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nPEZlHCJIOBHE K nEPBOMY H 3 M H H IO

C thjihcthk3 KaK pa3Ae.T oöıueH HayKH o H3bine, t .  e. jiHtırBHCTHqecKaH cthjihcthkə, 
b  nociıeAHee BpeMH CAe.ıajıa ööJibinne ycnexn. Hmchiio ^a HCTeKmne ABa AecHTHjıeTHH 
ııpe3BbiqaHno B03p0C HHTepec k ııpoöjieMaM H3biKa, KacaıomHMcn M iıoroo6pa3HH ero $yHK- 
UHH H OCOÖeHHO erO 9CTeTHK0-n03HaBaTejlbH0H cjtyHKUHH.

K a K  H 3 B e C T H 0 ,  H e K O T O p b i e  J I H H T B H C T b l  C O C p e A O T O M H B a i O T  CBO H  H H T e p e C b l  J I H U I b  n a  

c{i0 | ) M ; i J i b i i 0  C T p y K r y p ı i 0 H  C T o p o n e  H 3 b i K a ,  o r p o M i ı o r o  3 i ı a q e m i H  K O T O P O H  H e  n p n x o A H T C H  

o r p ı ı u a T b .  O a i u i k o  r e ı ı o p b  y ' i e i i b i e  b c c  ö o j ı ı . ı u e  y ö e > ! < ; u ı ı o T C H  b  t o m ,  m t o  ı ı e J i b 3 H  o r p a ı i H w ı ı -  

B a T b  ı ı a y K y  o  H 3 b i ı < e  c j j o p M a : ı b i ı o - c r p y K i y p 1 1 b i m  a ı ı a ; ı n 3 0 M ,  ı ı  ı i b i r a ı o r c H  r J i y C > K e  n p o H H K -  

H y T b  b  c o , a , e p > K a T e j i b H y ı o  C T o p o ı ı y  B b i c K a 3 b i B a H H H ,  b  c y u ı , H O C T b  Tex H 3 b i K O B b i x  c p e A C T B ,  

Ğ J i a r o A a p H  k o t o p u m  B b i c K a 3 b i B a m ı e  n p H o ö p e T a e r  t o t  h j i h  h h o h  O T T e H O K ,  n p 0 H 3 B 0 A H T  t o t  

İ IJ IH  H H O H  3tJ)cJ>eKT.

H3 noAOĞHoro po^a  HaÖJiıoAeHHH, Mbicjıeiı, oöoöuıem iH , coAep>KamHxcH bo MHornx 
p a 60Tax no  Mopcj)oJiorHH, CHHTaKcncy, jıeKCHKo^ıorHH h (fıoHeTHKe, nocTeneHHO c j io ä h -  
jıacb caMOCTOHTejibHan OTpacjib nayKH o H3biKe —  c t h j i h c t h k 3 .  BexaMH pa3BHTHH 
ə to h  HayKH, onpeAejiHBuiHMH ee coBpeMeıiHoe c o c to h h h c , h b jih io tch : AncKyccHH BOKpyr 
npo6.aeM noəTHqecKoro H3biKa b ABaAuaTbie toab i b C obctckom  C oıose x, AHCKyccHH no 
cmıiHCTHKe Ha cTpaHHuax >KypHa/ıa «B onpocb i H3biK03HaıiHH» b 1954 roAy 2, KOHcjjepeH- 
uh h  no crajiHCTHKe b C liJA  (uiTaT HHAHaHa) b 1958 roAy 3 h KOH(j)epeHUHH ho  c th j ih c th k c  
b I M m H H f l  b 1969 roAy 4.

ABTopbi k h h t , c'raTeü h AHCcepTauHİı no c th . ih c th k c  npe>KAe Bcero nbiTaıOTCH AaTb 
o n p e A e . a e H i ı e  c t h / i h c t h k h  ı< a K  c a M o c T O H T e j i b i ı o r o  n p e A M e T a  5. PacxoJKAemiH bo B3rJiHAax 
3 A e c b  ı ı e n 3 6 e > K i ı ı > ı ,  tcm ö o j ı e e ,  mto ə r a  ı ı a y K a  e m c  c p a B H H T e j i b i ı o  « M 0 J i 0 A a » .

B 3TOİI Kiıme CTiuiHCTHKa oııpe;ı,e.'iHeTC5i KaK ııayxa o ııoAcııcreMax jıırrepaTypnoro 
H3blKa (CTHJIHX H3bIKa) H O CpeACTB3X H3bIKOBOrO Bbipa>KeilHH, HpHMCIieilHeM KOTOpblX o6y- 
c,aoBJieH Tpe6yeMbiii ə ^ c k t  (uejib) BbicKa3biBaıiHH.

Ka>KAbift CTH.Tb H3biKa mo>kho TOMHee Bcero onpeAejiHTb no xapaKTepy Hcn0Jib30- 
B3HHH B HeM CpeACTB H3bIKOBOrO BblpaSCeiIHH. HMeiIHO CB0e06pa3He B3aHMOAeİİCTBHH 3THX 
cpeACTB h AaeT B03M0>KH0CTb OTrpaHHmiTb o ah h  cTHJib o t  A pyro ro . /L ih  ƏToro n p e^ A e  
Bcero He06x0AHM0 AaTb bo3mo>kho 6ojıee nojiHbifı h BcecTopomiHH aHaJiH3 jiHHTBHCTHMe- 
ckoh npnpoAbi npHMenneMbix H3biKOBbix cpeACTB, noKa3arb ux no.nH(l)yHKUHOHaJibHOCTb, 
t .  e. ynoTpe6jıeHHe b pa3JiHqıibix ue.anx h c^epax o6üı,eHHH.

EcTecTBeHHO, 3 to  noT peöoB ajıo npHBJieqemiH H.uııocrpaTHBHoro M aTepuajıa H3 pa3- 
HblX CTHJieft H3bIKa H, B qaCTHOCTH, H3 CTHvlH H3bIKa XyAO>KCCTBeHHOH JIHTepaTypbl (n033HH, 
xyAO>KecTBeıiHOH npo3bi, A paM aTyprm ı), r^e 0 C0 6 eıiH0  M noroo6pa3iıo  npoHBJiHiOTCH no- 
TeHUHaJIbHbie B03MO>KIIOCTH H3bIK0BbIX CpeACTB. HMeHHO B 3T0M CTHJie CBOeOÖpa3HOe HC-

1 EeAbiü A . O pıiTMe. B ct . «ropbi», M., 1920.
B pıiK  0 . M . P h tm  h  CHHTaKCHC.— «HoBbiiı Jlecj)», 1928, JnTs 3—6.
Bunoepadoe B. B. O 3aAaqax cthjihcthkh.— B c6 .: PyccKan pcqb, 1923.
BuHOKyp r .  0 . noəTHKa, .aıiHrBHCTHKa, couHOJiorıiH.— «Jlecj)», 1923, JSTs 3. 
JKupMyncKUü B. M .  3aAaqn noəTHKH.— C6 . «Haqa.aa», 1921, JSTe 1.
)KupMyHCKüü B. M .  BBeAemıe b MeTpHKy. Jl., 1925. 
noəTH K a. CöopıiHKH no TeopHH ıi03THqecK0İi p eq u . 1919.
TblHHHOÖ 10. H . n p o 6jieMbI CTIIXOTBOpHOrO H3bIKa. J1., 1924.
TbiHHHoe 10. H ., flKo6coH P . HpoöJieMbi H3yqeHHH jiHTepaTypbi h H3biKa.— «HoBbiıı 

Jlecj)», 1927, JSTe 12.
A k o ö c o h  P. 0 .  O qeuıcKOM craxe. BepjiHH, 1923.

2 «Bonpocbi H3biK03HamiH», 1954, JV2.N2 2—6 h 1955, JSTs 1. OraTbH no cthjihcthkc.
3 “Style in Language” , ed. by T. Sebeok. N. Y.— Ldn, 1960.
a n « ..fina» hi jmarüHCTuqecKQii cTnjincTiiKiı. Tc3 iıcbi AQKJiaAQB. I M fn H H fl, 1969.



n0Jib30BaHHe H3bıK0Bbix cpeACTB npHBejıo k 0 6 p a 3 0 B a u ı ı i 0  c t h j i h c t h m c c k h x  npneMOB. 
C ı< p y n y jıe 3 H o e  H 3yneH H e n p n p o Ä b i c iH J in c T n q e c K H x  npneM O B  Aa-no B03M0>KH0CTb BbiAeJiHTb 
t o  o ö ın e e ,  4T0 j i o k h t  b  h x  o c n o B e , h  naM eT iiT b  ı ıx  o p ı ıe ı iT n p o B o m ıy ıo  Kjıaccıi(})H K au.H io. 
B o . ıe e  T o ro ,  B b iA -J ie ıın e  c t h j i h c t i i m c c k h x  npneM O B  H3 a p c e H a .n a  H 3biK 0Bbix cpeACTB n o -  
b j i c k j io  3 a  c o ö o h  n cK O T o p o e  ııe p e o c M b ic v ıe i iiıe  c a M o ii ı ıp n p o ;ib i  p » A a  c j)a k to b  H 3biK a. r io H -  
B H jıacb  noTpeĞKOCTb pa3A eJiH T b cpe^C T B a Ji3biı<a ııa  h  e  fl r  p  a  j i  b  h  bi e ,  b  bi p  a  3 h -  
T e J l b H b i e  H C O 6  C T D e  H II O C T H J l H C T H U C K H e ,  KOTOpbie B K H H re H a3B ailb I 
n p h e  m a  m h . > ı

B AaHiıoH paöore ocüemeHbi h ııeKOTOpbie oömne nojıo>KeHHH Haykh 0 H3biı<e, 6e3 
KOTOpblX H ejIb3H  ÖblJIO 6b l IipOCJieAHTb CTHJlHCTHMeCKHH aC neK T  H 3yqaeM blX  HBJieHHH. 
ClOAa OTHOCflTCH T3KHƏ npO Ö JieM bl, KaK pa3H0BHAH0CTH H3bIKa — HHCbMeHHaH H y C T Iian , 
jıeK C H necK oe 3HaM eHHe h  ero T H nbi, a  TaK>Ke HeKOTOpbie Aamibie H3 hctophh pa3BH TH H  h  
CTaııOBJieHHH aH rJiH H C K oro  jiH T e p a T y p H o ro  H 3biK a.

M H orH e Bonpocbi, ocBeu;aeMbie b K iiH re, KacaKDTCH He TOjibKO c th a h c th k h  aHrjiHiı- 
CKoro H3biKa, 110 h oöu;eH  c th j ih c th k h .  3 t o  ııeH36e>Kiıo. J l ıo 6 a n  MacTHan CTiiAHCTHKa a o ji jk -  
n a  onnpaTbCH Ha t c  o6m,He nojıo>KeHHH, KOTOpbie J ie w ar b ee ocnoBe. FIoəTOMy b K H H re 
npHBOAHTCH ııeı<0T0pbie Bbicı<a3biBaıııiH pyccKHx H 3apy6e>Kiibix yMeıibix, nncaTejıeiı, Kpn- 
th k o b  0 npoÖJieMax c th jih  h c th j ih c th k h ,  cnocoöcTByıom ııe 6o;ıee r:ıyÖ0i<0My pacKpbiTmo 
3THX HOIIHTHH X.

C B oeoöp a3ne Hcn0Jib30BaHHH H3biı<OBbix cpeACTB HMeeT h HauHOHajibHbie ocoöeıiHO- 
c th ,  ne roBopn y>Ke 0 cncreM e H3biı<OBbix CTHjıeö. Ə to  mo>kho yBHAeTb h b Tpaı<TOBKe bh- 
AOb ənHTeıa, h b KJiaccn(})HKau.HH cjıOBapııoro cocTaBa, 11 b CHHTaKcımecı<ııx c th j ih c th -  
MecKiıx npneM ax, h b 0C06eHH0CTHX aHrjniHCKoro cTHxocjıo>ı<emiH. CııcTeMa c th jic h  aHTJiHH ■ 
CKoro H3biKa npeACTaBJiena b nauHOHajibHOM CBoeo6pa3Hiı 11 He mo>kct 6biTb o u en e ııa  ı<aK 
oöm an  KJiaccH(|)HKauHH H3biKOBbix CTHJien, necMOTpH Ha MHorııe o ö ıu n e  wepTbi.

TaKHM 0 6 p a 3 0 M , ə ı-y  K i ın ry  mo>kho 6biJio 6bi Tomıee ua3BaTb: npoojıeMbi o6a;eH h 
anrJiıiHCKOH cth. ihcthkh . TeM  He MeHee na3BanHe « S ty l i s t i c s » ,  ı<aK hbm ı<a>KeTCH, oö'beAH- 
ııneT 3th ABa acneK ia paccMOTpemiH HBJieHHH.

C t h j i h c t h k 3  h b j i h ə t c h  t o h  o6jıacTbio H3biK03HamiH, r ^ e  nepe ı< peu ;H B aıoT C H  ypoBHH 
H3bll<OBOH C T p y K T y rb / H IipeACTaiOT B lie il B TeCHOİİ B33HMOC1 H3II H B3aHMOO6yCJ10B.aeHH0CTH. 
B c e  B b ip a 3 H T e jib ! ıu e  cpeA CTBa h  CTHjiHCTiiMeoKHe n p ııe M u  ıi03T 0M y p a 3 6 ı n b i  ııa  T|)H 6 o j i l -  
u j ı ıe  r p y n n b i :  ()) 0 11 e  t  h  m e c k  h  e, j ı e K C H K O - ö p a 3 e o j ı o r H M e c K H e  h  
C H H T a  K C II M e  C K H e . B  MHCJIO (j)OlieTIIMeCKllX npiICMOB H CpeACTB BKJIIOMeil pHTM , 
ııoc ı< o jib i< y  pHTM ııe c e T  b  c e 6 e  3naM H T eJib iıy ıo  a o j i io  a M O A iıo ııa jib iio ro  3 a p n A a  11 b  p a 3 i ıc -  
O Öpa3HH K0MI103HU,H0IllIbIX (J)OpM MO»<eT CJiy>KHTb CpeACTBOM ƏCTeTHMCCKOIO B03ACHCTBHH 
n a  MHraTe.TH h  c j ıy m a r e j iH .  n p o 6 J ie M a  p ıiT M a, -TaKHM o 6 p a 3 o .\ ı ,  BbiACJieHa ı<aı< o a h o  113 
(J)OHeTHMecı<Hx Bbipa3irrejibHbix cpeACTB, a  M eTpH K a KaK c t h j i h c t h m c c k h h  npııeM c t h x o -  
CJ10>KeHHH, OCHOBaHHblH Ha pHTMƏ, paCCM 3TpHBaeTCH B p a 3 A e J ie  «ri03THM eCKlIH CTHJIb».

B  3a K jn o ^ e H iıe  xoM y B bipa3H T b öjıaroA apnocTb aou.. B . J l .  H a e p y ,  KOTopbiii HanncaA 
pa3AeJi «ra3eTHbifl C T iu ib» , npo(}). 0 .  C. AxMaııoBOİı h a o h . B . C. Ky3iıeu0B0H 3a uenıib ie 
3aMeMamiH, cAeJiamibie hmh b n p o uecce  peueH3iıpoBanHH pyı<onHCH, aou,. A. M. OHTep- 
MaH 3a noMomb b pa3AeJie «ny6.aııu,HCTHMecKHH cTiuib», peA'aKTopy k h h th ,  a o u . J l .  P .  T o a a  
3a cymecTBeHHbie 3aMeM3HHH h coBeTbi, CAejıaHHbie MHe b n p o u ecce  peAaKTHpoBaHHH, a 
T aK ^e r r .  AıuypoBOH J3,. y . ,  3MneBCK0iı H . A., H h k o h o b o h  A. O ., naB.aoBOÜ H . M., 
CrpmKeHKO A. A., TypMaMeBoft H . A. 3a noMomb, oKa3aıiHyıo MHe n p n  n 0Ar0T0Bi<e 
pyKonncH k neMara.

Aenıop

nP E A H C JlO B H E  K BTOPOMY H 3 M H H K )

npOLUAO CBblLUe UieCTH JICT CO AHH BblXOAa nepBOrO H3A3HHH 9T0İİ KHHTH. 3a 3T0 BpeMH 
jııııırBHCTHMecKaH CTHjiHCTHKa AaJieKO u ıa rııy jıa  B n e p e A .  rloHBHAOcb Miıoro CTaTeıı, m oiio- 
rpacJ)HH, AHccepTaum'i y ııac h 3a pyöe>KOM, b ı<0T0pbix ııeKOTopbie npoÖJieMbi nojıyMHJiH 
A ajib n e ııu ıee  pa3BHTiıe, yTOMHemıe ıı, b pHAe cjıyMaeB, nepeocMbicJieıiHe, ııeH3öe>KHoe b  

xoAe nocT ynareJib iıo ro  ABH>KeHHsı ııayı<H.
K m ıra ,  npeA Ha3iıaM em ıaH  a^ih  cıyAeHTOB Bbicm eu uıı<o.nbi h  ocB em aıou ıaH  Ba>KHeHuiHe 

npo6jıeM bi ııayK H , AOJi>ı<ııa OTpa>Karb Bce t o  iio b o c , mto ııapo>KAaercH n yTBep>ı<AaercH b

1 n -- ........... . “-a nuccKujc anıoDQB T i e n e o e A e H b i  ııa a H r j ı n f t c K H i ı  H 3 b i K  m h o i o . H. F.



naHHOfi OÖJiaCTH 3HaHHH. B o  BTOpOM H3A3HHH 3TOÜ KHHTH « nonblTaJICH OCBCTHTb IieKOTODbie 
BOnpOCbl JIHIirBHCTHqeCKOH CTIIJIHCTHKH, IIOABepraiOUJ,HeCH B IiaCTOHUiee BpeMH OJKHBJieH- 
hwm cn op aM  h yr^yo^ıeH H O M y a n a ;iH 3 y . K  TaKHM B on p ocaM  o t h o c h t c h  on pe,ne;ıen H H  H3bi- 
KOBoro c t h j ih ,  rpaMMaTHKa TeKCTa, cooT H om eH H e J ior ıiH ecK oro  h  3M0UH0HaJibH0r0 onoe- 
ne^eH H e h  KJiaccH(})HKanHH h s h k o b u x  (JıyHKUHOHajibHbix CTHJiefi, a n a j ın s  h 3 u k o b o ö  h d h -  
DOÄbi oTÄejibHbix cTHjiHCTHwecKHx npHeMOB h H eK O Topue A p y rH e. R n n  ə r o r o  b KHHre 6 b ijw  
Hc n 0 ^ b 3 0 BaHbi H aH öo^ ee H H TepecH bie p a ö o r a  coBeTCK iıx h 3apy6e>K H bix 3 b to d o b  a TaKJKe
cTaTbH h aBT0pe4>epaTbi AHCcepTauHH n o  CTH.mcTiiKe 3a  n e p n o ^  1971_1975 r r ’ HeKOTO-
pbie H3 HHX yKa33HbI B ÖHÖ^IHOrpacflHH H B CniiCKe UHTIipyeMblX aBTOpOB.

M. P. raAbnepun



P A R T  I

INTRODUCTION

1. GENERAL NOTES ON STYLE AN D STYLISTICS

5  t t f l i s i i c s ,  sometimes. called^  l i n & u o - s t y l i s  t i c s, is a 
branch oFğeneral 1 inguisticsr  FThas now been more or~Tess definitely 
çutlined. I t  deals rnainly "with two interdependent tasks: a) the 
investigation of the inventory of special language media which by their 
ontological features secure the desirableeffect of the utterance and b) cer- 
tain 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. Theinventory  of special language 
media can be analysed and their ontological features revealed if presented 
in a system in which the co-relation between the media becomes evident.

The types of t e x t s ^ a n  be analysed 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 f u n c t i o n a l  s t y l e s  o f  l a n . g u a g e  (F S);  the 
special media of language which secure the desirable effect of the utte- 
rance are called s t y l i s t i c  d e v i c e s  (SD ) and e x p r e s s i v e  
m e a n s (E M ),

•The first field of investigation, i.e. SDs and EMs, necessarily touches 
upon such general language problems as the aesthetic function of lan- 
guage‘r synonymous vvays of rendering one and.the saıne idea, emotional 
colouring in language, the interrelation between language and thought, 
the individual manner of an author in making use of languäge and a 
number of other issues.ı

The second field, i.e. functional styles, cannot avoid discussion of 
such most general linguistic issues as oral and written varieties of lan- 
guage,.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, psy- 
chology, logic and to some extent statistics must be touched upon. 
This is indispensable; for nowadays no science is entirely isolated from 
other domains of hurnan knowledge; and linguistics, particularly its 
branch stylistics, cannot avoid references to the above mentioned dis- 
ciplines because it is confronted with certaiıı overlapping işsues.



1
The branching off of stylistics in language s c i e n c e  v v as 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 grarnmars, whic.h appeared as a reaction against descriptive 
linguistics, have confirmed that  tlıe task of any gramrnar is to limit 
the scope of investigation of language data to sentences which are con- 
sidered well-formed. Evervthing that fails to meet this requirement 
should be excluded from linguistics.

i 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 stätus with its own inventory 
of tools (SDs and EMs), with its own object of investigation and with 
its own methods of researchJ

The stylistics of a highly developed language like English or Rus- 
sian has brought into the science of laııguage a separate body of media, 
thus widening llıe rangc of observation of phenoınena in language. The 
significance of this branch of linguistics can hardlv be over-estimated. 
A number of events in tlıe development of stylistics must be mentioned 
here as landmarks. The first is the discussion of the problem of style and 
stylistics in “Bonpocbi ji3biK03iıaının” in 1954, in which many important 
general and particular problems were broadly anaİysed 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 “Bonpocbr fi3biK03HanHH” 
this conference revealed the existence of quite divergent points of view 
held by different students of language and literature. Thirdly, a con- 
ference on style and stylistics was held iıı the Moscow State Pedagogical 
Institu te  of Foreign Languages in March 1969. At this conference lines 
were drawn along which studies in linguo-stvlistics might be maintained.

. An interesting symposium was also held in Italy, the proceedings of 
which were published under the editorship of professor S. Chatman 
in 1971.

A great number of monographs, textbooks, articles, and dissertation 
papers are now at the disposal of a scholar in stylistics. The stream of 
information grows larger every month. Two American journals appear 
regularly, which may keep the student informed as to trends in the
tlıeorv of stylistics. Tlıey are Sty le j issued at the Arkansas University 
(U.S.A.) and Lcınguage and Stı/le  pubüshed in Southern Illinois Uni- 
vcrsily (U.S.A.) (See also tlıe bibliography on p. 324}j

Mt is in view ot tlıe ever-growing significarıce or the exploration of 
language potentialities that so much attention is paid in linguo-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 ı/ [ e  is derived from the Latin word ‘s tilus’ which meant 
a short stick sharp**at one end and flat at the other used by the Romans 
for writirrg on wax tablçts. Now the word ‘sty le’ is used in so many sen- 
ses that it has become* a breeding ground for ambiguity. The word is 
applied to the teaching of how to write a composition (see below)^ it 
is alsğTuseıhtcrfev eä l  the correspondence between thought and expres^ 

'S İo n r i t  frequently denotes an individual manner of making use of lan- 
guage; it sometimes refers to more general, abstract notions thus inevi- 
tably becoming vague and obscure, as, for exanıple, “Style is the man 
himself” (Buffon), “Style is depth” (Darbyshir^); “Style is deviations” 
(Enkvist); “Stylo 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 w’hich make 
our utterances emphatic, effective and goal-directed. It will therefore 
not coıne amiss to quote certain interesting observations regarding 
style made by different writers from different angles. Some of these ob- 
servations are dressed up as epigrams or sententious maxims like tlıe 
ones quotec: above. Here are some more of them.

\y  “Style is a quality of language which communicates precisely emo- 
ntions or thouglıts, or a system of emotions or thoughts, peculiar to tlıe 
author.” (J. Middleton Murry)

“. . .  a true idiosyncrasy of style is the result of an author’s stıccess 
in comf)elling language to conforın to lıis mode of experience.” (J. Midd- 
leton Murry)

“Style is a contextually restricted linguistic varia tion .” (Enkvist) 
“Style is aselection of non-distinctive features of language.” (L. Blooın- 

field)^.
“Style is sinıply synonymous wit’h form or expression and hence a 

superfluous term.” (Benedetto Croce)
“Style is essentially a citational process, a bodyof formulae, a mem- 

ory (almost in the cybernetic sense of the word), a cultural and not an 
expressive inheritance.” (Roland Barthes)

Some linguists consider that the word ‘s ty le’ and the subject of 
linguistic stylistics is confined to the study of the effects of the message, 
i.e. its impa:-t on the reäder. Thus Michael Riffaterre writes that “Sty- 
listics will be a linguistics of the effects of the message, of the output of 
the act of communication, of its attention-compelling function”. 1 Tlıis 
point of v iev  lıas clearly been reached under the influence of recent 
developments in the general theory of infrrniation.U.anguage, being 
one of tlıe means of communication or, to be exact, the most im portant 
means of communication, isregarded in the above quotation from a prar|- 
matic point of view. Styiistics in that  case is regarded as a langua^e 
science whi. h deals with the results of the act of communication.

1 Riffaterrc , M . Tlıe S ty listic  Fuııction. Proceedings of the 9th International Con- 
gress of Linguists, The Hagııe, 1964, pp. 316-17.



F very considerable degree tlıis is true. Stylistics must take into 
M e r a t i o n  the “output of the act of communication”. But stylistics 

c°nSt also investigate tlıe ontological, i . e .  natural, inherent, arıd fıınc- 
111 ı neculiarities of the ıııeans of coınııııınicatioıı whiclı ıııay ensure

' l Lpneffect sough't. ‘ .
Archibald A. Hi 11 states that “A current definition of style and sty- 

.. .-cs is that structures, sequences, and patterns which extend, or may 
Jpnd beyond the boundaries of individual sentences define style, 

eX , ^ a t  the study of them is stylistıcs.” 1
alUThe tru th  of this approach to style and stylistics lies in the fact that  

rthe author concentrates on such phenomena in language as present a 
I  vStem, in other words, on facts which are not confined to individual use.

T h e  m o st frequent definition of style is one expressed by Seymour 
C h a tm an : “Style is a product of individual choices and p a t t e r n s o f  ch o ice s  
/em p h a s is  added) among linguistic possibi 1 ities.” 2

This definition indirectly deals with the idiosyncrasies peculiar to a 
I given writer. Somehow it fa ils to  embrace such phenomena in text struc- 

t u r e  where the ‘ind ividual’ is reduced to the minirnum or even done 
away with entirely (giving preference to non-individualistic forms in 
üsing 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 sornewhat 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 inclusiorı of a feature optional elsewhere, varying degrees 

’of inclusion of a specific variant without complete elimination of com- 
peting features.” 'J *

The idea of taking various types of selection as criteria for distin- 
guishing 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 aıl(| too heterogeneous to fall under one more or less satisfactory 

P W ed notion. Undoubtedly all these diversities in the understanding 
^ the word ‘sty le’ stem from its ambiguity. But still all these various 

lnı^°ns leave an impression tlıat by and large they all have something 
t haf ° ' P ^  them point to soırıe integral significance, namely, 
from *S a se* characteristics by which we distinguish one author 
cl 11 an°ther or members of one subclass from members of other sub- 

|T all of which are members of the same general class.4 What are

P. 54. Arcfıibald A . Poetry and S ty listics .— In: “Essays in Literary Linguistics”,

8 w ^ ! nan’ Seymour. S tylistics: Q uantitative and Q ualitative, 1967, v . 1, p. 30. 
gress' ,n .er> Werner. Styles as Dialects. Proceedings of the N inth Interııational Con- 

ı o Lt|nguists, p. 324.
Style in Language”, ed. by T. Sebeok. N. Y ., 1960, p. 427.



these sets of characteristics typical of a writet- or of a subclass of tlıe 
literary language will be seen in the analysis of the language means of a 
given writer and of the subclasses of the general literary standard.

Another point tlıe above quotations have in cöfnmon is that all of 
them concentrate on ttıe form of the expression alnıost to the detriment 
of the content. In other words, style is regarded as something that  be- 
longs exclusively to the plane of expression and not to the plane of con- 
tent. xThis 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 tex t—a novel, a poem, a letter, a document, 
an article,- an essay and so on.

*It follows then that the term ‘s ty le’, being ambiguous, needs a re- 
^stricting adjective to denote what particular aspect of style we intend 
to deal with. It issuggested here tha t  the terın i n d i v i d u a l s t y  l e 
should be applied to that  sphere of linguistic and literary science which 
deals w ith the peculiarities of a w riter’s individual manner of using ian- 
guage means to achieve the effect he desires.ÇDeliberate choice must 
be distinguished from a habitual idiosyncrasy in the use of language 
units; every indi^idual has his own manner and habits of using them. 
The speech of an individual which is characterized by peculiarities ty- 
pical of that  particular individual is called an i d i o l e c t. The idiolect. 
should be distinguished from what we call individual style, inasmuch 
as the word ‘sty le’ presupposes a deliberate choice.

When Buffon coined his famous saying which, due to its epigramma- 
tical form, became a by-word all over the world, he had in mind the idio- 
lect, 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 breed- 
ing and education will always affect his turn  of mind and therefore will 
natura lly  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 poifıt to his breeding and education in order to leave 
room for that  deliberate choice of language means which will secure 
the effect sought.

I t  follows then tha-t the individual style of a writer is marked by its 
uniqueness. It can be recognized by the specific and peculiar combina- 
tion of language media and stvlistic devices which in their interaction 
present a certain system. This system derives its origin from the crea^ 
u v e  spirit. and elusive though it may seem, it can nevertheless be as- 
certained. Naturally, the individual style of a writer will never be in- 
tirely 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

1 In linguistics there are two terms now generally recögnized and w idely used —  
plane of expression and plane of content. Tbese are synonymous to the concepts form  and 
matter.
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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 deptlı of the con ten t .1 The idea of this subtle remark can be in- 
terpreted in the following way: —the style of a writer can be ascertained 
only bv analysis of the form, i.e. language media. To analyse the form 
in order to discover the idiosyncracies of a w riter’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 )rhy thm  
and melody of utterances, 3) system of imagery, 4) preferences for defi- 
nite stylistic devices and their co-relation 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 linguo- 
stylistics. Here is what V. M. Zirmunsky writes: “The language of a 
writer can lıardly be considered an object of linguo-stylistics. If analysed 
ouiside the problem of style (the style of the work, the writer, the lit- 
erary trend or the literary era), the language falls into a mass of words, 
collocations and grammatical facts, which taken in isolation will serve 
as bu t’ unreliable evidence as to the life of the given language in the 
given period of its development.” 2

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

In this connection it is worth referring to Flaııbert’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 w riter’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 s ty le’ a completely adequate expression in language 
of a w riter’s mode of feeling.” 4

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, inasmuch 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 
meaııs.

The individual style of an author is frequently identified with the 
general, generic term ‘style’. But as has already been pointed out, style

1 See: BıiHoapadoo B. B.  npoÖJieMa aBTopcTBa h TeopHJi cTHjieft. M., 1961, c. 69.
2 JKupMyncKuü B. M .  CTHXOTBOpeHHe TeTe « T li 3Haeuib Kpaft...».— B c6.: IlpoöJieMbi 

Me»ÄyHapoÄHbix jiHTepaTypHbix cB«3eft, Jl., 1962, c. 50.
3 Monaccan f u  de. CTaTbH h onepKH 1876— 1891. rocıi3AaT, 1950, t .  X III, c. 200.



is a much broader notion. The individual style of an author is only one 
of the applications of the general term ‘s ty le ’. 1 he 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 au thor’s ideas to the reader in precisely 
the way he intends, but also because writers unw ittingly  contribute 
greatly to eitablishing the norms of the literary language of a given 
period. In c-rder to coınpel 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 peculiari*ty in the manner of using ianguage means in poetry 
and emotive prose has given rise to the notion of S t y  l e a s D e v i- 
a n e e .1 Most i l lu s tra tiveo fth is tendency  is George Sain tsbury’s state- 
ment 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 lormalism in literature and which has crucial relevance to 
present-day endeavours to analyse the role of form in embodying matter. 
Several literary critics representative of this school as well as a number 
of writers maintained the idea tha t  language sometimes imposes intol- 
erable conscraints on freedom of thought. Hence all kinds of innovations 
were introduced into the language which sometimes not only disagree 
with the estabüshed 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 m- 
comparable nıanner these elements are combined.

It is hardly possible to underlestimate the significance of a minute 
analysis of the language of a writer when approaching the general no- 
tion of his style. The languagewill inevitably reveal some of the auth- 
o r’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 indi- 
vidual style is not confined to penetration into the inner properties of

1 See N ils Erik Enkvist. Linguistic S ty listics. The Hague-Paris, 1973, § 6 .
2 Saintsbury, G. M iscellaneous Essays. Ldn, 1895, p. 85.
3 Bandpuec M - 5İ3biK. M., 1937, c. 251-52.



age means and stylistic devices. The writers of a given period in 
h d e v e lo p m e n t  of the literary language contribute greatly to establish-

■ a the system of norms of tlıeir period. It is worth a passing note that  
İ?e investigations of language norms at a given period are to a great 
xtent maintained on works of men-of-letters.

e One of the essential properties of a truly individual style is its per- 
manence. It has great powers of endurance. It  is easily recognized and 
never loses its aesthetic value. The form into which the ideas are wrought 
a s s u m e s  a greater significance and therefore arrests our attention. The 
länguage of a truly individual style becomes de-autom^tized. I t  may be 
s a i d  that the form, i.e. the language means themselves, generate meaning. 
This will be slıown later when we come to analyse the nature and func- 
tions of stylistic devices.

The idea of individual style brings up the problem of the correspon- 
dence 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, phiiosophical, aesthetic, pragmatic and purely linguistic 
points of view. Here. we shall onlv point out the most essential sides 
of the problem, viz. aj thought and language are inseparable; b) language 
is a means of materializing thought. It follows thdn tha t  the stylicist 
cannot neglect this interrelation when analysing the individual style 
of an author. But it is o n e th in g to  ta k e in to  account a certain phenom- 
enon 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 lan- 
guage would be on tlıe same level as to state that all we say is style. The 
absurdity of this s tatem ent 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 compiete 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 çlothes the thought.” 1

N aturally  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 mııst have. However, it is well known 

I tlıat tlıe searclı for aıı adequate expression often takes an enormous 
aınount of time and mental effort. This idea is bri l l ian tly  expressed by 
V. Mayakovsky: no33nn Ta >j<e Äoöbma paAHH. B rpaMM ao6hhh — b  

toa Tpy^bi. H3BOAHuib eAHHoro cjıOBa paÄH — Tbicyımı tohh cjıoBecHon 
PYAbi.

The genuine character of the individual styie of an author is not 
^ecessarily manifest from the tricky or elaborate expressions he uses.

Some forms of the language which pass unobserved even by an ex- 
Perienced reader due to their seeming insignificance in the general sys- 
ı e m of language may be turned into marked elements by the creative

1 Joubert. Quotecl from N. Foerster & J. M. Steadrnan Jr. Sentences and Thinking* 
N - V., 1923, p. 1.



■ y
mind of the writer. 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 Hemingwav, 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 obşervations of many a literary critic, the 
style of modern literary works is much more emotionally excited, ‘di- 
shevelled’, 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 par- 
ticular. The greater the author is, the more genuine his style will be. If 
vve 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 potential- 
ities 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 lex- 
ical, syntactical and stylistic means but also in their t re a tm e n t .1 It 
is really remarkable how a taiented writer can make us feel the way he 
wants us to feel. This ço-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 clearlv and unequivocally through a 
graduäl increase in intensity, in the foregrounding 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 combina- 
tion of language units, expressive means and stylistic devices pecüliar 
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 analogyjs ,  of course, conventional, 
but it helps to understand the uniqueness of the w riter’s idiosyncrasy. 
Individual stvlc is based on a thorough knowledge of the contemporary 
language and also of earlier periods in its development.

Individual style allpws certain justifiable deviations from the rig- 
or'ous 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 analysed separately, which is natu- 
rally impossible in a book on general stylistics. .

Selection, or deliberate choice of language, and the ways tlıe chosen 
elements are treated are the main distinctive features of individual style.

* See also Victor M .H anını. Meter and Meaning. PMLA, 1954, No. 4, Part 1, p. 698.
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The treatment of the selected elements brings up the problem of t h e 
n o r m.  Thenotion o f th en o rm  mainly refers to the literary language and 
always presupposes a r e c o g n i z e d  or r e c e i v e d  s t a n d a r d .  
At the same time it likewise presupposes vacillations of the received 
standard.

In order to get a workable definition of the norm for the purposes 
set in this book and, particularly, in connection with the issue of indi- 
vidual style, it will be necessary to go a l i t t le  bit deeper into the concept.

We shall begin with the following statement made by Academieian 
L. V. Scherba:

“Very often when speaking of norms people forget about stylistic  
norms (emphasis added) which are no less, if not more, important than 
all others.” 1

This pronouncement clearly indicates that there is no universally 
accepted norm of the standard literary language, that there are different 
norms and tha t there exist special kinds of norm which are called sty- 
listic 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 (see p. 35). Likewise it is perfectly apparent that the norms of 
emotive prose and those of official langııage are heterogeneous. Even 
within w'hat is called the belles-lettres style of language (see p. 
33—34) 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 tvpes and styles of language 
does not exclude tlıe pos.sibility and even the necessity of arriving at 
some abstraGj; notion of norm as an i n v a r i a n t , which should em- 
brace all v a r i a n t s  with their most typical properties. Each style 
of language will have its own invariant and variants (see p. 33—34), 
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 starjdard (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.

1 ÜXepöaJl. B. H3ĞpaıiHbie pa6üTbi no 5i3biK03HaHHi0 h 4)OHeTiiK?, M., 1958, t . 1, c. 65.
2 BaxeK M . K npoö.aeMe nHCbMeHHoro 5i3biKa.—  B c6 .: Tlpa>KCKHH .THHrBHCTHHecKHH 

Kpy>KOK, M., 1967, c. 530.
2 H alliday, M . A . K- Linguistic Function and Literary S ty le .— Iıı: “Literary Style: 

A Synıposium .” Ldn, 1971, p. 314.



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

“A certain conventionally singled out assemblage of realizations of 
language means Tecognized 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 
usages. I t  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 s tylistic qualities. This is not accidental. Many linguists 
hold the view that anything which can be labelled stylistic is already 
a deviation from the established norm (see a nıımber of the definitions 
of ‘sty le’ given on page 11). They forget that regular deviations from 
the norm graduaıly establish themselves as variants of the norm; the 
more so because, as has been stated, ‘deviations’ of a genuinely stylistic, 
character are ııot devia tions1 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 presup- 
poses the oneness of the multifarious. There is a conscious a ttitude to 
what is well-formed against what is ill-formed. Well-formedness may 
be represented in a great number of concrete sentences allowing a con- 
siderable range of acceptability.

The norm, therefore, should be regarded as the invariant of tlıe pho- 
nemic, morphological, lexical and syntactical patterns circulating in 
language-in-action a t 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 mis- 
leading. The development of any literary language shows that the va- 
riants will always centre 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 a lready  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 paragraphs (see 
p. 15). This conception is aptly  illustrated theoretically in the 
Theory of Deviance mentioned above (p. 15) and practically in the 
works of certain modern poets like E. E. Cummings and others who 
try  to break away entirely from the establis’:ed and recognized invari- 
ants and vaıiants of the given norm. They ıntroduce various patterr;s

1 H L

1 See alsc A . E. Darbyshire. A Grammar of Style. Ldn., 1971, p. 186.
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' ^  a r e  a l m o s t  undecodable and consequently require special devices
f r s r a s p i n g  the messages.1

Ouite a different point of vievv is expressed by E. Sapir, who states: 
tlıe greatest — orshall w esay  themost salisfyiııg — iiterary artists, 

Shakespeares and Heines, are those who have known subconsciously 
h vv to fit or trim the deeper intuition to the provincial accents of their 
Uaily speech. In them there is no effect o fs tra in .  Their personal ‘ intui- 
tion’ appears as a completed synthesis of the absolute art of intuition 

nd the innate, specialized art of the linguistic medium.” 2 
This idea is common to many stylicists who hold that real and genuine 

in d ivıduality of style will reveal itself rıot iıı the breach of the rules, in 
other words, not in deviating from tlıe accepted norms, but in the pecu- 
liar treatment of them. However, it must be repeated that some devia- 
tions, if they are motivated, may occur here and there in the text. More- 
over, let us repeat once ınore that through constant repetitions such de- 
viations may become legitimate variants öf the jıornı andestablish them- 
selves as members of the language system.

The probiem of variants of the norm, or deviations from the nörm 
of the literary language, has received widespread attention among lin- 
guists .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 estab- 
lishing its own norms which, however, are subordinated to the norm- 
invariant aııd wlıich do ııot violate the geııeral 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 writ- 
er’s Tanguage as pedantic, no rnatter 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 attem pt 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 demarkation between 
•fcts that illustrate the flexibility of the norm and those which show 

s v iolation is not so easy. The extremes are apparent, but border cases 
are blurred. Thus “footsteps on the sand of war” (E. E. Cummings) or 
. low a time” (see other examples onp .  162— 163) are clearly violat- 
^ons of the accepted norms of word-building or word-combinations.
. But “silent thunder”, “the ors and ifs” and the like may from one 

j ^ flt of yjew be regarded as a practical application of the principle of

bgj. 1 See in this connection a special magazine LOP (Language of Poetry) where a num- 
oı articles are devoted to various attem pts to decipher such messages.

Sapir, E . Language. N . Y ., 1921, p. 240.
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^fflexibility of the norm and from another—as a violation of the semantic 
jfand morphological norms of the English language. Variants interacting 
' with the rigorous rules of usage may reveal the potentialities of the lan- 

guage for enrichmeııt to a degree which no artificial coinage wilKever 
be able to reach. This can be explained by the fact that semantic changes 

|  and particularly syııtactical ones are rather slow in process and they 
L 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 comprelıend the 
correspondence of this or that form to the recognized norm of the period.

Söme people think that  one has to possess what is called a “feeling 
for the larıguage” in order to be able to understand the norm of the lan- 
guage and its possible variants. But this feeling is deeply rooted in the 
unconscious knowledge of the laws according to which a language func- 
tions; and even in its history, which explains much concerning the di- 
rection it has progressed. When the feeling of the norm, which grows 
with the knov/ledge of thç laws of the language, is instilled in the mind, 
one begins to appreciate the beauty of justifiabie fluctuations.

Paradoxal 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. In this connec- 
tion the following remarks made by L. V. Scherba are worth quoting:

. .  in order to achieve a free command of a literary language, even 
one’s own, one must read widely, giving preference to those writers 
who deviate but slightly from the norm.”

“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. The feeling for what is permissible and what is not, and 
m ainly—a feeling for the inner sense of these deviations (and senseless 
ones, as has been pointed out, are naturally  bad), is developed through 
an extensive study of our great Russian literature in all its variety, 
but of course in its best examples.” 1

“I say justifiable or “motivated” because bad writers frequently 
make use of deviations from the norm which are not motivated or 
justified by the subject m atte r—that is why they are considered bad 
writers.” 2

|  While dealing with various conceptions of the term ‘s ty le’, we.must 
also mention a commonly accepted connotation of style as e m b  e l- 
l i s h m e n t o f  l a n g u a g e .  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. Moreover, style as embellishment of language 
is viewed as something that  hinders understanding.\ It is, as it were,

• 1 lU e p ö a J l .  B .  CnopHue Bonpocu pyccKOH rpaMMaTHKH.—  «PyccKHH H3biK b mKOJie». 
M., 1939, No. 1, c. 10. 

a Ibid .
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alien to language and therefore needs to be excluded from the observa- 
tions of language scholars. That is vvhy 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 pre- 
süpposes the use of bare language forms deprived of any stylistic de- 
vices, of any expressive means deliberately employed. In thisconnection 
Middleton Murry writes:

“The notion that style is applied ornament had its origin, no doubt, 
in the tradition of the school of rhetoric in Europe, and in its place in 
their teaching. The conception was not so monstrous as it is today. For 
the old professors of rhetoric were exclusively engaged in instructing 
their pupils how to expound an argument or arrange a pleading. Their 
classification of rhetorical devices vvas undoubtedly formal and extrav- 
agant... The conception of style as applied ornament . . .  is the most 
popular of all delusions about style.” 1

The notion of style as embellishment of language is completely er- 
roneous. No m atter 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 some- 
thing important, something indispensable in order to secure an ade- 
quate 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.

No doubt there are utterances which contain all kirıds of unmotivated 
stylistic means. Moreover, there are vvriters whose style abounds in such 
ııtterances. But they are eiiher those vvho, admiring the form, use it at 
the expense of the matter, or those who, by experimenting with the po- 
tentialities of language means, try to find new ways of rendering their 
ideas. In both cases the reader is faced with difficulties in decoding the 
message and this greatly hinders understanding.

A very popular notion of style among teachers of language is that 
style is t e c h n i q u e  o f  e x p r e s s i o n .  In this sense style is 
generally defined as the ability  to write clearly, correctly and in a man- 
ner calculated to interest the reader. Though the last requirement is 
not among the indispensables, it is still found in manv practical manuals 
of style, most of which can be lumped together under the ti tle  “Compo- 
sition and Style” . This is a purely utilitarian point of vievv of the issue 
in question. If this were true, style could be tauglıt. Style in this sense 
of expression studies tlıe 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 devia- 
tions as being violations of the norm. The norm in these works is treated 
as something self-sustained and, to a vety great extent, inflexible.

The u tilitarian  approach to the problem is also felt in the following 
statement by E. J .  Dunsany, an Irish dramatist and vvriter of short 
stories:

“When you can with difficulty vvrite anything clearly, simply, and

1 Op. c it .,  pp. 10-11.



emphatically, then, provided that the difficulty is not apparent to the
* reader, that is style. When you can do it easily, that is genius.”

V. G. Belinsky also distinguished two aspects of style, making a 
E hard and fast distinction between the technical and the creative power 
|  of any utterance.

“To language merits belong correctness, clearness and fluency,” he 
[ st'atesj “qualitie'i which can be achieved by any talentless writer by 
f  means of laboar and routine.”

“But style (cjıor) — is talent itself, the very thought.” 1 
Almost the same point of view is held both by A. N. Gvozdev and

F. L. Lucas. Gvozdev states that “Stylistics has a practical value, teach- 
ing students to master the language, working out a conscious approach 
to language” 2 and Lucas declares that the aims of a course in style are; 
a) to teach to write and speak well, b) to improve the style of the writer, 
and c) to show him means of improving his ability  to express his 
ideas .3

+  \ l t  is important to note that what we call the practical approach to 
the problem of style should by no means be regarded as something er- 
roneous. Thepractical side of the problem can hardly be over-estimated. 
But should it be called style? The ability  to write clearly and emphatic- 
ally 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 lexicoiogy 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 terra ‘sty le’ is widely used in literatı-re to signify l i t e r a r y  
g e n r e .  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 
‘sty le’ has sometimes been carried to unreasonable lengths, thus blurring 
the terminological aspect of the word. H is applied to various kinds of 
literary works: the fable, novel, ballad, story, etc. The term is also 
used to der.ote the way the plot is dealt with, the arrangement of tne 
parts of literary composition to form the whole, the place and the role 
of the autrıor 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 orıgin of the word ‘style’ is a justification for 
the suggestion. However, we are fully aware of the fact that such a pro-

1 EeAUHCKiıü  B .  r .  P y c c K a n  ^ ı ı x e p a T y p a  b 1843 r .  C o ö p .  c o w . ,  1948, t .  V III, c .  396.
2 r o o 3deo  A .  I I .  O ı e p K H  n o  c t i u i h c t h k c  p y c c K o r o  «3biKa. M . ,  1952, c .  8 .
3 See Luccıs, F. L. Sty le. Ldıı, 1962.



... n will be regarded as an encroachment on the rights of literature 
P°have its own terms in spite of the fact that they are the same as terms 
•n linguistics.

Now let us pass to the discussion of an issue the importance of which 
s to be kept clearly in mind throughout the study of stylistics, that is 

t h e  d i c h  o t o m y  o f  l a n g  u a g  e a n d s p e e c h or> to phrase 
theissuedifferently, l a n g u a g e - a s - a - s y s t e m  and l a n g u a g e -
• n-  a c t i ° n ' It deserves at least a cursory discussion here not only 
hecause the issue has received a good deal of attention in recent publi- 
cations on linguistic matters, but also because, as vvill be seen .later, 

' many stylistic devices stand out against the background of the distinc- 
tive features of these two above-mentioned notions. The simplicity of 
the issue is to some extent deceptive. On the surface it seems that lan- 
guage-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 significations on the signs of 
the Ianguäge code. There is compelling evidence in favour of the theory 

I which demands that the two notions should be regarded in their unity,
: allowing, however, that each of them be subjected to isolated obser- 
I vation.

Language-as-a-system may figurativelv be depicted as an exploitcr 
of languagc-in-ac.tion. A11 rııles aııd pattcnıs of laııguagc vvlıich arc col- 

i lcctcd and classified iıı vvorks on grammar, phonetics, lexicology and 
stylistics first appear in language-in-action, whence they are genera- 
lized 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 
vvriting that scholars of language bcgan to disintegrate the continuous 
flow oı speech aııd subject the functioning of its components to analysis.

So it vvith stylistic devices. Being born in speech they have grad-
•  ually become recognized as certain patternized 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 
•hey have been recognized as independent, more or less closed subsys- 
tems of the standard literary language, they should be regarded not as 
>tyles of speech but as styles of language, inasmuch as they can be pat- 
erned as to the kinds of interrelatioıı betvveen tiıc component parts in 
?ach of the styles. Moreover, these functional stylcs lıave been subjected 
•° various classifications, vvlıich fact slıovvs that Hıe phenomena now 
)elong to the domain of Janguage-as-a-system.
4
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However, it must constantly be born in mind tlıat the units which 
belong to this domain are abstract in their nature. Functional styles 
are merely models deprived of material substance, schemes which can 
1 e 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 Eng- 
lish 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 tha t  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 st-ylistics 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. Alert- 
ncss to tlıe facts of langunge-in-action should be inherent,- but it can be 
devcloped to a degree necessary for an aesthetic evaluatioıı 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 ‘sty- 
listic devices’.

2. EXPRESSIVE MEANS (EM) AN D STYLISTIC DEVICES (SD)

In linguistics there are different terms to denote particular means 
by which utterances are foregroufıded,' i.e. made -more. conspicuous, 
more effective and therefore imparting some additional ' information. 
They are called expressive nıeans, sty lis tic  means, stylistic  markers, 
stylistic  devices, tropes, figures of speech and other names. AU these- 
terrns are used indiscriminately and are set against 'those means which 
we shall conventionally call n e u t r a l. Most linguists distinguish 
ordinary (also: substantial, referential) semantic and stylistic diffe- 
reııces in meaıiing. In fact all language means contain meaning—some 
of them contain generally acknowledged g r a m m a t i c a l  and 
l e x i c a l  m e a n ' i n g s  (see p. 58), others besides these contain 
s p e c i f i c  m e a n i n g s  which may be called s t y l i s t i c .  Such 
meanings go alongside primary meanlngs änd, as it were, are superim- 
posed on them.

Stylistic meanings are so to say de-automatized. As is known, the 
process of automatization, i.e. a speedy and subconscious use of lan- 
guage data, is one of the indispensable way.s of making.communication 
easy and quickly decodable.

But whetı.a stylistic meaning is involved, the process of üe-automa- 
tization checks the reader’s perception of the language. His attention
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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 twofold 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 and in the functioniııg of expressive means.

In this connection the following passage from “Investigating English 
S tyle” by D. Crystal and D. Davy is of interest: “Features which are 
stylistically significant display different kinds and degrees of distine- 
tiveness in a text: of two features, oııe may occur oııly twice in a text, 
the other may occur thirty  times,— or a feature might be uniquely iden- 
tifying 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 ‘ex- 
pressiveness’.

s j  The category of e x p r e s s i v e n e s s  has long been thesub jec to f 
heated discussions among linguists. In itsetymological senseexpressive- 
ness may be understood as a kind of intensification of an utterance or 
of a part of it depending oıı 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 ııotion, viz. e m o t i v e n e s s. Emotiveness, and corres- 

•pondingly the emotive elements of language, are what reveal the emotions 
of writer or speaker. But these elements are not direct manifestations 
of the emotions—they are just the echoes of real emotions, echoes which 

-have undergone some intellectual recasting. Tlıey are designed to awakerı 
co-experience in the mind of the reader.

Expressiveness is 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 ianguage which 
aim simply at logical emphasis of certain pa’rts of the uiterance. They 
do not evoke any intellectual representation of feeling but merely serve 
the purpose of v.erbal actualization of the utterance. Thus, for example, 
when we say “It was in July  1975 that the cosmos experiment of a joint 
American-Soviet flight took place” we make the utterance logically em-

1 D avid Crystal and Derek D avy. Investigating English Style. Ldn, 1969, p. 21.



phatic by a syntactical device which will be described in due course. 
The same thing is to be observed in these sentences:

(1) Mr. Smith was an extremely unpleasant person.
(2) Never w ili ke 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 ‘very’ which is in itself a word used to inteıısify 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 d idn’t satisfy our curiosity.

we can register positive emotiveness, inasmuch as there are elements 
that evoke certain representations of the feeling of the speaker. In sen- 
tence (1) and (2) there are syntactjcal means which evoke this effect.
In (3) and (4) there are lexical means—‘goddam’, ‘buddy-buddied’ 
(=w ere on very friendly relations); in (5)—a morphological device (the 
suffix— ie).

It must be noted that to draw a hard and fast djstinction 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 coiour the utterance with emotional elements, thus causing 
a kind of expressiveness which is both logical and emotive. However, 
the extremes a.re clearly set one against the other.

Now it should be possible to define the notion of expressive means. The (s 
expressive nıeans ot a language are those phonetic, morphological, word- 
building, lexicai, pfıraseological and syntactical forms which exist in 
language-as-a-system for the purpose of logical and/or emotional in- 
tensification 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 phra- 
seological ones) as having special functions in making the utterances 
emphatic. Some of them are normalized, and good dictionaries label 
them as “intensifiers”. Inım ost 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 conıprising a number of sentences—in syntactical wholes 
and in paragraphs. This will be shown in the chapter on syntactical sty- 
listic devices. *

The most powerful expressive means of any language are phonetic. 
The human vcice can indicate subtle nuances of meaning that no other 
means can attain. Pitch, melody, stress, pausation, drawling out certain 
syllabies, whıspf:ing, a sing-song manner and other ways of using the
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are much more effective than any other means in intensifying an 
V?+prance emotionally or logically. In the language course of phonetics 

i | erns of emphatic intonation have been worked out, but many 
t h e jj?es have so far been little investigated.

P a r a d o x a l  though it may seem, many o f  these means, the effect of 
•hich rests on a peculiar use of the voice, are banned from the linguistic 

?  main. But there has appeared a new science—“paralinguistics”—of 
hich all these devices are the inventory. The writer of this book holds 

the opinion that  all the vocal peculiarities enumerated should be recog- 
n i z e d  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 wrhich is “the study of the w^ays 
in which an author elects to constrain the phonology of the language 
beyond the normal requirements of the phonetic system.” 1 As can be 
in fe rr ed  from this quotation, phonetic expressive means and particu- 
larly phonetic stylistic devices (see p. 123) 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, whisper- 
ing, etc. should be regarded as parts of the phonemic system on thesam e 
level as pitch, stress and tune.

In this part of the book where general ideas are presented in an ın- 
troductory aspect only, there is no need to go deeper into the issue of 
what constitutes the notion expressive means of t.he phonetic system. 
The reader is referred to part III “Phonetic Expressive Means and Sty- 
listic Deyices” (p. 123).

Passing over to some preliminary remarks on the m o r p h o l o g - 
i c a l e x p r e s s i v e  m e  a n s 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; Ihe use of shali 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 scntences and a number of other morphological forni'S, which acquire 
expressiveness in the context, though tlıis capacity is not yet registered 
as one of the latent properties of such forms.

Among the w o r d - b u i l d i n g  m e a ıı s we fiııd a great many 
forms which serve to make the utterance more expressive by intensifying 
sorne of their semantic and/or grammatical properties. The diminutive 
suffixes -y (-ie), -let, e.g. ‘dearie \  ‘sonny \  ‘auntie’, ‘stream let', add 
some emotional colouring to the words. We may also refer to what are 
called neologisms and nonce-words formed with non-productive suffixes

1 Chatman, Seıımour. Stylistics: Q ualitative and Q uantitative.— In: “Style”, 
v°l- 1, 1967, No. 1, p. 34.
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F w i th  Greek roots, as 'm lsiressm anship ', ‘cleanorama' (see p. 92). 
Certain affixes have gained such a p.ower of expressiveness that they 
begin functioning as separate words, absorbing 'all of the generalizing 
meaning they attach to different roots, as, for example, ‘isms and olo- 
gies’. w

f /A t  the l e x  i c a l l e v e l there are a great many words which due 
to 'th e ir  inner expressiveness constitute a special layer (see chart on 
p.  71). There are words with emotive meaning only (interjections), 

;words which have both referential and emotive meaning (epithets), 
words which still retain a twofold meaning: denotative and connotative 
(love, hate, sympathy), words belonging to the layers of slang and vulgar 
words, or to poetic or archaic 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 num ber of language units which serve to make 
speech emphatic, mainly from tlıe emotional point of view. Their use 
in every-day speech is remarkable for the subjective emotional colouring 
they produce.

It must be noted here tlıat due to the generally emotional character 
of colloquial language, all kinds of set expressions are natural in every- 
day speech. They are, as it were, part and parcel of this form of human 
intercourse. Bu,t 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 ıs 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 s y  n t a c t i c a l l e v e l there are many construc- 
tions which, when set against synonymous neutral ones, will reveal a 
certain degree of logical or emotional emphasis.

In order to be able to distinguish betweep 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 re- 
gretfully 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 spe- 
cial angle. It  takes into account the modifications of meanings which 
various exprçssive means undergo when they are used in different func- 
tional 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? I t  is a conscious and intentional
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intensification of some typical structural and/or semantic property of a
language unit (neutral or expressive) promoted to a generalized status
and thus becoming a generative model., I t  follows then tha t  an SD is’
an abstract pattern, a mould into which any content can be poured. As
is known, the typical is not only tha t  which is in frequent use, but that
also which reveals the esscnce of. a phenomenon with the greatest and 
most evident force.
- SDs function in texts as marked units. Thev always carry some kind 

of additional information, either emotive or logical. That is why the 
method of free variation employed in descriptive linguistics1 cannot 
be used in stylistics because any sııbstitution may cause danıage to the 
semantic and aesthetic aspect of the utterance.

A. W. De Groot points out the significance of SDs in the following passage:

“Each of the aesthetically relevant features of the tex t serves to  create 
a feature of the g e s ta l t2 of the poem. In this sense the relevant linguistic 
features may be said to function or operate as gestalt factors.”3

The idea of the function of SDs is expressed most fıılly by V. M. Zir- 
munsky in the following passage:

“The justification and the sense of each device lies in the wholeness
of the artistic impression which the work of art as a self-contained thing
produces on us. Each sepcırate aesthetic fa c t, each poetical device (em-
'phasis added) finds its place in the system, the sounds and sense of the
words, the syntactical structures, the scheme of the plot, the composi-
tional purport — all in equal degree express this wholeness and find justification.” 4

T , /' The motivated use of SDs in a genuine work of emotive literature is
A'v not 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 estab-
lished 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 un it  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 de- 
vice has been observed by certain linguists whose interests in linguistic
theory have gone beyond tne boundaries of grammar: Thus A. A. Poteb- nya writes:

1 By ‘frce variation’ is raeant the substitution of one form by another without any chaııge of meaning.

2 ‘G estalt’ is a term iıı psychology which denotes a phenomenon as a whole, a kiııd  
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.

3 DeGroot A . W. Proceedings of tha IX  International Congress of Linguists, p. 295.
4 )KupMyncKuä B. M . Bonpoctı TeepHH JiHTepaTypu. C6 . craTen.JI., «Academia»,1928, c. 354.
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jp “As far back as in ancie/ıt Qjeşpe and Rome and with few exceptions 
up to the pr»sent time, the defınition 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, can 
not always be clearly observed. In some SDs it can be grasped immedia- 
tely; in others it requires a keen eye and sufficient training to detect it. 
l t  must be emphasized th a t  the contrast reveals itself most clearlv when 
our mind perceives twofold meanings simultaneously. The meanings 
run parallel: one of thenı taking precedence over the other.

Thus in “The night has swallowed him up” the word ‘swallow’ has

JJwo meanings:a) referential and b) contextual (to malce disappear, to make vanish). 
KThe meaning (b) takes precedence over the referential (a).

• The same can be cöserved in the sentence: “Is there not blood enough 
upon your penal code th a t  more must be poured forth to ascend to Heaven
and testify against you?” (Byron)

The interrogative form, i.e. the structural meaning öf 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 superiınposed—takes the

upper hand.In the following chapters where detailed analysis of the different 
SDs will be carried out, we shall try, where possible, to consider which 
of the two meanings realized simultaneously outweighs the other.

The birth  of SDs ıs a natural process in the development of language 
media.l Language units which are used with more or less definite aims 
of communication in .various passages of writing and in various func- 
tional 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 tcrms of the theory of information. Expressive means

x lıave a greater degrte of predictability than  stylistic devices. The latter
may appear in an environment which may s£em alie.ı and therefore be
only slightly or not all predictable. Expressive means, on the con-
trary, follow the n^tural course of thought, intensifying it by means
commonly used in language. It follows th a t  SDs carrv a greater amount
of information and therefore require a certain effort to decode their
meaning and purport. SDs ınust be regarded as a special code which has
to be well known to the reader in order to be deciphered easily.

The notion of language as a special code is now very much practised
in the analyses of the functions of language units. E. Stankievicz sees
a kind of code-switching when SDs are employed. He aiso acknowledges
the twofold application of the language code when “ . . .  the neutra),
basic code serves as the  background against which the elements of an-
other system acquire expressive pronıinence within the context of the basic

nomcöHH A . A . Vİ3 sanHCOK n o  Teopnü m o b k u o c t h .  XapbKO B , 1905, c . 204.
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” 1 SDs are used sparingly in enıotive prose, lest they should over 
sys ı n the text vvith iınplications thııs hindering tlıe process of deçoding 
bur are abundantly used in poetry and especially so iıı some trendi 
^p Q e tic a l  tradition, consequently retarding mental absorption of thf

..S?nMot every stylistic use of a language fact will come under the tern 
cn although some usages call forth a stylistic meaning. There arı

ctically unlimited possibilities of presenting any language fact iı 
P1!? t is vaguely called its stylistic use. For a language fact to be promo 

T d  to the level of an SD there is one indisperçsable requirement, which ha« 
lready been mentioned above, viz. that it should so be used to cal 

'forth a twofold perception of lexical or/and structural meanings. Even 
n0nce use can and very often does create t h e  necessary conditiorıs for 

the appearance of an SD.  But these are onlv tiıe prerequisites for the 
appearance of an SD.  Orıly when a newly minted language unit which' 
mater ia l izes  th e  twofold application of meanings occurs repeatedly iri 
different environments, can it spring irıto 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 vvhat we call a s tylistic meaning, and a 
styüstic device, which is the realization of an already well-known ab- 
stract scheıne 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 vvere, still wandering in the vicinity of tlıe realın 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 vvhich nıeets therequirements 
of an SD.

So far the system of stylistic devices has not been fully recognized 
as legitimate members of the general system of language. Tlııs 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 applicatiomj^

3. GENERAL NOTES ON FUNCTIONAL STYLES OF LANGUAGE

We have defined the object of linguo-stylistics as the study of the l 
nature, functions and structure of SDs and EMs, on the one hand, and 1 
he study of the functional styles, on the other. In section 2 of this In- 
roduction (p. 25) we have outlined the general principles on-which the 

hotıons of EMs and SDs rest.
st ıU now ^ me ou^^ne the general principles on which functional |  

rest. A functional style of language is a system of interrelated ' ■

ThQ \p ta n k ie v ic z , E. Problems of Emotive Language.— In: “Approaches to Sem iotics” . 5 
ıne Hague, 1964, p. 246.
«Hh ' r a rnore detailed analysis of the information carried by SDs see rcuibnepuH H. P .

4JopMaTHmiüCTb eilHHllli jJ3ijIKayı M., 1974.
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anguage nıeans vvhich serves a definite aim in conımunication. A func-
äl styTe is tlıus to be regarded as the product of a certain concrete 

[task set bv the sender of the message.* Functional styles appear mainly 
in the literary standard of a language.

The literary standard of the English language, like that of anv other 
Ideveloped language, is not so homogeneous as it may seem. In f'act the 
standard English literary language in the course of its development has 
fallen into.several subsystems each of which has acquired its own pecu- 
jiarities which are typical of the given functional style. The members 
of the language community, especially those who are sufficiently trained 
and responsive to language variations, recognize these styles as indepen- 
;dent wholes, The peculiar choice of language means is primarily predeter- 
mined by the aim of the communication with the result that a more or 
less closed systeın is built up. One set of language media stands in op- 
position to other sets of language media with other aims, and these other 
sets have other choices and arrangeınents of language means.

What we here call functional styles are also called r e g i s t e r s
o r d i s c o u r s e s .

■ In the English literary standard we distinguish the following major 
nctionah'sfvles (hence FS): 
t 1) The language of belles-lettres. (

2)-The language of publicistic literature.
3) The language of newspapers. 1
4) The language of scientific prose.
5) The language of official documents.

\  As has already been mentioned, functional styles are the product of 
the development of the written variety of language.1 Each FS may be 
characterized by a nuınber of distinctive features, leading or subordi- 
nate, constant or changing, obligatory or optional. Most of the FSs, 

i 'however, are perceived as independent wholes due to a peculiar combi- 
’ nation and interrelation of features common to all (especially when 

taking into account syntactical arrangement) w ith the leading ones of 
; each FS.

Each FS is subdivided into a number of substyles. These represent 
varieties of the abstract invariant. Each variety has basic features com- 
mon 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 
a))0ve.

|  T  h e  b e l t e s - l e t t r e s  F S  has the following substyles:

1 This does not mean, however, that the spoken com m unications lack ind ividuality  
nd have no distinct styles o[ theirow n.Folklore, for exam ple, is undoubtedly a function- 
İ  style inasmuch as it has a definite aim in com m unicating its facts and ideas, and is 
Verefore characterized by a deliberately chosen language means. Here we shall confine 
ür attention to the study of the functional styles bred w ith in  the literary w ritten stan-

• dard. Those types of literature wlıich began life purely as speech, were passed on by word 
of mouth, subsequently perpetuated in writing, are left to the care of specialists in folk- 
Jore.
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a) the language style of poetry; b) the languagc stvle of emotive 
prose; c) the language style of drama.

T h e  p u b l i c i s t i c  F S  coınprises 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.
T  h e n e w s p a p e r  F S  falls into a) the language style of brief 

news items and communiques; b) the language style of newspaper head- 
ings and c) the language style of notices and advertisements.

T h e s c i e n t i f i c  p r o s e F S  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.

T  h e o f  f  i c i a l d o c u m e n t  F S  can be divided into four 
varieties: a) the language style of diplomatic documents; b) the language- 
stvle of business documents; c) the language style of legal documents;
d) the language style of military documents.

The classification presented here is bv no means arbitrary. It is the 
result of long and minute observations o'f factual material in which not 
only peculiarities of language usage were taken into account but also 
extralinguistic data, in particular the purport of the communication. 
However, we admit that this classification is not proof against criticism. 
Other schenıes may possibly be elaborated and highlighted by different 
approaches to the problem of functiorıal styles. The classification of FSs 
is not a simple matter and any discussion of it is bound to reflect more 
than one angle of vision. Thus, for example, some stylicists consider 
that newspaper articles (including feature articles) shoul-d be classed 
under the functional style of newspaper language, not under the language 
of publicistic literature. Others insist on including the language of every- 
day-life discourse into the system of functional styles. Prof. Budagov 
singles out only two main functional styles: the language of science and 
that of emotive l i te ra tu re .1

It is inevitable, of coıırse, that any classification should lead to sonıe 
kind of simplification of tlıe facts classified, because itenıs areconsid- 
ered in isolation. Moreover, substyles assume, as it were, the aspect 
of closed systems. B*ut no classification, useful though it may be from 
the theoretical point of view, should be allowed to blind us.as to the 
conventionality of classification in general. When analysing concrete 
texts, we discover that the boundaries between them sometimes beccme 
less and less discernible. Thus, for instance, the signs of difference are 
sometimes almost imperceptible between poetry and emotive prose; 
between newspaper FS and publicistic FS; between a popular scientific 
article and a scientific treatise; between an essay and.a scientific article. 
But the extremes are apparent from the ways language units are used 
both structurally and semanticaliy. Language serves a variety of needs 
and these needs have given birtlı to the principles on which our classifi- 
cation is based and which in their turn presuppose- the choice and com- 
bination of language means.

1 See: Bıjdazoe P ■ A . JlHTepaTypnbie nauKH h 5i3biKOBbie cthjih. M., 19G7; R isel E. 
Stilistik  der Deutschen Sprache. M., 1959.



We presume tha t  the reader has noticed the insistent use of the ex- 
pression ‘ ianguage s ty le’ or ‘style of language’ in the above classifica- 

|ıion. This is done in order to emphasize the idea that in this work the 
word ‘style’ is applied purely to linguistic data.

The classification given above to our mind adequately represents 
' the facts of the standard English language. For detailed analyses of FSs 
see chapter VI of this book (p. 249),where in addition to arguments for 

İ placing this or that FS in a given group, illustrations with commentary 
[■ wiil be found.

4. VARIETIES OF LANGUAGE

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

' used and the aiın of the communication.
The actual s ituation of the communication has evolved two varie- 

I  ties of language— t h e s p o k e n and t h e  w r i t t e n.  The varying 
aims of the commuıvcation 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 1 he spoken is pri- 

mary and the written is secondary. Each of these varieties has developed 
its own features and qualities 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 ari-irıter- 
locutor. The written variety, on the contrary, presupposes the absence 
of an interlocutor. The spoken language is maintained in the form of 

\ a dialogue, the wrilten in the form of a monologue. The spoken language 
has a considerable auvantage over the written, in that the human voice 
comes into play. This is a powerful means of modulating theutterance, 
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 w ritten  utterance will inevitably be more diffuse, 
more explanatory. In other words, it has to produce an enlarged repre- 
sentation of the communication in order to be explicit enough.

The forms of the written language replace those of the spoken language 
when dissemination of ideas is the purpose in view. I t  is the written 
variety of ianguage with its careful organization^and deliberate choice 
of words and constructions that can have political, cultural and educa- 
tional influence orı a wide and scattered public.

In the long process of its functioning, the written language has ac- 
k quired its own characteristic features emanating from the need to am- 
|  plify the utterance. which is an essential point in the written language.

The gap betwee/ı the spoken and written varieties of language, wider 
|  or narrower at different periods in the developıııent of the literary lan-



jH alwavs remain apparent due to the difference in circumstances 
Şua^ ’ich the two are used. Here is an example showing tlıe difference. j 
in w»larvellous beast, a fox. Great places for wild life, these wooded

• V  so steep you can’t disturb them—pigeons, jays, woodpeckers,. 
CİhhUs f°xes> hares» pheasants—every mortal thing.” 
ra Tts 'vvritten counterpart would run as follows: ‘What a marvellous, 

t a fox is! These wooded chines are splendid places for wild life.i 
r t f v  are so steep that  one can’t disturb anything. Therefore one can see  ̂

rv imaginable creature here—pigeons, jays, woodpeckers, rabbits, 
foxes hares and pheasants.’

I The use of the peculiarities of the spoken variety in the written lan- 
öuage, or vice versa, the peculiarities of the written language in livelyj 
neech. will always produce a ludicrous effect. In this connection' 

A S. Pushkin wrote:
“The written language is constantly being enlivened by expressions 

born in conversation but must not give up what it has acquired in the, 
course of centuries. To use the spoken language only, means not to kn o w ; 
the language.” M

It must be borne in mind tha t  in the belles-lettres style there m*ay: 
appear elements of colloquial language (a form of the spoken variety), 
but it vvill alvvays be stylized to a greater or lesser degree by the writer.; 
The ternı ‘belles-lettres’ itself suggests the use of the written language. 
The spoken langııage by ils vcry nature is spoııtaneous, momentary, 
fleeting. It vanishes after having fulfilled its purpose, whiclı is to com- 
municate a thought, no matter vvhether it is trivial or really important. 
The idea remains, tlıe language dissolves in it. Tlıe vvrftten language, 
on the contrary, lives together with the idea it expresses.

A trustworthy observation on the difference betvveen the spoken and 
written varieties of language is made by Prof. Archibald A. Hill in his 
“An Analysis of ‘The Windhover’.”

“Ordinary speech is ephemeral, meant to be reacted to and forgotten. 
...chains in speech, therefore, vvork mostly forward ancj over a fairly 
short span. In literature they can also work backward and there can be 
more than one chain running at a time, so that a given item can have 
one meaning in one span, a different one in a second.” 2

The spoken language cannot be detached from the user of it, the 
speaker, who is unable to vievv it from the outside. The written language, 
on the contrary, can be detached froın the vvriter, enabling him to look 
upon his utterance objectively and giving him the opportunity to correct 
and improve vvhat has been put on paper. That is why it is said tlıat the 
written language bears a greater volume of responsibility than its spoken
counterpart.

The spoken variety differs from the written language (that is, in its 
written representation) phoneticallv, morphologically, lexically and 
syntactical 1 y . Thus, of morphological fornıs the spoken language common-



m-

-tjıses contracted forms, as ‘he’d ’ (he vvould), ‘she’s’ (she is) ‘I ’d ’ve’ 
would have). It  ıııust be remembered that we touch upon the differences 
itween the two varieties of the English language within standard 
it^rary) English. However, some forms of the vernacular do make their 

to the oral (spoken) variety  of standard English. They are, as 
e*. on the way to be admitted into the standard. Such are, for 
le, the use of don't-'ınstead of doesn't, as in “I t ’s a wonder his 

ther don't take him in his bank” (Dreiser); he instead of him, as in
ed t.o play tennis with he and Mrs. Antolini” (Salinger); /  says,

K :( in s te a d  of arn not, is no t, are not), them instead of these or those, 
!n “Them'ş some of your chaps, a in 't  they?” (Tressell); Leggo=*let 

'go', hellova— 'heU of a ’ and others. 
rV.These morphological and phonetic peculiarities are sometimes re-

' 1 as violations of grammar rules caused by a certain carelessness 
accoıııpanies the quick tempo of colloquial speech or an excited 

of mind. Others are typical of territorial or social dialects. The 
-follpwing passage is illustrative in this respect:

' ' ‘‘Mum, I ’ve asked a young lady to conıe to tea tomorrow. 
1' Is tha t  all right?”

“You done wlıat?” asked Mrs. Sunbury, for a moment forgetting 
her gr.ammar.

“You heard, ınııııı.” (Maııghanı)

Some of these ıin'proprieties are now recogni;.-jd as being legitimate 
forms of colloquial English. Thus, Prof. H. Whitehall of Indiana Uni- 

J[versity now adrnits that “Colloquial spoken English often uses them 
he plural form of this and that, written English uses these and those. 
m  men have arrived’.’V1
he most striking difference between the spoken and written language 

is^however, in the vocabulary used. There are words and phrases typi- 
J y  colloquial, on the one hand, and typically bookish, on the other. 
lis problem will be dealt with in detail in the next chapter. Such words 

'and phrases as ‘sloppy’, ‘to be gone on somebody’ ( =  to be violently 
3n;love with); ‘ I take i t ’ ( =  I understand); ‘a sort of’; ‘to hob-nob w ith ’ 
Ygs to  be very familiar with) and others iınmediately ıııark the utterance 
ras.'being colloquial, that  is, belonging to the spoken variety of language. 

ey are rarely found in the au thor’s narrative unless special stylistic 
ps are pursued. When set agaiııst ordinary neutral words or literary- 
gKish words and expressions, they produce a marked stylistic effect. 

e is an example:
He says you were struck o ff the rolts for something.” 
lRemoved from tlıe Register' is the correct expression,” placidly, 

"errupted the doctor. (Maugham)
İHere are soıııe nıore examples of present-day colloquial phrases which 

re gaining ground in standard English but which are strongly felt to 
>e çolloquial: ‘How coıııe?’ ( =  Why? How does that happen?), ‘What



time do you make i t ? \  ‘so much the be t te r’, ‘to be up to something’,; 
‘to buddy-buddy together’ ( =  to be friends).

The spoken language makes ample use of intensifying words. Thesej 
are interjections and words with strong emotive meaning, as oaths, swear
words and adjectives which have lost their primary meaning and only 
serve the purpose of intensifying the emotional charge of the utterance. 
Here are soıııe examples:

“I ’d sure like to hear some more about them people.” (Don Gordon) 
“In fact, you ought to be darn glad you went to Burtingame.” (L. Ford) 
“He put my goddam paper down...” (Salinger)
The words ‘here’ and ‘there’ are also used to reinforce the demons- 

tra tive  pronouns* as in:
“If I can get a ta lk  with this here servant.. .” said Weller.
“That there food is good.”
“Is this 'ere (here) hall (all) you’ve done?” he shouts out.
There is another characteristic feature of colioquial language, name- 

• ly, the insertion into the utteraııce of words without any meaning, 
which are appropriately called “fill-ups” or empty words. To some ex- 
tent they give a touch of completeness to the sentence if used at the end 
of it.or, if used in the middle, help the speaker to fill the gap when unable 
to find the proper word. Illustrative is the use of ‘and a ll’ in Holden’s 
speech in Salinger’s novel “The Catcher in the Rye.” Here are some 
examples:

“She looked so damn nice, the way she kept going around and around 
in her blue coat and a ll.”

“. . .  splendid and clear-thinking and a ll.”
“. . .  he is my brother and all.”
Such words and set expressions as wetl, so to say, you see, yoıı know, 

you uncierstarıd, and all, as well as what rrıay be called “mumbling words” 
like -m-m, er-r, also belong to the category of fill-ups.

\ The syntactical peculiarities of the spoken language are perhaps 
not so striking as the lexical ones, but more than any other features they 
reveal the true nature of the spoken variety of language, that is, the sit- 
uational character of the communication.

The first of them is what is erroneoıısly called ellipsis, that  is, the 
omission of parts of the utterance easily supplied b.y the situation in 
which the communication takes place. l 'hese are in fact not omissions, 
but the regular absence of parts unnecessary in lively conversation when 
there are two or more people speaking. Here are some absolutely normal

f'A second feature is the tendency to use tlıe direct word-order in ques- 
iöns or om itthe  auxiliary verb, leaving i t  to the intonation to indicate 
le grammatical meaning of the sentence, for example:

“Scrooge krtew Marley was dead?” (Dickens)
“M iss Holland look after you and all tha t?” •'Ti.i. . .  •-}

Unfinished sentences are also typical of the spoken language, for 
^example, ‘ If you behave like tlıat I ’l l—’

There is a sy.ntactical structure with a tautologiçal sub ject which 
üs also considered cnaracteristic of colloquial English. Tt is a construc- 
ftion in which two subjects are used where one is sufficient reference. 
lUsually they are noun 'and pronoun, as in:

‘He was a kind boy, H a r r y ' 
‘Helen, she was tlıere. Ask her .’

• In tlıe spoken language it is very natural to have a string of sen- 
tences without any connections or linked with atıd, that  servant of 
all work, for example:

‘Carne home late. Had supper and went to bed. Couldn’t 
f  sleep, of course. The evening had been too müch of a s tra in .’

|  It lıas already been pointed out tha t  the spoken variety of language 
is far more emotional than its counterpart, due ıııainly to the advan- 
tage the human voice supplies. This emotiveness of colloquial language 
has produced a number of syntactical structures which so far have been 
little investigated and the meaning of wiıich can hardly be discerned 
without a proper intonation design. Here are some of them:

Isn’t she cute!”
Don’t you tell me th a t .”
A witch she is!”
And d idn’t she come over on the same boat as myself!”
He fair beats ıne, does Jam es!”
Clever girİ that  she is!” •
You are telling me!” . » *•*
There you h^ve the man!”
Somebody is going to touch you with a broomstickl”

r  The characteristic syntactical features of the written variety of 
language can easily be perceived by the student of language. As the

and legitirnate constructions which have missing elements in the spokenİs^ ua^ on 1I1Û , *)e nıade clear by the context, the utterance becomes 
language, elements which are, however, indispensable in the w ri t ten » more exa,c ' ^ t  means tlıe relatıons between the parts of tlıe utter- 
language:A Äance nmst be precıse. Hence the abundance of all Kinds of conjunctıons,

c ' “ adverbial phrases aııd other means which may serve as connectives.
“T ıı vou wu„t » someone has said, a clear writer is always conscious of a reader over
“ W h n  vnn  w i t h ?  /W h n  nr? vnn  w i t h w  p ı i s  shoulder. He must explain. Most of the connecting words were evolved

y ° u Wlth? (Wh0 are y ° u Wlth?) i i n  the written language and for the most part are used only there. Such
onnectives as moreover, furthermore, likewise, sim itarly, nevertheless,“Care to hear my ideas about it?”

‘Ever go back to England?” m  the contrary, however, presently, eventually, therefore, in connection



, .nnf/pr henceforth, have a decidedly bookish flavour and are
" , 0, w d in a ry . conversation. - X  . . .
seidonı  ̂ syntactical feature of the written language is its use of 

licated sentence-units. The written language prefers hypotaxisj 
cpmp11 xis; long periods are more frequent than short utterances. j 
*° P^monologue character of the written language forcibly demands 

coherence of the ideas expressed and the breaking of the u tter- |  
jogıca observable spans; hence-units like the supra-phrasal unit' 
anJiethe paragraph (see pp. 193-198). • '
8 The words and word-combinations of the written language have: 
I , e a i n e d  recognition as a separate layer of tlıc English vocabularv. 
Richard D. Altick, Prof. of English at the Olıio State University, calls 

any phrases that  tend to be bookish “space-wasters”. These are despite|  
facı ( =  although); in the m atter of ( =  about); a long period of time'

, a jong time); in the capacity of ( =  as); resembling in nature ( =  like); 
reach a decision ( =  decide); met w ith the approval of Jones ( =  Jones 
approved); announced himself to be in favour of ( =  said he favouretl) 
and others. However, these “space-wasters” cannot always be so easily 
dispensed wit’h, and Prof. Altick seems not to take into consideration 
the subtle difference in meaning carried by such pairs as in the capacity 
of and as, resembling in nature and like. Of course, there are the “high- 
talkers” who frequently over-indulge in bookishness of expression, thus 
causing a natural protest on the part of ordinary readers. J .  D. Adams, 
an American linguist and critic, gives an example of such over-bookish- 
ness from an Academy of Science report:

“The evolution of an optimum scientific payload will require 
a continuing dialogüe among all potential investigators and the 
engineers responsible for .implementing their scientific goals.” 

Then he gives what he calls a “possible translation”:
“Finding the right cargo will require continuing conferences 

of those working on the project.” 1

It is worthy of note that most of the ridicule poured on the bookish 
Janguage used by different writers is concentrated on the vocabulary. 
f-ittle or no mockery is ınade of the syntactical pattern, even thougFı 
ır} the long run it is tlıis feature that  has as great a weight as any of the 
otners in distinguishing the written from the spoken language. The syn- 
Lactical structure, no matter how complicated it may be, reflects the 
^sscntial difference between the two varieties of language, and is ac- 
^ p ted  without question. Any syntactical pattern of the written varie- 
> will always show the interrelation between the parts of the utter- 

-5 :e' . so there is nothing to hinder the reader in grasping the whole. 
nısj f t h e  case with prose writing.

ob regard to poetry, the situation is somewhat different. Recent I 
a Servati°ns on tlıe peculiarities of tlıe language of ınodern English ] 
t American poetry have proved that it is mainly the breach of syn- 

cllcal laws that hinders understanding to a degree that the message

l|lltte;.i jŞ p ea k ing of Books”. The N . Y . Times Book Review, March 29, 1964.

[becomes undecodable. Coherence and logical unity backed up by purely 
|finguistic means is therefore an essential property of the written variety 

)f language.
The bookish vocabulary, one of the notable properties of the writ- 

ten.language, may, on the contrary, go beyond the grasping powers of 
Jeven the most intelligent reader and may very frequently need inter- 
foretation.

5. A BRIEF OUTLINE OF THE DEVELOPMENT OF THE ENGLISH LITERARY
(STANDARD) LANGUAGE

Up till now we have done little  more than mention the literary (stan- 
' dard) language, which is one of the most important notions in stylistics 
j■ and general linguistics. It is now necessary to elucidate this linguistic 
' notion by going a little decpe* into what constitutes the concept and 
|  to trace the stages in tlıe development of the English standard language. 
£  This is necessary in order to avoid occasional confusion of terms diffe- 

rently used in works on the history, literature and style of the English 
language.

Confusion between the terms “literary language” and “language of 
literature” is frequently to be met.

Literary language is a historical category. It exists as a variety of 
the national länguage.

“It must be remembered,” said A. M. Gorki, “that language is 
the creation of the people. The division of the language into 
literary and vernacular only means that there are, as it were, 
a rough unpolished tongue and one wrought by men-of-letters.” 1

The literary language is that elaborated form (variety) of the national 
language which obeys definite morphological, phonetic, syntactical, 
lexical, phraseological and stylistic norm s2 recognized as standard 
and therefore acceptable in all kinds and types of discourse. It allows 
modifications but within the frame work of the system of established 
norms. It casts out some of the forms of language which areconsidered 
to be beyond ihe established nonn. The norm of usage is establistıed 
by the language community"at every given period in the development 
of the Ianguage. It is ever changing and therefore not infrequently eva- 
sive. At every period the norm is in a state of fluctuation and it requires 
a very sensitive and efficient eye and ear to detect and specify these 
fluctııations. Sometimes we may even say that two norms co-exist. But 
in th is  case we may be positive tlıat one of thc co-existing forms of the 
language will gıve way to its rival and either vanish from the language 
entirely or else remain on its outskirts.

In this connection it will not come amiss to note that there are two 
conflicting tendencies in the process of establishing the norm:

1) preservation of the already existing norm, sometimes with attempts 
to re-establislı old forms of the language;

1 ropbKiıü M.  G j ; H T e p a T y p e .  M., 1937,' c. 220.
3 For the dofinition of the norm and its variants see pp. 18— 19.
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2) introduction of new norms not yet firmly established.
In this connection it will be interesting to quote the following lines 

from H. C. W yld’s “A History of Modern Colloquial English.”
“If it were necessary to attempt to formulate the general ten- 

dencies which have been discernible in Received Standard Eng- 
lish during the last three centuries and a half, and which have 
been increasingly potent during the last lıundred and fifty years, 
we should name iwo, whic'n are to some extent opposed, but 
both of which are attribu tab le  to social causes. The first is the 
gradual decay of ceremoniousness and formality which has over- 
taken the speech and modes of address, no less than the manners, 
of good society. The second of the effort—sometimes conscious 
and deliberate, sometimes unconscious—after ‘correctness’ or 
correctitude, which, on the one hand, has almost eliminated 
the use of oaths and has softened away many coarsenesses and 
crudities of expression—as we should now feel them to be, how- 
ever little squeamish we may be—while on the other it has, by 
a rigid appeal to the spelling—the very worst and most unre- 
liable court for the purpose—definitely ruled out, as ‘ incorrect’ 
or ‘slipshod’ or ‘vulgar’”, many pronunciations and grammat- 
ical constructions which had arisen in the natural course of 
the development of English, and were formerly universal among 
the best speakers. Both of these tendencies are due primarily
to the social, political and economic events in our history___

These social changes have inevitably brougnt with them cor- 
responding changes in manners and in speech... but the speech 
and habits of a lifetime are not changed in a moment, as a 
vesture. Much of the old remains, and slowly and imperceptib- 
ly tiıe new-comers react upoıı their environmeııt, almost as much 
as they are influenced by it. Thus, for instance, it is suggested 
that the Middle Class Puritan  ideals have gradually brought 
about a greater reticence of expression and a more temperate useof 
expletives, and also a greater simplicity of manners, from vvhich 
many of the airs and graces of the older order were eliminatejd. 
Again, a highly cultivated and intellectual section of the Middle 
Class have played a prominent part in Church and State since 
the time of Elizabeth. We see under that monarch a generation 
of courtiers, statesmen, and prelates, vvho vvere also scholars, 
and even some vvho... vvere educational reformers and writers 
upon language, as vvell as statesmen. The inflııence of these learn- 
ed courtiers would be in tlıe direction of correctness and elegance 
of utterance, in opposition to the more careless and unstudied 
speech of the mere men of fashion.” *

It is interesting to note that much of what was considered a viola- 
tion of the norm in one period of the development of a language be- 
comes acknowledged and is regarded as perfectly normal in another

1 W yld, H. C. A History of Modern Colloquial English. Ldn, 1935, pp. 18— 19.



Beriod. Many words ?nd constructions which were once considered illit- 
ferate have become literary. And no effort was spared to ban innova-
• tions, particularly in the sphere of vocabulary, by tiıe purists of any 
"given period. But most of their efforts were in vain. The people, who are 
: the only lawgivers of the language, gradually accepted changes in all 
language levels and in vocabulary.

