfair advantage over other parents. He knows so much better how his child will turn out. When Saul Bellow named Augie March, he had already conceived a hero restlessly on the move, marching ahead with august ideas of him. Henry James saw in Adam Verver of "The Golden Bowl" a self-made American, sprung from the soil, full of verve and zest for life. In choosing names like 'Murd-stone', 'Scrooge', and 'Gradgrind', Dickens was being even more obvious." 

In Russian literature this device is employed by many of our classic writers. It will suffice to mention such names as Vralman, Molchalin, Korobochka and Sobakevich to illustrate this efficient device for characterizing literary heroes, a device which is now falling out of use. These Russian names are also coined on the analogy of generally acknowledged models for proper names, with endings in -man, -in, -vich. An interesting literary device to emphasize token names is employed by Byron in his "Don Juan" where the name is followed or preceded by an explanatory remark, as in the following: "Sir John Pottledeep, the mighty drinker." "There was the sage Miss Reading." "And the two fair co-heiresses Giltbedding" "There was Dick Dubious, the metaphysician, Who loved philosophy and a good dinner; Angle, the soi-disant mathematician', Sir Henry Silvercup, the great race-winner". The explanatory words, as it were, revive the logical meaning of the proper names, thus making more apparent the interplay of logical and nominal meanings.

The use of antonomasia is now not confined to the belles-lettres style. It is often found in publicistic style, that is, in magazine and newspaper articles, in essays and also in military language. The following are examples:

"I say this to our American friends. Mr. Facing-Both-Ways does not get very far in this world." (The Times)

"I suspect that the Noes and Don't Knows would far out​number the Yesses" (The Spectator)

So far we have dealt with a variety of antonomasia in which common words with obvious logical meaning are given nominal meaning without losing their primary, basic significance. But antonomasia can also make a word which now has a basic nominal meaning acquire a generic signification, thus supplying the word with an additional logical meaning. The latter can only be deciphered if the events connected with a certain place mentioned or with a conspicuous feature of a person are well known. Thus, the word Dunkirk now means the evacuation of troops under heavy bombardment before it is too late', Sedan means a complete defeat', Coventry—'the destruction of a city by air raids', a quisling now means 'a traitor who aids occupying enemy forces'.

The spelling of these words demonstrates the stages by which proper nouns acquire new, logical meanings: some of them are still spelt with capital letters (geographical names), others are already spelt with small letters showing that a new word with a primary logical meaning has already come into existence. This variety of antonomasia is not so widely used as a stylistic device, most probably due to the nature of words with nominal meaning: they tell very little or even nothing about the bearer of the name. 

INTENSIFICATION OF A CERTAIN FEATURE OF A THING OR PHENOMENON

In order to understand the linguistic nature of the SDs of this group it is necessary to clear up some problems, so far untouched, of d e f i n i-t i о n as a philosophical category. Any definition can point out only one or two properties of a phenomenon. Therefore in building up a definition the definer tries to single out the most essential features of the object. These are pinned down by the definer through a long period of observation of the object, its functioning, its growth and its changes. However, no definition can comprise all the inner qualities of the object and new combinations of it with other objects as well; a deeper penetration into the ontology of the object will always reveal some hither to unknown qualities and features. In the third group of stylistic devices, which we now come to, we find that one of the qualities of the object in question is made to sound essential, This is an entirely different principle from that on which the second group is based, that of interaction between two lexical meanings simultaneously materialized in the context. In this third group the quality picked out may be seemingly unimportant, and it is frequently transitory but for a special reason it is elevated to the greatest importance and made into a telling feature.

Simile

Things are best of all learned by simile. V. G. Belinsky

The intensification of some one feature of the concept in question is realized in a device called simile. Ordinary comparison and simile must not be confused. They represent two diverse processes. Comparison means weighing two objects belonging to one class of things with the purpose of establishing the degree of their sameness or difference. To use a simile is to characterize one object by bringing it into contact with another object belonging to an entirely different class of things. Comparison takes into consideration all the properties of the two objects, stressing the one that is compared. Simile excludes all the properties of the two objects except one which is made common to them. For example: boy seems to be as clever as his mother' is ordinary comparison. 'Boy' and mother belong to the same class of objects—human beings—so this is not a simile but ordinary comparison.

But in the sentence: "Maidens, like moths, are ever caught by glare" (Byron), we have a simile. 'Maidens' and 'moths' belong to heterogeneous classes of objects and Byron has found the concept moth to indicate one of the secondary features of the concept maiden, i.e. being easily lured. Of the two concepts brought together in the simile—one characterized (maidens), and the other characterizing (moths)—the feature intensified will be more inherent in the latter than in the former. Moreover, the object characterized is seen in quite a new and unexpected light, because the writer, as it were, imposes this feature on it.

Similes forcibly set one object against another regardless of the fact that they may be completely alien to each other. And without our being aware of it, the simile gives rise to a new understanding of the object characterizing as well as of the object characterized. The properties of an object may be viewed from different angles, for example, its state, actions, manners, etc. Accordingly, similes may be based on adjective-attributes, adverb-modifiers, verb-predicates, etc. Similes have formal elements in their structure: connective words such as like, as, such as, as if, seem. Here are some examples of similes taken from various sources and illustrating the variety of structural de​signs of this stylistic device. "His mind was restless, but it worked perversely and thoughts Jerked through his brain like the misfiring of a defective carburettor" (Maugham

The structure of this simile is interesting, for it is sustained. Let us analyze it. The word 'jerked' in the micro-context, i.e. in combination with 'thoughts' is a metaphor, which led to the simile 'like the misfiring of a defective carburetor' where the verb to jerk carries its direct logical meaning. So the linking notion is the movement jerking which brings to the author's mind a resemblance between the working of the man's brain and the badly working, i.e. misfiring, carburetor. In other words, it is action that is described by means of a simile. Another example: "It was that moment of the year when the countryside seems to faint from its own loveliness, from the intoxication of its scents and sounds." (J. Galsworthy) This is an example of a simile which is half a metaphor. If not for the structural word 'seems', we would call it a metaphor. Indeed, if we drop the word 'seems and say, "the countryside faints from...," the clue-word 'faint' becomes a metaphor. But the word 'seems' keeps apart the notions of stillness and fainting. It is a simile where the second member—the human being—is only suggested by means of the concept faint.

The semantic nature of the simile-forming elements seem and as if is such that they only remotely suggest resemblance. Quite different are the connectives like and as. These are more categorical and establish quite straightforwardly the analogy between the two objects in question. Sometimes the simile-forming like is placed at the end of the phrase almost merging with it and becoming half-suffix, for example: "Emily Barton was very pink, very Dresden-china-shepherdess like." In simple non-figurative language, it will assume the following form: "Emily Barton was very pink, and looked like a Dresden-china-shepherdess"

Similes may suggest analogies in the character of actions performed. In this case the two members of the structural design of the simile will resemble each other through the actions they perform. Thus: "The Liberals have plunged for entry without considering its effects, while, the Labour leaders like cautious bathers have put a timorous toe info the water and promptly withdrawn it" The simile in this passage from a newspaper article 'like cautious bathers' is based on the simultaneous realization of the two meanings of the word plunge. The primary meaning 'to throw oneself into the water'—prompted the figurative periphrasis 'have put a timorous toe into the water and promptly withdrawn it' standing for 'have abstained from taking action.'

In the English language there is a long list of hackneyed similes pointing out the analogy between the various qualities, states or actions of a human being and the animals supposed to be the bearers of the given quality, etc. for example: treacherous as a snake, sly as a fox, busy as a bee, industrious as an ant, blind as a bat, faithful as a dog, to work like a horse, to be led like a sheep, to fly like a bird, to swim like a duck, stubborn as a mule, hungry as a bear, thirsty as a camel, to act like a puppy, playful as a kitten, vain (proud) as a peacock, slow as a tortoise and many others of the same type. These combinations, however, have ceased to be genuine similes and have become cliches in which the second component has become merely an adverbial intensifier. Its logical meaning is only vaguely perceived.

Periphrasis

Periphrasis is a device which, according to Webster's dictionary, denotes the use of a longer phrasing in place of a possible shorter and plainer form of expression. It is also called circumlocution due to the round-about or indirect way used to name a familiar object or phenomenon. Viewed from the angle of its linguistic nature, periphrasis represents the renaming of an object and as such may be considered along with a more general group of word designations replacing the direct names of their denotata. One and the same object may be identified in different ways and accordingly acquire different appellations. Thus, in different situations a certain person can be denoted, for instance, as either 'his benefactor', or 'this bore', or 'the narrator', or 'the wretched witness', etc. These names will be his only in a short fragment of the discourse, the criterion of their choice being furnished by the context. Such naming units may be called secondary, textually-confined designations and are generally composed of a word-combination. This device has a long history. It was widely used in the Bible and in Homer's Iliad. As a poetic device it was very popular in Latin poetry (Virgil). Due to this influence it became an important feature of epic and descriptive poetry throughout the Middle Ages and into the Renaissance. It is due to this practice of renaming things that periphrasis became one of the most favored devices in the 17th and 18th centuries giving birth even to a special trend in literature in France and other countries called periphrastic. There exists in English a whole battery of phrases which are still used as periphrastic synonyms for ordinary denominations of things and phenomena.

As a SD, periphrasis aims at pointing to one of the seemingly insignificant or barely noticeable features or properties of the given object, and intensifies this property by naming the object by the property. Periphrasis makes the reader perceive the new appellation against the background of the one existing in the language code and the twofold simultaneous perception secures the stylistic effect. At the same time periphrasis, like simile, has a certain cognitive function inasmuch as it deepens our knowledge of the phenomenon described. The essence of the device is that it is decipherable only in context. If a periphrastic locution is understandable outside the context, it is not a stylistic device but merely a synonymous expression. Such easily decipherable periphrases are also called traditional, dictionary or language periphrases. The others are speech periphrases. Here are some examples of well-known dictionary periphrases (peri​phrastic synonyms): the cap and gown (student body); a gentleman of the long robe (a lawyer); the fair sex (women); my better half (my wife). Most periphrastic synonyms are strongly associated with the sphere of their application and the epoch they were used in. Feudalism, for example, gave birth to a cluster of periphrastic synonyms of the word king, as: the leader of hosts; the giver of rings; the protector of earls; the victor lord. A play of swords meant 'a battle'; a battle-seat was 'a saddle'; a shield-bearer was 'a warrior'.

Traditional, language or dictionary periphrases and the words they stand for are synonyms by nature, the periphrasis being expressed by a word-combination. Periphrasis as a stylistic device is a new, genuine nomination of an object, a process which realizes the power of language to coin new names for objects by disclosing some quality of the object, even though it may be transitory, and making it alone represent the object, Here are some such stylistic periphrases: "I understand you are poor, and wish to earn money by nursing the little boy, niy son, who has been so prematurely deprived of what can never be replaced." (Dickens)

The object clause 'what can never be replaced' is a periphrasis for the word mother. The concept is easily understood by the reader within the given context, the latter being the only code which makes the deciphering of the phrase possible. This is sufficiently proved by a simple transformational operation, viz. taking the phrase out of its context. The meaning of 'what can never be replaced' used independently will bear no reference to the concept mother and may be interpreted in many ways. The periphrasis here expresses a very-individual idea of the concept. Here is another stylistic periphrasis which the last phrase in the sentence deciphers:"And Harold stands upon the place of skulls,

The grave of France, the deadly Waterloo," (Byron)

In the following:

"The hoarse, dull drum would sleep, And Man be happy yet." (Byron) the periphrasis can only be understood from a larger context, referring to the concept war. 'The hoarse, dull drum' is a metonymical periphrasis for war.

In some cases periphrasis is regarded as a demerit and should have no place in good, precise writing. This kind of periphrasis is generally called circumlocution. Thus Richard Altick states that one of the ways of obscuring truth "...is the use of circumlocutions and euphemisms." A round-about way of speaking about common things sometimes has an unnecessarily bombastic, pompous air and consequently is devoid of any aesthetic value. That is why periphrasis has gained the reputation of leading to redundancy of expression. The means supplied to enable the reader to decipher stylistic periphrasis are very subtle and have aesthetic value. In the following example the word of address is the key to the periphrasis: "Papa, love. I am a mother. I have a child who will soon call Walter by the name by which I call you." (Dickens)

The letter 'e' in some proper names is considered an indirect indication of noble or supposed noble descent, cf. Moreton and Morion, Srnythe and Smith, Browne and Brown, Wilde (Oscar) and Wyld (Cecil). The italicized phrase is a roundabout way of stating that two of his sons were unaristocratic enough to work at making ploughs.

Genuine poetical periphrasis sometimes depicts the effect without mentioning the cause, gives particulars when having in view the general, points out one trait which will represent the whole. Stylistic periphrasis, it must be repeated, like almost all lexical stylistic means, must efficiently and intentionally introduce a dichotomy, in this case the dichotomy of two designations for one object or idea. If it fails to do so, there is no stylistic device, only a hackneyed phrase. Periphrases, once original but now hackneyed, are often to be found in newspaper language. 

In such collocations as 'I am seeing things', or 'I'm hearing bells' we hardly ever perceive the novelty of the phrases and are apt to understand them for what they stand for now in modern colloquial English, i.e. to have hallucinations. Therefore these phrases must be recognized as periphrastic colloquial synonyms of the concepts delirium or hallucinations.

Stylistic periphrasis can also be divided into logical and f i g-u r a t i v e. Logical periphrasis is based on one of the inherent properties or perhaps a passing feature of the object described, as in instruments of destruction (Dickens) 'pistols'; the most pardonable of human weaknesses (Dickens) —'love'; the object of his admiration (Dickens); that proportion of the population which... is yet able to read words of more than one syllable, and to read them without perceptible movement of the lips ^'half-literate'. Figurative periphrasis is based either on metaphor or on metonymy, the key-word of the collocation being the word used figuratively, as in 'the punctual servant of all work' (Dickens) --'the sun'; 'in disgrace with fortune and men's eyes' (Shakespeare) ='in misfortune'; 'to tie the knot' ='to marry'.

There is little difference between metaphor or metonymy, on the one hand, and figurative periphrasis, on the other. It is the structural aspect of the periphrasis, which always presupposes a word-combination that is the reason for the division.

Euphemism

There is a variety of periphrasis which we shall call euphemistic. Euphemism, as is known, is a word or phrase used to replace an unpleasant word or expression by a conventionally more acceptable one, for example, the word 'to die' has bred the following euphemisms: to pass away, to expire, to be no more, to depart, to join the majority, to be gone, and the more facetious ones: to kick the bucket, to give up the ghost, to go west. So euphemisms are synonyms which aim at producing a deliberately mild effect. The origin of the term 'euphemism' discloses the aim of the device very clearly, i.e. speaking well (from Greek—eu = well + -pheme = speaking). In the vocabulary of any language, synonyms can be found that soften an otherwise coarse or unpleasant idea. Euphemism is sometimes figuratively called "a whitewashing device". The linguistic peculiarity of euphemism lies in the fact that every euphemism must call up a definite synonym in the mind of the reader or listener. This synonym, or dominant in a group of synonyms, as it is often called, must follow the euphemism like a shadow, as 'to possess a vivid imagination', or 'to tell stories' in the proper context will call up the unpleasant verb to lie. The euphemistic synonyms given above are part of the language-as-a-system. They have not been freshly invented. They are expressive means of the language and are to be found in all good dictionaries. They cannot be regarded as stylistic devices because they do not call to mind the keyword or dominant of the group; in other words, they refer the mind to the concept directly, not through the medium of another word. Compare these euphemisms with the following from Dickens's "Pickwick Papers": "They think we have come by this horse in some dishonest manner". The italicized parts call forth the word 'steal' (have stolen it).

Euphemisms may be divided into several groups according to their spheres of application. The most recognized are the following: 1) religious, 2) moral, 3) medical and 4) parliamentary. The life of euphemisms is short. They very soon become closely associated with the referent (the object named) and give way to a newly-coined word or combination of words, which, being the sign of a sign, throws another veil over an unpleasant or indelicate concept. Here is an interesting excerpt from an article on this subject.