There is no hard and fast division between the literary and non-lit- 
erary language. They are interdependent. The literary language constant- 

| l y  enriches its vocabulary and forms from the ine'xhaustible resources

Iof the vernacular. It also adopts some of its syntactical peculiar- 
ities and by so doing gives them the status of norms of the literary lan- 
.guage. Thus selection is the most typical feature of the literary language.

•'The process of selecting and admitting lexical or morphological forms 
| in to  the literary language is not a conscious efforton the part of schol- 

ars. It is rather a reluctant concession than a free and deliberate selec- 
tion. 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.

This, however, is not the case with structural units. As the nation- 
r a l  language is the creation of the people as a whole, morphological and 

syntactical changes which gradually and imperceptibly take place in
• their speech from cne generation to another, cannot fail in the long 

run to enter the lıterary language. Men-of-letters not only write the 
language, they also speak it and in most cases just like any one of their 
countrymen. >

Newly-coined words, or neologisms, as they are called, which are 
created according to the productive models of word-bui.lding in the 
given laııguage do ııol go beyond the boundaries of tlıe literary norms. 
If a newly-coined word is understood by tlıe community, it may be- 

ı come a fact of the literary language. But the literary language casts 
off any form that is unrecognizable. The development of the literary 
language is governed by its own laws. It is highly resistant to innovations 

. of speech.
The English literary language was particujarly regulated and for- 

malized during the seventeenth and eighteenth centuries. The influ- 
ence of the men-of-letters on this process can hardly be over-estimated. 
Some of them, none the less, hindered the natural, organic process of 
development. Baugh1 points out that Swift, for example, “in matters 
of language... was a conservative.” Byron, on the other hand, was very 
liberal and introduced into the literary laııguage many new words aııd 

' phrases. Not all of them gained recognition and stayed in the literary 
İanguage; but nevertheless they were facts of the literary language 
by their very nature.*Take, for example, the word ‘weatherology’ coined 

f by Byron.

11 Baugh, A lbert C. A H istory of the English Language. Ldn, 1963, p. 319.



J jL he  literary language greatly influences the non-literary language.l 
words, constructions and particularly phonetic improvements’ 

Man- been introduced through it into the English colloquial language.] 
^aVThis influence had its greatest effect in the 19th century with the :

.ad of general education, and in the present century with the intro- ’ 
sPre.jon 0f radio and television into the daily lives of the people. Many.'; 
ducds of a highly literary character have passed into the non-literary ; 
vV°r age often undergoing peculiar morphological and phonetic dis-
Inrtions in the process. ,

The non-literary language manifests itself in all aspects of the lan- 
age: phonetic, morphological, lexical and syntactical.

^ S u ch  formerly dialectal peculiarities as in' instead of ing\ [a:] in- 1 
tead of [ae]; the dropping of [h] and the insertion of [h] at the begin- 

ning of some wordş; [aı] instead of [eı], [raın]—[reın], are typical pho- 
netic p e c u l iarities of non-literary English.

The d-iffi cu l ty  that one faces when attempting to specify the char- 
acterist ic features of the non-literary variety lies mainly in the fact  
that  it does not present aııy system. Tiıe best way to check this o r th a t  
form of non-literary English is to contrast it to tlıe existing form.

Literary English is almost synonymous with tlıe term s t a n c L a r d  
E n g l i s h.  Standard English is best described in an interesting book 
written by Randolph Quirk, Professor of English language in th e  Uni- 
versity of London, the ti tle  of which is “The Use of English.” He states:

“We have seen that standard English is basically an ideal, 
a mode of expression that we seek when we wish to communi- 
cate beyond our immediate community with members of the 
wider community of the nation as a whole. As aiT ideal, it can- 
not be perfectly realised, and we must expect that members of 
different ‘wider communities’ (Britain, America, Nigeria, for 
example) may produce different realisätioııs. In fact, however, 
the remarkable thing is the very high degree of unanimity, the 
small amount of divergence. Any of us can read a newspaper 
printed in Leeds or San Francisco or Delhi without difficulty 
and often even without realising that there are differences at 
all.” 1 >

Cockney, regarded as the remnants of the London d ia lec t , : seems
0 be growing into a generic term for any form of non-standard English 

!n Britain, although non-standard varieties of English exist in territor- 
variants. Literary English is indifferent to territorial usage.

, hıe publicatioıı of ılictionaries does much to establish tlıe literary 
anguage norms. As a matter of fact, it is impossible to establish any 

to r;n °nce and for all. At the very moment it is established, it begins 
. ‘tuctuate. Such fluctuations not iııfrequently result in considerable 

ninn§| S,i C0mpilers English dictionaries are forced willy-
the^ acknowledge a variant and present it as co-existing alongside 
^ ^ n ^ p r e v i o u s l y  recognized as solely acceptable. This is particularly

Quirk, Randolph. The Use of English. Ldn, Longmans, 1962, pp. 95-96.
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he case with reference to pronunciation. The scholar fixing the lan- 
uage ııorm is made to bow to his majesty the people.

The Engiish literary language has had a long and peculiar history. 
'Throughout the stages of its development there has been a struggle for 
progressive tendencies, which, on the one hand, aım at barring the lan- 
guage from the intrusion of contaminating elements, such as jargonisms, 

'slang, vulgarisms and the like, and, on the other hand, at manifesting 
themselves in protest against the reactionary aspirations of some zealous' 

;scholarsto preserve the English language in a fixed form.
The English language, as is known, is the result of the integration 

of the tribal dialects of the Angles, Saxons and Ju tes  who occupied 
the British Isles in the 3rd—5th centuries. The first manuscripts of the 
language belong to ,the 8th century. But the language of the 8th and 

'consecutive centuries is so unlike present-day English that Englishmen 
do not understand it. This langııage is called Anglo-Saxon or Old Eng- 
lish. Old English is a dead language, like Latin or classic Greek. Likc 
them and like the Russian langııage, it is an inflected language. The 
Old English period lasted approximately uııtil the end of the twelfth 
century.

During the next stage in its development, known as the Middle 
English period, the Engiish language rapidly progressed towards its 
present state. By this time it had greatly enlarged its vocabulary bv 
b'orrowings from Norman-French and other languages.

The structure of the language had considerably changed due to the 
loss of most of the infledions and also to other very important changes.

By the middle of the thirteenth century Norman-French, wlıich 
had been the official language since the Norman Conquest in 1066, was 
almost completely ousted by English. In 1362 Parliament was first 
opened in English, and a few years later court proceedings -were ordered 
to be carried on in English and not in French, “wlıich was too little 
known.”

The New Engiish period, as it is called, iş usually considered to 
, date from the f  i f  t e e n t h c e n t u r y.  This is the beginning of the 
Enğlish language known, spoken and written at the present time.

This period cannot yet be characterized by afıy degree of uniformity 
in the language. The influence of the various dialects was still strongly 
felt, bu t 'the  London dialect was graduallv winning general recognition. 
According to many historians of the English language, by the latter part of 
the 15th century the London dialect had been accepted as the standard, 
at least in writing, in ınost parts of tlıe country. This should to a very 
great extent be attributed to Caxton, the first English printer, who in his 
translations and in tlıe books he printed used the current speech of Lon- 
don. Caxton writes that he was. advised by learned men to use the most 
curious terms that lıe could find, and declares that he found himself 
in a dilemma “between the plain, rude and curious. But in my judgenıent”, 
hegoes on, “the common terms tlıat be daily used been lighter to under- 

.'stand than the old and ancient English.” Puttenham, author of “The 
^Art of English Poesie,” declares that as the norm of literary English



ye şhall therefore take the usual speech of the court, and that of 
London and the shires lying about London within LX (sixty) miles 
and not much above.” 1

But the process of establishing the London speech as a single norm 
throughout the country was very slow and hardly perceptible. Even 
the language of the 16th century, according to C. Wyld, “...both in print- 
ed works and in private letters, still shows considerable dialectal- in- 
dividualism. The Standard...  is not yet completely fixed.” 2

In the s i x t e e n t h  c e n t u r ıj literary English began mark- 
edly to flourish. The rapid development of printing went parallel with 
the general growth of culture, to which much was contributed by the 
two universities, Oxford and Cambridge.

In the second half of the 16th century, acentury  marked by the polit- 
ical and economic rise of England, literature began to flourish in all 
forms—drama, poetry and prose. The works of literary criticism written 
at the time show the interest awakened in poetry and drama. Frequent 
translations were now made from the Greek aııd Latin classic writers. 
Edmund Spenser, Christopher Marlowe, William Shakespeare, and, 
later, Ben Jonson, Beaumont and Fletcher and many other writers 
of the period exerted a very great influence on the growth and perfection 
of the English literary language.

The freedom in the use of language so characteristic of this epoch 
was often subjected to wise and moderate restrictions set by these writ- 
ers. So, for example, Ben Jonson, wlıile accepting Q uin ti ll ian ’s state- 
ment that  “...custome is the most certain mistress of language,” at the 
same time warns “...not to be frequent with every day coining”, nor to 
use words from past. ages which were no longer in use, that is, archaic 
words as, for instance, Chaucerisms.

In their use of the language there were two tendencies among the 
writers of this age: one was the free and almost unrestricted use of new 
w ords 'and  forms, coined or imported into the English language; the 
other was the revival of archaic words, the latter being a counter-weight 
to the former. Two names may be called to mind as representing the 
two tendencies: Spenser, on the one hand, Shakespeare, on the other. 
Spenser tried to preserve the old English words, especially those denot- 
ing abstract ideas, which had been replaced by words of French or Latin 
origin, He praised these words as being more expressive than the bor- 
rowed ones.

On the contrary, Shakespeare advocated in his sonnets and plays 
the unrestricted use of words of all kinds and particularly new coinages. 
Shakespeare himself coined many new words. Marlowe and Fletcher 
drew widely on the resources of vernacular English a.nd this, to a large 
extent, explains the remarkable vigour and expressiveness of their 
language.

To give a general idea of the factors inflııencing the development 
of literary English in the 15th and 16th centuries, it will suffice to point 
out the following three:

1 Baugh, A lbert C. Op. c it., p. 275.
2 W yld, H . C. A History of Modern Colloquial Eııglish. Ldıı, 1925, p. 102.



1) A common interest in elassical literature during the Renaissance 
| and hence the application of classical grammar, spelling and rhetoric

to the English language. Attempts were made by scholars to force the 
\ classical norms into the English language.

2) A desire to keep the language pure, to retain and revive old Eng- 
lish words and as far as possible old English morphological and syntacti- 
cal forms. This tendency has been called a r c h a i c p u r i s m.  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 chang- 
ing norms of the colloquial language. Free use was made of the inherent 
properties of tf.e 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.

The Protestant Reformation, which gradually  gained strength and 
popularity throughout the 16th century, played a great role in thedevel- 
opment of the English literary language. Books on religion, translated 
or composed in strong, simple, living English with few “learned” words, 
and understandable to the masses of ordinary people, were by act of 
Parliament placed in the churches and read aloud. Parts of the Bible 
and later the whole Bible, were also translated in the same manner. 
By order of Queen Elizabeth I a Bible was placed in every church and 
people flocked to read it or hear it read. (Up to the reign of Elizabeth 
it had been forbidden to read the Bible in English and people were pun- 
ished and burnt to death for doing so.)

The interaction of these three factors is reflected in the grammars 
and books on rhetoric of the time, which serve to illustrate to tlıe pres- 
ent-day reader the fluctuation of the norms then existing, as well as 
the linguistic ideas, tastes and credos of the scholars who laid down the 
law. The uncritical applications of the laws of Latin grammar to the 
norms observed in the English language were objected to even in the 
16th century. Philip Sidney, for instance, stated tha t  the English lan- 

|  guage must have its own grammar. He saw that such grammatical cat- 
r  egories as case, gender, tense and mood, which are natural to Latin , 
I  could not be applied mechanically to English.

However, books on rhetoric have played a considerable part in estab- 
lishing the norms of literary English in the 16th as jwell as in the follo- 
wing centuries. As far back as in 1524 Leonard Cox published a textbook 

. entitled “The Arte or Crafte of Rhetorique” which was followed by a 
; series of works c.i this kind. Many of them have helped to lay the founda- 

tion for the study of the laws of composition and of tlıe ways and means 
t  to make writing emphatic in order that  the desired effect on the reader 

should be aclııeved and the main function of language—communica- 
t. tion—guaranteed to the full.

' One of tlıe most popular works of the time was Thomas Wilson’s 
KiJüArte of Rhetoriaue” Dublished in 1553. Foliowing the  ancient  Latin



p  of rhetoric, Wilson divides style of expression into three klnds:
‘tradi^oj1 anJ  low, a division which was in vogue up to the 19th
elevated, which greatly influenced the course of developmertt of the 
century literary language. Writing devoid of all ornament was consid- 
Eng,IS 1 rse. l t  was in this period, the 16th cerıtury, that a litĞrary trend 
e r e d  cü ä e’u phuism caıne irıto vogue. The euphuistic manner of writing 
known cterized a pedantic affectation of elegant and high-flown 
was c abounding in all kinds of stylistic devices.
*anf t  was notonly  the syntactical aspect of the English İiterary language 

t was influenced by the laws of rhetoric. The choice of words was also 
rfetermined by the laws set by the rhetoricians of the 16th century. 

Hn words, either directly or through the French language, poured into 
n f  Engüsh İiterary language because English had never had ,o r  had lost, 
+he words required to giveexpression to scientific ideas. Sir Thomas More, 
f r example, introduced into the English language a great many words 
n spite of the opposition of tlıe purists of the time. To him the English 

! nguage owes such words as absurdity, acceptance, anticipate, compatibte, 
comprehetısible, congratulate, explain, fact, indifference, monopoty, neces- 
sitate, obstruction, paradox, pretext and many others. Philip Sidney 
is said to have coined such words as emancipate, eradicate, exist, ex tin - 
guish, harass, meditate and many other words and phrases. As illustra- 
tions we have chosen words which have found a permanent place in the 
English stock of words. Most of them have already passed into the neut- 
ral layer of words. A great many words introduced ,by men-of-letters 
in the 16th century and later have disappeared entirely from English 
literature.

Further, there were great difficulties in spelling. No two writers 
spelt all words exactly alike. Froın the Old English period up to the 
15th century there had been chaos in English spelling. The Old English 
system, which was phonetic, had broken dovvn because the language had 
changed., Then besides that, no writer knew exactly how to speİl bor- 
rowed words— in the Latin, the French or the Norman-French way, 
or according to the rules which individual writers applied in their own 
way when spelling words of English o rig in .1 Even the publication of 
dictionaries, which began in the middle of the 17th century, did not 

,^n2hsh spelling. One of the first dictionaries was called “Table 
Alphabetical conteyning and teaching the true writing and understand- 
lng of hard usual English words.” This was the first dictionary confined 
th ply to the English language. Spelling was one of the problems which 

e English language began consciously to face in the 16th century and 
was fairly settled before the end of the 17th century. 

u s e d ’ ^  this Period is characterized rnainly by freedom of the norms 
soe ' ^ e literary language. The interaction of the lively everyday 
enr^h ancl the uns^able rules of English grammar led to a peculiar 
witl ment the 1‘terary language. New word-combinations were coined 

ease and new meanings attached to them (for example, to come

The  ̂ influence of the Lcitinists can be seerı, forexam ple, in the woxfe debt and doubt. 
wa.s iııserted to nıake the words look more Iike tlıe Latiıı o ıig inals.
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aboııt in the m'eaning of ‘to happen’; to come by— 'io  get’; to come upon— 
‘to near’).

The same can be observed’ in the composition of compound words, 
particularly words with adjectives as first components, for example, 
with the word deep—deep-divorcing\ deep-premediated\ deep-searched\ 
deep-sore\ deep-sweet\ deep-wounded\ deep-brained. 1

The element deep in these examples loses its prinıary logical meaning 
and assumes a new meaning, half-grammatical, which we call emotional. 
The word thus assumes a new quality: it is a semi-prefix, indicating the 
intensification of the quality  embodied in the second adjective.

The free use of words, in spite of the restrictions imposed on this 
freedom by certain ardent adherents of the “purity” of the language, 
resulted in the appearance of new meanings of words. First they were 
perceived as contextual, probably accompanied by suggestive intona- 
tion and gestures, and then, in the course of time, through frequency 
of repetition, the new meanings were absorbed into the semantic struc--^ 
ture of the word.

As an illustration of the instability of the norms of usage it will be 
interesting to point out the variety of prepositions that could be used 
with verbs. Thus, the verb to repent was used with the following prep- 
ositions: ‘repent a t', ‘repent fo r \  ‘repent over', ‘repent in ' , ‘repent o f’.

The syntactical patterns of this period were also marked by notice- 
able variety arising from the relative freedom of usage. This freedom 
is observable not only in the word-order but in the use of double nega- 
tions, as in ‘say nothing neither’ and the like. In morphology it is 
marked by theuseo f  both adjectives and ad v e rb s in th e  function of modi- 
fiers of verbs, as in ‘tç> speak plain’, ‘she is exceeding wise’ and the like. .

The fluctuation in the norms of the English. literary language of . 
the 16th century is ascribed to a varietv of causes. One is tlıat the Lon- 
don dialect, which formed tlıe core of the national literary language, 
was not yet spoken all over the country. Consequently, an educated 
man who came, let us say, from the North of England, still retained in 
his speech certain of th’e morphological and syntactical forms of his 
native dialect. Then, in view of the fact that the norms of the literary 
language were not yet hard and fast, he usejl these dialectal forms in 
his writing. There was a great influx of forms from the common speech 
of the people into the literary language which, however, was still the 
domain of the few.

Students of the history of the English language give a number of 
reasons explaining this influx of forms from the everyday language of 
the people. One of theın is that after the church of England refused to 
acknowledge the authority  of Rome, church services had been translat- 
ed from Latin into sinıple, strong English. Services were held daily 
and long sermons delivered in English. Many of the clergy found that 
the literary English did not have much ınore meaning to the people 
than church Latin had had, so they modified it, bringing it closer to

1 Tlıe exaınpics are takeıı frum G. M cK niglıt’s Modern English in the Making. N. Y., 
1956. •
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the speech of the people among whom they, lived. Clergymen who were 
unable to write their own sermons used those of the great protestant 
reformers of the 16th century which were written in simple förceful 
English with a minimum of borrowed words.

It was in the choice of the words to be used in literary English that 
the sharpest controversy arose and in which the two tendencies of the 
period were most apparent.

On the one hand, there was a fierce struggle against “ink-horn” terms, 
as they were then ca l le d .1 Among the learned men of the 16th century 
who fought against the introduction of any innovations into the English 
language must be mentioned Sir John Cheke, Rogcr Ascham and, in 
particular, Thomas Wilson, whose well-known “Arte of Rhetorique” 
has already been mentioned. He severely attacked “ink-horn” terms. 
Some of the words that were objected to by Thomas Wilson weveaffabil- 
ity , ingerıious, capacity, celebrate, illustrate, superiority, fertile, native, 
confidence and many others that are in common use to-day. Puttenham, 
although issuing a warning against “ink-horn terms”, admits having 
to use some of them himself, and seeks to justify tlıem in particular 
instances. He defends the words scientific, majordoıne, politien  (politi- 
cian), condııct (verb) and others.

On the other hand, there was an equally fierce struggle against the 
tendency to revive obsolete words and particularly the vocabulary and 
phraseology of Chaucer. Ben Jonson in this connection said: “Spenser 
in affecting the ancients writ no language.” Sir John  Cheke, one of the 
purists of the centııry, tried to introduce English equivalents for the 
French borrowings: he invented such words as mooned (lunatic), foresyer 
(prophet), byword (parable), freshman (proselyte), crossed (crucified), 
gainrising  (resurrection). Of these words only freshman in the sense 
of ‘first-year studen t’ and byword in the sense of ‘a saying’ remain in the 
language. The tendency to revive arhaic words, however, has always 
been observed in poetic language.

The 16th century may justly be called crucial in establishing the 
norms of present-day literary English. Both of the tendencies mentioned 
above have left their mark on the standard English of to-day. Sixteenth- 
century literary English could not, however, be called standard English 
because at that time there was no received standard.

S e v e n t e e n t h - c e n t u r y  literary English is characterized 
by a general tendency to refinement and regulation. The orientation 
towards classical models, strong enough in 16th century English, as- 
sumed a new function, that of refining, polishing and improving the lit- 
erary language. This was, of course, one of the trends leading to the final 
establishment of the norms of literary English.

The tendency to refine the language, to give it tlıe grace and gallantry 
of the nobility of the period, is manifested in the writings of language 
theoreticians and critics of the time. Hlustrative of this is the “Essay 
on Dramatic Poesy” by John Dryden, where we find the following:

1 Terms born from an ‘ink-horn’, that is, words and phrases whiclı were purposely 
coined by men-of-letters, and the meaning of which was obscure.
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“I have always acknowledged the wit of our predecessors... 
but I am sure tlıeir wit was not that of gentlemen; there was ever 
somewha'; that was ill bred and clownish in it and which con- 
fessed the conversation of the authors... In the age wherein these 
poets lived, there was less of gallantry than in ours; neither did 
they keep the best company of theirs (their age)... The discourse 
and raillery of our comedies excel whct has been w ritten  by 
them.” 1

Oııe of the many manifestations of the process of regulation and re- 
finement can be seen in the successive editions of Shakespeare’s works ■ 

.in 1623, 1632, 1664, 1685, in which the language of the great playwright 
was subjected to considerable change in order to make it conform to 
the norms established by his successors. There w erenot only morpholog- 
ical and syntactical changes, but even changes in Shakespeare’s vocab- 
ulary. Words that  were considered ‘ill bred and clownish’ were some- 
times changed, but more often they were omitted altogether.

In 1664 a special committee was set up, the aim of which was to 
normalize and improve the English language. But the Committee did 
not last long and had litt le  influence in deciding upon the norms of 
usage. 'I

A considerable role in the regulation of the norms was played by a 
number of new grammars which appeared at this period. Among these ( 
the “Grammatica Linguae Anglicanae” written in Latin  by John Wallis 
and published in 1653 is particularly  notable. It was a kind of protest 
against the blind imitation of Latin  grammars, although the author 
could not free himself entirely from the influence of the Latin grammatical 
system and the Latin theory of language.

The tendency of refining and polishing the English literary language 
by modelling ıt on the classic Greek and Latin masterpieces was counter- 
acted, however, by another strong movement, that  of restricting liter- 
ary English to a simple colloquial language which would easily be under- 
stood by the ordınary people. The Protestant Reformation also played 
its role in safeguarding the English literary language for the people.

So, on the one hand, there was the rhetoric which was “ ...a potent 
force in shaping the English language inthe period following the Renais-- 
sance” 2 and which undoubtedly paved the way for the norms of the 
standard English of the 17th century. On the other hand, there was the 
authorized version of the English Bible first published in 1611, which

“...has served to keep alive English words and to fix their mean- 
ings, aııd it has provided language material and pattern in word, 
in phrase, in rhythm ... to English writers and speakers of all 
subsequent times.” 3

According to Frank A. Visetelly, the Bible contains 97 per cent of 
Anglo-Saxon words, more than any other English book.

1 Quoted by H . C. W yld, op. c it ., p. 154.
2 M cK night, Q. H . Op. c it., p. 124.
3 Ibid . ■
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• the sevenlcenlh century Englislı  dictioııaries bega ıv to  ap- 
. Early ' n |‘ f, ui(jes to the use of ııew words, terıns belonging to 

P?.r * . Pn d ‘ art and also “ink-horn” terms, which had poured into the 
sCience an in t he 16th century arıd continued to flow in in the
Eng'if*1 l*P*uali
s e v e n t e e n  everv cent u ry there was a struggle between the purists, the 

0f the already established norms of the language, who mainly 
“ k eep ers  tQwarcjs t he literary and somewhat obsolescent forms of lan- 
Qj-jenta ^  ^  a(jm jrers 0f novelty wlıo regard everything new that 
guage,  the surface of the language as representing its natural devel- 
aPPea and therefore as something that should be readily accepted 
^P.^^the sys tem without i ts being subjected to the test of time. Such

trugele is the naturai clash of tendencies which leads to changes in 
fhe literary language of each linguistic period. But there is nevertheless 

neral  tendency in each period, whiclı will undoubtedly be reflected 
fn the literary language.

The normalizing tçndency, so apparent in the seventeenth century, 
cont inues into the eighteenth. But by e i g h t e e n t h  c e  n t u r y  
it had become a conscious goal. The aim of the language scholars who 
sought to lay down the law in the eighteenth century may be expressed 
as the  desire to fix the language for all time, to establish its laws once 
and for all. Order and regularity were the qualities they esteemed. Their 
need for standardization and regulation was summed ııp in their word 
‘‘ascertainment” of the language.

G. H. McKnight, a student of the history of modern standard English, 
whom we have already cited, describes the general tendency of the de- 
velopment of the literary English of the eighteenth century in thefollow - 
ing words: .

“The little-controlled English language of the time of Sidney 
and Shakespeare, the elegant freedom of expression of the 
Restoration period, was to be subjected to authority'. Both learn- 

. ing represented by Johnson and fashionable breeding represented 
by Chesterfield carne together in a common form of language 
reduced to regularity and uniformity.” 1

But the actual history of the development of standard English cannot 
oe reduced to the interaction of learning and fashionable breeding. 
^ne development of the literary language is marked by the process of 
seiection. The real creator of the literary form of the language remains 
t People, the actual lawgiyer of the norms. Scientists and men-of-let- 
ers °nly fix what has already been established by general usage. New 

i rms.of usage cannot be imposed. But to historiansof languagetheopin- 
ns of writers and scholars of a given period as well as those of ordi- 

I ary. People are of great value. They help to trace the fluctuating trends 
aaıng to the establishment of the norms of the period and influence to 

exterıt tiıe progress of literary English.

1 M cKnight, G. H. Op. c it., p. 373.



lıı the eightceıılh century two men had a great influence on the de- 
velopment of tlıe norms of literary English. These were Jonatlıan Swift 
and Samuel Johnson.

In an attempt to regularize the use of English, Swift condemned 
both what he called “vulgar slanginess” and “intolerable preçiosity” . 
According to Swift, the “vulgar slanginess” cäme from a certain school 
of young men from the universities, “terribly possessed with fearofped- 
antry”, who from his descriptym wished to be what we should call 
‘up to date’” .

‘“ They... come up to town, reckon all their errors for accom- 
" plishments, borrow the newest set of phrases and if take a pen 

into their hands, all the odd words' they have picked up in a cof- 
fee-house, or at a gaming ordinary are produced as flowers of 
s ty le .’

“Such a ‘strange race of w its’ with their ‘quaint fopperies’ . 
of manner and speech, exist in every age. Their mannerisms rarely 
pass beyoııd their immediate clique, and have no more perma- 
nence than foam on the river.” 1

Tlıe “intolerable preciosity”, as Swift understands it, was the tenden- > 
cy to use embellishments to the detriment of clarity and exactness.
It was Swift who declared the necessity “to call a spade a spade”, a phrase 
which has become a symbol for a plain and simple way of expression.

Samuel Johnson’s a t t i tude  toward language is best expressed in .his 
Grammar: “For pronunciation, the best rule is to consider those as the 
most elegant speakers who deviate least from the written words.” Faith- 
ful to this doctrine Johnson in trying to “ascertain” the English language 
was mainly concerned with the usage of great English writers. In his 
famous dictionary, first published in 1753, the influence of which on 
subsequent dictionaries of the English language can hardly be over-es- 
timated, Johnson made his selection only from words found in literary 
publications, ignoring the words and collocations used in oral intercourse, : 
in the live!y colloquial English of his day. The definitions given by 
Johnson reflect only the usage of the great writers of his own and of 
preceding centuries.

The literary-bookish character of Johnson’s dictionary has greatly 
influenced the word usage of written English and also the formation of 
different styles in literary English.

Eighteenth-century concepts in the fields of philosophy and natural 
sciences had considerable influence on contemporary theoretical lin- 
guistic thought. Even the titles of certain grammars of the period re- 
flected the general tendency to lay down categorical laws. Thus, for exam- 
ple, the title: “Reflections on the Nature and Property of Language in 
General, on the Advantages, Defects, and Manner of Improving the 
English Tongue in Particu lar” by Thomas Stackhouse (1731) clearly 
shows the aims of the writer, aims which were common to möst of the

* W yld, H . C. Op, c it ., p. 160.
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18th century works on language, i. e. improving the language and fixing 
its laws for the use of the people.

This general trend of language theory is aiso expressed by Samuel 
Johnson in the preface to his dictionary.

“Language,” he writes, “is only the instrument of science, 
and the words are but the signs of ideas. I wish, however, that 
the instrument might be less apt to decay, and that the signs
might be permanent, like the things which they denote.”

However, adherence to the theoretical trends of the century was 
not universal. There were some scholars who protested against arbitra- 
rily imposing laws and restrictions on the language. Thus, for example, 
John Fell in his “Essay towards an English Grammar” published in 
1784 declares:

“It is certainly the business of a grammarian to find out, 
and not to make, the laws of language.”

In this work the author does not assume the character of a legisla-
tor, but ap.pears as a faithful compiler of the scattered laws.

“... It matters not what causes these customs and fash ions ' 
owe their birth  to. The moment they become general they are 
laws of the language; and a grammarian can only remonstrate 
how much so ever he disapprove.” 1

The eighteenth century literary trend was also influenced to a consid- 
erable degree by the rhetoric which since the Renaissance had played 
a noticeable role in all matters of language.2

But the majority of language scholars were concerned with the use 
of words, inasmuch as the lexical units and their functioning are more 
observable and discernible in the slow progress of language develop- 
ment. The well-known article by Jonathan Swift “A Proposal for the 
Correcting, Improving, and Ascertaining the English Tongue” in its 
very ti tle  sums'up the general a t titude of scholars towards the English 
of their century. The main issues of this document, remarkable in many 
ways, centre around the use of words and set expressions.

Meanwhile, however, colloquial English, following its natural path 
of progress and living its own life, although it was subjected to some 
extent to the general tendencies laid down by the men-of-letters, exhib- 
ited a kind of independence in the use of words, expressions, syntax, 
and pronunciation.

The gap between the literary and colloquial English of the 18th 
century was widening. The restrictions forced on the written language 
are fe lt 'in  the speech of the characters in the novels and plays of this

1 M cK night, G. H. Op. c it., p. 390.
2 It is interesting to remark in passing that language theories of the 16th to the 18th 

centuries were in general more concerned with what we would now call m acroünguis-' 
tics in contrast to the present time when the process of atom ization of language facts not 
infrequently overshadows observations concerning the nature and properties of units of 
com munication.
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period.1 Their speech is under the heavy influence of literary English' 
and therefore it is erroneous to understand it as representing the norms 
of 18th century spoken English.

The n i n e t e e n t h  c e n t u r y  trends in literary English are 
best summarized in the following statement by McKnight:

“The spirit of purism was evidently alive in the early nine 
teenth century. The senşe of a classical perfection to be striven 
for survived from the eighteenth century. The language must 
not only be made more regular, but it must be protected from the 
corrupting influences tha t  were felt to be on all sides. Vulgarism: 
were to be avoided and new words, if they were to be tolerated 
must conform not only to analogy but to good taste.” 3

This puristic spirit is revealed mainly in the a ttitude towards vocab 
ulary and pronunciation. Syntactical and morphological changes arc 
not so apparent as lexical and phonetic ones and therefore are less ex 
posed to the criticism of the purists.

Many new words that were coming into use as, for example, reliable 
environment, lengthy were objected to on the principle that they wen 
unnecessary innovations replacing, e. g., trw itw orthy , scenery or circum  
stances and tong. Macaulay protested against the use of talented, influen  
tial, gentlemanly. The tendency to protest against innovation, however 
gradually gavew ay tonew  trends, those of the 19th century, which can bc 
defined as the beginning of the recognition of colloquial English as < 
variety of the national language. Colloquial words and expressions cre 
ated by the peoplebegan to pour into literary English. The literary critics 
and men-of-letters objected to the maxims laid down by their predeces- 
sors and began to lay the foundation for new theoretical concepts of the 
literary language.

Thus De Quincey in his essay on rhetoric declares:
“ ...since Dr. Johnson’s time the freshness of the idiomatic 

style has been too frequently abandoned for the lifeless mech* 
anism of a style purely bookish and mechanical.” 3

“The restriction of the Emglish vocabulary which waspromot 
ed by theclassicizing tendencies of the eighteenth cenftıry,” writes 
McKnight, “was appreciably loosened by the spirit which pro- 
duced the Romantic movement.” 4

However, the purists never ceased to struggle against new coinages 
and there were special lists of proscribed words and expressions. The 
constant struggle of those who endeavour to safeguard the purity  o 
their language against new crea*tions or borrowings, which alone can 
supply the general need for means to render new ideas, seems to repre- 
sent a natural process in language development. It is this struggle tha 
makes th< l iterary language move forward and forces the recognition

1 See exam ples on pp. 239-240 (“Represented Speech”).
2 M cKnigt G. H. Op. c it., p. 509.
3 Quote;'. oy M cKnight, G. H . Op. c it ., p. 518, ed. 1956.
4 Ibid, p. 517. i



I words and syntact ical  pat te rns.  The works of Byron,
lo f  ne'v °  Di’ckens and other classic wr iters of the 19th century show 
| T h a ckera^ \v o rd s  from the colloquial l anguage of tlıat period have  been 
Ih ow  s tandard  I i t eräry Engl ish.
|a d o p ted, h ‘r feature of 19th century literary English to be noted is a more 
| Anot..®Ljy established differentiation of styles, though this process 
lo r  leSY fn i ly  appreciated by the scholars of the period.
|w a s  r>ot j j Chotomy of written and oral intercourse whiclı manifested 
I inlv in the widening of the gap between the literary and non-
litself m^forms, so typical of 18th century English, led the way to a 
| l i t e? ry0f var ie t ie s  within the literary language, viz. to i ts stratification 
lc luster  ent s^yies. A particularly conspicuous instance of this strati- 
l iu t0 . was the singling out of poetic diction and the establishment 
| fica set of rules by which the language of poetry was governed. Strict 
lı f  concerning word usage and imagery in poetry had long been recog-- 
I ı'zed as a  specific feature of the style of poetry. 
nl The norms of 19th century literary English were considerably influ- 

lenced by certain other styles of language, which by this period had already 
Ishaped themselves as separate styles. By this period the shaping of 
the newspaper  style, the publicistic style, the style of scientific prose 

land the official style may be said to have been completed and language 
[scholars found themselves faced with rıew problems. It became necessary 
Ito seek the foundation and distinctive characteristics of each functional 
style of language and analyse them.

The shaping of the belles-lettres prose style called forth a new sys- 
tem of expressive means and stylistic devices. There appeared a stylistic 
device — represented speech (see p. 236) — which quickly. developed 
into one of the most popular means by which. the thought and feeling 
of a character in a novel can be shown, the speech of the character com- 
bining with the exposition of the author to give a fuller picture. The 
favourite stylistic devices of the prose style of the 18th century, rhetori- 
cal questions, climax, anaphora, antithesis and some others gave way 
to more lively stylistic devices, as breaking off the narrative, detached 
constructions and other devices so typical of the norms of lively collo- 
quıal speeclı. Stylistic devices regarded with suspicion and disapproval 
m the I8th century were beginning to gain popularity;

I . e realistic tendencies and trends in English literature during this 
Iwh1 ,m?de it necessary to introduce non-literary forms of English 
l id ien epİC?ing characters from tlıe so-called lower classes through the 
lb e ° Ŝ nC^asies ^heir speech. In this connection another feature must 
larv^p11̂ 011̂  when characterizing the ways and means by which liter- 
|adrr>• . ^ ish of ^he 19th century progressed. This was a more liberal 
| p arf lsslon of dialectal words änd words from the Scottish dialect in 
Lblit İCU ^ 0 a consi(Jerable extent this must be attributed to Robert 
lwrntns’-wh° se Poems were widely read and admired and who, as is known, 
laidp? ' n Scottish (Scots) dialect. The ııovels of Walter Scott also 
| a the process.

| f 0r ,n summing up the main features of the struggle to establish norms 
T century literary English, special mention must be made öf the 
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tvvo tendencies characteristic of this period. One was reactionary pur- 
ism, the principles of which were laid down in' the 17th and 18th centu- 
ries and which became manifest in the struggle against any innovation 
no m atter  where it came from. The purist was equally against words 
borrowed from other languages, the coinage of new words and also seman- 
tic changes in the native stock of words. This reactionary purism orien- 
tated the literary Ianguage towards a revival of old words which had 
gone out of use and of constructions typical of earlier stages in the his- 
tory of English.

The other tendency was to draw on the inexhaustible resources of 
the vernacular both in vocabulary and in the lively syntactical patterns 
of colloquial English so suggestive of the warm intonation of the human 
voice. This tendency was particularly observable in the belles-lettres 
style of language and Byron, Thackeray and Dickenscontributed greatly 
to the enrichment of the literary language.

The end of the century led practically to no change in the general 
direction of the two tendencies. But there is undoubted evidence that 
the second of the two above-mentioned tendencies has taken the upper 
hand. Reactionary purism is dying down and giving way tostrongm od- 
ernizing tendencies, which flourish particularly in the newspaper 
style and the belles-lettres style. The recognition in the 20th century 
of the everyday speech of the people äs a variety of thenational language 
lıas done much to legalize the colloquial form of English which, until 
the present century had been barredfrom the domain of language studies.

We must point out that  the functional styles of language have shaped 
themselves within the literary form of the English language. The divi- 
sion of the standard English language into two varieties, written and 
spoken (the literary language and the colloquial language), which was 
recognized earlier and which was acknowledged as a natural coexistence, 
now goes alongside the problem of the “closed” systemsof stylesof lan- 
guage. / •

6. MEANING FROM A STYLISTIC POINT OF VIEW

Stylistics is a domain where meaning assumes param ount importance. 
This is so because the term ‘meaning’ iş applied not only to words, 
word-combinations, sentences but also to the manner of expressum—  ̂
into which the m atter is cast.

The linguistic term m e a n i n g  has been defined in so many ways 
that there appears an urgent need to clar;fy it; particutarly  in view of 
the fact that in so many lexical, grammatical and phonetic SDs this 
category is treated differently. It has already been mentioned th a t  - 
a stylistic device is mainly realized when a twofold application of 
meaning is apparent. . . .  .

At some period in the development of a certain trend in linguistic 
theory in America, viz. descriptive linguistics, meaning was excluded 
from observations in language science; it was considered an extra-lin- 
guistic category.
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The tendency was so strong that R. Jakobson proposed the term “se- 
mantic invariant” as a substitute for ‘meaning’. “If, however, you dislike 
the word meaning because it is too ambiguous,” writes R. Jakobson,_ 
“then let us simply deal with semantic invariants, no less important 
for linguistic analysis than the phonemic invariants.” 1

But this tendency has been ruled out by later research in language 
data. One of the prominent American scientists, Wallace L. Chafe, 
is right when he states that “...the data of meaning are both accessible 
to linguistic explanation and crucial to the investigation of language 
structure — in certain ways more crucial than thef data of sound to 
which linguistic studies have given such unbalanced a tten tion .” 2 

The problem of meaning in general linguistics deals mainly with 
such aspects of the term as the interrelation between meaning and con- 
cept, meaning and sign, meaning and referent. The general tendency 
is to regard meaning as somethiııg stable at a given period of time. This 
is reasonable, otherwise no dictionary would be able to cope with the 
problem of defining the meaning of words. Moreover, no communication 
would be possible.

In stylistics meaning is also viewed as a category which is able to 
acquire meanings imposed on the words by the context. That is why 
such meanings are called c o n t e x t u a l  m e a n i n g s .  This cate- 
gory also takes under observation meanings which have fallen out of use.

In stylistics it is important to discriminate shades or nuances of 
meaning, to atomize the meaning, the component parts of which arc 
now called the s e m e s ,  i.e. the smaliest units of which 
meaning of a word consists. “A proper concern for meanings,” writes 
W. Chafe, “should lead to a situation w’nere, in the training of linguists, 
practice in the discrimination of concepts will be given at least as much 
time in the curriculum as practice iıı the discrimination of sounds.” 3 

It will be shown later, in the analysis of SDs, how iınportant 
it is to discriminate between the meanings of a given word or construc- 
tion in order to adequately comprehend the idea and purport of a pas- 
sage and of a complete work.

It is now common knowledge that lexical meaning differs from gram-1 
matical meaning in more than one way. L e x  i c a l m e a n i n g  
refers the mind to some concrete concept, phenomenon, or thing of ob- 
jective reality, whether real or imaginary. Lexical meaning is thus a 
means by which a word-form is made to express a definite concept.

G r a m n ı a t i c a l  nı e a n i n g  refers our mind to relations be- 
tween words or to some forms of words or constructions bearing upon 
their structural functions in tlıe language-as-a-system. Grammatical 
meaning can thus be adequately called “structural meaning”.

There are no words which are deprived of gramnıatical meaning inas- 
much as all words belong to some system and consequently have their

1 Jakobson, R . The Conference of Antropologists and Linguists.— In: “Selected 
W ritings”. The Hague, v . 2, p. 565.

2 Chafe, W. L. Meaning and tlıe Structure of Language. Chicago, 1970, p. 351. 
a Ibid, p. 78.
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place in the system, and also inasmuch as they always function in speec 
displaying their functional properties. It is the same with sentence 
Every sentence has its own independent structural meaning. This stru 
tural mearing may in some cases be influenced or affected by the lej 
cal meanings of the components or by intonation. In the sentence ' 
shall never go to that place again’, we have a number of wörds wij 
lexical mfeanings (never, go, place, again) and words with only grammat 
cal meanı ;g (/, shall, that) and also the meaning of the whole sentencj 
which is defined as a structure in statement form.

But each of the meanings, being closely interwoven and interdepem 
ent, can rorıe the less be regarded as rela .ively autonomous and the 
fore be analysed separately.

—' It is significant that words acquire different status when analys 
in isolation or in the sentence. This double aspect causes in the lo 
run the growth of the semantic structure of a word, especially wl 
the two aspects frequently interweave.

Words can be classed according to different principles: morpholc 
cal (parts ot speech), semantic (synonyms, antonyms, thematic), s ty j 
tic (see ciassification on p. 72), and other types of classification. In ea 
of these classifications lexical or/and grammatical meanings assu 
different manifestations. In a morphological classification words { 
grouped according to their grammatical meanings; in a semantic cl 
sification, according to their logical (referential) meanings, in a sty 
tic classification, according to their stylistic meaning.

Lexical meanings are closely related to concepts. They are sometin 
identified with concepts. But concept is a purely logical category, whe 
as meaning is a linguistic one. In linguistics it is necessary to vj 
meaning as the repreäentation of a concept through one of its properti 
Concept, as is known, is versatile; it is characterized by a number 
properties. Meaning takes one of these properties and makes it repres 
the concept as a whole. Therefore meaning in reference to concept 
comes, as i tw ere ,  a kind of metonymy. This statement is significant ii| 
much as it will further explain the stylistic function of certain meanir 
One and the same concept can be represented in a number of lingui. 
manifestations (meanings) but, paradoxal though it may sound, e 
manifestation causes a slight (and sometimes considerable) modif 
tion of thc* concept, in other words, discloses latent or unknown pro| 
ties of the concept.

“The variability  of meanings,” wri' ss R. Jakobson, “their mani! 
and far-reaching figurative shifts, and an incalculable aptitude for mı 
ple paraphrases are just those properties of natural language which inc 
its creativity and endow not only poetic but even scientific activi 
with a continuously inventive sweep. Here the indefiniteness and c 
tive power appear to be wholly interrelated.” 1

The inner property of language, whiclı may be defiııed äs self-i 
erating, is apparent in meaning. It follows then that the creativit

1 Jakobson, R . L inguistics in Relation to Other Sciences.— In: “Selected Wc 
The Hague, v . 11, p. 659.



ELP'ed  t°  ,heu t!r  categöry which contains a great degree of ambiguity.
is a lingulSi  vve nerceive meaning as a representation of a definite 

u  one hancı, ^   ̂ wor(j. Qn the otlıer hand, we state  that the same

L ' -cal m eanirigs, becomes a crucial issue for stvlisiic stııdies. It must 
BeX'cİearly understood that the multitude of meanings tlıat a word may 
■ av e  isnot limited by dictionaries where this multitude lıas already been 
■ecognized and fixed. Soıne meanings, which for the time being have not 
■ s  yet been recognized as legitimate members of the semantic structure 
Jf the given word, may, in the course of time, through frequent use be- 
lo m e  such and subsequently become fixed in dictionaries. Convincing 
■roof of this are the so-called addenda to new editions of dictionaries 
J h e r e  new meanings are presented as already recognized facts of 
jlanguage.
■  A stylistic approach to the issue in question takes into consideration 
®ıe fact that every word, no matter how rich in meanings it may be, 
■ av es  the door open for new shades and nuances and even for independent 
■ean.ngs. True, such meanings are not always easily accepted as normal. 
■ e r e f Ver’ many them are rejected both bv scholars and the people and 
K tf,.,ore. arf. n°t recognized as facts of language. Such meanings becoıne 
f t c e d  back t am^Y.0f İexical meanings of a word; they can only be 
Wcasionaiı ı6 orig inai use. However, some of these meanings are

I  Leximi re*established in the vocabulary at a later time.^Alcai mean no j* -------±_.ı • _ ______ <• , . .

a racter 0 f nıS° m-e  or feature of the object. The conventional
L^üssian thpCanin? can ülustrated  by the following example.
es made from 7ı löe'/’Ibe’ is a general term denoting all kinds of ar-

Le '?ri§ i n 0 f +u ax: underwear, household articles, shirts and so on.
fedbythewn»vi ! ° r is feAbiü (white). In English this concept is de- 
k—  word ‘lınen’ /r  



flax) from which the articles mentioned were made. In  German the same 
concept is ‘die Wäsche’, i.e. something th a t  can be washed, a process, 
not the material, not the colour, The concept from which all meaninğs 
branch off is known as the inner form of the word.

So we see that  different properties, essential, non-essential, optional 
and even accidental may be taken to name the object. The chosen prop- 
erty in the course of time loses its semantic significance and dependence 
on the inner form and the word begins to function in the language as a 
generic term, a sign for various objects.

Here we^approach the theory of signs, which is so important in under- 
standing the relative character of language units and their functioning.
. By a sign, generally speaking, we understand one material object 

capable of denoting another object or idea. The essential property of a 
sign is its relatively conventional character. A sign does not possess 
the properties of the object it denotes. It is made to denote another ob- 
ject by its very nature. In other words, people impose on certain objects 
the quality to denote other objects. Thus,- a flag  is the sign of a nation 
(state), a cross is the sign of christianity, a plain gold ring  is the sign of 
marriage, a unifornı is the sign of a definite calling or profession, a crown 
is the sign of monarchy. These are sign-symbols. There are also signs 
which are not material objects.

\ A  The science that deals with the general theory of signs is called s e- 
m i o t i c s . It embraces different systems of signs,— traffic signs, com- 
munication between different species of living beings, etc.

The following is a widely recognized definition of a sign:
“A sign is a material, sensuously perceived object (phenomenon, 

action) appearing in the process of cognition and communication in the 
capacity of a representative (substitute) of another object (or objects) 
and used for receiving, storing, recasting and traıısforming information 
about this object.” 1

Signs are generally used in a definite system showing the interrela- 
tions and interdependence of the components of the system. This system 
is called a c o d e. Thus we speak of a language code which consists of 
different signs—lexical, phonetic, morphological, syntactical and sty- 
listic. Every code is easily recognized by its us^ers, they understand the 
nature, meaning, significance and interrelation of the signs comprising 
the given code. Moreover, the user of the code must be well aware of 
possible obstacles in deciphering the meaning of different signs.

This presupposes a preliminary knowledge not only of the basic mean- 
ings of the signs in question but also the derivative meanings and the 
minimum of semes of each meaning.

One^of the essential features of a sign, as has been stated above,'is  
its conventionai, arbitrary character. However, the language system, 
unlike other semiotic systems, has the foliowing distinctive feature: 
having once been established and having been in circulation for some 
period of time, it becomes resistant to substitutions. No effort to replace 
a sound, or a morpheme, or a word, not to mention a structural pattern,

1 Pe3HUK0d Jl. rııoceo^orHuecKne uonpocu c c m h o t iik ii. Jl., 1965, c. 9.

61



has been successful. If an innovation is forced by reiterated usage into 
the language-as-a-system it inevitably undergoes a certain modificatİon 
of its meaning (ideographic or stylistic).

It  will be noticed here that we often speak of signs and meanings, 
having in mind words. To clear up possible ambiguity let us make it 
clear tha t  words are units of language which can be compared to signs, 
for they are materialized manifestations of ideas, things, phenomena, 
events, actions, properties and other concepts, whereas meanings are 
the products of our mental decisions. The materialized manifestations 
of words take the form either of a chain of vowel and consonant söunds 
(sound waves) or of a chain of graphical signs which are the interpreta- 
tion of these sounds. Meanings are not material phenomena. That is why 
we frequently meet the definition of the word as having a twofold nature: 
material and spiritual. The form of the word which, as has been stated 
above, also contains meaning differs from the word only in one respect, 
viz. it is not independent, in other words, it cannot be used autonomously. 
It  is always a part of a word.

For example, the word sp irit is a self-sustained unit. But the suffix 
-al in sp iritud l is not so, though it possesses both material form and a 
meaning (grammatical: a unit that can form an adjective). '

This contradictory nature of a word is the source by which its se- 
'm an tic  wholeness, on the one hand, and its diversity on the other, is 
caused. The study of how words gradually develop, change and lose 
their meaning and acquire new ones is llıe subject of lexicology and 
lexicography.

A word can be defined as a unit of language functioning within the 
sentence or within a part of it which by its sound or graphical form ex- 
presses a concrete or abstract notion or a grammatical notion through 
one of its meanings and which is capable of enriching its semantic struc- 
ture by acquiring new meanings and losing old ones.

To explain the semantic s tructure of a word is not an easv task. Only 
lexicographers know how difficult it is. This difficulty is mainly caused 
by the very nature of the word. It may in some circumstances reveal such 
overtones of meaning as are not elements of the code.

The following analogy will not come amiss. There are in nature sounds 
that we do not h«ar, there is light that we do not see, and heat that  we 
do not feel. Special apparatus is necessary to detect these phenomena. 
Almost the same can be said about almost every language sign: sound, 
morpheme, word, sentence, stylistic device. These signs can bring to 
life subtleties of meaning which are passed unnoticed by the untrained 
mind and which can be detected only through the employment of a spe- 
cial method, called s u p r a l i n e a r  a n a l y  s i s. This method 
requires some faith in intuition. Most scholars, however, rely on well- 
verified facts to the detriment of the evidence of the senses.1 Max Born, 
the physicist, gives a well verified exaınple. He says that if wre speak of 
vacillations and waves in space, we necessarily presuppose the existence

1 See Bopn M. -{J>H3HKa n >KH3HH Moero noKo;ıenH5i. M., 1903, c. 34.



of tlıe object to which the verb ‘vacillate’ refers .1 It will be a violation 
of this well-established law if we use a verb r.ot having in mind (explic- 
itly or implicitly) the object to which it refers.

We have dealt at some length with such concepts as meaning and sign 
because these are the crucial issues of stylistics. Nothing can ever be 
achieved in stylistic studies without a thorough understanding of these 
highly complicated notions.

There is a differencein the treatment of the potentialities of language 
signs in grammar, phonetics and lexicology, on the one hand, and ih 
stylistics, on the other. In stylistics we take it for granted that  a word 
has an almost unlimited potentiality  of acquiring new meanings, whereas 
in lexicology this potentiality is restricted to semantic and grammatical 
acceptability. In stylistics the intuitive, and therefore to a very great 
extent subjective, perception of meaning in words is raised to the level 
of actuality. The issue touched upon here is the well-known contradis- 
tinction between the scientific (abstract), intellectually precise percep- 
tion of world phenomena and the sensory, intuitive, vague and uncertain 
impressions of an artistic perception of these same phenomena. Max Born 
has it somewhat differently: “The representatives of one group do not 
want to reject or to sacrifice the idea of theabsolute and therefore remain 
faithful to everything subjective. They create a picture of the world 
which is not the result of a systemic method, but of the unexplained ac- 
t iv ity  of religious, artistic or poetic expressions of other people. Here 
rcign refigious zeal, aspirations to brotlıerhood, and often fanaticism, 
intolerance and tlıe suppression of intellect... The representatives of 
the opposing group, on the contrary, reject the idea of the absolute. They 
discover frequently with horror tlıat inner feelings cannot be expressed 
in comprehensible forms.” 2

Leaving aside the rather ambiguous pronouncement concerning the 
aspirations of those who adhere to the idea of the absolute, we cannot but 
admit that those who reject the intuitive in the analysis of language phe- 
nomena are prone to suppress everything which arises from a sensory 
perception of language-in-action, thus overlooking the fact tha t  the 
intuitive is Tn the long run the result of accumulated social experience.

It is of paramount importance in stylistics to bear in mind th a t  con- 
cepts of objective reality have different degrees of abstractness. This 
is adequately 'manifested in language. Adjectives are more abstract in 
meaning tlıan nouns. Adverbs may be considered more abstract than 
adjectives inasmuch as they usually characterize an abstract notion, 
action or state. Conjunctions and prepositions have a still higher degree 
of abstractness because it is not objects as such that  they indicate, but 
the correlation of the concepts involved. Therefore we may consider 
conjunctions and prepositions, and some auxiliary words as well, to be 
on the border line between lexical and grammatical categories, or in 
terms of meaning, having a grammatical meaning which suppresses the 
lexical meaning.

1 Ibid., p . 45.
2 Ibid, p. 13.
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■ the grammatical classes of vvords there are also different de-
\tfithin ,tneSs. Nouns, as is known, aredivided into two large class-

Iees0^ a^s.t ancl concrete. But this division does not correspond to 'the  
a t , s t r - ? f e r e n c e  in the degree of abstractness. This will be explained 

[tual ıin come to illustrate abst.ractness and concreteness.
[ter vvhen ^  -s kn0wn, generalizes. Consequently, a word will always 
ı a  w°rcöncept, no matter whether it names a definite object or em- 
p ° t e a}1 the objects of a given kind.
aces a of abstractness, and especially the degree of äbstractness,

T he P - jmportance in stylistics in more than one respect. Stvlistics 
V l  t  only with ^he aesthetic and emotional impact of the language. 

a \S ^^tudies the means of producing impressions in our mind. Impres- 
°the first and rudiıjıentary stage of concept. But the concept through 

ısrse process may build another kind of impression. Impressions 
^Tare secondary to concepts, in other words, which have been börn by 
n c e p ts ,  are called i t n a g e r y .

Imagery ' s main ^y produced by the in terp lay  of different meanings. 
ncrete objects are easily perceived by tlıe senses. Abstract notions are 
' ceived by the mind. When an abstracc notion is by the force of the 
ind represented  tlırough a concrete object, an image is the result. 
nagery may be built on the interrelation of two abstract notions or tw o  
ncrete objects or an abstract and a concrete one.

Three types of meaning can be distinguished, whiclı we shall call 
g i c a l, e m o t i v e and n o m i n a l respectively.
L o g i c a l m e a n i n g  is the precise naming of a feature of the 

ea, phenomenon or object, the name by which we recognize the whole 
the concept. This meaning is also synonymously called referential 

eaning or direct meaning. We shall use the terms logical and referen- 
al as being most adequate for our purpose.

Referential meanings are liable to change. As a result the referential 
eanings of one word may denote different concepts. It is tlıereforenec- 
ary to distinguish between primary and secondarv referential, or 
[ical, meaning.
Thus, the adverb inwardly has the primary logical meaning of ‘in- 

naJ|y’, or ‘w ith in’. Its secondary logical meanings are: ‘towards the 
ıtre’, ‘mentally’, ‘secretly’, which are to some extent derived from the 
nnary meaning.1 Some dictionaries give a very extended list of pri- 
ar>' and secondary logical meanings, and it is essential for stylistic 
rPoses to distinguish them, as some stylistic devices are built on the 
W a y  Of primary and secondary logical meanings.

‘I the meanings fixed by authoritative English and American dic- 
'f / T 5 conıPr ŝe what is called t h e s e m a n t i c  s t r u c t u r e  
!d w W 0 r ^ e meaninSs ^ a t  are ^e ôun(i in speech or writing 

whıeh are accidental should not be regarded as components of the 
lev | C s*ructu re of the word. Tlıev may be transitory, inasmuch as 

epend on the context. They are contextual meanings.

? ,Such meanings are therefore also called d e r i v a t i v e m e a n i n g  s.



Let us compare the meanings of tlıe word presence in the following two 
sentences.

“The govprner said that he would not allow the presence of 
federal troops on the soil of his S tate.”

“.. . the General has been faced with the problem of the countrıfs  
prescnce on foreign soil, the stubborn resıstance of officers and 
officials...”

In the first sentence the word presence merely means ‘ . .. the state  of 
being present’, whereas in the second sentence the meaning of the word 
expands into ‘ . ..occupation’, i. e. the seizure and control of an area, 
especially foreign territory, by military forces.

The first meaning is the dictionary meaning of the word. The second 
meaning is a contextual one. It lives only in the given text and disappears 
if the context is altered. However, there are definite reasons to assume 
that a number of derivative meanings are given place in dictionaries on 
the basis of contextual meanings. When the two meanings clearly co-exist 
in the utterance, we say there is an interaction of dictionary and contex- 
tual meanings. Whenonly one meaning is perceived by the reader, we are 
sure to find this meaning in dictionaries as a derivative one.

Sometimes it is difficult to decide whether there is a simultaneous 
materialization of two dictionary logical meanings or an interplay of 
a dictionary and a contextual meaning. The difficulty is caused ,on the  
one hand, by insufficient objective criteria of what slıould be fixed in 
dictionaries as already established language facts and, on the other hand, 
by deliberate political, aesthetic, moral and other considerations on the 
part of the conıpilers of the dictionaries.

Thus, in Byron’s use of the word arise in the line “Awake, ye sons 
'of Spain, awake, ariseV' the word arise has the long-established meaning 
of ‘revolt’. It is not contextual any longer. But no English or American 
dictionary fixes this particular meaning in the semantic structure of the 
word, and it is left to the ability of the a ttentive reader to supply the 
obvious meaning.

TKe same can be said about the word appeasement. There is an impli- 
cit difference in the treatment of the semantic structure of this word in 
British and American dictionaries, In no British dictionary will you 
find the new derivative meaning, viz. ‘a sacrifice of moral principle in 
order to avert aggression’. Some modern American dictionaries include 
this meaning in the semantic structure of the word ‘appeasement’. The 
reason for the difference is apparent—the British prime minister Cham- 
berlain in 1938 played an ignobleroleinM unich, sacrificing Czechoslova- 
kia to. H it le r ’s greed. The new meaning that was attached to the word (in 
connection with this historical event) cannot now be removed from its 
semantic structure.

A dictionary meaning is materialized in the context; a contextual 
meaning is born in tlıe context. However, dictionaries, though the only 
reliable sources of information regarding the meanings of a given word, 
apply very diverse and even contradictory principles in ascertaining 
the general acceptability and recognition of some of the shades of meaning



which are in process of beıng shaped as independent meanings. Thus, to 
excuse oneself in the meaning of ‘to leave’, as in ‘Soames excused himself 
directly after dinner’ (Galsworthy); or the meaning of a thought =  *a 
l i t t le ’ as in ‘A thought more fashionably than usual’ (Galsworthy) are 
fixed as separate meanings in some modern British and American dic- 
tionaries, but are neglected in others.

Every word possesses an enormous potentialitv for generating new 
meanings. Tlıis power is often under-estimated by scholars wlıo regard 
a word as a unit complete in itself and acknowledge a new-born meaning 
only when it has firmly asserted itself in language and become accepted 
by the majority of the language community. But not to see tlıe latent 
possibilities of a word is not to understand the true nature of this unit 
of language.

The potentiality  of words can also be noted in regard to  e m o t i v e  
m e a n i n g. Emotive meaning also materializes a concept in the word, 
but, unlike logical meaning, emotive meaning has reference not directly 
to things or phenomena of objective reality, but to the feelings and emo- 
tions of the speaker towards these things or to his emotions as such. 
Therefore the emotive meaning bears reference to tlıings, phenomena or 
ideas through a kind of evaluation of thern. For example:

I feel so darned lonely. (Graham Green, “TheQ uie t  American”.)
He classified him as a man of ıııonstrous selfishness; he did 

not want to  see tha t  knife descend, but he felt it for one great 
fteeting  instant. (London)

The italicized words have no logical meaning, only emotive meaning. 
Their function is to reveal the subjective, evaluating att i tude of thew rit-  
er to the things or events spoken of. Men-of-letters themselves are well 
aware that  words may reveal a subjective evaluation and sometimes use 
it for definite stylistic effects, thus calling the attention of tlıe reader to 
the meaning of such words. Thus, for example, in the following passage 
froın “The A'lan of Property” by Galsworthy:

“She was not a f l i r t , not even a coquette—words dear to the 
heart of his generation, which loved to define things by a good, 
broad, inadequate word—but she was dangerous.”

Here the wopds ‘fl ir t’ and ‘coquette’ retain someof their logical mean- 
ing. They mean a person (particularly a girl) who endeavours to attract 
the opposite sex, who toys with her admirers. But both words have acquir- 
ed an additional significance, viz. a derogatory shade of meaning. This 
shade may grow into an independent meaning and in this case will be 
fixed in dictionaries as having a special emotive meaning, as, for example, 
have the words fabulous, terrifying , s tunning , speciacular, swelt, top, 
smart, cute, massive and the like.

Many words acquire an emotive meaning only in a definite context. 
In that case we say that the word has a c o n t e x t u a l  e m o t i v e 
m e 'a n i n g.  " 1

Stephen Ullmann holds that



“Only the context can show whether a word should be taken aJ 
a purely objective expression, or whether it is primarily designec 
to convey and arouse emotions. This is obvious in the case o 
words like liberty, and justice, which are frequently charged witl 
emotional implications. But even colourless everyday terms may 
in freak contexts, acquire unexpected emotional overtones, as 
for instance, ‘w all’ in this passage from a Midsummer N igh t’; 
Dream:

‘And thou, O wall, O sw'eet, O lovely wall,
...Thanks, courteous wall...  O wicked w a ll .’” 1 

U llm ann’s point of view is oııly partly true. There are, of course 
wordswhich, as we have poin tedout,  may acquire enıotive meaning in j 
context. Ordinarily  though, and particularly when taken as isolatec 
lexical units, they can hardly be said to possess emotive meaning. Bu 
Ullm ann’s cpinion that onlv the context can inject emotive meaninj 
into words, contradicts the facts. In the vocabulary of almost any Euro 
pean language there are words which are undoubtedly bearers of emotivç 
meaning. These are interjections, oaths or swear-words, exclamatory 
words (variants of interjections) and a great number of quali ta t ive  oç 
intensifying adjectives some of which have already been mentioned. Th< 
emotive meaning of some of these classes of words is so strong th a t  it 
suppresses the co-existing logical meaning, as, for example, in stunning  
and smart. It  is significant that these words are explained in dictionaries 
by means of synonymous words charged with strong emotional implica- 
tions, i.e. words that direct the mind not to objective things, ideas or 
phenomena but to the feelings. Thus, the word sm art is explained in 
“The Penguin English Dictionary” thus: “stinging, pungent, keen; vig- 
orous, brisk; clever, intelligent; impertinent; shrewd; witty; spruce, 
neat, gay, fashionable!” 2

Other classes of words with emotive meaning have’ entirely lost their 
logical meaning and function in the language as interjections,. Such 
words as alas, oh, ah, pooh, darn, gosh and the like have practically  no 
logical meaııing at all; words like the devil, Christ, God, goodness graci- 
ous, etc., are frequentİy used only in their emotive meaning. The same 
can be said about the words bloody, damn and other expletives.

Contrary to Stephen Ullmann, we th ink tha t  emotive meaning is 
inherent in a definite group of words and adherent to many words de- 
noting emotions and feelings even when taken out of the context. ’ 

U llm ann’s example of the word wall as bearing strong emotive mean- 
ing does not stand scrutiny. He overlooks the real bearers of emotive 
meaning, v h :  the words preceding or follov'ing it: 0, sweet, lovely (these 
three worcis are repeated several times), courteous, wicked. It goes without 
saying that  these words strongly colour3 the word wall, but no emotive 
meaning as a counterpart of logical meanin-g can be observed here.

1 Ullmarın, Stephen. Words and their Use. Frederick Müüer, Ldn, 1951, p. 28.
3 “The Penguin English D ictionary” edited by G. N. Garmonsway.
3 C o l o u r i n g  is a loose term. It is used lıere as a synonym  to coııtextual em otive  

meaning. But it may be used furtlıer on when we want to point out the effect o n th e  utter- 
ance as a whole of a word w ith a strong em otive m eaning.

3* 67



aning of words plays an important role in s ty lis t ic s . 
gmotiv® jl0Uıd never be underrated. A very keen eye or ear will 

Lherefore. rnöuish  elements of enıotive meaninğ. Emotional colouring 
lvvays arded as a rudimentary stage of emotive meaning. This is 

rnay f fÇed as an independent meaning in good dictionaries. Anything 
Lenera!^h!e  as having a strong impact on our senses may beconsidered 
recognİza ern0tive meaning, either dictionary or contextual. 
as hav»nj( we come to n o m i n a l m e a n i n g. There are words 

Afld ^jle expressing concepts, indicate a particular object out of 
UicH, Qther words, these units of the language serve the purpose of 
a class- Aout Qne (jefinite and singular object out of a w h o le c la s s o f  sim- 
singlİnHgİGcts. These vords are classified in grammars as proper nouns. 
ilar 0 j f-e 0f these words can be understood if we have a clear idea of 
L C rfference between tlıe two main aspects of a word: “ııomination” and 
the .'İ-cation”. These aspects are also called “reference” and “significa- 
P 'g?,1 or “denotation” and “connotation”. Tlıe difference can roughlybe 
rlhıstrated by the following example.
f Let us take the word table. The first thing that appears in our mind
• ftegeneral notion deprived of any concrete features or properties. This 
is the signification. But by the word table we may also denote a definite  
table. In this case we use a definite article and the meaning becomes nom- 
inating. But we may also fix a definite name to the object which we 
want to be recognized as a unique object because of its peculiar proper- 
ties. In this wav proper names appear. Their function is not to single 
out one of the objects of the class for one particular occasion, as in the 
case with the use of the definite article, but to make it the bearer of the 
properties which our mind has attached to it. Thus nominal meaning is 
a derivative logical meaning. To distinguish nominal meaning from 
logical meaning the former is designated by a capital letter. Such words 
as Smith, Longfellow, Everest, Black Sea, Thames, Byron  are said to 
have rıominal meaning. The logical meaning from which they originate 
^ay  in the course of time be forgotten and therefore not easily traced 
back. Most proper names have nominal meanings which may be regarded 
as homonyms of common nouns with their logical or emotive meanings, 
ps.Hope, Browning, Taylor, Scotland , Black, Chandler, Chester (from the 
t b t  | Word cas^ra—‘camp’). Hence logicai ıııeanings which nonıinate an 

at the same tirne signify tlıe wlıole class of tlıese objects. Nominal 
beca11111̂ 3 w*lıc^ nom inate an object are deprived of tiıe latter function 
t h a t n0  ̂ rePresen  ̂ a ciass- It must be remenıbered, however, 
jno tne nominal meaning will aiways be secondary to the log ica l  mean-

inal^Jjf PrPcess of development of meaning mav go sti 11 further. A nom- 
cumst anınS may assume a logical meaning due to certain external cir- 
irial ances- The result is that a logical ıııeaning takes its origin in a nom- 
ticeaj^earnng- Some feature of a person which has made him or her no- 
f°r tj and which is recognized bv the community is made the basis 
deriv new i°gical meaning. Thus 'dunce (a dullard, a stupid person) is 
hooıuy  r̂om the personai name, Dııns Scotus, a medieval scholastic; 

(a ruffian) is probably derived from tlıe ııaıııe of a rowdy fam- 
______________ _________ _______ ______ ____________ _ __



ilv, cf. the Trish name Houligan, ın a comic song popular about 1885; 
boycott (refuse to do business with, combine together against a person by 
breaking off all relations with lıim). The verb boycott was first used in 
1880 to describe the action of the Land League towards Captain Boycott, 
an Irish landlord. The nominal meanings of these words have now faded 
away and we perceive only one, the logical meaning. But sometimes the 
process of attaching nominal meaning to a word with a logical meaning 
takes place, as it were, before our eyes. This is done for purely stylistic 
purposes and is regarded as a special stylistic device (see p. 164).



P A R T  I I

. STY L IST IC  CLASS IF ICAT ION

OF THE E N G L IS H  V OC ABU LAR Y

1. GENERAL CONSIDERATIONS

Like any linguistic issue the classification of the vocabulary here 
suggested is for purely stylistic purposes. This is important for the course 
inasmuch as some SDs are based on the interplay of different styli.stic 
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 lan- 
guage, it must be presented as a system, the elements of which are in- 
terconnected, interrelated and yet independent.-Some lingııists, who 
clearly see the systematic character of language as a whole, deny, how- 
ever, the possibility of systematically classifying the vocabulary. They 
say tha t  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 t.heir 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 langnage, though it co-exists with the systems of other levels— phone- 
tics, 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 classi- 
fication, viz. s tylistic classification, is most important.

In accordance with the already-mentioned division of language into 
liter^ary and colloquial, we may represent the whole of the word-stock
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as bcing divided iııto tlıree ınain layers: the 
pnolish langu ^  the n e u t r a l  l a y e r  and the c o . l l o -  

\ t!' e a ? y  1 a ^The literary and the colloquial layers contain a num- 
\İ t e  rı l a y  e r • h 0f vvhich has a property it shares with all the sub- 
r ‘ f s u b g ro ^ P ^ H v e r  This comnıon property, which unites the differ- 
F  °;o vVithin tue w ithin the layer, may be called its aspect. The as- 
K U£roups of W°r laver is its markedly bookish character. It is this that 

Sf the literarT̂ ore or less stable. t h e  aspect of tlıe colloquial layer 
fakes the ^ [ -  ^ v  spoken character. It is this that makes it unstable, 
,{ words is
leeting- . f tfıe neutral layer is its universal clıaracter. Tlıat nıeans 

The aspect 0 ^  can he employed in all styles of language
t is unrestrıctec human activ ity. It is this that makes the layer the
md in all sPn. ajj
nost stabte o ^  worcjs COnsists of groups accepted as legitimate

^b^rsof" the English vocabulary. They have no local or dialectal

^^Th^colloquial layer of words as qualified in most English or Amer- 
n dictionaries-is'not infrequently limited to a definite language 

ommunity 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 colloquiäl vocabulary falls into the following groups: 1. com- 
mon colloquial words; 2. slang; 3. jargonisms; 4. professional wrords; 
5. dialectal words; 6. vulgar words; 7. colloquial coinages.

The common literary, neutral and common colloquial words are 
grouped under the term s t a n d a r d  E n g  l i s h v o c a b u- 

u ^ther SrouPs in the literary layer are regarded as special literary 
vocabulary and those in the colloquial layer are regarded as special collo- 
quul (non-literary) vocabulary. Tlıe accompanying diagram on p. 71 
ıllustrates this classification graphically.

EUTRAL, common LITERARY AND COMMON COLLOQUIAL VOCABULARY

h^y.^are^u" V -  w o  r ^  ,s> w hich form the bulk of the English vocab- 
are the main m ^ terary and colloquial language. Neutral words 

words th-ıf ^°UrCe .syn9nymy and polysemv. It is the neutral stock 
The weaHhS S°ç Pro^ ^ c *n tlle production of new meanings.
. İs due tn tv. • • neutral stratum of words is often overlooked. 

nUn]inS new m -r inconsPİcuous character. But their faculty for as- 
İH amazing anci §enerating new stylistic  variants is often
n  . languase j generative power of the neutral words in the Eng-
ch' ^een estirr | P^ecl by the very nature of the language itself. 
Aw'l^ter, as ated that most neutral English words are of monosyllabic  
suiiiv11 Engli'sh 11 Process of development from Old English to 

es‘ ^his Dh^II10st °f the parts of speech lost their distinguishing  
^as to *he development of conversion as



the most productive means of word-building. Word compounding is not 
so productive as conversion or word derivation, where a new word is 
forıned 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 colour- 
ing, whereas both literary and colloquial words have a definite stylistic 
colouring.

C o m m o n l i t e r a r y  w o r d s 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 be- 
cause as yet no objective criteria have been w’orked 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 whiclı stand in contrasting relation.

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

Colloquial
kid 
daddy 
chap 
get out 
go on 
teenager 
flapper 
l' go ahead 
< get going 

make a move

N eutral
child 
father 
fellow 
go away 
continue 
boy (girl) 
young girl 
( begin 
I s ta r t

L iterary
infant
parent
associate
retire
proceed
youth  (maiden) 
maiden

commence

It  goes without saying that  these synonyms are not only stylistic 
but ideographic as weli, i. e. there is a definite, though slight, semantic 
difference between the words. But this is almost always the case with 
synonyms. There are very few absolute synonyms in English just as 
there are in any language. Tlıe main distinction between synonyms re- 
mains stylistic. Bııt stylistic difference ma> be of various kinds: it 
may iie 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 coloured than literary ones. The neutral 
s tratum  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 läyer 
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 neutrai, 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 s tra ta  becomes most apparent.

73



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

In this example from “Fanny’s First P lay” (Shaw), the difference 
between the common literary and common colloquial vocabulary is 
clearly seen.

“DORA:'Oh, I ’ve let it out. Have I? (contem plating Juggins 
approuingly 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 com- 
mon literary and neutral, whereas the words and expressions used by 
Dora are clearly common colloquial, not bordering on neutral.

This exaınple froın “David Copperfield” (Dickens) illustrates the use 
of literary English words which do not border on neutrai:

“My dear Copperfield,” said Mr. Micawber, “this is luxuri- 
ous. 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 victim 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! I, 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 momentarv laceration of a wounded spirit, made sen- 
sitive by a recent collision with the Minion of Power—in other 
words, with a ribald Turncock attached to the waterworks — 
and will pity, not condemn, its excesses.”

There is a certain analogy betweeıı the interdependence of common 
literary words and neutral ones, on the one hand, and common collo- 
quial words and neutral ones, on the other. Both sets can be viewed as 
being in in v a r ia n t— variant relations. The neutral vocabuiary may 
be viewed as the invariant of the standard English vocabuläry. The 
stock of words forming the neutral stratuin should in tiıis case be regarded

----- Thewords.of this stratum aregenerally deprived of any



concrete associations and refer to the concept more or less di 
Synonyms of neutral words, both colloquial and literary, a s s u n J ^ V -  
greater degree of concreteness. They generally present the same n ?■'*ar 
not abstractly but as a more or less concrete image, that *». in 
perceptıble by the senses. Thıs perceptıbılıty by thesensescausessuh 
ive evaluations of the notion in question, or a mentaUmage of t h e ^ * '  
cept. Sometimes an impact of a definite kind on the reader or h e a r ^ '  
the aim lying beiıind the choice of a colloquial or a literary word raTh*S 
than a neutral one.

In the diagram (p. 71), c o m m o n  c o l l o q u i a l  v o c ab  
u l a r y  is represented as overlapping into the standard English vocab' 
ulary and is therefore to be considered part of it. It borders both on 
the neutral vocabulary and on the special colloquial vocabulary which 
as we shall see later, falls out of standard English altogether. Just as 
common literary words lack homogeneity so do common colloquial 
words and set expressions. Some of tlıe lexical items belonging to this 
s tratum  are close to the non-standard colloqui.'il groups such as jargon- 
isms, professioııalisms, etc. These are on the border-line between the 
common colloquial vocabulary and the special colloquial or non-standard 
vocabulary. Other words approach the neutral bulk of the English 
vocabulary. Thus, the words teenager (a young girl or young man) and 
hippie ( hippy) (a young person who leads an unordered and unconvention- 
al life) are colloquial words passing into the neutral vocabulary. They 
are gradually losing their non-standard character and becoming widely 
recognized. However, they have not lost their colloquial association and 
therefore still remain in tlıe colloquial s tratum  of the English vocabulary. 
So also are the following words and expressions: take (in ‘as I take i t ’ =  as 
I understand); to go for (to be attracted byı like very much, as in “You 
think she still goes for the guy?”); guy  (young man); to be gone on ( = to  be 
madly in love with); pro ( = a  professional, e. g. a professional boxer, 
tennis-player, etc.). ‘1

The spoken language abounds in set expressions which are collo- 
quial in character, e. g. all sorts of things, just a bit, How is life treating 
yout, so-so, W hat time do you make i t?, to hob-nob ( = t o  be very friendly 
with, to drink together), so much the better, to be sick a n d ’tired o f, to be 
up to something. I

The stylistic function of the different strata  of the English vocabu- 
lary 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 theınselves are not unaffected by the function of üıe wor s, 
inasmueh as these qualities have been acquired in certain environmen • 
It is interesting to note that anything written assumes a greater 
of significance than what is only spoken. If thä spoken takes the P; , jc 
of the written o; vice versa, it means that we are faced with a stylı  ̂
device.

Certain set expressions have been coined within literary Eng 
and their use in ordinary speech will inevitably make the u 
sound bookish. In other words, it will become literary. The follow
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a) Terms

ientists are linguists to some extent. They are respon-
* f Sdevising a consistent ternıinology, a skeleton language 

s ib le jor bout their subject-nıatter. Philologists and philosophers 
t° ta u orp in the peculiar position of having to evolve a special
S’anluage to talk about language itself.” V

I . tation makes clear one of the essential characteristics of a 
Fhis qu° tıighlv conventional character. A term is generally very 
[y ^coined and easily accepted; and new coinages as easily replace

r h ' s ^ s e n s i t iv i t y  t o  alteration is mainly d u e  t o  the necessity of re- 
ing in la n g u a g e  the cognitive process maintained by scholars in 
vsing different concepts and phenomena. One of the most characte- 
c fea tu res of a term is its direct relevance to the system or set of terms 
j in a particular science, discipline or art, i. e. to its nomenclature. 
V h en  a terııı is used oıır ıııind immediately associates it w i th a  cer- 
n o m en c la tu re . A terrn is directly connected with the concept it de- 

s^JA term, unlike other words, directs the mind to the essentiai 
ity of the thing, phenomenon or action>as seen by thesc ien tis t  in the 
t of his own conceptualization.

“A word is organically one with its meaning; likewise a term 
is one with a concept. Conceptualization leaves, as it were, 
language behind, although tlıe words remain as (scientific or phi- 
losophical) terms. Linguistically the difference is important in 
that terms are much more easily substitııtable by otlıer terms 
than are words by other words: it is easier to replace, say, the

t
term phonology by phonemics (provided I make it clear what is 
ıneant), tlıan to replace everyday words like table and chair by 
other words.” 2 ,

ms are mostly and predominantly used in special works dealing 
notıons of some branch of science. Therefore it may be said that

o tlv’ f Isnguage of science. But their use is not con-
nıs style. They may as well appear in other styles—in newspa- 

CTe' R1 ,Put)1!cist i c and praetically in all other existing styles of 
hei h • ^en  tunction in this case changes. They do not always 
Vho sic funetion, that of bearing exact reference to a given con- 
» n Useci in tlıe belles-lettres style, for instance, a term may 

stylistic function and consequently become a (sporadical)

-rhaQrn'r S jephen. Words and tlıeir Use. Frederick Muller, Ldn, 1951, p. 107. 
'Ue> 1966 ^378^ Procee(hngs of the N inth International Congress of Linguists.



SD. This happens wlıen a term is used in such a way that two rneanings 
are materialized simultaneously.

■ The function of terms, if encountered in other styles, is either to indi- 
cate 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.

In this connection it is interesting to analvse the stylistic effect of 
the medical terminology used by A. J .  Cronin in his novel “The Citadel”. 
The frequent use of medical terms in the novel is explained by its subject- 
matter—the life of a physician—and also by the fact that the writer 
himself is a physician and finds it natural to use medical- terminology.

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 ter- 
minology often suggests tha t  the author is displaying his erudition. 
Maxim Gorki said that terms must not be overused. It has been pointed 
out that those who are learning use far more complicated terms than those 
who have already learned.

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 tha t  were once terms have gradually lost their qüality as terms 
and have passed into the common literary or even neutral vocabulary. 
This process may' be called “de-terminization”. Such words as ‘rad io’, 
‘television’ and the like have long been in comrnon use and their termi- 
nological character is no longer evident.

Brian Foster in his book “The Changing English Language” writes: 
“...science is one of the most powerful influences moulding the Eng- 

lish language into fresh shapes at the present time. Scientific writing 
is not highly esteemed for its elegance—one recalls the tale of t-he scientist 
who alluded to a certain domain of enquiry as a ‘virgin field pregnant 
with possibilities’—but scientific jargon and modes of thought inevitably 
come to the fore in a society which equates civilization with chromium- 
plated bath taps. Nor does the process date from yesterday, for we have 
long been talking of people being ‘galvanized’ into activity or going 
‘full steaın ahead’, but nowadays this tendency to prefer technical ima- 
gery is 6ver-increasing, so tha t science can truly be said to have ‘sparked 
off a chain-reaction’ in the linguistic sphere.” 1

This qüotation clearly shows how easily terms and terminological 
combinations become de-terminized. We hardly notice sometimes the 
terminological origin of the words we use.

But such de-terminized words may by the force of a stylist'ic device 
becorne 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 con- 
text so that  the desired effect in depicting the situation will be secured.

1 Foster, Briarı. The Changing English Language. Penguin Books, 1971, p. 12.
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Here is an example of a moderate use of special terminology bordering 
on common literary yocabulary.

“There was a long conversation—a long wait. His father ca'me 
back to say it was doubtful whether they could make the loan. 
Eight per cent, then being secured for money, was a small ra te of 
inter-est, considering its need. For ten per cent Mr. Kuzel might 
make a call-loan. Frank went back to lıis emplover, whose comıner- 
cial choler rose at the report.” (Theodore Dreiser, “The Financier”)

Such terms as ‘loan’, ‘ra te 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 ırıay be, of the actual meaning 
of the terms used. The main task of the writer in this passage is not to 
explain the process of business negotiations, but to create the environ- 
ment of a business atmosphere.

In this example the terms retain their ordinary meaning though their 
function in the text is not exactly terminological. It is more nearly 
stylistic, inasmuch as here the terms serve the purpose of characterizing 
»the commercial spirit of the hero of the novel. However, they are not 

J- SDs because they fail to meet the main requirement of an SD.
The following is an example where a term is used as an SD.

- “What a fool Rawdon Crawley has been,” Clump replied, “to go 
and marry a governess. There was something about the girl too.”

“Green eyes, fair skin, pretty figure, famous frontal develop- 
m ent,” Squill remarked. (W. M. Thackeray)

The combination ‘frontal development’ is terminological in character 
(used sometimes in anatomy). But being preceded by the word ‘famous’ 
used in the sense indicated by the Shorter Oxford Dictionary as “a strong 
expression of approval (chiefly colloquial); excellent, capital” the whole 
expression assumes a specific stylistic function due to the fact that 
‘frontal development’ is used both in its terminological aspect and in 
its logical meaning ‘the breast of a woman’.

Another example of the same kind —terms becoming SDs:
“I should like,” said young Jolyon, “to lecture on it: PROP- 

ERTY AND QUALITIES OF A FORSYTE. This little  animal, 
disturbed by the ridicule of iıis own sort, is unaffected in his 
motions by the laughter of strange creatures (you and I). Hered- 
itarily disposed to myopia, he recognizes only the persons and 

. habitats of his own species, among which he passes an existence of 
competitive tranquility .” (Galsworthy)

In this excerpt tHe twofold application of meanings—terminological 
and stylistic—is achieved by the following means: the verb to ‘lecture 
(on ...)’ and the ti t le  of the subject ‘Properties and qualities (of a For -̂ 

x ^irxd  tn the domain of science, i. e. they are used in a



terminological sense. But when they are followed by a w ordw ithnom inal 
meaning (Forsyte) they assume an additional meaning—a stylistic one. 
This clash of incongruous notions arrests the mind and forces it tore-eval- 
uate the terminological meaning of the words which aim at supporting 
the pseudo-biological and medical aspect of the message—this being 
contained in tne words ‘sort’, ‘creature’, ‘l ittle  an im al’, ‘species’, 
‘hab ita ts ’, ‘ myopia’. This aspect is also backed up by such İiterary 
words and word-combinations as ‘t ran q u il i ty ’ and ‘passes an existence’ 
which are in fu!l 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 reali- 
zation of two meanings.

b) 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.

V. V. Vinogradov gives the following properties of poetic words:
“. ..the cobweb of poetic words and images veils the reality, 

stylizing it according to the established literary norms and 
canons. A word is torn away from its referent. Being drawn 
into the system of literary styles, the words are selected and 
arranged in groups of definite images, in phraseological series, 
which grow standardized and stale and are becoming conven- 
tional symbols of definite phenomena or characters or oi 
definite ideas or impressions.” 1

Poetical tradition  has kept alive spch archaic words and forms as 
yclept (p. p. of the old verb clipian—to call.name); quoth (p. t. of cwed- 
an — to speak); eftsoons (eftsona ,— again, soon after), which are useü 
even by modern ballad-mongers. Let us note in passing' that archaic 
words are here to be understood as units that have either entirely gone 
out of use, or as words some of whose meanings have grown archaic, e. g. 
hall in the folicwing line from B yron’s Childe H aro ld’s Pilgrimage:

Deserted is my own good h a l l ’ its hearth is desolate.

It  must be remembered though, that  not all Engiish 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

1 Vinogradov V. V. The Style of Pushkin. M., 1941, pp. 8— 9.
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r  . re characterized by protests against the use of such
iest ijois. The literary trends known as classicism, and

coU /nti°nal Spre particularly rich in fresh poetic terms.
--onVtticisin 've , an ordinary environment may also have a satirical 
b m a ^ ; ical passage from Byron.

u"ctİ°n' İ H n e  was not indifferent: for
But Inr a common-place!) beneath the snow,

( ^ l r a n o  holds the lava more
As _et cetera. Shall I go on?—No,

t hunt down a tired metaphor,
1 h?‘te Ipİ the often-used volcano go.

s °!r. g. How frequently, by me and others,
P°°r ii hppn stirred up till its smoke quite smothers!
It hatn oee  ̂ (“ D o n J u a n ” )

tirical function of poetic words and conventional poetic devices 
evealed  in this stanza. The ‘tired metaphor’ and the ‘often-used 

well r e ^  typical of Byron’s estimate of the value of conventional
ıetaohors and stereotyped poetical expressions.

The striving for the unusual—the characteristic feature of some 
inds of poetry— is akin to the sensational and is therefore to be found 
)t cnly in poetry, but in many other styles.