"The evolution over the years of a civilized mental health service has been marked by periodic changes in terminology. The madhouse became the lunatic asylum; the asylum made way for the mental hospital—even if the building remained the same. Idiots, imbeciles and the feeble-minded became low, medium and high-grade mental defectives. All are now to be lumped together as patients of severely subnormal personality. The insane became persons of unsound mind, and are now to be mentally-ill patients. As each phrase develops the stigmata of popular prejudice, it is aban​doned in favor of another, sometimes less precise than the old. Unimportant in themselves, these changes of name are the sign​posts of progress." Albert C. Baugh gives another instance of such changes: "...the common word for a woman's undergarment down to the eighteenth century was 'smock'. It was then replaced by the more delicate word 'shift'® In the nineteenth century the same motive led to the substitution of the word 'chemise' and in the twentieth this has been replaced by 'combinations', 'step-ins', and other euphemisms." Today we have a number of words denoting similar garments, as 'briefs', and others. 

Conventional euphemisms--employed in conformity to social usages are best illustrated by the parliamentary codes of expression. In an article headed "In Commons, a Lie is Inexactitude" written by James Feron in The New York Times, we may find a number of words that are not to be used in Parliamentary debate. "When Sir Winston Churchill, some years ago," writes Feron, "termed a parliamentary opponent a 'purveyor of terminological inexactitudes',.every one in the chamber knew he meant 'liar'. Sir Winston has been ordered by the Speaker to withdraw a stronger epithet. So he used the euphemism, which became famous and is still used in the Commons. It conveyed the insult without sounding offensive, and it satisfied the Speaker." The author further points out that certain words, for instance, traitor and coward, are specifically banned in the House of Commons because earlier Speakers have ruled them disorderly or unparliamentary, Speakers have decided that jackass is unparliamentary but goose is acceptable; dog, rat and swine are out of order, but halfwit and Tory clot are in order.

This becomes particularly noticeable in connection with what are called political euphemisms. These are really understatements, the aim of which is to mislead public opinion and to express what is unpleasant in a more delicate manner. Sometimes disagreeable facts are even distorted with the help of a euphemistic expression. Thus the headline in one of the British newspapers "Tension in Kashmir" was to hide the fact that there was a real uprising in that area; "Undernourishment of children in India" stood for 'starvation'. In A. J. Cronin's novel "The Stars Look Down" one of the members of Parliament, referring to the words "Under​nourishment of children in India" says: "Honorable Members of the House understand the meaning of this polite euphemism." By calling under​nourishment a polite euphemism he discloses the true meaning of the word.

As has already been explained, genuine euphemism must call up the word it stands for. It is always the result of some deliberate clash between two synonyms. If a euphemism fails to carry along with it the word it is intended to replace, it is not a euphemism, but a deliberate veiling of the truth. All these building up of labor reserves, savings, free enterprisers and the like are not intended to give the referent its true name, but to distort the truth. The above expressions serve that purpose. Compare these word-combinations with real euphemisms, like a four-letter word ( an obscenity); or a woman of a certain type ( a prostitute, a whore); to glow (= to sweat), all of which bring to our mind the other word (words) and only through them the referent.

Periphrastic and euphemistic expressions were characteristic of certain literary trends and even produced a term periphrastic style. But it soon gave way to a more straightforward way of describing things. "The veiled forms of expression," writes G. H. McKnight, "which served when one was unwilling to look facts in the face has been succeeded by naked expressions exhibiting reality."1

Hyperbole

Another SD which also has the function of intensifying one certain property of the object described is h у p e r b о l e. It can be defined as a deliberate overstatement or exaggeration of a feature essential (unlike periphrasis) to the object or phenomenon. In its extreme form this exaggeration is carried to an illogical degree, sometimes ad absurdum. For example: "He was so tall that I was not sure he had a face." (O. Henry) or, "Those three words (Dombey and Son) conveyed the one idea of Mr. Dombey's life. The earth was made for Dombey and Son to trade in and the sun and moon were made to give them light. Rivers and seas were formed to float their ships; rainbows gave them promise of fair weather; winds blew for or against their enterprises; stars and planets circled in their orbits to preserve inviolate a system of which they were the centre." (Dickens) In order to depict the width of the river Dnieper Gogol uses the following hyperbole: "It's a rare bird that can fly to the middle of the Dnieper."

Like many stylistic devices, hyperbole may lose its quality as a stylistic device through frequent repetition and become a unit of the lan-guage-as-a-system, reproduced -in speech in its unaltered form. Here are some examples of language hyperbole: ‘A thousand pardons'; 'scared to death 'immensely obliged;' 'I'd give the world to see him.'

Byron says:

"When people say "I’ve told you fifty times" They mean to scold, and very often do."

Hyperbole differs from mere exaggeration in that it is intended to be understood as an exaggeration. In this connection the following quotations deserve a passing note: "Hyperbole is the result of a kind of intoxication by emotion, which prevents a person from seeing things in their true dimensions... If the reader (listener) is not carried away by the emotion of the writer (speaker), hyperbole becomes a mere lie." V. V. Vinogradov, developing Gorki's statement that "genuine art enjoys the right to exaggerate," states that hyperbole is the law of art which brings the existing phenomena of life, diffused as they are, to the point of maximum clarity and conciseness. Hyperbole is a device which sharpens the reader's ability to make a logical assessment of the utterance. This is achieved, as is the case with other devices, by awakening the dichotomy of thought and feeling where thought takes the upper hand though not to the detriment of feeling.

 PECULIAR USE OF SET EXPRESSIONS

In language studies there are two very clearly-marked tendencies that the student should never lose sight of, particularly when dealing with the problem of word-combination. They are 1) the analytical tendency, which seeks to dissever one component from another and 2) the synthetic tendency which seeks to integrate the parts of the combination into a stable unit. These two tendencies are treated in different ways in lexicology and stylistics. In lexicology the parts of a stable lexical unit may be separated in order to make a scientific investigation of the character of the combination and to analyze the components. In stylistics we analyze the component parts in order to get at some communicative effect sought by the writer. It is this communicative effect and the means employed to achieve it that lie within the domain of stylistics.

The integrating tendency also is closely studied in the realm of lexicology, especially when linguistic scholars seek to fix what seems to be a stable word-combination and ascertain the degree of its stability, its variants and so on. The integrating tendency is also within the domain of stylistics, particularly when the word-combination has not yet formed itself as a lexical unit but is in the process of being so formed. Here we are faced with the problem of what is called the cliche.

The Cliche

A cliche is generally defined as an expression that has become hackneyed and trite. As Random House Dictionary has it, "a cliche ... has lost originality, ingenuity, and impact by long over-use..." This definition lacks one point that should be emphasized; that is, a cliche strives after originality, whereas it has lost the aesthetic generating power it once had. There is always a contradiction between what is aimed at and what is actually attained. Examples of real cliches are 'rosy dreams of youth', 'the patter of little feet', 'deceptively simple'.

Definitions taken from various dictionaries show that cliche is a derogatory term and it is therefore necessary to avoid anything that may be called by that name. But the fact is that most of the widely recognized word-combinations which have been adopted by the language are unjustly classified as cliches. The aversion for cliches has gone so far that most of the lexical units based on simile are branded as cliches. In an interesting article entitled "Great Cliche Debate" published in the New York Times Magazine we can read the pros and cons concerning cliches. The article is revealing on one main point. It illustrates the fact that an uncertain or vague term will lead to various and even conflicting interpretations of the idea embodied in the term. What, indeed, do the words 'stereotyped', 'hackneyed', 'trite’ convey to the mind? First of all they indicate that the phrase is in common use. Is this a demerit? Not at all. On the contrary: something common, habitual, devoid of novelty is the only admissible expression in some types of communications. In the article just mentioned one of the debaters objects to the phrase 'Jack-of-all-trades' and suggests that it should be "one who can turn his hand to any (or to many kinds of) work." His opponent naturally rejects the substitute on the grounds that 'Jack of all trades' may, as he says, have long ceased to be vivid or original, but his substitute never was. And it is fourteen words instead of four. "Determine to avoid cliches at all costs and you are almost certain to be led into gobbledygook."

Debates of this kind proceed from a grossly mistaken notion that the term 'cliche' is used to denote all stable word-combinations, whereas it was coined to denote word-combinations which have long lost their novelty and become trite,' but which are used as if they were fresh and original and so have become irritating to people who are sensitive to the language they hear and read. What is familiar should not be given a derogatory label. On the contrary, if it has become familiar, that means it has won general recognition and by iteration has been accepted as a unit of the language. But the process of being acknowledged as a unit of language is slow. It is next to impossible to foretell what may be accepted as a unit of the language and what may be rejected and cast away as being unfit, inappropriate, and alien to the internal laws of the language or failing to meet the demand of the language community for stable word-combinations to designate new notions. Hence the two conflicting ideas: language should always be fresh, vigorous and expressive, and, on the other hand, language, as a common tool for intercommunication, should make use of units that are easily understood and which require little or no effort to convey the idea and to grasp it.

R. D. Altick in his "Preface to Critical Reading" condemns every word sequence in which what follows can easily be predicted from what precedes.

"When does an expression become a cliche? There can be no definite answer, because what is trite to one person may still be fresh to another. But a great many expressions are universally understood to be so threadbare as to be useless except in the most casual discourse. A good practical test is this: If, when you are listening to a speaker, you can accurately anticipate what he is going to say next, he is pretty certainly using cliches, otherwise he would be constantly surprising you." Then he gives examples, like We are gathered here to-day to mourn ('the untimely death') of our beloved leader...; Words are inadequate ('to express the grief that is in our hearts'). "Similarly when you read," he goes on, "if one word almost inevitably invites another, if you can read half of the words and know pretty certainly what the other are, you are reading cliches." And then again come illustrations, like We watched the flames ('licking') at the side of the building. A pall ('of smoke') hung thick over the neighbourhood...', He heard a dull ('thud') which was followed by an ominous ('silence').

This passage shows that the author has been led into the erroneous notion that everything that is predictable is a cliche. He is confusing useful word-combinations circulating in speech as members of the word-stock of the language with what claims to be genuine, original and vigorous. All word-combinations that do not surprise are labelled as cliches. If we agree with such an understanding of the term, we must admit that the following stable and necessary word-combinations used in newspaper language must be viewed as cliches: 'effective guarantees', 'immediate issues', 'the whip and carrot policy1, 'statement of policy, 'to maintain some equilibrium between reliable sources', 'buffer zone 'he laid it down equally clearly that...' and so on. R. D. Altick thus denounces as cliches such verb- and noun-phrases as 'to live to a ripe old age', 'to grow by leaps and bounds1, 'to with stand me test of time', 'to let bygones be bygones', 'to be unable to see the wood for the trees', 'to upset the apple-cart', 'to have an ace up one's sleeve'. And finally he rejects such word-combinations as 'the full flush of victory', “the patter of rain', 'part and parcel', 'a diamond in the rough' and the like on the grounds that they have outlasted their freshness. In his protest against hackneyed phrases, Altick has gone so far as to declare that people have adopted phrases like 'clock-work precision', 'tight-lipped (or stony) silence', 'crushing defeat', 'bumper-to-bumper traffic', 'sky-rocketing costs' and the like"... as a way of evading their obligation to make their own language."

Of course, if instead of making use of the existing means of communication, i. e. the language of the community, people are to coin "their own language," then Altick is right. But nobody would ever think such an idea either sound or reasonable. The set expressions of a language are 'part and parcel' of the vocabulary of the language and cannot be dispensed with by merely labelling them cliches.

However, at every period in the development of a language, there appear strange combinations of words which arouse suspicion as to their meaning and connotation. Many of the new-born word-combinations in modern English, both in their American and British variants, have been made fun of because their meaning is still obscure, and therefore they are used rather loosely. Recently in the New'York Times such cliches as 'speaking realization', 'growing awareness', 'rising expectations', to think unthinkable thoughts' and others were wittily criticized by a journalist who showed that ordinary rank-and-file American people do not understand these new word-combinations, just as they fail to understand certain neologisms, as opt (= to make a choice), and revived words, as deem (= to consider, to believe to be) and others and reject them or use them wrongly. But as history has proved, the protest of too-zealous purists often fails to bar the way to all kinds of innovations into Standard English. Illustrative in this respect is the protest made by Byron in his "Don Juan": ''...'free to confess'—(whence comes this phrase? Is't English? No—'tis only parliamentary)."

"strange coincidence to use a phrase

By which-such44 things are settled nowadays."

"The march of Science (How delightful these cliches are!)..."

(Aldington)

Byron, being very sensitive to the aesthetic aspect of his native language, could not help observing the triteness of the phrases he comments on, but at the same time he accepts them as ready-made units. Language has its strength and its weaknesses. A linguistic scholar must be equipped with methods of stylistic analysis to ascertain the writer's aim, the situation in which the communication takes place and possibly the impact on the reader, to decide whether or not a phrase is a cliche or "the right word in the right place". If he does not take into consideration all the properties of the given word or word-combination, the intricacies of language units may become a trap for him (Ibid). Men-of-letters, if they are real artists, use the stock of expressive phrases contained in the language naturally and easily, and well-known phrases never produce the impression of being clichés.

Proverbs and Sayings

Proverbs and sayings are facts of language. They are collected in dictionaries. There are special dictionaries of proverbs and sayings. It is impossible to arrange proverbs and sayings in a form that would present a pattern even though they have some typical features by which it is possible to determine whether or not we are dealing with one. These [typical features are: rhythm, sometimes rhyme and/or alliteration(. But the most characteristic feature of a proverb or a saying lies not in its formal linguistic expression, but in the content-form of the utter-once. As is known, a proverb or a saying is a peculiar mode of utterance which is mainly characterized by its brevity. The utterance itself, taken at Bits face value, presents a pattern which can be successfully used for other utterances. The peculiarity of the use of a proverb lies in the fact that the actual wording becomes a pattern which needs no new wording to suggest extensions of meaning which are contextual. In other words, proverb presupposes a simultaneous application of two meanings: the face-value or primary meaning, and an extended meaning drawn from the context, but bridled by the face-value meaning. In other words, the proverb itself becomes a vessel into which new content is poured. The actual wording of a proverb, its primary meaning, narrows the field of possible extensions of meaning, i. e. the filling up of the form. That is why we may regard the proverb as a pattern of thought. Almost every good writer will make use of language idioms, by phrases and proverbs. As Gorki has it, they are the natural ways in which speech develops.

Proverbs and sayings have certain purely linguistic features which must always be taken into account in order to distinguish them from ordinary sentences. Proverbs are brief statements showing in condensed form the accumulated life experience of the community and serving as conventional practical symbols for abstract ideas. They are usually didactic and image bearing. Many of them through frequency of repetition have become polished and wrought into verse-like shape, as in the following:

"to cut one's coat according to one's cloth."

"Early to bed and early to rise,

Makes a man healthy, wealthy and wise."

Brevity in proverbs manifests itself also in the omission of connectives, as in:

"First come, first served." "Out of sight, out of mind."

But the main feature distinguishing proverbs and sayings from ordinary utterances remains their semantic aspect. Their literal meaning is suppressed by what may be termed their transferred meaning. In other words, one meaning (literal) is the form for another meaning (transferred) which contains the idea. Proverbs and sayings, if used appropriately, will never lose their freshness and vigour. The most noticeable thing about the functioning of sayings, proverbs and catch-phrases is that they may be handled not in their fixed form (the traditional model) but with modifications. These modifications, however, will never break away from the invariants to such a degree that the correlation between the invariant model of a word-combination and its variant ceases to be perceived by the reader. The predictability of a variant of a word-combination is lower in comparison with its invariant. Therefore the use of such a unit in a modified form will always arrest our attention, causing a much closer examination of the wording of the utterance in order to get at the idea. Thus, the proverb 'all is not gold that glitters' appears in Byron's "Don Juan" in the following form and environment where at first the meaning may seem obscure:

"How all the needy honourable misters,

Each out-at-elbow peer or desperate dandy,

The watchful mothers, and the careful sisters (Who, by the by, when clever, are more handy

At making matches where "t'is gold that glisters" Than their he relatives), like flies o'er candy

Buzz round the Fortune with their busy battery,

To turn her head with waltzing and with flattery."

Out of the well-known proverb Byron builds a periphrasis, the meaning of which is deciphered two lines below: 'the Fortune', that is, 'a marriageable heiress').

It has already been pointed out that Byron is fond of playing with stable word-combinations, sometimes injecting new vigor into the components, sometimes entirely disregarding the semantic unity of the combination. In the following lines, for instance, each word of the phrase safe and sound gets its full meaning.

"I leave Don Juan for the present, safe— Not sound, poor fellow, but severely wounded”.