A modern English literary critic has remarked that  in journalese 
policeman never goes to an apppinted spot; he proceeds to it. The 

licturesque reporter seldom talks of a horse, it is a steed or a charger. 
ıhe sky is the welkin; the valley is the vate; fire  is the devouring element... 
| Poetical words and word-combinations can be likened to terms in 
nat. they do not easily yield to poiysemy. They are said to evoke emotive 
]ıeanings (see p. 66). They colour the utterance with a certain air of lofti- 
ess, but generally fail to produce a genuine feeling of deiight: they are 
fo hackneyed for the purpose, too stale. And that is the reason that the 
[cessive use of poeticisms at present calls forth protest and derision 
■vards those who favour this conventional device.
|ai gC Pr°tests have had a long history. As far back as the 16th century 
l - , SePeare !n a nurnber of lines voiced his a tt i tude toward poeticisms, 
Iwhinh1̂  as means to embellish poetry. Here is one of the sonnets 

ne condemns the use.of such words.

So is it not with me as with that Muse 
^tırr’d by a painted beauty to his verse,
Who heaven itself for ornament doth üse 

I Mn d ev e ry fair with his fair doth rehearse, 
akıng a couplement of proud compare, 

r».!jn sun and moon, with earth and sea’s rich gems,
Th t ,^Pr ^ ’s first-born flowers, and all things rare 
q  j heaven’s air in this huge rondure hems.
AnH+J110’ true *n ôve’ ^ t  lru*y write,

i A«? n ^ e^ eve nıe* nıy loVe is as fair 
^ any mother’s child, though not so bright



As those gold candles fix’d in heaven’s air:
Let them say more that like of hearsay well;
I will not praise that purpose not to sell.

(Sonnet XXI)

. I t  is remarkable how Shakespeare though avoiding poetic words prop-
er uses highly eievated vocabulary in the first part of the sonnet (the
octave), such as ‘heaven’s a i r ’, ‘rehearse’, ‘couplement’, ‘compare’ 
(noun), ‘rondure’, "‘hems’, in contrast to the very common vocabulary 
of the second part (the sestette).

The very secret of a truely 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 tha t  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.

As far back as in 1800 Wordsworth raised the question of the conven- 
tional use of words and phrases, which to his mind should be avoided. 
There was (and still persists) a notion called “poetic diction” which still 
means the collection of epithets, periphrases, archaisms, etc., which were 
common property t'o fnost poets of the 18th century.

However, the term has now acquired a broader meaning. Thus Owen 
Barfield says:

“When words are selected and arranged insuch a way th a t th e i r  mean-’ 
ing either arouses or is obviously intended to arouse aesthetic imagi- 
nation, the result may be described as poetic diction.” 1

Poetic diction in the former meaning has had a long lineage. Aristotle 
in his “Poetics” writes the following:

“The perfection of Diction is for it to be at once clear and not mean. 
The clearest indeed is that made up of the ordinary words for things, 
but it is mean... the diction becomes distinguished and non-prosaic by 
the use of unfamiliar terms, i. e. strange words, metaphors, lengthened 
forms and everything that deviates from the ordinary modes of speech... 
A certain admixture, accordingly, of unfamiliar terms is necessary. 
These, the strange vvords, the metaphor, the ornamental equivalent, etc. 
will save the language from seeming mean and prosgic, while the ordinary 
words in it will secure the requisite clearness.” 2

A good illustration of the use of poetic words the bulk of which are 
archaic is the following stanza from Byron’s Childe Harold’ş Pilgrimage

Whilome (at some past time) in Albiotı's isle (the oldest name of the 
island of Britain) there dwelt (liyed) a youth,

Who ne (not) in v irtue’s ways did take delight:
But spent his days in riot (wasteful living) most uneouth (unusual, 

strange)
And vex'd  (disturbed) with m irth  (fun) the drowsy ear of Night.

1 Barfield, Owen. Poetic D iction. Ldn, 1952, 2d ed. (c it . from Princcton Encyclopedia  
of Poetry and Poetics, p. 628)

2 Aristotte. Poetics. (c it . from Princeton Encyclopedia of Poetry and Poetics. Prin- 
ceton, 1969, p. 628)



Ah m eI (interjection expressing regret, sorrovv) in sooth (truely) he 
was a shameless wight (a human being)

Sore (severely, harshly) given to revel (noisy festivity) and ungodly 
(wicked) glee (entertainment);

Few earthly things found favour in his sight 
Save coneubines (prostitutes) and carnal (not spiritual) companie, 
And ftaun ting  (impudent) wassailers (drunkards; revellers) of high 

and low degree. -

The use of poetic words does not as a rule create the atınosphere of 
poetry in tlıe trııe sense; it is n substitute for real art.

Poetic words are not freely built in contrast to neutral, colloquial 
and cornmon literary words, or terms. The commonest means is by com- 
pounding, e. g. ‘young-eyed’, ‘rosy-fingered’.

Some writers make abundant use of this word-building means. Thus 
Arthur Hailey in his novel “In High Places” has ‘serious-faced’, ‘high- 
ceilinged’, ‘beige-carpeted’, ‘tall-backed’, ‘horn-rimmed’ in alınost 
close proximity. There is, however, one means of creating new poetic 
words still recognized as productive even in present-day English, viz. 
the use of a contracted form of a word instead of the full one, e. g. ‘drear’ 
instead of dreary, ‘scant’ (=scanty).  Sometimes the reverse process leads 

4 to the birth of a poeticism, e. g. ‘vastv’ ( =  vast. ‘The vasty  deep’, i. e. 
the ocean); ‘steepy’ ( =  steep), ‘paly’ (=pale).

These two conventional devices are called forth by the requirements 
of the metre of the poem, to add or remove a syllable, and are generally 
avoided by moderrı English poets.

Poetical words and set expressions make the utterance understandable 
only to a limited number of readers. It i$ 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 combinations. 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.

The following may serve as examples:
‘Tlıe soıınd of slıape’; ‘night-long eyes’; ‘to utter ponds of dream ’; 

‘wings of because’; ‘to reap one’s same’; ‘goldenly w'hole, prodigiously 
keen star whom she—and he— , — like ifs of am perceive...’ (E. E. Cum- 
mings).

Ail these combinations are considered ungrammatical inasmuch as 
they violate the rules of encoding a message. But in search of new modes 
of expression modern poets, particularly those who may b ec a l led “moder- 
nists”, 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 theavan t-  
garde movement in art, the essence of which is the use of unorthodox and 
experimental methods. These usually lead botlı the poet an d th ec r i t ic  
to extremes, examples of which are given above.
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v X W r t f t p f W  ‘l

c) Archaic, Obsolescent and Obsolete Words'po w h y
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 ıetain this or that word in a lan- 
guage 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 whiçh will show more or less apparent changes in their mean- -j 
ing or usage, from full vigour, through a mori >und state, to death, 
i. e. complete disat:oearance 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 o b s o l e s c e n t ,  i. e. they are in the stage- 
of gradually passing out of general ııse. To tlıis 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, w itt ( thou makest, thou w itt);  the ending -(e)th  
instead of -(e )s  (he maketh) and the pronoun ye.

To the category of obsolescent words belong many French borrow- 
ings which have been kept in the literary language as a means of pre- 
serving the spirit of earlier periods, e. g. a paltet ( = a  straw mattress); 
a palfrey  ( = a  small horse); garniture  (= furniture); to emplume ( = t o  
adorn with feathers or plumes).

The second group of archaic words are those tha t  have already gone 
completely out of use but are still recçgnized by the English-speaking 
community: e. g. methinks ( = i t  seems to me); nay ( = no). These words 
are called o b s o t e t e.

The third group, which may be called a r c h a i c p r o p e r, 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 tha t  
they have become unrecognizable, e. g. troth (= fa i th ) ;  a losel ( = a  
worthless, lazy fellow).

It will be noted that on the diagram (p. 71) the small circles denoting 
archaic and poetic words overlap and both extend beyond the large 
circle “special litorary vocabulary”. This indicatf.s that  someof thewords 
in these layers do not belong to the present-day English vocabulary.

The border lines between the groups are not distinct. In fact they 
interpenetrate. I t  is specially difficult to distinguish between obsolete
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s0PThere İS Shistorical words. By-gone periods in the life of any society 
chaiC’ ^ f ’fv  historical events, and by institutions, cııstoms, mater- 

mar^e w hich  are no longer irı use, for example: Thane, yeoman, 
\ \  objeĈ s’,e- C' m a c e .  Words of tlıis type never disappear from the lan- 
'ooblet' ^al> tre  historical terrns and remain as terms referring to definite 
guage- ^development of society and cannot therefore be dispensed 
st ages in things and phenomena to which they refer have long
with, thou^obiivion. Historical words have no synonyms, whereas archaic 
p a s s e d  ınto repiaced by modern synonyms.
words ‘’a' c words are primarily and predominantly used in the creation 
I ' ^  l'stic background to historical novels. It must be pointed out, 
°f a rea ı  ̂ use of historical words (terms) in a passage written in 
h o w ev e n  ^yie, say, in an essay on the history of the Danish invasion, 
l/H b e a r  no st'yüs’tic function at all. But the same tenııs when used in 

icai novels assume a different sty listic  value. They carry, as it 
vere a sp ec ia l voluıae 01 information ackling to llıe logical aspect of
tlıe coınm unication .

This, tlıe 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 lıis way. Others under-estimate the necessity of introducing obsolete 
or obsolescent elements into their narration and thus fail to convey 
what is called “local colour”.

4n his“Letter to the Young W riter” A. N. Tolstoi states that the heroes 
of historical novels roust think arıd speak in the way the time they live 
in, forces them to. If Stepan Razin, he maintains, were to speak of the 
[nitial accumulation of capital, the reader would tlırow the book under 
the tabie and he would be right. But the writer mııst know all about the 
pos/uo aCCUm 111ati°n of capital and view events froııı this particular

On tlıe whole Tolstoi’s idea does not call for criticism. But the way
1S WnrHorl . , . . . .  . . . .  .....................J.

r e c l u i r e r ı ı t ‘l e w r iter and tlıe reader live in, and th esk i l l  of the writer
?llto u 10 co nm- I ----------- ... . . .; t i ,  ..ı.......... _____ ı ,.ı„

TkStandinaUSf rec°g n iz able to the native reader and not hinder his
riifr- o  ° t  the C O m m n n i r f l t i n n



required was acutely felt by A. S. Pushkin. In lıis article “Juri Milos- 
lavski, or the Russian of 1612,” Pushkin writes:

“Walter Scott carried along with him a crowd of imitators. 
But how far they are from the Scottish charmer! Like Agripp-a’s 
pupil, they summoned the demon of the Past but they could not 
handle him and fell victims of their own imprudence.”

Walter Scott was indeed an inimitable ınaster in the creation of an 
historical atmosphere. He used the stylistic means that create this 
atmosphere with such skill and discrimination, that the reader is scarcely 
aware that  the heroes of the novels speak his language and not that of 
their own epoch. Walter Scott himself states the principles which he 
considers basic for the purpose: the w riter’s language must not be out 
of date and therefore incoııiprehensible, but words and phrases of. modern 
coinage should not be used.

“It is one thing to use tlıe language to express feelings common 
both to us and to our forefathers,” says Scott, “but it is another 
thing to impose upon them the emotions and speech characte'r- 
istics of their descendants.”

In accordance with these principles Walter Scott never photographs 
the language of earlier periods; he sparingly introduces into the texture 
of his language ä few words and expressions more or less obsolescent'in 
character, and this is enough to convey the desired effect without unduly 
interlarding present-day English with outdated elements of speech. 
Therefore we can find such words as methinks, haply, nay, travail, repast 
and the like in great number and, of course, a multiplicity of historical 
terms. But you will hardly find a true archaism of the nature indicated 
in our classification as archaisms proper.

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.tlıe 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.

Among the obsolescent elements of the English vocabulary preserved 
within the style of official documents, the following may be mentioned: 
aforesaid, hereby, therewith, hereinafternamed.

The function of archaic words and constructions in official docu- 
ments is terminological in clıaracter. They are ıısed here 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 (see p. 221). The situation in which the archaism is used is 
not appropriate to the context. There appears a sort of discrepancy bet-
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nce, they should not be regarded as barbarisms. Such 
apPeara-  u d a r n i k , soviet, kolkhoz and the like denote certam 
as ’reflect an objective reality  not familiar to English- 

pts w h munities. There are no names for them in English and so 
'ing c° mnhe explained. New concepts of this type are generally 
have to . have jn j-he ianguage of the people whose reality 
t h e nam ■’

refle^' ch words as solo, tenor, coneerto, btitzkrieg (the blitz), 
urther- s should also be distinguished from barbarisms.
>affe ^ffgrent not only in their functions but in their nature as 
r are d' terms. Terminological borrowings have no synonyms;

They ^  the contrary, mav have almost exact synonyms. 
arilSTvident that barbarisms are a historical category. Many foreign 

İS phrases which were once just foreign words used in literary 
^ h t o  express a concept non-existent in English reality, have little 
Jtl en tered  the class of words named barbarisms and many of these 
ı sms have gradually lost their foreign peculiarities, become more 
£  n a tu ra lize d  and have merged with the native English stock of 
| Qonscious, retrograde, spurious and strenuous are words in Ben 
n ’s play “The Poetaster” which were made fun of in the author’s 
a s  unnecessary borrowings fronı the French. With the passing of 
they have become common English literary words. They no longer 
objections on the part of English purists. The same can be said of 
•ords scientific, methodical, penetrate, function, figurntive, obscure, 
any others, which were once barbarisms, but which are now lawful 

ıbers of the common literary word-stock of the language. 
oth foreign words and barbarisms are widely used in various styles 

g u a g e  with various aims, aims which predetermine their typical 
ions. ' *
ne of these functions is to supply local colour. In order to depict 
conditions of life, concrete facts and events, customs and habits, 

al care is taken to introduce into the passage such language elements
11 reflect the environment. In this respect a most conspicuous role 
ved bv.the language chosen. In “Vanity Fair” Thackeray takes the 
r to a small German town where a-boy with a remarkable appetite 
. the focus of attention. By introducing several German words 
ls uarrative, the author gives an indirect description ot' the peculia- 
oı the German menu and the environment in general.

, ^he Üttle boy, too, we observed, had a famous appetite, 
;a consumed schinken, and braten, and kartoffeln, and cranberry 
J m--- with a gallantry that did honour to his nation.”

me e[.man w°rds are italicized to show their alien nature and at 
ecom '^ en  s tY1 ist ic function in the passage. Tlıese words have 
-undee. âc ŝ °f the English language and need special decoding 
this ^ bV ^ ıe ranl< ancl füe English-speaking reader. 

b y COnnection mention might be made of a stylistic device often 
h  thr,ters vvhose knowledge of the language and customs of the 

ey (lepict bursts out from the texture of the narrative. They



use foreign words ancl phrases and sometimes whole sentences quite regard- 
less of the fact that  these may not be understood by the reader. However, 
one suspects that  the words are not intended to be understood exactly. 
All that is required of the reader is that he should be aware that. the words 
used are foreign and mean something, in the above case connected with 
food. In the above passage the association of food is maintained through- 
out by the use of the words ‘appetite’, ‘consumed’ and the English 
‘cranberry jam ’. The context therefore leads the reader to understand 
that schinken, braten and kartoffeln  are words denoting sorne kind of 
food, but exactly what kind he will learn when he travels in Germany.

The function of the foreign words used in the context may be con- 
sidered to provide local colöur as a background to thenarrative. In passa- 
ges of other kinds units of şpeech may be'used v/hich will arouse only 
a vague conception in the' mind of the reader. 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 conspicuouslv.

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- 
t inctly and colourfully.

An example which is even more characteristic of the use of the local 
colour function of foreign words is the following stanza from Byron’s 
“Don Ju a n ”:

... more than poet’s pen
Can point,— “Cosi viaggino : Ricchi!”
(Excuse a foreign slip-slop now.and then,
İf but to show I ’ve trave ll’d: and w ha t’s travel 
Unless it teaches one to qııote and cavil?)

The poet himself calls the foreign words he has used ‘slip-slop’, 
i. e. twaddle, something nonsensical.

Another function of barbarisms and foreigıı words is to build up the 
stylistic device of non-personal direct speech or /epresented speech 
(see p. 236). The use of a word, or a phrase, or a sentence in the reported 
speech of a local irıhabitant helps to reproduce his actuai words, manner 
of speech and the environment as well. Thus in Jc.mes Aldridge’s “The 
Sea Eagle” — “And the Cretans were very willing to feed and hide the 
Ing lisi”— , the last word is intended to reproduce the actual speech of 
the local people by introducing a word actually spoken by them, a word 
which is very easily understood because of the root.

Generally such words are first introduced in the direct speech of 
a character and then appear in the author’s narrative as an element of 
reported speech. Thus in the novel “The Sea Eagle” the word ‘benzina’ 
(= m otor boat) is first mentioned in the direct speech of a Cretan:

“It  was a warship that  sent out its benzina to catch us and 
look for guns.”

Later the author uses the same word but already in reported speech:



“He heard too the noise of a benzina engine s tarting.”

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 publi- 
cisticstyle. In the belles-lettres style, however, foreignisms are sometimes 
used not only as separate units incorporated in the English narrative. 
The auth'or 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.

Here is an example of the use of French by John  Galsworthy:

“Revelation was alightıng like a bird in his heart, singing: 
“Elle est ton reve\ Elle est ton reveV' (“In Chancery”)

No translation is given, no interpretation. But something else must 
be pointed out here. Foreign words and phrases may sometimes beused 
to exait the expression of tiıe idea, to elevate tlıe language. This is iıı 
some respect akin to the function of eievation mentioned in the chapter 
on archaisms. Words which we do not quite unçlerstand sometimes have 

, a peculiar charm. This magic quality in words, a quality not easily grjasped, 
has long been observed and made use of in various kinds of utteran- 
ces, particularly in poetry and folklore.

But the introduction of foreign speech into the texture of the Eng- 
lish language hinders understanding and if constantly used becomes 
irritating. It  may be likened, in some respect, to jargon. Soames For- 
syte, for example, calls it exactly tlıat.

“E p a ta n tr  he heard one say.
“Jargon!” growled Soames to himself.

The introduction of actual foreign words in an utterance i's not, to 
our mind, a special stylistic device, inasmuch as it is not a conscious 
and intentional iiterary use of the facts of the English language. How- 
ever, foreign words, being alien to the texture of the language.in which 
the work is written, always arrest the attent-ion of the reader and there- 
fore have a definite stylistic function. Sonıetimes the skilful use of one 
or two foreign words will be sufficient to create the impression of an 
utterance made in a foreign language. Tlıus in the following example:

“Deutsche Soldateıı — a little wlıile ago, you received a 
sample of American strength.” (Stefan Heyın, “The Crusaders”)

The two words ‘Deutsche Soldaten’ are sufficient to create the im- 
pression that  the actuai speech was nıade in German, as in real life it 
would have been.

The same effect is sometimes achieved by the slight distortion of 
an English word, or a distortion of English grammar in such a way 
that the morphological aspect of the distortion will bear a resemblance 
to the morphology of the foreign tongue, for example:



“He look at Miss Forsyte so funny  sometimes. I tell him all 
my story; he so sympatisch.” (Galsworthy)

Barbarisms have still another function when tısed in the belles- 
lettres style. We may call it an “exactifying” function. Words of for- 
eign 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 “A u 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. Here is an 
example:

“She had said lA u  revoirV Not good-bye!” (Galsworthy)

The formal and conventional salutation  at parting has become a 
meaningful sentence set against another formal salu tation  at parting 
which, in its turn, is revived by the process to its former significance of 
“God be with you,” i. e. a salutation used when parting for some time.

In publicistic style the use of barbarisms and foreign words is mainly 
confined to colouring the passage on the problem in question with a 
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.” Here are some examples of the use of barbarisms in 
the publicistic stylc:

“Yet en passant I would like to ask h?re (and answer) what 
did Rockefeller think of Labour.. .” (Dreıser, “Essays and Ar- 
ticles”)

“Civilization” — as they knew it — still depended upon 
making profits ad in fin itu m .” (Ibid.)

We may remark in passing that  Dreiser was particularly fond of 
using barbarisms ııot only in his essays and articles but in his novels 
and stories as well. And this brings us to another question. Is the use 
of barbarisms and foreign words a ma^ter of individual preference of 
expression, a certain idiosyncrasy of this or that writer? Or is there 
a definite norm regulating the usage of this means of expression in dif- 
ferent styles of speech? The reader is invited to make his own observa- 
tions and inferences on the matter.

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 an SD.

In the example given above — “She had said ‘au revoirV Not good- 
bye!” the ‘au revoir’ will be understood by the reader because of its 
frequent use in some circles of English society. However, it is to 
be understood literally here, i. e. ‘So long’ or ‘until we see each other 
again.’ The twofold perception secures the desired effect. Set against 
the English ‘Gcod-bye’ which is generally used when people part for an
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. ^he barbarism loses its formal character and re-establi- 
indcfinite+ VrnoTo îcal meaning. Consequently, here again w e .s e e  the 
hes its e l t vofold apolication of the ianguage unit, the indispensable re- 

c l e ^ S t  f o r a s ty l i s t ic  device.
quiren l$s C' f ı  X * - t  A ' t f

There -  the term n e 0 ı 0 g  ı s m. ın aıctıonarıes 11 ıs generally  
and tjıat  ̂ word or a new meaning for an est.ablished word.’ Every-

is a

e) L iterary Coinages (Including Nonce-Words)

term in linguistics which by its very nature is ambiguous
n e 0 l 0 g  i s m. In dictionaries it is generaiiy

defined as *a ncw  T----------- -----------------------------
th in g  in  th 's defınıtıon ıs vague. How long should words or their mean

as 
ariesarıe5 pV0f ıts ambiguous character. If a word is fixed in a dictionary and 
becauSd the dictionary is reliable, it ceases to be a neologism.

°Vnew meaning is recognized as an element in the semantic structure 
f a lexical unit, it ceases to be new. However, if we wish to divide the 

w o r d - s t o c k  of a language into chronological periods, we can convention- 
allv nıark off a period which nıight be called new.

Every period in the development of a language produces an enor- 
m o u s  number of new words or rıew meanings of established words. Most 
0f them do not live long. They are not meant to live long. They are, as 
it vvere, coined for use at the moıııent 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 ianguage 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 vocabuiary irrespective of 
the quality of the word. T h a t’s why the introduction of new words by 
men-of-letters is pregnant with unforeseen consequences: their new coin- 
ages may replace old words and become established in the language as 
synonyms and later as substitutes for the old words.

1 • In this connectıon it might be noted that such words ascyözeKm, 
o'bCKm and their derivativesas well asm un, npoepecc, ııpoAemapuam and 

t  “ers introduced into the literary Russian language by V. G. Belinsky 
tocl fC° me ^ t i m a t e  Russian words firmly established in theword- 

liter ,tile ^ ussian ianguage and are no longer felt to be alien to the 
language as they were in the nineteenth century.

0 de '6 eoinin§ new words generally arises first of ail with 'the need 
lso ,S1-??ate new concepts resulting from the development of science and 
nder t ^ e neect to exPress nuances of meaning called forth by a deeper 
lso b tiıe na^ure ^ ıe phenomenon in question. It may
°rrn ^ tue r^sult of a search for a more economical, brief and compact 
,icat;» Uuerance which proves to be a more expressive means of commu-

T h f  *(iea<
r° rn CQ llrst type of newly coined words, i. e. those wlıich designatenew- 

ncepls, may benamed t e r  n ıi  n o  l o g i c a l  c o i n a g e s .  Thesec'-



ondtype, i. e. words coined because their creators seek expressive utte- 
rance may be named s t y l i s t i c  c o i n a g  e s.

New words are mainly coined according to the productive models 
for word-buildinğ in thegiven language. But thenevv words of the literary- 
bookish type we are dealing with in this chapter may sometimesbe built 
with the help of affixes and by other means which have gone out of use 
or which are in the process of dving out. In this case the stylis tic effect 
produced bv the means of word-building chosen becomes more apparent, 
and the stvlistic 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 objection- 

^able 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 se- 
mantic development of the word. V. V. Vinogradov justly  remarks:

“...The turning point in the semantic historv of many words 
is the new, vividly expressive, figurative, individual use o£ them. 
This new and genuinely artistic application of a word, if it is 
in conformity with the general tendenciesof thesem antic  develop- 
ment of the language, not infrequently predetermines the further 
semantic development of the word.” 1

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 Blim p  — 
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’.

Literary critics, men-of-letters and linguists have manifested dif- 
ferent attitudes towards new coinages both literary and colloquial. 
Ever since the 16th century, literature has shown example after example 
of the losing battle of the purists whose strongest objection to the new 
words was on the score of their obscurity. A. A. Baııgh points out that 
the great exponent of this view was Thomas Wilson. His “Arteof Rhetbr- 
ique” (1533) was several times reprinted and was used by Shakespeare.

Of course, there are different degrees of purism. In other words, the 
efforts of scholars to preserve the purity of their language should not 

|  always be regarded as conservative. They do not look upon any and 
every change with suspicion or regard an innovation as invariably a cor- 
ruption of the language.

Most of the new words of the 16th century as well as those of the 17th 
were foreign borrowings from Latin, Greek and contin£ntal French. 
The words were introduced into the English language and used in the

1 BıiHoepadoo B . B . U h t . com .,  c. 7 8  (c h o ck ə ) .
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same sense and with almost the same pronunciation as in the languagt 
they were borrowed from. But most of those which have remained ir 
the language underwent changes due to the process of assimilation anc 
were finally “naturalized.” This process is slow. It sometimes takes centü- 
ries to make a word borrowed from another language sound quite Eng- 
lish. The tempo of assimilation is different with difi'erent 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 m-ain lines of innovation in 
the vocabulary: firstly, to borrowings which they considered objection- 
able because of their irregularity; secondly, to the revival of archaic 
words;’ and thirdly, because tlıe 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.

We shall refer the reader to books on the history of the English 
language for a more detailed analysis of the a tt i tude of purists of dif- 
ferent shades to innovations. Our task here is to trace the literary, 
bookish character of coinages and to show which of their features have 
contributed to their stylistic labels. Some words have indeed passed 
fromthe literary-bookish layerof thevocabulary where they first appeared, 
in to 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 for a new unit to expressnuances of mean- 
ing. -

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 w ordsand aconsid- 
erable body of protest has arisen against them. It is enough to look 
through some of the articles of the New York Tim.es on the subject to see 
w h a t  direction the protest against innovations takes.

Like earlier periods in the development of the English language, mod- 
ern 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.

An article in the Ottawa Evening Journal (Feb. 1957), entitled 
“Massey Deplores Use of Bad Englislı,” states:



“The danger is not ih a t  the reading public would desert 
good books, but th a t  abuse of the written  language may ruin 
books.

“As for words, we are never at a loss; if they do not exist, we 
invent them. We carry out purposeful projects in a meaningful 
manner in order to achieve insightful experiences»-

“We diarize, we earlirize; any day we may begin to futurize. 
We also itinerize, reliablize; and we not only decontaminate 
and dehumidify but we debureaucratize and we deinsectize. 
We are, in addition, discovering how good and pleasant it is 
to fellowship with one another.

“I can only say, ‘ let us finalize all this nonsense’.”
The writer of the article then procecds to give an explanation of the 

reasons for such unrestrained coinage. He states that some of the writers 
“ ...are not ashamed of writing badly but rather proud of 

writing at ail and—with a certain vanity-—are attracted by 
gorgeous words which give to tlıeir slcnder thoughts an appear- 
ance of power.”

Perhaps the wrıter of this arti.cle is not far from the tru th  when he 
ascribes literary coinage to the desire to make utterances more pompous 
and sensational. I t  is suggestive that the majority of such coinages are 
found in newspaper and magazine articles and, like the articles them- 
selves, l ivebu t  ashort  time. As their effect is transitory, it must be instan- 
taneous. If a newly-coined word can serve the demand of the moment, 
what does it matter to the writer whether it is a necessary word or not? 
The freshness of the creation is its, primary and indispensable quality.

The fate of literary coinages, unlike colloquial ones, mainly- de- 
pends on the number of rival synonyms already existing in the vocab- 
ulary of the language. It also depends on the shade of meaning the new 
coin’age may convey to the mind of the reader. If a new word is approved 
of by native speakers and becoınes widelv used, it ceases to be a new word 
and becomes part and parcel of the general vocabulary in spite of the 
objections of men-cf-letters and other lawgivers of tbe language, whoever 
they may be.

Many coinages disappear erıtirely 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, inasırjuch 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 affix- 
ation and word compounding. This is but natural; new wordsbuilt  in th is  
manner will be immediately perceived because of their unexpectedness.. 
Unexpectedness in the use of words is the natural device of those writers 
who seek to achieve the sensational. It  is interesting to note in passing 
that conversion, which has become one of the most pıoductive word-build-
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I  jevices of the Englislı language and wlıiclı is more and nıorewidely! 
^^d to fo rm new w ords  in all parts of speech, is less effective in producing 

sensational effect sought by literary coinage than is the case \vith 
ther 11163115 word-building. Conversion has become organic in the 

pnglish language. -
S ern an tic  word-building, that is, giving an old word a new meaning,

• rarely employed by writers who coin new words for journalistic pur- 
lSoses. It is tooslow and imperceptible in its growth to produce any kind

sensational effect.
0 Conversion, derivation and change of meaning may be registered as 
nıeans by which literary-bookish coinages are formed. These three means 
0f word-building are mostly used to coin new terms in which new mean- 
jngS are imposed on old words. Among coinages of this kind the word 
accessories may be mentioned. It has now becoıne an important word in 
tfte vocabulary of feminine fashion. It means gloves, shoes and handbag, 
though jewellery and other ornamcnts are sometimes included. Mary 
Reifer’s “Dictionary of * New Words” notes a verb to cıccessorize meaning 
‘to provide with dress accessories, such as handbag, gloves, shoes, e tc . ’. 
These items are supposed to forın a matching or harmonious whole.

The new meaning co-exists with the old ones. In other words, new 
meanings inıposed on old words form one systeın in wlıich 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 rıew mean- 
ings imposed on old words drive out old meanings. In this case we reg- 
ister a gradual change.in the meaning of the word which may not incor- 
porate the old one. In most cases, however, the old meaning is hardly 
felt; it is generally forgotten and can only be re-established by etymo- 
logical analysis.

Thus the word admire, which, as iıı Latin, first meant ‘to feel or 
express surprise or astonishment’, has today lost its primary meaning 
and now has acquired a new one which, however, still contains a shade 
of the old, viz. ‘to regard with wonder and approval, esteem or affection, 
to delight in ’.

The process of elimination of the old meaning, as is seen from this 
example, 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 infrequentlv 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.

Almost half of the words in the 18th century “English Dictionary” 
compiledby Samuel Johnson may serve as examples of change of mean- 
ing. A word or two taken at random will confirm the statement just 
made.

Tlıe word to fascinate meant ‘ to bewitch’; ‘to enchant’; ‘to influ- 
ence in some wicked and secret manner’. The word available is explain- 
ed in Johnson’s Dictionary as “1. Profitable; Advantageous. 2. Powerful, 
in force.”

True, in some respects Johnson’s Dictionary cannot be regarded as 
a reliable source of information: his a tti tude towards colloquial idiom



is well known. It was not onlv aversion—it was a manifestation of his 
theoretical viewpoint. James Boswell in his “Life of Johnson” says that 
the compiler of the dictionary was at all times jealousof infractionsupon 
the genuine English language, and prompt to repress what he called 
colloquial barbarisms; such as pledging m yself for ‘undertaking’, line 
for ‘departm ent’ or ‘branch’, as the civil line, the banking line. He was 
particularly indignant against the almost universal use of the word idea 
in the sense of ‘notion’ or ‘opinion’, when it is clear that idea, being 
derived from the Greek word meaning ‘to see’, can orıly signify something 
of which an image can be formed in the mind. We may have, he says,' 
an idea or image of a mountain, a tree, a building; but we cannot surely 
have an idea or image of an argument or proposition.

As has been pointed out, word-building by means of affixation is 
still predominant in coining new words. Examples are: orbiter— ‘a 
spacecraft designed to orbit a celestial body’; lander— ‘a spacecraft 
designed to land on such a b o d y ’; 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. Another monster of the ink-horn type is the word 
overdiclıotomize— ‘to split something into too many par ts ’, which is 
commented upon in an article in New York Times Magazine:

“It is, alas, too much to expect that  this fine flower of lan- 
guage, a veritable hot-house specimen—combining as it does 
a vogııe word with a vogue suffix—will long survive.” 1

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 
concentra teh isa tten tionon the new word, firstly by its novelty and sec- 
ondly by the necessity of analysing it in order to decipher the message. 
By using a neologism instead of the word or combination of words ex- 
pected, 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 
frequent. The suffix -ize gives a strong shade of bookishness to  new 
words. Here are some more examples of neologisms with this suffix:

‘detribah>ed (Africans)’; ‘accessoriez’; ‘ moisturize’; ‘villag ize'.

Thomas Pyles writes:
“The -ize suffix... is very voguish in advertizing copy, a most potent 

disseminator of modish expressions; . . . its  fashionableness may explain 
why ‘hospitalize’, current since the turn of the century, has recently 
begun to flourish.”2

1 New York Times M agazine, Ju ly  15, 1958.
2 See “Sublim inal Words are Never Finalized”, New York Times M agazine, July  

15, 1958.



Some affixes are themselves literary in character and natura lly  carry 
this property to derivatives formed with them. Tlıus, for exaıııple, the 
prefix cınii- has given us a nuıııber of new words which are gradually be- 
coming recognizable as facts of tlıe English vocabularv, e. g.

‘anft-novelist’, 'a n ii-hero’, 'arıti-world’, 'an ti-e  motion’,
‘anti-trend’ and the like.

The prefix anii-, as is seen from these examples, has developed a new
• meaning. It is rather difficult to specify. In the most general terrns it 

may be defined as ‘the reverse of’. In this connection it will be inter- 
esting to quote the words of an English journalist and essayist.

“The spirit of opposition is as necessary as the presence of 
rules and disciplines, but unlimited kicking over traces can 
become a tedious exercise. So can this popular business of being 
‘an t i ’ in general. In the world of letters the critical lingo of 
our time speaks of tlıe ‘anti-novel’ or ‘anti-p lay’ which has 
an ‘anti-hero’. Since there is a fashion for characters unable 
to communicate, people with nothing to say and no vocabulary 
with which to explain their vacuity, ‘anti-writing’ may fairly 
be described as possessing ‘anti-dialogue’.”

The suffix -dom has also developed a new meaning, as in ‘gangdom \ 
‘freckledom', ‘musicdom' where the suffix is used with the most general 
meaning of collectivity. Thesuffix -ee has been given new life. We have ‘in- 
terrogatee’, ‘autobiograplw ’ (“...the pseudo-autobiographer hasswallowed 
i\\eaııtobiographee whole.” NewStatesnıan, Nov. 29,1963); ‘enrollee’ (“Each 
cnrollee is given a booklet filled witlı advice and suggestions, and attends 
tlıe lecture...” New York Tinıes Magazine, Jan . 26, 1964); ‘omittee’, 
'askee' (“T h a t’s a bad habit, asking a question and not waiting for an 
answer, but i t ’s not alwavs bad for the askee.” — Rex Stout, “Too many 
clients”)

The suffix -ship has also developed a new shade of meaning which 
is now gaining literary recognition, as in the coinages:

‘showmansh ip ', ‘brinkmans/ztp’, ‘lifemans/jzp’, ‘lipmanship', 
‘ mistressmanship', ‘supermanship', ‘one-upmans/n7;\ etc.

In these coinages an interesting phenomenon seems to be taking 
place. The word nıan is gradually growing' first into a half-suffix and 
finally into part of the complex suffix -manship with the approximate 
meaning ‘the ability to do something better than another person’.

Among voguish suffixes which colour new coinages with a shade of 
bookishness is the suffix -ese, the dictionary definition of which is 
“1) belonging to a city or country as inhabitan t (inhabitants) or lan- 
guage, e. g. Genoese, Chinese\ 2) pertaining to a particular writer (of 
style or diction), e. g. Johnsonese, journalese

Modern examples are:
‘Daily-Telegraphese’, ‘New Yorkese’; recently a newword Iıas appeared— 
‘TV-ese'. It  is the novelty of these creations that attracts our attention



and it is the unexpectedness of the combination th a t  makes us feel that
the nevv coinage is of a bookish character.

The resistance of purists to the unrestrained fiow of new coinages 
of a bookish character, which greatly outnumbers the natural collo- 
quial creations, can be illustrated in the following words of Robert 
E. Morseberger:

“Anyone familiar with the current crop of horror movies 
knows tha t  weird mutations caused by atomic radiation have 
spawned a brood of malignant monsters, from giant insects 
(half human and otherwise) to blobs of giup. While these for- 
tunately are confined to science fiction, our language itself 
demonstrates similar grotesque mutations in truncated, tele- 
scoped words and words with extra inflationary growths on the 
suffix end, not counting the jargon of special groups from beat- 
niks to sociologists.

“Among the more frequent and absurd of these linguistic 
monsters are condensed words ending in -rama and -thon. The 
former comes from panorama from the Greek pan ( =  all) plus 
horama ( = a  view) or cyclorama from the Greek kyklos ( =  a 
circle) plus horama again. So far so good; the next development 
is cinerama, still sound, from the Greek kinema  ( =  motion) and 
our old friend horama.

“Now the advertisers have taken the suffix-root and proceed 
to torture it out of sense and recognition, w ith horama (or ratjıer 
a vowel followed by -rama) no longer meaning simply a view 
but an entire spectacle or simply a superlative, so that the suffix 
has devoured all the original panorama in such distortions as 
cteanorama ( =  a spectacular cleaning spree); tomatorama, beana- 
rama, bananı:rama ( =  a sensational sale of tomatoes, beans or 
bananas)...

“Keeping pace with -rama (pacerama)  is -thon, a suffix newly 
minted from ancient metal. Pheidippides’ race from the battle- 
field of Marathon and the later foot race oi tha t  name gave the 
noun M arathon  the meaning .of an endurance contest; but we 
now lıave to endure -thon alone, divorced, and made into a self- 
sustaining suffix in (sob\) such words as telethon, walkathon, 
talkathon, dänceathon, cleatıathon, ... Cleariy -thon and -rama 
compete in the rivalry between cleanathon and cleanorama\ both 
bastard suffixes have swallowed their original noun, and it is 
only logical that they should next swallow each other in 
‘ thonorama’ ( =  an endurance of various -ramas) or ramathon 
( =  a panoramic or sensational endurance contest).1

The reader will undoubtedly not fail to observe that  the protest against 
these “ink-horn” terms is not based on any sound linguistic foundation. 
I t  merely shows the attitude of the writer towards certain novelties in 
language. They seem to lıim monstrous. But there is no indication as to 
what makes them monstrous. The writer himself readily uses new words

1 The New Y ork Times Book Review, Nov. 17, 1963.



h  a t n i k s  w ith o u t  quotation marks, which shows, evidently, 
j-ı as ğ W '  nciled t o  them. Strugglesome, inform atative , connotate, 

hat ' s J ^ n fe r io r i s n ı ,  deride, to be accusated are other words which he 
nworthwh'^ ’ siders d is to rt ions .  The last string of literary coinages is 
pparen^ y . fCh the fo llow ing  footnote: “All words used in this sentence are 
uppl'eĈ W knowledged as coming from college freshman themes.” 
ratefully aĈ  . t h e r e  are no objective criteria for ascertaining the 

Unfortun t 0f Wo rd s .  Thercfore the protest of many language purists 
tyiistic .asP basetı 0n  subjective idiosyncrasy. We find objections to the 
s sometl111̂ eans 0f co in in g  new words, as in the quotation above, and 
Lys and unrestra in e d  injection into some words of emotive meaning 
lls0 ^+h s meaning. i t  is  said, has not yet been widely recognized, as top 
vhen tnı ^  won(ierfu l ) ,  fey ( =  somewhat whimsical, in touch with the 
=  exce!urai’ a little c rack ed ) .1 This second objection applies particularly 
^ th^co lloqu ia l  s t r a tu m  of words. We also find objections to the new 
°  ^i meanings forced  ııpon words, as is done by a certain J .  Bell in 
Erfarticle on adveriiz ing  agencies.

“Highly l i t e r a te  men are busv selling cancer and alcoholism 
to the public, commending inferior goods, garbling facts, con- 
fusing figures, exp lo it ing  emotions...”

Here the word sell is used in the sense of ‘establishing confidence in
>omething, of speak ing  convincingly, of persuading the public to do,
?r buy and use so m eth in g ’ (in this case cigarettes, wine and spirits);
the word commend h a s  developed the meaning of ‘recommend’ and the
ivord inferior has com e to mean ‘ lower in price, cheap’; to garble, the
primary meaning of w h ich  is ‘to sort by sifting’, now also means ‘to
distort in order to m is le ad ’; to confuse is generally used in the sense of
‘to mix up in mind’, to  exploit emotions means ‘ making use of people’s
emotions for the sake of ga in ’.

All these words h a v e  acquired new meanings because they are used
in combinations not ye t  registered in the language-as-a-system. It is
a well-known fact t h a t  any word, if placed in a strange environment,
L , lnevitably acquire  a new shade of meaning. Not to see this, means
L ;  ° ,C0rrectIy ev a lu a te  the inner laws of the semantic development of 
lexıcal units.
L h iehere *s s tl^  an o th e r  means of word-building in modern English 
llendin013̂  cons^ erecl voguish at the present time, and that is the 
fonent ^ W0 worc*s ınto one hy curtailing the end of the first com- 
wıedu (j?r • ^e§inn in g  of the second. Examples are numerous: musico- 
| i ° n - f naUsıc~^come(iy)) cinemactress (cineına+actress); avigation (avia- 
|°g); c, vıf t i ° n); and  the already recognized blends like stnog (smoke-j- 
v ı  HuIT)0 | (chuckle+snort) ;  gatumph  ( trium ph+gallop) (both occur 
i ^ as$”) A ^ umP ty ’s poem in Lewis Carroll’s “Through tlıe Looking
■ 0rrı a u urocfioon (rocket+balloon) is ‘a rocket designed to be launched 

a*loon’. Such words are called b l e t ıd  s.

S ta lesim ru , 0 9  ITol-, I Qf,'}



' K  In reviewing the ways and means of coining new words, we must not 
■'Koverlook one which plays a conspicuous role in changing the meaning 
l o i  words and mostly concerns stylistics. We mean injecting into well- 

Pknow n, commonlv-used words with clear-cut concrete meanings, a 
I  meaning that the word did not have before. This is generally due to the 
İ  combinative power of the word. This aspect of words has long been under- 

W' estimated by lingıiists. Pairing words which hit.herto have not been 
K .  paired, nıakes the components of the word-combinations acquire a new, 
I  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, aw fu l, dramatic , top.

The result is that an adjective of this kind becomes an intensifier: 
it merely indicates the degree of the positive or negative quality of the 

I  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 
procfess is mostly found in the domain of conversation. In conversation 

I  an unexpectedly free use of words is constantly made. It is in conversation 
that such words as stunning, grand, colossal, wonderful, exciting  and the 

I like have acquired this intensifying derivative meaning which we call 
em otive.1 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.

In this connection it is interesting to quote articles from English 
and American periodicals in which problemsof languagein its functional 
aspect are occasionally discussed. In one of them, “Current Cliches and 
Solecisms” by Edmund Wilson,2 the improper application of the primary 
and accepted meanings of the words massive, crucial, transpire and others 
is condemned. The author of the article is unwilling to acknowledge 
the objective development of the word-stock and instead of fixing the 
new meanings that are gaining ground in the semantic structure of these 
words, he tries to block them from literary usage while neglecting the 
fact that these new meanings have already been established in the lan- 
guage. This is what he says:

“Massive! I have also written before of this stupid and 
oppressive word, which seems to have become since then even 
more common as a ready cliche that acts as a blackout on think- 
ing. One now ıneets it in every departınent: literary, political, 
scientifiç. In a period of moral impotence, so many things are 
thought as in timidating that they are euphemistically referred 
to as massive. I shall not present further examples except to 
register a feeling of horror at finding this adjective resorted 
to three times, and twice in the same paragraph, by Lionell 
Trilling in Commentary, in the course of an otherwise admira- 
ble discussion of the Leavis—Snow controversy: massive signi-

1 See “Meaning from a S ty iistic  Point of View”. (p. 57)
2 New Stalesman and Nation, Feb. 8, 1963.
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ficance of “The Two Cultures”, massive intention  of “The Two 
Cultures”, quite massive blunder of Snow in regard to the Vic- 
torian writers. Was Snow’s essay really that lıuge ancl w'eighty? 
If it was, perhaps it might follow that any blunder in it must 
also be massive.”

Another of these emotional intensifiers is the word crucial. It  
also raises objections on the part of purists and among them the one 
whose article we are quoting. “This word,” writes Edmund Wilson, 
“which means properly decisive, critical, has come to be used, and used 
constantly, in writing as well as in conversation as if it meant merely 
im portant.. .  ‘But what is cruciat, of course, is that these books aren’t 
very good...’ ‘Of course it is of crucial importance’.”

Another type of neologism is the n o n c e - w o r d ,  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 in- 
significant subjective idea or evaluation of a thing or phenomenon and 
generally become moribund. They rarely pass into the language as legiti- 
mate units of the vocabulary, but they remain in the language as cons- 
tan t  manifestations of its innate power of word-building.

Here are some of these neologisms which, by the way, have the right
* to be called so because they will always remain neologisms, i. e. will 

never lose their novelty:

“Let me say in the beginning that  even if I wanted to avoid 
Texas I could not, for I am wived in Texas, aııd mother-in-tawed, 
and uncted, and au/ıted, and cousined within an inch of my life.”

(J. Steinbeck)

The past participles mother-in-lawed, uncled, aunted  and cousined 
are coined for the occasion on the analogy of wived and can hardly be ex- 
pected to beregistered by English dictionaries as ordinary English words.

Here are some more examples of nonce-words, which strike us by their 
novelty, force and aesthetic aspect.

“There is something profoundly horrifying in this immense, 
indefinite not-thereness of the Mexican scene.” (Huxley)

“You’re the bestest good one—she said—the most bestest good 
one in the world.” (H. E. Bates)

“That was masterly. Or should one say mistressly .” (Huxley) 
“Surface knowingness” (J. Updike); “sevenish” (around seven 

o’clock); “morish” (a little  more) (A. Christie).

In  modern English new words are also coined by a means which is very 
productive in technical literature and therefore is mostly found in scien- 
tific style, viz. by contractions and abbreviations. But this means is 
sometimes resorted to forsty lis tic  purposes. Here aresome of thesecoina- 
ges which appear daily in different spheres of human activity.

T R U D  ( =  time remaining until dive). The first letters of tlıis word 
sequence forms tlıe neologism T R UD  which will presumably remain as



a profes.sional term unknown to wider circles of native English speakers. 
Such also are ttıe words LOX  ( =  1. liquid oxygen explosive, 2. liquid 
oxygen) aııd GOX ( =  gaseous oxygerı). To the layrnan, oxygen is a gas, 
but in nıissilery (also a new 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 w ith in this short survey. The reason for this is simple: 
in stylistics there are ways and means of producing an effect which attract 
the atteııtion 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.

Tlıerefore in the survey of the means of word-formation only those 
have been selected whlch 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, the more obvious the effect. The 
sliglıt, almost imperceptible changes caused by extensions of an original 
meaning might well produce a stylistic effect only when the reader is 
well versed in dLscriminating nuances of meaning.

Thus the use of the words comnıitment and commil in the meaning of 
‘involvement’ and ‘involve’ has imperceptibly crept into common use 
since approxiınately 1955 and is now freely used. So also are the use of 
ıınfortunately instead of ‘regretfully’, the use of dramatic and massive 
as intensifiers. Such changes are apparent only to the eye of the lexicogra- 
pher and will hardly provoke a twofold application of meaning, unless, 
of course, the context forcibly points to such an application.

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 tha t  stylistic function is not confined to 
phenomena which are foregrounded, 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 lan- 
guage-as-a-system.

Thus the word deliver in the United States has acquired the meaning 
‘to carry out or fulfil an expectation; make good’ (Barnhart Dictionary). 
If this word we’re to carry its original meaning alongside the one now 
current in the U. S. it would produce a stylistic effect, if, of course, this 
twofold application of the word is done deliberately. Novelty is not a 
device. One must dıstinguish between a deliberate. conscious employment 
of the inherent property of words to be used in different meanings simul- 
taneously and the introduction of a new meaning which in the given 
conlext excludes the one from which it is derived.

In the following examples taken from the Barnlıart Dictionary the

ıns



rds do not display any twofold meanings, although they are 
jtal*c* r  'e of the new meanings these words have acquired. f 
ilius 4 t j.] e  h a s  Spent hours reading government cables, memoranda 

j classified files to brie f himself for in-depth discııssions.”
311 ‘ in-depth’, adj. ıııeans ‘going deeply, thoroughly into a sub-
jec t’ -

“Bullit, I find, is completely typical of the ‘tıow' look in Ame- 
rican movies — a swift-moving, constantly shifting surface that 
s u g g e s t s  rather than reveals depth.”

T h e w o r d  now as an adjective is a novelty. Barnhart labels it slang— 
ery fashionable or up-to-date; belonging to the Now Generation.”

And still the novelty can be ıısed for styllstic purposes provided that 
the requirements for an SD indicated earlier are observed. It must be 
eneated that newly-minted words are especially striking. They check 

the easy flow of verbal sequences and force our nıind to take in the re- 
ferential ıneaning. 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.

4. SPECIAL COLLOQUIAL VOCABULARY 
a) Slang

There is hardly any other terın tlıat is as ambiguous and obscure as 
the term s l a n g. Slang seems to mean everything tlıat 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 lin- 
guist who deals with the problem of the English vocabulary.

The first thing tha t  strikes the scholar is the fact tha t  no other Euro- 
Pean language has singled out a special layer ofvocabulary and named it 
slang, though all of them distinguish such groups of words as jargon, cant, 
and the like. Why was it necessary to invent a special terın for something 
nst has not been clearly defined as jargon or cant have? Is this phenome- 
°n specifically English? Has slang any special features which no other 

group within the non-literary vocabulary can lay claim to? The distinc- 
'ons between slang and other groups of unconventional English, though 

suh and sometimes difficult to grasp, should nevertheless be
bjected to a more detailed linguistic specification.
Webster’s “Third New International Dictionary” çives the following 

^ a n in g s  of the term:
Slang [origin unknown] 1: language peculiar to a particular 

group: as a: the special and often secret vocabula’ry used by a
104 _;_____  ____



class (as thieves, beggars) and usu. felt to be vulgar or inferior: 
argot; b: the jargon used by or associated with a particular trade, 
profession, or field of activity; 2: a non-standard vocabulary com- 
posed of words and senses characterized prinıarily by connotations 
of extreme informality and usu. a currency not limited to a partic- 
ular region and composed typically of coinages or arbitrarily 
changed words, ciipped or shortened forms, extravagant, forced 
or facetious figures of speech, or verbal novelties usu. 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 İevel of standard educated speech, and consisting 
either of new words or of current words employed in some special 
sense.”

As is seen from these quotations slang is represented both as a spe- 
cial vocabulary and as a special language. This is the first thing that 
causes confusion. If this is a certain iexical layer, then why should it 
be given the rank of İanguage? If, on the other hand, slang is a certain 
language or a dialect or even a patois, then it should be characterized 
not only bv its peculiar use of words but also by phonetic, morphological 
and syntactical peculiarities.

J .  B. Greenough and C. L. Kitteridge define slang in these words:
“Slang... is a peculiar kind of vagabond Ianguage, always 

hanging on the outskirts of legitimate speech but continually 
straying or forcing its way into the most respectable company.” 1

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. 
I t  originates, nearly always, in speech. To coin a term on a writ- 
ten 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, tha t  term will not be slang.” 2

In most of the dictionaries sl. (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 pin- 
pointed. That is the reason why the various dictionaries disagree in 
the use of this term when applied as a s tylistic n o ta t io n .3

1 Greenough aııd K itteridge. Words and their W ays in English Speech. N. Y ., 1929, 
p. 55.

a P artridge, Eric. Slang Today and Yesterday. Ldn, 1935, p. 36.
3 See: fuAbnepuH H. P . O TepMHHe «on3Hr». B5I, 1956, Ks 6.
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Any new coinage that has not gained recognition and therefore has 
not yet been received into standard English is easily branded as slang.

The Times of the 12th of March, 1957 gives the following illüstrations 
of slang: leggo (let go), sarge (sergeant), ‘ I ’ve got a date vvith that 
Miss Morris to-night’. But it is obvious that  leggo is a phonetic impro- 
priety caused by careless rapid speaking; sarge is a vulgar equivalent of 
the full form of the word; date is a widely recognized colloquial equivalent 
(synonym) of the literary and even bookish rendez-vous (a meeting).

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, nıay easily be 
labelled as slang. Many words formerly labelled as slang have now become 

( legitimate units of s tandard English. Thus the word kid  (—child), which 
was considered lovv slang in the nineteenth century, is novv a legitimate 
colloquial un it  of the English literary language.

Some linguists, when characterizing the most conspicııous features 
of slang, point out that  it requires continııous innovation. It never 
grows stale. If a slang vvord or phrase does become stale, it is replaced 
by a new slangism. It is claimed that this satisfies the na tu ra l  desire 
for fresh, newly created words and expressions, vvhich give to an utter- 
ance emotional colouring and a sııbjective 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 lıindering 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 news- 
paper may serve as an example of hovv 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 lan- 
guage.

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 vocabıılary vvhich are either mispronounced or 
distorted in some way phonetically, morplıologically 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 vvords hitherto classified 
as slang, they should be specified according to the universally accepted



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 sec before the branclı 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.1

H. Wentwcrth and S. Flexner in their “Dictionary of American 
Slang” write:

“Sometimes slang is used to escape the dull familiarity of 
standard words, to suggest an escape from the established routine j 
of everyday life. When slang is used, our life seems a l i tt le  ] 
fresher and a little  more personal. Also, as at all levels of speech, 
slang is sometimes used for the pure joy of making sounds, or ! 
even for a need to attract attention by making noise. The sheer j 
newness and informality of certain sİang words produce pleas- | 
ure.

“But more important than  this expression of a more or less I 
hidden aesthetic motive on the part of the speaker is the slang’s j 
reflection of the personality, the outward, clearly visible char- 
acteristics of the speaker. By and large, the man who uses slang 
is a forceful, pleasing, acceptable personality.”

This quotation from a well-known scientific study of slang clearly 
shows that what is labelled slang is either all kinds of nonce-forma- 
tions—so freqı.’ently appearing in lively everyday speech and just as 
quickly disappearing from the language— , or ;ocular words and word- 
combinations that  are formed by using the varicus means of word-build- 
ing existing in t.ıe language and also by distor '.ing the form or sense of 
existing words. Here are some more examples of words that  are con- 
sidered slang:

to take stock itı— ‘to be interested in, attach importance, give cred- 
ence to ’

bread-bask:.t— ‘the stomach’ (a  jocular use)
to do a f ' i t — ‘to quit one’s flat or lodgings at night without paying 

the rent or board’
rot— ‘nonsense!’
the cat's pyjam as— ‘the correct th in g ’

So broad is the term ‘slang’ that,  according to Eric Partridge, there 
are many kinds of slang, e. g. Cockney, public-house, commercial, 
society, military, theatrical, parliamentary and others. This leads
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Teve that there is also a s t a n d a r d  s l a n g ,  the 
thor t0 , ! ]IT1on to all those wlıo, though employing received 

the aUt |ıat is c° l. writing and speech, also use an informal language 
slangiard in tthfc no language but merely a way of speaking, using special 
stan° jn fact, 1 . some Special sense. The most confusing definition
^ords 'and phofsIang is the following one given by Partridge. 
o f t h e natnr6 rsonality and one’s surroundings (social or occupation- 

' 4' " ’Pthe two co-efficients, the two chief factors, the determining 
al) are f the nature of slang, as they are of language in general
causes tl
and of style.

. this statenıent one may gct tlıe idea tlıat language, stvle 
Accoruinj, same nature, the sarne determining causes. Perso-

1*nd .sl“S tl surroundiııgs detern.ine: 
hanty nature of tlıe slang used by a definite person, 

i* nature of the language he uses,
o t he k in d  of style he writes.
There is a general tendency in England and to some extent in the 

IJS to over-estim ate the significance of slang by attaching to it more 
cj jficance than it deserves. Slang is regarded as the quintessence of 
jcolloquial speech arıd therefore stands above all the laws of grammar.

hough it is regarded by some purists as a language that  stands below 
ptandard  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 terın for any word or plırase which, though 
not yet recognized as a fact of standard English, has won general recogni- 
tion as a fresh innovation quite irrespective of its nature: whether it is 
cant, jargon, dialect, jocular or a pure colloquialism. It  is therefore 
mportant, for the sake of a scientific approach to the problem of a sty- 
istic classification of the English vocabulary, to make a more exact 
pıscrimination between heterogeneous elements in the vocabularv, no 
patter how difficult it may be.

The following is an interesting example illustrating the contrast 
| 7 een standard English and non-literary English including slang. 
jter stor>' “BY Courier” 0 .  Henry opposes neutral and common 
ist icary Wor(*s *° special colloquial words and slang for a definite sty- 
iular^Urf^0Se’ V^z ' ^ t o r t  a rnessage by translating the literary voca- 

j oı one speaker into the non-literary vocabulary of another.
P Tell her I am on my way to the station, to leave for San 

rancisco, where I shall join that Alaska moosehunting expedi- 
sn°n ’ı ı̂er » since slıe lıas commanded nıe neither to 
Peak nor to write to her, I take this means of making one last 
ppeal to her sense of justice, for the sake of what has been. 
ell her that to condemn and discard one who has not deserved 
ch treatıııent, without giving him lıer reason or a chance to

L ' - xPİain is contrary to her ııature as 1 believe it to be.”
, ı p

Eric. Op. c it., p. 5.



This ınessage was delivered in the following manner:
“He told me to tell yer he’s got his eollars and cuffs in dat 

grip for a scoot clean out. to ’ Frisco. Den he’s goin’ to shoot ' 
snowbirds iıı 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.— I. G.) of 
putting  yer wisç. 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 hifxi and never said why.”

The contrast between what is standard English and what is crude, 
broken non-literary or uneducated American Eng’jish has been achieved 
by ıııeans of setting tfıe common literary vocabulary and also the syn- 
tactical design of the original message against jargonisms, slang and all 
kinds of distortions of forms, plıonetic, morplıological, lexical and 
syntactical.

It is suggestive that there is a tendency in some modern dictionaries' 
to replace the label slatıg by itıformal or colloquial.1 Such a practice 
clearly manifests the dissatisfaction of some lexicographers with the 
term ‘slang’. Tlıis is mainly due to the ambiguity of the term.

Oıı tlıe other hand, some lexicographers, as has already been pointed 
out, still make use of the term ‘slang’ as a substitute for ‘jargon’, ‘can t’, 
‘colloquialism’, ‘professionalism’, ‘vulgar’, ‘dialectal’. Thus, in his 
dictionary Prof. Barnhart gives the label s l  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- 
juana”, 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 ol meaning and now, according to Barnhart also means “any 
problem or difficulty, especially one that causes annoyance or irritation.”,

The use of the label sl in this way is evidentJy due to the fact that 
B arnhart’s Dictionary aims not so much at discrimination between 
different stylistic subtleties of neologisms but mainly at fixation of 
iexical 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.

b) Jargonisms

In the non-literary vocabulary ol the English language there is 
a group of words that are called [ a r g o t ı i s m s .  J a r g o t ı  i s a  rec-

1 See also Prof. R. W. Burclıfield’s remark on the sysfem  of labeliing in his Intro- 
duction to “Ar Supplement to the Oxford English D ictionary”. Oxford, 1972, p. XV I.
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nized term for a group of words thgt e^jsts in almost every language 
d whose aim is to preserve secrecy w ith in  one or another social group. 
rgonisms are generally old words with entirely new meanings imposed 
them. The traditional meaning of the words is immaterial, only the 

w, improvised meaning is of importance. Most of the jargonisms of 
y language, and of the English language too, are absolutely incompre- 
ısible to those outside the social group whictı has invented them. 
ey may be defined as a code within a code, th a t ' i s  special meanings 
words that  are imposed on the recognized code— the dictionary mean- 
; of the words.
Thus the word grease means ‘money’; loaf means ‘head’; a tiger hutıter 
a gambler’; a lexer is ‘a student preparing for a law course’. 
Jargonisms are social in character. They are not regional. In Britain 
l in the US almost any social group of people has its own jargon.
i following jargons are well known in the English language: the jargon 
;hieves and vagabonds, generally known as cant; the jargon of jazz 
ple; the jargon of the army, known as military slang; the jargon of 
rtsmen, and many others.
The various jargons (which in fact are nothing but a definite group 
vords) remain a foreign language to the outsiders of any particular 
!al group. It is interesting in connection with this to quote a stanza 
n “Don Ju an ” by Byron where the poet himself finds it necessary to 
ıment on the jargonisms he has used for definite stylistic purposes.

“He from the world had cut off a great man,
Who in his time had made heroic bustle.

Who in a row like Tom could lead the van,
Booze in the ken \  or at the spellken 2 hustle?

Who queer a flat 3? Who (spite of Bow street’s ban)
On the high toby-spice 4 so flash the muzzle?

Who on a lark &, with black-eyed Sal (his blowing) ö 
So prime, so swell 7, so nutty  §, and so knowing?”

'he explanation of the words used here was made by Byron’s editor 
use they were all jargonisms in Byron’s time and no one would 
irstand their meaning unless they were explained in normal English. 
Jyron wrote the following ironic comment to this stanza:

“The advance of science and of language has rendered it un- 
necessary to translate the above good and true English, spoken 
in its original purity  by the select nobility and their patrons. 
The following is a stanza of a song which was very popular, at
least in my early days:—-

ken =  a house which harbours thieves 
spellken =  a play-house or theatre 
to queer a flat =  to puzzle a s illy  fellow
to flash the muzzle (gun) on the high toby-spice =  to rob on horse back 
a lark =  fun or sport of any kind 
a blowing =  a girl 
swell =  gentlem aniy
nutty =  pleasing (to be nuts on =  to be infatuated with)



In spite of each gallows old scout;
If you at all spellken can’t hustle.
Y ou’ll be hobbled in making a Cİout.
Then your Blowing will wax gallows haughty,
When she hears of your scaly mistake,
She’ll surely tu rn  snitch for the forty—
That her Jack may be regular weight.”

If there be any gemman (=gentlem an) so ignorant as to 
require a traduction, I refer him to my old friend and corporeal \ 
pastor and master, John  Jackson, Esq., Professor of pugilism; 
who, I trust, still retains the strength and symmetry of his model ’ 
of a form, together w ith  his good humour and athletic as well 
as mental accomplishments.” (John Murray. “The Poetical Works i 
of Lord Byron”)

Slang, contrary to jargon, needs no translation. It is not a sec re t! 
code. It is easily understood by the English-speaking community and 
is only regarded as something not quite regular. It must also be remem- 
bered 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 lan-
guage, 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 s trata  and sometimes 
become recognized in the literary language of the nation. G. H. McKnight 
writes:

“The language of the underworld provided words facetiously 
adoptea by the fashionable world, many of which, such as fan  
and quser and banter and bluff  and shatıı and hıımbug, eventua-
lly made their way into dignified use.” x

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 arid 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. 
Some linguists even m aintain  that:

“W ithin the limits of any linguistic uııity there are as many 
languages as there are groups of people thrown together by pro- 
pinquity  and common interests.” 2

This is, of course, an overstatement. First of all, one should not 
mix up such notions as language and vocabulary. True, unknown words

1 M cK rıight, G. H. Modern Englislı in the Making. N. Y ., 1956, p. 552.
2 Baugh, A lbert C. H istory of the Eııglislı Langua?e, p. 385.



!üınte secrecy and keep outsiders in the dark. In fact, there
^ r\ r~\ i i o n A n n n r n Q ^ I  Tf K 1 r\ rf c* i o1l

th'er- a j ^ ° 0f word groups and becomes slang or colloquial. 
b  the laareersome further examples of jargon: • •
I  ^  p - u_<a French soldier, a private in the infantry’. According
I ^ ^ WparUidge this word has already passed from m ilitary  jargon to

r S i f ^ f a ' l s e ^ a r r e s t ’ (American)
W n  r — (fr°m damned average raiser)— ‘a persevering and assidu- 
L s  s t u d e n t ’ . (Uniuersity jargon)
I  Matlo(w)-—‘a sailor’ (from the French word *m atelot')
I M a n  and wife— 'a knife’ (rhyming slang)
I M a n a n y — 1 a sailor who is always putting off a job or work’ (nautİcal 
I rgon) (fröm the Spanish word lmanana'— ‘to-morrow’)

I The word brass in the meaning of ‘money in general, cash’ is not jar- 
pn inasmuch as there is an apparent semantic connection between ‘the 
Ineral name for all alloys of copper with t in  or zinc’ and cash. The 
letonymic ties between the two meanings prevent the word from being 
led as a special code word. The same can be said of the words joker — 
•mething used to play a trick or win one’s point or object w ith ’ frotn 
R  'P.^yİHg; drag—‘to rob vehicles’; to soap-box— ‘to make speeches 
^ K öe°w rS S ân^ nä on u soap-box'. These are easily ıınderstood by na- 
■ arcon  tlleref°re 3̂’1 to meet the most indispensable property
■  On theW°th are slanS words or perhaps colloquial.
V  ‘cheese’ r ^an ’ SUCİ1 words as soap and flannel meaning ‘bread’
■  Hkely t0 (r a ° ’ anc* sorne tlıe wor(Js mentioned above are scarce- 
■ 0are in th p if  uncterstood by the language community. Only those
■  İargonisms W understand SUCİ1 words. Therefore they can be classed
■  l t  w i l l  n  t

■J'known Frp*20!?6 .arn‘ss t °  mention here the words of Vandryes, a 
W ° es not Cre-t J ‘n£ u‘st ’ Wİ10 said that  “...jargon distorts words, 

rare procee !ıern-” Indeed, the creation of really new words is 
B « * n6w w o r r k n n almost anY language you can find only a few en- 
■ rs c°incomni i  İS not accltlental therefore that the efforts of some 
■ n a^ erTlPts bP eteIy new w °rd s have proved to be an absolute failure, 
™jrp^fSs,ng W(iln^ u tte rly rejected by the language community. 
ı E a ^ritain rT ff^  remarl< tllat botİ1 slang and the various jargons 

A  ler 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 profession- 
alisms. (See quotation from Randolph Quirk on p. 44).

“American slang,” remarks G. H. McKnight, “on the whole 
remains a foreign language to the Englishman. American plays 
such as “Is zat so” and American novels such as “B abb it t” have 
had to be provided with glossaries in order to be intelligible 
in England. John Galsworthy in his recent novel “The Silver 
Spoon” makes a naturalistic use of colloquial idiom. He exhib- 
its the rich element of native slang in the colloquial speech of 
England.” 1

Jargonisms, like slang and other groups of the non-Iiterary Iayer, 
do not always remain on the outskirts of the literary language. Many 
words have overcome the resistance of the language lawgivers and pur- 
ists 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.

c) Professionalisrns

P r o f e s s i o n a l i s m s ,  as the term itself signifies, are the 
words used in a definite trade, profession or calling by people connect- 
ed by common interests both at work and at home. They commonly 
designate some working process or implement of labour. Professional- 
isms 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 developnıent of science.

Professional words name anew already-existing concepts, tools or 
instruments, and have the typical properties of a special code. The main 
feature of a professionalism is its technicality. Professionalisms are spe- 
cial 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 tech- 
nique well-known to ordinary people, areeasily decoded andenter the neu- 
tral s tratum  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 se- 
mantic şiructure of a professionalism is often dimmed by the image on 
which the meaning of the professionalism is based, particularly when the 
features of theobject in question reflect the process of the work, metaphori- 
cally 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

1 M cK night, G. H. Modern English in the Making. Ldn, 1930, p. 556.
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blocks of big buildings); piper (— a specialist who decorates pastry with 
the use of a cream-pipe); a tnidder case ( =  a midwifery case); outer ( =  a 
knockout blow).

Some professionalisms, however, like certain terms, become popu- 
lar and gradually lose their professional flavour. Thus the word crane 
which Byron used in his “Don Ju a n ” ... was a verb meaning ‘to stretch 
out the neck like a crane before a dangerous leap’ (in hunting, in order 
to ‘look beforeyou leap’). Now, according to Eric Partridge, it has broad- 
ened its meaning and is used in the sense of ‘to hesitate at an obstacle, 
a danger’. By 1860 it was no more a professionalism used in hunting 
but had become a colloquial word of the non-literary s tratum  and finally, 
since 1890, entered the standard English vocabulary.

“No good craning at it. L e t’sgo down.” (Galsworthy)

Professionalisms should not be mixed up with jargonisms. Like 
slang words, professionalisms do not aim at secrecy. They fulfil a socially 
useful function in communication, facilitating a qıiick and adequategrasp 
of the message.

Good examples of professionalisms as used by a man-of-letters can 
be fouııd iıı Dreiser’s “Financier.” The following passage is an illustration.

Frank soon picked up all the technicalities of the situation. 
A “bull”, he learned, was one who bought in anticipation of a 
higher price to come; and if he was “loaded” up with a “line” of 
stocks he was said to be “long”. He sold to “realize” his profit, 
or if his margins were exlıausted he was “wiped ou t”. A “bear” 
was one who sold stocks which most frequently he did not have, 
in anticipation of a lower price at which he could buy and sat- 
isfy his previous sales. He was “short” when he had sold what 
he did not own, and he was “covered” when he bought to satisfy 
his sales and to realize his profits or to protect himself against 
further loss in the case prices advanced instead of declining. 
He was in a “corner” when he found that  he could not buy in 
order to make good the stock he had borrowed for delivery and 
the return of which had been demanded. He was then obliged 
to settle practically at a price fixed by those to whom he and 
other “shorts” had sold.

As is seen, each financial professionalism is explained by the author 
and the words themselves are in inverted commas to stress their pe- 
culiar idiomatic sense and also to indicate that the words do not belong 
to the standard English vocabulary in the meanings they are used.

There are certain fields of human activity which enjoy nation-wide 
interest and popularity. This, for example, is the case in Great Britain  
where sports and games are concerned. English pugilistic terminology, 
for example, has gained particularly wide recognition and therefore 
is frequently used in a transferred meaning, thus adding to the gener- 
al image-building function of emotive prose. Here is an example of the 

İ L i  use of such professioııalisms iıı fiction.

L



“Father Knickerbocker met them at the ferry giving one a 
right-hander on the nose and the other an ııppercut with his left 
just to let them know that the fight was on.”

This is from a story by O. Henry called “The Duel” in which the 
writer depicts two characters who came from the West to conquer New 
York. The vocabulary of boxing (right-hander, uppercut), as well as 
other professional terms found in the story, like ring, to counter, to clinch, 
etc., help to maintain the atmosphere of a fight, which the story requires.

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. Tlıat is why, perhaps, 
a literary device known as s p e e c h - c h a r a c t e r i z a t i o n  is 
so abundantly used iıı emotive prose. The use of professionalisms forms 
the most conspicuous element of this literary device.

An interesting article was published in the Canadian Globe and M a i lx 
in which the author shows how a journalist who mocks at the profession- 
alisms in the language of municipal planners, which render their speech 
almost incomprehensible, himself uses words and expressions unintelli- 
gible to the lay reader. Here is the article.

JOURNALESE

I was glad to read recently how incomprehensible the language of 
city planners is to newspapermen. I decided to call the author of the ar- 
ticle and express my appreciation:

“Hello, I ’d like to speak to a reporter of yours named Terrance Wills.” 
“Is he on city side or the night rewrite desk?”
“I ’m not sure. Maybe he’s at his type-writer.”
The operator said something under his breath and then connected 

me to the third assistant executive city editor. After about 15 minutes 
of this I was finally able to communicate directly with Mr. Wills: 

“That was a great story you did on ‘plannerese’, sir,” I told him. 
“Where did you get the idea for it?”

“Why, I just went to the morgue one day when there weren’t many 
obits to do and I got a few clippings, Then I talked with the copy-editor 
and he gave me a 32-point italic headline with an overhanging deck.”

“Is that  gooi?”
“Sure it is. Even a cub knows that. Well I wıote a couple of takes 

and got it in ths bo/ just before the deadline for '.he second night fina l 
edition.”

“Is that hard to do?” I asked. My head was baginning to ache. 
“What? Sure. I guess. Listen, I ’d like to discuss this with you fur- 

ther but I ’m on the rewrite desk and my legman is going to be calling in a 
scoop any minute now. Good-bye.”

I sat there with the phone in my hand, thankful th a t  in this complex 
age the journalısts are still preserving s im p k  English.

1 Aug. 19, 19ÜÖ.
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f vvords is obviously opposed to tlıe otlıer groups of 
•s grouP 0 gn^üsh vocabulary and therefore its stylistic func- 

n on-l'teraro’-e or less clearly defined. D i a l e c t a l  w o r d s  are 
cafl bej11 process of integration of the English national lan- 

ifp inı bevond its literary boundaries, arıd their use is gener-
Lge renıaHlCto a definite locaiity. VVe exclude here what are called 
W confine<'  or even the still looser application of the term as in ex- 
jal ^ial6K poetical dialect or styles as dialects. 
ssions 1 f rejice to this group there is a confusion of terms, particu- 
With rel ^ e terms d i a l e c t a l , s l a n g  and v e r n a c u l a r .  
ly üety eeasCertain the true value and the stylistic functions of dialec* 
order t0 necessary to look into their nature. For this purpose a 

! vVCf n from Cecil W yld’s “A History of ModernColloquial English” 
|  be°to the point.

“The history of a very large part of the vocabulary of the pres-
ent-day English dialects is still very obscure, and it is doubtful
vvhether much of it is of any antiquity. So far very little attempt
has been made to sift the chaff from the grain in that very vast
receptacle of the English Dialect Dictionary, and to decide which
elements are really genuine ‘corruptions’ of words which the yokel
has heard from educated speakers, or read, misheard, or misread,
and ignorantly altered, and adopted, often with a slightly twisted
significance. Probably many hundreds of ‘dialect’ words are of
this origin, and have no historical value whatever, except inas-
much as they illustrate a general principle in the modification
of speech. Such words are not, as a rule, characteristic of any Re-
giorıal Dialect, although they rnay be ascribed to oııe of these,
simply because some collector of dialect forms has happened to
hear them in a particular area. They belong rather to tiıe category
°f ‘nıistakes’ which any ignorant speaker may make, and which
such persons do make, again and again, in every part of the coun- 
try.” *

r(fe pFe no* concerned here with the historical aspect of dialectal 
iilS 't °r ° Ur PurPose ' t  will suffice to note that there is a definite 
Bnn''ı*+ functi°ns in the use of slang, cockney and any other form 
Bn erarY English and that of dialectal words. All these groups 
ferso '■İn em°t*ve prose are meant to characterize the speaker as 
The-1 ^  H cer^ain iocality, breeding, education, etc. 
n ç le sometimes a difficulty in distinguishing dialectal words 
goô l words. Some dialectal words have become so familiar
SaJ] c°noquial or standard colloquial English that they are uni-
1 T accepted as recognized units of the standard colloquial Eng- 
cor° se words belong lass, meaning ‘a girl or a beloved g ir l ’ and 

B t^ esP°n ding lad, ‘a boy or a young m an’, daft from theScottish  
I s ^ J iQ r th e r n  dialect, meaning ‘of unsound mind, s i l ly ’; fash also

Cecil. Op. cit.y pp. 13-14.

d) D ia le c ta l  w o rd s



r’
Scottish, with the meaning of ‘trouble, cares’. Still they have not lost 
their dialectal associations and there.fore are used in literary English 
with the above-mentioned styfistic function of characterization.

Of quite a different nature are dialectal words which are easily rec- 
ognized as corruptions of standard English words, although etymological- 
ly th e y  may have sprung from the peculiarities of certain dialects. The 
following words may serve as examples: hinny  from honey; tittie  appar- 
ently from sister, being a childish corruption of the word; cutty meaning a 
‘testy or naughty  girl or woman’.

Most of the examples so far quoted come from the Scottish and the 
northern dialects. This is explained by the fact that  Scotland has strug- 
gled to retain the peculiarities of her language. Therefore many of the 
words fixed in dictionaries as dialectal are of Scottish origin.

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, viz. 
initial [sl and [f] are voiced, and are written in the direct speech of char- 
acters as [z] and [v], for example: ‘volk’ (fo lk), ‘vound’ (found), ‘zee’ 
(see), ‘zinking’ (sinking). To show how the truly dialectal words are 
intermingled with all kinds of improprieties of speech, it will be enough to 
quote the following excerpt from Galsworthy’s “A Bit of Love.”

“Mrs. Burlacomble: Zurely\ I give Hm a nummit afore 'e gets 
up; an' 'e 'as 'is brekjus reg'lar at nine. Must feed un up. He'tn 
on 'is feet all day, goin’ to zee folk that widden want to zee an an- 
gel, they'm  that busy; an' when 'e comes in 'e '11 play 'is flute there. 
He'm wastin' away for want of 'is wife. T h a t’s w hat’tis. On' 'im  
so zweet-spoken, iu, ’tis a pleasure to year 'im — Never zays a word!”

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 vigour and beauty, have withstood the integrating power of 
the w ritten  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 pro- 
fessionalisms, not only in characterization, but also in their narrative. 
They mistake units of language which have not yet established them- 
selves 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.



____  .„,^,3 use aıaıectal  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, naethirıg 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.

“Such words will for the most part be of a more or less techni- 
cal character, and connected with agriculture, horses, cattle and 
sport.” 1

e) Vulgar words or vulgarisms

The term v u l g a r i s m ,  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 etymologyof theword. 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.

Oııt of seven various meanings given in Webster’s Third New Interna- 
tioııal Dictionary six repeat nearly the same definitions that  are given 
in the Shorter Oxford, and only the seventh is radically different. Here 
it is:

“5a: marked by coarseness of speech or expression; crude or 
offensive in language, b: lewd, obscene or profane in expression,,,: 
indecent, indelicate.”

These two submeanings are the foundation of what we here name vul- 
garisms. 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 baııned in any form of intercourse as being indecent. Historians 
tell us that  in Middle Ages and down into the 16th century they were 
accepted in oral speech and after Caxton even admitted to the printed 
page. All of these words are of Anglo-Saxon origin.

Vulgarisms are often'used in conversation out of habit, without any 
thought of what they mean, or in imitation of those who use them in or- 
der 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 ııever acquire tlıe status of staııdard Eng- 
lisiı vocabulary and will always remain on the outskirts.

1 W yld, H . C. Op. c it ., p. 16.
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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 prcse, and here only in the direct speech of the characters.

The language of the underworld is rich in coarse words and expres- 
sions. But not every expression which may be considered coarse should 
be regarded as a vuigarism. Coarseness of expression may result from im- 
proper 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 ernotionally strongly charged and, like any manifesta- 
tion of excess of feelings, are not very discernible as to their logical 
meaning.

f) Colloquial coinages (words and meanings)

C o l l o q u i a l  c o i n a g e s  (nonce-words), unlike those of a 
literary-bookish character, are spontaneous and elusive. This proceeds 
from the very na tu re  of the colloquial words as such. Not ali 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 na- 
ture 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 uritil 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 struc- 
ture of a given word or word-combination.

Writers ofteıı show that they are conscious of the specific character 
of the nonce-wor.i they use by various means. The following are illus- 
trations of the deliberate use of a new word t h a : either was already es- 
tablished in the (anguage or was in process of beirıg established as such:

“...besides, there is a tact------ ,
(That modern phrase appears to me sad stuff.
But it wiJi serve to keep my verse compact).

(Byron, “Don Ju an ”)

According to the Oxford Dictionary the meaning of the word tact as 
used in these lines appeared in the English language in 1804. Byron, 
who keenly felt any innovation introduced into the literary language 
of his time, accepts it unwillingly.

A similar case in which a writer makes use of a newly invented collo- 
quial expression, evidently strongly appreciating its meaning, may be 
noticed in “In Chancery”, where Galsworthy uses to be the lim it in the 
sense of ‘to be unbearable’ and comments on it.
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H.<ı/ Uıc -u thereıuıt, ------  -- ---- ı---------- ---------------------- —
E j  and w f literary coinages can easily be grasped by the reader 
İ P n meanirlh °use °f the productive means of word-building, and also 
fcause of thetext, of course.
K n  ^ e t the case with colloquial nonce-words. Tlıe meaning of 
M This is ngations creeps into well-known words imperceptibly. Oııe 
■ese neW.-Ces the process leading to the appearance of a new meaning. 
■rdly n olloquial nonce-formations are actually not rıew words but 
■erefore c ^  existing words. True, there are some words that are 
j|v>' ^.zll^the help of affixes, but tlıese are few and they are generally 
K  ' V/th the most common suffixes or prefixes of the English language 
K & h a v e  no shade of bookishness, as -er, -al, un- and the like.

INew coinage in colloquial English awakens as emphatic a protes.t 
the part of literary-conscious people as do nonce-words in literary 

güsh. Here is an interesting quotation from an article in The New 
Irk Times Magazıne:

“Presenlly used to mean ‘ at tiıe prcsent rnomeııt’ but became 
so completely coloured with idea of ‘ in the near future’ that when 
its older meaning came back into general use after World War 
II, through re-introduction into civilian speech of the conserva-

I tive military meaning, many people were outraged and insisted 
that the old meaning was being corrupted— whereas, in fact, the 
‘corruption’ was being purged. Human nature being what it is, 
and promptness ever behind promise, the chances arc strong that 

ı renewed meaning will fade.



have undoııbtedly sprung from the literary-bookish stratum have be- 
come popular in ordinary colloquial language and have acquired new 
meanings in their new environment.

Bergan Evans, co-author of “A Dictionary of Contemporary Usage” 
in an article published in The New York Times Book Review says that 
“Words are living things. They grow, take roots, adapt to environmen- 
tal changes like ar.y plant or animal.” 1 This, of course, should be taken 
as a metaphor. But in observing the changes of rneaning that  words 
may undergo, the çomparison is really apt. The author shows how the 
word sophisticated, undoubtedly a word of bookish origin, has devel- 
oped new meanings. Let us follow his trend of investigation. The word 
sophisticated originally meant ‘wise’. Then, through its association with 
theSophists, it cam etom ean 'over-subtle’, ‘marked by specious but falia- 
ciousreasoning’,"‘able to make the worse appear the better reason’. Then it 
developed the additional, derivative sense of ‘adulterated’, i.e. ‘spoiled 
by admixture of inferior m ateria l’. This meaning naturally gave birth 
to a new shade of meaning, viz. ‘corrupted’. Then suddenly (as Evans has 
it) the a ttitude implicit in the word was reversed; it ceased to mean 
unpleasantly worldly-wise and came to mean admirably worldly-wise. 
For the past fifteen years sophistication has been definitely a term of 
praise. By 1958 in John O ’H ara ’s “From the Terrace”, sophistication 
had come to signify not ‘corruption’ but almost the ‘irreducible minimum 
of good manners’.

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 as literary or colloquial 
according to which of the meanings is being dealt with.

The ways and means of semantic change are sonjetimes really myste- 
rious. To use Evans’s words, “some words go hog wild inmeaning. The 
word sophisticated from its colloquial use denoting some passive quality 
started to mean ‘delicately responsive to electronic s t im uli’, ‘highly 
complex mechanically’, ‘requiring skilled control’, ‘extraordinarily 
sensitive in receiving, interpreting and transm itting signals’. D r at least 
that is what one must guess it means in such statements as “Modern ra- 
der is vastly moresophisticated than quaint, old-fashioned rader”. (T im e)\ 
later “the IL-18 is aeronautically more sophisticated than the giant 
TU-114.” “Pioneer V is exceedingly sophisticated.” (Chicago Sunday Times) 
and “The A ntikythera mechanisrrf is far more sophisticated than any 
described in classical scientific texts.” (Scientific American)," 2

1 The New York Times Book Review, Sept. 17, 1961.
2 Evans, Bergan. Op. cit.
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v .
Mr. Evans’s article shows how unexpected changes in meaning may 

be, and how strangely literary and colloquial nonce-coinages may inter- 
weave.

There is another feature of colloquial nonce-words which must not 
be overlooked. There are some which enjoy hopeful prospects of s taying 
in the vocabulary of the language. Tlıe 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 colloquiaİ coinages 
and cease to be nonce-words. They have acquired a new significance and a 
new stylistic evaluation. They are then labelled as slang, colloquial, 
vulgar or something of this kind.

Literary nonce-words, on the other haııd, may retain the label nonce 
for ever, as, for example, Byron’s “weatherology.”

Nonce-coinage appears in all spheres of life. Almost every calling 
has some favourite catch-words which may live but a short time. They 
may become permanent and generally accepted terms, or tlıey may re- 
main nonce-words, as, for example, hateships used by John O ’H ara 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 än 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 labelled slang in many 
modern dictionaries. But we refrain from usiııg the term so freely as it 
is used in dictionaries firstly because of its ambiguity, and secondly 
becaııse we reserve it lor phenomena which iıı Russian are knownasnpo- 
CTopeHbe, i. e. city vernacular bordering on non-literary speech.



PA R T  III

PHONETIC EXPRESSIVE MEANS 

A N D  STYLISTIC DEVICES

GENERAL NOTES

The stylistic approach to the utterance is not confined to its struc- 
ture and sense. There is another thing to be taken into account which, 
in a certain type of communication, viz. belles-lettres, plays an impor- 
tant role. This is the way a word, a phrase or a sentence sounds. The 
sound of most words taken separately will have litt le  or no aesthetic 
value. It  is in con.bination with other words that a word may acquire 
a desired phonetic effect. The way a separate word sounds may produce 
a certain euphonic :mpression, but this is a matter of individual per- 
ception and feeling and therefore subjective. For instance, a certain 
£nglish writer expresses the opinion th a t  angina [aıı 'dsaınəl, pneumonia 
[nju'moumə], and uvula  ['ju:vjulə] 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, cedc.r-wood, emeralds and amethysU as used in the first two 
stanzas to be beautiful, whereas those in the 3rd stanza “strike harshly 
on the ear!”

“With a cargo of Tyne coal,
Road-rails, pig-lead,
Fire-wood, iron-ware and cheap tin  trays.”

As one poet has it, this is “...a  combination of words which is dif- 
ficult to pronounce, in which the words rpb agaiııst one another, inter- 
fere with one another, push one another.”

Verier, a French scientist, who is a specialist on English versification, 
suggests that weshould try  to pronounce the vowels [a:, i:, u:] in a strong- 
ly articulated manner and with closed eyes. If we do so. he says, we are 
sure to come to the conclusion that each of these sounds expresses a def- 
inite feeling or s ta te  of mind. Thus he maintains tha t  the sound lu :] 
generally expresses sorrow or seriousness; [i:] produces the feeling of 
joy and so on.

L. Bloomfield, a well-known American linguist says:

“...in human speech, different sounds have different meaning.
To study the coordination of certain sounis with certain mean-
ings is to s tudy  language.” 1

1 Bloomfield, L. Language. N .Y ., 1961, p. 27.
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tion j s in contrast to the predictability of its sounds. Of 
guage t even in the case of poetry can we deterrnine the sound 
course. no ^  ^  basjs jts meaning Nevertheless in the larger 
of a 'v0fr ]jne and stanza, a certain relationship can be found be-

tween °s°unds and content ” ‘
nopt B. Pasternak says that he has 

pussia11 P
r  « always thought that the music of words is rıot an acoustic 

omenon and does not consist of the euphony of vowels and 
P ^onants taken separately. It results from the correlation of 
the^meaning of the utterance with its sound.” 2

|  theory of sound symbolism is based on the assumption that sepa- 
ounds due to their articulatory and acoustic properties may awake 

Itafn ideas, perceptions, feelings, images, vague though t hev mignt be7 
Ecent investigations have shown that “it is rash to deny the existence 
funiversal, or widespread, types of sound symbolism.” 3 In poetry we 
lınot help' feeling that the arrangement of sounds carries a definite 
Esthetic function. Poetry is not entirely divorced from music. Such no- 
Dns as harmony, euphony, rhythm and other sound phenomena undoubt- 
lly are not indifferent to the general effect produced by a verbal chain. 
oetry, unlike prose, is meant to be read out loud and any oral perform- 
ıce of a message inevitably involves definite musical (in the broad 
nse of the word) interpretation.

Now let us see what phonetic SDs secure this musical function.

jimitating sounds produced in nature (wind, sea, thunder, etc), by 
Pgs (machines or tools, etc), by people (sighing, laughter, patter of 
fj * .etc) and by animals. Combinations of speech sounds of this type 
[. lnevitably be associated with whatever produces the natural sound. 
kud relatlon between onomatopoeia and the phenomenon it
lThP°Sed rePresent is oııe of metonymy. - j
| c / ere are two varieties of onomatopoeia: direct and indirect. D i- 
I So °.n 0 m a t o p o e i a is contained in words that im itate natu- 
tia n ’ as ding-dong, buzz, bang, cuckoo, tintinabulaiion, mew, ping- 
| f ,h roa/’ and tlıe like.
fHi ;eSe Worcls have different degrees of imitative quality. Some of 
E  ^ e d i a t e l y  bring to mind whatever it is that produces the sound.
I ^  "
I 2 Communication in Poetry.— “Word”, vol. 17, No. 2, 1961, p. 212.
I 3 mePHaK B. J I io a h  h  nojıotteHH*. — «HoBbin m h p » ,  1967, M., JY° 1, c. 219.' 
fk, i ( w es> D ell H . Some of English Sonnets,— In: “Style in Language”, ed. Th. Se- 
I  P- 112.



Others require the exercise of a certain amount of jmagination to de- 
cipher it.

Onomatopoetic words can be used in a transferred meaning, as for 
instance, ding-dong, which represents the sound of bells rung continu- 
ously, 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 RO W  O P E N S ON B IL L , both meanings are implied.
I n d i r e c t  o n o m a t o p o e i a  is a combination of sounds 

the aim of which is to make the sound of the utterance an echo of its 
sense. It is sometimes called “echo-writing”. An example is:

‘And the silken, sad, uncertain rustling of each purple cur- 
ta in ’ (E. A. Poe),

where the repetition of the sound [s] actually produces the sound of the 
rustling of the curtain.

Indirect onomatopoeia, unlike alliteration, demands some mention 
of what makes the sound, as rustling  (of curtains) in the line above. 
The same can be said of the sound [wl if it aims at reproducing, let us 
say, the sound of wind. The word wind must be mentioned, as in:

“Whenever the moon and stars are set,
Whenever the wind is high,
All night long in the dark and wet
A man goes riding by.” (R. S. Stevenson) —

Indirect onomatopoeia is sometimes very effectively used by re- 
peating wot*ds which themselves are not onomatopoetic, as in Poe’s 
poem “The Bells” where the words tinkle and beils are distributed in 
the following manner:

“Silver bells... how they tinkle, tinkle, t ink le”

and further .
“To the tintinabulation that so musically welis 
From the bells, bells, bells, bells,
Bells, bells, bells —
From the jingling and the tinkling of the bells.”

Alongside obviously onomatopoetic words as tinkle, tintinabulatioıı 
and jing ling  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, 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 Sou- 
they in his poem “How the Water Comes down at Ladore.” The ti t le  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 ol wörds 
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

Apt A lliteration’s Artful Aid.
Charles Churchill

A l l i t e r a t i o n  is a phonetic stylistic device which aims at im- 
parting 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 I 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 tlıe music of nıild-minded melancholy;
To muse and brood aııd live again in ıııemory.”



Therefore alliteration is generally regarded as a musical accompa- 
niment of the au thor’s idea, supporting it with some vague emotional 
atmosphere which each reader interprets for himself. Thus the repeti- 
tion of the sound [dj in the iines 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 r ’literation, 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 tha t  gieam through the 
gloom of t.he gloaming when ghosts go aghast.”

When the choice of words depends primarily on the principle of alli- 
teration, exactitude of expression, and even sense may suffer. But when 
used sparingly and with at least some slight inııer 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 Engiish poetry alliteration was one of the basic principles of verse 
and coıısidered, 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. Thus, in Beowulf:

Fyrst forö 3ewat: flota wəes on yöum,
* bät under beor3e. Beornas ^earwe 

on stefn sti^on: streamas wundon, 
sund wiö sande; sec^as bəeron 
on bearm nacan beorhte frəetwe...

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 io another, aiii teration.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 essentia! resemblance structural- 
ly between allicciation and rhyme (by the repeıition of the same sound) 
and also functionally (by communicating a consolidating effect). Alli- 
teration is therefore sometimes called initial rhyme.

The traditions of folklore are exceptionallv stable and a ll i te ra tion  
as a structural device of Old English poems and songs has shown remark- 
able 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:.
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and Sensibility” (Jane Austin); “Pride and Prejudice” (Jane 
Se^ “The School for Scandal” (Sheridan); “A Book of Plırase and

pa
İRhyme

0 e is the repetition of identical or similar terminal sound
:’^ in a t i°ns of words'

°° ?!’ vming words are generally placcd at a regular distance from each
i  ^  jn verse they are usually placed at the end of the corresponding
o t h e r -

ünefjentity anci particularly similarity of sound combinations may be 
|  l . , e For instance, we distinguish between f  ıı 11 r h y t r ı e s  and
■ r 0r n p ^ e t e  r h y m e s. The full rhyme presupposes identity 
^ f th e  v°wel sound and the following consonant sounds in a stressed 
° lla b le , as İn m ight, right; needless, heedless. When there is identity 
6f the kressed syllable, including the initial consonant of the second 
^vllable (in polysyllabic words), we have exact or ideııtical rhymes. V

Incomplete rhymes present a greater variety. They can be divided 
into tw° nıain groups: v o w e l r h y  m e s and c o n s o n a n t
r h y m e s . In vowel rhymes the vowels of the syllables in corresponding 
w o r d s  are identical, but the consonants may be different, as in flesh— 
f r esh-—press. Consonant rhymes, ön the contrary, shovv concordance in 
consonants and disparity in vowels, as in w orth—fo rth ; ta le—too l— 
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— forgofem— shot him. Such rhymes are called compound 
or broken. The peculiarity of rhymes of this type is tha t  the combina- 
tion of words is made to sound like one word— a devicewhich inevitably 
gives a colloquial and sometimes a humorous touçh to the utterance.

{Compound rhyme may be set against what is called e y  e-r h y  m e, 
jwhere the letters and not the sounds are identical, as in love— provejtood—- 
\orood, have—grave. It follows therefore that whereas compound rhyme is 
Iverse^d  *n readin2 a i°ud, eye-rhyme can only be perceived in the written

Many eye-rhymes are the result of historical changes in the vowel 
itsU?f ıİn certain positions. The continuity of English verse manifests 

ü also in retention of some pairs of what were once rhyming words.
. °n the analogy of these pairs, new eye-rhymes have beencoined and 

nıodel now functions alongside ear-rhymes. fy jur.tw t
er^,CCording to the way the rhymes are arranged within the stänza, y 

ln models have crystallized, for instance: 
his CouP^ets — when the last words of two successive lines are rhymed.

2 commonly marked aa.
• tr,ple rhymes— aaa

' r.



There is still' another variety of rhyme which is called i n t e r n a l  
r h y  m e. The rhyming words are placed not at the ends of the lines 
but w ithin 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.” (Poe)

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 func- 
tions: d i s s e v e r i n g , on the one hand, and c o n s o l i d a t i n g , 
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 aa rhymes the consolidating function 
is rather conspicuous. In aabaab rhymes the rlıyming words bb may 
not immediately reveal their consolidating function.

The dissevering function of internal rhyme makes itself feit in a 
distinctive pause, which is a natural result of the longer line. This qual- 
ity 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 änd he may lose the thread of the discourse.

Rhythm
{ R h y  t h m  exists in all spheres of human activity and assumes 

multifarious forms. It is a mighty weapon in stirring up emotions what- 
ever its n'ature or origin, whether it is musical, mechanical, or symmetri- 
cal, as in architecture.

The most general definition of rhythm may be expressed as follows:
“R hythm  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 D ictionary).

Rhythm  can be perceived only provided that there is some kind 
of experience in catching the opposite elements or features in their cor- 
relation,. and, (vhat is of paramount importance, experiencein catching 
the regularity of alternating pa t terns,\R hythm  is primarily a p e r i o- 
d i c i t y, whieh requires specification as to the type of periodicity. 
According to some investigations, rhythmical periodicity in verse “re- 
quires intefvals of about three quarters of a second between successiv.e 
peaks of periods.” 1 It is a deliberate arrangement of speech into regularly 
recurring units intended to be grasped as a definite periodicity which 
makes rhy thm  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

. 1 De Groot, A . W. The Description of a Poem. Proceedings of the N inth Internation- 
al Congress of Linguists. Mouton L. C., 1964, p. 298.
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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 segment- 
ing 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 rhythmi- 
cal units, but he can certainly acquire a feeling for rhythm if he trains 
his ear.

Rhythm in language necessarily demands oppositions that  alter- 
nate: 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 
alternatioııs. ln  this connection De Groot writes:

“It is very strange indeed that deviations from the theme 
(i.e. the accepted kind of periodicity, / .  G.) in separate lines 
(called irregularities of the line) have been looked upon as de- 
ficıencies of the poem by such eminent scholars as Jespersen and 
Heusseler. On the contrary , they are indispensable, and 
have both a formal and expressive function. Harmony is not only 
a m atter of similarity, but also of dissimilarity, and in good 
poetry, irregularities of lines are among the most important 
features of the poem both in their formal and their expressive 
functions. Actually, the beauty of a poem is less dependent upon 
the regularities than upon the irregularities of the poem.” 1

Academician V. M. Zirmunsky suggests that  the concept of rhy thm  
should be distinguished from tha t  of metre. M  e t r e is any form of pe- 
riodicity in verse, its kind being determined by the character and num- 
ber of syllables of which it consists. The metre is an ideal phenomenon 
characterized by its strict regularity, consistency and unchangeability.2 
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 ac- 
cented verse— by the numtjer of stresses in a line. In prose— by the alter- 
nation 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 interactioıı between the ideal metrical law and the natural 
phonetic properties of the given language material.” 3 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 pptential variety of poetic material.

This trend in literature justifies all kinds of deviations from the met- 
rical scheme as well as the dissimilarity of stanzas; it favours enjambment 
(see p. 257) because it violates the monotonous concurrence of the rhyth-

1 Ibid., p. 300. *
2 See: M upM i/H C KU ä B. M . B B e ^ e H H e  b M e T p m < y .  JI., 1925, c. 40.



mical and syntactical units of the metrical systern; it makes ample use 
of imperfect rhymes, inasmuch as they violate the trivial exactness of 
sound correspondence. It follows then that the toncept 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 t.he 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 dicho- 
tomy is perceived in the simultaneous materialization of the orthodox 
and free patterns of metrical alternation. J .  Middleton Murry states:

“In order that  rhythm ic 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 in- 
tellectual suggestion of the words, is the most delicate work 
imaginable.” 1

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, /. G.) is not made conspic- 
uous. This is not a recitation. The form with its self-admiration 
does not overshadow theconten t,  which is infathom ableandchaste. 
It is an cxample of sublime poetry which in its finest examples 
has always the simplicity and freshness cf prose.” 2

V. Mayakovskv framed thiş idea in poetic fonn. “R hythm ”, he writes, 
“is the foundatioıi of every poetic work, and passes through it like a 
clamour.” And further, “I get my metre by covering this clamour with 
words.”3 The Russian poet A. Blok said that the poet is not one who writes 
verses, but the bearer of rhythm.

Verse did not become entirely divorced from music when it began to 
live as an indc pendent) form of art. As is known, verse has its origin in 
song; but still the musical element has never been lost; it has assumed a 
new form of existence— rhythm.

It  follows then that rhythm is not a mere addition to verse or emo- 
tive prose, which also has its rhythm, and it must not be regarded as 
possessing “phonetic autonomy amounting to an ‘irrelevant tex tu re ’, 
but has a meaning.”4 This point of view is now gaining ground. Many 
attempts have been made to as.cribe meaning to rnythm and even to 
specify different meanings to different types of metre. This is impor- 
tant, inasmuch as it contributes to the now-prevailing idea tha t  any 
form must make some contribution to the general sense. Rhythm  in- 
tensifies the emotions. It also specifies emotions. Somestudents of rhythm  
go so far as to declare that “...one obviöus agency for the expressiorı

1 M urry, J . M iddletotı. The Problem of Style. Ldn, 1961, p. 86.
2 nacmepnaK E. «JInTepaTypHan M ocKBa», 1956, c . 798.

^3 B/ıaduMup MafiKoecKuä. n o j ın o e  c o ö p a n n e  c o iih h ch h h  b 13 Towax, 1959, t .  12, 
ç r  100 h 102.

4 Hanxm, V. M . M etre  an d  M ea n in g . P M L A , 1954, No. 4, p . 700.



k  ı0 js surely metre” 1 and that “... the poet’s attitude
t ’s) 3 tt 'tu reflected in hls manipulation— sometimes his dis- 

%{s (a.p:s reader„ l
1 nf jrıetre- onl ^he ideal metrical scheme is an inherent quality
f f ^ d^°e rğ erıce 3 The range of divergence must, however, have its 
f s o  jn VerS0’fronı t’hc metrical theme are free within the given
] r b y V i atİOnS but they cannot go beyond that frame lest the rhyth- 
tnits- f varia i‘onu’u  be destroyed. Permissible deviations from the given 
r l  pattern T m  o d i f i c a t i ° n s  of the rhythmical pattern. Some
İ  , are ca cn freauently in classical verse that they become, as it
f th e m  ° ' f aents of the rhythm.
me, . v j0iations of the metre take root,” writes R. jakobson,
H  ' thenıselves become rules...” and further,
[ these are allowed oscillations, departures within the lim-
I . . of the law. In British parliamentary terms, it is not an

S osition to its majesty the metre, but an opposition of its majes-

1 ty?4
J . already been pointed out that if rhythm is to be a stylistio 
Lt Jorv °ne thing is required— the simultaneous perception of two 
»  trasti'ng phenomena, a kind of dichotomy. Therefore rhythm in  verse 
f a n  SD  is defined as a combination of the ideal metrical scheme and 
ĥe varlatlons of it, variations which are governed by the s tan d a rd .5 

i There are, however, certain cases in ve'rse where no departures are 
l̂lowed and the rhythm strikes the ear with its strict regularity. These 

Lre cases where the rhythm contributes to the sense. Thus in Robert 
J’outhey’s “How the Water Comes Down at Ladore” (see p. 126) the rhythm 
jtself is rneant to interpret the monotonous roar of the waterfall; or 
|n Edward Lear’s poem “The Nutcrackers and the Sugar-tongs” where 
jhe rhythm reproduces the beat of galloping horses’ 'feet, or in march 
ıhythm where the beat of the lines suggests a musical foundation. In 
;hort, wherever there is a recognizable semantic function of the rh y th m  

pw, :f any, deviations are evident.
t, Rhythm reveals itself most conspicuously in music, dance and verse. 

e haye so far dealt with verse because the properties of rhythm in 
nguage are most observable in this mode of communication. We 
a 1 now.proceed to the analysis of rhythm in prose, bearing in mind 

>n ı essent,a  ̂ properties of prose rhythm are governed by the same 
<  ,era‘ rules, though not so apparent, perhaps, as in verse, and falling
■ f,r (mferent parameters of analysis.
İBst' t ^as keen saıct anct w r*tten about rhythm in prose. Some in- 
I F | g a b r s, jn attempting to find rhythmical patterns of prose, super-

2 mtn, V. M . Op. c it., p. 706.
J 3 p  ̂ * p-. 709-710.
1 (>r the_kinds of metre and the deviations from it see the clıapter on Language of

4 . P• 252.
5 JpW son , R. Linguist'ics and P oetics.— In: “Style in Language”, p. 364.

t A. Riclıard’s statem ent that “The ear ... grows tired of strict regularity,
rart;1 ı ın recognizing behind the variations the standard that still governs them” 
. Ca' Criticism, p. 227).



impose metric?l measures on prose and regard instances which do not 
fall under the suggested metrical scheme as variants. But 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.” 1 The unit of measure in prose, however, 
is not the syllable but a structure, a wo'rd-combination, a sequence of 
words, tlıat is, phrases, clauses, sentences, even supra-phrasal un its .2 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 favoured by some poets, has its 
s ign ificanceintheacuteoppositionof the two modes of expression: rhyth- 
mical versus arhythmical.

The most observable rhythmical patterns in prose are based on the 
use of certain stylistic syntactical devices, namely, enumeration,' re- 
petition, parallel construction (in particular, balance) and chiasmus. 
The beginning of Dickens’s “A Tale of Two Cities” (see p. 223) 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 r 
ihough when the passage is. read aloud, the rhythm is clear.

“The high-sloping roof, of a fine sootj pink was almost Dan- 
ish, and two ‘ducky' little  windows looked out of it, giving an im- 
pression 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 simil^r word-combinations and 'therefore create the rhythm.

As a good example of oscillating prose rhythm hardly dissectable 
into rhythmical units is the following excerpt from Somerset Maugham’s 
“The Painted Veil”:

“Walter, I beseech you to forgive me,” she said, leaning over 
him. For fear that  he could not bear the pressure she took care 
not to touch him. ‘T m  so desperately sorry for the 'w rong I did 
you. I so bitterly regret it.”

1 Jakobsotı R . Op. c it., p. 3G0.
2 See a very interesting article by V. M. Zirmunsky oıı rhythmic prose, in “To Honor 

R..Jakobson”, Mouton, 1967.
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He said nothing. He did not seem to hear. She was obliged 
to  insist. It seemed to her strangely that his soul was a fluttering 
m oth and its wings were heavy with hatred.

“Darling.”
A shadow passed over hi’s wan and sunken face. It was less 

than a movement, and yet it gave all the effect of a terrifying 
convulsion. She had never used that word to him before. Per- 
haps in his dying brain there passed the thought, confused and 
difficultly grasped, that he had only heard her use it, a common- 
place of her vocabulary, to dogs, and babies and motorcars. Then 
something horrible occurred. She clenched her hands, trying with 
all her might to control herself, for she saw two tears run slowly 
down his wasted cheeks.

“Oh, my precious, my dear, if you ever loved me— I know 
you loved me and I was hateful— I beg you to forgive me. I ’ve 
no chance now to show my repentance. Have mercy on me. I be- 
seech you to forgive.”

She stopped. She looked at him, all breathless, waiting passion- 
ately for a reply. Slıe saw that he tried to speak. Her heart gave 
a great bound.”

The long passage is necessary in order that the fluctuating, rhyth- 
micaİ pattern of both the au thor’s and the character’s speech might 
be observed. The most obvious rhythmical unit here is the structural 
s im ila r i ty 'o f  the sentences. The overwhelming majority of the senten- 
ces are short, simple, almost unextended, resembling each other in 
structural design:— ‘He said nothing’, ‘He did not seem to hear’, ‘She 
was obliged to insist’, ‘A shadow passed over his wan and sunken face’, 
‘She had never used that word to him before’, ‘She saw that he tried 
to speak’, ‘Her heart gave a great bound’.

Likewise the character’s speeciı is marked by the same feature— 
the sentences are slıort, sinıple, resembling each other in their structural 
design:— ‘Walter, I beseech you to forgive me’, ‘I beg you to forgive 
m e’, ‘I ’ve no chance now to show my repentance’, ‘I beseeclı you to for- 
g ive’ and earlier ‘I ’m so desperately sorry... I so bitteriy  regret i t . ’

But it is not only the repetition of the structural design of the sen- 
tences tha t  makes the rhythm: there are other elements contributing 
to it. W ith the increase of emotional tension the author almost slips 
into the iambic rhythm  of blank verse. Dramatic feeling demands reg- 
ular rhythm. As the emotion becomes tenser, the rhythmical beat 
and caderice of the words becomes more evident. Mark the sentence 
wlıich begins with ‘Perhaps iıı his dying b ra in .. . .’ Here a kind of met- 
rical rhythm can easiiy be discerned—

“there passed the thought confused and
t I . . 1 I ı I .

th a t  he had only heard her use it, . . .
u |  U — [ w — | KJ — I



and so it goes on until the phrase “then something horrible occurred »> 
Of course this inter-correlation of the rhythmical units in the passagJ 
is open to discussion. There may be various delivery instances. In thi! 
connection R. Jakobson says that “a variation of verse instances withi^ 
a given poem must be strictly distinguished from the variable deliverv 
instances.” 1

Indeed, almost any piece of prose, though in essence arhythmical 
can be made rhythmical by isolating words or sequences of words and mak’ 
ing appropriate pauses between each. In order to distinguish the variable 
delivery instanc.es of an utterance from its inherent structural and se- 
mantic properties, it is necessary to subject the text to a thorough anal- 
ysis 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 modificatior.s 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 ‘Ju n e’s T rea t’ a passage 
from which is given later (see p. 266).

It must be noted tha t the irruption of prose into a metrical pattern 
is generally perceived . as annihilation of rhythm, whereas the intro- 
duction 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 essen- 
tial property of prose, whereas it is essential in verse. Prose is the oppo- 
site 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.

* Jakobson> R. Op. c it., p. 365.



P A R T  IV

i E X I C A L  e x p r e s s i v e  m e a n s  a n d  s t y l i s t i c

D E V İ C E S

A INTENTI0NAL MIXING OF T^lE STYLISTIC ASPECT OF WORDS

Heterogeneity of the component parts of the utterance isj the basis 
'for a stylistic device called b a t h  os. Unrelated elem ents 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 
ünked together, the elements acquire a slight m odification of meaning, -

^ “"“Sooner shall h'eaven 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 colloqııial expressions— ‘For God’s sake; you rascal; 
Iıelp me down below’, ‘this curst vessel pitches so’. This produces an 
effect whiclı serves the purpose of lowering tlıe loftiness of expression, 
ınasmuch as there is a sudden drop from the elevated to the commonplace 
°r even the ridiculous.

As is seen from this example, it is not so easy to distinguish whether 
the device is mo.re linguistic or more logical. But the logical and lin- 
guıstic are closely interwoven in problems of stylistics.

Another example is the following—
“But oh? ambrosial cashl Ah! who would lose thee?
When we no more can use, or even abuse tlıee!”

(“Don Ju an ”)

Ambrosial is a poetic word meaning ‘delicious’, ‘fragrant’, ‘divine’. 
^ash is a common colloquial word meaning ‘money’, ‘money that a per- 
s°n actuaily has’, ‘ready money’.

Wbenever Iiterary words come into collision with non-literary ones 
here arises incongruity, which in any style is always deliberate, inas-



The following sentence from Dickens’s “A Christmas Carol” illust- 
rates with what skill the author combines elevated words and phrases 
:and common colloquial ones in order to achieve the desired iınpact 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 un- 
hallowed 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 Countrıjs (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 read- 
er. 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 
A nd also for the biscuit-casks and butter.”

f  The copulative conjunction and as well as the adverb also suggest the , 
hWıogeneity. of the concepts those who perıshed 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 .a t  least two inferences: j

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

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

M t  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 conno- 
tation, are more appropriate when used to refer to people— and are 
out of place when used td refer to food. The every-day-Iife 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 

. J he fjrst an4-strengthens the effect of the secönd..
The implications and inferences drawn from a detailed and metic- 

: ulous analysis of language means'and stylistic devices can draw addi- ' 
$  tional information from the communicätion. This kind of implied meaning / 
fe  is derived not directly from the words but from a much finer analysis j  

called- s u p r a l i ı ı e a r  or s u p r a s e g ı n e n t a l .
— Almost of the same kind are the following lines, also from Byron:

“Let us have wine and women, mirth and laughter,
Sertnorıs and soda-water— the day after.”

Again we have incongruity of concepts caused by the heterogeneity
: of the conventioııally paired classes of thiııgs in the first line and the
|aHiterated unconventional pair in the second(Jine. It needs no proof



that  the words sermons and soda-water are used metonymically here 
signifying ‘repentance’ and ‘sickness’ correspondingly. The decoded 
form of this utterance will thus be: “Let us now enjoy ourselves in spite 
of consequences.” But the most significant item in the linguistic anälysis 
here will, of course. be the identical formal structure of the pairs 1. wine 
and women; 2. mirth and laııghter and 3. sermons and soda-water. The sec- 
ond pair consists of words so closely related that  they may be considered 
almost synonymous./This affects the last pair and makes the words 
sermons and soda-water sound as if they were as closely related as the words 
in the first two pairs. A deeper insight into the author’s intention may 
lead the reader to interpret them as a tedious but unavoidable remedy 
for the sins committed. • :

Byron especially favours the device of bathos irı his “Don Ju an .” 
Almost every stanza contains ordinarily unconnected concepts linked 
together by a coordinating conjunction and producing a mocking ef- 
fect or a realistic approach to those phenomena of life which imperatively 
demand recognition, no m atter how elevated the subject-matter may be, j

Here are other illustrations from this epoch-making poem:
“heaviness of heart or rather stomach
“There’s nought, no doubt, so much the spirit calms
As rum  and true religion”

“...his tutor and his spaniel”

“who loved philosophy and a good dinner”

“I cried upon my first vvife’s dying day 
And also when my second ran a w a y”

We have already pointed out the peculiarity of the device, that 
it is half linguistic, half logical. But the linguistic side becomes es- 
pecially conspicuous when there is a combinaticn of stylistically hetero- 
geneous words and phrases. Indeed, the juxtaposition of highly liter- 
ary norms of expression and words or phrases that must be classed 
as non-literary, sometimes low colloquial or even vulgar, will again 
uııdoubtedly produce a stylistic effect, and when decoded, will contrib- 
ute to the content of the utterance, oıten 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, darlingT  he 
retorted.”

The device is frequently presented in the structural model which 
we shall call heterogeneous enumeration (see p. 216).

R. INTERACTION OF DIFFERENT TYPES OF LEXICAL MEANING

Wcrds in context, as has been poiııted out, may acquire addition- 
al lexicai meanings not fixed in dictionaries, what we have called c o n- 
t e x  t u a l m e  a n i n g s .  |The latteı* may sometimes deviate from the
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dictionary meLiıing to such a degree tha t  the new mearrfng even becomes 
the opposite of the primary meaning, as, for example, with the word 
sophisticated (see p. 121). This is especially the case when we deal with 
transferred meaiungs.

What is known in linguistics as t r a n s f e r r e d  m e a n i n g \\ 
j  is practically the interrelation between two types of lexical meaning: a  
I dictionary and contextual. The contextual meaning will always dep en d y  | 

on the dictionary (logical) meaning to a greater or lesser extenty When 
the deviation from the acknowledged meaning is carrfed to a~3egree 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 ourmind, a sa  
lexicographical term signifying diachronically the development of the se- 
m antic 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 in- 
teract.

3. INTERACTION OF PRIM ARY DICTIONARY AN D CONTEXTUALLY IMPOSED
MEANINGS

The interaction or interplay between the primary dictionary meaning 
(the meaning which is registered in the language code as an easily recog- 
nized sign foı an abstract notion designating a certain phenomenon or 
object) and a meaning which is imposed on the word by a micro-context 
may be mainta'ijiäd along different linesrTOnf line is when the author 
identifies two oüjects which have nothiııg 'in  coınmon, 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. An- 
other 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 i)etween the two corresponding objects. A th ird  line is when a 
certain property or quality of an object is used in an opposite or contra- 
dictory sense.

The stylistic device based on the principle of identification of ' tw ö ’̂ J  
objects is called a m e t a p h o r .  The SD based on the principle of 1  
substitution of one object for another is called m e t o n y n ı y  and- 
the ŞD based on contrary concepts is called i r o n y.

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

Metaphor
The term ‘m etaphor’, as the etymology of the word reveals, nıeans 

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

th(

inJ
se<
ra

w:
in
is
m

(t
tl
tt
P'
t̂

r< 
. o

n
c

i 11 
t 
t 

f 
c 

\

183



i  nsference of meanmg from one word to another. It is still widely 
e tra jgsignate the process in which a word acquires a derivative me^n- 
ie^ tQUintilian ' remarks: “It is.due to the metaphor tlıat each thing 

ng- j:0 have its name in language.” Language as a whole has been figu- 
defined as a dictionary of faded metaphors.

^ ı  t ıls by transference of meaning the words grasp, get and see come to 
I  * ^ e  derivative meaning of understand. When these words are used 
a!h that meaning we can only register the derivative meaning existing 

the semantic structures of the words. Though the derivative meaning 
n letaphoricäl in origin, there is no stylistic effect because the primary
Laning is n0 lonSer felt- 

A metaphor becomes a stylistic dev itew hen  two different phenomena
[hings, events, ideas, actions) are simultaneousiy brought to mind by
he impositi°n of some or all of the inherent properties of one object on
he other which by nature is deprived of these properties. Such an im-
osition generally results when the creator of the metaphor finds in the
wo corresponding objects certain features which to Iıis eye have some-
hing in common.

The idea that metaphor is based on similarity or affinity of two (cor- 
esponding) objects or notions is, as I understand it, erroneous. The two 
jbjedsare identified and thefact that a common feature is pointed to and 
ınade prominent does not make them similar. The notion of similarity 
:an be carried on ad absurdum, for example, animals and human beings 
nove, 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, 
:he two objects will not necessarily cause the notion of affinity.
, Identification should not be equated to resemblance. Thus in the 
ollowing metaphor:
r ‘^ear Nature is the kindest Mother s till” (Byron) the notion Mother 
arouses in the mind the actions of nursing, weaning, caring for, etc., 
pereas the notion Nature does not. There is no true similarity, but there 
L a *ncl identification. Therefore it is b’etter to define nıetaphor as 
| power of realizing' two lexical meanings simultaneously.
L . ue to this power metaphor is one of the most potent means of creat- 
ly% »  An image is a sensory perception of an abstract notion alrea-
* Phen ^ m  the mnıcl- Consequently, to create an image means.to bring 
he eXg me[lon .from the highly abstract to the essentially concrete. Thus 
^oüghH §lven ab°ve where the two concepts Mother and Nature are 
)f ÂQ̂ t0gether.in the interplay of their  meanings, brings up the image 

The rL  materialized into but not likened to the image of Mother. 
^bodied* içati°n is most clearly observed when the metaphor is
°undst 0re!ther in an attributive word, as in pearly teeth, voiceless 
^ature a Predicative word-combination, as in the example with

But th d Mother-
r erceivec| f lclentification of different 'movements will not be so easily 
[erıtenCe; eeause there is no explanatory unit. Let us look at this

XI---- ± -J.



regular and orderly like the  mn eye of the writer to be
. tically  is th a t  our minri n m T ° Ve*men ln dancing. What Iıappens prac*
concrete, i .e  movement ( n f  m 7 °  Paraiiei iines: the abstract and the

Sometimes ^ e  Z c e s s o  i Z t . T ^  • and dancin* <a definite kind)’ 
is a metaphor embodied in a n a d v e rb ^ 011' Y 06 ^ 000^

The leaves fell sorrowfully.”

movement of a'human belno'fv ie a v e s . ‘s Probabiy identified with the 
swing their bodies or heads^to'Penencıng some kind of distress—people

“ Ä K S S Ä E Ä Ä Ş
an ° f fea‘-  °f "
, t eeeresem b ' ance. T h is id e a i ,U ^ ä ^ W Ä r t h ' s Ä

passive rninds^’’n ^ ieS m ° ^ 'ects in which no brotherhood existsto

morı featureCs°1n h e t lro g ä ^ s  ™bLdSP°Wer ° f P°e‘ findinS c<,m'

as J. M*5d” tonMİlr “ t h l X bB Ä ^ ed a-S •“  attempt t 0  be pre°‘Sei 
aesthetic character an$  Ä f t l Ş f Ä S

simpjy^cannot Hpln^p are k°und to be metaphorical; }'ou—s .
ces of the animate a n r i ıng affinities between all the previn- 

dnımate and ınanımate world.” 1

their degree^o f^unexD ect^n 0̂ dİ ,vices’ can be classified according to 
unexpected, i.e. are auite ımn0SSi - I  uUıS metaPhors vvhich are absolutely
Those which are commonly usedfn  Jhp T  Ca,,le^ e n u i n e  metaphors. • 
even fixed in dictionarie* f  speech and therefore are sornetimes
metaphors, or d e a d  m e tan h n r?PThSS1Ve ^ 63115 of ,anSuaSe are t r i t e  
ent. Genuine metaphors a r L e L İ  »  u  lity therefore is appar- 
ı. e. speech metanhnrc- f  ? belongıng to language-in-actıon,
system, i.e. languL e n ro n ^ 6 me aphors belong to the language-as-a* 
units of the langua^e ’ 30 3re usuaUy *ixed in dictionaries as

V. V. Vihogradov states:

an i n d f v S u a Ä r l / j * ı ‘S f 0 t .a eliehe • is an acf of establishing
Therefore a wotH m»? L °° • ‘‘ is an act of subjective isolation... 
imposes on the reaıipra L 'St"arrOW' subjectively enclosed, -it

non and its sem antic ties.” ? 6  Vİ6W ° f the ob,'eet or phen°me'

r t n  r i t  n  Ä S



m e  examples given above may serve as illustrations of genuine met- 
aphors. Here are some examples of metaphors that  are considered trite.

,  They are time-vvorn and well rubbed into the language: ‘a raıj of hope’, 
'floods of tears’, ‘a storrrı of indignation’, ‘a fligh t of fancy’, ‘a gleam  of 
m ir th ’, ‘a shadow of a sm ile’ 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 mean- 
ing, i.e. the meaning from which the metaphor is derived, with the 

. result th a t  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 (awaıj), as in “these misgivings gradually 
melted awaı/,” vve can stili recognize remnants of the original meaning 
and in spite of tlıe fact that tlıe meaniııg ‘to vanish’, ‘to disappear’ is 
already fixed in dictionaries as one of the derivative meanings, the pri- 
mary meaning still makes itself felt.

Trite  metaphors are sometimes injected with new vigour, i.e. their 
primary meaning is re-established alongside the new (derivative) mean- 

» ing. This is done by supplying the central image created by the meta- 
phor with additional words bearing some reference to the main word. 
For examj)le: “Mr. Pickwick bottled up his vengeance and corked it down.” 

verb to bottle up is explained in dictionaries as follows: ‘to keep^TiP 
j I check’ (“Penguin Dictionary”); ‘to conceal, to restrain, repress’ (“Cas- 

sell’s New English Dictionary”).,The metap'hor in the word can hardly be 
felt. But it is revived by the direct meaning of the verb tocorkdowtı. This i  
context refreshes the almost dead metaphor and gives it a second life/ 
Such metaphors are caljed s u s t a i n e d  or p r o l o n g  e d.i Here is 
another 'exämple o f 'ä  sustained metaphor:

“Mr. Dombey’s ctip of satisfaction was so fu ll  at this moment, 
however, tha t  he felt he could afford a drop or two of its contents, 
even to sprinkle on the dust in the by-path of his li tt le  daugh- 
ter.” (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 im- 
age— contributory images. Thus in the example given the vvord cup (of 
satisfaction) beiııg a trite  metaphor is revived by the following contrib- 
utory images: fu l l , drop, contents, sprinkle. I t  is interesting to note tha t  
the words conveying both the central irnage (thecup)  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. I t  
is this word tha t  helps us to decipher the idea behind the sustained met- 
aphor.

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 re-



quired image tn his mind. Let us take the following sentence fror^
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 imag^ 
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— th a t  of a captive beast— is suggested by the
[■ contributory images— fettered, struggles and h o w l s ------- :—------  — - J

metäphor is often defined as a compressed simile. But this de- 
finition lacks precision. Moreover, it is misleading, inasmuch a s th e  met- 
aphor aims at identifying the objects, while the simile aims at find- 
ing some point of resemblance by keeping the objects apart. That is why 
these two styiistic devices are viewed as belonging to two different group 
of SDs. They are different in the ir  linguistic nature.. _____

True, the degree of identification of objects or phenomena in a meta- 
phor varies acccrding to its syntactic functiorı 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 expres- 
sion and dress, whereas in the lines

“Yçt 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 Lıfe’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 con- 
cepts they aim at producing. ... -  —' - ——

/  Genuine metaphors are mostly to be found in poetry and emotive 
( prçse. Trite metaphors are generally used as expressivemeans in newspa- 

/ per articles, in oratorical style and even in scientific language. The use 
| of tr ite  metaphors should not be regarded as a drawback of style. They 

V help the writer to enliven his work and even make the meaning more con- 
crete.

There is constant interaction between genuine and tri te  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 fresh- 
ness through ;he process of prolongation of the metaphor.

Metaphors may be sustained not only on the basis of a trite  meta- 
phor. The initia m etaphor may be genuine and may also be developed 
through a number of contributory images so that the whole of the utte- 
rance becomes one sustained metaphor. A skilfully writteıı example of 
such a metaphor is to be found in Shakespeare’s Sonnet No. 24.



wjne eye hath play’d the painter and hath stell’d 
'j'hy beauty’s form in table of my heart;
My body is the frame whcrein ’tis held,

• Apt| perspective it is best pain ter’s art. |
por through the painter must you see his skill,
Xo find where your true image pictured lies;
W ' h i c h  in my bosom’s shop is hanging still, 
j h a t  hath his windows glazed with thine eyes. 
jsjow see what good turns eyes for eyes have done:
Mine eyes have drawn thy  shape, and th ine  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,
Thcy draw bııt what they see, know not the heart.

jh e  central image— ‘The eye— the painter’ is developed through a 
| ımber ol coııtı ibutory images: tu draw , lu stc.ll, tuble, franıe, hanging  
(picture) and the like. C.-v ;
r in conclusion it would be of interest to slıow tlıc results of the iııter- 
'action  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 stvlistics that in a sty- 
listic device the stability of the dictionary meaning is always retained, 

"no matter how great the influence of tlıe contextual meaning may be.

Metonymy -

M e t o n  y m y  is based on a different type of relation between 
the dictionary and contextual meanings, a relation based not on iden- 
tification, but on some kind of association connecting the two concepts 
which ttjese meanings represent.

Thus, the word crown may stand for ‘king or queen’, cup or glass
.t°r ‘the drink it contains’, woolsack for ‘the Chancellor of the Excheq-
| Uer who sits on it, or the position and dignity of the Lord Chancellor’,
le- S-, “Iiere the noble lord inclined his knee to the Woolsack.” (from Han- 
|sard).
_  £ $ eıe also the interrelation between the dictionaıy aııd contextual 
P eanings shouid stand out clearly and conspicuously. Oııly then can 
Jme state tlıat a stylistic device is used. Otherwise we must turn our 
Kuv lexicol°g ic^  problems, i.e. to the ways and means by which 
| aLU ,Words and meanings are coined. The examples of metonymy given 
the°Ve are traditional. In fact they are derivative logical meanings and 

L j . ore fixed in dictıonaries. However, when such meanings are includ- 
lsholn cl' ctl0nar’es» there is usually a label fig  (‘figurative use’). This 
lu Ws that the new meaning iıas not replaced the primary one, but, as 

^ r e ,  co-exists with it.
B$4



Still the n£w meaning has become so common, that it is easily pre- 
dictable and therefore does not bear any additional information, which 
is an indispensable condition for an SD.

Here are sonıe 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 establish- 
ment’, or for ‘the newspaper and periodical literature which is printed 
by the printing press’. The bench is used as a generic term for ‘magist- 
rates 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. c o n t e x t u a l  m e t on- 
y m y, is genuine metonymy and reveals a quite unexpected substitu- 
tion of one word for another, or one concept for another, on the ground 
of sorne 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 tlıe steps, preceded 
by a cöckcd hat and a Babyloniaıı collar.” (Dickens)

‘A cocked hät and a Babylonian coilar’ 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 exam pks 
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 mous- 

tachesland  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, tlıere is a definite implica- 
tion 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 ıf 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 tlıe true. mean- 
ing of the stylistic device. In both cases it is necessary to understand 
the words in their proper meanings fir^t. Only then is it possible to grasp 
the metonymy.

In the following example the metonymy 'grape' also requiresa broad 
context:

“And this is stronger than tlıe strongest grape 
Could e’er express in its expanded slıape.” (Byron)
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Metonymy and m et#Phor ^iffer alsö in the way they are deciphered. 
In  the process of d i s c l o s i t h e  meaniııg iınplied in a m e tap h o r , one image 
excludes the other, that  IS» , e metaphor ‘lamp in the ‘ Ihe sky lamp' of 
the n igh t’, when decipHere. ’ means them oon , and though there is a 
definite interplay of m ^ anın£s’ we Perceive only one object, the moon. 
This is not the case w i tn metonymy. Metonymy, while presenting one 
object to  our mind, does n°t  exclude the other. In the example given above 
the moıistache and the m ^ n himself are both perceived by the mind.

Many attempts have Ueen ma(Je to pin-point the types of relation which 
metonymy is based on- g theııı tlıe following are most commonr

1. A concrete thing uscd instead of an abstract notion. In this case
the thing becomes a syi11̂ 01 of ttıe n °tion, as in

“77ıe camp, the anct tlıe Ja)v
For rich m en’s s^ ns are ree' (Shelley)

2. The container in^teacl of the ^^inS contained:
The hall applaıı<lec*’

3. The relation of p**oximity, as i ° :
“The round gart^  was boisterous and happy.” (Dickens)

4. The material instead 01 the ^^*nS made of it, as in:
“The marble spo)ve>

5. The instrument which the doer uses in performing the action 
instead of the action o1 tne noer himself, as in:

“Well, Mr. W elKr ’ sa>? the gcntl’mn, you’re a very good whip, 
and can do what ^ou ^ ^ e wıttl your horses, we know.” (Dickens)
“As the sword is *he worst arSnment that can be used, so sh o u ld  
it be the last.” (Byron)

The list is in no w0^ complete. There are many other types of rela-
tions which m ay se rv e  ‘ls , f  1)asis 0̂1 metonyrny.

It must also'be nottfd tnat metonymy, being a means of building up 
imagery, generally coılLerns eoncrete objects, which are generalized. 
The process of geneı*ali^a on easüy carried out with the help of the 
definite article. Theref^re mstances of metonymy are very often used 
with the definite articl^’ ^ r ,w!th no aı"tiele at all, as iıı ‘T here  was per- 
fect sympathy between anct Pew”, where ‘P u lp i t ’ stands for the
clergyman and ‘Pew’ f^r e congreg ation.

This is probably du^ 0 that any definition of a word m ay
be taken for m etonym y’ nıasmuch as it shows a property or an essen- 
tial quäüty  of the con^eP ’ tnus disclosing a kind of relation between 
the thing as a whole aiJ a teature it which may be regarded as part
of it.

- Irouy -

/  r o n y  is a s t y l i s ^  device also based on the simultaneous reali- 
zation of two logical m^anın£s' dictionary and contextual, but the two 
meanings stand in opp0 10n each otller- ^ or example:

f



“It must be delightfııl 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 containfng the irony is strongly marked by intonation. It 
has an emphatic stlress and is generally supplied with a special melody 
design, unless the context itself renders this intonation pattern unnec- 
essary, as in the following excerpt from Dickens’s “Posthumous Papers 
of the Pickwick Club”:

“Never m ind,” said the stranger, cutting the address very 
short, “said enough— no more; smart chap that  cabman— han- 
dled his fıves well; but if I ’d been your friend in the green jem- 
my— damn me— punch his head— , Cod I would— pig’s whisper— 
pieman too,— no gammon.”

“This coherent speech was interrupted by the entrance of the 
Rochester coachman, to announce th a t . . .”

The word ‘coherent’, which describes Mr. J ingle’s speech, is incon- 
sistent with the actual utterance, and therefore becomes self-contra- 
dictory. In no other device where we can observe the interplay of the 
dictionary and contextual meanings, is the latter so fluctuating, sug- 
gestive, 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 humour, although they have very 
much in common. Humour 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 humour. 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 irohically may sometimes express very subtle, almost im- 
perceptible nuances of mea.ıing, as the word ‘like iıı the following lines 
from “Beppo” by Byron.

•

X L V II

I like o parliamentary debate,
Particularly  when ’tis not too late.

X L V III

I like the taxes, when they’re not too many;
I tike a seacoal fire, when not too dear;

I like a beef-steak, too, as well as any;
Have no objection to a pot of beer;

I like the weather, when it. is not rainy,
That is I İike two months of every year.



a d so G°<J save ^ 10 Regent, Church and King!
B h f j ı id 1 rneans that I like all anä everything.

first line the word ‘like’ gives only a slight hipt of irony. 
lp ntary debates are usually long! The word ‘debate’ itself sug- 

?arİia,rıejengthy discussion, therefore the word ‘like’ here should be 
Lgsts a  *th s o m e  reservation. In other words, a hint of the interplay be- 
|aken WQSitive arıd negative begins with the first ‘like’.
|\v2eI1  ̂-eCond use of the word ‘like’ is definitely ironical. No one would 

I c ted  to üke taxes. It is so obvious that no context is necessary 
le e*Pe the true meaning of ‘like’. The attributive phrase ‘when they’re 

nJany’ strengthem the irony.
; Byron uses the word ‘like’ iıı ıts literal meaniııg. ‘Like’ iıı 

H f?nations witlı '5030001 fire’ and ‘a beef-steak’ arıd with ‘two moııths 
I  erv year’ rnäintains its literal meanirıg, although in the phrase 

fl e the weather” the notion is very general. But the last line again 
ıJws that the word ‘like’ is used with an ironic touch, meaning ‘to like’ 
k  ‘to put up w ith ’ simultaneously.

Richard Altick says, “The effect of irony lies in the striking dispari- 
between what is said and what is m eant.”1 T h is“striking disparity” 

[achieved through the intentional interplay of two meanings, which 
, jn opposition to each other.
Another important observation must be borne in mind when analys- 
r the linguistic ııature of irony. Irony is generally used to convey 

Megaiive meaning. Therefore only positive concepts may be used in 
Heir logical dictionary meanings. In the examples quoted above, irony
■  embodied in such words as ‘delightful’, ‘clever’, ‘coherent’, ‘like’. 
‘|he contextual meaning always conveys the negation of the positive 

ıcepts embodied in the dictionary meaning.

interaction o f  p r i m a r y  a n d  d e r i v a t i v e  logical m e a n i n g s  

jStylistic Devices Based on Polysemantic Effect, Zeugma and Pun

■:s ls known, the word is, of all language units, tlıe most sensitive 
Ç arJSe; *ts meaning gradually develops aııd as a result of tiıis devejop- 

J J leu' mvaüiiıgs appear alongside tiıe primary one. Il is ııorrnal for 
^■*eveı-y vvord to acquire derivative meanings; sometimes the pri- 

has to m ake way for quite a rıew meaning which ousts

alre^H^ the  Pr°b lem of nonce-words and new meanings we 
re eadV stated the fact that  in the development of language units

|
f y ^ nstantly tec ingjhe  opposing concepts of permanence and ephem- 
n0n ome roeanings are characterized by their permanence, others, 
hey e'w°rds and contextual meanings, are generally ephemeral, 
lary PPear in some contexts and^vamsh leaving no trace in the vo-
■ the language. Primary and the derivative meanings are char-

^refcirP j

L t0 Critical Reading. N . Y., 1956, p. 270.



acterized by theit relative stability  and therefore are fixed in diction-
aries, tlıus constituting the semantic structure of the word.

The problem of polysemy is one of the vexed questions of lexicology. 
It is sometimes impossible to draw a line of demarcation between a de- 
rivative 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 polysemy vanishes unless it is 
deliberately retained for certain stylrstic purposes. A context that  does 
not seek to produce any particular stylistic effect generally materializes 
but one definite Jneaning.

However, when a word begiııs to manifest an .nterplay between the 
primary and one of the derivative rneanings we are again confronted with

where the key-words are intentionally made to reveal two or more mean- 
ings.

“Then hate me if thou wilt, if ever now.
Now while the world is bent my deeds to cross.”

The word ‘hate’ materializes several meanings in this context. The 
primary meaning of the word, according to the Shorter Oxford English 
Dictionary, is ‘to hold in very strong dislike’.. This basic meaning has 
brought to life some derivative meanings which, though having very 
much in common, still show söme nuances, special shades of meaning 
which enrich 'the semantic structure of the word. They are: 1) ‘to detest’;
2) ‘to bear malice to ’; 3) the opposite of to love (which in itself is not so
emotionally coloured as in the definition of the primary meaning: it
almost amöunts to being indifferent); 4) ‘to feel a repulsive a t t i tu d e ’. 
Other dictionaries fix such senses as 5) ‘to wish to shun’ (Heritage Dic- 
tionary); 6) ‘to feel aversion for’ (Random House Dİctionary); 7) ‘to 
bear ill-will against’; 8) ‘to desire evil to (persons)’ (Wyld’s Dictionary).

There is a peculiar interplay among derivative meanings of the w'ord 
‘hate’ iıı Sonnet 90 where tlıe lamentation of the poet about the calam- 
ities which had befallen him results in his pieadiııg with his beloved. 
not to leave him in despair. The whole of the context forcibly suggests 
that there is a certain interaction of the following meanings: 2) ‘to bear 
malice’ (suggested by the line ‘join with the spite of fortune’)— 4) ‘to 
feel a repulsive a tt i tude’— 5) ‘to wish to shun’ (suggested by the line 

|  ‘if thou wilt leave me do not leave me last’ and also ‘compared wil 
loss of thee’)— 7) and 8) ‘to desire evil and bear ill-will against’ (suggeste 
by the line ‘join with the spite of fortune’ and ‘so shall I ta s te th e  veı
worst of fortune’s m ight’). All these derivative meanings interwea^
with the primary one and this network of meanings constitutes a st 
listic device which may be called the p o l y s e m a n t i c  e f  f  e c

an SD.
Let us analyse the following example from Sonnet 90 by Shakespeare1

1 See: Galperin l .  R . An Essay in Stylistic  A nalysis. M., 1968, p. 25.



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 word ‘bent’ in the second line of the sonnet does not present any 
difficulty in decoding its meaning. The metaphorical meaning of the 
word is apparent. A contextual meaning is imposed on the word. The 
micro-context is the key to decode its meaning.

The past participle of the verb to beııd together with the verb to 
cross builds a metaphor the meaning of which is ‘to h inder’, ‘to block’, 
‘to interfere’.

The polysemantic effect is a very subtle and sometimes Iıardly per- 
ceptible stylistic device.. But it is impossible to underrate its significance 
in discovering the aesthetical 1 y pragmatic function of the utterance.

Unlike this device, the two SDs—Zeugma arıd Pun lie, as it were, 
on the surface. of the text.

Z e u g m a  is the use of a word in the same graınmatical but dif- 
ferent semantic relations to two adjacent words in the context, the se- 
mantic relations being, on the one hand, literal, and, on the other, trans- 
ferred.

“Dora, plunging  at . once into priuileged intimacy and into  
the middle of the rootn". (B. Shaw)

‘To plunge’ (into the middle of a room) materializes the meaııing 
‘to rush in to’ or ‘enter impetuously’. Here it is used iıı its concrete, pri- 
mary, literal meaning; in ‘to pluııge into priviieged intiınacy’ the word 
‘plunge’ is used in its derivative meaning.

The same can be said of the use of the verbs ‘s ta in ’ and ‘lose’ in the 
following lines from Pope’s “The Rape of the Lock’’:

“.. .W hether the Nymph 
Shall stain her Honour or her new Brocade 
Or lose her Heart or necklace at a Ball.”

This stylistic device is particularly favoured in Englislı emotive 
prose and in poetry. The revival of the original meanings of words must 
be regarded as an essential quality o f -any~~work in the belles-lettres 

Ttyie. A good writer always keeps the chief meanings of words from fad- 
ing away, provided the meanings are worth being kept fresh and vig- 
orous.

Zeugma is a strong and effective device to m ain ta in  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 geııtility ; and Dot’s 
' ......hut her aclive litıie J ' c e l (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 ‘s tand ’ are simultaneously expressed, 
one primary and the other derivative.

T h e p u n is another stylistic device based on the interaction 
of two well-known meanings of a word or phrase. It is difficult do draw 
a hard and fast distinction between zeugma and the pun. The only re- 
liable distinguishing feature is a structural one: zeugma is the reali- 
zation of two meanings with the help of a verb which is made to refer 
to different subjects or objects (direct or indirect). The pun is more 
independent. There need not necessarily be a word in the sentence to 
which th e  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, some- 
times even as.large as a whole work of emotive prose. Thus the ti t le  of 
one of Oscar W ilde’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 anoıher example of a pun where a larger context for its real- 
ization is used:

l“Bow to the board,” said Bumble. Oiiver 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 offici- 
als with functions of administration and management and ‘board’ as 
a piece of furnituıe (a table) have become two distinct words. x.

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 spe- 
culations in emotive prose. Men-of-lettçrs are especially sensitive to  the 

k 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 ordi- 

narily perceived in their primary meaning but which in poetic diction 
begin to acquire some additional, contextual meaning. This la tter mean- 
ing sometimes overshadows the primary meaning and it may, in the 
course of time, cease to denote the primary meaning, the derived mean- 
ing establishing itself as the most recognizable one. But to deal with

1 We shali here disregard the difference between po i/sem y and homonymy, it being 
irrclevant, ıııo.'e cı less, for sty listic  purposes.
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____  . | ourselves in
■ T  pe m eans to leave the  domain of s tyüs t ics  and fin

, ,  i f f l K a Ä » •
In t taking delight in watching the snow fall on the 

the P° ^’js poem in the following words:
“The woods are lovely, dark and deep.

But I have promises to keep,
And m iles to go before I sleep,^
And m iles to go before I sleep.’

ThP word ‘promises’ here is made to signity two c° nceP ^ i ig ation.
• inus engagement to be fulfilled and 2) moraJ or 0f the poem 

Pr6The olural form of the word as well as the whole contex m a jn

rP convincing proof that the second of the two meanıngs k (to 
p in spite of the fact that in combination wıth the verb &

W  ’ a promise) the first meaning is more predictable. 
r  Here is another example. .

In Shakespearian Sonnet 29 there are the followıng lınes.

“When in disgrace with fortune and men s eyes,
I all alone beweep my outcast state,
And trouble deaf heaven with my bootless cries 

h ’ And think upon myself and curse my fate.”

Almost every word here may be interpreted in different sen^ /'are°™b- 
times the differences are hardly perceptible, sometimes 11 n > 
viously antagonistic to the primary meaning. . ,|.e word

But we shall confine our analysis only to the meaning ol anjngS 
‘cries’ which signifies both prayer and lamentation. I hese two '1 , heav- 
are suggested by the relation of the word ‘cries’ to ‘trouble dtj ^  
en’. But the word ‘cries’ suggests not only prayer and iameııu jeSpajr  ̂
also implies violent prayer and lamentation as if in deep 1 
almost with teärs (see the word ‘beweep’ in the second line oı 
°f the sonnet quoted). . .. n from '

It is very important to be able to follow the author’s intemj ^ jally  
manner of expressing nuances of meaning which are p° jajj 

Present in the sem antic structure of existing words. Those ' s ân(j
0 ^efine the suggested meanings of poetic words vvill never unt 

JPoetry because they are unable to decode the poetic language. ı 
\n various functional styles of language the capacity oı a |  ^erent 

M T " y  several meanings sim ultaneously manifests itself ın ^j^
. §rees. In scientific prose it almost equals zero. In poetıc s ) 

l l^ n  essential property. . . ~ style
is n ? observe the fluctuations of meanings in the belles-lett ^ ten- 
tin,- on^  important- for a better understanding of the purpose etj in 
thel writer, but also profitable to a l i n g u i s t ic scholaı eng »
[ s^udy of sem antic changes in words.
|İ52



Par t 
some

3. i s t e r a c t i o n  of  l o g i c a l  a n h
t r  ■ e m o t iv e  /m ean ingsThe general fiotıons concernıng em nf iu ,  ■

■t I, § 6— “Meaning from a S ty l is tic  P oin tnn fS\Jlave bee'n Set n * 
«*/«ıe additional information is necessarv fnr y ,evv” (p. 5 7 ) n  ut J*n
how logical and emotive meanings interact 3 tter understan ? VƏVer’

It *nust be c l e f t y  understood that the 1 • §  of
built iııto our miricfs and they arepresent th*i°g!caI and the p n w -  
we think of vari'ous phenomena of objectivp r J  / 2  different d e^ n i ,are
eJements is reflected in the composition 0f  v Z h  1 Y' The rati0  of fh n
sion. 1 verba/ chains, j.e fte two

Different emotlonal elements may  appear • exPres-
on its character ^nd pragmatic aspect m e u t terance ,

The emotional elements of the langUag& h deP^nding
out and are constantly replaced by new onJ  / J ave a tendencv i 
worc/ dramatic and others). Almost any vvord m examPIes on D ım  Wf,ar 
iesser degree of emotiveness. This is due 10 f C(Ju,‘re a great*r 
evskyhas it, “The w rcl /s not only undersfoSd th a t• “ I  T0m °L a

There are words töe function of which i« /  ls aiso exoeripn 5 Jf’
reader or listener. \n such words emotiveness n arouse &noti0n in i 'u  * 
ty. There are also vvords in which the logical £,reva.JİS °ver inteilecf!, p6 
°usted. However, tJıese words express f e e h W  , u anL,n& ]'s almost Pn ]'
°ur m ind and therefofe they have a c q u i r e d • *  have passed f h tlrely  
In other words, emotiveness iıı language js a Jn teJiectuaI embnrli r0UgJ: 
consequently, our feelings are expressed not d i f  % °ry of 0llr m i n r L , '
>Ş, by passing through our m/nds. It is thereforf ,  w  but, ind‘rectly thai 
tıve  worcls have become the  recogni2ed symbol. nl 87 tbat «>me emo 
İ̂OJIS are, as it were, no t expressed d irectly  b u t r e f j  em o ti°ns; the  emo- 

“The se/ısory stage of cognition 0f o h ^ to '
tJıe basis of abstract thinking, jf  cr,ve rea lity  js nni. n .
the elem'ents of sensory s tim uli  in t0 fj]e accornPanies it h r i n J 1 y  
ing, and thus Jefin ing  the sensory g rouL ° cesl of  c°n cep t’ua / t h f n ^  
tiı? combination of sen so ry im a g IS a n d T  ° f he COncepts a 
act of t h in k in g ’’ » ^  3nd io§ JCai c°nceP ts •„ a Wê as

We shall try to distinguish between element 
em otive meaning in tbeir semantic structur*  f  . anSUage which h 
this meaning in the coniext under the in^ence^f ‘h°fe S q J to
some other more expressıve means in the utteran J yIistic devJce or 

A greater or lessef volum e of emotiveness m 
words which have em otive meaııing in their ^  ?  be d istin g u i^ h ^  ; 
highly em otive words are words charged w ith  p , s tructnre. The m n S  
extent that fhc logicoj meaning can hardly be ™ 0t/Ve m«n ing  Ä  
terjections and all kinds of exclamations. JV/ext co gIstered- These are i
—  - • me epiihets. «'n which we'

1 __ _ lll notıDtm/'VOn _1 Cm. T3K>Ke B M s i U  I V  '* '}Jc ıtiU ,yö t-.t\c ı> ı ^THJIHCTH i fa  JU

2 ToMaıueecKuü B . 3ü k  n n ca re jtfi. ^HTepaTVDHa J96J, c. 7̂
,  3 Ba6aııu,eea. B ■ B. 0  M p a w eıw n  b n3biKe B3ai,ü^n „ra3eTa», M  69 o 

aÖcTpaKT/fo/i CTyneHHMH h O ^ b h h h  ^eflcTBHTe/jbHocnf 4 e '!CTBHa Me>Kjıv’u7, H,0Hfl 195J . 

c' **3‘«  *

- f  1.WCI5

///• ^paHUyscKaü CTHÄHCTHifa. M., 1961, c  17 
nHcare^H- ♦•'İHTepaTypHaa ra3eTa», JVo 69* 

n R O BWpaWeHHH B H3bIKe B 3 a H M 0 ^ e H C T B H f l  --------- ’
o u f lM U  „ < ) 3 H a H H n  (IP Ä C T B D W .Ä L .
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can observe a kind of parity betvveen emotive and logical meaning. Thirdly 
come epithets of the oxymoronic type, in which the logical meaning 
prevails over the emotive but where the emotive is the result of the clash 
between the logical and illogical.

Interjections and Exclamatory Words

I n t e r j e c t i o n s  are words we use when we express our feelings 
strongly and vvhich may be said to exist in language as conventional 
symbols of human emotions. The role of interjections in creating emo- 
tive ıneanings has already been dealt with (see p. 67). 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; vvhereas a word- 
interjection will alvvays manifest a definite att i tude on the part of the 
speaker tovvards the problem and therefore have intonation. The pauses 

' betvveen vvords are very brief, sometimes hardly perceptible, where- 
as the pause between the interjection and the words that follow is so 
long, so significant that it may be equalled 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 inter- 
jeci,ions can be accounted for by the sudden transfer from the emotion- 
al to the logical or viceversa. Further, thedefin ite  intonation with which 
interjections are pronounced depends on the sense of the preceding or 
following sentence. Interjections have no sentence meaning if taken in- 
dependently.

Let us take some examples of the use of interjections:
Oh,  where are you going to, all you Big Steamers? (Kipling)

The interjection oh by itself may express various feelings, such 
as regret, despair, disappointment, sorrow, woe, surprise, astonish- 
ment, lamentation, entreaty and many others. Here it precedes a 
definite sentence and must be regarded as a part of it. It denotes the ar- 
dent tone of the question. The Oh here may be regarded, to use the ter- 
minology of 'theory of information, as a signal indicating emotional ten- 
sion 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:

“O/ı! but he was a tight-fisted hand at the grind-stone, Scrooge.”

The Oh here is a signal indicating the strength of the emotions of 
the author, which are further revealed in a number of device.s. mnctiv



syntactical, like elliptical sentences, tautological subjects, etc. The 
meaning of the interjection Oh 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 scörn.

So interjections, as it were, radiate the emotional element over the 
whole of the utterance, provided, of course, that they precede it.

I t  i% interesting to no te '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,* 
or example:

“0 ,  carve n o t  w ith  thy  horns . .  
“0 ,  Let me, true  in love, b u t . . . ’ 
“0, therefore,* love be of thyself. 
“0, let my books be, then, the..  
“0, then vouchsafe m e . . .”
“0, absence, w ha t  a to rm e n t . . .” 
“0 , no! thy love, though much.. 
“0, fearfui m e d i ta t io n . . .”
“0, if I say, you lo o k .. .”
“0, lest your true  lo ve . . .”
“0, know, sweet love . . .” 
uAh; do not, when my h e a r t . . . ”

(Sonnet 19) 
(21) 
(22) 
(23) 
(32) 
(39) 
(61) 
(65)
(71)
(72) 
(76) 
(96)2

r.

Interjections can be divided into p r i m a r y  and d e r i v a t i v e. 
Prim ary interjections are generally devoid of any logical meaning. De- 
r iva tive  interjections may retain a modicum of logical meaning, though 
this is always suppressed by the volume of emotive meaning. Oh\ Ah\ 
Bah\ Pooh\ Gosh\ Hush\ Alas\ 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!’, ‘H um bug!’ and many others of this kind are not interjec- 
t ions.as such; a better name for thermwould 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 ex.ımple, such words as 
terrible!, aw ful!, great!, wonderful!, splendid!, fi'.e!, man!, boy! With 
proper intonation arıd with an adequate pause such as follows an inter- 
jection, these words may acquire a strong emotional colouring and are 
equal in force to interjections. In that case we may say that some adjec- 
tives and adverbs have acquired an additional grammatical meaning, 
that of the interjection.

Men-of-letters, most of wlıom possess an acute feeling for words, their 
meaning, sound, possibilities, potential energy, etc.-, are always aware 
of the emotional chaıge of words in a context. An instance of such acute

1 See the analysis of the sonnet, pp. 259— 260.
2 It is interesting to note here tlıat out of the four interjections uşed by Shakespeare 

in h is sonnets (0 , Ah, olack (a las), ay) the interjection 0  is used forty-eight times, Ah  
.live tim es, alack — twjce, and ay  — twiçe.
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1 Id dotyK 
then ı? 

r scörrıl
ver ty

W  'nfi excerpt from Somerset Maugham’s “The Ra-
the ^ ^ ° 'Vconversation the word God is used iıı two differ- 

' Ŝ hei'e in u  lofifical meaning and then with the grammatical
I  gdfse first interjection:
» senses; f tHe ınterj

Used 
f  sestefı 
ctave.r

:

ess

of I t ’s a long arduous road he’s starting to trav-

ou

■ Ü 2  V* xn/on’ t .  İL 3 a  İ W“ S  U'- o ^ L C I I  tM .S tw n a v '

.<perlıaPs }J that at the end of it heMl find what he’s seeking.” 
jt rn^y ı o ”

buİw hat’s •! n r r u r r e d  to you? It seems to me that  in what he said
asrl'Vrated it Pretty plainly. God.” 

he s\\e cried. But it was an exclamation of incredulous 
“öö»* Qur use 0f the same word, but in such a different sense, 

surFri Sromic effect, so that we were obliged to laugh. But Isabel 
had a ı^tely grew serı0Lls again aııd I felt ın-her whole att i tude
SSthin* üke fear. '

nge in the sense of the word god is indicated by a mark of 
P16 t on by the use of the word ‘cried’ and the words ‘exclamation 
aIT1 Hulous surprise’ which are ways of conveying in writing the sense 
•Cd in the spoken language by the intonation. 

teriec tio n s always attach a definite modal nuance to the utterance. 
■"t is impossible to define exactly the shade of meaning contained 
given interjection, though the context may suggest one. Here are 
of the meanings that can be expressed by interjections: joy, delight, 

I üration, approval, disbelief, „astonishment, fright, regret, woe, 
latisfaction, ennui (boredom), sadness, blame, reproach, protest, 
or, irony, sarcasm, meanness, self-assurance, despair, disgust and 
ıy others.
Interesting attempts have been made to specify the emotions ex- 
sed by some of the interjections. Here are a few lines from Byron’s 
tı Juan” which may serve as an illustration:

“Äll present life is but an interjection 
An ‘O h’ or ‘A h’ of joy or misery,

Or a ‘Ha! ha!’ or ‘Bah!’— a yawn or ‘Pooh!’
Of which perhaps the latter is most true.”

 ̂ strong impression is made by a poem by M. Tsvetayeva «MojiBb» 
v“ ich three Russian interjections «ox», «ax» and «əx» are subjected 
_ poetically exquisite subtle analysis from the point of view of the 
rılngs these three nterjections may express. 

erjections, like other words in the English vocabulary, bear fea- 
jvhich mark them as b o o k i s h, n e u t r a l or c o l l o q u i -  

b Up °̂ > ah, Bah and the like are neutral; alas, egad (euphemism 
ith Hark are bookish x; gosh, why, well are colloquial. But

other words in any stratum of vocabulary, the border-line between 
,cf.ee groups is broad and flexible. Sometimes therefore a given in- 
•l0n nıay be considered as bookish by one scholar and as neutral

( arch^5  ̂ aFC somevvila* archaic'and used ıuoslly iıı poetical iaııguagc. Egad



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 att i tude of a writer to the things, ideas, events and 
phenomena he is dealing with, the ability of the reader to pin-point the 
emotional eleınent becomes of paramount importance. It is sometimes 
hidden under seemingly impartial description or narrative, and only 

f an insignificant lexical unit, or the syntactical design of an utterance, 
will re \^al the author’s mood. But interjections, as has been said, are 

| direct signals that the utterance is emotionally charged, and insufficient 
l attention on the part of the literary critic to the use of interjections will 
j- deprive him of a truer understanding of the w riter’s aims.

Tlıe Epithet ^  ***'

From the strongest means of displaying the writer’s or speaker’s 
emotional atti tude tb his communication, we now pass to a weaker but 

|  still forceful m eans— t h e  e p i t h'e t. The epithet is subtle and del- 
l  icate in character. It is not so direct as the interjection. Some people 
. even consider that it can create an atmosphere of objective evaluation, 

whereas it actually conveys the subjective a tt i tude of the writer, show- 
\ ing that he is partial in one way or another.

The epithet is a stylistic device based on tlıe interplay of emotive 
and logical meäning in an attributive word, phrase or even sentence 
used to characterize an object and pointing out to the reader, and fre- 

; quently imposing on him, some of the properties or features of the ob- 
|  ject with the aim of giving an individual perception and evaluation of 
l  these features or properties. The epithet is markedly subjective and 
I  svaluative. 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’, 
j lpale complexion’, 'lofty mountains’ and the like, the adjectives are 
j more logical attributes than epithets. They indicate those qualities of the 
l 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 
i  the objects described. They are subjectively evaluative.

The epithet makes a strong impact on the reader, so muclı so, that 
|  he unwittingly begins to see and evaluate things as the wrjter wants 

him to. Indeed, in such word-combinations as ldestructive charms’, 
İ  'glorious s ight’, 'encouraging smile’, the interrelation between logical 

R Nand emotive meanings may be said to manifest itself in different de- 
|j grees. The word destructive has retained its logical meaning to a consid- 
İ 'e rab le  extent, but at the same time an experienced reader cannot help 

&  perceiving the emotive meaning of the word which in this combination 
Irwill ’signify ‘conquering, irresistible, dangerous’. The logical meaning 
F of the word glorious in combination with the word siglıt has almost 
I  entirely faded out. Glorious is already fixed in dictionaries as a word
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' #
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 fact, it is sometimes 
difficult to draw a clear line of demarcation between epithet and logi- 
cal attribute. In some passages the logical a t tribu te becomes so strongly 
enveloped in the emotional aspect of the utterance that it begins to 
radiate emotiveness, though bv natııre it is logically descriptive. Take, 
for eixample, the adjectives green, ulıile, blue, loj'ty (but somehow not 
rourıd) in the combinations given above. In a suitable context they 
ınay all have a definite emotioııal impact oıı tiıe reader. Tlıis is prob- 
ably 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 n- 
t i c and s t r u c t u r a l .  Semantically, epithets may be divided into 
two groups: those a s s o c i a t e d  with the noun following and those 
u n a s s o c i a t e d  with it.

Associated epithets are those which point to a feature which is es- 
sential to the objects they describe: the idea expressed in the epithet is to 
a certain extent inherent iıı the concept of the object. The associated 
epithet immediately refers the ınind to the concept in question due to 
some actual quality of the object it is attached to, for instance, ‘dark 

»forest', ‘dreary m idnight', ‘careful attention', ‘unwearying research', ‘in- 
defatigable assiduity', ‘fantastic terrors', etc.

Unassociated epithets are attributes used to characterize the object by 
adding a feature not inherent in it, i.e. a feature which may be so unex- 
pected as to strike the reader by its novelty, as, for instance, lheart- 
burning smile’, 'bootless cries’, lsullen ea rth ’, '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 obscrve to wlıat 
degree the components of the combination are linked. When they are so 
closely linked that the component parts become inseparable, we note 
tha t  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 thesam egram m ati-  
cal category for the one given, we note what is called a free combination 
of words.

With regard to epithets, this division becomes of paramount impor- 
tance, inasmuch as the epithet is a powerfııl means for m akingthe  desired 
impact on the reader, and therefore its ties with tlıe noun are generally 
corıtextual. However, there are combinations in which the ties between 
the atlribute and the noun defined are very close, and the whole combina- 
ıion is viewed as a linguistic whole. Combiııations of th is ty p e  appear as 
a result of the frequent use of certain definite epithets with definite 
nouns. They become stable word-combinations. Examples are: ‘b'right 
face’, valuable connections’ 'sweet smile’, ‘unearthly beau*y’, ‘pitch dark- 
ness’, ‘thirsty deserts’, ‘deep feeling’, lclassic example’, ‘powerful influ-
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ence’, '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 a tti tude of the writer towards the 
thing described. But for this purpose the author does not create hisown, 
new, unexpected epi^hets; he uses ones that  have become traditional, and 
may be terrfted “language epithets” as they belong to the language-as-a- 
system. Thus epithets may be divided into l a n g u a g e  e p i t h e t s  
and s p e e c h e p i i h e t s .  Examples of speech epithets are: 'slavish 
knees’, 'sleeptess bay .’

The process of strengthening the connection between the epithet and 
the noun m ay sometimes go so far as to build a specific unit which does 
not lose its poetic flavour. Such epithets are called f  i x  e d. and are most- 
ly used in ballads and folk songs. Here are some examples of fixed epi- 
thets: 'true love’, 'dark forest’, 'sweet S ir ’, 'green wood’, ‘good ship’, 
'brave cavaliers’.

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

From the point of view of their c o m p o s i t i o n a l  structure 
epithets may be divided into s i m p l e, c o m p o u n d ,  p h r a s e 
and s e n t e n c e  e p i t h e t s. Simple epithets are ordinary adjectives. 
Examples have been given above. Compound epithets are built like com- 
pound adjectives. Examples are:
‘heart-burning sigh’, 'sylph-like figures’, ‘cloud-slıapen g ian t’,

. .curly-headed good-for-nothing,
And mischief-mcking moııkey from his b ir th .” (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 a s e e p i t h e t s .  A phrase and even a whole sentence 
may become an epithet if tlıe main formal requirement of the epithet 
is maintained, viz. its a t tr ibutive use. But unlike simple and compound 
epithets, which m a /h a v e  pre- or post-position, phrase epithets are always 
placed before the nouns they refer to.

An interesting observation in this respect has beeh ınade by O. S. Akh- 
manova. “The syntactical combinations are, as it were, more explicit, 
descriptive, elaborate; the lexical äre more of an indication, a h in t  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 w ay’.” 1

This inner semantic quality of the a ttr ibutive 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. 

r Here are some examples of phrase epithets:

}  Akhnıanova 0 . S . Lexical and Syntactical Collocations in Contemporary Eng- 
ish. “Zeitschrift für A nglistik und Am erikanistik”, M., 1958, Heft I, p. 19.
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“It is tlıis do-it-yourself, go-it-alone a tt i tude that has thus far 
held back real developmeııt of the Middle E as t’s river resources.” 
(jV. Y ' T . Magazine, 19 Oct., 1958.)

“personally I detest her (Gioconda’s) sınug, mystery-making, 
Come-hither-but-go-away-again-because-butter-wouldn't-melt-in-my- 
mouth expression.” (New Statesman and Nation, Jan. 5, 1957) 

“There is a sort of 'Oh-what-a-wicked-world-this-is-and-how- 
j-wish-/ -could-do-something-to-nıake-it-better-and-nobler' expression 
about Montmorency that has been known to bring the tears into 
the eyes of pious old ladies and gentlemeıı.” (Jerome K. Jerome, 

“Three Men in a Boat”)
“Freddie was standiııg in front of the fireplace with a lwelt- 

fhaVs-the-story-what-are-we-going-to-do-about-iV air that made him 
a focal point.” (Leslie Ford, “Siren in tlıe N ight”)

An interesting structural detail of phrase and sentence epithets is 
that they are generally followed by the words expression, air, attitude and 
others which describe behaviour 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 pur-

■ pose of decoding the effect of the communicatiön. It must be noted that 
plırase epithets are always hyphenated, thus pointing to the temporary 
structure of the compound word.

These two structural features have predetermined the functioning 
of phrase epıthets. 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 as- 
sume a new quality which is revealed both in the intonation pattern 
(4hat of an attribute) and graplıically (by being hyphenated). 

f / ^  Another structural variety of the epithet is the one which we shall 
/  term r e u e r s e d .  The reversed epithet is coınposed of two nouns linked 

in an o/-phrase. Thesubjective, evaluating, emotional element is embod- 
led not in the noun attribute but in tlıe noun structurally described, for 
exarııple: “the slıadow of a smile”; “a deuil of a job” (Maughaın); “...lıe 
srniled brightly, neatly, efficiently, a military abbreviation of a smile” ' ' 
^ rŞham Green); “A devil of a sea rolls in that bay” (Byron); “A little 
f ly in g  Dutchman of a cab” (Galsworthy); “a dog of a fellow” (Dickens); 
her brute of a brother” (Galsworthy); “...a long nightshirt of a m ack in - ) 

p ^ W l _(Cronin)_____ ____
. It will be observed that such epithets are metaphorical. The noun 
.° be assessed is contained in the o/-phrase and the noun it qualifies 
s a metaphor (shadow, devil, m ilitary abbreviation, F lying Dutchman, \ 

The grammatical aspect, viz. attributive relation between the j 
ernbers of the combinatiorı shows that the SD here is an epitlıet.

. has been acknowledged that it is sometimes difficult to draw a line 
demarcation between attributive and predicatiye relations. Some at-



■ tributes carry so rnuch inforrnatioıı that they may justly be considered 
1 bearers of predicati.veness. This is particularly true of tlıe epithet, espe-

cially genuine or speech epithets, which belong to language-in-action 
and not to language-as-a-system. These epithets are predicative in es- 
sence, though not in form.

On the other hand, some word-combinations where we have predic- 
ative relations convey so strongly the emotional assessment of the 
object spoken of, that in spite of their formal, structural design, the 
predicatives can be classed as epithets. Here are some examples:

'Fools that tlıey are’; ‘ Wicked as he is.’
| The inverted position of the predicatives ‘fools’ and ‘wicked’ as well 

as the intensifyinğ ‘that tlıey are’ and ‘as he is’ mark this border-line 
variety of epithet.

Soıne language epithets, in spite of opposition on the part of ortho- 
dox language purists, establish themselves in standard English as con- 
ventional symbols of assessment for a given period. To these belong words 
we have already spoken of like terrible, aw ful, massive, top, dramatic, 
mighty, crucial (see p. 66). , —  .

^ From the point of view of the d i s t r i b u t i o n  of the epitİıets^ 
r in the sentence, the first model to be pointed out is th e s  t r i n g  o f  e p  i- > 

t h e t s f  Irı his depiction of New York, O. Henry gives the foll'owing 
<str'inğ of epithets:

“Such was tlıe background of the wonderful, cruel, enchantirıg, 
bewildering, fatal, great city;”

Other examples are: a plunıp, rosy-cheeked, wholesome apple- 
faced young  woman (Dickens); “a well-matched, fairly-balanced 
give-and-take couple.” (Dickens)

As in any enumeration, the string of epithets gives a many-sided 
depiction of the object. But in this many-sidedness there is always a 
suggestion of an ascending order of emotive elements. 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 not.an epithet (young),
the culminating point is the last genuine epithet. The culminating point 
im-the above examples is at falal, apple-faced, and give-and-take.

\ /  Another distributional model i s t h  e t r a n s f e r r e d  e p i t h  e t. ^ 
|/T ran s fe r red  epithets are ordinary logical attributes generally describing ı 
I  the state of a human being, but made to refer to an inanimate object, for , 
I  example: sick chamber, sleepless pillow, restless pace, breathiess eagerııess,
1  unbreakfasted morning, merry hours, a disapproving finger, Isabel shrugged 
W \atı irıdifferent shoulder. —
p -  Äs may be seen, it is the force contributed to the attribute by its
Bposition, and not by its meaning, that hallows it into an epithet. The

■  main feature of the epithet, that of emotional assessment, is greatly 
1  diminished in this model; but it never quite vanishes. The meaning of 
ti  the logical attributes in such combinations acquires a definite emotional 
L çolourmg.
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language epithets as part of the emotional word-stock of the lan- 
e  have a tendency to become obsolescent. That is the  fate of many 
Jional elements in the language. They gradually lose their emotive 
t e  and are replaced by new ones whiclı, in their turn, will be re- 
Ed by neologisms. Such was the fate of the language epithet good-ncı- 
K. In the works of Henry Fielding this epithet appears very often, as, 
jexample, ‘a good-natured hole’, 'good-natured s ide’. The words vast 
I vastly were also used as epithets irı tlıe works of men-of-letters of 
llS th  century, as in 'vast ra ins’, 'vastly amused’.
|The problem of the epithet is too large and too significant to be fully 
llt with in a short chapter. Indeed, it may be regarded as the crucial 
[blem in emotive language and epithets, correspondingly, among the 
Jlistic devices of the language.
I l t  remains only to say that the epithet is a direct and straightforward 
|y of showing the au thor’s atti tude towards the things described, where- 
I other stylistic devices, even image-bearing ones, will reveal the aut- 
Ir's evaluation of the object only indirectly. That is probably why those 
Ithors who wish to show a seeming impartiality and objectivity in 
tpicting their heroes and describing evcnts ıısc few epithets. Realistic 
lıtiıors use epithets muclı more spariııgly, as statistical data have shown. 
loughly speaking, Romanticism, on the other hand, may to some extent 
e  characterized by its abundant use of epithets. In i 11 ustration we have 
kken at random a few lines from a stanza in Byron’s “Childe H aro ld’s 
nlgrimage”:

The horrid crags, by toppling  convent, crowned,
I The cork-trees hoar that clothe the shaggy steep,
I The mountain-moss by scorcfıiııg skies imbrown’d,
I The sıınken glen, whose sunless shrubs must weep,
I The orange tiııts tlıat gild tlıe greenest bough...

Oxymoron ~ 4-h T

I O x y m o r o n  is a combination of two words (mostly an adjec.tive
and a noun or an adverb with an adjective) in which the meanings of the 

I two clash, being opposite in seııse, for example:
How skyscraper’, ‘sweet sorrow’, lnice rascal’, 'pleasantly ugly 

I face’, 'horribly beautiful’, ‘a deafening silence’.

If the primary meaning of tlıe qualifying word changes or weakens,
I the stylistic effect of oxymoron is lost. This is the case with what were 

once oxymoronic combinations, for exarnple, law fully  nice’, law fully  
g lad ’, ‘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
160
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f;  which keeps them apart, in contrast to oraınaıy wv,*~___
centripetal force is in action.

We have already pointed out tha t  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 quali-
fying word. It assumes a new life in oxymoron, definitely indicative of the

ı assessing tendency in the w riter’s mind.
Let us take the following example from O. H enry’s story “The D uel”

\ in which one of the heroes thus describes his a tt i tude towards New York,

“I despise its very vastness and power. I t  has the poorest m illi- 
onaires, the littlest great men, the haughtiesı beggars, the plainest 
beauties, the hwest 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 a tti tude of the speaker, 
reinforced, of course, by the preceding sentence: #.[ despise its very vast- 
ness 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 ten- 
dency 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-combina- 
tions which consist of an intensifier and the concept intensified.

Oxymoron has one main structural model: a d j e c t i v e  +  n o u n .  
It is in this structural model tha t  the resistance of the two component 

[ parts to fusion into one unit manifests itself most strongly. In  the a d- 
; v e r b - \ - a d j e c t i v e  model the change of meaning in the first elem- 
s- ent, the adverb, is more rapid, resistance to the unifying process not being 
I so strong.

. Sometimes the tendency to use oxymoron is th e in a rk  of certain lite- 
rary trends and tastes. There are poets in search of new shades of meaning 
in existing words, who make a point of joining together words of contra- 
dictory meaning. “Two ordinary words may becone almost new,” writes 
V. V. VinogradDV, “if tlıey are joined for the first time or used iıı aıı unex- 
pected context.” 4

Thus, 'peopled desert’, ‘poputous solitude’, ‘proud h u m ili ty ’ 
are oxymoronic.

1 BuHoepadon B. B, PyccKHH H3biK. M., 1938, t . 1, c . 121— 122.
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c olTıe t im es ,  however, the tendency to combine the uncombinative is 
e a l e d  in structurally different fortns, not in adjective-noun models. 

feVrki criticizes his own sentence: “I suffered then from the fanaticisnı of 
wjedge,” and called it “a blunder”. He points out that the acquiring 

^fknowledge is not blind as fanaticism is. The syntactic relations here 
not oxymoronic. But combinations of this kind can be likened to 

ar rn0ron. The same can be said of the following lines from Byron’s 
Jçhilde Harold’s Pilgrimage”:

“Fair Greece! sad relic of departed Worth!
Imnıortal, though no more, though falletı, great/”

Oxymoronic relations in the italicized part can scarcely be felt, but 
still the contrary sigııification is clearly perceived. Such structures ınay 

looked upon as intermediate between oxymoron and antithesis (see 
p .  222 ).

4. INTERACTION OF LOGICAL AND NOMINAL MEANINGS 

Antonomasia

We have already pointed out the peculiarities of nominal meaning. 
The interplay betweeıı the logical and nominal meaniııgsof a word iscall-  
ed a tı t o n o m a s i a. As in other stylistic devices based on the inter- 
action of lexical meanings, tlıe two kinds of meanings ınust 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 
Legiorı, and the influence of the good is powe.rless to counteract the 
mortal poison of ihe bad. (Dickens)

Ihe use of the word naıııe made the author write the words ‘Few’, 
and ‘Legion’ with capital letters. It is very important to note tha t  this 
evice is mainly realized in tlıe written language, because generally 

capital letters are the only signals to deııote the preseııce of the stylistic 
övıce. The sanıe can also be observed in the following example from 

^yron’s “Don Ju a n ”:

“Society is now one polished horde,
Form’d of two mighty tribes, the Bores and Bored.”

is h ^ ese tw0 exanıpIcs of the use of antoııomasia the nominal meaning 
fc.Vfdly perceived, the logical meaning of the words few, legion, bores, 

tü0 strong. But theıe is another point that should be mention- 
y'io.st proper ııames are built oıı some law of analogy. Maııy of them 

i  m -soıı (as Johnsotı) or -er (Fletchcr). We easiiy recogntze suclı words



as Snıilh, White, Brown, Green, Fowler and othefs as proper names. But 
\ such names as MiSş'Blue-Eyes (Carter Brown) or Scrooge or Mr. Zero may 
f  be called t o k e n or t e l l i n g  names. They give information to the 
|  reader about the bearer of the name. In this connection it is interesting to 
t recall the well-known remark by Karl Marx, wlıo said that we do not 
l know anything about a man if we only know that he is called Jacob. The 
[ nominal meaning is not intended to give any information about the per- 
|  son. It only serves the purpose of identification. Proper names, i.e. the
& words with nominal meaning, can etymologically, in the majority of 
tf 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 notlıing else. It is not so with 
| antonomasia. Antonomasia is iııtended to point out theleading, most char- 
i acteristic feature of a person or event, at the same time pinning this 
*■ leading tra it  as a proper name to the person or event concerned. In fact,
1 antonomasia is a revival of the initial stage in naming individuals.

Antonomasia may be likened to the epitlıet in essence if not in form. 
|  It categorizes the person and thus simultaneously indicates both the 
i general and the particular.

Antonomasia is a much favoured device in the belles-lettres style. 
In an article “W hat’s in a name?”, Mr. R. Davis.says: “In deciding on 
names for his characters, an autlıor Iıas aıı unfair advantage over otlıer 
parents. He knows so rnuch better how his child will turn out. When Saul 
Bellow ııamed Augie March, he had already conceived a hero restlessly 

i on the move, marching ahead with august ideas of himself. 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 ob* 
1 vious.” 1

Iıı Russian literature this device is employed by many of our classic 
i writers. It will suffice to mention such ııaınes as Vralman, Molchalin, 

Korobochka and Sobakevich to illustrate this efficient device for character- 
izing 1 iterary heroes, a device which is now falling out of use. These Rus- 

► sian ııames are also coined on the analogy of generally acknowledged 
l models for proper names, with endings in -nıan, -ijı, -vich.

An iııteresting literary device to emphasize token names is employed 
£ by Byron in his “Don Ju an ” 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.”

I “And the two fair co-heiresses Giltbedding.”
“There was Dick Dubious, the nıetaphysician,

Who loved philosophy and a good dinner; 
s; Angle, the soi-disant mathematician\

Sir Henry Silvercııp, the great race-winner

1 The New Ycrk Tirnes Book Review, Nov. 13, J96G.



The explanatory words, as it were, revive the logical meaning of the
oper names, thus making more apparent the interplay of logical and 
>minal meanings.

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

“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 D on't Knows would far out- 
number the Yesses.” (The Spectator)

So far we have dealt with a varietv of antonomasia in which com- 
non words with obvious logical meaning are given nominal meaning 
^ithout losing their primary, basic significance. Bııt antonomasia can 
ılso ınake a word which now lıas a basic nominal meaniııg acquire a ge- 
leric signification, thus supplying the word witlı an additioııal logical 
meaning. T h e la t te rcan  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 quizling 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 al- 
ready come into existence.