The proverb Hell is paved with good intentions and the set expression to mean well are used by Byron in a peculiar way, thus making the reader re-appraise the hackneyed phrases.

The stylistic effect produced by such uses of proverbs and sayings is the result of a twofold application of language means, which, as has already been emphasized, is an indispensable condition for the appearance of all stylistic devices. The modified form of the proverb is perceived against the background of the fixed form, thus enlivening the latter. Sometimes this injection of new vigor into the proverb causes a slight semantic re-evaluation of its generally accepted meaning. When a proverb is used in its unaltered form it can be qualified as an expressive means (EM) of the language; when used in a modified variant it assumes the one of the features of an SD, it acquires a stylistic meaning, though not becoming an SD. We shall take only a few of the numerous examples of the stylistic use of proverbs and sayings to illustrate the possible ways of decomposing the units in order simply to suggest the idea behind them: "Come!" he said, "milk's spilt." (Galsworthy) (from 'It is no use crying over spilt milk!'). "But to all that moving experience there had been a shadow (a dark lining to the silver cloud), insistent and plain, which disconcerted her," (Maugham) (from 'Every cloud has a silver lining'). "We were dashed uncomfortable in the frying pan, but we should have been a damned sight worse off in the fire" (Maugham) (from 'Out of the frying-pan into the fire'). "You know which side the law's buttered." (Galsworthy) (from 'His bread is buttered on both sides').

This device is used not only in the belles-lettres style. Here are some instances from newspapers and magazines illustrating the stylistic use of proverbs, sayings and other word-combinations: "...and whether the Ministry of Economrc Warfare is being allowed enough financial rope to do its worst." (from 'Give a thief rope enough and he'll hang himself). "The waters will remain sufficiently troubled for somebody's fishing to be profitable" (Economist) (from 'It is good fishing in troubled waters').

A newspaper editorial once had the following headline:

"Proof of the Pudding" (from 'The proof of the pudding is in the eating').

Here is a recast of a well-known proverb used by an advertizing agency:

"Early to bed and early to rise

No use—unless you advertize"

(from 'Early to bed and early to rise* }

Makes a man healthy, wealthy and wise')*

Notice this recast by Lewis Carroll of a well-known saying:1

"Take care of the sense and the sounds will take care of them​selves."

Epigrams

An epigram is a stylistic device akin to a proverb, the only difference being that epigrams are coined by individuals whose names we know, while proverbs are the coinage of the people. In other words, we are always aware of the parentage of an epigram and therefore, when using one, we usually make a reference to its author. Epigrams are terse, witty, pointed statements, showing the ingenious turn of mind of the originator. They always have a literary-bookish air about them that distinguishes them from proverbs. Epigrams possess a great degree of independence and therefore, if taken out of the context, will retain the wholeness of the idea they express. They have a generalizing function and are self-sufficient. The most characteristic feature of an epigram is that the sentence gets accepted as a word-combination and often becomes part of the language as a whole. Like proverbs, epigrams can be expanded to apply to abstract notions (thus embodying different spheres of application). Brevity is the essential quality of the epigram. A. Chekhov once said that brevity is the sister of talent; 'Brevity is the soul of the wit' holds true of any epigram. Epigrams are often confused with aphorisms and paradoxes. It is difficult to draw a demarcation line between them, the distinction being very subtle. Real epigrams are true to fact and that is why they win general recognition and acceptance. Let us turn to examples. Somerset Maugham in "The Razor's Edge" says: "Art is triumphant when it can use convention as an instru​ment of its own;;purpose."

This statement is interesting from more than one point of view. It shows the ingenious turn of mind of the writer, it gives an indirect definition of art as Maugham understands it, it is complete in itself even if taken out of the context. But still this sentence is not a model epigram because it lacks one essential quality, viz. brevity. It is too long and therefore cannot function in speech as a ready-made language unit. Besides, it lacks other features which are inherent in epigrams and make them similar to proverbs, i.e. rhythm, alliteration and often rhyme. It cannot be expanded to other spheres of life, it does not generalize. Compare this sentence with the following used by the same author in the same novel: "A God that can be understood is no God." This sentence seems to meet all the necessary requirements of the epigram: it is brief, generalizing, witty and can be expanded in its application. The same applies to Byron's "...in the days of old men made manners; Manners now ftiake men" ("Don Juan") or Keats's "A thing of beauty is a joy forever."

Writers who seek aesthetic precision use the epigram abundantly; others use it to characterize the hero of their work. Somerset Maugham is particularly fond of it and many of his novels and stories abound in epigrams. Here are some from "The Painted Veil."

"He that bends shall be made straight."

"Failure is the foundation of success and success is the lurking

place of failure..."

"Mighty is he who conquers himself."

There are utterances which in form are epigrammatic—these are verses and in particular definite kinds of verses. The last two lines of a sonnet are called epigrammatic because, according to the semantic structure of this form of verse, they sum up and synthesize what has been said before. The heroic couplet, a special compositional form of verse, is also a suitable medium for epigrams, for instance: "To observations which ourselves, we make, we grow more partial for th' observer's sake." (Alexander Pope)

There are special dictionaries which are called "Dictionaries of Quotations." These, in fact, are mostly dictionaries of epigrams. What is worth quoting must always contain some degree of the generalizing quality and if it comes from a work of poetry will have metre (and sometimes rhyme). That is why the works of Shakespeare, Pope, Byron and many other great English poets are said to be full of epigrammatic statements. The epigram is, in fact, a supra-phrasal unit in sense, though not in structure.

Poetry is epigrammatic in essence. It always strives for brevity of expression, leaving to the mind of the reader the pleasure of amplifying the idea. Byron's "The drying up a single tear has more of honest fame, than shedding seas of gore," is a strongly worded epigram, which impresses the reader with its generalizing truth. It may be regarded as a supra-phrasal unit inasmuch as it is semantically connected with the preceding lines and at the same time enjoys a considerable degree of independence. The inner quality of any sentence to which the rank of epigram, in the generic sense of the term, can be attributed, is that the particularity of the event is replaced by a timeless non-particularity.

Take care of the pence and the pounds will take care oi themselves,

Quotations

Next to the originator of a good sentence is the first quoter of it. Emerson

A quotation is a repetition of a phrase or statement from a book, speech and the like used by way of authority, illustration, and proof or as a basis for further speculation on the matter in hand.

By repeating a passage in a new environment, we attach to the utterance an importance it might not have had in the context whence it was taken. Moreover, we give it the status, temporary though it may be, of a stable language unit. What is quoted must be worth quoting, since a quotation will inevitably acquire some degree of generalization. If repeated frequently, it may be recognized as an epigram, if, of course, it has at least some of the linguistic properties of the latter. Quotations are usually marked off in the text by inverted commas (" "), dashes (—), italics or other graphical means. They are mostly used accompanied by a reference to the author of the quotation, unless he is well known to the reader or audience. The reference is made either in the text or in a foot-note and assumes various forms, as, for instance: "as (so and so) has it"; "(So and so) once said that"...; "Here we quote (so and so)" or in the manner the reference to Emerson has been made in the epigraph to this chapter.

A quotation is the exact reproduction of an actual utterance made by a certain author. The work containing the utterance quoted must have been published or at least spoken in public; for quotations are echoes of somebody else's words. Utterances, when quoted, undergo a peculiar and subtle change. They are rank-and-file members of the text they belong to, merging with other sentences in this text in the most natural and organic way of bearing some part of the general sense the text as a whole embodies; yet, when they are quoted, their significance is heightened and they become different from other parts of the text. Once quoted, they are no longer rank-and-file units. If they are used to back up the idea expressed in the new text, they become "parent sentences" with the corresponding authority and respect and acquire a symbolizing function; in short, they not infrequently become epigrams, for example, Hamlet's "To be or not to be!" 

A quotation is always set against the other sentences in the text by its greater volume of sense and significance. This singles it out, particularly if it is frequently repeated", as any utterance worth committing to memory generally is. The use of quotations presupposes a good knowledge of the past experience of the nation, its literature and culture. The stylistic value of a quotation lies mainly in the fact that it comprises two meanings: the primary meaning, the one which it has in its original surroundings, and the applicative meaning, i.e. the one which it acquires in the new context. A quotation from Byron's "English Bards and Scotch Reviewers" will be apt as a comment here: "With just enough of learning to misquote."

Quotations, unlike epigrams, need not necessarily be short. A whole paragraph or a long passage may be quoted if it suits the purpose. It is to be noted, however, that sometimes in spite of the fact that the exact wording is used, a quotation in a new environment may assume a new shade of meaning, a shade necessary or sought by the quoter, but not intended by the writer of the original work.

Here we give a few examples of the use of quotations.

"Socrates said, our only knowledge was

"To know that nothing could be known" a pleasant

Science enough, which levels to an ass

Each man of Wisdom, future, past or present.

Newton (that proverb of the mind) alas!

Declared with all his grand discoveries recent

That he himself felt only "like a youth

Picking up shells by the great ocean—Truth." (Byron)

"Ecclesiastes said, "that all is vanity"— Most modern preachers say the same, or show it.

By their examples of the Christianity..," (Byron)

Quotations are used as a stylistic device, as is seen from these examples, with the aim of expanding the meaning of the sentence quoted and setting two meanings one against the other, thus modifying the original meaning. In this quality they are used mostly in the belles-lettres style. Quotations used in other styles of speech allow no modifications of meaning, unless actual distortion of form and meaning is the aim of the quoter. Quotations are also used in epigraphs. The quotation in this case possesses great associative power and calls forth much connotative meaning.

Allusions

An allusion is an indirect reference, by word or phrase, to a historical, literary, mythological, biblical fact or to a fact of everyday life made in the course of speaking or writing. The use of allusion presupposes knowledge of the fact, thing or person alluded to on the part of the reader or listener. As a rule no indication of the source is given. This is one of the notable differences between quotation and allusion. Another difference is of a structural nature: a quotation must repeat the exact wording of the original even though the meaning may be modified by the new context; an allusion is only a mention of a word or phrase which may be regarded as the key-word of the utterance. An allusion has certain important semantic peculiarities, in that the meaning of the word (the allusion) should be regarded as a form for the new meaning. In other words, the primary meaning of the word or phrase which is assumed to be known (i.e. the allusion) serves as a vessel into which new meaning is poured. So here there is also a kind of interplay between two meanings. Here is a passage in which an allusion is made to the coachman, Old Mr. Weller, the father of Dickens's famous character, Sam Weller. In this case the nominal meaning is broadened into a generalized concept: "Where is the road now, and its merry incidents of life!., old honest, pimple-nosed coachmen? I wonder where are they, those good fellows? Is old Welter alive or dead?" (Thackeray)

The volume of meaning in this allusion goes beyond the actual knowledge of the character's traits. Even the phrases about the road and the coachmen bear indirect reference to Dickens's "Pickwick Papers."

Here is another instance of allusion which requires a good knowledge of mythology, history and geography if it is to be completely understood.

"Shakespeare talks of the herald Mercury

New lighted on a heaven-kissing hill', And some such visions cross'd her majesty

While her young herald knelt before her still. 'Tis very true the hill seem'd rather high,

For a lieutenant to climb up; but skill Smoothed even the Simplon's steep, and by God's blessing With youth and health all kisses are heaven-kissing." (Byron)

Mercury, Jupiter's messenger, is referred to here because Don Juan brings a dispatch to Catherine II of Russia and is therefore her majesty's herald. But the phrase "...skill smooth'd even the Simplon's steep..." will be quite incomprehensible to those readers who do not know that Napoleon built a carriage road near the village of Simplon in the pass 6590 feet over the Alps and founded a hospice at the summit. Then the words 'Simplon's steep' become charged with significance and implications which now need no further comment.

Allusions are based on the accumulated experience and the knowledge of the writer who presupposes a similar experience and knowledge in the reader. But the knowledge stored in our minds is called forth by an allusion in a peculiar manner. All kinds of associations we may not yet have realized cluster round the facts alluded to. Illustrative in this respect is the quotation-allusion made in Somerset Maugham's novel "The Painted Veil". The last words uttered by the dying man are "The dog it was that died." These are the concluding lines of Goldsmith's "Elegy on the Death of a Mad Dog." Unless the reader knows the Elegy, he will not understand the implication embodied in this quotation. Consequently the quotation here becorpes an allusion which runs through the whole plot of the novel. Moreover, the psychological tuning of the novel can be deciphered only by drawing a parallel between the poem and the plot of the novel. The main character is dying, having failed to revenge himself upon his unfaithful wife. He was punished by death for having plotted evil. This is the inference to be drawn from the allusion. The following passage from Dickens's "Hard Times" will serve to prove how remote may be the associations called up by an allusion: "No little Grandgrind had ever associated a cow in a field with that famous cow with the crumpled horn that tossed the dog that worried the cat that killed the rat that ate the malt, or with that yet more famous cow that swallowed Tom Thumb; it had never heard of those celebrities."

The meaning that can be derived from the two allusions, one to the nursery rhyme "The House that Jack built" and the other to the old tale "The History of Tom Thumb" is the following:

No one was permitted to teach the little Grandgrind children the lively, vivid nursery rhymes and tales that every English child knows by heart. They were subjected to nothing but dry abstract drilling. The word cow in the two allusions becomes impregnated with concrete meaning set against the abstract meaning of cow-in-a-field, or cow-in-general. To put it into the terms of theoretical linguistics, cow-in-a-fie ld refers to the nominating rather than to the signifying aspect of the word. Allusions and quotations may be termed nonce-set-expressions because they are used only for the occasion. Allusion, as has been pointed out, needs no indication of the source. It is assumed to be known. Therefore most allusions are made to facts with which the general reader should be familiar. However, allusions are sometimes made to things and facts which need commentary before they are understood. Allusions are used in different styles, but their function is everywhere the same. The deciphering of an allusion, however, is not always easy. In newspaper headlines allusions may be decoded at first glance, as, for instance: 'Pie in the sky' for Railmen".

Most people in the USA and Britain know the refrain of the workers' song: "You'll get pie in the sky when you die." The use of part of the sentence-refrain implies that the rail men had been given many promises but nothing at the present moment. Linguistically the allusion 'pie in the sky' assumes a new meaning, viz. nothing but promises. Through frequency of repetition it may enter into the word-stock of the English language as a figurative synonyms

Decomposition of Set Phrases

Linguistic fusions are set phrases, the meaning of which is understood only from the combination as a whole, as to pull a person's leg or to have something at one's finger tips. The meaning of the whole cannot be derived from the meanings of the component parts. The stylistic device of decomposition of fused set phrases consists in reviving the independent meanings which make up the component parts of the fusion. In other words, it makes each word of the combination acquire its literal meaning which, of course, in many cases leads to the realization of an absurdity. Here is an example of this device as employed by Dickens: "Mind! I don't mean to say that I know of my own knowledge, what there is particularly dead about a door-nail. I might have been inclined, myself, to regard a coffin nail as the deadest piece of ironmongery in the trade. But the wisdom of our ancestors is in the simile; and my unhallowed hands shall not disturb it or the Country's done for. You will, therefore, permit me to repeat emphatically that Marley was as dead as a door-nail." (Dickens). As is seen in this excerpt, the fusion 'as dead as a door-nail', which simply means completely dead, is decomposed by being used in a different structural pattern. This causes the violation of the generally recognized meaning of the combination which has grown into a mere emotional intensifier. The reader, being presented with the parts of the unit, becomes aware of the meanings of the parts, which, be it repeated, have little in common with the meaning of the whole. When, as Dickens does, the unit is re-established in its original form, the phrase acquires a fresh vigor and effect, qualities important in this utterance because the unit itself was meant to carry the strongest possible proof that the man was actually dead. Another example from the same story: "Scrooge had often heard it said that money had no bowels, but he had never believed it until now."

The bowels (guts, intestines) were supposed to be the seat of the emotions of pity and compassion. But here Dickens uses the phrase 'to have no bowels' in its literal meaning: Scrooge is looking at Marley's ghost and does not see any intestines. In the sentence "It was raining cats and dogs, and two kittens and a puppy landed on my window-sill" (Chesterton) the fusion to rain cats and dogs' is freshened by the introduction of "kittens and a puppy," which changes the unmotivated combination into a metaphor which in its turn is sustained. The exppession 'to save one's bacon' means to escape from injury or loss. Byron in his "Don Juan" decomposes this unit by setting it against the word hog in its logical meaning:

"But here I say the Turks were much mistaken, Who hating hogs, yet wish'd to save their bacon.''