This variety of antonomasia is not so widely used as a stylistic de- 
vice, most probably due to the nature of words with nominal meaning: 
they tell very little  or even nothing about the bearer of the name.

C. 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 /  i n i- 
t i o n as a philosophical category. Any definition carı point out only one 
or two properties of a phenomenoıı. 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 iıı question is ınade to sound essen- 

— Thi s is an entirely different principle from tlıat on which the second



group is based, that of interaction between two lexical meanings simulta- 
neously materialized iıı tiıe context. In tlıis tlıird groııp tlıe quality picked 
out may be seemingly unimportant, and it is frequently transitory, but 
for a special reason it is elevated to the greatest import ance and made into 
a telling feature.

l$ 'm ı l i j  Simile —*

Things are best of all learned by sim ile. V. G. Belinsky

,vı
The intensification of some one feature of the coııcept in question is 

realized in a device called s i m  i l e. Ordinary comparison and simile 
must not be confused. They represent two diverse processes. Comparison 
means weighing two objects belorıging 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 iııto contact with an- 
other object belonging to an entirely different class of thirıgs. 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 ob- 
jects except one which is made common to them. For example, ‘The 
boy seems to be as clever as his mother' is ordinary comparison..‘Boy’ and 
‘mother’ belong to the same class of objects— human bejngs— 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 Iıeterogeneous classes of objects 
and Byron has found the concept moth to indicate oııe of the secondary fea- 
tures of the concept maiden, i.e. being easily lured. Of the two concepts 
brought together in the simile— one characterized (maidens) ,  and the 
other characteriziııg (moths)— the feature intensified will be more inher- 
ent in the latter than in the former. Moreover, the o t ject characterized is 
seen in quite a new and unexpected light, because t'ıe 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. Aııd without our being 
aware of it, the simile gives rise to a new undersländing of the object 
characterizing as well as of the object characterized.

The properties of ar> 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 elemeııts in their structure: coıınective 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 misfirings of a defective carburet- 
tor.” (Maugham)
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sustaiııed. Let us 
in combinatioıı

structure of this simile is interesling, for it is s u j  

jt The word ‘jerked’ in the rnicro-context, i.o. iıı cuınuııiiauuıı 
^ ly ffuough ts’ is a metaphor, which led to the simile ‘like the misfir- 
'Jjth defective carburettor’ where the verb to jerk carries its direct 
ifjgs 0j ^eaiıing. So the linking notion is the movement jerkirıg which 
jog* to the author’s ınind a resemblance between the working of the 
j,riı^s | raiıı and the badly working, i.e. m isfiring , carburettor. In otlıer 
ıflan'S jt is action that is described by means of a simile.
"'°r-inot!ıer example:

“It was that moment of the year when the countryside seenıs
0 faitıt from its own loveliness, from the intoxication of its scents 
and sounds.” (J. Galsworthy)

I  This is an example of a simile which is half a metaphor. If not for the 
tural word ‘seems’, we would call it a metaphor. Iııdeed, if we drop 

s!,e word ‘seems’ and say, “the countryside faints from...,” the clue-word 
•fairıt’ becomes a metaphor. But the word ‘seems’ keeps apart the notions 
y  stillness and fainting. It is a simile where the second member— the 
| uman being— is only suggested by means of the concept faint. 
p  The semantic nature oi' the simile-forming elemeııis seem and as if 
Issuch 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 merginğ with it and becoming half-suffix, for example:

“Emily Barton was very pink, very Dresdetı-china-shepherdess 
liker

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 iıı the character of actions performed. 
In tlıis 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 caııtious bathers have put a 
timorous toe iııto the water and promptly withdrawn i t .”

, The simile in this passage from a newspaper article ‘like cautious 
athers’ is based on the simultaneous realization of the two meanings
1 ^he word plunge. The primary meaning ‘to throw oneself into the w'a- 

Lf1 '-p rom pted  the figurative periphrasis ‘have put a timorous toe into 
j . le water and pronıptly withdrawn i t ’ standing for ‘have abstained from 

aking action.’
■ in the English language there is a long list of hackneyed similes point- 
L S out the analogy between the various qualities, states or actions of a 

UrHan being and the animals supposed to be the bearers of the given 
"uality, etc., for example:

U6s
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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 tnule, hungry as a frear, thirsty as a camel, to act like a puppy, 
playful as a kitten, vain (proud) as a peacock, stow as a tortoise 
and many others of the same type.

These combinations, however, have ceased to be genuine similes and 
have become cliches (see p. 177) in which the second component has be- 
come merely an adverbial intensifier. Its logical meaning is only vaguely 
perceived.

Periphrasis .

P e r  i p h r  a s i s  is a device which, according to Webster’s diction- 
ary, denotes the use of a longer phrasing in place of a possible shorter 
and plainer form of expression. It is also called c i r c u m l o c u t i o n  
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 tlıe renaming of an object and as such may be considered along 
with a more general group of word designations replacing the direct na- 
mes of their denotata. One and the same object may be identified in

- different ways and accordingly acquire different appelations. Thus, iıı 
ı different situations a certain person can be denoted, for instance, as 

either ‘his benefactor’, or ‘this bore’, or ‘the narra to r’, or ‘the wretched 
witness’, etc. These names will be his only in a short fragment of the dis- 
course, 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
l (Virgil). Due to this influence it became an important feature of epic and 
[ descriptive poetry throughout the Middle Ages and into the Renaissance. 
r It is due to this practice of re-naming things that periphrasis became one of 

the most favoured 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 gf phrases which are 
still used as periphrastic synonyms (see below) for ordinapy denominations 
of things and phenomena.

V. N. Yartseva quotes S. K. Workman, an English literature scholar 
who states that “the most pervasive element in the aureate style— and the 
most vitia ting—was periphrasis.” Prof. Yartseva states that the use of 
periphrasis in the 16th century was in the nature of embellistıment, tlıus 
justifying the attribute aureate, and that periphrasis became a feature of a 
definite literary style.1

As a SD, periphrasis aims at pointing to one of the sşemingly insignif- 
icant or barely noticeable features or properties of the given object, aııd

1 See: ffpi{eea B . H . Pa3BHTHe nam ionavibH oro ^H TepaT ypııoro aH rjıniicK oro >i3biKa. 
fcM., 1969, c . 89.
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I f
intensifies this property by naming the object by the property. Periphra- 
sis 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 know- 
ledge 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 traditi- 
onal, dictionary or language periphrases. The others are speech periphra- 
ses. Here are some examples of well-known dictionary periphrases (peri- 
phrastic synonyms):

thc cap and gown (student bodv); a geııllenıan of ihe long robe 
(a lawyer); the fair sex (women); ıııy 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 ba t t le ’; a battle-seat was ‘a saddle’; a 

» skield-bearer was ‘a warrior’.
Traditional, language or dictionary periplırases'and the words they 

stand for are synonyms by nature, tlıe 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 ianguage 
to coin new names for objects by disclosing some quality of the object, 
even though it may be transitory, aııd makiııg it alone represent the ob- 
ject. Here are some such stylistic periphrases:

“I understand you are poor, and wish to earıı money by nursing 
the litt le  boy, my son, who has been so prematurely deprived of 
what catı tıever be replaced.” (Dickens)

The object clause ‘what can never be replaced’ is a periphrasis for 
the word nıother. The concept is easily understood by the reader within 
the given context, the latter being the only code which makes the deci- 
pheringof the phrase possible. This is sufficiently proved by asim ple trans- 
formationat operation, viz. takiııg ihe phrase out of its context. The mean- 
ing of ‘what can never be replaced’ used independently will bear no refe- 
rence to the concept motlıer 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 sen- 
tence deciphers:

“And Harold stands upon the place of skulls ,
The grave of France, the deadly Waterloo,” (Byron)

In the following:
“ 'J'he hoarse, dull druın would sleep,
Aııd Man be happy yet.” (Byron)



the periphrasis can only be understood from a largeı* context, referring 
to the concept war. ‘The hoarse, dull d rum ’ is a metonymical periph- 
rasis for war.

In some cases penpiırasis is regarded as a demerit and should have no 
place in good, precise writing. This kind of periphrasis is generally called 
c i r c u m l o c u t i o tı. Thus Richard Altick states tha t  one of the 
ways of obscuring tru th  “...is the use of circumlocutions and euphe- 
misms.” 1

A round-about way of speakiııg about common things sometimes has an 
unnecessarily bombastic, pompous air and consequently is devoid of any 
aesthetic value. That isw hy periphrasis has gained the reputation of lead- 
ing to redundancy of expression. Here is an example of the excessive 
use of periphrasis by such an outstanding classic English writer as 
Dickens:

“The lamp-lighter made his nightly failure in attempting to 
brighten up ihe street with gas ( =  lit the street lamps).”

In spite of the danger of being called “blasphemer”, I venture to state 
that Dickens favoured redundant periphrastic expressions, seeing in them 
a powerful means to impose on his readers his own assessment of events 
and people. Here is another of his periphrases:

“But an adıütion to the litt le  party now nade its appearance 
( =  another oerson came in).”

In characterizing the individual manner of a bad writer, V. G. Be- 
linsky says:

“One is particularly struck by the art he displays in the use
of periphrasis: one and the same thought, simple and empty as,
for example, ‘wooden tables are made of wood’, drags along in a 
string of long sentences, periods, tropes and figures of speech; he 
turns it around and around, extends it pages long and sprinkles it 
with punctuation marks. Everything is so flowery, everywhere 
there is such an abundance of epithets and imagery that the inex- 
perienced reader marvels at these ‘purple patches’ of jewelled 
prose,— and his fascination vanishes only when he puts a question 
to himself as to the content of the flalnboyant article: for to his 
surprise in lieu of any content he finds mere woolly phrases and 
fluffy self-conceit. This kind of writing ofteıı appears in the West, 
particularly since the West began to rot; here in Russia where 
authorship has not yet become a habit, such phenomena are hardiy 
possible.” 2

The means supplied to enable the reader to decipher stylistic peri- 
phrasis are very subtle and have aesthetic value. In the following ex- 
ample the word of address is the key to the periphrasis:

“Papa , love. I am a mother. I have a child who will soon cail 
Walter by ihe narrıe by which /  call you." (Dickens)

1 Preface to Crit:ça! R»ading. N. Y., 1956, p. 91.
2 BeAUHCKuü B. 1'. '.ijöp. co4. u Tpex TOMax. rocH3AaT, 1 i:48, T. II, c. 407.
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, es the author relies entirely on tlıe erudition of tlıe reader 
jn sorTlC the periphrasis. Tlıus in the followiııg exanıple:

his four sons, only two could be found sııfficiently without 
fo 20 on making ploughs.” (Galsworthy) 

the e 1 &
tter ‘e ’ in some proper names is considered an indirect indi- 

T^e f j job le  or supposed noble descent, cf. Morcton and Morton, I 
cati°n 0 S m i t h , Browne and Brown, Wilde (Oscar) and Wyld (Cecil). ' 
Sıvy1!16yrized phrase is a roundabout way of stating that two of his sons 
Ihe [i r̂ıstocratic enough to work at rnaking ploughs.
.rere W/1 -ne poetical periphrasis sometimes depicts the effect without 

9^nning the cause, gives particulars when having in view the general, 
men i00ut one trait which will represent the whole. Stylistic periphrasis, 
° İn st be repeated, like almost all lexical stylistic means, must effici- 

l / fv  and intentionally introduce a dichotomy, in this case the dichoto- 
of tvvo designations for one object or idea. If it fails to do so, there is 

b  stylistic device, only a hackneyed phrase.
periphrases, once original but now hackneyed, are often to be found 

n e * v s p a p e r  language. Aİr. J .  Donald Adams, who has written anum ber 
Jf articles aııd books on the use of English w'ords in different contexts, 
ays in one of his articles:

. “We are all familiar with these examples of distended English, 
and I shall pause for only one, quoted by Theodore M. Bernstein, 
who as assistant managing editor of this newspaper acts as guardian 
over the English employed in its news columns. It appears in his 
recent book, “Watch Your Language”, and reads “Improved finan- 
cial support and less onerous work loadsr Translation (by Clifton 
Daniel): “High pay and less w ork" 1

Here is another example of a well-known, traditional periphrasis 
ıvhich has become established as a periphrastic synonym:

_ “After only a short time of marriage, he w asn’t prepared to 
offer advice to other youngsters intending to tie the knot... But, 
he said, he’s looking forward to having a family.” (from a news- 
paper article)

Here we have a periphrasis meaning to marry (to tie the knot). It has 
Png been hackneyed and may be called a cliche. The difference between 
clıche and a periphrastic synonym lies in the degree to which the periph- 

*Sls has lost itsvigour. In cliches westill  sense the dichotomy of the orig-
| a c*ash between the words forminğ a semantic unity; in periphrastic 

j n°nyms tlıe clash is no longer felt unless the synonyıns are subjected 
j ^yrnological analysis.
ke h SUĈ  co^ oca^ ons as ‘I am seeing things’, or ‘I ’m hearing bells’ 

nardiy ever perceive the novelty of the phraseş and are apt to under- 
them for what they stand for now in modern colloquial English,

• to have hallucinations. Therefore these phrases must be recognized as

l 1 The N eu York T im es Book Review, Nov. 23, 1958. 
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perlphrastic colloquial synonyms of the concepts deliriunı or hallucina- 
tio/ıs.

Stylistic periphrasis can also be divided into t o g i c a l  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 featııre of the object described, as in instruments of 
destruction (Dickens) = ‘pistois’; the nıost pardonable of human weaktıesses 
(Dickens) = ‘love’; the object of-his admiration (Dickens); that proportion 
of the population which... is yet able to read words of rııore thatı one syllable, 
and to read them without perceptibte movement of tfıe lips = ‘half-literate’.

Figurative periphrasis is based either on metaphor or on metonymy, 
the key-word of the collocation being tlıe word used figuratively, as in 
‘the punctual servant of all work’ (Dickens) = ‘the sun’; ‘m disgrace with 
fortune and m en’s eyes’ (Shakespeare) = ‘in misfortune’; ‘to tie the ktıot’ 
= ‘to m arry ’.

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 )x.£oa- ixlxĉ ui

There is a variety of periphrasis which we shall call euphemistic.
E u p h e nı i s m, 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 d ie’ has bred the following euphemisms: to 
pass away, to expire, to be tıo tnore, to depart, to joitı the majority, to be gone, 
and the more facetious ones: to kick tfıe 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 tlıe aim of the device 
very clearly, i.e. speaking well (from Greek— eu =  well +  -phenıe =  
speaking). In the vocabıılary of any language, synonyms can be found 
that soften an otherwise coarse or unpleasaııt idea. Euphemism is some- 
times figuratively called “a whitewaslıing device”. The linguistic peculi- 
arity of euphemism lies in the fact that every euphemism must call up 
a definite synonym in the mind of the reader or listener. Tlıis 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 langııage-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 tlıey do not call to rııind tlıe key- 
word or dominant of the group; in other words, they refer the mind to the 
concept directly, not through the medium of anotlıer word. Compare 
these euphemisms with the following from Dickens’s “Pickwick Papers”:

“They think we have come by this horse itı some dishonest m anner’’ 

The italicized parts call forth the w7ord ‘s teal’ (have stolen it).
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Eııphemisms may be divided iıılo several groups aecordiııg to tlıeir 
spheres of application. The most recognized are the following: 1) religi- 
ous, 2) moral, 3) medical and 4) parliamentary.

The 'ife of euphemisms is short. Tlıey very soon become closely as- 
sociated 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 corıcept. 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 luııatic asylum\ the asylum made way 
for the m ental hospital— even if the building remained the same. 
Idiots, imbeciles and the feehle-minded became low, medium  and 
high-grade mentat defectives. All are now to be lumped together as 
patients of severely subnormal personality. The insatıe became per- 
sons of unsound mind, and are now to be mentally-ilt patients. As 
each phrase develops the stigmata of popular prejudice, it is aban- 
doned in favour of another, sometimes less precise than the old. 
U nim portan t in themselves, these changes of name are the sign- 
posts of progress.” 1

Albert C. Baugh gives another instance of such changes:
“. . . the  common word for a woman’s undergarment down to the 

eighteenth century was ‘srnock’. It was tlıen replaced by the more 
delicate word ‘shift’. In the nineteenth century the same motive 
led to the substitution of tlıe word ‘chemise’ and in the twentieth 
this has been replaced by ‘combinations’, ‘step-ins’, and other 
euphemisms.” 2

Today we have a number of words denoting simiJar garments, as 
‘briefs’, and others.

Conventional euphemisms employed in conformity to sociai usages 
are best i l lus tra ted  by the parliamentary codes of expression. In an 
artic le headed “In Commons, a Lie is Inexactitude” written by James Fe- 
ron in Thc New York Times, we may find a number of w ordstha t are not 
to be used in Pariiam entary debate. “When Sir Winston Churchi 11, some 
years ago,” writes Feron, “termed a parliamentary opponent a ‘purveyor of 
terminological inexactitudes’, every one in the chamber knew he meant 
‘l ia r’. Sir Winston had been ordered by theSpeaker to w ithdraw a strong- 
er 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.” 3

The author further points out that certain words, for instance, traitor 
and coward, are specifically banned in the House of Commons because ear- 
lier Speakers have ruled them disorderly or unparliamentary, Speakers

1 New Stales/naıı anä N a tio n , June 15, 1957.
2 Bauglı, A lb ert C. Op. cit., p. 375.
3 New Yor/i T im es, Nov. 6, 1964.
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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.

We also learn from this article that “a word cannot become the sub- 
ject of parliamentary ruling unless a member directs tlıe attention of the 
Speaker to it.” 1

The changes in designating objects disclose the true nature of the re- 
lations between words and their referents. We must admit that  there is 
a positive magic in words and, as Prof. Randolph Quirk has it,

“...we are liable to be dangerously misled through being mes- 
merized by a word or through mistaking a word for its referent.” 2

This becomesparticularly noticeablein connectiorı with what are called 
p o l i t i c a l 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 
tlıe British newspapers “Tension in Kashmir” was to hide the fact that 
there wras a real uprising in that area; “Undernourishment of children in 
India” stood for ‘s tarva tion’. In A. J . Cronin’s novel “The Stars Look 
Down” one of the rnembers of Parliament, referring to the words “Under- 
nourishment of children in India” says: “Honourable Members of the 
ITouse understand them ean ingof thispolitceuphenıistn." By calling under- 
nourishment a polite euphemism he discloses the true meaning of the 
word.

An interesting article dealing with the question of “political euphem- 
isms” appeared in “JİHTepaTypHan ra3eTa” 3 written by the I ta lian  jour- 
nalist Entzo Rava and hea'ded “The Vocabulary of the Bearers of the 
Burden of Power.” In this article Entzo Rava wittily discusses the euphe- 
misms of the I talian  capitalist press, which seem to have been borrowed 
from the American and English press. Thus, for instance, he mockingly 
states that  capitalists have disappeared from Italy. Wlıen the adherents 
of capitalism find it necessary to mention capitalists, they replace the 

.word capitalist by the combination ‘free enterprisers’, the word profit is 
replaced by ‘savings’, the building up of labour reserves stands for ‘unem- 
ployment’, ‘dismissal’ ( ‘discharge’, ‘firing’) of workers is the reorganiza- 
tion of tfıe erıterprise, etc.

As has already been explaiııed, genuine euphemism must call up the 
word it stands for. It is always the result of some de! berate clash between 
two synonyms. If a eupheınism fails to carry along with it the word it is 
intended to replac.e, it is not a euplıemism, but a dcliberate veiling of the 
truth. All these building up of tabour 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 pıırpose. 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

1 lb id .
2 Qııirk, R aııdolph. Thc Use o f English. Longmarıs, 1962, p .  118.
a « J lıiT ep aT y p H ajı ra3 e T a» , 1965, 22/VL
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c v v e a t ) ,  all of which bring to oıır mind the other word (words) 
A < & (-u 0through them the referent. 

ıd 01 aııother good example of eupiıemistic plırases used by Gals-
H«rein‘ h1s “SUverSpoon.”

»’0rt J ..jn nrivate I should merely call him a liar. In the Press you 
hould use the words: ‘Reckless clisregard for truth' and in Parli- 

arnent_you reSre  ̂ ^e ‘should haue beerı so misinformed. ’”

\ i n h r a s t ic and euphemistic expressions were characteristic of cer- 
H f r t e r a r y  trends and even prodııced a terın p e r  i p h r a s t i  c s t ıj l e. 
ta inn  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 
have beeıı succeeded by naked expressions exhibiting rea l i ty .” 1

Hyperbcle (  Zora-K rr^)

Another SD which also has the function of intensifying one certain 
property of the object described is h y p e r b o 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 exagge- 
ration is carried to an illogical degree, sometimes ad absurdunı. For 
example:

“He was so tali tlıat I was not sııre he had a face.” (O. Henry) or,
“Those three words (Dombcy and Son) coııveyed the one idca of 

Mr. Dombey’s life. The earth was made for Dombey and Son to 
trade in and thesun  and moon were made to give them light. JRiv- 
ers and seas were formed to float their slıips; rainbows gave them 
promise of fair weather; winds blew for or agaiııst their enterprises; 
stars and planets circled in tlıeir orbits to preserve inviolate a sys- 
tem of which they wrere the centre.” (Dickens)

In order to depict the width of the river Dnieper Gogol uses the follow-
ing hyperbole:

“l i ’s a rare bird tlıat can fly to tlıe middle of tlıe Dnieper.”

Like many stylistic devices, hyperbole may lose its quality as a sty- 
hstic device through frequent repetition and become a uni.t of the lan- 
guage-as-a-system, reproduced in speech in its unaltered forın. Here 
are some examples of language hyperbole:

. ‘A thousand pardons’; ‘scared to death', 'immensely obliged;’ ‘I ’d 
S^ve the world to see h im .’

^yron says:

“When people say “I'ue told you fiftyM nıes”
They mean to scold, and very often do.”

1 M c\\ııigh t, G. H . Modt’rn Hııglibiı iıı ılıc Makiıtg. Ldıı, l‘J3ü, p. 543. ?



Hyperbole differs from mere exaggeration in that it is intended to 
be understood as an exaggeration. In this connection the following quo- 
tatioııs 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 dimen- 
sions... 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 
r 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.2

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.

D. PECULIAR USE OF SET EXPRESSIONS

In language studies there are two very clearly-marked tendencies that 
the student should never lose sight of, particulariy when dealing with 
the problem of word-combination. They are 1) t h e  a n a l y  t i c a l 
t e n d e n c y, which seeks to dissever one component from another and
2) t h e  s y ı ı t h e t i c  t e n d e n c y  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 sepa- 
rated in order to make a scientific investigation of the character of the

- combination and to analyse the components. In stylistics we analyse 
|  the cömponent parts in order to get at some communicative effect 

sought by the writer. It is tlıis 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 reaim of 
lexicology, especially when linguistic scholars seek to fix what seems 

f’ to be a stable word-combination and ascertain the degreeof its stabil- 
ity, its variants and so on. The integrating tendency is also within 

[j the dornain of stylistics, particularly when tne word-combination has 
[ not yet formed itself as a lexical unit but is in tlıe process of being so 
|  forrned.

Here wre are faced with the problem of what is called the cliche.

The Cliche

A c l i c h  e is generally defined as an expression that has become 
|  r  hackneyed and trite. As Raııdom House Dictionary has it, “a cliche 
I ... has lost originality, ingenuity, and impact by long over-use...”

1 rioıneonn A . A . 1 13  3 a n n c o K  n o  T e o p ı ı n  C J i o n e c n o c T H .  XapuKOB, 1905, c. 355.
2 $cc «Büiıpoci>ı >i3biK03Haıınsı», 1953, JSTy 1, c. 16.
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This definition lacks one point th a t  should be emphasized; that is, 
cliche strives after originality, whereas it has lost the aeşthetic 

jnerating power it once had. There is always a contradiction between 
ha t  is aimed at and what is actually attained. Examples of real cliches 
re ‘rosy dreams of youth ' , ‘the patter of little  feet' , ‘deceptively simple'.

Definitions taken from various dictionaries show that cliche is a 
erogatory term and it is therefore necessary to avoid anything that 
lay be called by tha t  name. But the fact is that most of the widely 
ecognized word-combinations which have been adopted by the language 
ıre unjustly classified as cliches. The aversion for cliches has gone so 
ar that most of the lexicai units based on simile (see p. 167) arebranded 
ıs cliches. In an interesting article entitled “Great Cliche Debate” 
mblished in the New York Times M agazine 1 we can read the pros and 
:ons concerning cliches. Tlıe article is revealing on one main point. 
t i 11ustrates the fact that an uncertain or vague term will lead to various 
ınd even conflicting interpretations of the idea embodied in the term. 
iVhat, indeed, do llıe words ‘s tereo typed’, ‘hackneyed’, ‘tr i te  convey 
lo tlıe mind? First of ali tlıey indicate tlıat llıe phrase is in commoıı 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 deba- 
tors objects to the p h ra se ‘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 substitu te  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.”2

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 ir r i ta t in g to  people who are sensitive to the 
language they hear and read. W hat 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 
tlıe language and what may be rejected and cast away as being unfit, 
inappropriate, alien to ihe internal laws of ilıe language.or failing to 
meet the demaııd of tlıe language community for stable word-combina- 
tions 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

1 August 31, 1958.
1 I L i J



of units that are easıiy understood and which require little or no effort 
to convey the idea and to grasp it.

R. D. Altick in his “Preface to Critical R ead ing” 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 t r i te  to oııe 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  certa in ly  using cliches, other- 
wise he w'ould be constantly surprising yo u .” *■

Then he gives examples, like We are gathered here to-day to mourn 
(‘the untimely dea th ’) of our betoved leader...] Words are inadeqııate 
(‘to express the grief that  is in our hearts’).

“Sim ilarly  wlıen 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 watciıed the flatnes ( ‘lick-
I ing’) at the side of the building. A pall (‘of sm oke’) hung thick over the 
s neighbourhood...', Hz heard a du ll (‘th u d ’) which was followed by an omi- 

nous (‘silence’).2
|  This passage shows that  the author has been led into the erroneous
f'notion that everythi-ı^ th a t  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 

j- 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 th a t  the following stable and necessary wwd-combinations used 
[  in newspaper language must be viewed as cliches: ‘effective guarantees’, 
% limmediate issues’, \the whip and carrot policy’, ‘statement of p o licy ', 
|  ‘to m aintain some equilibrium between reliable  sources’, ‘buffer zone’,
| ‘he laid it down equally clearly t h a t . . . ’ and so on. .

R. D. Altick thus denounces as cliches such verb- and noun-phrases 
f as ‘to live to a ripe old age', ‘to grow by teaps and bouııds', ‘to withstand 
l the test of tim e ', ‘to let bygones be bygones', ‘to be utıable to see the wood 
f for the trees', ‘to upset the apple-cart', ‘to have an ace up one's steeve'. 

And finally he rejects such word-combinations as ‘the fu tt ftush  of vic- 
tory’, ‘the patter of ra in ’, ‘part and parcet', ‘a diamond in the rough'

\ and the like on the grounds that they have outlasted their freshness. 3
In his protest against hackneyed phrases, Altick has gone so far as 

[ to declare th a t  people have adopted phrases like ‘clock-work precision’,

1 A ltick , R . D . Preface to Critical Reading. Holt, N. Y., 1956, p. 100.
2 Ib id .



ht-lipped (or s t°luJ} silence’, 'crusfıing clefeat’, ‘buınper-to-bunıpen 
‘/ffiJic’, 'sky-rocketing costs’ and the l i k e “... as a way of evading theirl 
tf^. at’ion to make their own language.”1

Of course, if instead of making use of the existing means of communi-] 
I  tion, i- e- lanSuage °f the community, people are to 'co in  “theirj 
ca jänguage,” then Altick is right. But nobody would ever think suchj 

jdea either sound or reasonable. The set expressions of a language: 
aI1e ‘ part and parcel’ of the vocabulary of the language and cannot 
f r djspensed with by rııerely labelling tİıem cliches. 

j However, at every period in the developm ent of a language, there 
I  npeai' strange combinations of words w lıich arouse suspicion as to their 
flieaning and connotation. Many of the new-born word-combinations I 
jn rnodern English, both in their American aııd 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 cli- 
ches as 'speaking realization’, ‘growing awareness’, ‘rising  expectations’, 
*to think unthinkable  thoughts’ and others were w itt ily  criticized by a 
joıırnalist who showed that ordinary rank-and-file American people do 
not understand these new word-combinations, just as they fail to un- I 
derstand certain neologisms, as opt ( =  to make a choice), and revived 
words, as deem ( =  to corısider, to believe to be) and others and reject 
them or use them wrongly.

Bııt as lıistory lıas provecl, tlıe protest of too-zealous purists ofteıı 
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 
J uan”:

“...'free to confess'— (whence comes this phrase?
Is’t English? N o — ’tis only parliamentary).”

and also:

“A strange coincidence to use a phrase 
By which such things are settled nowadays.”

or:

“The march of Science (How delightful these cliches are!)...”
(Aldington)

Byron, being very sensitive to the aesthetic aspect of his n a t iv e  j 
language, could not help observing the triteness of the phrases lıe com- 
jnents on, but at the same time he accepts them as ready-made units. | 
j-anguage has its strength and its weaknesses. A linguistic scholar must ] 

e equipped with methods of stylistic analysis to ascertain tlıe w ri te r’s 
airn, the situation in which the commurıication takes place and possibly 
l(ye impact on the reader, todecide whether or not a phrase is a cliche or : 

jI e right word in the right place” . If  lıe does ııot take irıto consideration 
ı the properties of thegiven word or word-com bination, the intricacies j 
language units may become a trap for hirn.



Men-of-letters, if tlıey are real artists, use tlıe stock of expressive 
phrases contained in the language naturally  and easily, and well-known 
phrases never produce the impression of being cliches.

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- 
ance. As is known, a proverb or a saying is a peculiar mode of utterance 
which is mainly characterized by its brev ityfT he utterance itself, taken at 
its face value, presents a pattern which can' oe 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 nojaew wording to 
suggest extensions of meaning which are contextual^jln other words, 
a proverb presıtpposes a simultaneous application of two meanings: 
the face-value or primary meaning, and an extended meaning drawıı 
from tlıe context, bııt bridled by the face-value meaniııg. 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. Soit is 
in every other case at any other level of linguistic research. Abstract 
formulas offer a wider raııge of possible applications to practical pur- 
poses than concrete words, though they have the same purpose.

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 sentencesQProverbs are brief statements showing in condensed 
form the accumulaıed 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 repeti- 
tion 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.”

y Brevitv in proverbs manifests itself also in the omission of connec- 
tives, as in:

“First come, first served.”
“Out of sight, out of mind.” <

t Ot



But the main fcatııre distinguishing proverbs and sayings from or- 
diııary utterances renıains their semaııtic aspect. Their literal meaning 
is suppressed by vvhat may be termed their transferred meanin'g. 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 no- 
ticeable thing about the functioning of sayings, proverbs and catch- 
phrases is tha t  they may be handled not in their fixed form (the tradi- 
tional model) but with modifications. These modifications, however, 
will never break away from the invariants to such a degree that the cor- 
relation 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 un it  in a modified form will always arrest 
our a tten tion , causing a much closer examination of the wording of 
the u tterance in order to get at the idea. Thus, the proverb ‘all is not 
gold that  g l i tte rs ’ appears in Byron’s “Don Ju a n ” 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'isg o ld  that glisters" 1 
Than their he relatives), like flies o ’er candy 

Buzz round the Fortune with their busy battery,
To turn her lıead with waltzing and with flattery.”

Out of the well-known proverb Byron builds a periphrasis, the mean- 
ing of which is deciphered two lines below: ‘the Fortune’, that is, ‘a nıar- 
riageable heiress’).

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

"I leave Don Juan for tlıe preseııt, safe—
Not sourıd, poor feliow, but severely wounded;”

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

“ ....................................................................if he w arr’d
Or loved, it was with what we calt the best 

Intentions, which form all m ankind’s trum p card,
To be produced when brought up to the test.

The statesman, hero, harlot, lawyer— ward 
Off each attack, when people are in quest

1 the arclıaic lorm of glitters



Of their designs, by saying they meant well.
'T is  p iiy  ihat such meaning should pave hell.”

Ttıe 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 vigour into the proverb causes a slight 
semantic re-evaluation of its generally accepted meaning. When a prov- 
erb 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 arıd sayings to illustrate the possible ways of decomposing 
the units in order simply to suggest the idea behind them:

“Come.’” he said, “m ilk 's sp ilt.” (Galsworthy) (from Tt is no use 
crying over spilt m ilk!’).

“But to all tha t  moving experience there had been a shadow 
v (a ' dark lin ing  to the silver cloııd), insistent and plain, which

disconcerted her.” (Maugham) (from ‘Every cloud has a silver 
lining’).

“We were dashed uncomfortable in the fry ing  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 Economic Warfare is being 

allowed enough financial rope to do its worst.” (from ‘G ivea thief 
rope enough and he’ll hang him self).

“The waters will remain sufficiently troubled for somebody’s 
fishing  to be profitabte .” (Economist) (from ' I t  is good fishing in 

i troubled waters’).

A newspaper editorial once had the follo\\ing headline:
“Proof of the Pudding” (from ‘The :roof of the pudding is in 

the eatlng').

Here is a recast of a well-known proverb used by an advertizing agency:
“E arly to bed and early to rise 
No us?— unless you advertize”
(from ‘E arly to bed ancl early io rise 
Makes a tncırı lıeatthy, weatllıy and wise').
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^jotice this recast by Lewis Carroll of a well-known saying:1
“Take care of the sense and the sounds w ill take care of* them-

& n e p i g r a m is a s ty listic  device akin to a proverb, tlıe only 
ffe rence  t>eing that epigrams are coined by in d iv id u a ls  whose names 

know, w hile proverbs are the coinage of the people. In  other words, 
are always aware of the parentage of an epigram and therefore, when 

;ng one, we usu a lly  make a reference to its author.
US Epigram s are terse, w itty, pointed statements, showing the ingenious 
, n of mind of the originator. They always have a literary-bookish air 

r bout them tha t  distinguishes them from proverbs. Epigrams possess 
f  great degree of independence and therefore, if taken out of the context, 
wjH retain the wholenessof the idea  they express. They have a generaliz- 
ing function and are self-sufficient. The most characteristic feature of 
a n & e p i g r a m  is that the sentence gets accepted as a word-com bination and 
often becomes part of the language as a whoie. L ik e  proverbs, epigrams 
can be expanded to apply to abstract notions (thus embodying different 
spheres of application). B re vity  is the essential q u a lity  of the epigram. 
A. Chekhov once said that b revity is the sister of talent; ‘B re v ity  is the 
soul of the w it ’ holds true of any epigram.

Epjgrams are often confused with aphorisms and paradoxes. It is dif- 
ficult to draw a demarcation line between them, the distinction being 
very subtle. Real epigrams are true to fact and tha t  is why they win 
general recognition and acceptance.

Let us turn to examples.
Somerset Maugham in “The Razor’s Edge” says:

“Art is tr ium phant 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 de- 
finition of art as Maugham understands it, it is complete in itself even 
jf taken out of the context. But still this sentence is not a model epigram
because it lacks oııe essential quality, viz. brevity. It is too long and 
therefore cannot function in speech as a ready-made langııage unit. Be- 
■'Kİes, it lacks other features which are inherent in epigrams and make 

similar to proverbs, i.e. rhythm, alliteration and often rhyme. It 
csnnot be expanded to other spheres of life, it does not generalize.
. Compare this sentence with the following used by the same author 
ln the same novel.

selves.”

Epigrams

“A God that  can be understood is no God.”

e

L
,This sentence seems to meet all the necessary requirements of the 

Pıgram: it is brief, generalizing, w itty  and can be expanded in its appli- 
J^ion. The same applies to B yron’s

1 lake care of tlıe pence and the pounds wjll take care of tlıemselves.
_ - ■________________________
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“...in the days of old men macie manners;
Manners now make men” (“Don Ju a n ”)

or K eats’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 marıy 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 iurking 
place of failııre...”
“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 Quota- 
tions.” These, iıı fact, are mostly dictionaries of epigrams. What is worth 
quoting must always contain some degree of the generalizing quality and

İ
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 (see p. 194).

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 impressesthe reader with its gener- 
5 alizing 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 
t ,  -of any sentence to which the rank of epigram, in the generic sense of 

the term, can be a ttributed, is that the particularity  of the event is 
I' replaced by a timeless non-particularity .1

1 Cf. Chafe, W. Meaning and the Structure of Language. Chicago, 1970, p. 173.
|  < ■
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Quotations ** 4 - t O f '

Next to tlıe origiııator of a good sentence 
is tlıe first quoter of it. Emerson

A q u o t a t i o n  i s a  repetition of a phrase or s tatem ent from a 
ook, speech and the like used by way of authority, iliustration, proof 
r as a basis for further speculation on the matter in haııd.

By repeating a passage in a new environment, \ve attach to the ut- 
srance an importance it might not have had in the context whence it 
ras taken. Moreover, vve give it tlıe status, temporary though it may 
e, of a stable language unit. What is quoted must be vvorth quoting, 
ince a quotation will inevitably acquire some degree of generalization. 
f repeated frequently, it may be recognized as an epigram, if, of course, 
t has at least some of the linguistic properties of the latter.

Quotations are usually marked off in the text by inverted commas
‘ ”), dashes (—), itaiics or other graphical means.

They are mostly used accompanied by a reference to the author of
he quotation, unless he is vveli knovvn to tlıe reader or audience. Tlıe 
eference is made eitiıer i ı ı  tlıe text or iıı a foot-note and assumes va- 
ious iorms, as, for instance:

“as (so and so) has i t”; "(So and soj once said th a t”...; “Here vve quote 
>0 and so)” or iıı the manner tlıe reference to Emerson Jıas beeıı made 
ı the epigraph to this chapter.

A quotation is the exact reproduction of an actual utterance made 
y a certain author. The work containing the utteraııce quoted must 
ave been published or at least spoken in public; for quotations are 
:hoes of somebody else’s vvords.

Utterances, vvheıı quoted, uııdergo a peculiar aııd subtle clıange. 
hey are rank-and-file members of the text they belong to, merging 
rith other sentences in this text in the most natural and organic way, 
sariııg some part of the general sense the te.xt as a whole embodies; 
ät, wnen they are quoted, their significance is heightened and they 
;come different fronı other parts of the text. Once quoted, they are 
) Jonger rank-and-iiJe units. I/  they are used to back up the idea ex- 
'essed ın the nevv texi, they become “parent sentences” vviih the cor- 
sponding authority  and respect and acquire a sym boüzing  function: 
short, they  nor imrequenrJy become epigrams, ior exam ple, H am ieı's  
) be or not to be!”
A  quotation is ahvays set against the  other sentences in the text 
its  greater volume oi sense and significance. This singles it out, par- 

j la rly  if it is frequently repeated, as any utteranceworth  committing 
nem ory generalJy is. Theuseof quotations presupposes a good know- 
*e of the past experience of the natioıı, its literature and culture.1 
; stylistic value of a qııotation iies maiııly in tlıe fact tlıat it com- 
;es tvvo meanings: the primary meaning, the one vvhich it has in its 
[inal surroundings, and the applicative meaning, i.e. the one vvhiclı 
cquires in the nevv context.
1 A quotation from Byron’s “English Bards and Scotclı Reviewers” vvill be apt as a 
■neııt lıere: “Witlı just enough of learııing 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, th a t  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— T ru th .” (Byron)

“Ecclesiastes said, “that  all is van ity”—̂
Most modern preachers say tlıe same, or show it

By their examples of the Christianity ...” (Byron)
Quotations are used as a stylistic device, as is seeıı from these exam- 

ples, with the aim of expaııding tlıe 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 iıı other styles of speech allow no modifications of mean- 
ing, unless actual distortion of form and meaning is the aim of the quoter.

Quotations are also used iıı epigraphs. The quotation in this case 
possesses great associativepower and calls forth much connotative mean- 
ing. L

A UXt ! j  " Allusions 7'Co/^yK^.

A n a l l u s i o n  is an indirect reference, by word or phrase, to a 
historical, literary, mythological, biblical fact or to a fact of everyday 
Jife made in the course o/ speaking or writing. The use of allusion presup- 
poses knowledge oi the fact, th ing  or person alludetf to on the part of 
the reader or listeııer. As a rule no indicaiıon of ıhe source is given. This 
is one of the  notabje differences beru een quotation and ailusion. Another 
difference is of a structural nature: a quotation m ust repeat^ the exact 
wording of the original even though the meaning m ay be modified hy the 
new context; an allusion is only a mention of a word or phrase which 
may be regarded as the key-wrord of the utterance. An allusion has cer- 
tain important semantic peculiarities, in that the meaning of the word 
(the allıısıon) should be regarded as a form for tlıe new meaning. In other 
w'ords, 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 coaclıman, Old 
Mr. Weller, the father of Dickens’s famous character, Sam Weller. In 
this case tlıe nomiııal meaniııg is broadeııcd iııto a geııeralized concept:
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“Where is the road now, and its merry incidents of life!.. old 
honest, pimple-nosed coachmen? I wonder where are they, those 
good feilows? Is old Weller alive or dead?” (Thackeray)

The volume of meaııing in this allusion goes beyond the actual know-
, 0f the character’s traits. Even the phrases about the road and the
chmen bear indirect reference to Dickens’s “Pickwick Papers.” 

C° aHere is another instance of allusion w'hich requires a good knowledge 
f mythology, history and geography if it is to be completely understood.

“Shakespeare talks of the herald Mercurıj 
New lighted oıı a heaven-kissing hili,

And some such visions cross’d her m ajcsty
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 

Smooth’d even the Sim plon 's steep, and by God’s blessing 
With youth and health all kisses are heaven-kissing.”

(Byron)

Mercury, J u p i te r ’s messenger, is referred to here because Don Juan  
brings a dispatch to Catherine II of Russia and is therefore her m ajesty’s 
hcrald. Bııt the plırase “...skill smooth’d even tlıe Simplon’s s teep...” 
vvill be quite incornprelıensible to tlıose readers wlıo do not kııow tlıat 
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 implica- 
tions 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 re- 
spect is the quotation-allıısion made in Somerset M augham’s novel “The 
Painted Veil”. The last words uttered by the dying maıı are “The dog it 
was that died.” These are the concluding lines of G oldsmith’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 becomes an allusion which runs through the whole 
Pİot 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 frorn Dickens’s “Hard Times” will serve to prove 
how remote may be the associatioııs called up by an allusion.

“No little Grandgrind lıad ever associated a covv iıı a field vvitlı 
that famous cow with tlıe crumptedhorn that tossed ihe dog that wor- 
~ i n A  < ***  b i i l p f i  i h p  r n t  that. ate Üıe nıalt. or with that yet



morç 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 tlıe old tale 
The History of Tom Thumb” is the following:

No one was permitted to teach the litt le  Grarıdgrind 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 iıı the two allusions becomes impregnated with concrete mean- 
ing set against the abstract meaning of cow-in-a-field, or cow-in-general. 
To put it iııto tlıe terırıs of theorctical linguistics, cow-in-a-field refers 
to the nominating rather tlıan to the signifying aspect of the word.

Allusions ançl quotations may be termed n o ı ı c e - s e t - e x p r e s -  
s i o ı ı s  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 fuııction is every- 
where the same. The deciphering of an allusion, however, is not always 
easy. In newspaper headlines allusions may be decoded at firs't glance, 
as, for instance:

‘“ Pie in the sky’ for Railmen” 1

Most people in the USA and Britain know the refrain of the wwkers’ 
song: “You’ll get pie in the sky when you die.”

The use of part of the sentence-refrain implies that the railmen had 
been given many promises but nothing at the present moment. Lin- 
guistically 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 synonym,

Decomposition of Set Phrases

Linguistic fusions are set phrases, the meaning of which is understood 
only from the combination as a whole, as to pu ll 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. Tlıe stylistic device of decom- 
position 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 particulaıiy  dead about a door-tıail. I might have

----------  <
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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 vvill, 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 differ- 
ent structural pattern. This causes the violation of the generally rec- 
ognized meaning of the combination which has grown into a mere emo- 
tional 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 tlıe wİıole. When, as Dickens does, 
the unit is re-established in its original form, tiıe phr;ıse acquires a fresh 
vigour and effect, qualities importaııt in this ııtterance because the unit 
itself was meant to carry tlıe strongest possible proof th a t  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 emo- 
tions 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 senterıce “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 introductioıı of “kittens and a puppy,” 
which changes the unmotivated combination into a metaphor which in 
its tu rn  is sustained.

The expression ‘to save one’s bacon’ means to escape from injury or 
toss. Byron in his “Don Ju an ” 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 simulianeous materiali- 
zatüon of two meanings: the meaııing of ıhe whole set phrase and the in- 
dependent meanings ot' its components, with the result tlıat the indepen- 
dent meanings unite anew and give the wiıole a fresh significance.

Here is a good example of tlıe effective use of this device. The poet 
mocks at the absurd notion of idealists who deny the existence of every 
kind of m atter whatsoever:

“When Bishop Berkley said: “there was no matter”
And proved it— ’twas no nıatter what he said.”

(Byron)



SYNTACT ICAL  E X P R E S S IV E  MEANS 

A N D  STYL IST IC  D EV ICES

A. GENERAL CONSIDERATIONS

P A R T  V

Withiıı the language-as-a-system there establish themselves certain 
definite types of relations between words, word-combinations, seııtences 
and. also between laj ^er spans of utterances. The branch of language science 
which studies the types of relations between the units enumerated is 
called s y  n t a x.

In ihe domain of cyntax, as has been justly  poinıed out by L. A. Bula- 
j khovsky, it is difficult to distinguish between what is purely grammatical, 
|  i. e. marked as corresponding to the established norms, and what is 
; stylistic, i. e. showing some kind of vacillation of these norms. This 

is particularly evident when we begin to analyse larger-than-the-entence 
ı units.

Generally speaking, the examination of syntax provides a deeper 
insight into the stylistic aspect of utterances.

The study of the sentence and its types and especially the study of 
the relations between different par ts  of the sentence has lıad a long his- 
tory. Rhetoric was mainly engaged in the observation of the juxtaposition 
of the rnembers of the sentence and in fjnding ways and means of building 
larger and more elaborate spans of utterance, as, for example, the period 

I or periodical sentence. Alodern grammars have greatly extended the 
|  scope of structural analysis and have taken under observation the pecul- 
|  iarities of the relations between the members of the sentence, which 
F somehow lıas overshadowed problems connected with structural and 

semantic patterns of larger syntactical units. It would not be an exaggera- 
r tion to state that the study of units of speech larger than Lhe sentence is 

still being neglecfed by many Jinguists. Some of them eveıı consider such 
units to be extralinguistic, thus excluding them entirely from the domain 
of linguistics.

/S ty l is t ic s  takes as the object of its analysis the expressive means and 
stylistic devices of the language which are based on somesignificaııt struc- 
tural po in t in an utverance, whether it consists of one :3entence or a striııg 
of sentences. In grammar certain types of utterances have already been 
patterned; thus, for example, we have all kinds of Si nple, compound or 
complex sentences, even a pa rag rap h  long, that may be regarded as neu- 
tral or non-stylistic patterns.

At the same time, the peculiarities of the structural design of utter-
ances vvlıich bear some particular emotional colouring, that is, which



, Mjstic and therefore non-neutral, may also be patterned and pre-. 
arCfpd as a special system.
se^ tv l is t fc  syntactical patterns may be viewed as variants of thegeneral 

tactical models of the language and are the more obvious and conspic- 
syn jf presented not as isolated elements or accidental usages, but as 
ü° Ujps easily observable and lending themselves to generalization. 
^f°This idea e x Pressed by G. O. Vinokur in his “ManKOBCKHH— ho- 

p jjabiKa” where he m ainta in s  that in sy n ta x  it is no new ınaterial 
Bf l t  is coined, but new relations, because the syn tac tica l  aspect of speech
• nothing more than a defin ite com bination  of gram m atica l  forms, and 
|  this sense the actual words used are essentially immaterial. Therefore 
1 vntactical relations, particularly in poetic language, are that aspect of 
^oeech in which everything presents itself as ac tuaüzation of the poten- 
tıal and not merely the repetition of the ready-made.1 
j^Bv “the potential” G. Vinokur apparently means variations of syn- 

tactical patterns.
It follows, therefore, that in order to establish tlıe permissible fluc- 

tuations of the syntactical norm, it is necessary to ascertain what is 
meant by tlıe syntactical norm itself.xAs a m atter of fact any change in 
the re la t ive  posit ions of the m em bers of tlıe sentence may be regarded 
as a variaııt of the received standard, provided that the relation between 
them wiil  not hiııder tlıe ıınderstandiııg of tlıe utteraııce.

But lıere we are faced witlı the indisputable interdependence betweeri 
form and content; in other words, between the syntactical design of 
thejitterance and its concrete lexical materialization.

Syntactical relations can be studied in isolation from semantic con- 
tent. In this case they are viewed as constituents of the whole and assume 
their independent grammatical meaning. This is ınost apparent in forms 
embodying nonsense lexical units, as in Lewis Carroll’s famous lines, 
so often quoted by linguists.

“Twas brilling, and the slithy toves 
Did gyre and gimbol in the wabe:
All mimsy were the borogroves,
And the mome raths outgrabe.”

The structural elements of these lines stand out conspicuously and 
make sense even though they are materialized by nonsense elements. 
Moreover, they impose on the morphemes they are attached to a definite 
grammatical meaning making it possible toclass tlıe units. So it is du e to  
these elements tha t  we can state what the nonsense words are supposed to 
mean. Thus, we know that the sequence of tlıe forms forcibly suggests 
that after iwas we should have an adjective; the y  in slithy makes the 
Word an adjective; gyre after the em p hatic  did can on ly  be a verb. We 
know that this is a poem because it has rlıythm (ianıbic tetrameter) and  
rhym e (abab in ‘toves— boıogroves;’ ‘wabe— ou tgrabe’).
X  A closer examination of the structural elements will show that they 

outnumber the seman.tic units: niııeteen structural elemeııts andeleven

ırepıeant to be semantic. The following iııferences ınay be drawn from 
his fact:

1) it is the structural element of the utterance that predetermines 
[the possible semantic aspect;

2) the structural elements Iıave their own indepeııdent meaning which 
ay be called structural or, more widely, grammatical;

3) the structural meaning may affect the lexical, giving contextual 
meaning to some of the lexical units.

B. PROBLEMS CONCERNING THE COMPOSITION OF SPANS OF UTTERANCE 
LARGER THAN THE SENTF.NCE

In recent years a new theory concerning the inner relations between 
context and form within the sentence has appeared. This theory, elabo- 
rated by S. Harris, N. Chomsky, M. Postal and others, is called Genera- 
ive Grammar. It maintains that grammar must not only describe the 

,aws- which regulate the functioning of linguistic units but must also 
be capable of generating new sentences.

“A grammar of this kind,” writes John Lyons, “is ‘predictive’ in 
hat it establishes as grammajical, not only ‘ac tua l’ sentences, but also 
potential’ sentences.” 1 >

The reference to Lyons’s-'statement has direct bearing on tne problerns 
of stylislic sy n tax .’T he  fact is, as will be seen later, tlıat any oneoftl ıe  
syntactical SDs is capabie of generating an unlimited number of seııten- 
ces within the given pattern. However, according to orthodox generative 

Lgrammar, some of them are regarded as ‘ill-formed’ and even ‘ungram- 
[matical’ inasmuch as they fail to meet the requirements of the basic 
!(kernel) structures.
[ The theory further maintains that there are two kinds of structures — 
a deep structure and a surface structure. The latter are the actual senten- 
ces produced by the former, which is not presented in language units and 
therefore unobservable.

Mention of this theory is rnade here, firstly, because in moderıı sty- 
listics attem pts are being made to build up a grammar which would 

—.generate deviant constructions and thus broaden the limits of the ‘well- 
^ fo rm e d ’ sentences which are regarded as the only ones ih a t  are ‘grammat- 

ücal’. Another reason is that transformation, one of the başic methods 
[employed in generative grammars, is very effectivelv used in stylistics 
when it is necessary to find the stylistic meaning of this or that sentence 
structure. A thirdreason is th a t  generative grammars aim at reconstruct- 
ing the processes connected with the formation of sentences. This has 
direct bearing on the interpretation of syntactical SDs and particularly 
on their linguistic nature.

This theory enables the interpreter to look at a sentence frorn the point 
of view of w'hat is ‘behind’ the senteııce.

As J. P. Thorne states, “Generative grammar is important to styUst- 
ics because in addition to th e s e ‘sıırface structııre’ facts, it is concerned

1 Lyons, John. Introduction to Theoretical Linguistics. Cambridge, 1971, pp. 155—

1 See; B unoK yp r . 0 .  MajiKOBCKHH — H O Batop H3biKa. M., 1943, c . 15—16.
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with the so-called ‘deep structure’ aspects of language, that is, those 
facts about linguistic structure which cannot be (iirectly related to what 
can be observed. Most stylistic judgements relate to deep structure.”1

It follows then that tlıe so-called generative grammar is not so strik- 
ingly new. This is also noted by the well-known linguists John Lyons 
and D. Bolinger, 2 who state positively tlıat there is nothing new in the 
theory of generative grammar.

Another development in 1 inguistics also having direct bearing on the 
problems which concern us when dealing with syntactical SDs, is ‘text- 
linguistics’, as it is called. Tlıis development, which as yet has not been 
formed as a separate theory, aims at investigating the objective criteria 
concerning ways and means of constructing texts of different kinds and 
genres. 3

For this purpose it is first of all necessary to find the elements into 
which any text may fall. In other words, there ınust be certain constituent 
units of which any text is composed.

Phonemes, the smallest language units, function within morphemes 
and are dependent on them, morphemes function within words, words — 
within sentences, and sentences function in larger structural frames 
which we shall call “supra-phrasal units”. Consequently, neither wordı 
nor separate sentences can be regarded as the basic constituents of 
text. They are the basic units of lower levels of language-as-a-system, 
is shown above.

Supra-Phrasal Units

Tlıe term s u p r a-p h r a s a l u n i t (SPU) is used to denote 
larger uııit than a sentence. It generally comprises a number of sentencel 
interdependent structurally (usually by means of pronouns, connectivesj 
tense-forms) and semantically (oııe definite thought is dealt with). Sucbl 
a span of utterance is also characterized by the fact that it can be extracn 
ed from the context without losing its relative semantic independencej 
This cannot ba said of the sentence, wlıich, while representing a complet( 
syntactical unit, may, however, lack the quality of indepe ıdence. A senj 
tence from the stylistic point of view does not ne:essarily express onl 
idea, as it is defined in most manuals of grammar. It may express onlf 
part of one idea. Thus the sentence: “Guy glanced at lıis wife’s untouched 
plate”, if taken out of the context, will be perceived as a part of a largej 
span of utterance where the situation will be made clear and the purporj 
of verbal expression more complete.

Here is the complete SPU.
Guy glanced at his wife’s untouched plate.
“If you’ve finished, we might stroll down. 
ought to be starting.”

I think yoJ

1 Thorne, J . P . Generative Grammar and Stylistic Analysis.— In: “New Horizori 
in Linguistics”, Ldn, 1971, p. 189.

2 See Lyons, John. Introduction.— Iıı:“New Horizons in Linguistics”, Ldn, 1971,j 
p. 24; Boliııger, D . The Atomization of Meaning.— “Language”, 1965, vol. 41, 4, p. 5351

3 See: I'uAbnepun //. P. 0  nonjmm « T e ı< C T » .  B51, 1974, JsTe 6.
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She did not answer. She rose from the table. She went into 
her room to see tlıat nothing had been forgotten and then side 
by side with him walked down the steps. (Somerset Maugham)

The next sentence of the paragraph begins: “A little winding pa th . ..” 
This is obviously the beginning of the next SPU. So a supra-phrasal unit 
may be defined as a combination of sentences presenting a structural 
and semantic unity backed up by rhythmic and melodic unity. Any SPU 
will lose its unity if it suffers breaking.

But what are the principles oıı which tlıe singling out of aıı SPU can 
be maintained? In order to give an answer to this question, it is first 
of all necessary to deepen our understanding of the term u t t e r a n c e. 
As a s ty lis t ic te rm  the word ‘utterance’ must be expanded. Any utterance 
from a sty 1 istic point of view will serve to denote a certainspan  of speech 
(language-in-action) in which we may observe coherence, interdepend- 
ence of the elements, one definite idea, and last but not least, the pur- 
port of the writer.

The purport is the aim that the writer sets before himself, which 
is to make the desired impact on the reader. So the aim of any utterance
is a carefully thought-out impact. Syntactical units are connected to
achievc the desired effect aııd it is often by the manner they areconnected 
that the desired effect is secured.

Let us take the following paragraph for analysis:
“ 1. But a day or two later the doctor was not feeling well.

2. He had an internal malady that  troubled lıim ııow and then, 
but he w'as used to it and disinclined to talk about it. 3. When 
he had one of his attacks, he only wanted to be left alone. 4. His 
cabin was small and stuffy, so he settled himself on a long chair 
on deck and lay with his eyes closed. 5. Miss Reid was walking
up and down to get the half hour’s exercise she took morning
and evening. 6. He thought tha t  if he pretended to be asleep 
she would not disturb him. 7. But when she had passed him half a 
dozen times she stopped in front of him and stood quite still. 8. 
Though he. kept his eyes closed he knew tlıat she ŵ as looking at 
h im .” (Someıset Maugham)

This paragraplı consists of eight sentences, aL more or less independ- 
ent. The first three sentences, however, show a considerable degree 
of seınantic interdependence. Tlıis can be inferred from the use of the 
following cluster of concepts associated with eaclı other: ‘not feeling 
well’, ‘internal ınalady’, ‘oııe of his a ttacks’. Eaclı phrase is the key to 
the sentence in which it occurs. There are no formal connectives, the con- 
nection is maae apparent by purely semantic means. These three senten- 
ces constitute an SPU built within the larger framework of the paragraph. 
The fourth sentence is semantically independent of the preceding three. 
It seems at first glance not to belong to the paragraph at all. The fact 
that the doctor’s ‘cabin was small andstu ffy ’ and that ‘he settled himself... 
on deck’ does not seem to be necessarily connected with the thought ex- 
pressed in the preceding SPU. But on a more careful analysis one can
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c\e*
êe how all four sentences are actually interconnected. The link- 

,rintence i s 'h e  only wanted to be left alone’. So the words ‘lay with 
jpg s^n c|0secj’ with which the fourth sentence ends, are semantically
hi5 ^ t e d  both with the idea of being left alone and with the idea ex- 
Ä i M  the sentence: ‘He thought tlıat if he pretended to be asleep she
presş- disturb h im . ’ But betweeıı this sentence and its sem antic  
w'OU His eves c.losed’ and ‘wanted to be left  a lon e’. the sentenceMav with lıis eyes closed’ and ‘wanted to be left alone’, the sentence 
link^t ^ j ss thrusts itself in. This is not irrelevant to the whole 
ab°Ution and to the purport of the writer, who leads us to understand that 
SİtUdoctor was disinclined to talk to anybody and probably to Miss Reid
•Ifoarticular.

So the wlıole of the paragraplı has therefore semantic and structural 
jl0]eness. It can, however, be split into two SPUs with a linking sen- 

j^ncc betweerı them. Sentence 5 can be regarded as an SPU, inasmuch as 
Bt enjoys considerable independence both semantically and structurally. 
ISentences 6, 7 and 8 are strııcturally and therefore semantically inter- 
[woven. Bııt wherı and though in the seventh and eiglıth sentences are the 

s t r u c t u r a l  elements wlıich link all three sentences into one SPU.
It follows tlıen that an SPU can be embodied in a sentence if the sen- 

tence meets the requirements of this compositional unit.. Most epigrams 
are SPUs from the point of view of their semantic unity, though they 
fail to meet the general structural requirement, viz. to be represented 
in a number of sentences.

On the other hand, an SPU, though usually a component part of the 
paragraph, may occupy the whole of the paragraph. In this case we say 
that the SPU coiııcides with the paragraph.

It is important to point out that this structural unit, in its particular 
way of arranging ideas, belongs almost exclusively to the belles-lettres 
style, though it may be met with to some extent in the publicistic style. 
Otherstyles, judging by their recognized leading features, do not require 
this mode of arranging the parts of an utterance except in rare cases 
which may be neglected.

Let us take a passage from another piece of belles-lettres style, a 
Paragraph from Aldington’s “Death of a Hero'!75
. It is a paragraph easy to submit to stylistic and seınantic analysis: 

falls natura lly  into several SPUs.

“1. After dinner they sat about and smoked. 2. George took 
his chair over to the open window and looked down on the lights 
and movement ’of Piccadilly. 3. The noiseof the traffic was lulled 
by the height to a long continuous rumble. 4. The placards of the 
evening papers along the railings beside the Ritz were sensational 
aııd bellicose. 5. The party dropped the subject of a possible 
great war; after deciding that there wouldn’t be one, there couldn’t. 
6. George, who Iıad great faith in Mr. Bobbe’s political acumen, 
glanced through his last article, and took great comfort from the 
fact th a t  Bobbe said tlıere wasn’t going to be a war. 7. It was 
all a scare, a stock market ramp... 8. At that  moment three

* or four people came in, more or less together, though they



were in separate parties. 9. One of them vvas a youngish n'ıan in 
immaculate evening dress. 10. As he shook hands with his host, 
George heard him say rather excitedly,

“I ’ve just been dining with .. .”

Analysis of this-paragraph will show how complicated the composi- 
| tion of belles-lettres syntactical units is. There is no doubt that  there 

is a definite semantic unity in the paragraph. The main idea is the anxi- 
ety and uncertaimy of English society before World War I as to whether 
there vvould be, or would not be, a vvar. But around this main sense- 
axis there centre a number of utterances vvhich present more or less in- 
dependent spans of thouglıt. Tlıus, we caıı easily single out the group 
of sentences which begirıs with the words ‘After dinner’ and ends with 
‘...aııd bellicose’. Tlıis part of tiıe text presents, as it vvere, the back- 
grourıd against which tlıe purport of the authoı* staııds out more cleaıiy, 

i the last sentence of this SPU preparing the reader for the main idea of 
the paragraph— the possibility of vvar— which is embodied in tlıe next 
supra-phrasal unit. This secoııd SPU begins witlı the words ‘Tlıe party 
dropped the subject of a possible great w ar’ and eııds vvith ‘...a stock 
market ram p . . . ’. It is made structurally indepeııdeııt by tlıe introduction 
of elements of uttered represented speech (see p. 238), the contractions 
wouldn't, couldn't, wasn't, the purely colloquial syntactical design there 
wouldtı't be one, there couldn't, the colloquial word scare.

The shift to the third SPU is indicated by the dots after the vvord 
ramp (...). Here again it is the author who speaks, there are no further 
elements of represented speech, the shift being rather abrupt, because 
George’s thoughts vvere interrupted by the entrance of the newcomers. 
Tlıe conrıecting ‘At that moment’ softens the abruptness.

The au thor’s purport grows apparent through the interrelation—- 
an iııterrelation which seems to be organic— between the three SPUs: 
sensational and bellicose placards in the streets of London, the anxiety 
of the people at the party, the conviction backed up by such areassuring 

. argument as Mr. Bobbe’s article that there was not going to be a war, 
and the new guests brirıging unexpected nevvs. •

SPUs are not alvvays so easily discernible as they are in this paragraph 
from “The Death of a Hero”. Due to individual peculiarities in combining 
ideas into a graphical (and that means both syııtactical andsemantic) 
unity, there may be considerable variety in the arrangernent of SPUs 
and of paragraphs, ranging from what might be called clearly-marked 
borderlines between the supra-phrasal unit to almost imperceptible se- 

. mantic shifts. Indeed, it is often from making a comparison between 
the beginning and the end of a paragraph that one can infer that  it con- 
tains separate SPUs.

It follows then that the paragraphs in the belles-lettres prose style 
do not necessarily possess the qualities of unity and coherence as is 
the case with paragraphs in other styles of speech and particularly in 
'the scientific prose style.

SPUs are to be found in particıılar iıı poetical style. Here tlıe SPUs, 
|a s  vvell as tlıe paragraphs, are embodied in statızas. Due to tiıe most
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typical semantic property of any poetical work, viz. brevity of expres- 
sion, there arises theneed to combine ideas so that  seemingly independent 
utterances may be integrated into one poetical unity, viz. a stanza.

Let us take for analysis the following stanza from Shelley’s poem 
“The Cloud”:

“I bring fresh showers for the th irsting flowers 
From the seas and the streams;

I bear light shade for the leaves when laid 
In their noorı-day dreams.

From my wings are shaken the dews that waken 
The sweet buds every one,

When rocked to rest on their mother’s breast,
As she dances about the sun.

I wield the flail of the lashing hail,
And whiten the green plains under;

And then again I dissolve it in rain,
And laugh as I pass in thunder.”

Here there are three SPUs separated by full stops.
W ithin the first, which comprises four lines, tiıere are two more or 

less indepeııden.t ıınits divided by a semicolon and integrated by paral- 
lel constructioııs (7 briııg freslı slıuwers; / beur liglıt slıade).

W ithin  the second SPU— also four lines— there are also two inter- 
dependent ideas— the buds awakened by the dews and the earth moving 
around the sun. These are strongly bound together by the formal ele- 
ments when and as forming one complex sentence and an SPU. The for- 
mal means used to connect different spans of utterance affect their seman- 
tic integrity.

The three SPUs of the stanza are united by one idea— the usefulness 
of the cloud giving all kind of comfort, here moisture and shade, to what 
is growing... showers, shade, dews, haii, rain.

The SPUs in sonnets are especially manifest. Tlıis is due to their 
strict structural and semantic ruies of composition.

The Paragraph

A p a r a g r a p h  i s a  graphical term used to name a group of sen- 
tences marked off by indentation at the beginning and a break in the line 
at the end. But this graphical term has come to mean a distinct portion 
of a written discourse showing an internal unity. As a linguistic category 
the paragraph is a unit of utterance marked off by purely linguistic 
means: intonation, pauses of various lengths, semantic ties which can 
be disclosed by scrupulous analysis of tlıe morphological aspect aııd 
meaning of thecomponent parts, etc. It Iıasalready been stated elsewhere 
tlıat the logical aspect of an utterance will ahvays be backed up by purely 
linguistic means causing, as it were, an indivisible unity of extralin- 
guistic and intralinguistic approach.

Bearing this in mind, we slıall not draw a mark of demarcation 
between the logical and the linguistic analysis of an utterance, because



the paragraph is a ünguistic expressıon of a iogical, pragmatic and aesthet- 
ic arrangement of thought.

Paragraph structure is not always built on logical principles alone 
as is generally the case in the style of scientific prose. In the building 
of paragraphs iıı newspaper style, other requirements are taken into 
consideration, for instance, psychological principles, in particular the 
sensationai effect of the communication and the grasping capacity 
of the reader for quick reading. Considerations of space also play an im- 
portant part. This latter consideration sometimes overrules the neces- 
sity for logical arrangement and results in breaking the main rule of 
paragraph buildiııg, i.e. the unity of idea. Thus, a brief note containing 
information about an oil treaty is crammed into one sentence, it being, 
in its turn, a paragraph:

“The revised version of an in ternational oil treaty is to-day 
before the Senate Relation Committee, which recently made it 
clear that the Anglo-American oil treaty negotiated last August 
would not reach the Senate floor for ratification, because of 
objections by the American oil industry to it.”

Paragraph building in the style of official documents is mainly 
governed by the particuiar conventional forms of documents (charters, 
pacts, diplomatic documents, business letters, legal documents and 
the like). Here paragraphs may sometimes embodv what are grammati- 
cally called a number of parallel clauses, which foı the sake of the whole- 
ness of the entire document are made formally subordinate, whereas 
in reality  they are ındependent items. (See examples in the chapter on 
official style, p. 312.)

Paragraph structure in the belles-lettres and publicistic styles is 
strongly affected by the purport of the author. To secure the desired 
impact, a writer finds it necessary to give details and illustrations, to 
introduce comparisons and contrasts, to give additional reasons and, 
finally, to expand the topic by looking at it from different angles and 
paraphrasing the ideä. He may, especially in the publicistic style, intro- 
duce the testimony of some authority  on the subject and even deviate 
from the main topic by recounting an anecdote or even a short story to 
ease mental effort and facilitate understanding of the communication.

The length of a paragraph normally varies from eight to twelve 
sentences. The longer the paragraph is, the more difficult it is to fol- 
low the purport of the writer. In newspaper style, however, most para- 
graphs consist of one or perhaps two or three sentences.

Paragraphs of a purely logical type may be analysed from the way 
the thought of the writer develops. A ttem pts have been made to classify 
paragraphs from the point of view of the logical sequence of the sentences. 
Thus, in manuals on the art of composition there are modelsof paragraphs 
buiit on different principies:

1) from the general to the particular, or from the particular to the 
general;

2) on the inductive or deductive principle;
3) from caus.=: to effect, or from effect to cause;
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f contrast, or comparıson.
4) oaı-as ̂ raph is a compositional device aimed ciilıer at facilitat- 
S° ^^ncess^of apprehending what is written, or inducing a certain 

{\ğ ^ e ^on the part of the reader. This reaction is generaily achieved 
Lac^ ° n H onally grouping the ideas so as to show their interdepend- 
Ly i ^ ^ t g r r e l a t i o n .  That is why the paragraph, from a mere compo- 
ence or, device, turns into a stylistic one. It discloses the w riter’s man- 
sitionf lepicting the features of the object or phenomenon described. It 
ner.C)I the paragraph that  the main function of tlıe belles-lettres style 
js ifl most apparent, the main function, as wili be shown below, 
beC°ırıaesthetico-cognitive and pragmatic.
bein® the paragraph from tlıe “Death of a ITero”, as we saw, there are 
[ SPUs which together constitute one paragraph. If we were to 

vert tlıe passage into one of the matter-of-fact styles it would be neces- 
|C°rv to spüt it into three paragraphs. But Aldington found it necessary 
to combine all the sentences into one paragraph, evidently seeing closer 
c o n n e c t i o n s  between the parts than there would be in a mere imperson- 
j ]ess emotional account of the events described.
’ The paragraph in some styles, such as scientific, publicistic and 

|some others, generally has a t o p i c  s e t ı t e n c e ,  i. e. a sentence 
which embodies the main idea of the paragraph or which may be inter- 
preted as a key-sentence disclosing the chief thought of thew rite r.  Iıı logi- 
cal prose tlıe topic sentence is, as a rule, placed either at the beginning or 
at the end of the paragraph, depending oıı the logicai pattern on which tlıe 
paragraph is bııilt. Iıı the belles-lettres styie the topic sentence may be 
placed iıı aııy paı t of tlıe paragraph. it  wili depend oıı lıow tlıe writer 
seeks to achieve his effect.

Thus in the paragraph we have been referring to, the topic sentence 
‘The party dropped the subject of a possible great war, after decidiııg 

that there wouldn’t be one, there couldn’t ’) is placed in the middle of 
|the paragraph. The parts that precede and follow the topic sentence 
[correspondingly lead to it ( ‘the p lacards.. .’) and develop it ( ‘George, 
who...’). The topic sentence itself, being based on uttered represented 
speech, is sty 1 istically a very effective device to show that the conclu- 
sion (no war) was not based on souııd iogical argument, but merely on 
tne small talk of the party ( ‘there wouldn’t ’, ‘there couldn’t ’).

However, paragraph buiiding in belles-lettres prose generally lacks IC?lty’ as it is governed by other than iogical principles, two
. reclu irements being emotiveness and a natural representation of 

P e situation depicted. Hence it is sometimes impossible to decide 
^hich sentence should be regarded as the topic one. Each SPU of sever- 
31 combined into one paragraph may have its own topic sentence or be 
j* topic sentence. In other words, there are no topic sentences in emotive 

IProse as a rule, though there may be some paragraphs with one due to 
J he prevalence of the iogical element over the emotional or the aesthetic. 
I_. ^n publicistic style paragraphs are built on more apparent logical prin- 
I 'Ples, this style being intermediate between the belles-lettres and the 
I  c>erıtific style. Let us subject lo stylistic analysis the foliowing para- 
| * raPh from Macaulay’s essay on Oliver Goldsmith:
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“While Goldsmith was writing “The Deserted Village” and 
“She Stoops to Coııquer,” he was employed m works of a very 
different kind, works from which he derived little reputation 
but much profit. He compiled for the use of schools a “History 
of Rome,” by which he made £  300; a “History of England,” by 
which he made £  600; a “History of Greece,” for which he received 
£250 ; a “Natural H istory,” for which the book-sellers covenanted 
to pay him 800 guineas. These works he produced without any 
elaborate research, by merely selecting, abridging and trans- 
lating into his own clear, pure, and flowing language what he found 
in books well known to the world, but too bulky or too dry for boys 
andgirls. He committed some strange blunders; for he knew nöth- 
ing with accuracy. Thııs in his “History of England” he tells 
us tlıat Naseby is in Yorkshire; nor did he correct tlıis mistake 
when the book was reprinted. He was nearly hoaxed into putting 
into the “History of Greece” an account of a battle between Alexan- 
der the Great and Montezuma. In his “Animated Nature” he re- 
lates, with faith and with perfect gravity, all the most absurd lies 
which he could find in books of travels about gigantic Patagonians, 
monkeys that preach sermons, nightingales that repeat long con- 
versations. “If he can tell a horse from a cow,” said Johnson, 
“that is the extent of his knowledge of zoology.” How little  Gold- 
smith was qualified to write about the physical sciences is suffi- 
ciently proved by two anecdotes. He on one occasion denied that 
the sun is longer in the northern than in the southern signs. It 
was vain to cite the authority of Maupertuis. “Maupertuis!” he 
cried; “ I understand those matters better than Maupertuis.” 
On another occasion he, in defiance of the evidence of his own 
senses maintained obstinately, and even angrily, that he chewed 
his dinner by moving his upper jaw.

Yet, ignorant as Goldsmith was, few writers have done more 
to make the first steps in the laborious road to knowledge easy 
and p leasan t.. .”

The topic sentence of this paragraph is placed at the beginning. 
It consists of two ideas presented in a complex sentence with a subordi- 
nate clause of time. The idea of the topic sentence is embodied in the 
main clause which states that  Goldsmith derived İ i t t l e  reputation 
but much profit’ out of some of his works. The subordinate clause of 
time is used lıere as a linking sentence between the preceding paragraph 
which deals with “The Deserted Village” and “She Stoops to Conquer” 
and the one under scrutiny.

The next paragraph of the passage, as the reader has undoubtedly 
observed, begins with a new topic sentence and is built on the same 
structural model: the subordinate clause sums up tlıe idea of the pre- 
ceding paragraph ( ‘Yet, ignorant as Goldsmith was’), and the main 
clause introduces a new idea. This pattern is maintained throughout 
the essay aııd, by tlıe way, iıı most of M acaulay’s essays. This easy, 

ilovving manner of expositioıı has a high degree of predictabi lity. The



, having read the first sentence and being conscious of the au- 
manner of building paragraphs, will not fail to grasp the gist of 

ıssage at once.
is interesting to point out how Macaulay develops the idea ex- 
d in the topic sentence. Hewished to show why Goldsmith derived 
tle reputa tion’ and 2) ‘much profit’ from certain of his works. Of the 
Vlacaulay considers the former to be undoubtedly more significant 
the latter. That is why he begins with insignificant d e ta i l s— enu- 
ting Goldsmith’s profits, and then devotes all the rest of the para- 
ı to instances of Goldsm ith’s ignorance.
paragraph in certain styles is a dialogue (with the reader) in the 
of a monologue. The breaking-up of a piece of writing into para- 

ıs can be regarded as an expression of consideration for the reader 
ıe part of the author. It manifests itself in the au thor’s being aware 
n i t s  in the reader’s capacity for perceiving and absorbing informa- 
Therefore paragraphs in matter-of-fact styles, as in scientific prose, 

ial documcııts and so on, are clear, precise, logically coherent, and 
ess unity, i. e. express oııe ıııain thought. Paragraphs iıı emotive 
e are combinations of the logical and the ernotional. Tiıe aim of 
author in breaking up the narrative into paragraphs is not only to 
l ita te  understanding but also for emphasis. That is why paragraphs 
he belles-lettres prose are sometimes built on contrast or on climax, 
is the paragraph from “A Christmas Carol” by Dickens, quoted on 
220.
The paragraph as a unit of utterance, is so far entirely the domain 
itylistics. Yet there are obvious features of a purely syntactical char- 
er in the paragraph which must not be overlooked. That is why
ıre is every reason to study the paragraph in syntax of the language
ere not only the sentence but also larger units of communication 
)uld be under observation. This would coıne under what we may call 
 ̂ ‘macro-syntax’ of the language.

C. COMPOSITIONAL PATTERNS OF SYNTACTICAL ARRANGEMENT

The structural syntactical aspect is sometimes regarded as the crucial 
;ue in stylistic analysis, although the peculiarities of syntactical ar- 
ngement are not so conspicuous as the lexical and phraseological
■operties of the utterance. Syntax is figuratively called the “sinews of
y»e”

S  t r u c t u r a L s ıj rı t a c t i c a / „s / ıj l ı s t i c d e v i c e s are 
ı special relations with tlıe intonation involved. Prof. Peshkovsky 
oints out that there is an interdependence between the intonation and 
/n tactical  properties of the sentence, which may be worded in the fol- 
3wing manner: the more explicitly the structural syntactical relations 
re expressed, the weaker will be the intonation-pattern of the utterance
o complete disappearance) and vice-versa, the stronger ttıe intonation, 
ıe weaker grow the evident syntactical relations (also to complete



disappearance) x. This can be illustrated by means of the following two 
pairs of sentences: ‘Only after dinner did I nıake up my mind to go there’ 
and ‘/  made up my mind to go there only after dinner.' lI t  was in Bucharest 
that the Xth International Congress of Liııguists took place’ a n d ‘The 
Xth International Congress of Linguists took place in Bucharest.’

The second sentences in these pairs can be made emphatic only by 
intonation; the first sentences are made emphatic by ırıeans of the syn- 
tactical patterns: ‘Only after dinner did I . . . ’ and ‘It was... t h a t . . . ’

The problem of syntactical stylistic devices appears to be closely 
[ linked not only with what makes an utterance more eınphatic but also 
‘ with the more general problem of predication. As is known, the English 

affirmative sentence is regarded as neutral if it maintains the regular 
word-order, i.e. subject— predicate— object (or other secondary mem- 
bers of the sentence, as they are called). Any other order of the parts of 
the sentence may also c?-r;y tlıe necessary information, but the impact 

> on the reader will be different. Even a slight change mi the word-order 
Ş of a sentence or in the orderof the sentences in a more coınplicated syn- 

tactical unit will inevitably cause a definite modification of the mean- 
ing of the whole. Aıı almost imperceptible rhythmical design intro- 
duced iııto a prose sentence, or a sudden break iıı tlıe seqııence of the 
parts of tlıe sentence, or any other clıange will add something to tlıe vol- 
ume of information contained in the original sentence.

Unlike the syntacticai expressive means of the language, which are 
naturally used in discourse in a straight-forward natural manııer, syn- 
tactical stylistic devices are perceived as elaborate designs aimed at 
having a definite impact on the reader. It will be borne in mind that 
any SD is meant to be understood as a device and is calculated to pro-

• duce a desired stylistic effect.
When viewing the stylistic functions of different syntactical designs 

[ we must first of all take into consideration two aspects:
1. The juxtaposition of different parts of the utterance.
2. The way the parts are connected with each otlıer.
In addition to these two large groups of EMs and SDs two other 

groups may be distinguished:
3. Those based on the peculiar use of colloquial constructions.
4. Those based orı the s ty l is t ic  use of s tructural meaııing.

Stylistic Inversion

W o r d-o r d e r is a crucial syntactical problem in many languages. 
In English it has peculb.nties which have been causeıj by the concrete 

 ̂ aııd specific way the Iji.guage has developed. O. Jesoersen states that 
tlıe English language “...has developed a tolerably fixed word-order 

; which in the great maiority of cases shows without faii what is the Sub- 
ject of tlıe sentence.’'2 This “tolerably fixed word-order” is Subject — 
Verb (Predicate) — Object (S— P— O). Further, Jespersen mentions

1 rieuiKoecKuä A . A i. HHTOHaunfl h rpaMMaTHKa.— «H3BecTHfl pyccKoro ji3biKa h K CJiOBecHOCTH». J l., 1928, t .  I. kh. 2, c. 463.
r  2 Jespersen, 0 . Essentials oi' English Grammar. Ldn, 1943, p. 99.
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_  . investiga tion  of word-order m ade on the basis of a series of
I t i s t i ° f v e  19th centııry writers. It was foıınd tl ıat the order S— 
* seılta ısed in from 82 to 97 per cent of all sentences containing allre

0  NV̂ b e r s ,  while the percentage for Beowulf was 16 and for .Kmg

jf^ed’s Pg^ominance of S— P—O word-order makes conspicuous any
■ ^ İS-^ the  structure of the sentence and inevitably calls forth a mod- 
l*n^ n  in the intonation design.
| catıcn conspicuous places in the sentence are coıısidered to be the 

fhe last: the first place because the full force of the stress canf and tl , . _ . _____  _  £• ____ _ , J _______________________________________________________________  _ 1 Ji . . . „  1 _U ------------------ 

ıTat 'the begiuning of an utterance and 
„,ıCp after it. This traditional word-or

[ f  ^ation design. Througlı frequency of repetition tlıis d 
ltonse(j jtself on any sentence even tlıouglı there are changes i 
I t he  sequence of the component parts. Hence the clash between seman- 
tallv insignificant elements of the sentence when they are placed in 
ructurally  significant position and the intonatioıı which follows the 
!COgnized pattern.

Thus in Dickens’ mtıch quoted sentence:
“Tcılent Mr. Micawber has; capital Mr. Micawber has not.”

The first and the last positions being prominent, the vcrb has and 
[ıe negalive nut get a fuller volume of stress tlıan tlıey woııld in’ ordina- 

(uninverted) word-order. In the traditional word-order the predicates 
and has not are closely attached to their objects talent and capital. 

nglish predicate-object groups are so bound togetlıer1 that when we 
lear the object away from its predicate, the latter remains dangling in 
Ihe sentence and in this position sometimes calls forth a change inmean- 
ng of the predicate word. In the inverted word-order not only the 
ıbjects talent and capita l become conspicuous but also the predicates 
as and has not.

In this example the effect of the inverted word-order is backed up 
•y two other stylistic devices: antithesis and parallel construction. Unlike 
rammatical inversion, stylistic inversion does not change the structur- 
1 meaning of the senterıce, that is, the change in the juxtaposition of 
he members of the sentence does not indicate structural meaning but 
|as some superstructural function. S  t y  l i s t i c i n v e r s i o n aims 
M attaching logical stress or additional emotional colouring to the sur- 
ace meaning of the utterance. Therefore a specific irıtonation pattern 
s the inevitable satellite of inversion.
. Stylistic inversion in Modern English should not be regarded as a 
10Iation of the norms of standard English. It is onJy the practical 

feajization of what is potentiaJ in the Janguage itseJf.
The fo lh w in g  pztterns of s ty lis tic  ir.version are mc>t freguenily met

• I 110 ( ı l ı j l ’t l  IS |»l(l( ( (I .li İll.C l'<'|4ı l l l l l l l f ;  ( ' I İ I ıC  . ( 11İ ( ı ıf. <• I .(•(• i l ’K’ CXfirri' 

e above).

L 1 See : yipueea B .  H . O c h o b h o h  xapaK T ep  c jıo B o co u eT am m  b aürjıufıCKOM  H3biKe.—  
fİ3b. a h  r r r p  n n a»  1047 fi

after
the last place because there 

order has developed a definite 
design has 
introduced

AH CCCP, 0/151», 1947, B bin . 6.



2. The a ttr ibu te  is placed after the word it modifies (postposition 
of the attribute^.'Tiıis model is often used when there is more than one 
attribute, for example:

“With fingers weary ancl worn...” (Tlıomas Hood)
“Once upon a midniglıt drcar'y...” (E. A. Poe)

3. a) The predicative is placed before the subject, as in 
“A good generous prayer it w'as.” (Mark Twain)

or b) the predicative stands before the link-verb aııd both are placed 
before the subject, as in

“Rııde am I  in my speech...” (Shakespeare)

4. The adverbial modifier is placed at the beginning of the sentence, 
as in:

“Eagerly I wished the morrow.” (Poe)
“My dearest daughter, at your feet I fall.” (Dryden)
“A tone of most extraordinarı/ comparison Miss Tox said it in.”

(Dickens)

5. Both modifier and predicate stand before the subject, as in:
‘7/?. went Mr. Pickwick.” (Dickens) 
l'Down dropped the breeze...” (Coleridge)

These five models comprise the most common and recognized mod- 
els of inversion.

However, in modern English and American poetry, as has been shown 
elsewhere, there *appears a definite tendency to experiment witlı the 
word-order to the extent which may even rendeı* the message unintelligi- 
ble. In this case there may be an almost unlimited number of rearrange- 
ments of the members of the sentence.

Inversion as a stylistic device is always sense-motivated. There is 
a tendency to account for inversion in poetry by rhythmical consider- 
ations. This may sometimes be true, but really talented poets will never 
sacrifice sense for form and in the majority of cases inversion in poetry 
is called fortlı by considerations of content rather than rhythm.

Inverted word-order, or inversion, is one of the«forms of v/hat are 
known as emphatic constructions. What is generally called traditional 
word-order is nothing more than unemphatic construction. Emphatic 
constructions have so far been regarded as non-typical structures and 
therefore are considered as violations of the regular word-order in the 
sentence. But in practice these structures are as common as the fixed 
or traditional wcrd-order structures. Therefore inversion must be re- 
garded ss an expressive means o/ the language kavin.g typical structural

Dctadıed Constrııction

Sometimes one of tlıe secondary parts of a senteııce by some specific 
ınsideration of the writer is placed so that it seems formaliy independ-
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erit of tlıe word it logically refers to. Such parts of structures are called 
ä e t ü c h e d .  Tlıey seeııı to daııgle in tlıe sentence as isolated parts.

The detached part, being torn away from its referent, assumes a 
greater degree of significance and is given prominence by intonation. 
The structural patterns of detached constructions have ııot yet been 
classified, but the most noticeable cases are tlıose in which an attri- 
bute or an adverbial modifier is placed not in immediate proximity to 
its referent, but in some other position, as in the following examples:

1) “Steyne rose up, grinding his teeth, pale, and with fury in 
his eyes” (Thackeray)

2) “Sir P i t t  came iıı first, very tnuch flushed, and rather ıın-
steady i/ı his gait."  (Thackeray)

Sometimes a nominal phrase is thrown into the sentence forming a 
syntactical unit with the rest of the sentence, as in:

“And lıe walked slowly past again, along the r iv e r— an evening 
of clear, quiet beauty, all harmöny atıd comfort, except within 
his heart.” (Galsworthy)

The essential quality of detached construction lies in the fact tha t  
the isolated parts represent a kind of independent whole thrust into 
the sentence or placed in a position which will make the phrase (or word)
seem independent. But a detached phrase cannot rise to the rank of 
a primary member of the sentence— it always remains secondary from 
the semantic poiııt of view, although structurally it possesses all the fea- 
tures of a primary member. This clash of the structural and semantic 
aspects of detaclıed constructions produces the desired effect— forcing 
the reader to interpret the logical connections between the component 
parts of the sentence. Logical ties between them ahvays exist in spite of 
the absence of syntactical indicators.

Detached constructions in their common forms make the written 
variety of language akin to the spoken variety where the relation be- 
twreen the component parts is effectively materialized by means of into- 
nation. Detached construction, as it were, becomes a peculiar device 
bridging the norms of written and spokeıı language.

Tiıis stylistic device is akin to inversion. The functions are aimost 
the same. But detached construction produces a much stronger effect, 
inasmuch as it presents parts of the utterance significant from the au- 
th o r ’s poiııt of view in a more or less independent manner.

Here are some more examples of detached constructions:

“Daylight was dying, the moon rising, gold behind the pop- 
lars.” (Galsworthy)

‘“ I want to go,’ he said, miserable.” (Galsworthy)
“She was lovely: all of her— delightfu l.” (Dreiser)

The italicized phrases and words in these sentences seem to be isolat- 
ed, but still the connection with the primary members of thecorrespond- 
iııg sentences is clearly implied. Thus ‘gold behind the poplars’ may be
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interpreted as a simlie or a metaphor: the moon likc gold was risitıg behind 
the poplars, or the moon rising, it was gold...

Detached construction sometimes causes the simultaneous realiza- 
tion of two grammatica! meanings of a word. In the sentence“ ‘I want to 
go,’ he said, miserabte”, the last word might possibly have been uııder- 
stood as an adverbial modifier to the word said if not for the comma, 
though grammatücally miserably would be expected. The pause indicated 
by the comma implies that miserable is an adjective used absolutely 
and referring to the pronoun he.

The same can be said about Dreiser’s sentence with the word de- 
lightful. Here again the mark of punctuation plays an important role. 
The dash standing before the word makes the word conspicuous and, 
being isolated, it becomes the culminating point of the climax— lovely... 
—delightful, i. e. the peak of the whole utterance. The phrase all of 
her is also somehow isolated. The general impression suggested by the 
implied intonation, is a strong feeling of admiration; and, as is usually 
the case, strong feelings reject coherent and logical syntax.

In the English language detached constructions are generally used 
in the belles-lettres prose style and mainly with words that  have some 
explanatory function, for example:

“June stood in front, fendiııg off tlıis idle curiosity — a little 
bit of a thing, as somebody said, ‘all hair and sp ir i t ’. ..”

(Galsworthy)

Detached coı struction as a stylistic device is a typification of the 
syntactical peculiarities of colloquial language.

Detached const'uction is a stylistic phenomenon which has so far 
been little  investigated. The device itself is closely connected with the 
intonation pattern of the utterance. In conversat on any word or phrase 
or even sentence may be made more conspicuous by means of intonation. 
Therefore precision in the syntactical structure of the senteııce is not 
so necessary from the communicative point of view. But it becomes 
vitally  important in w riting .1 Here precision of syntactical relations 
is the only way; to make the utterance fully communicative. Therefore 
wherı the syntacticai relations become obscure, each member of the 
sentence that seems to be dangling becomes loglcally significant.

A variant of detached construction is p a r e n t h e s i s .
“Parenthesis is a qualifyiııg, explanatory or appositive word, phrase, 

clause, sentence, or other sequence which interrupts a syntactic construc- 
tion without otherwise affecting it, having often a characteristic into- 
nation and indicated in writing by commas, brackets or dashes.”2

In fact, parenthesis sometimes embodies a considerable volume of 
predicativeness, thus giving the utterance an additional nuance of mean- 
ing or a tinge of emotional colouriııg.

1 See Peshkovsky’s remark on pr 202.
2 Raııdom House Dictionary of the English Language. N. Y., 1967.
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p a  r a I l c l c o tı s l r u c t i o ıı is a device which may be encoun- 
I  rcCl not so muclı iıı tlıe seııtence as iıı tlıe macro-structures dealt with 

rlier, viz. the SPU and the paragraph. Tlıe necessary condition in 
e ra ıiel construction is identical, or similar, syntactical structure in 
j^o  or more sentences or parts of a sentence in close succession, as in:

“There were, ... , real silver spoons to stir the tea with, and real 
china cups to drink it out of, and plates of the satne to hold the cakes 
and toast i n ” (Dickens)

Parallel constructions are often backed up by repetition of words 
(lexical repetitioıı) and conjunctions and prepositions (polysyndeton). 
pure parallel construction, however, does not depend oıı any other kind 
0f repetition but the repetition of the syntactical design of the sentence.

Parallel constructions may be partial or complete. Partial parallel 
arrangement is the repetition of some parts of successive sentences or 
clauses, as in:

“It is the mob that labour in your fields and serve in your 
houses— that man your navy and recruit your army,— that have 
enabled you to defy ail the world, and can also defy you when 
neglect and calamity have driven them to despair.” (Byron)

The a t tr ib u tiv e  clauses here all begin with the subordinate con- 
junction tha t which is followed by a verb in the same form, except 
the last (have enabled). The verbs, however, are followed e ither by 
ad \erb ia l  modifiers of place (in your fields, in your houses) or by di- 
rect objects (your navy , your arnıy). The third a ttributive clause is not 
built on tlıe patterıı of the first two, altlıouglı it preserves the parallel 
structure in general (that+verb-pred icate+ object) ,  while the fourth 
has broken away entirely.

Complete parallel arrangement, also called b a l a n c e, maintains 
the principle of identical structures throughout the corresponding sen- 
tences, as in:

“The seeds ye sow — another reaps,
The robes ye weave— another wears,
The arms ye forge— another bears.”

(P. B. Slıelley)

Parallel construction is most frequently used in enumeration, anti- 
thesis and in climax, thus consolidating the general effect achieved by 
these stylistic devices.

Parallel construction is used in different styles of writing with 
slightly different functions. When used in the matter-of-fact styles, it 
carries, in the ma'in, the idea of semantic equality of the parts, as in 
scientific prose, where the logical principle of arranging ideas predomi- 
nates. In the belles-lettres style parallel construction carries an emotive 
function. That is why it is mainly used as a technical means in building 
up other stylistic devices, tlıus securing their unity.

Parallel Construction



In the following example parallelism backs up repetitio
tion and antithesis, making the whole sentence almost epjgjaallitera-

“And so, frorn hour to hour, we ripe and ripe, ^atic.
And then, from hour to hour, we rot and rDt.” (Shake

Iıı the example below, parallel construction baçks up the rh^t ^  
address and rhetorical questions. The emotional aspect is also p f0r*Cal 
by the interjection ‘Heaven!’ ; ' n*orced

“Hear me, my mother Earth! behold it, Heaven! —
Have I not had to wrçstle with my lot?
Have I not suffered thiııgs to be forgiven?
Have I nofr had my braiıı seared, my heart riven,
Hopes sapped, ııame bliglıted, Life’s life lied away?” (Byron)

In some cases parallelism emphasizes the similarity and equates 
the significance of the parts, as, for exanıple:

“Our senses perceive no extremes. Too much sound deafens 
us; too much light dazzles us; too great distance or proximity 
hinders our view.”

In other cases parallel construction emphasizes diversity and con- 
trast of ideas. (See the example on p. 223 from the “Tale of TwoCities” 
by Dickens).

As a final remark it must be stated that the device of parallelism al- 
ways generates rhythm, inasmuch as similar syntactical structures repeat 
in close succession. Hence it is natural that parallel construction should 
very frequently be used in poetical structures. Alternation of similar 
units being the basic principle of verse, simiiarity in longer units— 
i. e. in tlıe stanza, is to be expected.

Chiasmus (Reversed Parallel Construction)

C h i a s m u s  belongs to the group of stylistic devices based on the 
repetition of a syntactical pattern, but it has a cross order of words and 
phrases. The structure of two successive sentencts or parts of a sentence 
may be described as reversed parallel construction, the word-order of 
one of the sentences being inverted as compared with that of the other, 
as in:

“/4s higlı as we have mounted itı deliglıt
In  our dejection do we sink as low "  (Wordsworth)
“Down dropped the breeze,
The sails dropped down.” (Coleridge)

Chiasmus is sometimes achieved by a sudden change from active 
voice to passive or vice versa, for example:

“The register of his burial was signed by the clergyman, the 
clerk, the undertaker and the chief mourner. Scrooge signed 
it. (Dickens)
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his device is effective in that it helps to lay stress on the second 
of the utterance, which is opposite instructure , as ‘in o u r  dejection’; 

ooge signed i t ’. This is due to the sudden change in the structure 
ch by its very unexpectedness linguistically requires a slight pause 
3re it.
As is seen from the examples above, chiasmus can appear only when 
re are two successive sentences or coordinate parts of a sentence. 
distribution, here close succession, is the factor which predetermines 

fe birth of the device.
There are different variants of the structural design of chiasmus. 

ıe first examplegiven showschiasmus appearing in a complex sentence 
lere the second part has an opposite arrangement. The second example 
ımonstrates chiasmus in a sentence expressing semantically the rela- 
on of cause and effect. Structurally, however, the two parts are pre- 
ınted as independent sentences, and it is the chiasmatic structure 

I hich supports the idea of subordination. The third example iscomposed 
If two independent sentences and the chiasmus serves to increase the 
tffect of climax. Here is another example of chiasmus where two paral- 
fel constructions are followed by a reversed parallel construction linked 
to the former by the conjunction and:

“The night wirıds sigh, the breakers roar,
And shrieks the wild sea-mew.” (Byron)

It  must be remembered that chiasmus is a syntactical, not a lexi- 
cal device, i. e. it is only the arrangement of the parts of the utterance 
which constitutes this stylistic device. In the famous epigram by Byron:

“In the days of old men made the manners',
Manners now make men,”

there is no inversion, but a lexical device. Both parts of the parallel 
construction have the same, the normal word-order. However, the witty  
arrangement of the words has given tlıe utterance an epigrammatic 
character. This device may be classed as L e x  i c a l c h i a s m u s  
or chiasmatic repetition. Byron particularly favoured it. Here are some 
other examples:

“His jokes were sermons, and his sermons jokes.”
“’Tis strange,— but true; for truth is always strange."
“But Tom's no more— and so no ınore of Tom .”
“True, ’tis a p ity •— p ity  ’tis, ’tis true.”
“Men are the sport of circunıstances, wlıen 
The circurnstances seem the sport of merı.”
“’Tis a pity though, in this sublime world that 
Pleasure's a sin , and sometimes sin's a pleasure.”

Note the difference in meaning of the repeated words on which the 
epigrammatic effect rests: ‘strange— strange;’ ‘no more— no more’, 
‘jokes—jokes.’

Syntactical chiasmus is sometinıes used to break tlıe monotoııy of
—- Rut wJıatever the purpose of chiasmus, it will



alvvays bring in some new shade of meaning or aclclıtıonaı cmp..u»___ _
some portion of the second part.

The stylistic effect of this construction has been so far l i t t le  inves- 
tigated. But even casual observation will show that chiasmus should 
be perceived as a complete unit. One cannot help noticing tha t  the first 
part in chiasmus is somewhat incomplete, it calls for continuation, 
and the anticipation is rewarded by the second part of the construction, 
which is, as it were, the completion of the idea.

Like parallel construction, chiasmus contributes to the rhythmical 
quality of the utterance, and the pause caused by the change in the syn- 
tactical pattern may be likened to a caesura in prosody.

As can be seen from this short analysis of chiasmus, it has developed, 
like all stylistic devices, within the fratnework of the literary form of 
the language. However, its prototype may be found in the norms of 
expressions of t!ıe spoken language, as in the emphatic:

‘He was a brave man, was John .’

Repetition

It has already been pointed out that r e p e i i t i o n  is an expres- 
sive means of language used when the speaker is under the stress of strong 
emotion. It  shows the state of mind of the speaker, as in the following 
passage from Galsworthy:

“Stop!”— she cried, “Don’t tell me! I don't wcıtıt to hear;
I d o n 'tw a n i to hear what you’ve come for.|/ d o n 'tw a n t to hear”

The repetition of ‘I don’t want to hear’, is not a stylistic device; it 
is a means by which the excited state of mind of the speaker is shown. 
This s tate of mind always manifests itself through intonation, which 
is suggested here by the words ‘she cr ied’. In the written language, before 
direct speech is introduced one can always find words indicating the in- 
tonation, as sobbed, shrieked, passionately, etc. J .  Vandryes writes:

“Repetition is also one of the devices having its origin in 
the emotive language. Repetition when applied to the logical 
language becomes simply an instrument of grammar. Its origin 
is to be seen in the excitement accompanying the expression of 
a feeling being brought to its highest tensipn.”1

When used as a stylistic device, repetition acquires quite different 
functions. It does not aim at making a direct emotional impact. On 
the contrary, the stylistic device of repetition aims at logical emphasis, 
an emphasis necessary to fix the a t ten tionof the reader on the key-word 
of the utterance. For example:

“For th?c was it! Ignorant of the b n g  and stealthy  march 
of passion, and of the state to which it lıad reduced Fleur; igno- 
rant of how Soames had watched her, ignorant of F leu r’s reckless

1 Bandpııec )i{. 5l3biK. M., 1937, c. 147.
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ignoraııt of üll llıis, evcıybody felt aggrieved.”
(Galsworthy)

Repetition is classified accordirıg to compositional patterns._ If 
L̂ e repeated word (or phrase) comes at the beginning of two or more 
,orısecutive sentences, clauses or phrases, we have a n a p h o r a, 
lS in the example above. If the repeated unit is placed at the end of con- 
.ecutive sentences, clauses or phrases, we have the type of repetition 
’glled e p i p h o r a, as in:

“I am exactly the man to be placed in a superior position 
in such a case as that. I am above the rest of mankind, iıı sucfı 
a case as that. I can act with philosophy in such a case as that.

I
I (Dickens)

Here the repetition has a slightly different function: it becomes a 
ackground against which the statements preceding the repeated unit 
re made to stand out more conspicuously. This may be called t h e  
a c k g r o u n d  function. It must be observed, however, that the 

jgical function of the repetition, to give emphasis, does not fade when 
; assumes the background function. This is an additional function.

Repetition may also be arranged in the form of a frame': the initial 
■arts of a syntactical unit, in most cases of a paragraph, are repeated 

t the end of it, as in:
‘'Poor doll's dressnıaker! How often so dragged down by hands 

that should have raised her up; how ofterı so misdirected when 
losing her way on tiıe eternal road and asking guidance. Poor, 
little doll's dressnıaker". (Dickens)

This compositional pattern of repetition is called f  r a m i n g. 
he semantic nuances of different compositional structures of repeti- 
on have been little  looked into. But even a superficial examination 
ill show that framing, for example, makes the whole utterance more 

hmpact and more complete. Framing is most effective in singling out 
Uragraphs.

Among other compositional models of repetition is l i n k i n g
‘ r e d u p l i c a t i o n  (also known as a n a d i p l o s i s). The struc- 
İre of this device is the following: tlıe last word or phıase of one part 

I an utterance is repeated at the beginningof thenex t part, thus hooking

I
i e  two parts together. The writer, instead of moving on, seems to double 
ck on his tracks and pick up his last word.

“Freeman and slave... carried on an uninterrupted, now hidden, 
now open fight, a fig h t tha t  each time ended, either in a revolu- 
tionary re-constitution of society at large, or in the common ruin 
of the contending classes.” (iMarx, Engels)

I Any repetition of a unit of language will inevitably cause some 
^ h t  modification of meaning, a modification suggested by a noticeable
^ge in the intonation with which the repeated word is pronounced. 
Someıimes a writer may use tlıe linking device severaİ tinıes iıı one 
. erance, for exarnple:



“.4 snıile woııld come iııto Mr. Pickwick’s face: the smile ex- 
tended iııto a laugh: the laugh into a roar, aııd the roar became 
general.” (Djckens) 

or: ., }
“For glances beget ogles, ogles sighs, sighs wihes, wishes words, 

and words a letter.” (Byron)
This compositioııal pattern of repetition is also called c h a i n - 

r e p e t i  t i  o n.
What are the most obvious stylistic functions of repetition?
The first, the primary one, is to intensify the utterance. Intensi- 

fication is the direct outcome of the use of the expressive means em- 
ployed in ordinary intercourse; but when used in other compositional 
patterns, the immediate emotional charge is -greatly suppressed and is 
repiaced by a purely aesthetic aim, as in the following example:

T H E  ROVER

A weary lo t is  thine, fair maid,
A weary lot is thine!

To pull the thorn thy brow to braid, v 
And press the rue for wine.

A lightsome eye, a soldier’s mien 
A feather of the blue,

A doublet of the Lincoln green —
No tnore of nıe you knew  

My Love!
No nıore of me ıjou knew. (Walter Scott)

The repetitioıı of the whole line in its full form reqııires interpretation. 
Superliııear analysis based on associations aroused by the sense of 
the whole poem suggests that this repetition expresses the regret of the 
Rover for his Love’s unhappy lot. Compare a lso the repetition in the line 
of Thomas Moore’s:

“Those evening bells! Those evening belis!"
Meditation, sadness, reminiscence and otlıer psychological and 

emotioııal states of mind are suggested by the repetitioıı of the phrase 
with the intensifier ‘those’.

The distributional model of repetition, the aim of which is inten- 
sification, is simple: it is immediate succession of the parts repeated.

Repetition may also stress monotony of action, it may suggest fa- 
tigue, or despair, or hopelessness, or doom, as in:

“W hat has my life been? Fag and gritıd, fag and ğrind. Turn 
the wheel, turn the wheel.” (Dickens)

Here the rhythm of the repeated parts makes the monotony and 
hopelessness of the speaker’s life still more keenly felt.

This function of repetition is to be observed in Thomas Hood’s po- 
em “Tlıe Song of the Slıirt” where different forms of repetition are em- 
ployed.
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“Work— work—work!
Till the brain begins to swim!

Work— work— w'ork
Till the eyes are heavy and dim!

Searn, and gusset, and band,
Band, and gusset and seam,—

Till over the buttons I fall asleep,
And sew them on in a dream.”

)f course, the main idea, that of long and exhausting work, is ex- 
;ed by lexical means: work ‘till the brain begins to swim’ and ‘the 
are heavy and d im ’, till, finally, ‘I fall asleep.’ But the repetition 
strongly enforces this idea and, moreover, brings in additional nu- 
s of meaning.
n grammars it is pointed out that the repelition of words connected 
he conjunction cıtıd will express reiteration or frequentative action. 
example:

“Fledgeby knocked and rang, and Fledgeby raııg arıd kııocked, 
but no one came.”

There are phrases containing repetition which have become lexical 
s of the English language, as oıı and otı, over atıd over, agaitı atıd 
n and others. They all express repetition or continuity of the action, 
n:

“He played the tune over and over again.”

letimes this shade of meaning is backed up by meaningful words, 
rı:

I sat desperately, workitıg aııd working.
They talked and talked all night.
The telephone rang aııd rang but no one answered.

The idea of continuity is expressed here not only by the repetition 
also by modifiers such as ‘all n ig h t ’.

Background repetition, which we have already pointed out, is somer 
es used to stress the ordinarily unstressed elements of the utterance. 
•e is a good example:

“I am attached to you. But /  can11 consent and wotı' t consent 
and I never did consent and /  neverwill consent to be lost in you.” 
(Dickens)

Ih e  emphatic element in this utterance is not the repeated word 
tsent’ but the modal words ‘can’t ’, ‘won’t ’, ‘w ill’, and also the em- 
tic ‘d id’. Thus the repetition here loses its main function and only 
res as a means by which other elements are made to stand out clear- 
It is worthy of ııote that in this sentence very strong stress falls on 
modal verbs and ‘did’ but not on the repeated ‘consent’ as is usually 
case with the stylistic device.
Like many stylistic devices, repetition is polyfunctional. The func- 
ıs enumerated do not cover all its varieties. One of those already
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mentioned, the rhythmical funetion, must not be under-estimated when
studying the effects produced by repetition. Most of the examples given 
above give rhy thm  to the utterance. In fact, any repetition enhances the 
rhythmical aspect of the utterance.

There is a variety of repetition which we shall call “root-repetition”, 
as in:

“To live again in t h e youth  of t h e yourıg"  (Galswdrthy)
or,

“He loves a dodge for its own sake; being...— the dodgarest of all the 
dodgers.” (Dickens)

or,
“Schemmer, Karl Scl.emmer, was a brute, a brutish brute.” (London)

In root-repetition it is not the same words tha t  are repeated but 
the sarne root. Consequently we are faced with different words having 
different meanings (youth: youtıg', brutish: brute), but the shades of mean- 
ing are perfectly clear.

Another variety of repetition may be called s y n o n y m i c a l  r e p- 
e t i t i on . This is the repetition of the same idea by using synonymous 
words and phrases which by adding a slightly different nuance of mean- 
ing intensify the impact of the utterance, as in.

“...are there not capital punishments sufficient in your sta tu tesl 
Is there not blood enough upon your penal code?” (Byron)

Here the meaning of the words ‘capital punishments’ and ‘statutes* 
is repeated in the next sentence by the contextual synonyms ‘blood’ 
and ‘penal code’.

Here is another example from K eats’ sonnet “The Grasshopper and 
the Cricket.”

“I h e  poetry of earth is never dead. .
The poetry of earth is ceasing nevet...”

There are two terms frequently used to show tne negative a t t i tude  
of the critic to all kinds of synonymical repetitions. These are p t e o- 
t ı a s t n  and t a u  t o l o g y .  The Shorter Oxford Qictionary defines 
pleotıasm as “the use of more words in a sentence than are necessary to 
express the meaning; redundancy of expression.” Tautology is defined 
as “the repetitior of the same statement; the repeıition (especially in 
the immediate context) of the same word or phrase or of the same idea 
or statement in otlıer words; usually as a fault of style.”

Here are two examples generally given as illustrations:
“It was a clear starry night, and not a cloud was to be seen.”
“He was the only survivor; no one else was saved.”

It is not necessary to distinguish between these two terms, the distinc- 
tion being very fine. Any repetition may be found faulty if it is not 
motivated by the aesthetic purport of the writer. On the other hand, 
any seemingly unnecessary repetition of words or of ideas expressed in 
different words may be justified by the aim of the communication.
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I p o r  example, “The daylight is fading, the sun is setting, and night 
I  oming °n ” as given in a textbook ofEnglish composition is regarded 
İTgutological, whereas the same sentence may serve as an artistic exam-
|  depicting the approach of night.
I A  certain Russian literary critic has wittily called pleoııasm “stylis- 
I elephantiasis,” a disease in which the expression of the idea swells I and loses its force. Pleonasm may also be called “the art .of wordy 
lence.”
I Both pleonasm and tautology may be acceptable in oratory inasmuch 
| th ey  help the audience to grasp the meaning of the utterance. In this 
| e ,  however, the repetition of ideas is not considered a fault although 
■rnay have no aesthetic function.

-i
Enumeration

|  E n u m e r a t i u ıı is a stylistic device by whiclı separate things, 
Ijects, phenomena, properties, actions are named one by one so that 
|ey produce a chain, the links of which, being syntactically in the same 
[sition (homogeneous parts of speech), are forced to display some kind 
|s em an t ic  homogeneity, remote though it may seem.
|  Most of our notions are associated with other notions due to some 
l ıd  of relation between them: dependence, cause and result, likeness, 
ksimilarity, sequence, experience (personal and/or social), proximity, 
fc.
I In fact, it is the associations plus social experience that  have result- 
|  in the formation of what is known as “semantic fields.” Enumeration, 
|  an SD, may be conventionally called a sporadic semantic field, inas- 
luch as many cases of enumeratioıı lıave no contiııuous existence in 
leir  manifestatioiı as semantic fields do. The grouping of sometimes 
Isolutely heterogeneous notions occurs only in isolated instances to 
leet some peculiar purport of the writer.

Let us examine the following cases of enumeration:
“There Harold gazes on a work divine,
A blending of all beauties; streams and dells,
Fruit, foliage, crag, wood, cornfield, mountain, vine 

I And chiefless castles breathing stern farewells
From grey but leafy walls, where Ruiıı greeniy dwells.” (Byron)

There is hardly anything in this enumeration that could be regarded 
making some extra impact oıı tlıe reader. Each word is closely associ- 

cd semantically with thefollowing andpreceding words in the enumer- 
ion, and the effect is what the reader associates with rıatural scenery.

utterance is perfectly coherent and there is ııo halt in the natural 
Pw of the communication. In other words, there is nothing specially 

arrest the reader’s attention; no effort is required to decipher the mes- 
yields itself easily to immediate perceptiorı. 
is ııot the case iıı the following passage:
“Scrooge was his sule execulor, lıis sule adıııiııislratur, his sole

|ge: it 
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c ıssig n , h is so le  r e s id u a r y  le g a te e , his so le  J rier ıd  and his so le  m o u r n e r .” 
(Dickens)

Theenumeration here is h e t e r o g e n e o u s ;  the Iegal terms placed 
in a string with such words as ‘friend’ and ‘mourner’ result in a kind 
of clash, a thing typical of any stylistic device. Here there is a clash 
between terminological vocabulary and common neutral words. In addi- 
tion there is a clash of concepts: ‘friend’ and ‘mourner’ by force of enu- 
meration are equal in significance to the business office of ‘executor’, 
‘administrator’, etc. and also to that of ‘legatee’.

Enumeration is frequently used as a device to depict scenery through 
a tourist’s eyes, as in Galsworthy’s “To Let”:

“Fleur’s wisdom in refusing to write to him was profound, 
for he reached each new place entirely without hope or fever, 
and could concentrate immediate attention on the dotıkeıys and 
tıım bting bells, the priests, patios, beggars, children, crowing cocks, 
sombreros, cactus-hedges, old high white villages, goats, otive-trees, 
gree/ıing plains, singing birds in tiny cages, watersellers, sunsets, 
nıelons, tnules, great churches, pictures, and swimmiııg grey-brown 
mountains of a fascinating land.”

The enumeration here is worth analysing. The various elements of 
this enumeration can be approximately grouped in semantic fields:

1) donkeys, mules, crowing cocks, goats, singing birds;
2) priests, beggars, children, watersellers;
3) villages, patios, cactus-hedges, churclıes, tumbling bells, sombre- 

ros, pictures;
4) sunsets, swimming grey-brown mountains, greening plains, olive- 

trees, melons.
Galsworthy foıınd it necessary to arrange them not according to logical 

semantic centres, but in some other order; in one which, apparently, 
would suggest the rapidly changing impressions of a tourist. Enumera- 
tion of this kind assumes a stylistic function and may therefore be regard- 
ed as a stylistic device, inasmuch as the objects in the enumeration are 
not distributed in logical order and therefore become striking.

This heterogeneous enumeration gives one an insight into the mind of 
the observer, into his love of the exotic, into the great \a rie ty  of miscella- 
neous objects which caught his eye, it gives an idea of the progress of his 
travels and the most striking features of the land of Spain as seen by one 
who is in love with the country. The parts of the enumeration may be 
likened to the strokes of a pain ter’s brush who by an inimitable choice 
of colours presents to our eyes an unforgettable image of the life and 
scenery of Spain. The passage itself can be likened to a picture drawn for 
you while you wait.

Here is another example of heterogeneous enumeration:

“The principal production of these towns... appear to be soldiers, 
sailors, Jews, chalk, shrimps, officers and dock-yard men.” (Dickens, 
“Pickwick Papers”)
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Suspense

S u s p e n s e  i s a  compositional device which consists in arranging 
e m atter of a communication in such a way that the less important, 
scriptive, subordinate parts are amassed at the beginning, the main 
ea being withheld till the end of the sentence. Thus the reader’s atten- 
)n is held and his interest kept up, for example:

“M ankind , says a Chinese manuscript, which my friend 
M. was obliging enough to read and explain to ıne, for the first
seventy thousand ages aie their ıneat raw.” (Charles Lamb)

Sentences of this type are called p e r i o d i c s e ıı t e rı c e s, or 
e r i o d s. Their function is to create suspense, to keep the reader 

a state of uncertainty and expectation.
Here is a good example of the piling up of details so as to create a 

pte of suspense in the listeners:
“But suppose i t 1 passed; suppose one of these tnen, as I have 

seen them,— meagre with famine, sullen with despair, careless 
of a life which your Lordships are perhaps about to value at some- 
thing less than the price of a stocking-frame: — suppose this man  
surrounded by the children for whom he is unable to procure bread 
at the hazard of his existence, about to be torn for ever from a fan> 
ily which he lately supported in peaceful industry, and which it  
is not his fault tha t  he can no longer so support; — suppose tlıis 
man, and there are ten thousand such from whom you may select 
your victims, dragged into court, to be tried for this new offence, 
by this new law; still there are two things wantirıg to convict and 
condemn him; aııd these are, in my opinion,— twelue butchers 
for a jury, and a Jeffreys for a judgel” (Byron)

Here the subject of the subordinate clause of concession (‘one of 
lese m en’)is repeated twice (‘this m an ’, ‘this m an’), each time followed 
y a number of subordinate parts, before the predicate (‘dragged’) 

reached. All this is drawn together in the princıpal clause (‘there 
e two things w anting ...’), whiclı was expected and prepared for by 

le logically incoınplete preceding statements. But the suspense is not 
st broken: what these two things are, is still withheld until the orator 
Dmes to the words ‘and these are, in my opinion.’

Suspense and climax sometimes go together. In this case all the 
formation contained in the series of statement-clauses preceding the 
lution-statement are arranged in the order of gradation, as in the 
iample above from Byron’s maiden speech in the House of Lords.

The device of suspense isespecially favoured by orators. This is appar- 
ıtly due to the strong influence of intonation which helpsto  create the 
isired atmosphere of expectation and emotional tension which goes 
th it.

1 A proposed law permitting the death penalty for breaking machines (at the time 
the Luddite movement).



Suspense always requires long stretches of speech or writing. Some- 
times the wholeof a poem is built  on this stylistic device, as is the case 
with Kipling’s poem “If” where all the  eight stanzas consist of ı/-clauses 
and only the last two lines constitu te  the principal clause.

‘7 /  you can keep your head when all about you 
Are losing theirs and blam ing it on you,
I f  you can trus t  yourself when all men doubt you 
And make allowance for their doubting too,

I f  you can dream and not make dreams your master, 
I f  you can th ink  and not make thoughts your aim,

Yours is the earth anci everythiııg thaVs in i t ,. . .
A nd which is more, yo u 'll be a M an, tny son.”

This device is effective in more than one way, but the main purpose 
is to prepare the reader for the only logical conclusion of the utterance. 
It is a psychological effect tha t is aimed at in particular.

A series of parallel question-sentences containing subordinate parts 
is another structural pattern based on the principle of suspense, for 
the aııswer is withheld for a time, as in Byron’s “The Bride of Abydos”:

“Know ye th e  land where the cypress and myrtle...
Know ye the land of the  cedar and vine...

'T is  the clim e of the E a s t—  'tis the land of ihe S u n .”

The end of an u tterance is a specially emphatic part of it. Therefore 
if we keep the secret of a communication until we reach the end, it will 
lead to concentıation of the reader’s or listener’s attention, and this is 
the effect sought.

One more exämole to show how suspense can be maintained:
“Proud of his “Hear him!” proud, too, or his vote,
And lost v irg in ity  of oratory, ,
Proud of h is  learning (just enough to qııote)
He revell’d in his Ciceronian glory.” (B>ron)

It must be noted that suspense, due to its partly  psychological nature 
(it arouses a feelı'ng of expectation), is framed in one sentence, for there 
must not be any break in the intonation pattern. Separate sentences 
would violate the principle of constant emotional tension which is char- 
acteristic of this device.

Climax (Gradation)

C l i m a x  is an arrangement of sentences (or of the homogeneous 
parts of one sentence) which secures a gradual increase in significance, 
importance, or emotional tension in the utterance, as in:
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“It was a lovely city, a beautiful city, a fair city, a veritable 
aetıı of ® city. 
or in:
“jsje barrier wall, ne river deep and wide,
jsje horrid crags, nor mountains dark and tall
gise like the rocks that part H ispanias land fronı Gaul.” (Byron)

Gıadual  increase in emotional evaluation in the first illııstration 
[ d in significance in the second is realized by the distribution of the
anrresponding lexical items. Eaclı successive uni t  is perceived asstronger

1+Han the preceding one. Of coıırse, there are no objective linguistic criteria 
g  es t im a te  the degree of importance or significaııce of each constituent. 
| l t  is only the formal hoınogeneity of thcse componeııt parts and the test 

f synon'ymy iıı the words İo v e ly ’, ‘beaııtiful’, ‘fa ir ,’ ‘verita'ble geın’ 
jn the first example aııd the relative inaccessibiiity of the barriers ‘w all’, 
•river’, ‘crags’, ‘m ountains’ together with the epitlıets ‘deep aııd wide’, 
‘horrid’, ‘dark and ta l l ’ that make us feel the increase in importance 
of each.

A gradual increase in significance may be maintained in tlıree ways: 
logical, emotional and quantitative.

L o g  i c a l c l i m a x  is based oıı the relative importance of the 
component parts looked at from the point of view of the concepts em- 
bodied in them. This relative importance may be evaluated both objec- 
tively and subjectively, tlıe author’s attitude towards the objects or 
phenomena in question being disclosed. Tiıus, the following paragraph 
from Dickens’s “Christmas Caroi” shows the relative importance in the 
author’s mind of the things and phenomena described:

“Nobody ever stopped him in the street to say, with gladsome 
looks, ‘My dear Scrooge, how are you? When will you come to 
see me?’ No beggars implored him to bestow a trifle, no chil- 
dren asked him what it was o ’clock, no man or woman ever once 
in all his life inquired the way to such and such a place, of Scrooge. 
Even the blind men’s dogs appeared to know him, and when they 
saw him coming on, would tug their owners into doorways and up 
courts; aııd (hen would wag their tails, as thoııgh tlıey said, ‘No
eye at all is better than an evil eye, dark m aster!”

c :
_ The order of the statements shows what the author considers the cul- 

^nination of the climax. The passage by Dickens should be considered 
.subjective”, because there isnogeneral recognition of the relative signif- 
j^ance of the statements in the paragraph. The climax in tlıe lines from 
ö yron’s “ Ne barrier...” may be considered “objective” because such things 

!j*s 'wall’, ‘river’, ‘crags’, ‘mountains’ are objectively ranked according 
to their accessibility.
. E m o t i o n a l  c l i nı a x is based on the relative emotional ten- 

Sl°n produced by wrords with emotive meaning, as iıı the first example 
r*th the words ‘lovely’, ‘beaııtiful’, ‘fair’.
ı . Of course, emotional climax based on synoııymoııs strings of woı-ds 
£İth emotive meaning will inevitably cause certain sernantic differences



in these words — such is the linguistic nature of stylistic synonym s— , 
but emotive meaning will be the prevailing one.

Emotional climax is mainly found in sentences, more rarely in longer 
syntactical units. This is natural. Emotional charge cannot hold long.

As becomes obvious from the analysis of the above examples of cli- 
matic order, the arrangement of the cornponent parts calls for parallel 
construction which, being a kind of syntactical repetition, is frequently 
accompanied by lexical repetition. Here is another example of emotional 
climax built on this pattern:

“He was pleased when the olıild began to adventure across 
floors on hand and knees; he w*as gratified, when she managed 
the trick of baiarıcing herself on two legs; he was delighted when 
she first said ‘ta - ta ’; and he was rejoiced when she recognized him 
and smiled at lıim.” (Alan Paton)

Finally, we come to q u a n t i t a t i v e  c l i nı a x. This is an evi- 
dent increase in the volume of tlıe corıesponding concepts, as in:

“They looked at huııclreds of houses; they climbed thousaııds 
of stairs; they inspected intıumdrable kitcheııs.” (Maugham)

Here tlıe climax is aclıieved by sinsple numerical increase. In the 
following example climax is materialized by setting side by side concepts 
of measure and time:

“Little  by littte, bit by bit, and day by day, and year by year 
the baron got the worst of some disputed question.” (Dickens)

W hat then are the indispensable constituents of climax? Tlıey are:
a) the distributional constituent: close proximity of the component 

parts arranged in increasing order of importance or significance;
b) the syntactical pattern: parallel constructions with possible lexical 

repetition;
c) the connotative constituent: the explanatory context which helps 

the reader to grasp the gradation, as no... ever once iıı all his life, ııobody 
ever, nobody, No beggars (Dickens); deep and wide, horrid, dark and tall 
(Byron); veritable (gem of a city).

Climax, like many other styiistic devices, is a means by which the 
author discloses his world outlook, his evaluation of objective facts 
and phenomena. The concrete stylistic function of this device is to 
show the relative importance of things as seen by the author (especially 
in emotional climax), or to impress upon the reader the significance of the 
things described by suggested comparison, or to depict phenomena dy- 
namically.1

1 N o t e: There is a device which is called a n t i c l i m  a x.
The ideas expressed may be arranged in ascending order of significance, or they may 

be poetical or elevated, but the final onc, which the reader expects to be the culıniııating 
- one, as in climax, is trifling or farcical. There is a sudden drop from tlıe lofty or serious 

to the ridiculous. A typical example is Aesop’s fable “Tlıe Mountain in Labour.”
“In days of yore, a migiıty rumbling was heard in a Mountain. It was said 

to be in labour, and multitudes flocked together, from far and near, to see what



But the river— chill and weary, witlı the ceaseless rain drops 
falling on its brown and sluggish waters, with the sound as of a 
woman, weeping low in some dark chamber, while the woods all 
dark and silent, shrouded in their mists of vapour, stand-like 
ghosts upon the margin, silent ghosts with eyes reproachful like 
the ghosts of evil actions, like the glıosts of friends neglected— 
is a spirit-haunted water through the land of vain regrets.”

■ (Jerome K. Jeronıe)

■The two paragraphs are made into one long span of thought by the 
■al ü Llt anc  ̂ ^he repetition of the word river after which in both 
Bs a pause is indicated by a dash which suggests a different intonation 
■ern  of the word river. The opposing members of the contrast are 
I  ‘sunlight flashing’— ‘ceaseless rain drops falling’; ‘gilding gold 
Igrey-green beech-trunks, glinting through the dark, cool wood paths’—
1  woods, all dark and silent, shrouded in their mists of vapour, stand 
t  ghosts...’; ‘golden fairy stream ’— ‘spirit-haunted w ate r’. 
fc ti l l  there are several things lacking to show a clear case of a stylistic 
[ice, viz. the words involved in the opposition do not display any addi- 
Eal nuance of meaning caused by being opposed one to another; there 
I n o  true parallel constructions except, pertıaps, the general pattern of
I  two paragraphs, vvith all the descriptive parts placed between the 
■nmatical subject and predicate, the two predicates serving as a kind 
■summing up, thus completing tlıe contrast.
■ The river... is a golden fairy stream.’— 'B u t theriver . . .  is a spirit- 
Inted water through the land of vain regrets.’ The contrast embodied 
Ithese two paragraphs is, however, akin to the stylistic device of
ithesis.

lAntithesis has the following basic functions: rhythm-forming (be- 
Ise of the parallel arrangement on which it is founded); copulative; 
severing; comparative. These functions often go together and inter- 
ıgle in their own peculiar manner. But as a rule antithesis displays 

of the fıınctions more clearly than the others. This particular func- 
h  vvill theıı be tlıe Jeadiııg one iıı tlıe given utterance. An interesting 
mple of antithesis vvhere the comparative function is predominant is 

madrigaJ ascribed to Shakespeare:

A MADRIGAL

“Crabbed age and youth 
Cannot live together:

Youth is full of pleasance,
Age is full of care;

Youth like surnmer morn,
Age Jike winter weather,

Youth lil<e summer brave,
Age like vvinter bare:

Youth is full of sport,
Age’s breath is short,



Youth is nimble, Age is lame:
Youth is hot and bold,
Age is weak and cold,

Youth is wild, and Age is tame:—
Age, I do abhore thee,
Youth, I do adore thee;

O my Love, my Love is young!
Age, I do defy thee—
O sweet shepherd, hie thee.
For metiıinks thou s tay ’st too long.

D. PARTICULAR WA YS OF COMBINING PARTSOFTHE UTTERANCE (LINKAGE)

Much light can be thrown on the nature o l l i n k a g e if we do not 
confine the problem to such notions as coordinitlön ana subordination. 
Most of the media which serve asgram m atical forms for combining parts 
within the sentence have been investigated and expounded in gram* 
mars with sufficient clarity and fullness. But sentence-linking features 
within larger-than-the-sentence structures— SPUs, paragraphs and stiil 
larger structures — have so far been very litt le  under observation.

The current of fashion at present, due to problems raised by text- 
linguistics, runs in the direction of investigating ways and means of 

' cornbining different stretches of utterances with the aim of disclosing the 
wholeness of the work. Various scientific papers single out the following 
media which can fulfil the structural function of uniting various parts of 
utterances: repetition (anaphora, epiphora, anadiplosis, framing), the 
definite article, the demonstrative pronouns, the personal pronouns, 
the use of concord (in number, form of tenses, etc.), adverbial words and 
phrases (however, consequently, it follows then, etc.), prosodic features 
(contrastive tone, the “listing” intonation pattern), parallel construc- 
tions, chiasmus, sustained metaphors and similes, and a number of 
other means.1

The definition of means of combining parts of an utterance, rests on 
the assumption that any unit of language might, in particular cases, 
turn into a connective. Such phrases as that is to say, itgoes w ithoutsaying, 
for the which, however, the preceding statement and the like should also be 
regarded as connectives. It follows then that the capacity to serve as a 
connective is an inherent property of a great number of words and phrases 
if they are set in a position which calls forth continuation of a thought or 
description of an event.

To follow closely how parts of aıı utterance are coıınected and to clarify 
the type of iııterdependence between these parts is sometimes difficult 
either because of the absence of formal signs of linkage (asyndeton), 
or because of the presence of too many identical signs (polysyndeton).

1 See also D avid  Crystal and Derek D avy. Investigating English Style. Ldn, 1969, 
p. 44.
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Asyndeton <•- oL *x (

y  n  d  e t  o  n, that  is, connection between parts of a sentence 
^een sentences without any formal sign, becomes a stylistic device 
ä is a deliberate omission of the connective where it is generally 
:d to be according to the norms of the literary language. Here is 
mple:

“Soames turned away; he had an utter disinclination for talk, 
ike one standing before an open grave, watching a coffin slowly 

lowered.” (Galsworthy)

deliberate omission of the subordinate conjunction because or for 
the sentence ‘he had an u t te r . . . ’ almost entirely independent. It
)e perceived as a characteristic feature of Soames in general, but 
comparison beginning with like, which shows that Soames’s mood 
nporary.
e a reminder is necessary that there is an essential difference 
ı the ordinary norms of language, both literary and colloquial, 
listic devices which are skilfully wrought for special informative 
sthetic purposes. In the sentence:
ket did not answer his throat felt too dry.” (Galsworthy) 
ence of the conjunction and a punctuatioıı mark may be regarded 
liberate introduction of the norms of colloquial speech into the 

language. Such structures make the utterance sound like one 
icai unit to be pronounced in one breath group. This determines 
□nation pattern.
5 interesting to compare tiıe preceding two utterances from the 
f view of the length of the pause between the constituent parts. 
first utterance (Soames...), there is a semicolon which, being the 
ion of a longish pause, breaks the utterance into two parts. In 
)nd utterance (Bicket...), no pause should be made and the Whole 
utterance pronounced as one syntagm.
crucial problem in ascertaining the true intonation pattern of 

nce composed of two or more parts lies in a deeper analysis of 
ctions of the connectives, on the one hand, and a more detailed 
*ation of graphical means— the signals indicating the correct
etation of the utterance— , on the other.

Polysyndeton

l y s y n d e t o n  is the stylistic device of connecting sentences, 
ses, or syntagms, or words by using connectives (mostly conjunc- 
ııd prepositions) before each component part, as in:

“The heaviest rain, and snow, a/ıd hail, and sleet, could boast 
»f the advantage over him in only one respect.” (Dickens)

ıis passage from Longfellow’s “The Soııg of H iaw atha”, theıe is 
>n both of conjunctions and prepositions:
Should you ask me, whence these stories?



Whetıce these legends and traditions,
With  the odours of the forest,
With  the dew, and damp of meadows,
With  the curling smoke of wigwams,
With  the rushing of great rivers,
With their frequent repetitions,.. .”

The repetition of conjunctions and other means of connection makes 
an utterance more rlıythmical; so much so that  prose may even seem 
like verse. The conjunctions and other connectives, being generally un- 
stressed elements, when placed before each meaningful member, will 
cause the alternation oi’ stressed and unstressed syllables— the essential 
requirement of rhythm  in verse. Hence, one of the funcvions of polysynde- 
ton is a rhythmical one.

In addition to this, polysyndeton has a disintegrating function. 
It generally combines homogeneous elements of thought into one whole 
resembling enumeration. But, unlike enumeration, which integrates 
both homogeneous and heterogeneous elements into one whole, poly- 
syndeton causes eacn mernber of a string of facts to stand out conspic- 
uously. That is why we say that polysyndeton has a disintegrating func- 
tion. Enumeration shows things united; polysyndeton shows them iso- 
lated.

Polysyndeton has also the function of expressing sequence, as in*
“Then Mr. Boffin... sat staring at a l i tt le  bookcase of Law 

Practice and Law Reports, and at a window, and at an empty 
blue bag, and a stick of sealing-wax, and at a pen, and a box of 
wafers, and an apple, and a writing-pad— all very dusty— and 
at a number of inky smears and blots, and at an imperfectly 
disguised gun-case pretending to be something legal, and at an 
iron box Iabelled “Harmon Esta te”, until Mr. Lightwood ap- 
peared.” (Dickens)

All these ands may easily be replaced by thens. But in this case too 
much stress would be laid on the logical aspects of the utterance, where- 
as and expresses both sequence and disintegration.

Note also tlıat Dıckens begins by repeating not cnly atıd, but also 
at. But in the middle of the utterance he drops the at, picks it up again, 
drops it once more and then finally picks it up and uias it with the last 
three items.

The Gap-Sentence Link

There is a peculiar type of connection of sentences which for want of 
a term we shall ca;I the g ap-s e n t e n c e l i n k  (GSL). The conne- 
ction is not immeıliately apparent and it requires a certain mental 
effort to grasp tlıe interrelation between the parts of the utterance, 
in other words, to bridge the semantic gap. Here is an example:

“She and tha t fellow ought to be the sufferers, and they were 
in I ta ly .” (Galsworthy)
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In this sentence the second part,  which is hooked on to the first by the 
onjunction and , seems to be unmotivated or, in other words, the whole 

Centence seems to be logically incoherent. But this is only the first fmpres- 
s i o r ı .  After a more careful supralinear semantic analysis it becomes clear 
that the exact logical variant of the utterance would be:

‘Those who ought to suffer were enjoying themselves iıı Italy 
(where well-to-do English people go for holydays).’

Consequently, GSL is a way of connecting two sentences seemingly 
unconnected and leaving it to the reader’s perspicacity to grasp the idea 
imp!ied, but not worded. Generally speaking, every detail of the situa- 
tioıi need not be stated. Some must remain for the reader to divine.

As in many other cases, the device of GSL is deeply rooted in the 
norms of the spoken language. The omissions are justified because the 
sitııation easily prompts what has not been said. The proper intonation 
a i s o  lıelps in deciphering the comıııuııication. It is also natural in conver- 
satioıı to add a phrase to a statement nıade, a phrase which will poiııt to 
uncertainty or lack of knowledge or to the unpredictability of the possi- 
ble issue, etc., as in:

“She says nothing, but it is clear that she is harping on this 
engagement, and—goodııess krıows whal.” (Galsworthy)

In writing, where the situation is explained by the writer and the 
intonation is only guessed at, such breaks in the utterance are regarded 
as stylistic devices. The gap-sentence link requires a certain mental 
effort to embrace the unexpressed additional iııformation.

The gap-sentence link is generally indicated by and or bııt. There is 
no asyndetic GSL, inasmuch as connection by asyndeton can be carried 
outonly  by semantic ties easilyand iınmediately perceived. These tiesare, 
as it were, substitutes for the formal grammaticai means of connection. 
The gap-sentence link has no immediate semantic coıınections, therefore 
jt requires formal indications of connection. It demands an obvious break 
in the semantic texture of the utterance and forms an “unexpected seman- 
tic leap.”

The possibility of filling in the semantic gap depends Iargely on 
associations awakened by the two sentences linked cumulatively. In 
the following utterance the connection between the two sentences needs 
no comment.

“It was aıı afternoon to drearn. Aııd slıe took oııt Joıı's letters.” 
(Galsworthy)

Wlıile maintaining the unity of the utterance syntactically the author 
leaves the interpretation of the link between tlıe two sentences to the 
mind of the reader. It is the imaginative mind onlv that can decode a 
rnessage expressed by a stylistic device. Nowhere do the conjunctions 
and and but acquire such varied expressive shades of meaning as in GSL 
constructions. It is these nuances tha t  cause the peculiar intonation with 
^h ich  and or but are pronounced. Thus in the following sentence the

L228 _____________________



conjunction and is made very conspicuous by the intonation signalled
by the dash:

“The Forsytes were resentful of something, not individually, 
but as a family, this resentment expressed itself in an added per- 
fection of raiment, aıı exuberance of family cordiality, an exagger- 
ation of family importance, and— the sniff." (Galsworthy)

The GSL and— the sn iff is motivated. Its associatioıı with ‘an exagger- 
ation of family im portance’ is apparent. Hovvever, so strong is the emo- 
tive meaning of the word sniff that it overshadows the preceding words 
which are used in their primary, exact, logical meanings. Hence the dash 
after atıd to add special significance to the cumuiative effect. This exam- 
ple shows that GSL can be accompanied by semantic gaps wider or narrower 
as the case may be. In this example the gap is very narrow and therefore 
the missing link is easily restored. But sometimes the gap is so wide that 
it requires a deep supralinear semantic analysis to get at the implied 
meaning. Thus in the following example from Byron’s maiden speech:

“And here I must remark with what alacrity you are accustomed 
to fly to the succoıır of your distressed allies, leaving the distressed 
of your own country to the care of Providence or— tfıe parish."

Here the GSL, maintained by or arıd followed by the dash, which 
indicates a rather long pause, implies that the parish, which was supposed 
to care for impoverished workers, was uııable to do so.

By its intrinsic nature the conjunctioıı but can justify the apparently 
unm otivated coupling of two unconnected statements. Thus, in the fol- 
lowing passage GSL is maintained by and backed up by but.

“It was ııot Capetown, where people only frowned when they 
saw a black boy and a white girl. B ut here... And he loved her.” 
(Abrahams)

The gap-sentence link as a stylistic device is based on the peculiari- 
ties of the spoken language and is therefore most frequently used in 
represented speech. It is GSL alongside other characteristics tha t  moulds 
the device of unuttered represented speech.

The gap-sentence link has various functions. It may serve to signal 
the introduction of inner represented speech; it fnay be used to indicate 
a subjective evaluation of the facts; it may introduce an effect result- 
ing from a cause which has already had verbal expression. In all these 
functions GSL displays an unexpected coupling of ideas. Even the cause- 
and-effect relations, logical as they are, when embodied in GSL structures 
are not so obvious.

In contra-distinction to the logical segmentation of tlıe utlerance, 
which leaves no room for personal interpretation of the interdependence 
of the component parts, GSL aims at stirring up in the reader’s mirıd the 
siıppositions, associations and conditions under which the sentence 
uttered can really exist.



E. PARTICULAR USE OF COLLOQ.ı CONSTRUCTIONS
IA^

e have already pointed out some of t  ̂ ,1structions which bear an 
nt of emotion in the very arrangem ^ CL, th e words, whether they 
eutral or stylistically coloured (see’ Such constructions are
>t exclusively used in lively colloqu . Ttercourse. The emotional
:nt can be strongly enforced by emp 1 intonation, which is an 
pensable component of ernotional u tt’at' ^  But wha t is important 
serve is that the structure itself, int|, al|' jent of the actual lexical
n tation, is intended to carry soıne jiona I charge.
rnotional syntactical structures t y p j ^  the spoken variety of 
lage are soınetiuıes yery effectively u a* y men-of-letters to depict 
[notional state of rnind of the charact, rjıey may even be used, in 
cular cases, in the narrative of the \  But even when used in
iialogue of novels and stories these ». tlh .onaı constructions, being 
ved of their accompaniment— intona)™1 aSsume a greater signifi- 

and become stylistically marked. ı.on the emotional structures 
out more conspicuously, because th^*ert e thrown into prominence 

py the intonation pattern but by th*'/ jactical pattern. 
[onsequently, it will be found necessg^y1̂  classify some of the most 
.al structures of these kinds, in spite q.Y_ lurking danger of confus- 
idiomatic phrases (set expression5 ‘•*\l|1raseological units) with 
•act patterns. * r

)ne of the rrıost typical patterns is , ,pie statement followed by 
noun th a t+ noun (pronoun)+verb ( s ı ; in the appr0priate form), 

xample: 0 ^

“June had answered in her imp<, . , brisk way, like the little  
embodiment of will that she ' ıc; jsworthy)

“And Felix thought: ‘She just w ; (^;l{0 talk  to me about Derek, 
Dog in the manger that I a m .'” Int>

i) Another pattern is a question forn) fl an exclamatory meaning 
essing amazement, indignation, ex^wı ntj enjoyment, etc., for 
^ıple: ' t ^ 1

"ü ld  ladies, Do / ever hate the>,
“He said in an awestruck voice;*?* y> is that a piece of boat!"’ 
“And boy, could that guy spenY ,ieij!”
“And was Edward pleased!" I /,lL

‘“ Look’, she said. ‘Isn’t that y< oss t here, just coming in?’ 
‘My God! Yes,’ said Lute, ‘O j^ r  d has he a nice package?' 
T ’ll say. T h a t ’s his wife with U. isn»t it?’” (O’Hara)

“A witch she is. I know her \ \ ' \ n the old country. Sure, 
and didn 't she conıe over on the s a m ^ ^  as myself?" (Betty Smith)

fote that this pattern is generally pre , 5y an exc]am atory word, 
ı interjection, or the conjunctıon ^ eöf t he same function.
I The third pattern ıs a morphologıe^ e (generally usə of contin- 
forms), but mentıoned here b ecau |“ * is cjoseıy connect ed with 

ıctical structures, inversions, repetı^Ş ancı 0thers, for example:



“You are nc- being silly , are you?” (Leslie Ford)
“Novv we're ııot going  to have any more of that, Mrs Euston.”

(O’Hara)

d) The fourth pattern, also very common in colloquial Engiish, is a 
construction vvhere a noun or pronoun subject follovved by the verbs to 
have (noun+object) or to be (noun+predicative) ends vvith the two com- 
ponents in inverted order, for example:

“She had a high colour, had. S a lly .”
“He has a ra t ’ner curious smile, has m y friend.”
“She is a great comfort to me, is that lass.” (Cronin)

Sometimes though, the noun or pronoun subject is predicated by 
notional verbs. In this case todo is used in this tra iling emphatic phrase, 
as in:

“He fair beats me, does James Brodie.” (Cronin)

Negative forms are frequently used to indicate an emotional out- 
burst of the speaker, for instance:

“You don’t say!”
“I do say. I tell you I ’m a student of th is .” (J. Steinbeck) 
“Don’t be surprised if he doesn’t visit yoıı one of these days.” 

( =  if he visits you)

The emphasis i> weaker in the second example.
' The basic patterns of emotional colloquial constructions enumerated 

above have a particularly strong stylistic effect when they are used in 
the au thor’s speech. The explanation of this must bc sought in the well- 
known dichotomy of the oral vs the written variety  of language.

As has been previously pointed out, the oral variety has, as one of 
its distinctive features, an emotional character revealed mostly in the

* use of special emotive words, intensifiers and additional semanticizing 
factors caused by intonation and voice qualities. T!ıe vvritten variety is 
more intel lectual; >t is reasoned and, ideally, is non-emotional. So wlıen 
such constructicns have travelled from their hom eland— dialogue—> 
into the au thor’s domain — monologue— , they assum ethe quality of an 
SD. Some of the examples given above illustrate this with sufficient 
clarity.

Among other cases of the particular use of colloquial constructions 
are 1) ellipsis, 2) break-in-the-narrative, 3) question-in-the-narrative, 
and 4) represented speech.

Ellipsis

E l l i p s i s is a typical phenomenon in conversation, arising out of 
the situation. We mentioned this peculiar feature of the spoken language 
vvhen we characterized its essential qualities and properties.

But this typical feature of the spoken language assumes a new qual- 
ity when used in the written language. It  becomes a stylistic device
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f  c\j  as it sııpplies suprasegmental information. An elliptical sentence 
S? t intercourse is rıot a stylistic device. It is sirnply a norm of the 
len language.
K \  us take a few examples.
I “So Justice Oberwaltzer— solemnly and didactically from his 

high seat to the jury .” (üreiser)
! jeejs very acutely the absence of the predicate in this sentence.

.aS jt omitted? Did the author pursue any special purpose in leav* 
y t a primary member of the sentence? Or is it just due to careless- 
? The answer is obvious: it is a deliberate device. This particular 
e l of sentence suggests the au thor’s personal state of mind, viz. his 
'gnation at the shameless speech of the Justice. It is a common fact that 
excited state of mind will manifest itself in some kind of violation of 
re co g n ize d  literary sentence structure.
llipsis, when used as a stylistic device, always imitates tlıe com- 
features of colloquial language, where the situation predetermines 

the omission of certain members of the sentence, but their absence. 
ould perhaps be adequate to call sentences lacking certain members 
mplete sentences”, leaving the term e l l i p s i s to specify struc- 
where we recognize a digression from the traditional literary sen-j  

:e structure.
hus the sentences ‘See you to-morrow.’, ‘Had a good time?’, ‘Won’t 
‘You say th a t? ’ are typical of the colloquial language. Nothing is 

J tted  here. These are normal syntactical structures in the spoken 
huage and to call them elliptical, means to judge every sentence 
ıcture according to the structural models of the written language. 
ewise, such sentences as the following can hardly becalled elliptical.

“There's somebody wants to speak to you.” 
uThere was no breeze came through the open window.”

(Hemingway)
“There's many a man in this Borough would be glad  to have 

the blood that runs in'my veins.” (Cronin)

he relative pronouns who, which, who after ‘somebody’, ‘breeze’, 
an in this Borough’ could not be regarded as “om itted”— this 
e norm of colloquial language, though now not in frequent use except, 
aps, with the there is (are) constructions as above. Tlıis is due, per- 
, to the standardizing power of the literary language. O. Jespersen, 
is analysis of such structures, writes:

“If we speak here of ‘omission’ or ‘subaudition’ or ‘ellipsis’, 
the reader is apt to get the false impression that the fuller expres- 
sion is the better one as being complete, and that the shorter ex- 
pression is to some extent faulty or defective, or something that has 
come into existence in recent times out of slovenliness. This is 
wrong: the constructions are very old in the language and have not 
come into existence through the dropping of a previously necessary 
relative pronoun.” 1

Jesperserı, 0 .  A Modern English Grammar. Ldn, 1928, part III, p. 133.



Here are some examples quoted by Jespersen:
“/  brirıg him news will raise his drooping spirits.”
“...or like the snow falls  in the river.”
“...when at her door arose a clatter might awake the dead."

However, when the reader encounters such structures in Iiterary 
texts, even though they aim at representing the lively norms of the spoken 
language, he is apt to regard them as 'bearing some definite stylistio 
function.' This is due to a psychological effect produced by the relative 
rarity of the construction, on the onehand, and the non-expectancy of any 
strikingly colloquial expression in literary narrative.

It must be repeated here that  the most characteristic feature of the 
written variety of language is amplification, which by its very nature is 
opposite to ellipsis. Amplification generally demands expansion of the 
ideas with as full and as exact relations between the parts of tlıe utterance 
as possible. Ellipsis, on the contrary, being the property of colloquial 
language, does not express what can easily be supplied by the situation. 
This is perhaps the reason that elliptical sentences are rarely used as 
stylistic devices. Sometimes the omission of a link-verb adds emotional 
colouring and makes the sentence sound more emphatic, as in these lines 
from Byron:

“Thrice happy he who, after survey 
of the good company, can win a corner.”
Nothiııg so d ifficu lt as a beginning.”

“Denotes lıow soft the chitı which bears his touch.”

It is wrong to suppose that  the omission of the link-verbs in these 
sentences is due to the requirements of the rhythm.

Break-in-the-N arrative (Aposiopesis)

A p o s i o p e s i s l s a  device which dictionaries define as “A stop- 
ping short for rhetorical effect.” This is true. But this definition is too 
general to disclose the stylistic functions of the device.

Iıı the spoken variety of the language, a break in the narrative is 
usually caused by unwillingness to proceed; or by the ^lıpposition that 
what remains to be said caıı be understood by the implication embodied 
in what has been said; or by uncertainty as to what should be said.

In the written variety, a break in the narrative is akvays a stylistic 
deviee used for somestylisticeffect. It is difficult, however, to draw a hard 
and fast distinction between break-in-the-narrative as a typical feature 
of lively colloquial language and as a specific stylistic device. The only 
criterion which may serve as a guide is that in conversation the implica- 
tion can be conveyed by an adequate gesture. In writing it is the context, 
which suggests the adequate intonation, that is the only key to de- 
coding the aposiopesis.

In thefo llow ingexam ple the  implication of the aposiopesis is a warn- 
ing:
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“If you continue your intemperate way of living, in six m onths’ 
t im e . .

ı the sentence:
“You just come home or I ’ll . .

mplication is a threat. The second example shows tha t  without a 
ixt the implication can only be vague. But when one knows that the 
s were said by an angry father to his son over the telephone the im- 
tion becomes apparent.
.posiopesis is a stylistic syntactical device to convey to the reader 
ry strong upsurge of emotions. The idea of this stylis tic device is 
the speaker cannot proceed, his feelings depriving him of the ability 
cpress himself in terms of language. Thus in Don J u a n ’s address to
a, who is left behind:

“And oh! if e’er I should forget, I  swear—
But th a t ’s impossible, and cannot be.” (Byron)

3reak-|in-the-narrative has a strong degree of predictabiIity, which 
nsured by the structure of the sentence. As a stylistic device it is 
i in complex sentences, in particular in conditional sentences, the 
ause being given in full and the second part only implied.
However, aposiopesis may be noted in different syntactical structures. 
Thus, one of Shelley’s poems is entitled “To—”, which is an aposio- 
s of a different character, inasmuch as the implication here is so 
ue that  it can be likened to a secret code. Indeed, no one except those 
;he know would be able to find out to whom the poem was addressed. 
Sometimes a break in the narrative is caused by euphemistic consid- 
tions— unwillingness to n a m e a th in g o n  the ground of its being offen- 
e to the ear, for cxample:

“Then, Mamma, 1 iıardly like to let the words cross my lips, 
but they have wicked, wicked attractions out there— like dancing 
girls that— that charm snakes and dance without—Miss Moir with 
downcast eyes, broke off significantly and blushed, whilst the 
down on her upper lip quivered modestiy.” (Cronin)

Break-in-the-narrative is a device which, on the one hand, offers a 
nber  of variants in deciphering the implication and, on the other, 
l ighly predictable. The problem of implication is, as it were, a crucial 
ä in stylistics. W hat is implied sometimes outweighs what isexpressed. 
other stylistic devices the degree of implication is not so high as in 

2ak-in-the-narrative. A sudden break in the narrative wiil inevitably 
:us the attention on what is left unsaid. Therefore the interrelation 
tween what isgiven and wlıat is new becomes moreşignificant, inasmuch 
the given is what is said and the new— what is left unsaid. There is a 
rase in colloquial English which has become very' familiar:

“Good intentions b u t—”
ıe implication here is that notlıing has come of what it was planned to 
complish.



Aposiopesis is a stylistic device in which the role of the intonation 
implied cannot be over-estimated. The pause after the break is generally 
charged with meaning and it is the intonation only that will decode the 
communicative significance of the utterance.

Q uestion-in-the-N arrative

Questions, being both structurally  and semantically one of the types 
of sentences, are asked by one person and expected to be answered by 
another. This is the main, and the most characteristic property of the 
question, i. e. it ex is tsasasyn tac t ica l  unit of language to bear this partic- 
ular function in communication. Essentially, questions belong to the 
spoken language and presuppose the presence of an interlocutor, that  is, 
they are commonly encountered in dialogue. The questtoner is presumed 
not to know the answer.

Q u e s t i o n - i n - t h e - n a r r a t i v e  changes the real nature of 
a question and turns it into a stylistic device. A quest.on in the narrative 
is asked and answered by one and the same person, usually the author.

I t  becomes akin to a parenthetical s tatement with strong emotional 
implications. Here are some cases of question-iıı-the-narrative taken 
from Byron’s “Don Ju an ”:

1) “For what is left the poet here?
For Greeks a b lush— for Greece a tear .”

2) “And starting, she awoke, and what to view?
Oh, Powers of Heaven. What dark eye meets she there?
’T is— ’tis her fa ther’s — fix’d upon the pair.”

As is seen from these examples, the questions asked, unlike rhetorical 
questions (see p. 244), do not contain statements. But being answered 
by one w;ho knows the answer, they assume a semi-exclamatory nature, 
as in ‘what to view?’

Sometimes question-in-the-narrative gives the impression of an inti- 
mate talk between the writer and the reader. For example:

“Scrooge knew he was dead? Of course he did. How could it be 
otherwise? Scrooge and hewere partners for I don’.t know how many 
years.” (Dickens)

Question-in-the-narrative is very often used in oratory. This is ex- 
plained by one of the leading features of oratorical s ty le— to induce the de- 
sired reaction to the content of the speech. Questions herechain the atten- 
tion of the listeners to the m atter  the orator is dealing with and prevent 
it from wandering. They also give the listeners time tD absorb w'hat has 
been said, and prepare ıor the next point.

Question-in-the-narrative may also remain unanswered, as in:
“How long must it go on? How long mıist we suffer? Where 

is the end? W hat is the end?” (Norris)

These sentences show a gradual transition to rhetorical questions. 
There are only hinıs of the possible answers. Indeed, the first an d th e
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jl j questions suggest that the existing state of affairs should be put 
l olld to and that  we should not suffer any longer. The third and the 
İTth questions suggest that the orator himself could ııot find a solution to

1 “The spccific nature of interrogative sentences,” writes P. S. Po-
pov, “wlıich are transitioııal stages from what wc kııow to what we 
do not yet know, is reflected in the interconnection between the 
question and the answer. The interrogative senteııce is connected 
with the answer-sentence far more closely thaıı the inference is 
connected with two interrelated pıonouncements, because each 
of the two pronouncements has its owrı significance; whereas the 
significance of the interrogative sentence is only in the process of 
seeking the answer.” 1

I This very interesting statement concerning the psychological nature 
I t h e  question, however, doesno ttake  into consideration the stimulating 
Ipect of the question.
|  When a question begins to fulfil a furıction not directly arising from 
| s  linguistic and psychological nature, it may have a certain volume of 
|rıotional charge. Question-in-the-narrative is a case of this kind. Here
| s  function deviates slightly from its general signification.

Tlıis deviation (being irı fact a modification of the general function 
|  interrogative sentences) is much more clearly apparent in rhetorical 
■estions.

I There are three ways of reproducing actual speech: a) repetition 
cjf the exact utterance as it was spoken (d i r e c t s p e e c h), b) con- 
lersion of the exact utterance into the re la ter’s mode of expression (i n- 
\ i r e c t  s p e e c h),  and c) representation of the actual utterance by a 
tcond person, usually the author, as if it had been spoken, whereas it 

las not really been spoken but is only represented in the au thor’s words 
W e p r e s e n t e d s p e e c h).

There is also a device which conveys to the reader the unuttered or 
ıner speech of the character, thus presenting his thoughts and feelings. 

1 his device is also termed represented spfeech. To distinguish between 
he  two varieties of represented speech we call the representation of the 
-tual utterance through the au thor’s language u t t e r e d  r e p r e - 

\ e n t e d s p e e c h,  and the representation of the thoughts and feelings 
the character — u n u t t e r e d  or i t ı n e r  r e p r e s e ı ı t e d  s p  eech .
The term d i r e c t s p e e c h  came to be used in the belles-lettres 

;yle in order to distinguish the words of the character from the author’s 
'°rds. Actually, direct speech is a quotation. Therefore it is always in- 

roduced by a verb like say, utter, declare, reply, exclairn, shout, cry, 
yl l ,  gasp, babble, chuckle, murmur, sigh, call, beg, irnplore, cornfort,

h
1 rionoe n . C. CyjKAeıiHe h  npeA.no>KeHHe.—  B cG.: Bonpocbi CHHTaKCnca p y c c K o ro  
<a. M ., 1950, c. 20.
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assııre, protcst, object, comnıand, admit, and others. All these words help ot 
indicate the intonatioıı with which the sentence was actually uttered. 
Direct speech is always marked by inverted commas, as any quotation is. 
Here is an example:

“You want your money back, I suppose,” said George with a 
sneer.

“Of course I do— I always did, d idn’t I?” says Dobbin.
(Thackeray)

The most important feature of the spoken language— intonation—• 
is indicated by different means. In the example above we have I) graph- 
ical means: the dash after ‘I do’, 2) lexical: the word ‘sneer’, and
3) grammatical: a) morplıological— different tenses of the verb to say 
(‘said’ and ‘says’), b) syntactical: the disjunctive question— ‘didn’t I? ’.

Direct speech is sometiınes used in the publicistic style of language 
as a quotation. The introductory words in this case are usually the follow- 
ing: as... has it, according to..., and the like.

In the belles-lettres style direct speech is used to depict a character 
through his speech.

In the emotive prose of the belles-lettres style where the predomiııant 
form of utterance is narrative, direct speech is inserted to more fully de- 
pict the charactfcrs of the novel. In the other variety of the belles-lettres 
prose style, i.e. in plays, the predominant form of utterance is dialogue.

In spite of the various graphical and lexical ways of indicating the 
proper intonation of a given utterance, the subtleties of the intonation 
design required by the situation cannot be accurately conveyed. The 
richness of the human voice can only be suggested.

Direct speech can be viewed as a stylistic device only in its setting 
in the midst of the author’s narrative or in contrast to all forms of indi- 
rect speech. Even when an author addresses the reader, we cannot classify 
the utterance as direct speech. Direct speech is only the speech of a char- 
acter in a piece of emotive prose.

We have i n d i r e c t  s p e e c h  when the actual words of a character, 
as it were, pass through the au thor’s mouth in the course of his narrative 
and in this process undergo certain changes. The intonation of indirect 
speech is even and does not differ from the rest of the author’s narrative. 
The graphical substitutes for the intonation give way to lexical units 
which describe the intonation pattern. Sometimes indirect speech takes 
the form of a precis in which only the main points of the actual utterance 
are given. Thus, for instance, in the following passage:

“Marshal asked the crowd to disperse and urged responsible 
diggers to prevent any disturbance which would prolong the 
tragic force of the rush for which the publication of inaccurate 
information was chiefly responsible.” (Katherine Prichard)

In grammars there are rules according to which direct speech can 
be converted into indirect. These rules are logical in character, they 
merely indicate what changes must be introduced into the utterance 
due to change in the situation. Thus the sentence:
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mother wants you to go upstairs immediately” corresponds 
him to come upstairs immediately.” 

n direct speech is converted into indirect, the autlıor not infre- 
interprets in his own way the manner in which the direct speech 

ered, thus very often changing the emotional colouring of the 
-lence, indirect speech may fail entirely to reproduce the actual 
al colouring of the direct speech and may distort it unrecogniza- 
hange of meaning is inevitable when direct speech is turned into 
or vice versa, inasmuch as any modification of form calls forth a 

iifference in meaning.
probably dueto  this fact that in order to convey more adequately 

ıal utterances of characters in emotive prose, a new way torepre- 
ect speech came into being—r e p r e s e n t e d  s p e e c h. 

resented speech is that form of utterance which conveys the actual
f the speaker through the mouth of the writer but retains tlıe 

rities oi the speaker’s mode of expression.
resented speech exists in two varieties: 1) uttered represented 
and 2) unuttered or inner represented speech.

a) Uttered Represented Speech

t e r e d  r e p r e s e n t e d  s p e e c h  d em an d s 'th a t  the tense 
be switched from present to past and that the personal pronouns 
be changed from lst and 2nd person to 3rd person as in indirect 
but the syntactical structure of the utterance does not change.

(ampje:

“Could he bring a reference from where he now was? He could.”
(Dreiser)

interesting example of three ways of representing actual speech 
)e seen in a conversation between Oid Jolyon and June in Gals- 
y ’s “Man of Property.”

“01 d Jolyon was on the alert at once. Wasn’t the “man of prop- 
er ty” going to live in his new house, then? He never alluded to 
Soames now but under this title.

‘N o'— June said— ‘he was not; she knew  that he was no t!’
How did she know?
She could not tell him, but she knew. She kııew nearlıj [or certai/ı. 

It was rııost unlikely; circumstarıces had changed!”

efirs t  sentence is the  author’s speech. In thesecond sentence ‘ W asn't 
lan . . . ’” there is uttered represented speech: the actual speech must 
been ' ls n 't  th e . . . ’. This sentence is followed by one from the au- 
H enev e r . . . ’. Then againcomesuttered represented speech marked off 
ferted commas, which is not usual. The direct speech ‘No— the 
luctory ‘June sa id ’ and the following inverted commas make the 
ıce half direct half uttered represented speech. The next sentence 
did she know?’ and the following one are clear-cut models of uttered 

Leııted soeech; all the peculiarities of direct speech are preserved,



i. e. the repetition  of ‘ >he knew’, the colloquial ‘nearly for certain’, the
absence of any connective between the last two sentences and, finally, 
the mark of exclamation at the end of the passage. And yet the tenses and 
pronouns here show that ihe actual utterance passes through the author’s 
mouth.

Two more examples will suffice to illustrate the use of uttered repre- 
sented speech.

“A maid came in now with a blue gown very thick and soft. 
Could she do anything for M iss Freeland? No, thanks, she could 
not, only , did she know where M r. Freeland's room was?”

(Galsworthy)

The shift from the au thor’s speech to the uttered represented speech 
of the maid is marked only by the change in the syntactical pattern  of 
the sentences from declarative to interrogative, or from the narrative 
pattern  to the conversational.

Sometimes the shift is almost imperceptible— the author’s narrative 
sliding over into the character’s utterance without any formal indications 
of the switch-over, as in the following passage:

“She had known him for a full year when, in London for a 
while and as usual alone, she received a note from him to say that 
he had to come up to town for a night and couldn't they dine together 
and go to some place to dance. She thought it very sweet of him to 
take pity on her solitariness and accepted with pleasure. They 
spent a delightful evening.” (Maugham)

This manner of inserting uttered represented speech within the au- 
tho r’s narrative is not common. It is peculiar to the style of a number of 
modern English and American writers. The more usual structural model 
is one where there is either an indication of the shift by some introduc- 
tory word (smiled, said, asked, etc.) or by a formal break like a full stop 
at the end of the sentence, as in:

“In consequence he was quick to suggest a walk... D idn’t Clyde 
want to go?” (Dreiser)

Uttered represented speech has a long history. As far back as the 
18th century it was already widely used by men-of-letters, evidently be- 
cause it was a means by which what was coıısidered vulgar miglıt be 
excluded from literature, i.e. expletives, vivid colloquial words, expres- 
sions and syntactical structures typical of the lively colloquial speech of 
the period. Indeed, when direct speech is represented by the writer, he 
can change the actual utterance into any mode of expression he considers 
appropriate.

In Fielding’s “History of Tom Jones the Foundling” we find vari- 
ous ways of introducing uttered represented speech. Here are some inter- 
esting examples:

“When dinner was over, and the servants departed, Mr. Al- 
worthy began to harangue. He set forth, in a long speech, the
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ny iniquities of which Jones had been guilty, particularly 
fhose which this day had brought to light; and concluded by tellipg 
him, ‘That unless he could clear himself of the charge, he was re- 
golved to banish him from his sight for ever.” ’

^ i s  passage there is practically no represented speech, inasmuch 
L words marked off by inverted commas are indirect specch, i.e. 
hthor’s speech with no elements of the character’s speech, and the 
Ljgns of the change in the form of the utterance are tlıe invertcd 
L  and the capital letter of ‘T h a t’. The following paragıaplı is built 
U same pattern.

“His heart was, besides, almost broken already; and his spirits 
were so sunk, that he could say nothing for himself but acknowledge 
the whole, and, like a criminal in despair, threw himself upon 

I nıercy; concluding, ‘that though he must owıı himself guilty of 
I many follies and inadvertencies, he hoped he had done nothing to 
I deserve what would be to him the greatest punishment in the 
I world.’ ”

Ire again the introductory ‘concluding’ does not bring fortlı direct 
I  but is a natural continuation of the author’s narrative. The only 
Ition of the change are the inverted commas.
I. Alworthy’s answer is also built on the same pattern, the only 
lca tion  being the direct speech at the end.

“—Alworthy answered, “That he had forgiven him too often 
already, in compassion to his youth, and in hopes of his amend- 
ment: that he now found he was an abandoned reprobate, and such 
as it would be criminal in any one to support and encourage,” 
‘N ay ,’ said Mr. Alworthy to him, ‘your audacious attem pt to steal 
away the young lady, calls uporı me to justify my own character 
in punishing you.— ’”

n follows a long speech by Mr. Alworthy not differing from indi- 
iech (the author’s speech) either in structural design or in the choice 
Js. A critical analysis will show that the direct speech of the 
ers in the novel must have undergone considerable polishing up in 

Ip force it to conform to the literary norms of the period. Colloquial 
emotional, inconsistent and spontaneous, with its vivid intona- 

Jgested by elliptical sentences, breaks in the.narrative, fragmenta- 
nd lack of connectives, was banned from literary usage arıd re- 
by the passionless substitute of iııdirect speech. 
ost in any work of 18th century literary art one will firıd that 
ken language is adaptt'd to conform to the norms of the written 
;e of the period. It was only at the beginning of the 19th ceııtury 
e elements of colloquial English began to elbow their way into 
ed precincts of the English literary language. The more the process 
apparent, the more the conditions that this created became fa- 

e for the introduction of uttered represented speech as a literary



In the modem belles-lettres prose style, the speech of the characters 
is modelled on natural colloquial patterns. The device of uttered repre- 
sented speech enables the writer to reshape the utterance according to the 
normal polite literary usage.

Nowadays, this device is used not only in the belles-lettres style. 
It  is also efficiently used in newspaper style. Here is an example:

“Mr. Silverman, his Parliamentary language scarcely conceal- 
ing his b itter disappointment, accused the government of br.eak- 
ing its pledge and of violating constitutional proprieties.

Was the government basing its policy not on the considered 
judgement of theH ouseof Commons, but on the considered judge- 
ment of the House of Lords?

Would. it not be a grave breach of constitutional duty, not to 
give the House a reasonable opportunity of exercising its rights 
under the Parliament Act?”

‘W ait for the terms of the B ill ,’ was Eden’s reply .”

Uttered represented speech in newspaper communications is some- 
what different from that in the belles-lettres style. In the former, it is 
generally used to quote tlıe words of speakers in Parliament or at public 
meetings.

b) Unuttered or Inner Represented Speech

As has often been pointed out, language has two functions: the com- 
municative and the expressive. The communicative function serves to 
convey one’s thoughts, volitions, emotions and orders to the mind of a 
second person. The expressive function serves to sh ap eo n e’s thoughts and 
emotions into language forms. This second function is believed to be the 
only wayof materializing thoughts and emotions. Without language forms 
thought is not yet thought but only something being shaped as thought.

The thoughts and feelings going on in one’s mind and reflecting some 
previous experience are called i n n e r s p e e c h.

Inasmuch as inner speech has no communicative function, it is very 
fragmentary, incoherent, isolated, and consists of separat^ units which 
only hint at the content of the utterance but do not word it explicitly.

Inner speech is a psychological phenomenon. But when it is wrought 
into full utterance, it ceases to be inner speech, acquires a communicative 
function and becomes a phenomenon of language. The expressive function 
of language is suppressed by its communicative function, and the reader 
is presented with a complete language unit capable of carrying informa- 
tion. This device is called i ı ı n e r  r e p r e s e n t e d  s p e e c h .

However, the language forms of inner represented speech bear a 
resemblance to the psychological phenomenon of inner speech. Inner 
represented speech retains the most characteristic features of inner 
speech. It is also fragmentary, but only to an extent which will not 
hinder the understanding of the communication.

Inrıer represented speech, unlike uttered represented speech, ex- 
presses feelings and thoughts of the character which were not material-



t

spoken or written language by the character. That is why it abounds 
amatory words and phrases, elliptical constructions, breaks, and- 
means of conveying feelings and psychological states. When a 
is alone with his thoughts and feelings, he can give vent to those 

emotions which he usually keeps hidden. Here is an example from 
>rthy’s “Man of Property”:

“His nervousness about this disclosure irritated him profoundly; 
she had no business to make him feel like that— a wife and a hus- 
band being one persorı. She had not looked at him once since they
sat down, and he wondered what on earth she had been thinking 
about all the tirne. It was hard, when a man worked hard as he 
did, making money for lıer— yes and with an aclıe iıı his heart— 
tha t  she should sit there, looking— looking as if she saw the walls 
of the room closing in. It was enough to make a man get up and 
leave the table.”

5 inner speech of Soames P'orsyte is here introduced by two words 
Dİng his state of mind— ‘irri ta ted’ and ‘wondered’. The colloquial 
of the language in which Soames’s thoughts and feelings are expres- 
obvious. He uses colloquial collocations: ‘she had no business’, 

on ea r th ’, ‘like th a t ’ and colloquial constructions: ‘yes and w ith . . . ’ 
ng— looking as if . . . ’, and the words used are common colloquial. 
u t te redor  inner represented speech follows the same morphological 
n as uttered represented speech, but the syntactical pattern shows 
ions whiclı can be accounted for by the fact that it is inner speech, 
tered speech. The tense forms are shifted to the past; the third per- 
irsonal pronouns replace the first and second. The interrogative 
Drder is maintained as in direct speech. The fragmentary character 
! utterance manifests itself in unfinished sentences, exclamations 
ı  one-member sentences.
;re is another example:

“An idea had occurred to Soames. His cousin Jolyon was Irene’s
trustee, the first stop vvoııld be to go down and see him at Robin 
Hill'. Robiıı Hill! The odd— tlıe very odd feeling those vvords 
broıight back. Robiıı I lıll— the hoııse Bosinney had built for him 
and Irene— tlıe lıouse tlıey lıad never lived iıı— tlıe fatal house! 
And Jolyon lived there novv! H ’m!” (Galsworthy)

lis device is undoubtedly an excellent one to depict a character. 
es the writer an opportunity to show the inner springs which guide 
laracter’s actions and utterances. Being a combination of the au- 
speech and that of the character, inner represented speech, on the 

and, fully discloses the feelings and thoughts of the character, his 
outlook, and, on the other hand, through efficient and sometimes 

r perceptible interpolations by the author himself, makes the de- 
impact oıı the reader.
Englisiı and Amerıcan literature this device lıas gained vogue in 
/orks of tlıe vvriters of the last tvvo centuries — Jane Austen, 
eray, Dickens, Charlotte and Emily Bronte, Jack London, Gals-



worthy, Dreiser, Somerset Maugham and others. Every writer has his 
own way of using represented speech. Careful linguistic analysis of indi- 
vidual peculiarities in using it will show its wide range of function and 
will expand the hitherto limited notions of its use.

Inner represented speech, uhlike uttered represented speech, is usually 
introduced by verbs of mental perception, as th ink, meditate, feel, occur 
(an idea occurred to...), wonder, ask, tell oneself, understand and the like. 
For example:

“Over and over he was askirıg himself: would she receive him? - 
would she recognize him? what should he say to her?”

“Why weren’t things going well between them? he wondered.”

Very frequently, nowever, inner represented speech thrusts itself 
into the narrative of the author without any introductory words and 
the shift from the author’s speech to inner represented speech is more 
or less imperceptible. Sometimes the one glides into the other, sometimes 
there is a sudden clear-cut change in the mode of expression. Here are 
examples:

“Butler was sorry that  he had called his youngest a baggage; 
but these children— God bless his soul— were a great annoyance. 
Why, in the name of all the saints, wasn’t thishouse goodenough 
for them?” (Dreiser)

The only indicatlon of the transfer from the au tho r’s speech to inner 
represented speech is the semicolon which suggests a longish pause. 
The emotional tension of the inner represented speech is enhanced by 
the emphatic these (in ‘these children’), by the exclamatory sentences 
‘God bless his soul’ and ‘in the name of all the sain ts’. This emotional 
charge gives an additional shade of meaning to the ‘was sorry’ in the au- 
tho r’s statement, viz. Butler was sorry, but he was also trying to justify 
himself for calling his daughter names.

And here is an example of a practically imperceptible shift:

“Then, too, in old Jo lyon’s mind was always the secret ache 
tha t  the son of James— of Jarnes, whouı he had* always thought 
suclı a poor thing, should be pursuing the paths of success, while 
his own son— !” (Galsworthy)

In this passage there are hardly any signs of the shift except, per- 
haps, the repetition of the words ‘of Jam es’. Then comes what is half 
the au thor’s narrative, half the thoughts of the character, the inner 
speech coming to the surface in ‘poor th ing’ (a colloquialism) and the 
sudden break after ‘his own son’ and the mark of exclamation.

Inner represented speech remains the monopoly of the belles-lettres 
style, and especially r f  emotive prose, a variety of 't. There is hardly 
any likelihood of tlııs device being used in other styles, due to its spe- 
cific function, which is to  penetrate into the inner life of the personages 
of an imaginary world, which is the exclusive domain of belles-lettres.
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F. STYLISTIC USE OF STRUCTURAL MEANING

r aiogy witlı transference of lexical meaning, in which words 
OH .a 0tlıer tharı in their primary logical sense, syntactical structures 
llSı o be used in meanings other t ’han their primary ones. Every syntac- 

jy tructure has its definite function, which is sometimes called its
r a l nı e a n i n g. When a structure is used in some other func*

r.  C t İ _______° ______ _______________ ı

,lso 
s
- y  be said to assume a new meaning which is similar to lexical

nJferred meaning.
ng s y n t a c t ical stylistic devices there are two in which this trans- 
of structural meanirıg is to be seeıı. They are rhetorical questions

(fH tates.

Rhetorical Questions

«• ^ e r h c t o r i c a l q ıı e s l i o n is a special syntactical stylistic 
jjce the esseııce of which consists in reshaping the grammatical mean- 

r  0f the interrogative sentence. In other words, the question is no 
r  Jer a question but a statement expressed in the form of an interroga- 
Ive sentence. Thus there is an interplay of two structural meanings: 

that of the question and 2) that of the statement (either affirmative 
negative).  Both are materialized simultaneously. For example:

“Are these the remedies for a starving and desperate populace?” 
‘7s  there not blood enough upon your penal code, that more 

must be poured forth to ascend to Heaven and testify against
you?” (Byron)

One can agree with Prof. Popov who states: “... the rhetorical question 
lequal to a categorical pronouncement plus an exclamation.” 1 Indc-ed,

■  we compare a pronouncement expressed as a s tatement with the same 
[■onouncement expressed as a rhetorical question by meansof transforma- 
pnal analysis, we will find ourselves compelled to assert that the interrog- 
live form makes the pronouncement still more categorical, in that it 
fcludes any interpretation beyoııd that contained in the rhetorical 
iıestion.

From the examples given above, we can see th a t  ıiıetorical ques-
pns are generally structurally embodied in complex sentences with
r  subordinate claııse containing the pronouncement. Here is another 
laınple:

“...S h a ll the sons of Chitnary 
Who never forgive the fault of a friend 
Bid  aıı enemy live?...” (Byron)

^ i t h o u t  the attribu tive  clause the rhetorical questioıı would lose 
specific quality and might be regarded as an ordinary question. The 

jDordinate clause, as it were, signalizes the rhetorical question. The 
-aning of the above utterance can hardly fail to be understood: i. e. 
e sons of Chimary w ill never bid an enemy live.

1 °P- C i t . ,  p. 2 0 .



There is another structural pattern of rhetorical questions, which 
is based on negation. In th is  case tlıe question may be a simple sentence, 
as in:

“Did tıot the Italicın Mosico Cazzani
S in g  at my heart six months at least in vain?” (Byron)
“Have I not had to wrestle with my lot?
Have I not suffered things to be forgiven?” (Byron)

Negative-interrogative sentences generally have a peculiar nature. 
There is always an additional shade of meaning implied in them: 
sometimes doubt, sometimes assertion, sometimes suggestion. In other 
words, they are full of emotive meaning and modality.

We have already stated that rhetorical questions may be looked upon 
as a traıısference of grammatical meaning. But just as in the case of the 
traiısference of lexical meaning, the sty lis t ic  effect of the transference 
of grammatical meaning can only be achieved if there is a simultaneous 
realization of the two meanings: direct and transferred. So it is with 
rhetorical questions. Both the question-meaning and the statement- 
meaning are materialized with an emotional charge, the weight of which 
can be judged by the intonation of the speaker.