Byron particularly favoured the device of simultaneous materialization of two meanings. The meaning of the whole set phrase and the independent meanings of its components, with the result that the independent meanings unite a new and give the whole a fresh significance. Here is a good example of the effective use of this device. The poet mocks at the absurd notion of idealists who deny the existence of every kind of matter whatsoever:

"When Bishop Berkley said: "there was no matter" And proved it—'twas no matter what he said."(Byron)

ІНСТРУКТИВНО-МЕТОДИЧНІ МАТЕРІАЛИ ДО ПРАКТИЧНИХ ЗАНЯТЬ
Програма практичної підготовки студентів з дисципліни «Порівняльна стилістика іноземної (англійської) та української мов» охоплює широке коло питань, які студенти повинні розглянути. Усі теми практичних занять розбито за кредитами, а також поділено на теми відповідно до кількості  занять. 

В першому кредиті навчальної дисципліни розглядається питання стилів та норм англійської мови, а також головні відмінності між функціональними стилями англійської та української мов. 

У другому навчальному кредиті розглянуто питання стилістичної класифікації лексики англійської мови, де студенти знайомляться із такими питаннями, як: терміни, поетичні слова, архаїзми, варваризми та слова іншомовного походження як складовими частинами спеціальних літературних словників англійської мови. 

Третій навчальний кредит присвячено питанню графічних та фонетичних експресивних засобів та стилістичних прийомів та їх відображення при перекладі. 

Програма практичної підготовки студентів також охоплює широке коло питань, винесених на самостійне опрацювання. Самостійно студенти мають розглянути питання потоку свідомості в художній літературі, сучасної характеристики персонажів, джерела англійської та української стилістики, поняття стилістичної семасіології, стратегії ввічливості та їх відображення в англійській та українській мовах, форми звертання як засіб регулювання між комуні кантами, а також питання лінгвокультурологічної складової стилю в англійській та українській мовах..

Практичні заняття з дисципліни «Порівняльна стилістика іноземної (англійської) та української мов» проводяться за наступним планом із нижчезазначеними питаннями до кожного практичного заняття: 

ПРАКТИЧНЕ ЗАНЯТТЯ №1
1. What is stylistics?

2. Approach to the definition of “style” 

3. Interaction between style and stylistics

4. Plan of expression and a plan of content in modern stylistics

5. Writer’s style

6. Individual style

7. The problem of norm in modern stylistics

8. Flexibility in stylistics

9. Style as a technique of expression

Practical task:
Read sonnet 73 by W. Shakespeare. Make stylistic commentaries to it, reconstructing the logic of poetical thought, main figure concepts and the way of their development. Single out possible issues during translation from English into Ukrainian.
ПРАКТИЧНЕ ЗАНЯТТЯ №2
1. The notion of functional style in the English and Ukrainian languages

2. The classification of functional styles in the English and Ukrainian languages

3. Common features of functional styles in the English and Ukrainian languages

4. Differences in functional styles of the English and Ukrainian languages

5. Varieties of language

6. A brief outline of the development of the English literary language

Practical task

Define functional styles of the following sentences:
1. The man was killed last July after being mistaken for suicide bomber on the London Underground.

2. Dorothy, at my statement, had clapped her hand over mouth to hold down laughter and chewing gum.

3. A bulldog two years old for sale. Will eat anything. Very fond of children.

4. Welcome to Reno- the biggest little town in the world.

5. He got an inheritance and got into troubles.

6. My business went bankrupt that’s why now I spend more time with my family.

7. Huck Finn is a good bad boy of the American literature.

8. She set eyes on him and the letter on fire.

9. What is the difference between a school master and an engine driver? One trains the mind, and the other minds a train.

10. After that he looked at the two cops, who became very interested in the hands in their laps.

11. He saved her life and three dollars in her pocket.

12. Now- one good turn deserves another- come to my house for dinner.

13. Mr President, I don’t know who’s providing your information, but he has a vivid imagination.

14. The brain activity of a substance abuser is identical to that of a compulsive shopper.

ПРАКТИЧНЕ ЗАНЯТТЯ №3
1. The notion of word-stock of the English language.

2. Classification of the word-stock of the English language.

3. Terms in the English and Ukrainian languages.

4. Poetic and highly literary words

5. Archaic words

6. Obsolescent words

7. Obsolete words

8. Barbarisms in the English and Ukrainian languages

9. Foreignisms in the English and Ukrainian languages

10. Literary coinages and nonce-words 
Practical task: define the following words and their category
1. Rhetorical devices, Persuasion, Figurative Language – are the examples of…
2. Whilome in Albion's Isles there dwelt a youth,

Who ne in virtue's ways did take delight,

But spent his days in riot most uncouth,

And vex'd with mirth the drowsy ear of Night.

Ah me! In sooth he was a shameless wight

Sore given to revel and ungodly glee;

Few earthly tilings found favour in his sight

Save concubines and carnal companie,

And flaunting wassailers of high and low degree.
3. Jargogle, Deliciate, Corrade – are the examples of…
4. televista, orthographie are the examples of…
ПРАКТИЧНЕ ЗАНЯТТЯ №4

1. Transformation of archaic words in the English language.

2. Barbarisms in the English language

3. Barbarisms in the Ukrainian language

4. Foreignisms in the English language

5. Foreignisms in the Ukrainian language

6. Possible differences in the meanings of barbarisms and foreignisms in the English and Ukrainian languages

7. Internationalisms and their translation into Ukrainian
8. Ukrainian word-stock in the English language

Practical task: give your own examples of the words given above (archaic words, barbarisms, foreignisms and internationalisms) in the both languages and define the main difficulties while their translation from English into Ukrainian and from Ukrainian into English

ПРАКТИЧНЕ ЗАНЯТТЯ №5

1. Common literary vocabulary of the English language

2. Layers of the word-stock in the English language

3. Neutral words of the English vocabulary

4. Colloquial word-stock of the English language

Practical task: define words belonging to the neutral layer of the word-stock of the English language in the following texts
If you had to sum up George Washington's life in one word, that word would have to be unforgettable. George's story is one of travel and adventure, full of risks and, most of all, full of glory. 

   After all, in 1789, he was elected the first president of the United States, a country that was to become the most powerful in the world. At the end of his life, in 1799, George was an international hero. 

   But, if you look back into George's early years, you will see that things were not always so rosy. George was sent into the Army as a very young man. For a colonist of his generation, it was a respectable thing to do. It gave him an opportunity to make a living, and at the same time see the country, which at the time was full of wild animals and Indians. It was a tough life, but an interesting one. One could hunt forever in the vast forests. One could explore new lands seemingly forever. 

   A lover of Nature, George became a surveyor with the Army, a job which led him further and further into the wild, unknown country. As for the Indians, they were generally friendly, and were good trading partners.  All in all, George's young years were full of carefree wandering in a new, virgin land.
Superman and Batman are just two superheroes out of many. We could also include Spiderman, Wonder Woman, Robin Hood, James Bond, Zorro, Indiana Jones and a lot more. They're all more or less the same person, in different forms. Some are in the past, others in the present, others in the future.

   But why does Hollywood love superheroes? Is it a question of money? Of course; but it's not only money. 

    People have always loved superheroes. Long before the first Hollywood movie, people loved stories about superheroes. Robin Hood has been a popular hero for over 600 years ... and there were others before him. 

    The first superheroes were real people. Nevertheless, the stories about them were often invented. Some of the oldest European superheroes were Charlemagne and Roland (Orlando). Mediaeval writers and singers invented exciting stories about these real men, just as Hollywood invents stories about tomorrow's superheroes. 

   A thousand years ago, people sometimes sat round in dark rooms in the evening, listening to the adventures of brave heroes. Today, we sit in a dark room in the evening, watching the adventures of the brave Batman. The medium is different, the technology has changed .... but the people are really the same.
Europeans play football, and Americans play football; but surprisingly they do not play the same game. American football is played by men (and occasionally women) wearing helmets and protective clothing; the ball  is oval. European football is played with a round ball, by people wearing just socks, shorts, a shirt, and football boots.

We Americans have another popular outdoor game too; baseball - a classic American game, that is only played seriously in North America. In Britain, a few people play an "ancestor" of baseball, called "rounders" - but it is not a popular sport.
In today's "global village",  lifestyles have become international. Often the American model has spread to other countries of the world. American sports, however, have not spread all over the world, as American films and American fashions have. On the contrary, European sports have been more successful internationally. Indeed European football is slowly developing in the USA (where we call it "soccer").
In motor racing too, though it is not really a team sport, the USA is different. In Europe, South America, Japan and other countries (including Canada), "motor racing" means "Formula 1"; in America we have IndyCar racing.

The Indianapolis 500 is like a Formula 1 race, but different. Several famous Formula 1 drivers - including Nigel Mansell and Jacques Villeneuve - have won the race. On the other hand, no American IndyCar drivers have ever been Formula 1 champions. Nevertheless, Americans are beginning to discover Formula 1 racing, since the first American Grand Prix.
ПРАКТИЧНЕ ЗАНЯТТЯ №6

1. Special colloquial vocabulary: general characteristics

2. Slang

3. Jargonisms

4. Professionalisms

5. Dialectal words

6. Vulgar words or vulgarisms

7. Colloquial coinages

Practical task: give your own examples of the words given above (slang, jargonisms, professionalisms, dialectal words, vulgarisms and colloquial coinages) in the both languages and define the main difficulties while their translation from English into Ukrainian and from Ukrainian into English
ПРАКТИЧНЕ ЗАНЯТТЯ №7
1. Lexical expressive means and stylistic devices: intentional mixing of the stylistic aspect of words

2. Interaction of different types of lexical meaning

3. Interaction of primary dictionary and contextually imposed meanings

4. Metaphor in the English and Ukrainian languages. Give examples

5. Metonymy in the English and Ukrainian languages (examples)

6. Irony

7. Interaction of primary and derivative logical meaning

8. Interaction of logical and emotive meaning

9. Interjections and exclamatory words in both languages (give examples)

10. Epithet in the English and Ukrainian languages
11. Oxymoron and its examples in both languages

12. Antonomasia (give examples)

13. Simile (give examples)

14. Periphrasis

15 Euphemisms

16. Hyperbole

17 The cliché

18. Proverbs and sayings. Difference in the English and Ukrainian languages

19. Epigrams

20. Allusions

21. Decomposition and set phrases. Examples

Practical task: define stylistic devices and expressive means in the following text
The Capital of the Government

A small and quite a pretty britchka on springs entered the gates of the hostelry in the provincial city of N. N.; it was of the sort used by retired colonels, staff-captains, landed gentry who own some two hundred souls of peasants, and, in a word, by all who are called gentlemen of the middle class. In the britchka sat a gentleman who was neither handsome nor yet very plain in his personal appearance, neither too stout nor too thin; it was impossible to say that he was old, nor could he be called very young. His arrival produced no commotion whatever in the town, and was not signalised by anything in particular; though two moujiks who were standing at the door of a pot-house opposite the inn, made some remarks, which had, however, more reference to the equipage than to the person seated in it. “Just look,” said one of them to the other, “what a wheel that is! What do you think? Will that wheel last as far as Moscow, or not?”—“Oh! it will hold out,” replied the other. “But it won’t hold out as far as Kazan, I fancy?”—“It will not,” returned the other. And here the conversation ended. However, as the britchka drove into the inn-yard, it was met by a young man in white duck trousers very narrow and very short, and a swallow- tailed coat with claims to fashion, beneath which was visible a shirt-front fastened with a Tula pin, in the shape of a bronze pistol. The young man turned round, surveyed the equipage, caught hold of his cap, which the wind was on the point of blowing off, and then went his way.

When the carriage had entered the courtyard, the gentleman was received by one of the servants of the inn—a polovoi as they are called in Russian hostelries—who was so lively and restless that it was even impossible to see what sort of a face he had. He ran out briskly, napkin in hand, his lanky figure clad in a long cotton surtout, with its waist almost at the nape of his neck, tossed back his hair, and quickly led the gentleman upstairs along the whole length of a wooden gallery, to show him the chamber sent him by God. The chamber was of the well-known sort, for the inn was also of the familiar species—that is to say, exactly like all taverns in provincial towns, where for two roubles a day, travellers obtain a sleeping-room full of beetles which peep out of every corner like plums, and having a door leading into an adjoining apartment, which door is always blocked up with a chest of drawers. In that room too a neighbour is always lodged, some silent and quiet, but very curious, man, who takes an interest in finding out every particular relating to the stranger. The frontage of the hostelry corresponded with its interior: it was very long, and two storeys high; the lower one was not stuccoed, but preserved the hue of its dark-red bricks, which were already of a muddy tint by nature, and had grown still darker through the severe weather of many years; the upper storey was painted the inevitable yellow. On the lower floor there were shops with horse-collars, ropes, and cracknels, etc., and in the corner shop, or rather at its window, sat a sbiten1 seller, with a samovar of red copper, and a face as red as his samovar. At a distance it might have even been supposed that two samovars were standing in the window, had not the man had a beard as black as pitch.

While the newly-arrived gentleman was inspecting his room, his luggage was brought in; first of all came a trunk of white leather, somewhat the worse for wear, and showing signs that this was not the first time it had travelled. The trunk was brought in by the coachman Selifan, an undersized man in a short tulup2 and the footman Petrushka, a young fellow of thirty, with a rather surly face, a very thick nose and lips, and wearing a plain, somewhat worn surtout, which had evidently come from his master’s shoulders. After the trunk came a dressing-case of mahogany with inlaid decorations of veined birchwood, a boot- jack, and a roast chicken wrapped up in blue paper. When all this had been brought in, the coachman Selifan betook himself to the stable to see to the horses, and the footman Petrushka began to settle himself in the small ante-room, an extremely dark little hole, whither he had already contrived to transport his cloak, and with it some of his own peculiar odour, which had been communicated to, and was wafted after, the bag containing the articles pertaining to his toilet. In this tiny den he placed against the wall a narrow, three-legged bedstead, covered it with a small semblance of a mattress as flat as a pancake, and perhaps as greasy, which he had succeeded in procuring from the landlord of the inn.

While his servants were installing themselves and getting things to rights, the gentleman had betaken himself to the general parlour. Every traveller knows what these common parlours are like: the same walls painted in oil colours, darkened above by pipe-smoke, and covered below with the marks made by the backs of travellers and tradespeople, for merchants come here on market-days in sixes and sevens to drink their customary two glasses of tea. There was the usual smoke-begrimed ceiling, the same
ПРАКТИЧНЕ ЗАНЯТТЯ №8

1. Phonetic expressive means and stylistic devices: general notes

2. Onomatopoeia

3. Alliteration

4. Rhyme

5. Rhythm

Practical task: give your own examples of expressive means and stylistic devices given above (onomatopoeia, alliteration, rhyme and rhythm) in the both languages and define the main difficulties while their translation from English into Ukrainian and from Ukrainian into English
ПРАКТИЧНЕ ЗАНЯТТЯ №9
1. Transformation of archaic words in the English language. Internationalisms and their translation into Ukrainian.

2. Possible differences in the meanings of barbarisms and foreignisms in the English and Ukrainian languages.
3. Internationalisms and their translation into Ukrainian.
4. Ukrainian word-stock in the English language.

Define phonetic stylistic devices and expressive means in the text given below:

The wedding was scarcely over, when the stepmother's bad temper began to show itself. She could not bear the goodness of this young girl, because it made her own daughters appear the more odious. The stepmother gave her the meanest work in the house to do; she had to scour the dishes, tables, etc., and to scrub the floors and clean out the bedrooms. The poor girl had to sleep in the garret, upon a wretched straw bed, while her sisters lay in fine rooms with inlaid floors, upon beds of the very newest fashion, and where they had looking-glasses so large that they might see themselves at their full length. The poor girl bore all patiently, and dared not complain to her father, who would have scolded her if she had done so, for his wife governed him entirely.

When she had done her work, she used to go into the chimney corner, and sit down among the cinders, hence she was called Cinderwench. The younger sister of the two, who was not so rude and uncivil as the elder, called her Cinderella. However, Cinderella, in spite of her mean apparel, was a hundred times more handsome than her sisters, though they were always richly dressed.