The intonation of rhetorical questions, according to the most recent 
investigations, differs materially from the intonation of ordinary ques- 
tions. Tlıis is also an additional indirect proof of the double nature of 
this stylistic device. In the question-sentence

‘7 s  the poor privilege to turn the key
Upon the captive, freedom?” (Byron)

instead of a categorical pronouncement one can detect irony.
A more detailed analysis of the semantic aspect of different question- 

sentences leads to the conclusion that these structural models have various 
functions. Not only ordinary questions, not only categorical pronounce- 
ments are expressed in question form. In fact there are various nuances 
of emotive meaning embodied in question-sentences. We have already 
given an exanıple of one of these meanings, viz. irony. In Shakespeare’s

“Who is here so vile that  will not love his country?” 
there is a meaning of challenge openly and unequlvocaily declared. It 
is impossible to regard it as a rhetorical question making a categorical 
pronounceınent. In the rhetorical question from Byron’s maiden speeclı 
given above (Ts there not blood...’) there is a clear iınplication of scorn 
and contempt for Parliament and the laws it passes.

So rhetorical questions may also be defined as utterances in the form 
of questions which pronounce judgements and also express various kinds 
of modal shades of meaning, as doubt, challenge, scorn, irony and so on.

It has been stated elsewhere that questions are more emotional than 
statements. When a question is repeated, as in these lines from Poe’s 
“The Raven”:

“— Is there— is there balm in G ilead?! T ell me— • 
tell me— I implore!— ”
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ree of emotiveness increases and the particular shade of meaning 
» case, despair) becomes more apparent.
rhetorical question re-enforces this essential quality of interrog-. 

lentences and uses it to convey a stronger shade of emotive 
g. Rhetorical questions, due to their power of expressing a variety 
al shades of meaning, are most often used in publicistic style 
rticularly in oratory, where the rotısing of emotions is the effect 
ly aimed at.

Litotes

t o t e s  is a stylistic device consisting of a peculiar use of nega- 
nstructions. The negation plus noun or adjective serves to establish 
ive feature in a person or thing. This positive feature, however, is 
hat diminished in quality as compared with a synonymous expres- 
ıaking a straightforward assertion of the positive feature. Let us 
re the following two pairs of sentences:
I t ’s not a bad th ing.— I t ’s a good thing.
He is no coward.— He is a brave man.
t bad is not equal to good although the two constructions aresynon- 
. The sarne can be said about the second pair, ııo coward and a 
rnan. In both cases the negative construction is weaker than the 
ative one. Still we cannot say that  the two negative constructions 
:e a lesser effect than  the corresponding affirmative ones. Moreover, 
uld be noted that the negative constructions here have a stronger 
t  on the reader than the affirmative ones. The latter lıave no addi- 
connotation; the former have. That is why such constructions are 

led as stylistic devices. Litotes is a deliberate understatement used 
duce a stylistic effect. It is not a pure negation, but a negation that 
les affirmation. Therefore here, as in the case of rhetorical questions, 
ay speak of transfereKce of meaning, i. e. a device with the help 
ich two meanings are materialized simultaneously: tlıe direct (ne- 
ı) and transferred (affirmative).
the negation in litotes must not be regarded as a mere deııial of the 

;y mentioned. The structural aspect of the negative combination 
up the semantic aspect: the negatives no and not are more emphatic- >. 

)ronounced than in ordinary negative sentences, thus bringing to 
j the corresponding antonym.
le stylistic effect of litotes depends mainly on intonation. If we 
ıre two intonation patterns, one which suggests a mere denial 
not bad as a contrary to I t  is bad) with the other which suggests the 
ion of a positive quality of the object ( I t  is not bad— it is good), 
fference will become apparent. Thedegree towhich litotes carriesthe 
ve quality in itself can be estimated by analysing the semantic 
;ure of the word which is negated.
it us examine the following sentences in which litotes is used:

1. “Whatever defects the tale possessed— and they were not a 
few— it had, as delivered by her, the one merit of seeming like 
tru th .”



2. “He was not without taste..."
3. “It troubled him not a Little..."
4. “He found that this was no easy task."
5. “ITe was no gentle lanıb, and the part of second fiddle would 

never do for the high-pitched dominance of his nature.” (Jack 
London)

6. “She was wearing a fur coat... Carr, the enthusiastic appreciator 
of smart women and as good a judge of dress as any man to be 
met in a Pall Mall club, saw that she was no country cousin. 
She had style. or ‘devil’, as he preferred to call it .”

Even a superfluous analysis of the litotes in the above sentences 
clearly shows tha t  the negation does not merely indicate the absence 
of the quality mentioned but suggests the preserıce of the opposite quality. 
Charles Bally, a well-known Swiss linguist, states that  negative sentences 
are used with the purpose of “refusing to affirm”.

In sentences 5 arıd 6 where it is explainedr by the context, litotes re- 
veals its true function. The idea of ‘no gentle lam b’ is further strengthened 
by the ‘high-pitched dominance of his nature’; the function and meaning 
of ‘no country cousin’ is made clear by ‘as good a judge of dress...’, ‘she 
had s ty le .. . ’. Thus, like other stylistic devices, litotes displays a simul- 
taneous materialization of two meanings: one negative, the other affir- 
mative. This interplay of two grammatical meanings is keenly felt, so 
rnuch so indeed, that the affirmation suppresses the negation, the latter 
beingonly the form in w hich the  real pronouncement is moulded. Accord- 
ing to the science of logic, negation as a category can hardly express a 
pronourıcement. Only an assertion can do so. That is why we may şay - 
that  any negation only suggests an assertion. Litotes is a means by which 
this natural logical and linguistic property of negation can be strength- 
ened. The two senses of the litotic expression, negative and positive, 
serve a definite stylistic purpose.

A variant of litotes is a construction with two negations, as in not 
unlike, rıot unpromising, not displeased and the like. Here, accordiııg 
to general logical and mathematical principles, two negatives make a 
positive. Thus in the sentence— “Soames, with his lips and his squared 
chin was not unlike a bull dog” (Galsworthy), the lilotes may be inter- 
preted as somewhat reseınbling. In sp i teo f  thefac t  that sijch constructions 
make the assertion rnore logically apparent, they lack precision. Tlıey 
may truly be regarded as deliberate understatements, whereas the pattern  
structures of litotes, i. e. those that have only one negative are much 
more categorical in stating the positive quality  of a person or thing.

An interesting jest at the expense of an English statesman who over- 
used thedev iceof  doııblenegatioıı was published in the Spectator, May 23, 
1958. Here it is:

“Anyway, as the pre-Whitsun dog-days barked themselves 
into silence, a good deal of pleasure could be obtained by a con- 
noisscur who kııew where to seek it. Oıı Monday, for instance, 
from Mr. Selwyn Lloyd. His trick of seizing upon a phrase tlıat has 
stıııck lıim (erroneoıısly, as ;ı rııle) as a lıappy onc, and doggedly
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who lacks all 
three times he

{jtikiflğ to it thereafter is one typical of a speaker 
ron-i^ence' ^ on(Jay it was ‘not unpromising’; tt 
j eclared that various aspects of the Summit preparations were ‘not 
jnpromising’, and I was moved in the end to conclude that Mr. 
j j0yd is a not unpoor Foreign Secretary, and that if he should not 
rishortly leave that office the not unbetter it would be for all of

^  ~ i- ımlıitn i  m  r *1 1 1 A  n
US. not unhim included.

[es is used in different styles of speech, excluding those which may 
üed the matter-of-fact styles, like official style and scientific prose. 
L y  it is sometimes used to suggest that language fails to adequateiy 

the Poe^’s êelings and therefore he uses negations to express the 
I-essible- Shakespeare’s Sonnet No. 130 is to some extent illustrative
I .  respect. Here all the hackneyed phrases used by the poet to depict 
Ijoved are negated with the purpose of showing the superiority of 
Irthly qualities of “My mistress.” The first line of this sonnet ‘My 
| ss’ eyes are nothing like the sun’ is a clear-cut litotes although the 

to which the eyes are compared is generally perceived as having 
jositive qualities.
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P A R T  VI

FUNCTIONAL STYLES 

OF THE ENGLISH LANGUAGE

INTRODUCTORY REMARKS

• We have already mentioned the problem of vvhat is known as f  u n c- 
t i o n a l s t y  l e s  (FS) of language (see p. 32—35), but only to show that 
FSs should be distinguished from varieties of language. The main differ- 
ence, be it remembered, is tha t  the written and oral varieties of language 
are merely forms of communication which depend on the situation in 
which the communication is maintained, i.e. on the presence or absence 
of an interlocutor, whereas FSs are patterns of the written variety of 
language calculated to secure the desired purport of the communication.\ 
Each functional style of the literary language makes use of language means 
the interrelation of which is peculiar to the given FS. It is the coordina- 
tion of language media and SDs which shapes the distinctive features of 
each style, and not the separate language media or the SDs themselves. 
Each FS, however, can be recognized by one or more leading, especially 
conspicuous features. For instance, the use of special terminology is a 
lexical characteristic of the FS of scientific prose, and one by which it can 
easily be recognized. The address “Dear sirs” will be a signal to refer 
the message to the FS of official documents.

However, since any FS presents a system in which various features 
are interwoven in a particular manner, one group of language means, a 
leading feature though it may be, will not suffice to determine the FS.

Now we are in a position to give a more exact definition of a functional 
style than the one given on p. 32—33. .

An FS is a patterned variety of literary, text characterized by the 
greater or lesser typification of its constituents, supra-phrasal units 
(SPU ), in w hich the choice and arrangement of interdependent and 
interwoven language media are calculated to secure the purport of the 
communication.

Each FS is arelatively  stable system at the given stage in the devel- 
opment of the literary language, but it changes, and sometimes conside- 
rably, fronı one period to another. Therefore functional style of language is 
a historical category. There are many instances to prove this. Thus, the 
FS of emotive prose actually began to function as an independent style 
after the second half of the 16th century; the newspaper style budded off 
from the publicistic style; the oratorical style has undergone considsrable 
fundamental changes, and so with other FSs.
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The development of each style is predetermined by the changes in 
:he norms of s tandard English.

It is also greatly influenced by changing social conditions, the progress j 
)f science and tlıe development of cultural life in the country. For iııstance, 
he emotive elements of language were abundantly used in scientific 
>rose in the 18th century. This is explained by the fact tlıat scientists in 
nany fields used the emotional language instead of one nıore logically 
ırecise and convincing, because they lacked the scientific data obtainable 
ınly by deep, prolonged research. W ith  the development of science and 
he accumulation of scientific data, emotive elements gave way to con- 
incing arguments and “stubborn” facts.

The English literary language has evolved a number of FSs easily 
istinguishable one from another. They are not homogeneous and fall 
ıto  several variants all haviııg sorne central point of resemblance, or 
etter to say, all integrated by the invariant— i.e. the abstract ideal 
ystem.

We shall ııow consideı* each of tlıe FSs iıı its most characteristic fea- 
ures.

A. THE BELLES-LETTRES STYLE

* We have already pointed out that the b e l l e s - l e t t r e s  s t y l e
> a generic term for tlıree substyles in which the main principles and the 
ıost general properties of the style are materialized. These three sub- 
;yles are:

1. T  h e l a t ı g u a g e  o f  p o e t r y,  or simply verse.
2. E  m o t i v e p r o s e, or tlıe language of fiction.
3. T h e l a n g  u a g  e o j  t h e d r a m a.
Each of these substyles has certain common features, typical of 

ıe general belles-lettres style, wlıich make up the foundation of the 
:yle, by which the particular style is made recognizable aııd can there- 
)re be singled out. Each of them also enjoys some individuality. This 
, revealed in defirıite features typical only of one or another substyle. 
his correlation of the general and the particular in each variant of the 
elles-lettres style had manifested itself differently at different stages in 
s historical development.

The common features of the substyles may be summed up as follows. 
rst of all comes tlıe common function which rnay broadly be called 
e.Vthetico-cognitive” . This is a double function which aims at tlıe cog- 
t ive process, which secures the gradual unfolding of the idea to the 
ader and at the same time calls fortlı a feeling of pleasure, a pleasure 
lich is derived fronı the form in wlıich the content is wrought. The 
ychological element, pleasure, is not irrelevant wheıı evaluating the 
'ect of the communication. 1 This pleasure is caused not only by admi-
tion of the selected language means aııd their peculiar arrangement but
50 (and tlıis is perhaps tlıe ıııaiıı cause) by tlıe fact tlıat tlıe ıeader is led

1 Cf. M. Riffaterre’s statem ent that sty le is a languagc subject which deals vvith the 
ict of the message, in “The S ty listic  Function” . IX International Congress öf Linguists, 
54, pp. 316—317. _________ _



to  form his own conclıısions as to the purport of the author. Nothing gives 
more pleasure and satisfaction than realizing that  one has the ability to 
penetrate into the hidden tissue of events, phenomena and human activi- 
ty, and to perceive the relation between various seemingly unconnected 
facts brought together by the creative mind of the writer.

Since the belles-lettres style has a cognitive function as well as an 
aesthetic one, it follows tha t  it has something in common with scientific 
style, which will be discussed in detail later, but which is here mentioned 
for the sake of comparison. The purpose of science as a branch of human 
activity  is to disclose by research the inner substance of things and phe- 
nomena of objective reality and find out the laws regulating them, thus 
enabling man to predict, control and direct their further development in 
order to improve the material and social life of mankind. The style of 
scientific prose is therefore mainly (characterized by aıı arrangement of 
language means which will bring proofs to clinch a theory. Therefore we 
say that  the main function of scientific prose is proof. The selection of 
language means ınust therefore meet this principal requirement.

The purpose of the belles-lettres style is not to prove but only to 
suggest a possible interpretation of the phenomena of life by forcing 
the reader to see the viewpoint of the writer. This is the cognitive function 
of the belies-lettres style.

From all this it follows, therefore, that  the belles-lettres style must 
select a system of lacıguage means which will secure the effect sought.

In showing the difference in the manner of thinking of the man-of 
letters and the man-of-science, N. A. Dobrolubov wvites:

“The man-of-ietters... thiııks concretely, nevcr losing sight of 
particular phenomena and images; the other (the man-of-science) 
strives to generalize, to merge all particulars in one general for- 
m ula.” 1

Tlıe belles-lettre; style rests on certain indispensable linguistic fea- 
tures which are:

1. Geııuine, not trite, ımagery, achieved by purely linguistic devices.
2. The use of words in contextual and very often iıı more than one 

dictionary meaning, or at least greatiy influenced by the lexical environ- 
ment.

3. A vocabulary vvhiclı wili reflect to a greater or lesser degree the 
au thor’s personal evaluation of things or phenomena.

4. A peculiar individual selection of vocabulary and syntax, a kind 
of lexical and syntactical idiosyncrasy.

5. Tlıe introduction ’of the typical features of colloquial language 
to a full degree (in plays) or a lesser one (in emotive prose) or a slight 
degree, if any (in poems).

The belles-1 ettres style is individual in essence. This is one of its 
most dis t inc t ivc  propcrt ies.  Iııdividıı.-ılitv iıı sclcctiiH' laııgımgc mcans 
(includiııg s lyl is t i c  ılo\ iccs), t ' .slıoııifly ;i|)p;ııı nl ı ı ıpuvllc j.lylc, Itrruiıuv. 
gradually less in, let us say, publicistic s ty le , is lıardly noticeable in the

1 Houpo.voöoo H. A.  Coöp. co'i., t . 5, c. 283—284.



f scientific prose and is entirely lacking in newspapers and in offi- 
fyle. The relation between the general and the particular assumes 
nt forms in different styles and in their variants. This relation is 
n tly materialized even within one and the same style. This is düe 
strong imprint of personality on any work of poetic style. There 

be a greater or lesser volume of imagery (but not an absence of 
r y );  a greater or lesser number of words with contextual meaning 
ot all words without contextual meaning); a greater or lesser ııumber 
joquial elements (but ııot a complete absence of colloquial elements).

\ 1. LANGUAGE OF POETRY

ıe first substyle we shall consider is u e r s e. Its first differentiating 
rty is its orderly form, which is based mainly on the rhythmic and 
>tic arrangement of the utterances. The rhythmic aspect calls forth 
[ctical and semantic peculiarities which also fall into a more or less 

orderly arrangement. Both the syntactical and semantic aspects 
poetic substyle may be defined as compact, for they are held in 
by rhythmic patterns. Both syntax and semantics comply with 

strictions imposed by tlıe rhythmic pattern, aııd theresu lt  is brevity 
^ression, epigram-like utterances, aııd fresh, unexpected imagery. 
ctically this brevity is shown in elliptical and fragmentary senten- 
n detached constructions, in inversion, asyndeton and othersyntac- 
peculiarities.

Ihythm and rhyme are immediately distinguishable properties of 
Detic substyle provided they are wrought into compositional patterns. 
can be called the external differentiating features of the substyle, 

al only of this one variety of tlıe belles-lettres style. The various 
ositional forıns of rhyme and rhythm aregenerally studied ıınder tlıe
> u e r s i f i c a t i o n  or p r o s o d y.
t us examine the externa! properties or features of the poetic sub- 
in detail.

a) Compositional Patterns of Rhythm ical Arrangement 

Metre aııd Line

is customary to begin the exposition of the theory of English ver- 
tion with the statement that “...there is no established principle of 
sh versification.” But this statement nıay apply to almost any branch 
guistic science. Science in general can live and develop only pro- 
tlıat there are constant disputes on tlıe most crucial issues of tlıe 
science.

ıglislı vcrsificatioıı is no exceptioıı. We lıave already discussed 
of the uıost general points of rhythm. This was a ııecessary introduc-
o English versification, inasmuch as English verse is ınostly based 
lythmical arrangement and rhyme. Both rhythm and rhyme are 
tive qualities of language and exist outside verse. 1 But in ,verse
Tiıis is the reason tlıat both rhythm and rhyme lıave beeıı treated in Part III 

the chapter on versification.

İ



both have assumed their compositional patterns and, perhaps, due to this, 
they are commonly associated with verse. The most observable and widely 
recognized compositional patterns of rhythm making up c l a s s i c a l  
v e r s e are based on:

1) alternation of stressed and unstressed syllables, 1
2) equilinearity, that is, an equal number of syllables in tlıe lines,
3) a natural pause at the end of tlıe line, the line being a more or less 

complete semantic unit,
4) identily of stanza pattern,
5) established patterns of rhyming.
Less observable, although very apparent in modern versification, 

are all kinds of deviations from these rules, some of them going so far 
that  classical poetry ceases to be strictly classical and becomes what is 
called f r e e  v e r s e ,  which in extreme cases borders on prose.

English verse, iike all verse, emanated from song. Verse assumes 
an independent existence only when it tears itself away from song. Then 
only does it acquire the status of a genuine poetic system, and rhythm, 
being the substitu te  for music, assumes a new significance. The unit of 
measure of poetic rhythm  in Engiish versification is ııot so much of a 
quantitative asof a qualitative character. The unit of measure in musical 
rhythm is the time allotted to its reproduction, whereas the unit of mea- 
sure in English verse rhythm is the quality of the alternating element 
(stressed or unstressed). Therefore English versification, like Russian, 
is called qualitative, in contradistinction to the old Greek verse which, 
being sung, was essentially quantitative. In classic English verse, quanti- 
ty is taken into consideration only when it is a m atter of the number of 
feet in a line. Henceclassic English verse is called s y l l a b o - t o n i c .  
Two parameters are taken into account in defining the measure: the num- 
ber of syllables (syllabo) and the distribution of stresses (tonic). The 
nature of the English language with its specific phonetic laws, however, 
is incompatible with the demand for strict regularity in the alternation 
of similar units, and hence there are a number of accepied deviations from 
establ.ished mctrical schemes which weshall discuss in detail after point- 
ing out the most recognizable E n g  l i s h  tn e t r i c a l p a 11 e r n s.

Thcre are five of them:
1. I a m b i c m e t r e, in which the unstressed syll'able is followed 

by a stressed one. It is graphically represented thus: (^ -) .
2. T r o a h  a i c m e t r e, where the order is reversed, i.e. a 

stressed syllable is followed by one uııstressed (-v).
3. D a c t y l i c  m e t r e— one stressed syllable is followed by two 

unstressed ( - w ) .
4. A m p h i b r a c h i c nı e i r e— one stressed syllable is framed by 

two unstressed

1 Many linguists hold that verse rlıythm is based on alternation between stronger 
and weaker stresses. They m aintain tlıat four degrees of stresses are easily recognizable. 
But for tlıe sake of abstracti('n—an indispcnsable process in scientific investigation — 
the opposition of stressed— unstressed syliables is the ouly authentic w a y  of presenting 
the problem of verse rhythm.
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v
t ı a p a e s t i c  m e t r e— two unstressed syllables are followed 

/ one stressed ( ^ —).
e arrangements of qualitatively different syllables are the units 
letre, the repetition of which makes verse. One unit is called a 
fhe number of feet in a line varies, but it has its limit; it rarely 
eight.

ıe line consists of only one foot it is called a m o r ı o m e t e r ; 
>nsisting of two feet is a d i m e t e r\ three— t r i m e t e r\ four—
m e t e r\ five— p e n t a m e t e r \  six— lı e x  a m e t e r\ seven— 
m e t e r\ eight— o c t a nı e t e r. In defining the measure, that 
nd of ideal metrical sclıeme of a verse, it is necessary to poiııt oııt 
? type of nıetre and the length of the line. Thus, a iine that con- 
'our iambic feet is called i a m b  i c t e t r a m e t e r\ correspond- 
line consisting of eight trochaic feet will be called t r o c h a ' ı c  

ı e t e r, and so on.
ish verse is predominantly iambic. This is sometimes explained 
ambic tendency of the English language in generai. Most of the 
words have a trochaic tendency, tha t  is the stress falls on the 
lable of two-syllabic words. But in actual speech these words 
:eded by non-stressed articles, prepositions, conjunctions or by 
ed syllables of preceding words thus imparting an iambic char- 
English speech. As a result iambicm etre  is more common in Eng- 
se than any other metre. 

are a few examples illustratiııg various metrical arrangemeııts 
ish verse.

ımbic pentameter
Oh let me true in love bu t  t ru ly  write 
W -  I I I y -  I y -

ro c h a lc ^ S ra n fe t l r  ^
Would you ask me whence these stories 

— ^  | — | — ^  | — 

actylic dimeter
Cannon to right of thern

1 I I— V-/ w j — v̂ /-

Cannon to left of them/ I I— w I —

nplıibrachic tetrameter
O, where are you going to all you Big Steamers 

lapaestic tetrameter
you ask what the birds say? The sparrow, the dove

/ I / I / I  Iv-/ — I ^  — I w  w  — I w  _L

make a careful study of almost aııy poem, we will find what 
:d irregularities or modifications of its normal nıetrical pat- 
ıese modifications generally have some special significance,



usually connected with the sense, though in some cases they may be 
due to the nature of the language material itself. This is particularly 
the case with the first modification wheıı the stress is lifted from a syllable 
on which the language will not allow stress, and we have what is called a 
p y  r r h i c f  o o t instead of an iambic or a trochaic foot, for example:

So, tha t  now to still the beating of tny heart I stood repeating (Poe) 
— U | i  v  | JL ^  |u v |  i  v| -L v

But makes surrender to some thoughtless boy (Keats)
i  | V i |  V w|  v  -1 j -  I

In both example.- the stress is lifted from prepositions on which the 
stress seldom falls, tnerefore pyrrhics are very comınorı and quite natural 
modifications in Engiish verse.

The second modification of the rhythm is the inverted order of stressed 
and unstressed syllabies in one of the feet of the iambic or trochaic pattern. 
For example, in the sonnet by Roy Campbell “The Serf” which, like all 
sonnets, is written irı iambic pentameter, there creeps in a foot where the 
order, unstressed— stressed, is inverted:

His naked skin clothed in  the torrid mist
v ^ - L j ^  -  | -  ^  | ^  -L| w —

T hat puffs in smoke around the patien t hooves
yy -L | — | — | W — | —

Here the third foot of the first line violates the rhythmic pattern. 
Such modifications are called r h y t h m i c  i n v e r s i o n s  and are 
used to add emphasis.

The third modification is the insertion of a foot of two stressed sylla- 
bles, called a s p o n d e e. It is used iııstead of an iambus or a trochee. 
In Shakespeare’s iambic pentameter these two modifications are frequent- 
ly to be found, for example:

The ıııorn in russet ınantle clad
i . |  w i |  w i  | w i  |

W alks o’er the dew of yon high casterıı lıill
1 I 1 ı / ı 1 ı ı ı

Here the first foot of the second line is rhythmic inversion, and the fourtlı 
is a spondee.

Rhythmic inversic-ı and the use of the spondee may be considered 
deliberate devices to reinforce the semantic significance of the word- 
combinations. Here are other examples:

R oll o/2, thou deep and dark blue ocean, roll.
/  I I / ı  I I ı I ı— — | v/ -  | v  — | — | w —

Tetı thousand  fleets sweep over thee in vain.
ı ı  ı / ı i |  / ı ı

—  —  I w —  —  I ^  -  I w  —
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I r h e  spondee as a rhythmic modification, unlike the pyrrhic, is always 
| j  give added emphasis. This may be explained by the fact that ^  
|  successive syllables both under heavy stress produce a kind of clash, T 
■! result  of which the juncture between the syllables becomes wider, |  

s rnaking each of ihem conspicuous. A pyrrhic smooths and quickens 
pace of the rhythm; a spondee slows it down and makes it jerky. 

pvrrh ics  may appear in almost any foot in a line, though they are
I,jy found in the last foot. This is natural as tlıe last foot generally has :: 
1 Eyming word and rhyming words are always stressed. Spondees gen- |  

iy appear in the first or the last foot.
These three modifications of the rhythm  are the result of the clash be- 

I >en the requirements of the metrical scheme and the natural tendency of 
I language material to conform to its own phonetic laws. The more 
I se seeks to reflect the lively norms of colloquial Engljsh, the more fre- 

ntly are modifications such as those described to be foııııd.
The fourth modification has to do with the number of syliables in the 

le. There may be either a syllable missing or there may be an extra 
|lable. Thus, the last syllable of a trochaic octameter is often rnissing, 
n this line from Poe’s “The Raven”:

Thrilled me, filled me with fantastic terrors never felt before

This is called a h y p o m e t r i c  l i n e. Other lines in the poem 
ve the full sixteen syllables.

In iambic metre there may be an extra syllable at the end of the line. 
In the line from the Shakespeare sonnet:

“Then in these thoughts myself almost despising”

ere are eleven syllables, whereas there should have been ten, the line 
ling iambic pentameter, as are all the lines of a sonnet. A line with an 
| t ra  syllable is called h y p e r m e t r i c .

Such departures from the established measure also break to some 
Itent the rhythmical structure of the verse, and are therefore to be con- 
lered modifications of the rhythm.

The fifth departure from the norms of classic verse is e n j  a m b - 
e n t , or the r u n - o n line. This term is used to denote the transfer of 
>art of a syntagm from one line to the followingone, as in thefollowing 

|ıes from Byron’s “Childe H aro ld’s Pilgrimage”:

1. Fair is proud Seville; let her country boast
2. Her strength, her wealth, her site of ancient days;

6. While boyish blood is mantling, who can 'scape
7. The fascination of the magic gaze?

It will be observed that here again is a violation of the requirements 
the classical verse according to which the line must be a more or less 

fnıplete unit in itself. Here we Iıave the overflowing of the sense to the 
sxt line due to the break of the syntagm in the first and sixth lines—



the close predicate-object groups. The lines seem to be torn into two 
halves, the second half flowing structurally into the first half of the next 
line. The first impression is that this is some kind of prose, and not verse, 
but this impression is immediately contradicted by the feeling that there 
is a definite metrical scheme and pattern of rhyming.

The rhythmic pattern of the verse leads us to anticipate a certain 
semantic structure; but when the device of enjambment is used, what 
we anticipate is brought into conflict with what we actually find, that 
is, what is actually materialized.

This is still more acutely felt in the case oi s t a n z a e n j a nı b - 
m e n t. Here the sense of a larger rhythmic unit, the stanza, which is 
generally self-contained and complete, is made to flow over to the next 
stanza.

Here is an example from Byron’s “Childe Harold”, Canto 1, stanzas 
LI and LII.

LI

8. The holster’d steed beneath the shed of thatch,
9. The ball-piled pyramid, the ever-blazing match,

LII

1. Portend the deeds to come:— but he whose nod
2. Has tumbled feebler despots from their sway.

The essence of enjambment is the violation of the concordance between 
the rhythmical and the syntactical unity in a line of verse. At the end of 
each rhythmical line in classical verse there must be a pause of an appre- 
ciable size between the lines which ensures the relative independence of 
each. The juncture between the lines is wide. Enjambment throws a 
p a r t o f t h e  syntagm over to the second line, thus causing the pause 
grow smaller and the juncture closer. This leads to a break in the rhyth-' 
mico-syntactical unity of the lines; they lose their relative independence.

Stanza enjambment is the same in nature, but it affects larger rhyth- 
mico-syntactical units, the stanzas. Here we seldom witness the break of 
a syntagm, but the final part of the utterance is thrown over to the next 
stanza, thus uniting the two stanzas, breaking the self-sufficiency of 
each and causing the juncture between the stanzas to become closer.

It is important to remind the reader that modifications in English 
metre, no m atter how frequent, remain modifications, for the given 
metrical scheme is not affected to any appreciable extent. As a matter 
of fact these irregularities may be said to have become regular. They 
add much variety and charm to the verse. Indeed, if the metre is perfect- 
ly regular without any of the five modifications described above, the 
verse may sound mechanical and lifeless, artificial and monotonous.
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The Stanza

ıave defined rhythm  as more or less regular alternations of simi- 
>. Of the units of verse rhythm the following have been named: 
able, the foot, the line and finally the stanza.
> s t a n z a is the largest unit in verse. It is composed of a 
of lines having a deiinite measure and rhyming system which 

ıted tlıroughout the poem.
stanza is generally built up on definite principles with regard 
lumber of lines, the character of the metre and the rhyming

■e are many widely recognized stanza patterns in English poetry, 
shall name only the following.

’ / ıe  h e r o i c c o u p l e t— a stanza that consists of two iambic 
eters with the rhyming paitern aa.
;ialists in versification divide the history of tlıe development 
stanza into two periods: the first is the period of Chaucer’s “Can- 
Taleş” and the second the period of Marlowe, Chapman and other 

ithaıı poets. Tlıe first period is dıaracterized by tiıc ınarked flexi- 
İf the verse, the relative freedom of its rhythmic arrangement in 
there are all kinds of modifications. The second period is character- 
y rigid demands for the purity of its rhythmical structure. The 
couplet, beginning with the 16th century and particularly in the 
of Spencer, was enchained by strict rules of versification, and lost 

xibility and freedom of arrangement.
e heroic couplet was later mostly used in elevated forms of poetrv, 
cs and odes. Alexander Pope used the heroic couplet in his “The 
of the Lock” with a satirical purpose, that of parodying the epic. 
are two couplets from this poem:

“Then flashed the living lightning froırı her eyes,) Cv 1 
And screams of horror rent the affrighted skies. J  /
Not louder shrieks to pitying heaven are cast, c ı 
When husbands or when lapdogs breathe their last;” £ )

The next model of stanza which once enjoyed popularity was 
S p e n c e r i a n  s t a n z a, named after Edmund Spencer, the 
:entury poet who first used this type of stanza in his “Faerie Queene.” 
ısists of nine lines, the first eight of wlıich are iambic pentameters 
he ninth is onefoot longer, that is, an iambichexameter. Therhym- 
;cheme is ababbcbcc. Byron’s “Childe Harold” is written in 
stanza:

1. “Awake, ye sons of Spain! Awake! Advance! (a)
2. Lo! Chivalry, your ancient goddess, cries, (b)
3. But wields not, as of old, her thirsty lance, (a)
4. Nor shakes her crimson plumage in the skies: (b)
5. Now on the smoke of blazing bolts she flies, (b)
6. And speaks in thunder through yon engine’s roar: (c) /
7. In every peal she calls—“Awake! Arise!” (b)



8. Say, is ’;er voice more feeble than of yore, (c)
9. When her war-song was heard on A ndak.sia’s shore? (c)

3) The stanza n.smed o t t a v a r i nı a has also been popular in 
English poetry. It i2 composed of eight iambic pentameters, the rhym- 
ing scheme being abababcc. This type of stan?;ı was borrowed from 
Italian poetry and was widely used by Philip Sidney and other poets 
of the 16th century. Then it fell into disuse but was revived at the end of 
the 18th century. Byron used it in his poem “Beppo” and in “Don Ju an .” 
Here it is:

1. “With all its sinful doings, I must say, (a)
2. That I ta ly ’s a pleasant place to me, (b)
3. Who love to see the Sun shine every day, (a)
4. And vines (not n a i l ’d to walls) from tree to tree (b)
5. Festoon’d much like the back scene of a play (a)
6. Or melodrame, which people flock to see, (b)
7. When the first act is ended by a dance (c)
8. In vineyards copied from the South of France.” (c)

4) A looser form of stanza is the b a l l a c i  s t a r ı z a .  This is generally 
an alternation of iambic tetrameters with iambic dimeters (or trimeters), 
and the rhyming scheme is abcb\ that  is, the tetrameters are not rhymed— 
the trimeters are. True, there are variants of the ballad stanza, particu- 
larly in the length of the stanza.

Tlıe ballad, which is a very old, perhaps the oldest form of English 
verse, is a shorl story in rhyme, sometimes with dialogue and direct 
speech. In the poem of Beowulf there are constant suggestions that the 
poem was nıade up from a collection of much earlier ballads. Modern bal- 
lads in form are imitations of the old English baliad. Here is a sample 
of the ballad stanza:

“They took  ̂ plough and plouglı’d him down (a)
Put clods upon his head; (b)
And they had sworn a solemn oath (c)
John Barleycorn was dead.” (b) (Robert Burns)

In some of the variants of the ballad stanza the rhyming scheme is 
abab, that is the stanza becomes a typical quatrain.

5) One of the most popular stanzas, which bears the name of stanza 
only conventionaliy, is the s o n n e t. This is not a part of a larger unit, 
it is a complete independent work of a definite literary genre. However, 
by tradition and also due to its strict structural design this literary genre 
is called a staııza.

The English sonnet is composed of fourteen iambic pentameters with 
the following rhyming scheme: ababcdcdefefgg, that is, three quatrains 
with cross rhymes and a couplet at the end. The English sonnet was 
borrowed from Italian poetry, but on English soil it underwent structural 
and sometimes certain semantic changes.

Tlıe Italian sonnet was composed of two quatrains with a framing 
rhyme abba. These two quatrains formed the o c t a v e. It was followed 
by a s e s t e t t e ,  i.e. six lines divided into two tercets, i.e. three line
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Y
Ijts with cde rhyming in each, or variants, namely, cdcdcd or cdcdce 
d others. . , .
f h e  semant ic  aspect of the Italian sonnet was also strictly regular- 

L  Thef i r s t  quatrain of the octave was to lay the main idea before the 
L er; the second quatrain was to expand the idea of the first quatrain 
[giving details or illustrat.ions or proofs. So the octave had not only a 
Lctural but also a semantic pattern: the eight lines were to express 
L jdea, a thesis.
I The same applies to the sestette. The first three lines were to give an 
| a  opposite to the one expressed in the octave, a kind of antithesis, 
| i  the last three lines to be a synthesis of the ideas expressed in the oc- 
| e  and thef irs t  tercet. This synthesis was often expressed in the last two 
Ls 0f the sonnet and these two lines therefore were called epigrammatic

|T h e  English, often called the S h a k e s p e a r e a n  s o n n e t has 
l i n e d  many of the features of its Italian parent. The division into 
|ave and sestette is observed in many sonnets, although the sestette is 
|  always divided into two tercets. The rhyming scheme is simplified 
1  is now expressed by the formula ababcdcdefefgg given above.
İThe most clearly observable characteristic feature of the sonnet on the 
I ten t  plane is the epigram-like last line (or last two lines).
■Sonnets were very popular in England during the sixteenth century. 
| a t t ,  Surrey, Sidney and many other English poets of this period in- 
fced in writing sonnets, and it is significant that during this period an 
m nous number were written. W yatt adhered strictly to the Italian 
Bel. Surrey modified it and it was this modification that Shake- 
lıre used.
[The Shakespearean sonnets, which are known all over the world, 
| a  masterpiecç of sonnet composition. All 154sonnets express the feel- 
I  of the poet towards his beloved, his friend and his patron. Even 
l e  sonnets, the main idea of which is by no means l im ited to the lvrical 
Ing out of the feelings of the poet (as Sonnets Nos. 66, and otners), 
I  pay tribute to the conventional form of the sonnet by mentioııing 
lobject of the poet’s feelings.1
The types of English stanzas enumerated in no way exhaust the variety 
Iıis  macro-unit in the rhythnikal arrangement of the utterance. The 
Iber of types of stanzas is practically unlimited. We have chosen only 
1 2 which have won wide recognition and are taken up by many poets 

convenient mould into which new content may be poured. But there 
nany interesting models which still remain unique and therefore 
ot yet be systematized.
n interesting survey of stanza models in the English poetry of the 
eenth and nineteenth centuries has been made by Y. Vorobyov 
|s thesis on “Some Stanza Peculiarities in 18th and 19th Century 
sh Verse.” 2

See detailed analysis of four Shakespeargan sonnets in I. R. G alperin’s “An Essay 
'Hstic Analysis” . M., 1968.
See Bopoöbeo 10. HeKOTopbie 0C06eHH0CTH CTpo(})HKH b anrjiHHCKOH no33HH XVIII 
 ̂ bb. M., ABTope^epaT, 1968.



Free Verse and Accented Verse

Verse remains classical if it retains its metrical scheme.
There are, however, types of verse which are not classical. The one 

most popular is what is called “vers libre” which is the French term for 
f  r e e v e r s e. Free verse departs considerably from the strict require- 
ments of classical verse, but its departures are iegalized. Free verse is 
recognized by lack of strictness in its rhythmical design. The term ‘free 
verse’ is used rather loosely by different writers; so much so that what is 
known as a c c e n t e d  or s t r e s s e d  v e r s e  is also sometimes in- 
cluded.

Here we shall use the term ‘free verse’ to refer only to those varieties 
of verse which are characterized by: 1) a combination of various metrical 
feet in the line; 2) absence of equilinearity and 3) stanzas of varying 
length. Rhyme, however, is generally retained. Hence the term ‘free 
verse’ is limited in this work to verse in which there is a more or less 
regular combination of different metrical feet, different lengths of line ' 
and different lengths of stanza.

A good illustration of free verse in our sense of the term is Shelley’s 
poem “The Cloud.”

“I bring fresh showers for the thirsting flowers,
From the seas and the streams;

I bear light shade for the leaves when laid 
In their noonday dreams.

From my wings are shaken the dews that waken 
The sweet buds every one,

When rocked to rest on their m other’s breast,
As she dances about the sun.

I wield the flail of the lashing hail,
And whiten the green plains under,

And then again I dissolve it in rain,
And laugh as I pass in thunder.”

Here the odd lines are tetrameters in which there are combinations 
of iambic and anapaestic metres. The even lines are either dimeters or 
trimeters of iambic and anapaestic metre. So the metre is not homoge- 
neous within the lines; the lines are of different lengths and the stanzas 
have different numbers of lines: the first one has twelve lines, the second 
eighteen, the third fourteen. The remaining stanzas also vary in length. 
The number of syliables in each line also varies. The first line has nine 
syllables, the second— six, the third— nine, the fourth— five, the fifth— 
eleven, the sixth— six, the seventh— nine, the eighth—seven, the ninth— 
nine, the tenth—eight, the eleventh— ten, the twelfth— eight.

Yet in this irregularity there is a certain regularity. First of all there 
is a regular alternation of long and short lines; there is a definite com- 
bination of only two feet: iambicand anapaestic; there is a definite rhym- 
ing scheme: the long lines have internal rhyme, the short ones rhyme 
with each other. These regularities are maintained throughout the poem. 
And that  is why we say that in spite of an appreciable departure from clas- 
sical principles it remains to a large extent syllabo-tonic verse. The



es we have pointed out prevent us from naming the instances of 
from the classic model ‘modifications’ since they have a defi- 

tural pattern. Classic modifications of the rhythm are acci- 
ıot regular.
erse is not, of course, confined to the pattern just described. 

iy not be any two poems written in free verse which will have 
structural pattern. This underlying freedom makes verse less 

more colloquial-like. 
eparture from metrical rules is sometimes considered a sign 
ssiveness in verse, which is doubtful.
cal English verse, free verse and the accented verse which we are 
discuss, a 11 enjoy equal rights from the aesthetic point of view 

of these types of verse has any ascendancy over the others. 
e ıı ( e d  v e r s e  is a type of verse iıı wlıich only the num- 
resses in the line is taken into consideration. The number of 
is not a constituent; it is irrelevant and therefore disregarded. 
verse is not syllabo-tonic but only tonic. In its extreme form 

have no pattern of regular metrical feet nor fixed lengtlı, there is 
ın of stanza, and there are no rhymes. Like free verse, accented 
s very many variants, some approaching free verse and some de- 
so far from any recognized rhythmical pattern that we can hardly 
the essential features of this mode of communication. For the 

illustration we shall quote two poems representing the two ex- 
of accented verse.
. “With fingers weary and worn;

With eyelids heavy and red,
A woman sat in unwomanly rags,

Plying her needle and thread,—
Stitch! Stitch! Stitch!

In poverty, hunger and dirt;
And still with a voice of dolorous pitch 

She sang the “Song of the Shirt .”
Work! Work! Work!

While the cock is crowing aloof!
And work— work— work—

Till the stars shine through the roof!
I t ’s O! to be a slave

Along with the barbarous Turk,
Where woman has never a soul to save,

If this is Christian work!
W or k— work— wor k— !

Till the brain begins to swim!
W ork—wor k—wor k—

Till the eyes are heavy and dim!
Seam, and gusset, and band,

Band, and gusset, and seam,—
Till over the buttons I fall asleep,

And sew them on in a dream.” (Thomas Hood)

I



Even a superfluous analysis of the rhythmical structure of this poem 
clearly shows that the rhythm is mostly founded on stress. In the first 
line there are seven syllables and three stresses; the second has the same; 
but the third has ten syllables and four stresses; the fourth— seven and 
three; the fifth— three and three; and so on. But still we can find a regu- 
larity in the poem; for most of the lines have three stresses. At more or 
less regular intervals there appear longer lines with four stresses. Since 
the unstressed syllables are not taken into consideration, and therefore 
there are no secondary or tertiary stresses (as in classic verse), the stresses 
in accented verse are very heavy. The stanzas in this poem are all built 
on the same pattern: eight lines, each containing two four-stressed lines.

The lines are rhymed alternately. All this makes this verse half accent- 
ed, half free. In other words, this is borderline verse, the bias being in 
the direction of accented verse. This is not the case with the following 
poem by Walt Whitman: “Crossing Brooklyn Ferry.”

2. “Now I am curious what can ever be more stately and admira- 
ble to me than my mast-hemm’d Manhattan,

My river and sunset, and my scallop-edg’d waves of flood-tide, 
The sea-gulls oscillating their bodies, the hay-boat in the 

twilight, and the belated lighter;
Curious what Gods can exceed these that clasp me by the hand, 

and with voices I love call me promptly and loudly by 
my highest name as I approach;”

This type of poetry can hardly be called verse from a purely structural 
point of view; it is that kind of tonic verse which, by neglecting almost 
all the laws of verse building, has gradually run inio prose. But somehow 
there is still something left of the structural aspect of verse, and this is 
the singiing-out of each meaningful word making it conspicuous and self- 
determinative by the pauses and by the character of the junctures which 
precede and follow each of these words. Besides this, what makes this 
text poetry is also the selection of words, the peculiar syntactical patterns, 
and the imagery.

Verse cannot do away with its formal aspects and remain verse. There- 
fore the extreme type of accented verse just given ceases to be verse 
as such. If has become what is sometimes called p o e t i c p r o s e.

Accented verse is nothing but an orderly singling-out of certain words 
and syntagms in the utterance by means of intonatioıı. This singling- 
out becomes a constituent of this type of verse, provided that the distance 
between each of the component parts presents a more or less constant unit. 
Violation of this principle would lead to the cornplete destruction of the 
verse as such.

Accented verse (tonic verse) lıas a long folklore tradition. Old English 
verse was tonic but not syllabo-tonic. The latter appeared in English 
poetry as a borrowing from Greek and Latin poetry, where the alterna- 
tion was not between stressed and unstressed but between long and short 
syllables. In the process of being adapted to the peculiarities of the pho- 
netic and morphciogical system of the English ’anguage, syllabo-tonic 
verse has undergone considerable changes, and accented verse may there-
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0ıiventionally be regarded as a stage in the transformational pro- 
|fe l f adapting the syllabo-tonic system to the organic norms of modern

0 uial English. This is justified by the fact that present-day accented 
not a nıere rev’va  ̂ ^ e  ^ ld  English poetical system but a newly 

r a e d  f°rm anc* tyPe °f English verse. Naturally, however, folklore 
|r^ ons have influenced modern accented verse in a number of ways.

b) Lexical and Syntactical Features of Verse

The ph°ne^ c êatures of the language of poetry constitute what we 
called its e x t e r n a l  a s p e c t. These features immediately 

„ke the ear and the eye and therefore are easily discernible; but the 
racteristics of this substyle are by no means confined to these external 
ures. Lexical and syntactical peculiarities, together with those just 
’lysed, will present the substyle as a stylistic entity.
^rnong the lexical peculiarities of verse the first to be mentioned is 
a g e r y ,  which being the generic feature of the belles-lettres style 

Lmes in poetry a compressed form: it is rich in associative power, 
Jment in occurrence and varied in methods and devices of materiali* 
ion.
■'An image,” writes A. E. Derbyshire, “is a use of language which 
I tes or substitutes a given word or expression to or for an analogue in 
1 egrammatical way, and which in so doing endows that word or expres- 
1 with different lexical information from that which it has in its set. 

image, in this sense, is merely a linguistic device for providing contex- 
I information.”1
I n spite of its being rather complicated, there is a grain of truth in 
I definition of an image, for an image does give additional (contextual) 
Irmation. This information is based on associations aroused by a pecul- 

ıse of a word or expression. An interesting insight into the essence of 
hery is given by Z. Paperny: “Poetical image,” he writes, “is not a 
hnpicture, butmovement, not a static reproduction but the develop- 

dea of an artist.”2 He calls the image a “double unit,” thus pointing 
lıe twofold application of the word, word-combination or even whole 
Şnce.

/e here define imagery as a use of language media which w ill create 
|ısory perception of an abstract notion by arousing certain associa- 

(sometimes very remote) between the general and the particular, 
[bstract and the concrete, the conventional and the factual.

is Iıardly possible to under-estimate the significance of imagery in 
elles-lettres style of language. Imagery may be regarded as the 

pde to precision, although some stylicists hold the view that im- 
has its own kind of precision. “The essence of an image,” writes 
Shcherba, “...is in the multifariousness of the associations it 

kes.” 8

^erbyshire, A. E. A Grammar of Style. Kent, 1971, p. 165. 
lanepHuü 3.  rioəTHHecKHft o6pa3 y MaHKoşcKoro. M., 1961, c. 12.
UepöaJl.  B. H36paHHbie paöoTbi no pyccKOMy H3bmy. M., 1957, c. 100.



The image, as a purely linguistic notion, is something that must be 
decoded by the reader. So are the subtle inner relations between the parts 
of the utterance and between the utterances themselves. These relations 
are not so easily discernible as they are in logically arranged utterances. 
Instances of detached construction, asyndeton, etc. must also be interpret- 
ed.

An image can be decoded through a fine analysis of the meanings 
of the given word or word-combination. In decoding a given image, the 
dictionary meanings, the contextual meanings, the emotional colouring 
and, last but not least, the associations which areawakened by the image 
should all be called into play. The easier the images are decoded, the more 
intelligible the poetic utterance becomes to the reader. If the image is 
difficult to decode, then it follows that either the idea is not quite clear 
to the poet himself or the acquired experience of the reader is not suffi- 
cient to grasp the vague or remote associations hidden in the given image.

Images from a linguistic point of view are mostly built on metaphor, 
metonymy and simile. These are direct semantic ways of coining im- 
ages. Im agesm aybe  divided into three categories: two concrete (visual, 
aural), and one abstract (relational).

V i s u a l i m a g  e s are the easiest of perception, inasmuch as they 
are readily caught by what is called the mental eye. In other words, 
visual images are shaped through concrete pictures of objects, the impres- 
sion of which is present in our mind. Thus in:

. .  and then my state,
Like to the lark at break of day arising 
From sullen earth .. .” (Shakespeare)

the simile has called up a visual image, that of a lark rising.
Onomatopoeia will build an a u r a l i m a g  e in our mind, that is, 

it will make us hear the actual sounds of nature or things (see, for example:' 
“How the Water Comes Down at Ladore”).

A r e l a t i o n a l  i m a g  e is one that shows the relat-ion between 
objects through another kind of relation, and the two kinds of relation 
will secure a more exact realization of the inner connections between 
things or phenomena.

Thus in:
“Men of England, Heirs of Glory,
Heroes of unwritten story.
Nurslings of one mighty mother,
Hopes of her, and one another.” (Shelley)

such notions as ‘heirs of glory’, ‘heroes of unwritten story’, ‘nurs- 
l in g so f . . .  mother’, ‘hopes of her . . . ’ all create relational images, inasmuch 
as they aim at showing the relations between the constituents of the met- 
aphors but not the actual (visual) images of, in this case, ‘heir’, ‘hero’, 
‘nursling’, ‘hope’.

A striking instance of building up an image by means other than 
rnetaphor, metonvmy and simile is to be seen in the following passage 
of emotive prose from “The Man of Property.” Galsworthy has created
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this particular case an atmosphere of extreme tension at a dinner 
ble. This is ojıly part of the passage:

“Dinner began in silence\ the women facing one another, and 
the men.

In  silence the soup was finished— excellent, if a little thick; 
and fish was brought. In  silence it was handed.

Bosinney ventured: “I t ’s the first spring day.”
Irene echoed softly: “Yes— the first spring day.”
“Spring!” said J une: “There isn’t a breath of air!” No one replied. 
The fish'was taken away, a fine fresh sole from Dover. And 

Bilson brought clıampagne, a bottle swathed arouııd tlıe neck 
with white.

Soames said: “You’ll find it dry.”
Cutlets were handed, each pink-frilled about the legs. They 

were refused by June, and silence fe ll .”

The first thing that strikes the close observer is the insistent rep- 
ion of words, constructions, phrases. The word ‘silence’ is repeated 

ır times in a short stretch of text. The idea of silence is conveyed by 
ans of synonymous expressions: ‘There was a lengthy pause’, ‘no 

replied’ (‘answered’), ‘Long silence followed!’ Then the passive 
ıstructions (‘fish was brought’, ‘it was handed’, ‘the fish was taken 
ay’, ‘cutlets were handed’, ‘They were refused’, ‘they were borne away’, 
icken was removed’, ‘sugar was handed her’, ‘the charlotte was re- 
ved’, ‘olives... caviare were placed’, ‘the olives were removed’, ‘a silver 

was brought’, and so on) together with parallel construction and 
ııdeton depict the slow progress of the dinner, thus revealing the 
ained atmosphere of which all those present were aware.
This example illustrates the means by which an image can be created 
syntactical media and repetition. Actually we do not find any trans- 
ed meanings in the words used here, i.e. all the words are used in their 
ral meanings. And yet so strong is the power of syntactical arrange- 
ıt aııd rcpetition tlıat tlıc reader cannot fail to expcrience himself the 
bioıı surroundiııg the dinııcr table.
In this connection it is worth mentioning one of the ways of building 
images which Archibald A. Hill, an American scholar of 1 inguistics, 
called an i c o n. The icon is a direct representation, not necessarily 
cture, of a thing or an event.
Icons,” he writes, “have not generally been included among the enu- 
ations of figures of speech, and in discussions of imagery, have usualiy 
ı called simply descriptions.” 1
'he excerpt from “The Man of P roperty” may serve as a good example 

icon. This device might justly be included in the system of stylistic 
ces and be given its due as one of the most frequent ways of image- 
ding. However, an icon must always rest on some specific, concretizing 
Df words, and their forms (e.g. tenses of verbs), and/or the arrange- 

of sentences, which secure the desired image. These language units
Hill ,  Archibald A.  Analogues, icons and images in reiation to semantic content 

course.— “Style”, vol. 2, 1968, No. 3, p. 212.
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may be likened to the colours in a painting which only in an adequate 
arrangement will reproduce the image. “An image,” writes A. E. Derby- 
shire, evidently having in mind the process of iconizing, “is merely a way 
of using words in certain syntagmatic relationships.” 1

It was necessary to dwell so lengthily on theproblem of icons because, 
to hazard a guess, icons seem to be a powerful means of creating images 
in the belles-lettres style. The simplicity and ease in decoding the icon 
outweighs the effecl of other image-building media, the latter being more 
complicated because of their multi-dimensional nature. These properties 
of icons make it advlsable to single the device out as one among other 
means of image-buildıng. Icons may justly be promoted to canons in the 
belles-lettres style.

Another feature of the poetical substyle is its volume of emotional 
colouring. Here again the problem of quantity  comes up. The emotional 
element is characteristic of the belles-lettres style in general. But poetry 
has it in full mea.sure. This is, to some extent, due to the rhythmic foun- 
dation of verse, but more particularly  to the great number of emotionally 
coloured words. True, the degree of emotiveness in works of belles-lettres 
depends also on the idiosyncrasy of the writer, on the content, and on the 
purport. But emotiveness remains an essential property of the style in 
general and it becomes more compressed and substantial in the poetic 
substyle. This feature of the poetic substyle has won formal expression in 
poetic vvords which have been regarded as conventional symbols of poetic 
language.

In the history of poetic language there are several important stages 
of development. At every stage the rhythmic and phonetic arrangement, 
which is the most characteristic feature of the substyle, remains its essence. 
As regards the vocabulary, it can be described as noticeably literary. 
The colioquial elements, though they have elbowed their way into poetry 
at some stages in its development, still remain essentially unimportant 
and, at certain periods, were quite alien to the style. But even common 
literary words become conspicuous because of the rıew significance they 
acquire in a liııe of poetry.

“Words completely colourless in a purely iııtellectual setting,” writes
S. Ullmann, “ma> suddenly disclose unexpected resources of expressive- 
ness in emotive or poetic discourse. Poets may rejııvenate and revitilize 
faded images by tr'icing them back to their etyniDİogical roots. When 
T. S. Eliot says ‘a thousand visions and revisions’, ‘revision’ is suddenly 
illuminated and becomes transparent.” 2

Poetry has long been regarded as “the domain of the fow” atıd the choice 
of vocabulary has always been in accord with this principle. The words, 
their forms, and also certain syntactical patterns were usually chosen to 
meet the refined tastes of admirers of poetry.

In the chapter on poetic words, we have pointed out the character of 
these words and 'the role they have played in preserving the so-called 
“purity” of poetic language. The struggle against tlıe conventionalities

1 Op. cit., p. 165.
2 Ullmann, S.  Words and their Use. Ldn, 1951, p. 37.



j the poetic language found its expression in the famous “Preface to 
vr ica LBa l l ads ” written by Wordsworth and Coleridge which undoubtedly 

'0re  some fruitful results in liberalizing poetic language. They tried to 
jıstitute a reform in poetic diction which would employ “a selection of 
anguage really used by men” as they put it in their Preface. Howeverr 
heir protest against poetical words and phrases was doomed to failure. 
^ e  transition from refined poetical language, select and polished, to a 
anguage of colloquial plainness with even ludicrous images and associa- 
ions was too violent to be successful. Shelley and Byron saw the reaction- 
ry retrograde aspect of the “reform” and criticized the poetic language 
f the Lake poets, regarding many of the words they used as new “poeti- 
isnıs.”

However, the protest raised by Wordsworth and Coleridge reflected 
he growing dissatisfaction with the conventionalities of poetic diction. 
iome of the morphological categories of the English language, as, for 
nstance, the Present Continuous tense, the use of nouns as adjectives 
nd other kinds of conversion had long been banned from poetical lan- 
uage. The Quarterly Review, a literary journal of the 19th century, 
)lamed. Keats for using new words coined by means of conversion. After 
he manifesto of Wordsworth and Coleridge the “democratization” of 
>oetic language was accelerated, however. In Byron’s “Beppo” and “Don 
'uan” we already find a great number of colloquial expressions and even 
lang and cant. But whenever Byron uses non-poetic words or expressions, 
ıe shows that he is well aware of their stylistic value. He does this either 
>y foot-notes or by m akinga comment in the text itself, as, for example, 
uch phrases as:

“He was ‘free to confess’— (whence comes this phrase?
Is’t English? N o — ’tis only parliamentary)”

)r:
“ ........................................................... to use a phrase
By which such things are settled nowadays.”

But poetical language remains and will always remain a specific 
node of communication differing from prose. This specific mode of com- 
nunication uses specific means. The poetic words and phrases, peculiar 
;yntactical arrangement, orderly phonetic and rhythmical patterns have 
ong been the signals of poetic language. But the most important of all 
s the power of the words used in poetry to express more than they usually 
ignify in ordinary language.

A. A. Potebnya expresses this idea in the following words:
“What is called ‘common’ language can at best be only a tech- 

nical language, because it presupposes a ready-made thought, 
but does not serve as a means of shaping the thought. It (the 
common) is essentially a prose language.” 1

The sequence of words in an utterance is hardly, if at all, predictable
n poetry.

1 Op. cit., p. 31.
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Semantic entropy is, therefore, an inherent property of poetic language. 
But sometimes this entropy grows so large that it stuns and stupefies 
the reader, preventing him from decoding the message, or it makes him 
exert his mental powers to the utmost in order to discover the significance 
given by the poet to ordinary words. This is the case with some of the 
modern English and American poetry. Significant in this respect is the 
confession of Kenneth Allot, compiler of “The Penguin Book of Contem* 
porary Verse,” who in his introductory note on William Empson’s poetry 
writes: “ I have chosen poems I understand, or think I understand, and 
therefore can admire... There are some poems I cannot understand at all.” 1

Poetry of this kind will always remain “the domain of the few.” In- 
stead of poetic precision we find a deliberate plunge into semantic entropy 
which renders the message incomprehensible. The increase of entropy in 
poetic language is mainly- achieved by queer word combinations, frag- 
m entary syntax— almost without logical connections.

We have already pointed out that in the history of the development 
of the literary language, a prominent role was played by men-of-letters. 
There was a constant struggle between those who were dissatisfied with 
the established laws which regulated the functioning of literary English 
and those who tried to restrain its progressive march.

The same struggle is evident in the development of poetic language. 
In ascertainingthe norms of 19th century poetic language, a most signif- 
icant part was played by Byron and Shelley. Byron mocked at the efforts 
of Wordsworth and the other Lake poets to reform poetical language. In 
his critical remarks in the polemic poem “English Bards and Scotch Re- 
viewers” and in his other works, he showed that the true progress of po- 
etic language liesnot in th ed en ia l  of the previous stylistic norms, but in 
the creative reshaping and recasting of the values of the past, their adap- 
ta tion  to the requirements of the present and a healthy continuity of 
long-established tradition. Language by its very nature will not tolerate 
sudden unexpected and quick changes. It is evolutionary in essence. 
Poetry, likewise, will revolt against forcible impositions of strange forms 
and will either reject them or mould them in the furnace of recognized 
traditional patterns. Shelley in his preface to “The Chenchi” writes:

“I have wrritten more carelessly; that is, without an over-fas- 
tidious and learned choice of words. In this respect I entirely agree 
with those modern critics who assert that in order to move men to 
true sympathy we must use the familiar language of men, and that 
our great ancestors the ancient English poets are the writers, a 
study of whom might incite us to do that for our own age which 
they have done for theirs. But it must be the real language of men 
in general and not that of any particular ciass to whose society the 
writer happens to belong.”

In Shelley’s works we find the materialization of these principles. 
Revolutionary content and the progress of science laid new demands 
on poetic diction and, as a result, scientific and political terms and im-

1 The Penguin Book of Contemporary Verse. Ldn, 1960, p. 157.
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based on new scientific data, together with lively colloquial words,. 
d into poetic language. Syntax also underwent noticeable changes, 
ardly ever to the extent of making the utterance unintel 1 igible. 
iberalization of poetic language reflects the general struggle for a 
development of the literary language, in contrast to the rigorous 
ctions imposed on it by the language lawgivers of the 18thcentııry. 
ı poetry words become more conspicuous, as if they were attired 
ne mysterious manner, and mean more than they mean in ordinary 
al communications. Words in poetic language live a longer life 
ordinary words. They are intended to last. This is, of course, 

ved mainly by the connections the words have with one another and, 
me extent, by the rhythmical design which makes the words stand 
n a more isolated manner so that they seem to possess a greater 
:e of independence and significance.

2. EMOTIVE PROSE

he substyle of emotive prose has the same common features as have 
pointed out for the belles-lettres style in general; but all these fea- 

; are correlated differently in emotive prose. The imagery is not so 
as it is in poetry; the percentage of words with contextual meaning is 
;o high as in poetry; the idiosyncrasy of the author is not so clearly 
:rnible. Apart from metre and rhyme, what most of all distinguishes 
;ive prose from the poetic style is the combination of the literary 
ınt of the language, both in words and syııtax, with the colloquial 
mt. It would perhaps be more exact to define this as a combination 
le spoken and written varieties of the language, inasmuch as there are 
lys two forms of communication present— monoiogue (the writer’s 
ch) and dialogue (the speech of the characters).
'he language of the writer conforms or is expected to conform to the 
ary norms of the given period in the development of the English 
ary language. The language of the hero of a novel, or of a story will 
he main be chosen in order to characterize the man himself. True, 
language is also subjected to some kind of reshaping. This is an 

spensable requirement of any literary work. Those writers who neglect 
requirement may unduly contaminate the literary language by flood- 
the speech of their characters with non-literary elements, thus over- 
g the otherwise very advantageous device of depicting a hero 
ugh his speech.
t follows then that the colloquial language in the belles-lettres style 
)t a pure and simple reproduction of what might be the natural speech 
ving people. It has undergone changes introduced by the writer. The 
Dquial sp'eech has been made “literature-like.” This means that only 
most striking elements of what might have been a conversation in life 
made use of, and even these have undergone some kind of transfor- 
ion.
Bmotive prose allows the use of elements from other styles as well. 
s we find elements of the newspaper style (see, for example, Sinclair 
is’s “It Can’t Happen Here”); the official style (see, for example, the



business letters exchanged between two characters in Galsworthy’s novel 
“Tlıe Man of Property”); the style of scientific prose (see excerpts from 
Cronin’s “The Citadel” where medical language is used).

But all these styles under the influence of emotive prose undergo 
a kind of transformation. A style of language that is made use of in prose 
is diluted by the general features of the belles-lettres style which subjects 
it to its own purposes. Passages written in other styles may be viewed only 
as interpolations and not as constituents of the style.

Emotive prose as a separate form of imaginative literature, 
that is fiction, came into being rather late in the history of the English 
literary language. It is well known that in early Anglo-Saxon literature 
there was no emotive prose. Anglo-Saxon literature was mainly poetry, 
songs of a religious, m ilitary and festive character. The first emotive 
prose which appeared was translations from Latin of stories from the 
Bible and the Lives of the Saints.

Middle English prose literature was also educational, represented 
mostly by translations of religious works from Latin. In the l l t h  and 
12th centuries as a result of the Norman conquest, Anglo-Saxon literature 
fell into a decline. Almost all that was written was in French or in Latin. 
In the 12th and 13th centuries, however, there appeared the “Tales of 
King Arthur and his Round Table”, some of which were written in verse 
and others in prose. They were imitations of French models. In the 14th 
century there was an event which played an important role not only in 
the development of general standard English, but in the development of 
the peculiarities of omotive prose. This was the t' anslation of the Bible 
made by Wyclif and his disciples.

Emotive prose actually began to assume a life öf its own in the sec- 
ond half of the 15th century when romances and chronicles describing 
the life and adventures of semi-legendary kings and knights began to 
appear. One of the most notable of these romances wasM alory’s “Morte 
D arthur”, printed byCaxton in 1471. It winds up a long series of poems 
and tales of chivalry begun in the 12th century. It was retold in prose 
from the French. “Tlıe Death of A rthur” is a work of great historical, 
literary and stylistic interest. Attempts were made to introduce dialogue 
into the texture of the au thor’s narrative before this, but here dialogue 
becomes an organic part of the work. Dialogue within the au thor’s narra- 
tive is a stylistic constituent of the substyle of emotive prose. True, 
Malory’s dialogues were far from even resembling the natural features of 
living colloquial speech. The speech of the heroes lacks elliptical senten- 
ces, breaks in the narrative and other typical features of the spoken varie- 
ty of English. Emotional colouring is shown not in the syntactical design 
of the sentences but in the author’s remarks and descriptions. But nev- 
ertheless “Morte D arthur” must be counted as a historical landmark in 
establishing the principles of emotive prose. The introduction of dialogue 
means that  the road to the more or less free use of colloquial language 
was already marked out. Further on, colloquial elements began to infil- 
trate into poetic diction as well.

W ith the coming of the s i x t e e n t h  c e n t u r y,  which inciden- 
tally heralded a great advance in all spheres of English social life,
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nglish emotive prose progressed rapidly. Numerous translations from 
atin and Greek played a great role in helping to work out stylistic norms 
,r the emotive prose of that period. Translations from modern languages,
■ Italian and French romances in particular, also began to influence the 
ylistic norms of emotive prose. The necessity to find adequate language 
ıeans to convey the ideas and the stylistic peculiarities of the text in 
ıe source-laııguage made the translators extend the scope of language 
•sources already used in literature, thus enlargjng the potentialities of 
ylistic devices and language media.

Sixteenth century professional literary men like Philip Sidney, Johri 
yly, Robert Greene and others known as the “University Wits,” along- 
de their interests in poetry and the dramatic art, did not neglect emo- 
ve prose. A special stylistic trend arose named after a literary work by 
yly entitled “Euphues, the Anatomy of W it.” The whole book is written 
ı a high-flown, over-refined manner. There is a fine subtlety of expres- 
on combined with an unrestrained use of periphrasis. One can find allu- 
ons, parallel constructions, antithesis, similes and many other stylistic 
jvices in such abundance that they pile up on one another or form long 
onotonous chains, the links of which are instances of a given stylistic 
^vice.

Inasmuch as this literary work has had rather a notable effect on 
ıe subsequent development of emotive prose (Lyly is called the pioneer 
the English novel), it will not come amiss to give a sample of the prose
“Euphues”:

“The merchant that travaileth for gain, the husbandman 
that toileth for increase, the lawyer that pleadeth for gold, the 
craftsman that seeketh to live by his labour, all these, after they 
have fatted themselves with sufficient, either take their ease or 
less paiıı thaıı they were accııstomed. Hippomenes ceased to run 
when he had gotteıı the goal, Hercules to labour wlıen Iıe lıad ob- 
tained the victory.Mercury to pipe when he had cast Argus in a slum- 
ber. Every action hath his end; and then we leave to sweat when we 
have found the sweet. The ant, though she toil in summer, yet in 
winter she leaveth to travail. The bee, though she delight to suck 
the fair flower, yet is she at last cloyed with honey. The spider 
that  weaveth the finest thread ceaseth at the last, when she hath 
finished her web.

But in the action and the study of the mind, gentlemen, it is 
far otherwise, for he that tasteth the sweet of his learning en- 
dureth all the sour of labour. He that seeketh the depth of knowledge 
is as it were in a labyrintlı...”

This passage shows the prolixity of what came to be called the e u- 
h u i s t i c  s t y  l e 1 with its illustrations built on semantic parallelism 
ıd the much-favoured device of mythological allusions; with its carefully 
osen vocabulary, its refinement and grace.

1 The word ‘sty le’ is used here not in the terminological sense employed in this book, 
t in a more general, looser application.



Lyly’s aim was to write in a style tlıat was distinct from colloquial 
speech and yet ııot poetry. He actually says that Euglishman wished 
“to hear a finer speech than the language will allow.” Euphuism 
was orientated upon the language of the court and the nobility and 
barred all kinds of lively colloquial words and expressions. In general 
it is characterized by artificiality of manner.

Euphuism bred a liking for excessive embellislıment, and this in 
its turn, called forth an unrestrained use of rhetorical devices unmo- 
iıvated by the content and unjustified by the purport of the communica- 
c;on.

But not all 16th century emotive prose was of this character. Walter 
Raleigh’s writing was much simpler, both in vocabulary and syntax; 
it was less embellished and often colloquial. Roger Ascham, though an 
excellent classical scholar, chose to write “English matter in .the English 
speech for English men.” He writes in a plain, straightforward, clear 
manner with no attempt at elegance. Philip  Sidney wrote prose that 
could be as clear as Ascham’s. Even when his sentences are long, they do 
not lose their clarity. In contrast to Ascham he did not scorn ornament, 
but, unlikeLyly , he used it in moderation. The prose of Richard Hooker, 
who wrote on contraversial religious themes, is restrained and has power 
and balance. Hooker also had considerable influence on the development 
of English emotive prose.

Euphuism, however, had merits in its time. It made men-of-letters 
look for finer, more elegant forms of expression and this search inev- 
itably made them more fərm-conscious— they learned to polish their 
language and, to some extent, developed a feeling for prose rhythm . But at 
later periods euphuism became reactionary, inasmuch as it barred all 
kinds of lively colloquial words and expressions and hindered the process 
of liberating the belles-lettres style from rigid poetical restrictions. The 
“democratization” of llıe means of expressioıı was incompatible witlı tlıe 
aristocratic artificiality and prettiness of euphuism.

A great influence on the further development of the characteristic 
features of the belles-lettres style was exercised by Shakespeare. Although 
he never wrote prose, exceptfor a few insertionsin someof his plays, he 
declared his poetical credo and his a tt i tude towards all kinds of embellish- 
ments in language in some of his works.1 Also in his “Love’s Labour 
Lost” Shakespeare condemns the embellishing tendencies of some of the 
poets. Here is a well-known quotation which has long been used to char- 
acterize the pompous, showy manner of expression.

“Taffeta phrases, silken terms precise,
Three-pil’d hyperboles, spruce affectation:
Figures pedantical; these summer flies 
H ave blown me full of maggot ostentation:
I do forswear them ...”

On the whole the emotive prose of the 16th century had not yet 
shaped itself as a separate style. Verse and drama predominate among

1 See Galperin / .  R.  An Essay in S tylistic  A nalysis. M., 1968, p. 18.
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works of belles-lettres. The small amount of prose written, in particular 
eraotive prose, can be ascribed to the general strong tendeııcy to regard 
the spoken variety of the English language as inferior aııd therefore un- 
worthy to be represented in belles-lettres. And without speech of char- 
acters there can be no true emotive prose. This perhaps explains the 
fact that most of the prose works of the period were histories, biographies, 
accounts of travels, essays on different philosophical and aesthetic 
problems. There were, of course, exceptions. l'ike Robert Greene’s “Life 
and Deatlı of Ned Browne” and Thomas N ash’s “The Unfortunate Trav- 
eller, or The Life of Jack W ilton,” the former being a story of crime 
and tiıe latter an adventure story. These are precursors of the modern 
novel.

The s e v e n t e e n t h  c e n t u r y  saw a considerable develop- 
ment in emötive prose. It was an epoch of great political and religious 
strife, and much that  was written had a publicistic aim. The decline in 
drama due to the closing of the theatres by the Puritans in 1648 may 
also have had its effect in stimulating the development of emotive prose.

The two contrary tendencies in the use of language means, so strik- 
ing in the lGth century, assume new forms in the I7th. There was 

J i r s t  of all the continuation of the classical tradition, and secondly 
there was the less scholarly, but more English prose that had been em- 
ployed by the forty-seven translators of the “Authorized Version” of the 
Bible. As is known, during the 16th century the English literary language 
had received large additions from classical Greek and Latin and also 
from modern French and Italian. Some writers considered it good style 
to introduce not only lexical but also syntactical innovations: sentences 
were often built according to classical patterns. Burton, Browne and oth- 
ers constructed long passages following Latin models. One of the 17th 
century writers states:

“Many think that they can never speak elegantly,. nor write 
significantly, except they do it in a larıguage of their own devising; 
as if they were ashamed of their mother tongue, and thought it 
not sufficiently curious to express their fancies. By means whereof, 
more French and Latin words have gained ground upon us since 
the middle of Queen E lisabeth’s reign thanw ere  admitted by our 
ancestors.,.”1

The two tendencies were combined in the prose works of Milton 
who, being a Puritan, recognized the Bible as the highest authority  
in all matters, • but who had a deep knowledge of the ancient classics 
as well.

The infiuence of the Bible on English emotive prose is particularly 
striking in the works of Johrı Bunyan. “The P ilg r im ’s Progress” rep- 
rösents a ırew trend iıı the development of emotive prose. Here is an ex- 
cerpt from tlre work:

“Now G iant Despair had a wi.fe, and her name was Diffidence; 
so when he was gone to bed, he told his wife what he had done,

1 Cit. from  C h am ber’s c.vrlonpriia nf F.ıiPİish I.itp ratıırp  n 310



to wit, tha t  he had taken a couple of prisoners and cast them into 
his dungeon, for trespassing on his grounds. Then he asked her 
also what he had best to do further to them. So she asked what 
they were, whence they came, and whither they were bound, and he 
told her. Then she counselled him, that when he arose in th e m o m -  
ing he should beat them without mercy. ...The next night she talked 
with her husband about them further, and understanding that 
they were yet alive, did advise him to counsel them tom ake  away 
with themselves. So when morning was come, he goes to them in a 
surly manner, as before, and perceiving them to be very sore 
with the stripes that he had given them the day before, he told 
them that since they were never like to come out of that place, 
their only way would be forthwith to make an end of themselves, 
either with knife, halter, or poison: for why, said he, should 
you choose İife, seeing it is attended wit’n so much bitterness? 
But they desired him to let them go. ... Then did the prisoners 
consult between themselves, whether it was best to take his counsel 
or no; and thus they began to discourse: —

Chr. Brother, said Christian, what shall we do? The life that 
we now ’ive is ıniserable. For my part, 1 know not whether it 
is best to live thus, or die out of hand. My soul chooseth strangl- 
ing rather than  life, and the grave is more easy for me than  this 
dungeon! Shall we be ruled by the giant? '
Hope. Indeed our present condition is dreadful, ...

Well, towards the evening the giant goes down into the dun- 
geon again, to see if his prisoners had taken his counsel; . . .”

v
In this excerpt the main peculiarities of the style of emotive prose of 

the puritan trend stand out clearly. Simplicity in choice of words and 
in syntax is the predominant feature of the language of this type of emo- 
tive prose. The speech of the characters is mainly shaped in the form of 
indirect discourse. When direct speech appears, it is arranged as in a 
play, that is, the speaker is indicated by giving his full name or its cont- 
racted form at the beginning of a line. The name is not syntactica lly  
connected with the character’s utterance. It is interesting to note in 
passing that the yet unestablished norms of emotive prose are reflected 
in a combination of the syntactical arrangement of a play and tlıa t of 
emotive prose, as, for example, in this passage where the name of the speak- 
er precedes the utterance as in plays, and the same name is mentioned 
within the direct speech as if it were introduced by the writer.

So there is a kind of mixture of two substyles, emotive prose and dra- 
ma. However, whetı incursions of direct speech u;e short, they are given 
within the au thor’s narrative, for example,

“...their only way would be forthwith to make an end of themsel- 
ves, either with knife, halter, or poison: ior why, said he, should 
you choose life, seeing it is attended with so much bitterness? 
But they desired him to let them go ...”

Another oeculiarity of the prose of this period is a rather poorly 
developed syi:tenl of connectives,, The connectives anıl, so that, then



Iled abundantly and often in a way that does not comply with their
■  jly accepted functions.
B nvan’s works have played a considerable role in establishing the 
Jcharac teris tic  features of emotive prose.
l a g e r y ,  so characteristic of the belles-lettres language style in gen- 
IJjegins to colour emotive prose differently from the way it is used 
Igtry  and plays of the non-puritan trend. The imagery in the “Pil- 
| s  progress” is based on allegory. Allegory is akin to metaphor, but 
Ifers from ^ e  latter by having a definite symbolic meaning. Alle- 
I jn its most common form is a variety of antonomasia. Words de- 
Ig  abstract notions are used as proper names. So, in the passage 
|:d  above the name of tlıe giant is ‘Despair’, his wife’s name — 
I dence’, the name of the Castle is ‘Doubting Castle’, tlıe names of 
I jigrims are ‘Christian’ and ‘Hopeful.’
ıis type of imagery has considerable tenacity in emotive prose and 

hularly in plays.
Iıe pııritan influence on the language of emotive prose at this time 
ays what may be called an anti-renaissance spirit. This is shown in 
isp-aragement of mythological imagery and any embellishment of 

ıage-whatever. Bunyan’s abstract way of treating' ordinary everyday- 
vents and conflicts led to an abstract manner in depicting his charac- 
They are, as a rule, devoid of individuality. There is no typification 
character’s speech, and therefore there is practically no difference 

hen the language of the author and tlıat of the heroes. A tendency 
rıplify the literary langııage, resulting from the derogatory attitude 
e puritans to classical learning, is apparent iıı seventeentlı century 
ive prose, at least among some writers.
owever, the ianguage of emotive prose at this period, as at pre- 
ıg and subsequent periods, did not progress along one line. The clas- 
tradition and the over-use of embellishments were also alive, and 

ne seen at any period in the development of the English literary 
Uage, and of emotive prose in particular, in a greater or lesser de- 
right until the beginning of the 20tlı ceııtury.
'he struggle between the two opposing tendencies in rendering 
5 in the style of emotive prose reflects the political and religious 

p between the Puritans and the Cavaliers, the name given to those 
jwere on the side of Charles 1 against the Pııritan Party  during the 

War of 1642— 1652.
moııg representatives of the “Cavalier” trend in literature we shall 
ion Jeremy Taylor, whose works, mainly sermons, are illustrative 
ıis ornamental manner.

“... he strongly resembles Spenser in his prolific fancy and 
diction, in a certain musical arrangement and sweetness of ex- 
pression, in prolonged description, and in delicious musings 
and reveries, suggested by some favourite image or metaphor, 
on which he dwells with the fondııess and enthusiasm of a young 
poet. In these passages lıe is also apt to rıın into excess; epithet 
is lıeaped ııpon epithet, and figııre upoıı l'igure; all tlıe quaint



conceits of his fancy, and the curious stores of his learning are drag- 
ged in , till both precision and propriety are sometimes lost.” 1

There was also a third trend in emotive prose which began to develop 
in the 17th century and which became more apparent in subsequent 
periods. Representative of this trend are Thomas Sprat and in particu- 
İar John Dryden. This trend is responsible for the introduction into writ- 
ing of common words and phrases known as colloquialisms. True, in 
17th century emotive prose these elements were yet few. But this third 
trend, as it were, broke the ice and a trickle of colloquial words began 
to flow into emotive prose.

Thomas Sprat raised his voice against luxury and redundance of 
speech. He beheld “with indignation how many mists and uncertainties 
these specious tropes and figures have brought on our knowledge.” He 
was all for a “close, naked, natural way of speaking, positive expressions, 
clear senses, a native easiness”. He preferred “the language of artisans, 
countrymen and merchants before that of wits and scholars.”2

The models of prose writing at Dryden’s disposal were the colloquial 
manner of Bunyan and similar writers, on the one hand, and, on the 
other, the elaborate manner of Lyly, Sidney, Browne, Jeremy Taylor and 
others. Dryden retained the simple diction, and disciplined the loose 
everyday expressions of the former, he cut off the awkward Latinisms 
aııd long-winded elegance of the latter. The features of Dryden’s prose 
are clarity , simplicity of sentence structure, İack of ornament, fluency 
and rhythm. The influence of Dryden on both emotive prose and pub- 
licistic prose, which began to develop rapidly in the 18th century, was 
felt throughout the century. Dryden has been called the father of English 
literary criticism.

After the Restoration of the Monarchy. in 1660 a new trend arose 
in literature which was also reflected in prose. The critical spirit was 
more and more taking the place of the imaginative. Emotive prose was 
becoming a weapon of satire and not simply a means of describing and 
interpreting the life of the day. This trend, materialized mainly in 
essays, was outstanding in the prose works of Dryden (his “Essay on 
Dramatic Poesy” in particular) and continued into the 18th century, 
where it became conspicuous.

E i g  h te  e n th  c e n t u r ıj emotive prose when compared to that 
of the seventeenth is, in its most essential, leading features, character- 
ized by the predominance of the third trend. This third trend, which may 
justly be called realistic, is not the further development of the puritan 
tendencies described above, although, doubtless, these tendencies bore 
some relevance to its typical features. The motto of tlıis trend may be 
expressed by the phrase “call a spade a spade.” By this phrase the ad- 
herentsof therealis tic  trend in literature, and in emotiveprose in partic- 
ular, expressed the idea tha t  all things should be called by their right 
names, that the writers should use plain, blunt words. This was a kind

1 Clıambcr’s Cyclopedia, p. 290.
2 Scc Saintsbury, G. A Slıort History of Englislı Literatıırc. Ldn., 19G2, p. 512.
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test against the com plicated and elaborate periphrases by which  
>st common concepts were often, described.
ä history of English literature gives their due to such prominent 
f-letters as Defoe, Swift and Fielding who were ardent apologists
; direction in prose writing, and who created fascinating novels, 
of which are still rcckoned among the masterpieces of English 
ure. Tlıe aim of tlıis new sclıool of writers was to make the language 
precise, well-balanced, aııd moderate. They developed a manner 
ting which by its strength, simplicity and directness was admirab- 
ıpted to ordinary every-day needs. But still the general philosophi- 
ıd aesthetic views dominating at this period greatly influenced the 
er of writing.
ıe writers of the 18th century did much to establish emotive prose 

independent form of literary art.
ley considered that, being educated representatives of their society, 
s their dity to safeguard the purity of the English language. How- 
the principles they followed were obscure and even contradictory. 

ne one haııd, some of them, like Johnson, were against the intro- 
on into literary English of any colloqual elements, regarding the 
r as being inferior to the polished language of educated people. 
he other hand, many otlıers felt an ürgent necessity to bridge the 
)etween literary and colloquial modes of expression in order to achieve 
eater vividness and flexibility of utterance. Therefore,' though 
; the general language of this period, at the same time they sought to 
ict it to conventional stylistic norms. 1
'hese stylistic norms were very rigid. So much so, that  the individual 
liarities of the authors were frequently over-weighed by the general 
irement of the sty lis t ic  norms.
"hese norms are revealed in the level 1 ing-off of the differences be- 
:n tlıe literary language and the spoken language of the time. The 
ıor’s speech and that of the heroes resemble each other, so there is 
peech characterization. All the characters speak alike and almost in 
same way as the author himself does.
\n o th er  stylistic feature of the emotive prose of the 18th century 
peculiar manner of conveying the irnpression that the event narrated 
ally occurred, that  the narrative possessed authenticity. This man- 
of writing imparts some of the features of official documents to emo- 
prose. Someof the works of emotive prose therefore, with their wealth 

etail and what seems to be genuine fact, resernble chronicles. When the 
'ative is written in the first person singular, as it very often is, it 
Is almost like a diary. The narrative itself is generally impassionate, 
oid of any emotional elements, with strict observance of syntactical 
:s governing the structure of the sentences. In such works there are 
y few epithets, there is almost no imagery. Such are most of the nov- 
by Defoe, Swift, Fielding and others.

1 See also K.ıuMem.o /7. //. Hpuö.ıeMbi JiHTcpaTypw ıı :t3biı<a y aHi TiıiıcKHx ııpocnc- 
h r e n p ıı  <İ>HJibiiHiır.—  «13ecxHHK JleHHHipaACKoro ynHBtpcHreTa», İ952, JSİs 5,
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Illustrative in this respect are the works of Dcfoe. He really deserves 
the ti t le  of the originator of the  “au thentica ted” manner iıı emotive' 
prose. His novel ‘Robinson Crusoe” is w rit ten  in a language which 
by its lexical and syntactical peculiarities has veıy much in common 
with the style of an official report.

Joseph Addison and Richard Steele, whose essays were written for 
tlıe journals “Tlıe Tatler” and “The Spectator” also followed the general 
stylistic principles of this period. The most striking feature, of course, 
is the inadequate representation of direct speech. The most lively con- 
versations (dialogıies) are generally rendered in iııdirect speech and only 
fragments of liveiy direct intercourse can be found in long passages of 
the narrative. These are mostly exclamatory sentences, like “Sir Clou-. 
desley Shovel! A very gallant man!” or “Dr. Busby! A great man! He 
whipped my grandfather; a very great man!”

The 18th centııry is justly  regarded as the century which formed 
emotive prose as a self-sufficient branch of the belles-lettres style. But 
still, the manner in which emo'tive prose used language means and sty- 
listic devices in some cases still resembled the manner of poetic style. 
At this t ime also it was difficult to tell a piece of emotive prose from an 
essay or even from scientific prose. This was mainly due to the fact that 
the most essential and characteristic features of these styles were not 
yet fully shaped.

It was only by the end of the 18th century that  the most typical fea- 
tures of* the emotive prose style became really prominent. Laurence 
Sterne with his “Tristram Shandy” contributed greatly to this process. 
Sterne thought that the main task of emotive prose w as“... to depict the 
inner world of man, his ever-changing moods. Therefore at the foundation 
of his novel lies the emotional and not the logical principle.”1

With Sterne, emotive prose began to use a number of stylistic de- 
vices which practically determined many of its characteristic features. 
In “Tristram Siıandy” there appear rudimentary forms of represented 
speech; the speech cf the characters approaches ti.e norms of lively col- 
loquial language; the narrative itself*begins to reflect the individuality  
of the author, not only in his world outlook but. wlıich is very impor- 
tant for linguistic analysis, in his manner of using the language means 
of his time. He attempts to give speech characteristlcs to his characters, 
uses the different stylistic s tra ta  of the English vocabulary widely both 
in the individual speeclı of his characters and in the language of the author 
himself.

The role of Sterne in the shaping of the typ^cal features of emotive 
prose of the followring centuries is under-estimated. He was the first 
to ınake an attempt to overcome the traditioııal form of the then fashion- 
able narrative in depicting characters, events, social life and human 
corıflicts. It was necessary to enliven the dialogue and it was Laurence 
Sterne who was able to do so. The great realistic writers of the nineteenth 
and the beginning of the twentieth centuries to some extent followed 
in his footsteps.

1 Ä H U K c m  A. A.  H c to p h ji anrviHHCKofı ^ H T epatypbi. M., 1956, c. 184.
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\  :
l ’ı n e t e e n  t h c e n t u r y  emotive prose can already be regarded 
substyle of the belle's-lettres language style complete iıı its most 

amental properties as they are described -at the beginning of this 
ter.
'he general tendency in English literature to depict the life of all 
a of English society called forth .changes in regard to the language 
for this purpose. Standard English begins to actively absorb elements 
ıe English vocabulary which were banned in earlier periods from the 
uage of emotive prose, that is, jargonisms, professional words, slang, 
^ctal words and even vulgarisms, though the iatter were used spar- 
 ̂ and euphemisticaliy — daınn was printed d— , bloody, b— and 
ike. 1 111 iterate speech finds its expression in emotive prose through 

distortion of the spelling of words, and the use of cockney and dia- 
ıl words; there appears a clear difference between the speech of the 
er and that of his characters. A new feature begins to establish it- 
as a property of emotive prose alone, namely, what may be called 
tiplicity of styles. Language means typical of other styles of the 
ary language are drawn into the system of expressive means and 
stic devices of this particular substyle. It has already been pointed 
that these insertions do not remain in their typical form, they are 
st to comply with the essential principles of emotive prose.
-lere is an example of a newspaper brief found in Thackeray’s “Van- 
Fair”:

“Governorship of Coventry Island.— H. M. S. Yellowjack, Com- 
mander Jaunders, has brought letters and papers from Coventry 
Island. H. E. Sir Thomas Liverseege had fallen a victim to the 
prevailing fever at Swampton. His loss is deeply felt in the flour- 
ishing colony. We hear that the governorship has been offered 
to Colonel Rawdon Crawley, C. B., a distinguished Waterloo 
officer. We need not only men of acknowledged bravery, but 
men of administrative talents to superintend the affairs of our 
colonies; and we have no doubt that the gentlemaıı selected by 
the Coionial Office to fill the lamented vacancy which lıas occur- 
red at Coventry Island is admirably calculated for the post which 
he is about to occupy”.