It happened that the King's son gave a ball, and invited to it all persons of fashion. Our young misses were also invited, for they cut a very grand figure among the people of the country-side. They were highly delighted with the invitation, and wonderfully busy in choosing the gowns, petticoats, and head-dresses which might best become them. This made Cinderella's lot still harder, for it was she who ironed her sisters' linen and plaited their ruffles. They talked all day long of nothing but how they should be dressed.

"For my part," said the elder, "I will wear my red velvet suit with French trimmings."

"And I," said the younger, "shall wear my usual skirt; but then, to make amends for that I will put on my gold-flowered mantle, and my diamond stomacher, which is far from being the most ordinary one in the world." They sent for the best hairdressers they could get to make up their hair in fashionable style, and bought patches for their cheeks. Cinderella was consulted in all these matters, for she had good taste. She advised them always for the best, and even offered her services to dress their hair, which they were very willing she should do.

As she was doing this, they said to her:--

"Cinderella, would you not be glad to go to the ball?"

"Young ladies," she said, "you only jeer at me; it is not for such as I am to go there."

"You are right," they replied; "people would laugh to see a Cinderwench at a ball."

Any one but Cinderella would have dressed their hair awry, but she was good-natured, and arranged it perfectly well. They were almost two days without eating, so much were they transported with joy. They broke above a dozen laces in trying to lace themselves tight, that they might have a fine, slender shape, and they were continually at their looking-glass.

At last the happy day came; they went to Court, and Cinderella followed them with her eyes as long as she could, and when she had lost sight of them, she fell a-crying.

Her godmother, who saw her all in tears, asked her what was the matter.

"I wish I could--I wish I could--" but she could not finish for sobbing.

Her godmother, who was a fairy, said to her, "You wish you could go to the ball; is it not so?"

"Alas, yes," said Cinderella, sighing.

"Well," said her godmother, "be but a good girl, and I will see that you go." Then she took her into her chamber, and said to her, "Run into the garden, and bring me a pumpkin."

Cinderella went at once to gather the finest she could get, and brought it to her godmother, not being able to imagine how this pumpkin could help her to go to the ball. Her godmother scooped out all the inside of it, leaving nothing but the rind. Then she struck it with her wand, and the pumpkin was instantly turned into a fine gilded coach.

She then went to look into the mouse-trap, where she found six mice, all alive. She ordered Cinderella to lift the trap-door, when, giving each mouse, as it went out, a little tap with her wand, it was that moment turned into a fine horse, and the six mice made a fine set of six horses of a beautiful mouse-colored, dapple gray.

Being at a loss for a coachman, Cinderella said, "I will go and see if there is not a rat in the rat-trap--we may make a coachman of him."

"You are right," replied her godmother; "go and look."

Cinderella brought the rat-trap to her, and in it there were three huge rats. The fairy chose the one which had the largest beard, and, having touched him with her wand, he was turned into a fat coachman with the finest mustache and whiskers ever seen.

After that, she said to her:--

"Go into the garden, and you will find six lizards behind the watering-pot; bring them to me."

She had no sooner done so than her godmother turned them into six footmen, who skipped up immediately behind the coach, with their liveries all trimmed with gold and silver, and they held on as if they had done nothing else their whole lives.

The fairy then said to Cinderella, "Well, you see here a carriage fit to go to the ball in; are you not pleased with it?"

"Oh, yes!" she cried; "but must I go as I am in these rags?"

Her godmother simply touched her with her wand, and, at the same moment, her clothes were turned into cloth of gold and silver, all decked with jewels. This done, she gave her a pair of the prettiest glass slippers in the whole world. Being thus attired, she got into the carriage, her godmother commanding her, above all things, not to stay till after midnight, and telling her, at the same time, that if she stayed one moment longer, the coach would be a pumpkin again, her horses mice, her coachman a rat, her footmen lizards, and her clothes would become just as they were before.

She promised her godmother she would not fail to leave the ball before midnight. She drove away, scarce able to contain herself for joy. The King's son, who was told that a great princess, whom nobody knew, was come, ran out to receive her. He gave her his hand as she alighted from the coach, and led her into the hall where the company were assembled. There was at once a profound silence; every one left off dancing, and the violins ceased to play, so attracted was every one by the singular beauties of the unknown newcomer. Nothing was then heard but a confused sound of voices saying:--

"Ha! how beautiful she is! Ha! how beautiful she is!"

The King himself, old as he was, could not keep his eyes off her, and he told the Queen under his breath that it was a long time since he had seen so beautiful and lovely a creature.

All the ladies were busy studying her clothes and head-dress, so that they might have theirs made next day after the same pattern, provided they could meet with such fine materials and able hands to make them.

The King's son conducted her to the seat of honor, and afterwards took her out to dance with him. She danced so very gracefully that they all admired her more and more. A fine collation was served, but the young Prince ate not a morsel, so intently was he occupied with her.

She went and sat down beside her sisters, showing them a thousand civilities, and giving them among other things part of the oranges and citrons with which the Prince had regaled her. This very much surprised them, for they had not been presented to her.

Cinderella heard the clock strike a quarter to twelve. She at once made her adieus to the company and hastened away as fast as she could.

As soon as she got home, she ran to find her godmother, and, after having thanked her, she said she much wished she might go to the ball the next day, because the King's son had asked her to do so. As she was eagerly telling her godmother all that happened at the ball, her two sisters knocked at the door; Cinderella opened it. "How long you have stayed!" said she, yawning, rubbing her eyes, and stretching herself as if she had been just awakened. She had not, however, had any desire to sleep since they went from home.

"If you had been at the ball," said one of her sisters, "you would not have been tired with it. There came thither the finest princess, the most beautiful ever was seen with mortal eyes. She showed us a thousand civilities, and gave us oranges and citrons."

Cinderella did not show any pleasure at this. Indeed, she asked them the name of the princess; but they told her they did not know it, and that the King's son was very much concerned, and would give all the world to know who she was. At this Cinderella, smiling, replied:--

"Was she then so very beautiful? How fortunate you have been! Could I not see her? Ah! dear Miss Charlotte, do lend me your yellow suit of clothes which you wear every day."

"Ay, to be sure!" cried Miss Charlotte; "lend my clothes to such a dirty Cinderwench as thou art! I should be out of my mind to do so."

Cinderella, indeed, expected such an answer and was very glad of the refusal; for she would have been sadly troubled if her sister had lent her what she jestingly asked for. The next day the two sisters went to the ball, and so did Cinderella, but dressed more magnificently than before. The King's son was always by her side, and his pretty speeches to her never ceased. These by no means annoyed the young lady. Indeed, she quite forgot her godmother's orders to her, so that she heard the clock begin to strike twelve when she thought it could not be more than eleven. She then rose up and fled, as nimble as a deer. The Prince followed, but could not overtake her. She left behind one of her glass slippers, which the Prince took up most carefully. She got home, but quite out of breath, without her carriage, and in her old clothes, having nothing left her of all her finery but one of the little slippers, fellow to the one she had dropped. The guards at the palace gate were asked if they had not seen a princess go out, and they replied they had seen nobody go out but a young girl, very meanly dressed, and who had more the air of a poor country girl than of a young lady.

When the two sisters returned from the ball, Cinderella asked them if they had had a pleasant time, and if the fine lady had been there. They told her, yes; but that she hurried away the moment it struck twelve, and with so much haste that she dropped one of her little glass slippers, the prettiest in the world, which the King's son had taken up. They said, further, that he had done nothing but look at her all the time, and that most certainly he was very much in love with the beautiful owner of the glass slipper.

What they said was true; for a few days after the King's son caused it to be proclaimed, by sound of trumpet, that he would marry her whose foot this slipper would fit exactly. They began to try it on the princesses, then on the duchesses, and then on all the ladies of the Court; but in vain. It was brought to the two sisters, who did all they possibly could to thrust a foot into the slipper, but they could not succeed. Cinderella, who saw this, and knew her slipper, said to them, laughing:--

"Let me see if it will not fit me."

Her sisters burst out a-laughing, and began to banter her. The gentleman who was sent to try the slipper looked earnestly at Cinderella, and, finding her very handsome, said it was but just that she should try, and that he had orders to let every lady try it on.

He obliged Cinderella to sit down, and, putting the slipper to her little foot, he found it went on very easily, and fitted her as if it had been made of wax. The astonishment of her two sisters was great, but it was still greater when Cinderella pulled out of her pocket the other slipper and put it on her foot. Thereupon, in came her godmother, who, having touched Cinderella's clothes with her wand, made them more magnificent than those she had worn before.

And now her two sisters found her to be that beautiful lady they had seen at the ball. They threw themselves at her feet to beg pardon for all their ill treatment of her. Cinderella took them up, and, as she embraced them, said that she forgave them with all her heart, and begged them to love her always.

She was conducted to the young Prince, dressed as she was. He thought her more charming than ever, and, a few days after, married her. Cinderella, who was as good as she was beautiful, gave her two sisters a home in the palace, and that very same day married them to two great lords of the Court.

ПРАКТИЧНЕ ЗАНЯТТЯ №10
1. Layers of the word-stock in the English language.
2. Neutral words of the English vocabulary.
3. Colloquial word-stock of the English language.

Define lexixal stylistic devices in the following text:

And the snow fell and spread a beautiful white covering over the grave; but by the time the spring came, and the sun had melted it away again, her father had married another wife. This new wife had two daughters of her own, that she brought home with her; they were fair in face but foul at heart, and it was now a sorry time for the poor little girl. 'What does the good-for-nothing want in the parlour?' said they; 'they who would eat bread should first earn it; away with the kitchen-maid!' Then they took away her fine clothes, and gave her an old grey frock to put on, and laughed at her, and turned her into the kitchen.

There she was forced to do hard work; to rise early before daylight, to bring the water, to make the fire, to cook and to wash. Besides that, the sisters plagued her in all sorts of ways, and laughed at her. In the evening when she was tired, she had no bed to lie down on, but was made to lie by the hearth among the ashes; and as this, of course, made her always dusty and dirty, they called her Ashputtel.

It happened once that the father was going to the fair, and asked his wife's daughters what he should bring them. 'Fine clothes,' said the first; 'Pearls and diamonds,' cried the second. 'Now, child,' said he to his own daughter, 'what will you have?' 'The first twig, dear father, that brushes against your hat when you turn your face to come homewards,' said she. Then he bought for the first two the fine clothes and pearls and diamonds they had asked for: and on his way home, as he rode through a green copse, a hazel twig brushed against him, and almost pushed off his hat: so he broke it off and brought it away; and when he got home he gave it to his daughter. Then she took it, and went to her mother's grave and planted it there; and cried so much that it was watered with her tears; and there it grew and became a fine tree. Three times every day she went to it and cried; and soon a little bird came and built its nest upon the tree, and talked with her, and watched over her, and brought her whatever she wished for.

Now it happened that the king of that land held a feast, which was to last three days; and out of those who came to it his son was to choose a bride for himself. Ashputtel's two sisters were asked to come; so they called her up, and said, 'Now, comb our hair, brush our shoes, and tie our sashes for us, for we are going to dance at the king's feast.' Then she did as she was told; but when all was done she could not help crying, for she thought to herself, she should so have liked to have gone with them to the ball; and at last she begged her mother very hard to let her go. 'You, Ashputtel!' said she; 'you who have nothing to wear, no clothes at all, and who cannot even dance--you want to go to the ball? And when she kept on begging, she said at last, to get rid of her, 'I will throw this dishful of peas into the ash-heap, and if in two hours' time you have picked them all out, you shall go to the feast too.'

Then she threw the peas down among the ashes, but the little maiden ran out at the back door into the garden, and cried out:

'Hither, hither, through the sky, Turtle-doves and linnets, fly! Blackbird, thrush, and chaffinch gay, Hither, hither, haste away! One and all come help me, quick! Haste ye, haste ye!--pick, pick, pick!'

Then first came two white doves, flying in at the kitchen window; next came two turtle-doves; and after them came all the little birds under heaven, chirping and fluttering in: and they flew down into the ashes. And the little doves stooped their heads down and set to work, pick, pick, pick; and then the others began to pick, pick, pick: and among them all they soon picked out all the good grain, and put it into a dish but left the ashes. Long before the end of the hour the work was quite done, and all flew out again at the windows.

Then Ashputtel brought the dish to her mother, overjoyed at the thought that now she should go to the ball. But the mother said, 'No, no! you slut, you have no clothes, and cannot dance; you shall not go.' And when Ashputtel begged very hard to go, she said, 'If you can in one hour's time pick two of those dishes of peas out of the ashes, you shall go too.' And thus she thought she should at least get rid of her. So she shook two dishes of peas into the ashes.

But the little maiden went out into the garden at the back of the house, and cried out as before:

'Hither, hither, through the sky, Turtle-doves and linnets, fly! Blackbird, thrush, and chaffinch gay, Hither, hither, haste away! One and all come help me, quick! Haste ye, haste ye!--pick, pick, pick!'

Then first came two white doves in at the kitchen window; next came two turtle-doves; and after them came all the little birds under heaven, chirping and hopping about. And they flew down into the ashes; and the little doves put their heads down and set to work, pick, pick, pick; and then the others began pick, pick, pick; and they put all the good grain into the dishes, and left all the ashes. Before half an hour's time all was done, and out they flew again. And then Ashputtel took the dishes to her mother, rejoicing to think that she should now go to the ball. But her mother said, 'It is all of no use, you cannot go; you have no clothes, and cannot dance, and you would only put us to shame': and off she went with her two daughters to the ball.

Now when all were gone, and nobody left at home, Ashputtel went sorrowfully and sat down under the hazel-tree, and cried out:

'Shake, shake, hazel-tree, Gold and silver over me!'

Then her friend the bird flew out of the tree, and brought a gold and silver dress for her, and slippers of spangled silk; and she put them on, and followed her sisters to the feast. But they did not know her, and thought it must be some strange princess, she looked so fine and beautiful in her rich clothes; and they never once thought of Ashputtel, taking it for granted that she was safe at home in the dirt.

The king's son soon came up to her, and took her by the hand and danced with her, and no one else: and he never left her hand; but when anyone else came to ask her to dance, he said, 'This lady is dancing with me.'

Thus they danced till a late hour of the night; and then she wanted to go home: and the king's son said, 'I shall go and take care of you to your home'; for he wanted to see where the beautiful maiden lived. But she slipped away from him, unawares, and ran off towards home; and as the prince followed her, she jumped up into the pigeon-house and shut the door. Then he waited till her father came home, and told him that the unknown maiden, who had been at the feast, had hid herself in the pigeon-house. But when they had broken open the door they found no one within; and as they came back into the house, Ashputtel was lying, as she always did, in her dirty frock by the ashes, and her dim little lamp was burning in the chimney. For she had run as quickly as she could through the pigeon-house and on to the hazel-tree, and had there taken off her beautiful clothes, and put them beneath the tree, that the bird might carry them away, and had lain down again amid the ashes in her little grey frock.

The next day when the feast was again held, and her father, mother, and sisters were gone, Ashputtel went to the hazel-tree, and said:

'Shake, shake, hazel-tree, Gold and silver over me!'

And the bird came and brought a still finer dress than the one she had worn the day before. And when she came in it to the ball, everyone wondered at her beauty: but the king's son, who was waiting for her, took her by the hand, and danced with her; and when anyone asked her to dance, he said as before, 'This lady is dancing with me.'

When night came she wanted to go home; and the king's son followed here as before, that he might see into what house she went: but she sprang away from him all at once into the garden behind her father's house. In this garden stood a fine large pear-tree full of ripe fruit; and Ashputtel, not knowing where to hide herself, jumped up into it without being seen. Then the king's son lost sight of her, and could not find out where she was gone, but waited till her father came home, and said to him, 'The unknown lady who danced with me has slipped away, and I think she must have sprung into the pear-tree.' The father thought to himself, 'Can it be Ashputtel?' So he had an axe brought; and they cut down the tree, but found no one upon it. And when they came back into the kitchen, there lay Ashputtel among the ashes; for she had slipped down on the other side of the tree, and carried her beautiful clothes back to the bird at the hazel-tree, and then put on her little grey frock.

The third day, when her father and mother and sisters were gone, she went again into the garden, and said:

'Shake, shake, hazel-tree, Gold and silver over me!'

Then her kind friend the bird brought a dress still finer than the former one, and slippers which were all of gold: so that when she came to the feast no one knew what to say, for wonder at her beauty: and the king's son danced with nobody but her; and when anyone else asked her to dance, he said, 'This lady is /my/ partner, sir.'

When night came she wanted to go home; and the king's son would go with her, and said to himself, 'I will not lose her this time'; but, however, she again slipped away from him, though in such a hurry that she dropped her left golden slipper upon the stairs.

The prince took the shoe, and went the next day to the king his father, and said, 'I will take for my wife the lady that this golden slipper fits.' Then both the sisters were overjoyed to hear it; for they had beautiful feet, and had no doubt that they could wear the golden slipper. The eldest went first into the room where the slipper was, and wanted to try it on, and the mother stood by. But her great toe could not go into it, and the shoe was altogether much too small for her. Then the mother gave her a knife, and said, 'Never mind, cut it off; when you are queen you will not care about toes; you will not want to walk.' So the silly girl cut off her great toe, and thus squeezed on the shoe, and went to the king's son. Then he took her for his bride, and set her beside him on his horse, and rode away with her homewards.

But on their way home they had to pass by the hazel-tree that Ashputtel had planted; and on the branch sat a little dove singing:

'Back again! back again! look to the shoe! The shoe is too small, and not made for you! Prince! prince! look again for thy bride, For she's not the true one that sits by thy side.'

Then the prince got down and looked at her foot; and he saw, by the blood that streamed from it, what a trick she had played him. So he turned his horse round, and brought the false bride back to her home, and said, 'This is not the right bride; let the other sister try and put on the slipper.' Then she went into the room and got her foot into the shoe, all but the heel, which was too large. But her mother squeezed it in till the blood came, and took her to the king's son: and he set her as his bride by his side on his horse, and rode away with her.

But when they came to the hazel-tree the little dove sat there still, and sang:

'Back again! back again! look to the shoe! The shoe is too small, and not made for you! Prince! prince! look again for thy bride, For she's not the true one that sits by thy side.'

Then he looked down, and saw that the blood streamed so much from the shoe, that her white stockings were quite red. So he turned his horse and brought her also back again. 'This is not the true bride,' said he to the father; 'have you no other daughters?' 'No,' said he; 'there is only a little dirty Ashputtel here, the child of my first wife; I am sure she cannot be the bride.' The prince told him to send her. But the mother said, 'No, no, she is much too dirty; she will not dare to show herself.' However, the prince would have her come; and she first washed her face and hands, and then went in and curtsied to him, and he reached her the golden slipper. Then she took her clumsy shoe off her left foot, and put on the golden slipper; and it fitted her as if it had been made for her. And when he drew near and looked at her face he knew her, and said, 'This is the right bride.' But the mother and both the sisters were frightened, and turned pale with anger as he took Ashputtel on his horse, and rode away with her. And when they came to the hazel-tree, the white dove sang:

'Home! home! look at the shoe! Princess! the shoe was made for you! Prince! prince! take home thy bride, For she is the true one that sits by thy side!'

And when the dove had done its song, it came flying, and perched upon her right shoulder, and so went home with her.

ПРАКТИЧНЕ ЗАНЯТТЯ №11
1. Dialectal words.
2. Interaction of primary dictionary and contextually imposed meanings.  

3. Interaction of primary and derivative logical meaning.
4. Interaction of logical and emotive meaning.
Define dialectal words in the text under analysis:
And then she closed her eyes and expired. The maiden went every day to her mother's grave and wept, and was always pious and good. When the winter came the snow covered the grave with a white covering, and when the sun came in the early spring and melted it away, the man took to himself another wife.

The new wife brought two daughters home with her, and they were beautiful and fair in appearance, but at heart were black and ugly. And then began very evil times for the poor step-daughter.

"Is the stupid creature to sit in the same room with us?" said they; "those who eat food must earn it. Out upon her for a kitchen-maid!"

They took away her pretty dresses, and put on her an old gray kirtle, and gave her wooden shoes to wear.

"Just look now at the proud princess, how she is decked out!" cried they laughing, and then they sent her into the kitchen. There she was obliged to do heavy work from morning to night, get up early in the morning, draw water, make the fires, cook, and wash. Besides that, the sisters did their utmost to torment her,—mocking her, and strewing peas and lentils among the ashes, and setting her to pick them up. In the evenings, when she was quite tired out with her hard day's work, she had no bed to lie on, but was obliged to rest on the hearth among the cinders. And as she always looked dusty and dirty, they named her Aschenputtel.

It happened one day that the father went to the fair, and he asked his two step-daughters what he should bring back for them.

"Fine clothes!" said one.

"Pearls and jewels!" said the other.

"But what will you have, Aschenputtel?" said he.

"The first twig, father, that strikes against your hat on the way home; that is what I should like you to bring me."

So he bought for the two step-daughters fine clothes, pearls, and jewels, and on his way back, as he rode through a green lane, a hazel-twig struck against his hat; and he broke it off and carried it home with him. And when he reached home he gave to the step-daughters what they had wished for, and to Aschenputtel he gave the hazel-twig. She thanked him, and went to her mother's grave, and planted this twig there, weeping so bitterly that the tears fell upon it and watered it, and it flourished and became a fine tree. Aschenputtel went to see it three times a day, and wept and prayed, and each time a white bird rose up from the tree, and if she uttered any wish the bird brought her whatever she had wished for.

Now if came to pass that the king ordained a festival that should last for three days, and to which all the beautiful young women of that country were bidden, so that the king's son might choose a bride from among them. When the two step-daughters heard that they too were bidden to appear, they felt very pleased, and they called Aschenputtel, and said,

"Comb our hair, brush our shoes, and make our buckles fast, we are going to the wedding feast at the king's castle."

Aschenputtel, when she heard this, could not help crying, for she too would have liked to go to the dance, and she begged her step-mother to allow her.

"What, you Aschenputtel!" said she, "in all your dust and dirt, you want to go to the festival! you that have no dress and no shoes! you want to dance!"

But as she persisted in asking, at last the step-mother said,

"I have strewed a dish-full of lentils in the ashes, and if you can pick them all up again in two hours you may go with us."

Then the maiden went to the back-door that led into the garden, and called out,

"O gentle doves, O turtle-doves,
And all the birds that be,
The lentils that in ashes lie
Come and pick up for me!
The good must be put in the dish,
The bad you may eat if you wish."

Then there came to the kitchen-window two white doves, and after them some turtle-doves, and at last a crowd of all the birds under heaven, chirping and fluttering, and they alighted among the ashes; and the doves nodded with their heads, and began to pick, peck, pick, peck, and then all the others began to pick, peck, pick, peck, and put all the good grains into the dish. Before an hour was over all was done, and they flew away. Then the maiden brought the dish to her step-mother, feeling joyful, and thinking that now she should go to the feast; but the step-mother said,

"No, Aschenputtel, you have no proper clothes, and you do not know how to dance, and you would be laughed at!"

And when Aschenputtel cried for disappointment, she added,

"If you can pick two dishes full of lentils out of the ashes, nice and clean, you shall go with us," thinking to herself, "for that is not possible." When she had strewed two dishes full of lentils among the ashes the maiden went through the back-door into the garden, and cried,

"O gentle doves, O turtle-doves,
And all the birds that be,
The lentils that in ashes lie
Come and pick up for me!
The good must be put in the dish,
The bad you may eat if you wish."

So there came to the kitchen-window two white doves, and then some turtle-doves, and at last a crowd of all the other birds under heaven, chirping and fluttering, and they alighted among the ashes, and the doves nodded with their heads and began to pick, peck, pick, peck, and then all the others began to pick, peck, pick, peck, and put all the good grains into the dish. And before half-an-hour was over it was all done, and they flew away. Then the maiden took the dishes to the step-mother, feeling joyful, and thinking that now she should go with them to the feast; but she said "All this is of no good to you; you cannot come with us, for you have no proper clothes, and cannot dance; you would put us to shame."

Then she turned her back on poor Aschenputtel, and made haste to set out with her two proud daughters.

And as there was no one left in the house, Aschenputtel went to her mother's grave, under the hazel bush, and cried,

"Little tree, little tree, shake over me,
That silver and gold may come down and cover me."

Then the bird threw down a dress of gold and silver, and a pair of slippers embroidered with silk and silver. And in all haste she put on the dress and went to the festival. But her step-mother and sisters did not know her, and thought she must be a foreign princess, she looked so beautiful in her golden dress. Of Aschenputtel they never thought at all, and supposed that she was sitting at home, and picking the lentils out of the ashes. The King's son came to meet her, and took her by the hand and danced with her, and he refused to stand up with any one else, so that he might not be obliged to let go her hand; and when any one came to claim it he answered,

"She is my partner."

And when the evening came she wanted to go home, but the prince said he would go with her to take care of her, for he wanted to see where the beautiful maiden lived. But she escaped him, and jumped up into the pigeon-house. Then the prince waited until the father came, and told him the strange maiden had jumped into the pigeon-house. The father thought to himself,

"It cannot surely be Aschenputtel," and called for axes and hatchets, and had the pigeon-house cut down, but there was no one in it. And when they entered the house there sat Aschenputtel in her dirty clothes among the cinders, and a little oil-lamp burnt dimly in the chimney; for Aschenputtel had been very quick, and had jumped out of the pigeon-house again, and had run to the hazel bush; and there she had taken off her beautiful dress and had laid it on the grave, and the bird had carried it away again, and then she had put on her little gray kirtle again, and had sat down in the kitchen among the cinders.

The next day, when the festival began anew, and the parents and step-sisters had gone to it, Aschenputtel went to the hazel bush and cried,

"Little tree, little tree, shake over me,
That silver and gold may come down and cover me."

Then the bird cast down a still more splendid dress than on the day before. And when she appeared in it among the guests every one was astonished at her beauty. The prince had been waiting until she came, and he took her hand and danced with her alone. And when any one else came to invite her he said,

"She is my partner."

And when the evening came she wanted to go home, and the prince followed her, for he wanted to see to what house she belonged; but she broke away from him, and ran into the garden at the back of the house. There stood a fine large tree, bearing splendid pears; she leapt as lightly as a squirrel among the branches, and the prince did not know what had become of her. So he waited until the father came, and then he told him that the strange maiden had rushed from him, and that he thought she had gone up into the pear-tree. The father thought to himself,

"It cannot surely be Aschenputtel," and called for an axe, and felled the tree, but there was no one in it. And when they went into the kitchen there sat Aschenputtel among the cinders, as usual, for she had got down the other side of the tree, and had taken back her beautiful clothes to the bird on the hazel bush, and had put on her old gray kirtle again.

On the third day, when the parents and the step-children had set off, Aschenputtel went again to her mother's grave, and said to the tree,

"Little tree, little tree, shake over me,
That silver and gold may come down and cover me."

Then the bird cast down a dress, the like of which had never been seen for splendour and brilliancy, and slippers that were of gold.

And when she appeared in this dress at the feast nobody knew what to say for wonderment. The prince danced with her alone, and if any one else asked her he answered,

"She is my partner."

And when it was evening Aschenputtel wanted to go home, and the prince was about to go with her, when she ran past him so quickly that he could not follow her. But he had laid a plan, and had caused all the steps to be spread with pitch, so that as she rushed down them the left shoe of the maiden remained sticking in it. The prince picked it up, and saw that it was of gold, and very small and slender. The next morning he went to the father and told him that none should be his bride save the one whose foot the golden shoe should fit. Then the two sisters were very glad, because they had pretty feet. The eldest went to her room to try on the shoe, and her mother stood by. But she could not get her great toe into it, for the shoe was too small; then her mother handed her a knife, and said,

"Cut the toe off, for when you are queen you will never have to go on foot." So the girl cut her toe off, squeezed her foot into the shoe, concealed the pain, and went down to the prince. Then he took her with him on his horse as his bride, and rode off. They had to pass by the grave, and there sat the two pigeons on the hazel bush, and cried,

"There they go, there they go!
There is blood on her shoe;
The shoe is too small,
—Not the right bride at all!"

Then the prince looked at her shoe, and saw the blood flowing. And he turned his horse round and took the false bride home again, saying she was not the right one, and that the other sister must try on the shoe. So she went into her room to do so, and got her toes comfortably in, but her heel was too large. Then her mother handed her the knife, saying, "Cut a piece off your heel; when you are queen you will never have to go on foot."

So the girl cut a piece off her heel, and thrust her foot into the shoe, concealed the pain, and went down to the prince, who took his bride before him on his horse and rode off. When they passed by the hazel bush the two pigeons sat there and cried,

"There they go, there they go!
There is blood on her shoe;
The shoe is too small,
—Not the right bride at all!"

Then the prince looked at her foot, and saw how the blood was flowing from the shoe, and staining the white stocking. And he turned his horse round and brought the false bride home again.

"This is not the right one," said he, "have you no other daughter?"

"No," said the man, "only my dead wife left behind her a little stunted Aschenputtel; it is impossible that she can be the bride." But the King's son ordered her to be sent for, but the mother said,

"Oh no! she is much too dirty, I could not let her be seen."

But he would have her fetched, and so Aschenputtel had to appear.

First she washed her face and hands quite clean, and went in and curtseyed to the prince, who held out to her the golden shoe. Then she sat down on a stool, drew her foot out of the heavy wooden shoe, and slipped it into the golden one, which fitted it perfectly. And when she stood up, and the prince looked in her face, he knew again the beautiful maiden that had danced with him, and he cried,

"This is the right bride!"

The step-mother and the two sisters were thunderstruck, and grew pale with anger; but he put Aschenputtel before him on his horse and rode off. And as they passed the hazel bush, the two white pigeons cried,

"There they go, there they go!
No blood on her shoe;
The shoe's not too small,
The right bride is she after all."

And when they had thus cried, they came flying after and perched on Aschenputtel's shoulders, one on the right, the other on the left, and so remained.

And when her wedding with the prince was appointed to be held the false sisters came, hoping to curry favour, and to take part in the festivities. So as the bridal procession went to the church, the eldest walked on the right side and the younger on the left, and the pigeons picked out an eye of each of them. And as they returned the elder was on the left side and the younger on the right, and the pigeons picked out the other eye of each of them. And so they were condemned to go blind for the rest of their days because of their wickedness and falsehood.

ПРАКТИЧНЕ ЗАНЯТТЯ № 12
1. The cliché.
2. Proverbs and sayings.
3. Difference in the English and Ukrainian languages in proverbs and sayings.
Give analysis of the following text:

The woman had brought two daughters into the house with her, who were beautiful and fair of face, but vile and black of heart. Now began a bad time for the poor step-child. "Is the stupid goose to sit in the parlour with us?" said they. "He who wants to eat bread must earn it; out with the kitchen-wench." They took her pretty clothes away from her, put an old grey bedgown on her, and gave her wooden shoes. "Just look at the proud princess, how decked out she is!" they cried, and laughed, and led her into the kitchen. There she had to do hard work from morning till night, get up before daybreak, carry water, light fires, cook and wash. Besides this, the sisters did her every imaginable injury they mocked her and emptied her peas and lentils into the ashes, so that she was forced to sit and pick them out again. In the evening when she had worked till she was weary she had no bed to go to, but had to sleep by the fireside in the ashes. And as on that account she always looked dusty and dirty, they called her Cinderella. It happened that the father was once going to the fair, and he asked his two step-daughters what he should bring back for them. "Beautiful dresses," said one, "Pearls and jewels," said the second. "And thou, Cinderella," said he, "what wilt thou have?" "Father, break off for me the first branch which knocks against your hat on your way home." So he bought beautiful dresses, pearls and jewels for his two step-daughters, and on his way home, as he was riding through a green thicket, a hazel twig brushed against him and knocked off his hat. Then he broke off the branch and took it with him. When he reached home he gave his step-daughters the things which they had wished for, and to Cinderella he gave the branch from the hazel-bush. Cinderella thanked him, went to her mother's grave and planted the branch on it, and wept so much that the tears fell down on it and watered it. It grew, however, and became a handsome tree. Thrice a day Cinderella went and sat beneath it, and wept and prayed, and a little white bird always came on the tree, and if Cinderella expressed a wish, the bird threw down to her what she had wished for.

It happened, however, that the King appointed a festival which was to last three days, and to which all the beautiful young girls in the country were invited, in order that his son might choose himself a bride. When the two step-sisters heard that they too were to appear among the number, they were delighted, called Cinderella and said, "Comb our hair for us, brush our shoes and fasten our buckles, for we are going to the festival at the King's palace." Cinderella obeyed, but wept, because she too would have liked to go with them to the dance, and begged her step-mother to allow her to do so. "Thou go, Cinderella!" said she; "Thou art dusty and dirty, and wouldst go to the festival? Thou hast no clothes and shoes, and yet wouldst dance!" As, however, Cinderella went on asking, the step-mother at last said, "I have emptied a dish of lentils into the ashes for thee, if thou hast picked them out again in two hours, thou shalt go with us." The maiden went through the back-door into the garden, and called, "You tame pigeons, you turtle-doves, and all you birds beneath the sky, come and help me to pick

"The good into the pot,
The bad into the crop."

Then two white pigeons came in by the kitchen-window, and afterwards the turtle-doves, and at last all the birds beneath the sky, came whirring and crowding in, and alighted amongst the ashes. And the pigeons nodded with their heads and began pick, pick, pick, pick, and the rest began also pick, pick, pick, pick, and gathered all the good grains into the dish. Hardly had one hour passed before they had finished, and all flew out again. Then the girl took the dish to her step-mother, and was glad, and believed that now she would be allowed to go with them to the festival. But the step-mother said, "No, Cinderella, thou hast no clothes and thou canst not dance; thou wouldst only be laughed at." And as Cinderella wept at this, the step-mother said, "If thou canst pick two dishes of lentils out of the ashes for me in one hour, thou shalt go with us." And she thought to herself, "That she most certainly cannot do." When the step-mother had emptied the two dishes of lentils amongst the ashes, the maiden went through the back-door into the garden and cried, "You tame pigeons, you turtle-doves, and all you birds under heaven, come and help me to pick

"The good into the pot,
The bad into the crop."

Then two white pigeons came in by the kitchen-window, and afterwards the turtle-doves, and at length all the birds beneath the sky, came whirring and crowding in, and alighted amongst the ashes. And the doves nodded with their heads and began pick, pick, pick, pick, and the others began also pick, pick, pick, pick, and gathered all the good seeds into the dishes, and before half an hour was over they had already finished, and all flew out again. Then the maiden carried the dishes to the step-mother and was delighted, and believed that she might now go with them to the festival. But the step-mother said, "All this will not help thee; thou goest not with us, for thou hast no clothes and canst not dance; we should be ashamed of thee!" On this she turned her back on Cinderella, and hurried away with her two proud daughters.
As no one was now at home, Cinderella went to her mother's grave beneath the hazel-tree, and cried,

"Shiver and quiver, little tree,
Silver and gold throw down over me."

Then the bird threw a gold and silver dress down to her, and slippers embroidered with silk and silver. She put on the dress with all speed, and went to the festival. Her step-sisters and the step-mother however did not know her, and thought she must be a foreign princess, for she looked so beautiful in the golden dress. They never once thought of Cinderella, and believed that she was sitting at home in the dirt, picking lentils out of the ashes. The prince went to meet her, took her by the hand and danced with her. He would dance with no other maiden, and never left loose of her hand, and if any one else came to invite her, he said, "This is my partner."
She danced till it was evening, and then she wanted to go home. But the King's son said, "I will go with thee and bear thee company," for he wished to see to whom the beautiful maiden belonged. She escaped from him, however, and sprang into the pigeon-house. The King's son waited until her father came, and then he told him that the stranger maiden had leapt into the pigeon-house. The old man thought, "Can it be Cinderella?" and they had to bring him an axe and a pickaxe that he might hew the pigeon-house to pieces, but no one was inside it. And when they got home Cinderella lay in her dirty clothes among the ashes, and a dim little oil-lamp was burning on the mantle-piece, for Cinderella had jumped quickly down from the back of the pigeon-house and had run to the little hazel-tree, and there she had taken off her beautiful clothes and laid them on the grave, and the bird had taken them away again, and then she had placed herself in the kitchen amongst the ashes in her grey gown.

Next day when the festival began afresh, and her parents and the step-sisters had gone once more, Cinderella went to the hazel-tree and said

"Shiver and quiver, my little tree,
Silver and gold throw down over me."

Then the bird threw down a much more beautiful dress than on the preceding day. And when Cinderella appeared at the festival in this dress, every one was astonished at her beauty. The King's son had waited until she came, and instantly took her by the hand and danced with no one but her. When others came and invited her, he said, "She is my partner." When evening came she wished to leave, and the King's son followed her and wanted to see into which house she went. But she sprang away from him, and into the garden behind the house. Therein stood a beautiful tall tree on which hung the most magnificent pears. She clambered so nimbly between the branches like a squirrel, that the King's son did not know where she was gone. He waited until her father came, and said to him, "The stranger- maiden has escaped from me, and I believe she has climbed up the pear-tree." The father thought, "Can it be Cinderella?" and had an axe brought and cut the tree down, but no one was on it. And when they got into the kitchen, Cinderella lay there amongst the ashes, as usual, for she had jumped down on the other side of the tree, had taken the beautiful dress to the bird on the little hazel-tree, and put on her grey gown.
On the third day, when the parents and sisters had gone away, Cinderella went once more to her mother's grave and said to the little tree

"Shiver and quiver, my little tree,
Silver and gold throw down over me."

And now the bird threw down to her a dress which was more splendid and magnificent than any she had yet had, and the slippers were golden. And when she went to the festival in the dress, no one knew how to speak for astonishment. The King's son danced with her only, and if any one invited her to dance, he said, "She is my partner."
When evening came, Cinderella wished to leave, and the King's son was anxious to go with her, but she escaped from him so quickly that he could not follow her. The King's son had, however, used a stratagem, and had caused the whole staircase to be smeared with pitch, and there, when she ran down, had the maiden's left slipper remained sticking. The King's son picked it up, and it was small and dainty, and all golden. Next morning, he went with it to the father, and said to him, "No one shall be my wife but she whose foot this golden slipper fits." Then were the two sisters glad, for they had pretty feet. The eldest went with the shoe into her room and wanted to try it on, and her mother stood by. But she could not get her big toe into it, and the shoe was too small for her. Then her mother gave her a knife and said, "Cut the toe off; when thou art Queen thou wilt have no more need to go on foot." The maiden cut the toe off, forced the foot into the shoe, swallowed the pain, and went out to the King's son. Then he took her on his horse as his bride and rode away with her. They were, however, obliged to pass the grave, and there, on the hazel-tree, sat the two pigeons and cried,

"Turn and peep, turn and peep,
There's blood within the shoe,
The shoe it is too small for her,
The true bride waits for you."

Then he looked at her foot and saw how the blood was streaming from it. He turned his horse round and took the false bride home again, and said she was not the true one, and that the other sister was to put the shoe on. Then this one went into her chamber and got her toes safely into the shoe, but her heel was too large. So her mother gave her a knife and said, "Cut a bit off thy heel; when thou art Queen thou wilt have no more need to go on foot." The maiden cut a bit off her heel, forced her foot into the shoe, swallowed the pain, and went out to the King's son. He took her on his horse as his bride, and rode away with her, but when they passed by the hazel-tree, two little pigeons sat on it and cried,
"Turn and peep, turn and peep,
There's blood within the shoe,
The shoe it is too small for her,
The true bride waits for you."

He looked down at her foot and saw how the blood was running out of her shoe, and how it had stained her white stocking. Then he turned his horse and took the false bride home again. "This also is not the right one," said he, "have you no other daughter?" "No," said the man, "There is still a little stunted kitchen-wench which my late wife left behind her, but she cannot possibly be the bride." The King's son said he was to send her up to him; but the mother answered, "Oh no, she is much too dirty, she cannot show herself!" He absolutely insisted on it, and Cinderella had to be called. She first washed her hands and face clean, and then went and bowed down before the King's son, who gave her the golden shoe. Then she seated herself on a stool, drew her foot out of the heavy wooden shoe, and put it into the slipper, which fitted like a glove. And when she rose up and the King's son looked at her face he recognized the beautiful maiden who had danced with him and cried, "That is the true bride!" The step-mother and the two sisters were terrified and became pale with rage; he, however, took Cinderella on his horse and rode away with her. As they passed by the hazel-tree, the two white doves cried,
"Turn and peep, turn and peep,
No blood is in the shoe,
The shoe is not too small for her,
The true bride rides with you,"

and when they had cried that, the two came flying down and placed themselves on Cinderella's shoulders, one on the right, the other on the left, and remained sitting there.
When the wedding with the King's son had to be celebrated, the two false sisters came and wanted to get into favour with Cinderella and share her good fortune. When the betrothed couple went to church, the elder was at the right side and the younger at the left, and the pigeons pecked out one eye of each of them. Afterwards as they came back, the elder was at the left, and the younger at the right, and then the pigeons pecked out the other eye of each. And thus, for their wickedness and falsehood, they were punished with blindness as long as they lived.
ПРАКТИЧНЕ ЗАНЯТТЯ № 13

Give full analysis of the following text:

She was going to say more, when Zezolla, for that was the name of the Princess, said, "Pardon me if I stop the word upon your tongue. I know you wish me well, therefore, hush—enough. Only show me the way. Do you write and I will subscribe." "Well, then," answered the governess, "open your ears and listen, and you will get bread as white as the flowers. You know well enough that your father would even coin false money to please you, so do you entreat him when he is caressing you to marry me and make me Princess. Then, bless your stars! you shall be the mistress of my life."

When Zezolla heard this, every hour seemed to her a thousand years until she had done all that her governess had advised; and, as soon as the mourning for her mother's death was ended, she began to feel her father's pulse, and beg him to marry the governess. At first the Prince took it as a joke, but Zezolla went on shooting so long past the mark that at length she hit it, and he gave way to her entreaties. So he married the governess, and gave a great feast at the wedding.

Now, while the young folks were dancing, and Zezolla was standing at the window of her house, a dove came flying and perched upon a wall, and said to her, "Whenever you need anything send the request to the Dove of the Fairies in the Island of Sardinia, and you will instantly have what you wish."

For five or six days the new stepmother overwhelmed Zezolla with caresses, seating her at the best place at table, giving her the choicest morsels to eat, and clothing her in the richest apparel. But ere long, forgetting entirely the good service she had received (woe to him who has a bad master!), she began to bring forward six daughters of her own, for she had never before told any one that she was a widow with a bunch of girls; and she praised them so much, and talked her husband over in such a fashion, that at last the stepdaughters had all his favour, and the thought of his own child went entirely from his heart. In short, it fared so ill with the poor girl, bad to-day and worse to-morrow, that she was at last brought down from the royal chamber to the kitchen, from the canopy of state to the hearth, from splendid apparel of silks and gold to dishclouts, from the sceptre to the spit. And not only was her condition changed, but even her name, for, instead of Zezolla, she was now called Cenerentola.

It happened that the Prince had occasion to go to Sardinia upon affairs of state, and, calling the six stepdaughters, he asked them, one by one, what they would like him to bring them on his return. Then one wished for splendid dresses, another to have head-ornaments, another rouge for the face, another toys and trinkets: one wished for this and one for that. At last the Prince said to his own daughter, as if in mockery, "And what would you have, child?" "Nothing, father," she replied, "but that you commend me to the Dove of the Fairies, and bid her send me something; and if you forget my request, may you be unable to stir backwards or forwards; so remember what I tell you, for it will fare with you accordingly."

Then the Prince went his way and did his business in Sardinia, and procured all the things that his stepdaughters had asked for; but poor Zezolla was quite out of his thoughts. And going on board a ship he set sail to return, but the ship could not get out of the harbour; there it stuck fast just as if held by a sea-lamprey. The captain of the ship, who was almost in despair and fairly tired out, laid himself down to sleep, and in his dream he saw a fairy, who said to him, "Know you the reason why you cannot work the ship out of port? It is because the Prince who is on board with you has broken his promise to his daughter, remembering every one except his own child."

Then the captain awoke and told his dream to the Prince, who, in shame and confusion at the breach of his promise, went to the Grotto of the Fairies, and, commending his daughter to them, asked them to send her something. And behold, there stepped forth from the grotto a beautiful maiden, who told him that she thanked his daughter for her kind remembrances, and bade him tell her to be merry and of good heart out of love to her. And thereupon she gave him a date-tree, a hoe, and a little bucket all of gold, and a silken napkin, adding that the one was to hoe with and the other to water the plant.

The Prince, marvelling at this present, took leave of the fairy, and returned to his own country. And when he had given his stepdaughters all the things they had desired, he at last gave his own daughter the gift which the fairy had sent her. Then Zezolla, out of her wits with joy, took the date-tree and planted it in a pretty flower-pot, hoed the earth round it, watered it, and wiped its leaves morning and evening with the silken napkin. In a few days it had grown as tall as a woman, and out of it came a fairy, who said to Zezolla, "What do you wish for?" And Zezolla replied that she wished sometimes to leave the house without her sisters' knowledge. The fairy answered, "Whenever you desire this, come to the flower-pot and say:

My little Date-tree, my golden tree,
With a golden hoe I have hoed thee,
With a golden can I have watered thee,
With a silken cloth I have wiped thee dry,
Now strip thee and dress me speedily.

And when you wish to undress, change the last words and say, 'Strip me and dress thee.'"

When the time for the feast was come, and the stepmother's daughters appeared, dressed out so fine, all ribbons and flowers, and slippers and shoes, sweet smells and bells, and roses and posies, Zezolla ran quickly to the flower-pot, and no sooner had she repeated the words, as the fairy had told her, than she saw herself arrayed like a queen, seated upon a palfrey, and attended by twelve smart pages, all in their best clothes. Then she went to the ball, and made the sisters envious of this unknown beauty.

Even the young King himself was there, and as soon as he saw her he stood magic-bound with amazement, and ordered a trusty servant to find out who was that beautiful maiden, and where she lived. So the servant followed in her footsteps; but when Zezolla noticed the trick she threw on the ground a handful of crown-pieces which she had made the date-tree give her for this purpose. Then the servant lighted his lantern, and was so busy picking up all the crown-pieces that he forgot to follow the palfrey; and Zezolla came home quite safely, and had changed her clothes, as the fairy told her, before the wicked sisters arrived, and, to vex her and make her envious, told her of all the fine things they had seen. But the King was very angry with the servant, and warned him not to miss finding out next time who this beautiful maiden was, and where she dwelt.

Soon there was another feast, and again the sisters all went to it, leaving poor Zezolla at home on the kitchen hearth. Then she ran quickly to the date-tree, and repeated the spell, and instantly there appeared a number of damsels, one with a looking-glass, another with a bottle of rose-water, another with the curling-irons, another with combs, another with pins, another with dresses, and another with capes and collars. And they decked her out as glorious as the sun, and put her in a coach drawn by six white horses, and attended by footmen and pages in livery. And no sooner did she appear in the ball-room than the hearts of the sisters were filled with amazement, and the King was overcome with love.

When Zezolla went home the servant followed her again, but so that she should not be caught she threw down a handful of pearls and jewels, and the good fellow, seeing that they were not things to lose, stayed to pick them up. So she had time to slip away and take off her fine dress as before.

Meanwhile the servant had returned slowly to the King, who cried out when he saw him, "By the souls of my ancestors, if you do not find out who she is you shall have such a thrashing as was never before heard of, and as many kicks as you have hairs in your beard!"

When the next feast was held, and the sisters were safely out of the house, Zezolla went to the date-tree, and once again repeated the spell. In an instant she found herself splendidly arrayed and seated in a coach of gold, with ever so many servants around her, so that she looked just like a queen. Again the sisters were beside themselves with envy; but this time, when she left the ball-room, the King's servant kept close to the coach. Zezolla, seeing that the man was ever running by her side, cried, "Coachman, drive on quickly," and in a trice the coach set off at such a rattling pace that she lost one of her slippers, the prettiest thing that ever was seen. The servant being unable to catch the coach, which flew like a bird, picked up the slipper, and carrying it to the King told him all that happened. Whereupon the King, taking it in his hand, said, "If the basement, indeed, is so beautiful, what must the building be. You who until now were the prison of a white foot are now the fetter of an unhappy heart!"

Then he made a proclamation that all the women in the country should come to a banquet, for which the most splendid provision was made of pies and pastries, and stews and ragouts, macaroni and sweetmeats—enough to feed a whole army. And when all the women were assembled, noble and ignoble, rich and poor, beautiful and ugly, the King tried the slipper on each one of the guests to see whom it should fit to a hair, and thus be able to discover by the help of the slipper the maiden of whom he was in search, but not one foot could he find to fit it. So he examined them closely whether indeed every one was there; and the Prince confessed that he had left one daughter behind, "but," said he, "she is always on the hearth, and is such a graceless simpleton that she is unworthy to sit and eat at your table." But the King said, "Let her be the very first on the list, for so I will."

So all the guests departed—the very next day they assembled again, and with the wicked sisters came Zezolla. When the King saw her he had his suspicions, but said nothing. And after the feast came the trial of the slipper, which, as soon as ever it approached Zezolla's foot, it darted on to it of its own accord like iron flies to the magnet. Seeing this, the King ran to her and took her in his arms, and seating her under the royal canopy, he set the crown upon her head, whereupon all made their obeisance and homage to her as their queen.

When the wicked sisters saw this they were full of venom and rage, and, not having patience to look upon the object of their hatred, they slipped quietly away on tip-toe and went home to their mother, confessing, in spite of themselves, that—

"He is a madman who resists the Stars."
САМОСТІЙНА РОБОТА СТУДЕНТІВ

Самостійна робота — це форма організації індивідуального вивчення студентами навчального матеріалу в аудиторний та позааудиторний час. Мета самостійної роботи студентів — сприяти формуванню самостійності як особистісної риси та важливої професійної якості молодої людини, суть якої полягає в уміннях систематизувати, планувати, контролювати й регулювати свою діяльність без допомоги й контролю викладача. 

Завданнями самостійної роботи студентів можуть бути засвоєння певних знань, умінь, навичок, закріплення та систематизація набутих знань, їхнє застосування за вирішення практичних завдань та виконання творчих робіт, виявлення прогалин у системі знань із предмета. Самостійна робота дає можливість студенту працювати без поспіху, не боячись негативної оцінки товаришів чи викладача, а також обирати оптимальний темп роботи та умови її виконання. Організація самостійної роботи студентів з навчального предмета має здійснюватися з дотриманням низки вимог, зокрема таких:

-
обґрунтування необхідності завдань у цілому й конкретного завдання зокрема, що вимагає виявлення та стимулювання позитивних мотивів діяльності студентів.;

-
відкритість та загальна оглядовість завдань. Усі студенти повинні знати зміст завдання, мати можливість порівняти виконані завдання в одній та в різних групах, проаналізувати правильність та корисність виконаної роботи, відповідність поставлених оцінок (адекватність оцінювання);

-
надання детальних методичних рекомендацій щодо виконання роботи (у якій послідовності працювати, з чого починати, як перевірити свої знання). За окремими завданнями студенти мають отримати пам’ятки;

-
надання можливості студентам виконувати творчі роботи, які відповідають умовно-професійному рівню засвоєння знань, не обмежуючи їх виконанням стандартних завдань. 

Здійснення індивідуального підходу за виконання самостійної роботи. Індивідуальні завдання можуть виконувати за бажанням усі студенти або окремі з них (які творчо обдаровані, вимогливі, мають великий досвід практичної діяльності, навчання та роботи за кордоном тощо). Індивідуалізація самостійної роботи сприяє самореалізації студента, розкриваючи в нього такі грані особистості, які допомагають професійному розвитку.

Нормування завдань для самостійної роботи, яке базується на визначенні витрат часу та трудомісткості різних їхніх типів. Це забезпечує оптимальний порядок навчально-пізнавальної діяльності студентів – від простих до складних форм роботи.

Можливість ведення обліку та оцінювання виконаних завдань і їхньої якості, що потребує стандартизації вимог до вмінь майбутніх спеціалістів та розроблення комплексу професійноорієнтованих завдань. Для цього ми пропонуємо такі типи завдань, які передбачають отримання матеріалізованого результату (продукту). Під час їхнього виконання формуються також особистісні риси студента. Підтримання постійного зворотного зв’язку зі студентами в процесі здійснення самостійної роботи, що є фактором ефективності навчального середовища.

Отже, самостійна робота студентів потребує чіткої організації, планування, системи й певного керування (обсяг завдань, типи завдань, методичні рекомендації щодо їхнього виконання, аналіз передбачуваних труднощів, облік, перевірка та оцінювання виконаних робіт), що сприяє підвищенню якості навчального процесу. Успіх цієї роботи багато в чому залежить від бажання, прагнення, інтересу до роботи, потреби в діяльності, тобто від наявності позитивних мотивів. Велике значення під час самостійної роботи студента мають його спрямованість, психологічна готовність, а також певний рівень бази знань, на який будуть нашаровуватися нові знання.

Для реалізації самостійної роботи в процесі вивчення навчального предмета студенти виконують комплекс завдань різних типів відповідних рівнів складності. У цілому, завдання для самостійної роботи студентів мають відповідати таким вимогам: 

1.
Професійна результативність — формулювання завдання, яке має гарантувати формування хоча б одного професійного вміння в термінах та поняттях майбутньої спеціальності студента.

2.
Продуктивність — передбачає отримання квазіпрофесійного продукту навчальної самостійної праці студента після завершення всіх дій з вирішення цього завдання.

3.
Конструктивність — наявність визначеної структури завдання-задачі (мета, вихідні дані, умови, що їх зв’язують).

4.
Когнітивність — перевага розумових дій над психомоторикою в процесі вирішення завдання.

5.
Самостійність — переважна кількість дій студента має бути самостійною, що забезпечується переліком вихідних даних, умовами задачі та необхідністю отримання різноманітних професійних продуктів. 

Самостійна робота з дисципліни «Порівняльна стилістика іноземної та української мов» виконується студентами за трьома кредитами. Теми представлено у таблиці:

	№

з/п
	Назва теми
	Кількість

годин

	
	Кредит 1. Стилі та норми мови. Функціональні стилі мови
	

	1.
	Джерела англійської та української стилістики. Стилістична семасіологія англійської та української мов
	6

	2.
	Сучасна класифікація літературних персонажів. «Потік свідомості» як текстуальний феномен. Еволюція поняття «текстовий адресант» у літературному критицизмі та у лінгвостилістиці
	10

	
	Кредит 2. Стилістична класифікація лексики англійської мови
	

	3.
	Англомовний етикет. Форми звертання як засіб регулювання між комуні кантами. Переклад форм звертання. 
	18

	 4.
	Літературна, нейтральна та розмовна лексика англійської та української мов
	8

	5.
	Лінгвістичний гумор в англійській та українській мовах
	4

	
	Кредит 3. . Графічні та фонетичні експресивні засоби та стилістичні прийоми
	

	6.
	Загальноприйняті та авторські графічні експресивні засоби та стилістичні прийоми в англійській і українській мовах
	6

	7.
	Суто англійські фонетичні експресивні засоби та стилістичні прийоми як один із засобів передачі культури англійської мови
	8

	Разом: 
	60


Види робіт для успішного виконання самостійної роботи студентів з дисципліни «Порівняльна стилістика іноземної та української мов» розбито на наступні форми виконання: 
	Кредит та тема 
	Академічний контроль

(форма представлення)*
	Кількість балів

(за видами роботи)**
	Кількість балів всього за кредит

	Кредит № 1
Тема: «Стилі та норми мови. Функціональні стилі мови»
	Проект з теми «Джерела англійської та української стилістики. Стилістична семасіологія англійської та української мов»
	36
	66

	
	Конспект першоджерела на тему «Сучасна класифікація літературних персонажів. «Потік свідомості» як текстуальний феномен. Еволюція поняття «текстовий адресант» у літературному критицизмі та у лінгвостилістиці»
	30
	

	Кредит № 2

Тема: «Стилістична класифікація лексики англійської мови»
	Реферат на тему «Англомовний етикет. Форми звертання як засіб регулювання між комуні кантами. Переклад форм звертання.»
	11
	66

	
	Презентація на одну із тем: «Літературна, нейтральна та розмовна лексика англійської та української мов»
	15
	

	
	Контрольна робота № 1
	40
	

	Кредит № 3

Тема: «Графічні та фонетичні експресивні засоби та стилістичні прийоми»
	Творче есе на тему «Загальноприйняті та авторські графічні експресивні засоби та стилістичні прийоми в англійській і українській мовах»
	12
	66

	
	Презентація на тему «Суто англійські фонетичні експресивні засоби та стилістичні прийоми як один із засобів передачі культури англійської мови»
	14
	

	
	Контрольна робота № 2
	40
	

	Всього балів за самостійну роботу
	198 балів
	198


КОНТРОЛЬНІ ПИТАННЯ ДО ПРАКТИЧНИХ ЗАНЯТЬ

1. Порівняльна стилістика: предмет і завдання;

2. Поняття стилю;

3. Взаємозв’язок стилістики з науками;

4. Норми мови.
5. Експресивні засоби;

6. Стилістичні прийоми;

7.  Експресивність;

8.Стилістичні прийоми у словотворенні

9.Літературний стиль мови в англійській та українській мовах;

10.  Публіцистичний стиль мови в англійській та українській мовах;

11. Газетний стиль мови в англійській та українській мовах;

12. Стиль наукової прози в англійській та українській мовах;

13. Стиль офіційних документів в англійській та українській мовах;

14. Стандартна англійська мова.

15. Спеціальні літературні словники. Основні відмінності та схожості;

16.  Загальні літературні словники;

17. Словник нейтральної лексики в англійській та українській мовах;

18. Словник загальної розмовної лексики. Побутова лексика української мови;

19. Словник професіоналізмів та спеціальні розмовні словники.

20. Терміни та особливості їх перекладу;

21. Поетичні (літературні) слова в англійській та українській мовах. Спільне та відмінне;

22. Архаїзми та їх різновиди. Трансформація архаїзмів в англійській та українській мовах;

23. Варваризми та слова іншомовного походження. Українська лексика в англійській мові.

24. Сленг англійської та української мов. Спільне та відмінне;

25. Жаргонізми;

26. Професіоналізми;

27. Діалектна лексика. Діалекти англійської та української мов;

28. Вульгаризми;

29. Розмовні утворення слів.

30. Стилістичні засоби з’єднання. 

31. Порівняння. 

32. Синоніми. 

33. Оксюморон. 

34. Антитеза. 

35. Зевгма. 

36. Каламбур. 

37 Кульмінація.

38. Синтаксичні стилістичні прийоми та їх стилістична функція.

39. Форми звертання яз засіб регулювання дистанції між комуні кантами;

40. Переклад форм звертання;

41. Англомовний етикет;

42. Етикет української мови.

43. Засоби комізації і форми комічного в англійській та українській мовах;

44. Лінгвістичний гумор;

45. Каламбур англійської та української мов.

46. Порівняння;

47. Перифраза;

48. Гіпербола;

49. Особливості вживання та перекладу стійких словосполучень;

50. Мовні кліше;

51. Алюзія.

52. Лексичні експресивні засоби та стилістичні прийоми;

53. Змішування стилістичних аспектів слів;

54. Взаємодія різних типів лексичних значень;

55. Взаємодія словникового та контекстуального значення;

56. Взаємодія словникового та похідного значення слів.
TEST №1

VARIANT 1

1. Give definitions of the following terms:

( Functional style;

( Style;

( Individual style;

( The norm

2. Answer the questions:

( How many layers of a word-stock can be found in the English language? 

( Give peculiar features of each word-stock of the English language?

( How many layers of a word-stock can be found in the Ukrainian language?

( Are these features common in the English and Ukrainian languages?

3. Describe:

( Poetic and highly literary words in the English and Ukrainian languages;

( The language of official documents in the English and Ukrainian languages.

4. Define the functional style of the following extracts and explain your choice:

Pursuant to Memo No. 345/08 about the appraisal of Accountants to a Senior Cadre, I would like to send my application for the post of coordinating Accountant – Claims. As you are aware that I have been working with the company for the last five years and therefore I qualify to be considered for the position.

Apart from the resume held by the Personnel department, I have handed over to them my latest qualification as a Chartered Accountant, given to me late last year at the White Chartered Accounting School. I hope a Memo on the same will be posted soon to notify those interested about the interview dates, time and place.

After 1000 BC Dorians and Ionians, who settled in the eastern part of Greece started to build large cities. These cities had their own governments , their own armies and were independent .

The two most powerful city states were Sparta and Athens. Sparta was the strongest and most powerful city state with many soldiers and a huge army. It was only interested in fighting wars. Sparta united surrounding villages and sent armies to conquer its neighbours and bring back slaves .

Athens, on the other side, concentrated on trade , science and other fields. It was the first city to form a democratic government.

TEST № 1

VARIANT 2

1. Give definitions of the following terms:

( Expressiveness;

( Stylistic devices;

( Expressive means;

( Word-stock of a language.

2. Answer the questions:

( What is “special literary vocabulary”? 

( What kind of word-stock is found there?

( Can we find a special literary vocabulary in the Ukrainian language?

( Are characteristics of a special literary vocabulary common for the English and Ukrainian languages?

3. Describe:

( Archaic, Obsolescent and Obsolete Words in the English and Ukrainian languages;

( The language of scientific prose in the English and Ukrainian languages.

4. Define the functional style of the following extracts and explain your choice:

Ten years old, he moved with his father across the curved polished floor of the freight bay, their booted feet squeaking on the high-gloss surface; the two of them suspended above their own dark reflections; a man and a boy forever walking up what looked to the eye like an ever steepening hill, but which always felt perfectly level.

17 July 2008 - The number of vertebrae, and hence the number of segments or 'somites' in the body, is highly variable among different vertebrate species. For instance, frogs have 10 vertebrae, while many snakes have over 300. But what controls vertebra number in a given species and why does it vary so much between species? Gomez et al. propose that the number depends on a balance struck early in embryogenesis between the division of the body into somites and the overall rate of development. They establish this by showing snakes have a much greater segmentation clock speed, relative to embryo development as a whole, than lizards and other vertebrates with fewer somites.
МЕТОДИЧНІ МАТЕРІАЛИ, ЩО ЗАБЕЗПЕЧУЮТЬ САМОСТІЙНУ РОБОТУ СТУДЕНТІВ
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ТЕСТОВІ ЗАВДАННЯ ДЛЯ ПЕРЕВІРКИ ЗНАНЬ

1.Stylistics is a branch of general:

a) linguistics

b) grammar

c) phonetics

d) semasiology

2. The types of texts are distinguished by aspect of communication:
a) grammatical

b) pragmatic

c) semantic

d) phonetic

3. Style is regarded as something that belongs to the plane of:

a) expression

b) content

c) meaning

d) correspondence

4. Stylistic device is:

a) a modification of meaning

b) coloring the words

c) logical and emotional coloring the words
d) intentional intensification

5. Functional styles appear mainly in standard:

a) literary

b) neutral

c) colloquial

d) coloquial

6. What kind of substyle is not peculiar to the publicistic functional style:

a) oratory

b) feature article

c) essays

d) newspaper headings

7. The scientific prose functional style has substyles:

a) two

b) four

c) three

d) five

8. The official document functional style can be subdivided into varieties:

a) two

b) five

c) three

d) four

9. Which of these substyles is not peculiar to the belles-letters functional style?

a) poetry

b) drama

c) emotive prose

d) essays

10. Literary English is mostly:

a) synonymous

b) antonymous

c) homonymous

d) synoantonymous

11. Word-stock of any language is represented as a system the elements of which are:

a) connected

b) not connected

c) interconnected

d) no right answer

12. According to stylistic classification the whole of the word-stock may be represented by:
a) common literary vocabulary and netral words

b) special literary vocabulary

c) special common, neutral and common colloquial vocabularies

d) common colloquial vocabulary

13. Neutral words are used in language:

a) literary

b) colloquial

c) literay and colloquial

d) none of them

14. Common literary words are chiefly used in:

a) writing

b) polished speech

c) writing and polished speech

d) none of them

15. Such words as “infant”, “parent”, “retire” belong to the group of words:

a) colloquial

b) literary

c) neutral

d) none of them

16. Terms belong to:

a) literary vocabulary

b) special literary vocabulary

c) scientific vocabulary

d) neutral vocabulary

17. Archaic words belong to:

a) literary vocabulary

b) special literary vocabulary

c) scientific vocabulary

d) neutral vocabulary

18. Barbarisms belong to:

a) literary vocabulary

b) special literary vocabulary

c) scientific vocabulary

d) neutral vocabulary

19. Foreignisms belong to:

a) literary vocabulary

b) special literary vocabulary

c) scientific vocabulary

d) neutral vocabulary

20. Obsolete words belong to:

a) literary vocabulary

b) special literary vocabulary

c) scientific vocabulary

d) neutral vocabulary