3y the end of the nineteenth century and particularly at the begin- 
[ of the twentieth, certain stylistic devices had been refined and 
inue to be further developed and perfected. Among these must be 
tioned represented speech, both uttered and unuttered (inner), 
also various ways of using detached construction, which is particu-

i  favoured by present-day men-of-letters. Syntax, too, has under- 
e modifications in the emotive prose of the last century and a half.

P r e s e n t - d a y  emotive prose is to a large extent characterized 
the breaking-up of traditional syntactical designs of the preceding
1 Compare the use of vulgar words (swear-words, obsccnities and the like) in English 
particularly iıı American em otive prose of tlıe present day. See, for example, John  
ıra’s novel “From the Terrace”.



periods. Not only detached construction, but also fragmentation of 
syntactical models, peculiar, unexpected ways of combining sentences, 
especially the gap-sentence link and other modern syntactical patterns, 
are freely introduced into present-day emotive prose. Its advance is 
so rapid that it is only possible to view it in the gross.

Many interesting investigations have been made of the character- 
istic features of the language of different writers where what is typical 
and what is idiosyncratic are subjected to analysis. But so far no deduc- 
tions have been made as to the general trends of emotive prose öf the 
nineteenth century, to say nothing of the twentiet’n. This work awaits 
investigators who may be abie to draw up some general principles 
distinguishing modern emotive prose from the emotive prose of the 
preceding periods.

3. LANGUAGE OF THE DRAMA

The third subdivision of the belles-lettres style is the / a n ğ  u a g  e
o f  p l a y  s. The first thing to be said about the parameters of this 
variety of belles-lettres is that, unlike poetry, which, except for bal- 
lads, in essence excludes direct speech and therefore dialogue, and unlike  
emotive prose, which is a combination of monologue (the author’s speech) 
and dialogue (the speech of the characters), the language of plays is 
entirely dialogue. The author’s speech is almost entirely excluded ex- 
cept for the playwright’s remarks and stage directions, significant 
though they may be.

But the language of the characters is in no way the exact reproduction 
of the norms of colloquial language, although the playwright seeks to 
reproduce actual conversation as far asthe  norms of the written language 
will allow. Any variety of the belles-lettres style will use the norms of 
the literary language of the given period. True, in every variety there 
will be found, as we have already shown, departures from the estab- 
lished literary norms. But in genuinely artistic work these departures will 
never go beyond the boundaries of the permissibie fluctuations of the 
norms, lest the aesthetic aspect of the work should be lost.

It follows then that the language of plays is always stylized, that 
is, it strives to retain the modus of literary English, unless the play- 
wright has a particular aim which requires the uşe of non-literary forms 
and expressions. Hovvever, even in this case a good playwright will use 
such forms sparingly. Thus in Bernard Shaw’s play “Fanny’s First P lay ,” 
Dora, a street-girl, whose larıguage reveals her upbringing, her lack of 
education, her way of living, her tastes and aspirations, nevertheless  
ııses comparatively few non-literary words. A b u n k , a squiffer are exam- 
ples. Even these are explained with the lıe lpof some literary device. This 
is due to the stylization of the language.

The stylization of colloquial language is one of the features of plays 
which at different stages in the history of English drama has manifested 
itself in different ways revealing, on the one hand, the general trends of 
the literary language and, on the other haııd, tlıe personal idiosyncrasies 
of the writer.
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I
e 16th century the stylization of colloquial language was scarcely 
ıed due to several facts: plays were written iıı haste for ttıe corn- 
f actors eagerly waiting for them, and they were written for a 
dience, mostly the common people. As is known, plays were 
n public squares on a raised platform almost without stage 
ŝ.

colloquial language of the 16th century, therefore, enjoyed an 
mrestrained freedom and this partly found its expression in the 
ialogue of plays. The general trends in the developing literary 
; were also reflected in the wide use of biblical and mythological
5, evocative of Renaissance traditions, aswell as in the abundant 
ompound epithets, which can also be ascribed to the influence 
jreat Greek and Latiıı epics.
irally speaking, the influence of Renaissance traditions can 
seen in a fairly rich injection of oaths, curses, swear-words and 
ılgarisms into the language texture of the English drama of this  
In order to check the unlimited use of oaths and curses in plays, 
ıf Parliament was passed in 1603 which forbade the profane and 
ııse of the names of God, Christ, the Holy Ghost and the Trinity  
stage play or performance. 1
16th century plays are mostly written in iambic pentameter, 
or unrhymed. The plays of this period therefore were justly  

iramatic poetry. Tlıe staged performance, the dialogue char-
the qiscourse and the then obvious tendency to keep close to the 
f colijoquial language affected tlıe verse aııd resulted in breaking 
ılar rhytlım  of the metre.
; breaking ,of the regularity and strictness of tlıe rhythmical de- 
:ame one of the characteristic features of the language of drama- 
ry, and the language of plays of the earlier writers, who employed 

rhythmic pattern without run-on lines (enjambment) or other 
ical modifications, is considered tedious and monotonous. Thus 
he most notable plays of this period “The Love of King David and 
ithsabe” by George Peele, in spite of its smooth musical versi- 
t, is regarded as lacking variety. True, “.. .the art of varyingthe  
and rnodulating the verse without the aid of rhyme had not yet 
jnerally adopted .” 2 

the great playwrights of this period, forced by the situation  
:h the communicative process takes p la c e — on a stage facing 
ience— , realized the necessity of modulating the rhythmical 
of blank verse. Marlowe, Greene, Nash, Shakespeare and Ben 
modulated their verse to a greater or lesser degree. Marlowe, 

;ance, found blank verse consisting of lines each ending with a 
monosyllable and each line standing by itself rather monotonous. 

lified the pauses, changed the stresses and made the metre suit 
se instead of making the sense fit the metre as his predecessors

s Kositennu'ini, Inna.  Stııciies in 11it- V’ocnbtılary uf lınglish Drama 1550— 1600. 
19üü.

anıbar’s Cyclopedia oi Eııglislı L iteralıırt, pp. 116— 117.



had done. H e everi went further and introduced passages of prose into 
the texlure of his plays, thus aim ing at an elevation of the utterance. 
His “Life and Death of Dr. Faustus” abouııds iıı passages which can hard- 
ly be classed as verse. Compare, for example, the following two pas- 
sages from this play:

FAUST: Oh, if my soul must suffer for my sin,
Impose some end to my incessant pain.
Let Faustus live in hell a thousand years,
A hundred thousand, and at the last be saved:
No end is limited to damned souls.

FAUST: But Faustus’s offence can n e’er be pardoned. The ser- 
pent that tempted Eve may be saved, but not Faus- 
tus. Oh, gentlemen, hear me with patience, and tremble 
not at my speeches. Though my heart pant and quiver 
to remember that I have been a student here these thirty  
years, Oh, would I had ne’er seen V/irtemberg, never 
read book! And what wonders.have I done, all Germany 
can witness, yes, all the world: foı which Faustus hath 
losi both Germany and the world; ...

It is unnecessary to point out the rhythmical difference between 
these two passages. The iambic pentameter of the first and thearhythmi-  
cal prose of the second are quite apparent.

Shakespeare also used prose as a sty list ic  device. The prose pas- 
sages in Shakespcare’s p laysarew ell  known to any student of Elizabeth- 
an drama.

Shakespeare used prose in passages of repartee between minor char- 
acters, particularly in his comedies; in “The Taming of .the Shrew” 
and “Twelfth N ight”, for instance, and also in the lıistorical plays “Hen- 
ry IV” (Part I, Part II) and “Henry V.” In some places there are prose 
monologues bearing the characteristic features of rhythmical proşe 
with its parallel constructions, repetitions, etc. As an example we may 
take Falstaff’s monologue addressed to the young Prince Henry in “Hen- 
ry IV ” (Part I, Act II, Sc. 4).

On the other hand, prose conversation between, tragic characters 
retains much of the syllabic quality of blank verse, e.g. the conver- 
sation between Polonius and Hamlet (“H am let.” Act II, Sc. 2).

A popular form of entertainment at the courts of Elizabeth and 
the Stuarts was the masque. The origin of the court masque must have 
been the performances presented at court on celebrated occasions, as a 
coronation, a peer’s marriage, the birth of a prince and similar events. 
These performances were short sketches with allusions to Greek and 
Latin mytholog'', allegoric in nature, frequently accompanied by song 
and music and performed by the nobility. These rnasques are believed to 
be the earliest forms of what is now known as “sooken drama.” The ref- 
erence to the events of the day and allegoric represc.ntation of the members 
of the nobility  called forth the use of words and phrases alien to poetic 
diction, and passages of prose began to flood into the text of the plays.

But the drarna of the seventeenth century still holds fast to poetic
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0n and up to tlıe decline of tlıe tlıeatre, whiclı was caused by the 
tan Governnıent Act of 1642, a spokeıı dranıa as we know it to-day 
not seen the stage.
'he revival of dıanıa begaıı only in tlıe secoııd lıalf of tlıe 1 ötlı century. 
the ultimate shaping of the play as aıı independent form of literary 
( with itsown law sof functioning, with its own characteristic language 
ires was actually completed only at the end of the 19th century. 
'he natural conventionality of any iiterary  work is most obvious 
lays. People are made to talk to each other in front of an audience, 
yet as if therewere no audience. Dialogue, which, as hasbeen pointed 
is by its very nature ephemeral, spontaneous, fleeting, is made last- 
It is intended to be reproduced many times by different actors with 
fent interpretations. The dialogue loses its colloquial essence and 
ıins simply conversation in form. The individualization of each 
acter’s speech then becomes of paramount importance because it 
e idiosyncrasy of expression which to some extent reveals the inner, 
hological and intellectual traits of the characters. The playwright 
5 to approximate a natural form of dialogue, a form as close to natu- 
iving dialogue as the literary norms will allow. But at the same time  
bound by the aesthetico-cognitive function of the belles-lettres style  

has to mould the conversation to suit the general aims of this style. 
hus the language of plays is a stylized type of the spoken variety 
nguage. What then is this process of stylization that the language 
lays undergoes? In what language peculiarities is the stylization  
ıled?
he analysis of the language texture of plays has shown that the 
chaıtacteristic feature here is, lo use the term of the theory of in- 

ation, redundancy of informatioıı caused by the ııecessity to amp- 
the utterance. This is doııe for the sake of the audience. It has al- 
/ been pointed out that the spoken language tends to curtail utter- 
;, sometimes simplifying thesyntax  tofragm ents of sentences with-  
iven showing the character of their interrelation. . 
ı plays the curtailment of utterances is not so extensive as it is 
ıtural dialogue. Besides, in lively conversation, even when a pro- 
:d utterance, a monologue, takes place, it is interspersed with the 
locutor’s “signals of attention”, as they may be called, for example: 
/eah, oh, That's right, so, 1 see, good, yes I ktıow, oh-oh,fiııe, Oh, my 
ess, oh dear, well, well-well, Well, /  never\, aııd the like. 
ı plays these “signals of attention” are irrelevant and therefore 
away with. The monologue in plays is never interrupted by any 
exclamatory words on the part of the person to whom the speech 
dressed. Further, in plays the characters’ utterances are generally 

longer than in ordinary conversation. 
ere is a short example of a dialogue between two characters from 
ırd Shaw’s play “Heartbreak House”:

CAPTAIN SHOTOVER: Nurse, who is this misguided and 
unfortunate youııg lady?



NURSE: Slıe says Miss Hessy invited lıer, sir.
CAPTAIN SHOTOVER: And lıad she no friend, no parents 

to vvarıı lıer against my daııghter’s invitations? This is a pretty 
sort of house, by heavens! A young and attractive lady is invited 
here. Her luggage is left on these steps, for hours; and she herself 
is deposited in the poop and abandoned, tired and starving...”

This passage is typical in many ways. First of all, the matter-of-fact 
dialogue between the captain and the nurse gradually flows i.nto a mon- 
ologue in which elements of the spoken language and of emotive prose 
are merged. The monologue begins with the conjunction ‘and’ which 
serves to link the preceding question to the monologue. The question 
after ‘and’ is more of a “question-in-the-narrative” than a real question: 
the captain does not expect an answer and proceeds with his monologue. 
Then after an exclamatory ‘This is a pretty sort of house, by heavens!’, 
which is actual, common colloquial, there again comes an utterance 
inteııded to inform the audience of the Captain’s attitude towards 
the House and the household. Mark also the professionalism ‘poop’ 
used to characterize the language of Shotover, a retired ship’s captain. 
In fact, there is no dialogue, or, as Prof. Jakubinsky has it, a “false 
dialogue”, or “monological dialogue”, the nurse’s remark being a kind 
of linking sentence between the two parts of the captam’s monologue. 
These linking remarks serve to enliven the monologue, thus making it 
easier to grasp the meaning of the utterance.

The monological character of the dialogue in plays becomes ap- 
parent also by the fact that two or more questions may be asked one af- 
ter another, as in the following excerpts:

1. “LADY BRITOMART: Do you suppose this wicked and 
immoral tradition can be kept up for ever? Do you pretend that 
Stephen could not carryonthe foundry just as well as all the oth- 
er sons of big business houses?”

2. “BARBARA: Dolly: were you really in earnest about it? 
Would you have joined if you had never seen me?” (Shaw)

Needless to say, in ordinary conversation we never use a succession 
of questions. Generally only one, perhaps two, qırestions are asked at 
a time, and if more are asked— then we already have a kind of emotion-  
al narrative; not a dialogue in the exact meaning of the word.

In ordinary conversation we generally find “sequence sentences” 
connected by “sequence signals”. 1 These signals help to establish the 
logical reference to what was said before, thus linking all sequential 
series of sentences iııto one whole.

These sequence signals are mostly pronouns, adverbs, conjunctions, 
as in:

“The boy has just brought the evening paper. I t  is at the door,” or:
“Up to 1945 L. was with Johnson. Since he has worked with us.”
It must be remarked in passing that almost any lively dialogue will 

hold a sequence of sentences for only a short span, the nature of lively

1 These also are terıns suggested by Charles Fries.
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e allowing digressions from the starting point. How often do-we 
e phrase: “What was I going to say?” or “What was I driving at?” 
iid we come to talk about this?”— to ascertain the initial topic  
^ersation which has been forgotten.
s is not the case in plays. The sequence of sentences reflecting 
uence of thought, being directed by the purport of the writer, 
)t allow any digressions from the course taken, unless this was 
iberate intentioıı of the playwright. Therefore, unlike the real, 

spoken variety of language, the language of plays is already 
iful. The sequence signals, which are not so apparent in lively  
>ation, become conspicuous in the language of plays. Here is 
strative example of a span of tlıought expressed in a number of 
:es all linked by the pronoun he and all referring to the first word 
utterance ‘Dunn’ which, in its turn, hooks the utterance to the 
ing sentence:

' “THE CAPTAIN: Dunn! I had a boatswain whose ııame 
was Dunn. He was originally a pirate in China. He set up as a 
sh ip’s chandler with stores which I have every reason to believe/ıe  
stole from me. No doubt he becarne rich. Are you his daughter?”

e degree to which the norms of ordinary colloquial language are 
ted into thoseof the language of plays, that is, the degreeto which 
oken language is made literary” varies at different periods in the de- 
nent of drama and depends also on the idiosyncrasies of the play- 
; himself. Here are two illustrations, one taken from Oliver 
n i t h ’s play “The Good-Natured Man”, an 18th century play, and 
her from H. P inter’s play “The Birthday Party”, a play of our

“MR. CROAKER: But can anything be more absurd, than 
to double our distresses by our apprehensions, and put it in the 
power of every low fellow that can scrawl ten words of wretched 
spelling, to torment us?”

ımpare this utterance with the following:

“GOLDBERG: W hat’s your name now?
STANLEY: Joe Soarp.

GOLDBERG: Is the number 846 possible or necessary? 
STANLEY: Neither.
GOLDBERG: Wrong! Is the number 846 possible or necessary?
STANLEY: Both.”

ııost the whole play is composed of such short questions and an- 
tending to reproduce an actual communicative process where the 
is vague to the outsider. Considerable effort on the part of the 
ıce is sometımes necessary in order to fo llow the  trend of the con- 
ion and decode the playwright’s purport. 
may be remarked in passing that there is an analogous tendency 
>dern emotive prose where dialogue occupies considerable space.

—
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In some of the novels it takes up three or four pages running, thus resembl- 
ing a play.

In summing up, it will not come amiss to state that any presentation 
of a play is an ae.cflıetic procedure and the language of plays is of the 
type which is mearıt to be reproduced. Therefore, even when the language 
of a play approximates that of a real dialogue, it will ııone the less be 
“stylized”. The way.% and means this stylization is carried out are dif- 
ficult to observe wıthout careful consideration. But they are there, and 
specification of these means will be a valuable contribution to linguistic  
science.

B. P U B L IC IS T IC  S T Y L E

The p u b  l i c i s  t i'c s t y  l e  of languagebecame discernible as a sepa- 
rate style in the middle of the 18th century. It also falls into three va- 
rieties, each having its own distinctive features. Unlike other styles, the 
publicistic style has a spoken variety, namely, the o r a t o r i c a l  s u b- 
s t y l e .  The development of radio and te lev is ionhas brought intobeing  
another new spoken variety, namely, the r a d i o and T V  c o m  m e rı- 
t a r  ı/.The other two substyles are the e s s a y  (moral, philosophical, lit- 
erary) and j o u r n a l i s t i c  a r t i c l e s  (political, social, ecoııomic) in 
newspapers, journals and magazines. Book reviews in journals, newspapers 
and magazines and also pamphlets are generally included among essays.

The general aim of publicistic style, which makes it stand out as 
a separate style, is toexer t  a constant and deep influence on public opin- 
ion, to convince the reader or the listener that the interpretation given.  
by the writer or the speaker is the only correct one and to cause him to 
accept the point of view expressed in the speech, essay or article not 
merely through logical argumentation but through emotional appeal as 
well. This brain-washing functioıı is most effective in oratory, for here 
the most powerfu!' insfrument of persuasion, the human voice, is brought 
into play.

Due to its clıaracteristic combination of logic ıl argumentation and 
emotional appeal, publicistic style has features in commonwith the style  
of scientific prose, on the one hand, and that of emotive prose, on the 
other. Its coherent and logical syntactical structure’, with an expanded 
system of connectives and its careful paragraphing, makes it similar to. 
scientific prose. Its emotional appeal is generally achieved by the use 
of words with emotive meaning, the use of imagery and other sty listic  
devices as in emotive prose; but the sty listic  devices used in publicistic  
style are not fresh or genuine. The individual element essential to the 
belles-lettres style is, as a rule, little in evidence here. This is in keeping 
with the general character of the style.

The manner of presenting ideas, however, brings this style closer to 
that of belles-lettres, in this case to emotive prose, as it is to a certain 
extent individual. Naturally, of course, essays and speeches have greater 
individuality  than newspaper or magazine articles where the individual 
eleınent is generally toned down and limited by the requirements of 
the style.



)
ırther, publicistic style is characterized by brevity of expression. 
ne varieties of this style it becomes a leading feature, an important 
istic means. In essays brevity sometimes becomes epigrammatic*

1. ORATORY AND SPEECHES

h e o r a t o r i c a l  s t y  l e of language is the oral subdivision
i publicistic style. It has already been pointed out that persuasion 
: most obvious purpose of oratory.

“Oratorical speech”, writes A. Potebnya, “seeks not only to 
secııre the understanding and digesting of tlıe idea, but also serves 
simultaneously as a spring setting off a mood (which is the aim) 
that may lead to action.” 1

irect contact with the listeners permits a combination of the syn-  
al, lexical and phonetic peculiarities of both the written and spoken 
;ies of language. In its leading features, however, oratorical style  
gs to the written variety of language, though it is modified by the 
orm of the utterance and the use of gestures. Certain typical fea- 
of the spoken variety of speech present in this style are: direct ad- 
to the audience (ladies änd gentlemen, honourable member(s), 

ıse of the 2 nd person pronoun yoıı, etc.), sometimes contractions  
won'l, haven' t, isn’ t aıul others) aıul llıe  ııse of colloquial words. 

his stlyle is evident in speeches on political and social problems 
e day, in orations and addresses on solemn occasions, as public 
ings, funerals and jubilees, in sermons and debates and also in the 
:hes of counsel and judges in courts of law.
olitical speeches fall into two categories: parliamentary debates, 
speeches at rallies, congresses, meetings and election campaigns. 
ermons deal mostly with religious subjects, ethics and morality; 
times nowadays they take up social and political problems as weli. 
'rations on solemn public occasions are typical specimens of this 
and not a few of their word sequences and phrases are ready-made 

ses or cliches.
he sphere of application of oratory is confined to an appeal to an 
änce and therefore crucial issues in such spheres as science, art, 
ature, or business relations are not touclıed upon except perhaps 
lusion. If such problems are dealt with in oratorical style the ef- 
s humorous. The following extract fronı “Posthumous Papers of the 
vick Club” by Charles Dickens is a parody of aıı oration.

—  “Bııt I trust, Sir”, said Pott, “llıat I have ııever abused 
the enormous power I wield. I trust, Sir, that I lıave never point- 
ed the noble instrument whiclı is placed in my hands, against 
the sacred bosom of private life, of the tender breast of individual 
reputation;— I trust, Sir, that 1 have devoted mv energies to— to 
endeavoıırs— humble they mav be, lııımble 1 kııow tlıey are— to 
iııstil those principles of— whiclı— are— .”

rioıneÖHH A . A .  Op. cit. ,  p. 4.

\



—  Here the editor of the Eatonswill Gazette appearing to ram- 
ble, Mr. Pickwick came to his relief, and said — “Certainly.”—

The stylistic  devices employed in oratorical style are determined by 
the conditions of communication. If the desire of the speaker is tö röuse 
the audience and to keep it in suspense, he will use various traditional 
stylistic devices. But undue prominence given to the form may lead to 
an exaggerated use of these devices, to embellishment.

Tradition is very powerful in oratorical style and the 16th century 
rhetorical principles laid down by Thomas Wilson in his “Arte of Rhe- 
torique” are sometimes still ıısed in modern oratory, though, on the 
whole, modern oratory tends to lower its key more and more, confining 
itself to a quiet business-like exposition of ideas. Stylistic  devices are 
closely interwoven and mutually complementary thus building up an 
intricate pattern. For example, antithesis is framed by parallel construc- 
tions, which, in their turn, are accompanied by repetition, while climax  
can be formed by repetitions of different kinds.

As the audience rely only on memory, the speaker often resorts to 
repetitions to enable his listeners to follow him and retain the main 
points of his speech. Repetition is also resorted to in order to convince 
tlıe audience, to add weight to the speaker’s opinion.

The following extract from the speech of the American Confederate 
general, A. P. Hill, on the ending of the Civil War in the U.S.A. is 
an example of anaphoric repetition: .

“I t  is higlı tirne this people had recovered from the passions 
of war. I t  is high time that counsel were taken from statesmen.  
not demagogues... I t  is high time the people of the North and 
the South understood each other and adopted means to inspire 
confidence in each other.”

Further, anadiplosis is used:
“The South will not secede again. That was her great folly—  

folly against her own interest, not wrong against you.

A mere repetition of the same idea and in the same linguistic form 
may bore the audience and destroy the speaker-audience contact, there- 
fore synonymic phrase repetition is used instead* thus fill'ing up the 
speech with details and embellishing it, as in this excerpt from a speech 
on Robert Burns:

“For Burns exalted our race, he hallowed Scotland and the 
Scottish tongue. Before h is 't im e we had for a long period beeh 
scarcely recognized\ we lıad been fa tling  uut of the recollectioıı of 
the world. From the time of the Union of the Crowns, and still 
more from the legislative uııion, Scotland had lapsed into obscuri- 
ty. Except for an occasional riot or a Jacobite rising, her exist- 
ence was alrnost forgotten."

Here synoriymic phrase rcpetition ( ‘been scarcely recognized’, 
‘falliıig out of tlıe recollection of the world’, ‘Iıad lapsed into obscurity’, 
‘her existence was almost forgotten’) is coupled with climax.
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jpetition can be regarded as the most typical sty listic  device of 
5h oratorical style. Almost any piece of oratory will have parallel 
uctions, antithesis, suspense, clirnax, rhetorical questions and 
ons-in-the-narrative. It will be no exaggeration to say that almost 
e typical syntactical stylistic  devices can be found in English ora- 
Questions are most frequent because they promote closer contact 
;he audience. The change of intonation breaks the monotony of the 
ıtion pattern and revives the attention of the listeners. 
ıe desire of the speaker to convince and to rouse his audience re- 
in the use of simile and metaphor, but theseare generally traditio- 
ıes, as fresh and genuine stylistic  devices may divert the attention  
! listeners away from the main point of the speech. Besides, unex-
i and original images are more difficult to grasp and the process takes  
If a genuine metaphor is used by an orator, it is usually a sustained 
ıs a series of related images is easier to grasp and facilitates the 
Dtion of f a c t s  i d e n t i f i e d  on e  w i t h  a n o t h e r .
lusions in oratorical style depend on the content of the speech and 
ivel of the audience.
ecial obligatory forms open up and end an oration, e.g. M y Lords; 
President; Mr. Chairman\ Your Worship\ Ladies and Gentlemen,
i i  the end of his speech the speaker usually thanks the audience 
leir attention by saying: Thank you or Thank you very much. Ex- 
ons of direct address may be repeated in the course of the speech 
:an be expressed’ differently: dear friends, my friends, M ark you\,
!
ere is a samp-le of the speech made by a member of the House of 
lons in Parliament in April 1956 when the problem of air pollution  
iiscussed. It is an ordinary speech almost devoid of aııy signs of 
tion so typical wheıı the orator tries to convince the audience.

“There has been a tremendous change in the Minister’s attitude  
since the Bill was first brought to the House. When we embarked 
upon the Committee stage we were begging for bread and he gave  
us a stone. Now, seemingly, when we are coming to the end of 
the feast he is putting many sweets in front of us. The Minister 
hopes that we shall accept this proposal without too critical an 
examination. W hile welcoming the Minister’s proposals about 
theClean Air Council up to a point, there should be no interference 
with the council’s accountability to Parliament because the 
chairman of the counci! will be the Minister.

When the hon. Member for Kidderminster (Mr. Nabarro) intro- 
duced a Private Bill, the Minister consulted at great leııgth 
with interested bodies, and particularly with local authorities.
It is within my knowledge that during those consultations sugges- 

tions were made to him by people who had practical experience. 
Those suggestions have not been accepted and woven into the 
Bill.  I do not want the Clean Air Council to become a kind of 

■smokescreen behind which the Minister makes a report to his 
own liking and which may contairı views at variance with those 
of members of the council.



It is essential, if the council is to be effective, that it includes 
people who are interested and wlıo have the knowledge and who have 
undertaker. the scientific research involved. It must be remembered 
that they wili have a great deal more knowledge of thesubject  
than vvill the chairman of the councii. They will, therefore, have  
a totally different point of view about vvhat is happening in the 
country than will the Minister. We should provide that we have 
the uncompromising opinions of the members of the council, 
including those members appointed to it because of their know- 
ledge of the problems of various localities.

Another point with which I want to deal was touched upon 
by the hon. Member for Kidderminster. During the Committee  
stage vve debated at great lengtlı the topic of research into noxious 
fumes, especially sulphuric oxides. We especially pleaded that 
the Clean Air Council should have co-ordinating powers so that 
it could co-ordinate the activities of bodies conducting research 
into problems of oxides and noxious fumes. Indeed, we thought 
that the Minister’s opinion upon that subject was the same as 
ours. As the Bill is now drafted, certain powers are given to local 
authorities to contribute towards the cost of investigation and 
research inıo the pollution of the air.

We know that scientific and technical institutes and the fuel 
technology seccions of some universities ar-c conducting research 
into the probiem of sulphuric pollution; yet we do not see any 
power given to the Clean Air Council to deal with the problem 
of sulphuric oxides, even though sulphuric pollution is one of 
the worst forms of air pollution. W ill the Mirıister give us an as- 
surance that he will specially direct the attention of the Clean 
Air Council to its duties in co-ordinating research into the prob- 
lem of sulphuric oxides? Will he at the same time look again at 
the problem of Parliamentary accountability to make it possible 
for the council to g ive an annual report to the House, irrespec- 
t ive  of the opinions of the Minister?”

The ornamental elements in this speech are reduced to the minimum. 
It is a matter-of-fact speech vvhere no high-flown vvords or elaborate sty- 
listic devices are to be found.

It will be of considerable interest to compare this speech to Byron’s 
Maiden Speech in the House of Lords in defence of the Luddites, vvhich 
can be regarded as a perfect specimen of oratorical style. Byron used 
his eloquence against the Bill providing capital punishrrient for the de- 
structionof machines. His purposew asto  prevent the passage of the Bill,  
to get an impartial examination of the facts.

B yron’s speech is rich in oratorical devices. All these devices are 
ınotivated, they are organically connected with the utterance: the form 
by no means dominates the content.

In contradistinction, an examination of the following speech vvill 
show that it is prac.tically devoid of meaning. The speaker is merely  
seeking an effect.
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“Mr. Chairman, Ladies and Gentlemen:
It is indeed a great and undeserved privilege to address such 

an audience as I see before me. At no previous time in the history 
of hurnan civilization have greater problems confronted and chal- 
lenged the ingenuity of man’s intellect than now. Let us look 
around us. What do we see on the horizon? What forces are at 
work? Whither are we drifting? Under vvhat mist of clouds does 
llıe future stand obscured?

My friends, casting aside the raiment of a 11 lıuman speech, 
the crucial test for the solution of all these intricate problems to 
which I have just alluded is the sheer and forceful application  
of those immutable laws which down the corridor of Time have  
always guided the hand of man, groping, as it were, for some 
faint beacon light for his hopes and aspirations. Without these 
great vital principles we are but puppets responding to whim and 
fancy, failing entirely to grasp the hidden meaning of it all. We 
must re-address ourselves to ' th e se  questions which press for 
answer and solution. The. issues cannot be avoided. There they 
stand. It is upon you, and you, and yet even upon me, that the 
yoke of responsibility falls.

What, then, is our duty? Shall we continue to drift? No! 
With all the emphasis of my being I hıırl back the message No! 
Drifting must stop. We must press oııward and upward toward 
the ultimate goal to which all must aspire.

But I cannot conclude my remarks, dear friends, without 
touching briefly upon a subject which I know is steeped in your 
very consciousness. I refer to that spirit which gleams from the 
eyes of a new-born babe, that animates' the toiling masses, that 
sways all the hosts of humanity past and present. Without this  
energizing principle a11 commerce, trade and industry are hushed 
and will perish from this eartlı as surely as the crimson sunset 
lollows the goldeıı sıınshinc.

Mark you, 1 do ııot seek to uııduly aların or distrcss tlıe mothers, 
fathers, sons and daughters gathered before me iıı this vast as- 
semblage, but I would indeed be recreant to a high resolve which
I made as a youth if I did not at this tinıe and in this place, and 
with the full realizing sense of responsibility which I assume, 
publicly declare and affirm my dedication aııd mv consecration  
to the eternal principles and receipts of simple, ordinary, com- 
monplace justice.” 1

The proper evaluation of this speech should be: “Words, words, 
ds.” The whole speech is made to hide the fact that the speaker has 
Lhought. Questions remain unanswered, climaxes are ııot motivated. 
at is the subject that ‘cannot be left untouched’? This is really a 
terpiece of eloquent emptiness aııd verbosity.

i

1 The example is borrowed from Altick, R. D .  Preface to Criticşl Reading. Holt, 
Y., 1956, pp. V II—V III.



2. THE ESSAY

As a separate form of English literature the essay dates from the 
close of the 16th century. The name appears to have becom ecom m on  
on the publication of Montaigne’s “Essays”, a literary form created by 
this French writer. The essay is a literary composition of moderate length  
on philosophical, social, aesthetic or literary subjects. It never goes deep 
into the subject, but merely touches upon the surface. Personality  in 
the treatmcııt of theme and naturalness of expression are two of the most 
obvious clıaracteristics of the essay. A n  e s s a y  is rather a series of 
personal and witty comments than a finished argument or a conclusive  
examination of any matter. This literary genre has definite linguistic  
traits which shape it as a variety of publicistic style. Here is a part of 
an essay by Ben Jonson which illustrates this sty le  in its most typ ica l  
and original form as it was at the end of the 16th century:

9
“Language most shows a man; speak, that I may see thee.  

It springsoutof the most retired and inmost parts of us, and is  the 
image of the parent of it, the mind. No glass renders a m an’s form 
or likeness so true, as his speech. Nay, it is likened to a man; and 
as we consider feature and composition in a man, so w ords in 
language; in the greatness, aptness, sound, structure, and harmony  
of it. Some men are tall and big, so some language is h ig h  and 
great. Then the words are chosen, the sound ample, the com posi-  
tion full, the absolution plenteous, and p.oured out, all grace, 
sinewy and strong. Some are little and dwarfs; so of speech, it is 
humble and low; the words are poor and f!at; the m em bers are 
periods thin and weak, without knitting or number. The m iddle  
are of just stature. There the language is plain and pleasing:  
even without stopping, round without swelling; all well turned,  
composed, eloquent, and accurate. The vicious language is  vast 
and gaping; swelling and irregular; when it contends, h ig h ,  full 
of rock, mountain and pointedness; as it affects to be low  it is 
abject aııd creeps, full of bogs and lıoles.”

The essay was very popular in the 17th and l§th centuries. I n  the 
17.th century essays were written oıı topics connected with m orals  and 
ethics, while those of tlıe 18th century focussed attention on po lit ica l  and 
philosophical problems.

The 18th century was the great age of essay writing. It was t h e n  the 
principal literary form, and discoursed on the important su b jects  of 
ihe day, often criticizing the shortcomings of tlıe political and social  
system in England. “Encyclopedia Britannica” states that the e s s a y  be- 
came a dominant force iıı English literature of the 18th century. T h e  fol- 
lowing statement of an- 18th century essayist is of some interest as it 
describes the character of the essay: “We writers of essays or (as t h e y  are 
termed) periodical papers”... This statement shows that periodical  
papers at that time contained only essays.

In the 19th century the essay as a literary term gradually changed  
into what we now call the journalistic article or feature article vvhich
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inds of sııbjects from politics, philosophy or aesthetics to 
and fashioııs. Feature articles are generally published 'in 

especially weeklies and Sunday editions. Tlıey are often 
ne and the same writer or journalist, who has cultivated his 
jal style.
t characteristic language features of the essay, however, 
revity of expression, reaching in good writers a degree of 
calness, 2 ) the use of the first person singular, which jus- 
>nal approach to the problems treated, 3) a rather expanded 
ctives, which facilitate the process of grasping the correla- 
, 4) the abundant use of emotive words, 5) the use of similes  
d metaphors as one of the media for the cognitive process. 
-nterrelation of these constitueııts that the real secret of the 
le consists. '
ays, depending on the writer’s individuality, are written  
emotional manner resembling the style of emotive prose, 

ble scientific prose, and the terms r e u i e w,  m e m o i r or 
are more applicable to certain more exhaustive studies. 1 

j on moral and philosophical topics in modern times has not 
ilar, perhaps because a deeper scientific analysis and inter- 
facts is required. The essay in our days is often biographical; 
;s and events are taken from life. These essays differ from 
,mous centuries—  their vocabulary is simpler and so is their 
:ture and argumentatioıı. But they stiil retaiıı all the lead- 
of the publicistic style.

ırison with oratorical style, the essay aims at a more lasting, 
slower effect. Epigrams, paradoxes and aphorisms are com- 
are in oratory, as they require the concentrated attention of 
In the essay they are coınmoner, for the reader has opportu- 

e a careful and detailed study both of the content of the ut- 
its form.

2 resemblance in structure between the essay and the oration 
ıan once beerı emphasized by linguists. The main difference 
m is very well summarized by H. Robbins and R. Oliver in 

1‘Developing ldeas into Essays and Speeches.”
.an essay is distinguished from a speech primarily by the 
hat the essay seeks a lasting, the speech an immediate effect. 
;ssay must have a depth of meaning which will repay the 
t analysis and frequent rereading ... the basic requirement  
;ood speech is that it carry immediately into the mind of its 
r precisely the point which the speaker wishes to make .” 2

3 writers say that “... the speaker is allowed much more leeway  
structure than the writer .” 3

ixaınple of a bib 1 iographical essay see M acaulay’s essay on Oliver Gold-

irıs aııd R. Oliver. Developing Ideas into Essays and Speeches. Longmans 
N .Y ., 1943, p. 143.

. 144.



In surnming up the characteristics of the essay i tw i l l  not come amiss 
to give the following epigrammatic definition:

“The Essay is not a treatise. It is not Euclid, it is flash-light. 
It is not proof, it is representation. It is a chat; the key-note to 
the essay is its personality.”

3. JOURNALISTIC ARTICLES

Irrespective of the character of the magazine and the divergence of 
subject matter— whether it is political, literary, popular-scientific or 
satirical, all the already mentioned features of publicistic style are to 
be found in any aıtıcle. The character of the magazine as well as the sub- 
ject chosen affects the choice and use of sty listic  cievices. Words of emo- 
tive meaning, for example, are few, if any, in popular scientific articles. 
Their exposition is more consistent and the system of connectives more 
expanded than, say, in a satirical article.

The language of political magazine articles differs little  from that 
of newspaper articles as described in the chapter on Newspaper Sty le  
(see below)r But such elements of publicistic s ty le  as rare and bookish  
words, neologisms (which sometimes require explanation in the text), 
traditional word-combinations and parenthesis are more frequent here 
than in newspaper articles.

In an article dealing with what were forthcoming presidential elections  
in the USA, which it is impossible to quote lıere because of its length, 
we find such bookish and highflown words as arnbivalent, exhilarated, 
appalled, etc. Its argumentation and emotional appeal is achieved by 
emphatic constructions of 'different kinds: ‘how dim the outlook for 
victory w as’, ‘Steveııson is anything but an irresponsible man’, ‘it could  
well have been, though’...,  ‘he is at once exhilarated and appalled’. 
Humorous effect is produced by the use of words and phraseswhich nor- 
mally are out of the range of this sort of article: metancholy, graciousty, 
extending his besi wishes, and by periphrases.

Literary reviews stand cioser to essays both by t'heir content and by 
their linguistic form. More abstract words of logical meankıg are used 
in them, tlıey often resort to emotional language and less frequently to 
traditional set expressions.

C. NEWSPAPER STYLE

N e w s p a p e r  s t y  l e was the last of all the styles of written  
literary English to be röcognized as a specific form of writing standing  
apart from other forms.

English newspaper writing dates from the 17th century. At-the close 
of the lGth century short news pamphlcts began to appear. Any such 
publication either presented news from only one source or dealt with  
one specific subject. Note the titles of some of the earliest news pamph- 
lets: “Newe newes, containing a short rehearsal of S tukely’s and Morice’s 
Rebellion” (1579), “Newes from Spain and Holland” (1593), “Wonderful
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I trange newes out of Suffolke and Essex, where it rayned wheat the 
I 0f six or seven miles” (1583). News pamphlets appeared only from 
l|tü time and canııot be classed as newspapers, though tlıey were 
ILtioıiably the immediate forerunners of the British press.

first of any regular series of English newspapers was the Weekly 
| \ v h i c h  first appeared on May 23, 1622. It lasted for some twenty 

till in 1641 it ceased publication. Tlıe 17th century saw the rise 
l lUmber ofother news sheets which, with varying success, struggled 
I the teeth of discouragement and restrictions imposed by the Crown. 

the introduction of a strict licensing system many such sheets 
suppressed, and the Government, in its turn, set before the public 
,er of its own— The London Gazette, first published on February 5, 
The paper was a semi-weekly and carried official information, royal 

es, news from abroad, and advertisements.
|ne first English daily newspaper— the Daily C ourant—  was brought 
|n  March 11, 1702. The paper carried news, largely foreign, and no 
ıerıt, the latter being against the principies of the pııblisher, as 

Itated in the first issue of his paper. Thus the early English newspa-

I
/as principally a vehicle of information. Commentary as a regular 
re found its way into the newspapers later. But as far back as the 
le of the 18th century the British newspaper was very much like  
it is today, carrying on its pages news, both foreign and domestic, 

•tisements, announcements and articles Containing comments. 
he rise of the American newspaper, which was brought onto Ameri- 
loil by British settlers, dates back to the late 17th, early 18th cen- 
s.
: took the English newspaper more t'rıan a centurv to establish a 

and a standard of its own. And it iso n ly  by tlıe I9tlı ceııtııry that 
paper English may be said to have deveioped into a system of lan- 
e ınedia, forming a separate functional style.
‘he specific conditions of newspaper publication, the restrictions 
me and space, have left an indelible mark on newspaper English. 
more than a century writers and linguists havre been vigorously  

bking “the slipshod construction and the vulgar vocabulary” of news- 
r English. The very term n e w s p a p . e r  E n g l i s h  carried 
ade of disparagement. Yet, for all the defects of nevvspaper English, 
us though they may be, this form of the English literary language 
ot be reduced — as some purists have claimed — merely to careless 
•nlv writing or to a distorted literary English. This is one of the 
s of the English literary language clıaracterized—  as any other 
i—  by a definite communicative aim and its ovvn system of language 
ıs.
fot all the printed matter found in newspapers comes under newspa- 
'tyle. The modern nevvspaper carries material of an extremely di- 
icharacter. O nthe pages of a nevvspaper one finds not only nevvs and 
nent on it, press reports and articles, advertisements and announce- 
•s, but also stories and poems, crossvvord puzzles, chess problems 
the like. Since the latter serve the purpose of entertaining tlıe reader, 
cannot be considered speciınens of nevvspaper style. It is nevvspaper



printed matter that performs the functioıı of informing the reader and 
providing hirıı willı aıı evaluation of the information published that 
ean be regarded as belonging to newspaper style.

Thus, English newspaper style may be defined as a system of inter- 
related lexical, plıraseological and grammatical means which is per- 
ceived by the community as a reparate linguistic unity that serves the 
purpose of informing and instructing the reader.

Information and evaluation co-exist in the moderıı English news- 
paper, and it is only in terms of diachrony that the function of informa- 
tion can claim priority. In fact, all kinds of newspaper writing are to a 
greater or lesser degree both informative and evaluative. But, of course, 
it is obvious that in most of the basic newspaper “genres” one of the two 
functions prevails; thus, for example, news of all kinds is essentially  
informative, whereas the editorial is basically evaluative.

Informatio.ı in the English newspaper is conveyed, in the first place, 
through the medium of:

1) brief ırews items,
2 ) press reports (parliamentary, of court proceedings, etc.),
3) articles purely informational in character,
4) advertisements and announcements.
The newspaper also seeks to influence public opinion on political 

and other matters. Elements of appraisal may be observed in the very 
selection and way of presentation of news, in the use of specific vocabula- 
ry, such as allege and claim, casting some doubt on the facts reported, 
and syntactic constructions indicating a lack of assurance on thepart of 
the reporter as to the correctness of the facts reported or his desire to 
avoid responsibility (for example, ‘Mr. X was said to have opposed the 
proposal’; ‘Mr. X was quoted as saı/iııg...'). The headlines of news items, 
apart from giving information about the subject-matter, also carry a con- 
siderable arnount of appraisal (the size and arrangement of the headline, 
the use of emotionally coloured words and elements of emotive syntax), 
thus indicating the interpretation of the facts in the news item that fol- 
lows. But, of course, the principal vehicle of interpretation and apprai- 
sal is the newspaper article, and the editorial in particular. Editorials  
(leading articles or leaders) are characterized by a subjective handling 
of facts, political or otherwise. They have much in common with classi- 
cal specimens of publicistic writing and are often looked upon as such. 
However, newspaper evaluative writing unmistakably bears the stamp 
of newspaper style. Thus, it se^ms natural to regard newspaper articles, 
editorials included, as coming within the system of English newspaper 
style. But it should be noted that while editorials and other arti- 
cles inopinion columns are predominantly evaluative, newspaper feature 
articles, as a rule, carry a considerable amount of information, and the 
ratio of the informative and the evaluative varies substantially from ar- 
ticle to article.

To understand the language peculiarities of English newspaper style  
ıt will be sufficient to anaJyse the following basic newspaper fea- 
tures:

1) brief news items,
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tisements and announcements,
eadline,
iitorial.

1. BRIEF NEWS ITEMS

ıcipal function of a b r i e f  n e w s i t e  m  is to inform the 
tates faets without giving explicit comments, and whatever 
tlıere is iıı ııews paragraphs is for the most part implicit and 
nemotional. News iteıns are essentially matter-of-fact, and 
forms of expression prevail. As an invariant, the language 
ŝ items is sty listically  neutral, which seems to be in keeping  

legedly neutral and unbiased nature of newspaper reporting; 
however, departures from this principle of sty listic  neutral- 

ılly in the so-called “mass papers”) are quite common. 
vithout saying that the bulk of the vocabulary used in news- 
ng is neutral and common literary. But apart from this, news- 

has its specific vocabulary features and is clıaracterized by 
re use of:
al political and economic terms, e. g. Socialism, constitution , 
zpartheid, by-election, General Asseınbly, gross oııtput, perca- 
:tiorı.
■term political vocabulary, e. g. public, people, progressive, 

unity, peace. A characteristic feature of political vocabulary  
border line between terms and non-terms is less distinct than 

ıbulary of other special fields. The semantic structure of some 
Drises both terms and non-terms, e. g. nation, crisis, agreement, 
epresentative, leader.
spaper cliches, i. e. stereotyped expressions, commönplace 
niliar to the reader, e. g. vital issue, pressing problem, informed 
nger of war, to escalate a war, war hıjsteria, overwhelıning ma- 
d stormıy applause. Cliches rııore thaıı anything else reflect the 

manner of expression in newspaper writing. They are com- 
<ed upon as a defect of style. Indeed, some cliches, especially  
d on trite images (e.g. captains of industry, pillars of society, 
: civilization) are pompous and hackneyed, otlıers, such as 
te, affluent society,.are false and misleading. But nevertheless, 

indispensable in newspaper style: they prompt the necessary 
ıs and prevent ambiguity and misunderstanding. 
reviations. News items, press reports and headlines abouııd 
iations of various kinds. Among them abbreviated terms—  
Drganizations, public and state bodies, political associations, 
and other companies, various offices, etc.— known by their 

e very common, e.g. UNO (L/nited yVations Örganization), 
les U n ioıı Congress), NA'I'O (A/orth /ItlanLic Y'reaty Organiza- 
^-CIO (/Imerican Federation of Labour-Congress of /ndustrial 
ons), EEC (£uropean £conom ic Community), TGWU (Trans- 
Jeneral W'orkers Union), FO (Foreign Office), PIB (Prices and 
3oard).



e) Neologisms. These are very common in newspaper vocabulary. 
The newspaper is very quick to react to any new development in the life 
of society, in science and technology. Hence, neologisms make their 
way into the language of the newspaper very easily and often even spring 
up on newspaper pages, e.g. lııtıik , a splcısh-down (the act of bringing 
a spacecraft to a water surface), a teach-in (a form of campaigning through 
heated political discussion), backlash or white backlastı (a violent reaction 
of American racists to the Negroes’ struggle for civil rights), frontlash 
(a vigorous antiracist rnovement), stop-go policies (contradictory, inde- 
cisive and inefficient policies).

The above-listed peculiarities of briefnews items are the basic vocab- 
ulary parameters of English newspaper style.

The vocabulary of brief news items is for- the most part devoid of 
emotional colouring. Some papers, however, especially those classed 
among “mass” or “popular” papers, tend to introduce emotionally col- 
oured lexical units into essentially matter-of-fact news stories, e.g.

“Health Minister Kenneth Robinson made this shock announce- 
ment yesterday in the Commons.” (Dailıj Mirror)

“Technicians at the space base here are now working fla t out 
to prepare Gemini 6  for next Monday’s blast-off.” (D aily M ail) 

“Defence Secretary Roy Mason yesterday gave a rather frosty 
reception in the Commons to the latest proposal for a common  
defence policy for all EEC countries.” (M orning S tar)

Important as vocabulary is, it is not so much the words and phrases 
used in brief news item sthat distinguish them from other forms of news- 
paper writing. The vocabulary groups listed above are also commonly  
found in headlines and newspaper articles. The basic peculiarities of 
news items lie in their syntactical structure.

As the reporter is obliged to be brief, he naturally tries to cram all 
his facts into the space allotted. This tendency predetermines the pe- 
culiar composition of brief news items and the syntactical structure 
of the sentences. The size of brief news items varies from one sentence 
to several (short.) paragraphs. And generally, the shorter the news item, 
the more complex its syntactical structure. ,

The following grammatical peculiarities of brief news items are 
of paramount importance, and may be regarded as their grammatical 
parameters.

a) Complex sentences with a developed system of clauses, e. g.

“Mr. Boyd-Carpenter, Chief Secretary to the Treasury and 
Paymaster-General (Kingston-upon-Thames), said he had been 
asked what was meant by the statement in the Speecfı that the po- 
sition of war pensiotıers arıd those receiving national insurance ben-. 
efits would be kept ııtıder close review." (The Times)

“There are indications that BOAC tnay withdraw threats of 
all-out dismissats for pilots who restrict fty in g  hours, a spokesman  
for the British Airline P i lo ts ’ association said y e s t e r d a y (M orn- 
ing S tar)
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I
y erbal constr.uctions (infinitive, participial, gerundial) and verbal 
c0nstructions, e.g.

“Mr. Nobusuke Kishi, the former Prime Minister of Japan,
I has sought to set an example to the faction-ridden Governing 

Liberal Democratic Party by announcing the disbandiııg  of his 
0vvn faction numbering  47 of the total of 295 conservative mem- 
bers of the Lower House of the D iet.” (The Times)

kyntactical complexes, especially the nominative with the infin-
These constructions are largely .used to avoid mentioning the 

of information or to shun responsibi 1 ity for the facts reported, e. g.
“The condition of Lord Samuel, aged 92, was said last night 

\ fo be a ‘little better.’” (The Guardian)
“A petrol bomb is believed to have been exploded against the 

grave of Cecil Rhodes in the Matopos.” (The Times)

A ttributive  noun groups are another powerful means of effecting 
y in news items, e.g. 'heart swap patient’ (M orning S ta r), ‘the 
al income and expenditure figures’ (The Times) , ‘Labour backbench 
Dn’ (M orning S ta r) ,  ‘Mr. W ilson’s H M S Feartess package deaV 
ling S tar).
Specific word-order. Newspaper tradition, coupled with the rigid 
pl "senteııce slructure iıt Lrıglislı, has greatly affected tlıe word- 
of brief news items. The word-order in one-sentence news para- 
; and in what are called “leads” (the initial sentences in longer 
items) is more or less fixed. Journalistic practice has developed 
is called the “five-w-and-h-pattern rule” (who-what-why-how-where- 
and for a long time strictly adhered to it. In terms of grammar 
ixed sentence structure may be expressed in the following manner: 
bt— Predicate (4-Objeet)— Adverbial modifier of reason (manner)—  
bial modifier of place— Adverbial modifier of time, e.g.

“A- neighbour’s peep through a letter box led to the finding
of a woman dead from gas and two others semiconscious in a block
of council flats iıı Eccles New Road, Salford, Lancs., yesterday." 
( The Guardian)

I
ıas been repeatedly claimed by the authors of manuals of journalis- 
ting that the “five-w-and-h” structure was the only right pattern 
ence structure to use in news reports. Facts, however, disprove 
•ntention. Statistics show that tlıere are approximately as many  
n which the traditional word-order is violated as tlıose in which 
3served. It is now obvious that the newspaper has developed new 
-e patterns not typical of other styles. This observation refers, 

to the position of the adverbial modifier of definite time. Com- 
nother pattern typical of brief rıews sentence structure:

“Derec Heatlı, '13, yesterday left Falmouth for the third time 
in lıis atlenıpt to cross liıe Atlantic iıı a 12ft dinglıy.” (M orning  
S tar)
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“Brighton council yesterday approved a £  22,500 scheme to have 
parking meters operating iıı tlıe centre of the town by March.” 
(The Times)

This and some other unconventional sentence patterns havebecome  
a common practice with brief news writers.

There are some other, though less marked, tendencies in news item writ- 
ing of modifying well-established grammatical norms. Mention should 
be made of occasional disregard for the sequence of tenses rule, e.g.

“The committee —  which was investigating the working of 
the 1969 Children and Young Persons Act — said that some school 
children in remand centres are getting only two hours lessons a 
day.” (M orning S tar)

What is ordinarily looked upon as a violation of grammar rules in 
any other kind of writing appears to be a functional peculiarity of news- 
paper style.

2. ADVERTISEMENTS AND ANNOUNCEMENTS

Advertisements made their way into the British press at an early 
stage of its development, i.e. in the mid-17th century. So they are almost 
as old as newspapers themselves.

Tlıe principal function of a d v e r t i s e m e n  t s a n d  a n n o u n c e -  
t ı ıe n  t s , like that of brief news, is to inform the reader. There are 
two basic types of advertisements and aıınouncements in the modern 
English newspaper: classified and non-classified.

In classified advertisements and announcements various kinds of 
information are arranged according to subject-matter into sections, each 
bearing an appropriate name. In The Times, for example, the reader never 
fails to find several hundred advertisements and announcements classified 
into groups, such as BIRTHS, MARRIAGES, DEATHS, IN MEMORI- 
AM, BUSINESS OFFERS, PERSONAL, etc. This classified arrangement 
has resulted in a number of stereotyped patterns regularly employed 
in newspaper advertising. Note one of the accepted patterns of classified 
advertisements and announcements in The Tinıes: *

BIRTHS

CU LIIA NE.— Oıı November Ist, at St. Bartholom ew’s H ospital, to BARBARA  
and JO H N CULHANE — a sorı.

A 11 announcements iıı tlıe ‘Birtlı’ sectlon are bııilt on exactly the 
same elliptical pattern. This tendency to eliminate from the sentence 
all elements that can be done without is a pronounced one in adver- 
tisement and announcement writing. The elliptic sentence structure 
has no stylistic  function; it is purely technical— to economize space, 
expensive in what newspaper men call the “advertising hole.” Though, 
of course, havirıg become a common practice, this peculiar brevity 
of expression is a stylistic feature of advertisements and announcements 
which may take a variety of forms, for example:
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\
T R A IN E D  NURSE w ith child 2 years seeks post London preferred. — W rite 
Box C. 658, The Times, E.C. 4.

ere the absence of all articles and some punctuation marks makes 
tatemeni telegram-like. Sentences which are grammatically complete  
tend to be short and compact.
'he vocabulary of ciassified advertisements and announcements 
ı the whole essentially neutrai with lıere and there a sprinkling of 
;ionally coloured words or phrases used to attract the reader’s 
ıtion. Naturally, it is advertisements and announcements in the 
^SONAJ. section that are sometimes characterized by emotional 
uring, for example:

ROBUST, friendly  student, not entirely unintelligent, seeks Christmas vacation  
job. No w ife, w ill travel, walk, ride or drive aııd undertake any domestic, agri- 
cultural or industrial a c tiv ity . W ill bidders for this curiously normal chap please 
write Box C. 552, The Times, E.C. 4.

ımotional colouring is generally moderate, though editors seem to 
e no restrictions on it. See the following announcement in t'he PER-  
AL sectioıı of The Times:

Alle lu ia l  I ’m a mum.
(A jocular m odification of the chorus of the well-known American song “Alleluia, 
I ’m a bum”. A young woman is stating that she has become a mother.)

\ s  for the non-classified advertisements and annouııcements, the 
ety of language form and subject-matter is so great that hardly 
essential features common to all may be pointed out. The reader’s 

ntion is attracted by every possible means: typographical, graphical 
stylistic , both lexical and syntactical. H erethereis  no call for brev- 
as the advertiser may bııy as much space as he chooses.

Ihe  föilowing are the initial lines oi a fuli-page advertisement of 
clays Bank carried by an issue of The Guardiarı:

WHAT WE WANT  
A bank’s business is with other people’s money, so we want 

people whose integrity is beyond question. Money is a very.per- 
sonal business, so we want people who like people. Banking 
is work that calls for accuracy, so we want people who can work 
accurately. Our staff has to have integrity, personality, accuracy. 
W e want them to have imagination too.

3. THE HEADLINE

The k e a d t i n e  (the t itle  given to a news item or an article) is a 
mdent form of newspaper writing. it is in fact a part of a larger whole. 
specific functional and linguistic traits of the lıeadline provide suf- 

mt ground for isolating and analysing it as a specific “genre” of 
•nalism. The main function of the headline is to inform the reader 
fly what the text that follows is about. But apart fromthis, headlines 
n contain elements of appraisal, i.e. they show the reporter’s or the 
er’s attitude to the facts reported or commented on, thus also per- 
ning the function of instructing the reader. English headlines are



short and catching, they “compact the gist of news stories into a few eye-'  
snaring words. A skilfully turned out headline tells a story, or enough 
of it, to arouse or satisfy the reader’s curiosity.” 1 In some English and 
American newspapers sensational headlines are quite common.

The practices of headline writiııg are different with different newspa- 
pers. Iıı rııany papers tlıere is, as a rule, but one headline to a news item, 
whereas such papers as The Times, The Gucırdiarı, The New York Times 
often carry a news item or an article.witlı two or tlıree headlines, and 
sometimes as many as four, e.g.

BRİTAIN ALMOST 4<CUT İN HALF”

Maııy Velıic les  Marooned in Blizzard

(The Guardian)

STATE AUDIT FINDS NEW CITY DEFı'CITS IN LAST 

2 BUDGETS 

Asserts Bookkeepmg Errors Led Controller 
to Overstate Anticipated Revenues

S 292-MILLION INV0LVED

Report A sserts B oth  B eam e A nd G old in  Issu ed  N otes  
W itlıout Proper B ack iug

(The New York Times)

FIRE FGRCES A'RLINER TO TURN BACK 

Cabin FilietJ With Smoke

S a fe  Landing For 97 P a ssen g ers  

A tlan tic  Dram a In Super VC 10

(The Times)

Such group headlines are almost a summary of the information con- 
tained in the news item or article.

The functions and the peculiar nature of Engli:;h headlines predeter- 
mine the choice ô  the language means used. T'ıe vocabulary groups 
considered in the analysis of brief news items are commonly found in 
headlines. But headlines also abound in emotionally  coloured words and 
phrases, as the italicised words in the following:

1 Bastian, Geory. C. Editing the D ay’s News. N. Y ., 1956, p. 62.



End this B loodbatlı (A lorn ing  S la r )
Milk M adness (M ortıing  S la r )

Tax agent a cheat (D a ily  World.)
W onder H ousew ives are P lea d in g : ‘H E L P ' (D a ily  M ırror) 

Ronıan  C a t h o i i c  P r i e s t  sacked  (M o rn ın g  S ta r )
urthermore, to attract the reader’s attention, headline writers often 
t to a deliberate breaking-up of set expressions, in particular fused 
xpressions; and deformation of special terms, a sty list ic  device  
ble of producing a strong emotional effect, e.g.

Cakes and B itte r  A le  (T he Sunday T im es) 
Conspirator-in-chief Still  at Large (The G uardian)

^ompare respectively the allusive set expression cakes and ale, and 
term commander-in-chief.
)ther stylistic devices are not infrequent in headlines, as for example, 
pun (e.g. ‘And what about W att'— The Observer), alliteration (e.g.
er in Maniac M o o d —  The Observer), etc.
>yntactically headlines are verv short sentences or phrases of a va- 
/ of patterns:
ı) Full declarative sentences, e.g. ‘They Threw Bombs on Gipsy Sites’ 
)rning S tar), ‘Allies Now Look to London’ (The Times)
?) Interrogative sentences, e. g. ‘Do you love war?’ (D aily World),
11 Celtic confound pundits?’ (M orning Star)
:) Nominative sentences, e.g. ‘Gloomy Sunday’ (The Guardian), 
antic Sea Traffic’ (The Times), ‘Union peace plan for Girling stew- 

(M orning S tar)
1) Elliptical sentences:
i. with an auxiliary verb omitted, e.g. ‘Initial report not expected 
il June!’ (The Guardian), ‘Yachtsman spotted’ (M ornitıg S tar) ;
o. with the subject omitted, e.g. ‘Will w in ’ (M orning S ta r), 'W ilt  
Mrs. Onassis $ 250,000 a year’ (The New York Tinıes)\

:. w ith  the subject and part of the predicate omitted, e.g. ‘Off to the 
(M orning S ta r), ‘Still in danger’ (The Guardian) 

t) Sentences with articles omitted, e. g. 'S tep  to Overall Settlement 
d in Text of Agreement' (International Heratd Tribune) ,  ‘Btaze 

at Party' (M orning Star)
^rticles are very frequently omitted in all types of headlines.
) Phrases with verbals— infinitive, participial and gerundial, e.g. 
g e /U S  aid’ (M orn ingS tar ) , 'To  visit Faisal’ (M orning S ta r),  ‘Keep- 
Prices Down’ (The Times), 'Prepariııg  reply on cold wrar’ (M ornitıg  
’) ,  lSpeaking  parts’ (The Sunday Times)
;) Questions in the form of statements, e.g. ‘The w'orse the better?’ 
ity World), ‘Growl now, smile later?’ (The Observer) 
ı) Complex sentences, e. g. ‘Senate Panel Hears Board of Military  
çrts Who Favoured Losing Bidder’ (The New York Times), ‘Army 
5 It Gave LSD to Unknown G Is’ (International Herald Tribune)
) Headlines including direct speech:
ı. introduced by a full sentence, e.g., ‘Prince Richard says: “I was 
in trouble’” (The Guardian), ‘What Oils the Wheels of Industry?
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Asks James Lowery-Olearch'of the Shell-Mex and B. P. Group’ (The 
Times)\

b. introduced elliptically, e.g. ‘The Queen: “My deep distress’” 
(The Guardian), ‘Observe Mid-East Ceasefire— U T h a n t’ (M orn ingS tar)

The above-listed patterns are the most typical, although they donot  
cover all the variety in headline structure.

The headline in British and American newspapers is an important 
vehicle both of information and appraisal; editors give it special atten- 
tion, admitting that few read beyond the headline, or at best the lead. 
To lure the reader in'to going through the whole of the item or at least a 
greater part of it, takes a lot of skill and ingenuity on the part of the 
headline writer.

4. THE EDITORIAL

The function of the editorial is to influence the reader by giving an 
interpretation of certain facts. Editorials com'ment on the political and 
other events of the day. Their purpose is to give the editor’s opinion and 
interpretation of the news published and suggest to the reader that it 
is the correct one. Like any evaluative writing, editorials appeal not 
only to the reader’s mind but to his feelings as well. Hence the use of 
emotionally coloured language elements, both lexical and structural. 
Here are examples:

“The long-suffering British housewife needs a bottomless purse 
to cope with this scale of inflation.” (D aily Mirror)

“But since they came into power the trend has been up , up, 
up and the pace seems to be accelerating.” (D aily M ail).

In addition to vocabulary typical of brief news items, writers of edi- 
torials make an extensive use of ernotionally coloured vocabulary. Along- 
side political words and expressions, terms, cliches and abbreviations 
one can find colloquial words and expressions, slang, and professionalisms. 
The language of editorial articles is characterized by. a combination of 
different strata of vocabulary, which enhances the emotional effect, for 
example:

(1) FAT GIFTS FOR SOME

THE TOPMOST boss of the giant Bank Organisation, Sir 
John Davis, has sacked the lesser boss Mr. Graham Dowson, who 
gets £  150,000 from the company’s till as “compensation” for 
loss of office.

Were there screams of agony in the capitalist press or from the 
Tories about the size of this golden handshake? There were not.

Fat gifts are the usual thing when big bosses go. The bigger and 
richer they are, the fatter the cheques. (M orning S tar)
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THATCHER

MRS. THATCHER has now arrived back from her American i
jamboree proudly boasting that she is now “totally established 
as a political leader in the international sphere.”

This simply goes to show that the fawning American audiences 
drawn from the top drawer of US capitalist society to whom she 
spoke will buy any farrago of trite and pious platitudes.

When she arrived back brimming over with' her new-found 
international fame, she regaled us all once again with her views 
on equality and the opportunity to be unequal.

One thing is certain. The capitalist system for which she stands  
can never be accused of denying the majority of tlıe British people 
of this opportunity to be unequal. (M orning Star)

LOCAL BLOODSUCKERS

Local Government was once dull. But looming for ratepayers 
this spring are rate increases of an average of 25 per cent. outside  
London and above 60 per cent. within it. These follow last year’s

jştratpspheric increases. Alas, i f  rapacious demands of this kind 
can emerge froın them, what goes on irr Britain’s town halls can- 
not be so tedious. Chaotic, frighteniııg, scandaious, yes; dull,
no. ... (The D aily Telegraph)

e above quoted examples from English newspaper editorials abound 
ıötionally coloured vocabulary units. Along with neutral and 
ry (common and special) vocabulary one can find words used with ! 
ve colouring: topmost, giant, screams (of agony) (1), fawning, pious, 
udes (2), scandalous, frightening, rapaci'ous, alas (3); colloquial 
ulary units: to sack, fa t  (1), jamboree (2); slang: to buy  (in the sense 
cept’) (2); and instances of linguistic imagery: this golden handshake 
xe top drawer of US capitalist society (2), stratospheric iııcreases (3),
J1 these lexical means are highiy emotive aııd thoroughly evalua-

[rotional colouring in editorial articles is achieved with the help
ious stylistic  devices, both lexical and syntactical, the use of which
*ely traditional. Editorials abound in trite sty listic  means, espe- 
metaphors and epithets, e.g. internationalclimate, a price explosion, ( 

’spirat, aspeçtacular sight, an outrageous act, brutalrule, an astound- 
tatement, crazy poticies. Traditional periphrases are also very 
on in newspaper editorials, such as Wall S tree t(American financial
5), Downing Street (the British Government), Fleet Street (theLon- \ 
ress), the Great Powers (the five or six biggest and strongest states), 
ird world (states other thaıı socialist or capitalist), and so on.
3st trite stylistic  means commonly used in the newspaper have 
re cliches.
it genuine sty listic  means are also sometimes used, which helps 
riter of the editorial to bring his idea home to the reader through



the associations t.ıat genuine imagery arouses. Practically any stylistic  
device may be found in editorial writing, and wlıen aptly used, such de- 
vices prove to be a powerful means of appraisal, of expressing a personal 
attitude to the maıter in hand, of exercising the necessary emotional 
effect on the reader. Note the following example:

“That tlıis huge slice of industry should become a battleground 
in which public cash is used as a whip with which to lash workers 
is a scandal. ...

Yet it ıs the workers who are being served up as the lambs forsac- 
rifice, and it '.s public money that is used to stoke the fires of 
the sacrificial pyre.” (M orning S tar)

The stylistic  effect of these sustained similes is essentially satirical.  
A similar effect is frequently achieved by the use of metaphor, irony, 
the breaking-up of set expressions, the s ty list ic  use of word-building, 
by using allusions, etc. Two types of allusions can be distinguished in 
newspaper article writing: a. allusions to political and other facts of 
the day which are indispensable and have no sty listic  value, and b. his- 
torical, literary and biblical allusions which are often used to create a 
specific sty listic  effect, largely— satirical. The emotional force of ex- 
pression in the editorial is often enhanced by the use of various syntac- 
tical s ty list ic  devices. Some editorials abound in parallei constructions, 
various types of repetition, rhetorical questions and other syntactical 
sty listic  means.

Yet, the role of expressive language means and stylistic devices in 
the editorial should not be over-estimated. They stand out against the 
essentially neutral background. And whatever stylistic  devices one comes 
across in editorials, they are for the most part trite. Broadly speaking,  
tradition reigns supreme in the language of the newspaper. Original forms 
of expression and iVesh genuine stylistic  means £re comparatively rare 
in newspaper articles, editorials included.

However, although all editorials, as a specıtic genre of newspaper 
writing, have coınmon distinguishing features, the editorials in different 
papeıs vary in degree,of emotional colouring and stylistic  originality  
of expression. While these qualities are typical enough of the “popular” 
newspapers (those with large circulations), such as the D aily Mirror 
and the D aily M ail, the so-called “quality papers”, as The Times and The 
Gııardian, make rather a sparing use of the expressive and stylistic  means 
of the language. Whatever stylist-ic “gems” one may encounter in the 
newspaper, they cannot obscure the essentially traditional mode of 
expression characteristic of newspaper English.

D. S C IE N T IF IC  PR O SE S T Y L E

The l a n g u a g e  o f  s c i e n c e  is governed by the aim of the 
functional style of scientific prose, which is to prove a hypothesis, to 
create ııew concepts, to disclose tlıe internal laws of existence, develop-  
ment, relations betvveen different phenomena, etc. The language means 
used, therefore, tend to be objective, precise, unemotional, devoid of

anv
expr

s e c,
inte:
say
vari

ı
spic 
Of S' 
sem 
call< 
tjıat 
the

• İRgS
p ro c
The:
they
vvon
thin
vvorc
mor'
tern

F
its ( 
will 
a siı 
styl'
vvitP
Furt
poss
e r a l i

I
pros
eith
fo o t

serv
J h i ı

s u f f
!labc



, individuality; there is a striving for the most generalized form of 
ression.

“The proper medium of scientific expression,” writes E. Sa- 
pir, “is therefore a generalized laııguage that may be defined 
as a symbolic algebra of which all known languages are trans- 
lations. One can adequately translate scientific literature be- 
cause the original.scientific expression is itself a translation.” 1

The first and most noticeable feature-öf this style is the / o g  i c a l 
q  u e rı c e of  u t t e r a n c e s  with clear indication of their 
»rrelations and iııterdependence. It will not be an exaggeration to 

that in no other functional style do we find such a developed and 
ied system of connectives as in scientific prose.
A second and no less important feature, and perhaps the most con- 
:uous, is the u s ç o f  t e r m s specific to each given branch 
;cience. It will be wise to state in passing that due to the rapid dis- 
ıination of scientific and technical ideas, particularly in what are 
ed the exact sciences, we may observe tlıe process of “de-terminization”, 
t is, some scientific and technical terms begin to circuiate outside 
narrow field they belong to and eventually begin to develop new mean- 

>. But the overwhelming majority of terms do not undergo this  
cess of de-terminization and remain the property of scientific prose. 
ıre they are born, may develop new terminological meanings, and there 
y die. No olhcr field of huınan activity  is so prolific in coining new 
ds as science is. The ııecessity to penetrate deepcr into the essence of 
ıgs and phenomena gives rise to new concepts, which require new  
ds to name them. As has already been pointed out, a term will make 
■e direct reference to something than a descriptive explanation,. a non- 
n. Hence the rapid creation of new terms in any developing science. 
Further, the general vocabulary employed in scientific prose bears 
direct referential meaning, that is, words used in scientific prose 

always tend to be used in their primary logical meaning. Hardly  
ngle word will be found here which, in contrast to the belles-lettres  
e, is used in more than one meaning. Nor will there be arıy words 
i contextual meaning. Even the possibility of ambiguity is avoided.  
thermore, terms are coined so as to be self-explanatory to the greatest 
Hble degree. But in spite of th isa  new term inscientific  prose is gen- 

y followed (or preceded) by an explanation.
Jkewise, neutral and common literary words used iıı scientific  
»e will be explained, even if their meaning is onJy slightly modified, 
er in the context (by a parenthesis or an attributive phrase) or in a 
-note.
’n modern scientific prose an interesting phenonıenon caıı be ob- 
ed —  the exchange of terms between various branches of science.
> is evidently due to the interpenetration of scientific ideas. Self- 
iciency in any branch of science is now a thing of the past. Col- 
ration of specialists in related sciences has proved successful in

Sapir,  E. Laııguage. N .Y ., 1921, p. 239.



many fields. The exchange of terminology may therefore be regarded 
as a natural outcome of th is  collaboration. Mathematics has priority 
in this respect. Mathematical terms have left their own domain and 
travel freely iıı other sciences, including linguisti.es.

A third characteristic feature of scientific style is what we may call 
s e n t e h c e - ' p a t t e r n s .  They are of three types: p o s t u- 
l a  t o  r y,  a r g  u m e n t a t i v e and f  o r nı u l a t i v e. A hypoth- 
esis, a scientific conjecture or a forecast must be based on facts already 
known, on facts systematized and defined. Therefore, every piece of sci- 
entific prose will begin with postulatory pronouncements which are ta- 
ken as self-evident and needing no proof. A reference to these facts is 
only preliminary to the expositioıı of the writer’s ideas and is therefore 
summed up in precisely formulated statements accompanied, if considered 
necessary, by references to sources.

The writer’s own ideas are also shaped in formulae, which are the 
enunciation of a doctrine or theory, of a principle, an argument, the re- 
sult of an investigation, etc. The definition sentence-pattern in a sci- 
entific utterance, that is, the sentence which sums up the argument, is 
generally a kind of clincher sentence. Thus, in Ins “Linguistics and S ty le” 
Nils Eric Enkvist concludes one of his arguments in the following words:

“The study of features not statable in terms of contextual 
probabilities of linguistic items, style markers, stylistic  sets 
and shifts of style is not the task of stylistics but of o'ther levels 
of linguistic or literary analysis.” 1

A fourth observable feature of the .sty le  of modern scientific prose, 
and one that strikes the eye of the reader, is the use of q u o t a t i o n s 
a n d r e j  e r e ıı c e s. These sometimes occupy as much as half a page.2 
The references also have a definite compositional pattern, ııamely, the 
name of the writer ref.erred to, the t i t leo f  the work quoted, the publishing 
house, the place and year it was published, and the page of the excerpt 
quoted or referred to.

/  A fifth feature of scientific style, which makes it clistinguishable 
from other styles, is the frequent use of f  o o t - ıı o t e s, not of the ref- 
erence kind, but d i g  r e s s i v e i n c h a r a c* t e r. This is iıı full 
accord witlı tlıe ırıain requirenıent of the style, which is logical coherence 
of ideas expressed. Anything that seems to violate this requirement or 
seems not to be immediately relevant to the matter iıı hatıd, but at the 
same time may serve indirectly to back up the idea, will be piaced in a 
foot-note.

w  The i tıı p e r s o ıı a l i t y  of scientific writings can also be considered 
a typical feature of this style. Tlıisquality is rnainly revealed iıı the fre- 
quent use of passive constructions.3 Scientific experiments are generally

1 Enkvist, Nil§ Eric. Linguistics and Style. Oxford, 1967.
2 In some specimens of scientific prose the refereııces are placed at the back of tlıe 

book and shaped as an appendix. In that case reference numbers will be found in the body 
of the book.

3 See also Chatmaıı, Scıjmour. Stylistics, Q uantitative and Q uaütative.— “Style”, 
v. I, 1967, No. 1, p. 38.



in the passive voice, for example, “Then acidoyas taken”, instead- 
?) then took acid.”
respondent of the Times Literary Supplem ent says that to write

‘7  weigheä 10 grams of aspirin and dissolved, them in as little 
ater as I could” would be ‘deplorable’ in a researciı paper. The 
ısirable plain scientific statement, he maintains, would be 
'en grams of aspiriıı were dissolved iıı a nıinimum votunıe of water.”

ler correspondent objects to this mode of expression and 

yS: [  ' >
“The terrible thing about that second senteııce is that its 

fection has spread in all its falsity beyond research— into pol- 
ics, religion, public statements, film scripts, journalism. It
eates the bureaucratic impression that things “were done” 

/ıd that nobody “did them.” 1

ing aside this unreasonable protest agaiııst the established and 
recognized models of scientific syntax, we must ägree that arı 
of the passive, particularly in other styles, will create the “sen- 
voice of boredom” as the writer puts it. And his statement, “A pen 
filled with ink this morning, but I filled my pen,” will certainly  
appropriate in ordinary language. But this is not a valid argu- 

jainst using such constructions in scientific prose. 
onnection with the general impersonal tone of expression, it 
be noted that impersonal passive. constructions are frequently 
th the verbs suppose, assume, presume, cotıclude, infer, poitıt out, 
in: ‘It should be po intedout’, ‘ It must not be assumed’, ‘It must 
hasized’, ‘It carı be irıferred’, etc.
:e is a ıroticeable difference in the syntactical design of utter- 
n the exact sciences (mathematics, chemistry, physics, etc.) 
the humanities. The passive constructions frequently used in 

ntific prose of the exact sciences are not indispensable in the hu- 
!S. This, perhaps, is 'due to the fact that the data and methods 
stigation applied in the humanities are less objective. The ne- 
to quote passages under observation and to amplify arguments 
y affects syntactical patterns. In the lıumanities soıne seemingly 
D\vn pronouncement may be and often is subjected to re-evaluation, 

in the exact sciences rnuch can be accepted without question 
■refore needs no comment.
j are two saıııples of scientific prose, oııe froın a liııguistic paper 
: other from a textbook oıı chemistry.

“The critical literature on Keats’ “Ode on a Grecian Urn” 
s enormous, and much of it is extremely penetrating. It may 
:herefore come as a surprise to maintain that there are several 
30ints in the poem which are in need of further classification, 
and that to do so may give us not only better knowledge of the 
poem, but hypothesis about method which can be tested elsewhere.



The criticisms fall into three main groups; those that take 
up some quite minor blemishes, or. possible blemishes, in the 
Ode; a very large group that discusses at great length the 
equation between Truth and Beauty; and a small group which 
gives extended, line-by-line discussion. It is one of this latter 
group which alone takes up the difficulty inyolved in lines 28 
and 29, in the possible uncertainty in the reference of “That 
leaves a heart high sorrowful.” x

Here is the second sample:

“351. Sulphur Trioxide S 0 3. It is very easy to decompose 
sulphurous acid into the anhydride and water. Gentle heating 
will effect it, and indeed, .if the solution be strong, the decom- 
position is spontaneous. Sulphurous acid always smells of sulphur 
dioxide. The decomposition of sulphuric acid into water and sul- 
phur trioxide cannot be effected by any such simple means. The 
trioxide is made directly by inducing S 0 2 to combine with more 
oxygen. There is always a slight tendenc> for S 0 2 to pass in t o S 0 3 
in 'the presence of oxygen, but the process is too slow to be of much 
interest. The gases can, however, be made to react much more 
rapidly by the use of a su itable catalytic agent, the best known 
being platinum, and as the effect of the platinum depends upon 
its surface area it is necessary to arrange for this to be as great 
as possible. If a pieceof asbestos fibre is steeped in a solution of 
platinum chloride in hydrochloric acid and then heated, the asbes- 
toş becomes coated with a thin grey coating of spongy platinum. 
In this way “platinised asbestos” is produced. If now a mixture of 
sulphur dioxide and oxygen is passed over heated platinised  
asbestos, the dioxide is converted into the trioxide, thus:

2S02 +  0  =  2S03

The apparatus is quite simple and is shown in fig. 35. The va- 
pour of sulphur trioxide which comes off is condensed by nıeans 
of a freezing mixture into colourless ice-like needles. If this can 
be stored, without access to moisture, it undergoes some sort of 
molecular change and turns to a white silky crystalline solid.”2

The remarkable difference between the two samples lies iıı the fact 
that the second one requires a far greater amount of preliminary knowledge 
than the first one. Although both samples are irnpersonal in form, they 
nevertheless differ in the amount of objectivity, the first being less objec- 
tive in statiııg data. Further, iıı the first excerpt views and opinions are 
expressed. In rhe second none are given. In both samples th esyn tax  is 
governed by logical reasoning, and there are .10 emotional elements 
whatsoever. .
- However, emotiveness is not entirely or categorically excluded from 

scientific prose. There may be hypotheses, pıonouncements and con-

1 Hill ,  Archibü/d G. Some Points in the A nalysis of K eats’ “Ode on a Grecian Urn” 
in Essays in Literary Analysis. Austin, Texas, 1966.

2 H. A .  Wootton and C. W. R. Hooker. A Text Book on Chemistry.



jons which, being backed up by strong belief, therefore call for the  
of some emotionally coloured words. Our emotional reaction to facts 
ideas may bear valuable information, as it itself springs from the inner  
lities of these facts and ideas. We depend in no small degree upon our 
ıtional reactions for knowledge of the outer w orld .-/.
^n interesting investigation was made by N. M. Razinkina into 
emotive character of scientific prose of ttıe 19th century. In some 

cles published in Nature, a journal which made its first appearance 
869, there were many emotional words used, evidently compensating 1 
lack of evidence and argumented facts. It was normal in the discussion 
nany fundameııtal problems to use such words as marvcllous, wonder- 
monstrous, magnificent, brilliant and the like to attempt proof of a 

otlıesis or a pronouncement. In modern scientific prose such emotional 
ds are very seldom used. At least they are not constituents of moderıı 
ntific style. Nor can we find emotional structures or stylistic  devices 
ch aim at rousing aesthetic feelings.
In “JİHTepaTypHan Ta3eTa” JVb21, 1968 therewas an interesting series 
ırticles on the language of science entitled “On Science and its Lan- 
ge”. The discussion emanated from many complaints reaching the pa- 
that the language of much scientific writing is unintelligible to ordi- 

y people uninitiated in the principles of the given science. All the par- 
pants in the discuSsion agreed that science must have its own lan- 
ıge (that- is, its own vocabulary) and that the exposition of new ideas 
science must rest on a very solid foundation of previously acquired 
jwledge. But what they actually meant was not only the knowledge 
the terminology of the given science, but also an immediate recogni- 
n of technicalities in the text, which predetermines understanding' 
ese pre-requisites are confined exclusively to the lexical aspect of the  
ıguage. So it is not the language itself that is special, but certain words 
their symbols. This, perhaps, explains the fact that those who know 
i technical nomenclature of a given science can read and understand 
entific texts in a foreign language even with a poor knowledge of its 
ammatical structure.
The characteristic features enumerated above do not cover all the 

culiarities of scientific prose, but they are the most essential ones.

E. THE STYLE OF OFFICIAL DOCUMENTS

There is one more style of language within the field of standard lit- 
ry English which has become singled out, and that is the s t ı j  l e

o f  f  i c i a l d o c u nı e n t s, or “officialese”, as it is sometimes 
led. As has already been pointed out, this FS is not homogeneous and 
represented by the following substyles or variants:

1) the language of business documents,
2) the language of legal documents,
3) that of diplomacy,
4) that of military documents.
Like other styles of language, this style has a definite communicative  

m and, accordingly, lıas its own system of interrelated language and



stylistic  means. The main aim of this type of communication is to state 
the conditions binding two parties in an undertaking. These parties may 
be: the state and the citizen, or citizen and citizen; ,a soclety and its 
members (statute or ordinance); two or more enterprises or bodies (busi- 
ness correspondence or contracts); two or more governments (pacts, trea- 
ties); a person in authority and a subordinate (orders, regulations, ins- 
tructions, authoritative directives); a board or presidium and an assemb- 
ly or general meeting (procedures acts, minutes), etc.

The aim of communication in this style of language is to reach agree- 
ment between two contracting parties. Even prötest against violations 
of statutes, contracts, regulations, etc., can also be regarded as a form 
by which normal cooperation is sought on the basis of previously at- 
tained concordance.

This most general function of the style of official documents predeter- 
mines the peculiarities of the style. The most striking, though not the 
most essential feature, is a special system of cliches, terms and set ex- 
pressions by which each substyle can easily be recognized, for example:
I beg to infornı you, I beg to moue, I second the motion , provisional agendd, 
Üıe above-mentioned, hereinafternamed, on behalf of, private advisory, Dear 
Sir, We remain, your obedient servants.

In fact, each of the subdivisions of this style has its own peculiar 
terms, phrases and expressions which differ fromthecçrrespondingterms,  
phrases and expressions of other variants of this style. Thus in finance 
we find terms like extra revenue, taxable capacities, liability to profit tax. 
Terms and phrases like high contracting parties, to ratify an agreement, 
memoratıdum, pact, Charge d'affaires, protectorate, extra-territorial status, 
plenipotentiary  will immediately brand the utterance as diplomatic. 
In legal language, examples are: to deal with a case; summary procedure; 
a body of judges; as laid down in.

Likewise, other varieties of official language have their special no- 
menclature, which is conspicuous in the text and therefore easily discern- 
ible as belonging to the official language style.

Besides the special nomenclature characteristic of each variety of 
he s ty le ,  there is a feature common to all these varieties— the use of 
abbreviations, conventional symbols and cont‘ractions, for example:

M.- P. (Member of Parliament), Gvt (gouernmen/), H.M.S. 
(H is M ajesty’s 5teamship), $ (dollar), £  (pound), Ltd {Llmlted).

There are so m anyof them that there are special addendas in diction- 
aries to decode them.

This characteristic feature was used by Dickeııs in his “Posthumous 
Papers of the Pickwick Club;” for instance,

P .V .P ., M.P.C. (Perpetual I/ice-President, yWember Pickwick  
Club); G.C.M.P.C. (General Chairman, Member Pickwick Club).

Abbreviations are - particularly abundant in military documents. 
Here they are used not only as conventional symbols but as signs of the 
military code, which is supposed to be known only to the initiated. Exam- 
ples are:



D.A.O. (Divisional /Immunition Officer); adu. (advance);
atk  (attack); obj. (object); A/T (anti-tank); ATAS (/4ir Transport. 
y4uxiliary 5ervice).
other feature of the style is the use of words in their logical dic- 
y meaning. Just as in the other matter-of-fact styles, and in 
st intrinsically to the belles-lettres style, there is no room for 
;tual meanings or for any kind of simultaneous realization of two 
ngs. In military documents sometimes metaphorical names are 
to mountains, rivers, hills or villages, but these metaphors are 
ved as code signs and have no aesthetic value, as in;

“2.102 d. Inf. D iv. continues atk 26 Feb. 45 to captive objs 
Spruce Peach and Cherry and prepares to take over objs Plum  
and Apple  after capture by CCB, 5th armd D iv .”

Drds with emotive meaning are not to be found in the style of official 
ıents either. Even in the style of scientific prose some words may  
ınd which reveal the atttfude of the writer, his individual evalua- 
)f the facts and events of the issue. But no such words are to be 

in official style, except those which are used in business letters 
ıventional phrases of greeting or close, as Dear Sir, yours faithfully. 
ı in all other functional styles, the distinctive properties appear 
ystem. We cannot single out a style by its vocabulary only, recog- 
e though it always is. The syntactical pattern of the style is as 
icant as the vocabulary, though not perhaps so immediately  
ent.
rhaps the most noticeable of a 11 syntactica! features are the com- 
oııal patterns of tlıe variants of tlıis style. Tlıus, business letters 
a definite compositional pattern, namely, the heading giving  

ddress of the writer, the date, the name of the addressee and his 
ss.
jre is a sample of a business letter:

Smith and Sons 
25 Main Street 
Manchester 
9th February, 1967

Mr. j jo h n  Smith 
29 Cranbourn Street 
London 
Dear Sir,

We beg to inform you that by order and for account of Mr. 
Julian of Leeds, we have taken the liberty of drawing upon you 
for £  25 at three m onths’ date to the order of Mr. Sharp. We gladly  
take this opportunity of placing our services at your disposal, 
and shall be pleased if you frequently make use of them.

Respectfully yours,
Smith and Sons 
by Jane ■ Crawford



There is every reason to believe that many of the emotional words 
and phrases in present-day commercial correspondence which are not 
merely conventional symbols of polite address, did retain their emotive  
meaning at earlier stages in the development of this variety of official 
language. Here is an interesting sample of a business letter.dated June 5, 
1655.

Mr. G. Dury to Secretary Tharloe,
Right Honorable,

The Commissary of Sweden, Mr. Bormel, doth most humbly 
intreat your honour to be pleased to procure him lıis audience 
from his highnesse as soon as conveniently it may be. He desi- 
res, that the same be without much ceremony, and by way of 
private audience. I humbly subscribe myself  

Your Honour’s most humble and 
obedient servant,

G. Dury.
June 5, 1655.

Such words and word-combinations as ‘most hum bly ,’ ‘intreat’ 
(entreat), ‘I humbly subscribe’, ‘most humble and obedient servant’ 
and the like are too insistently repeated not to produce the desired im- 
pression of humbleness so necessary for one who asks for a favour.

Almost every official document has its own compositional design. 
Pacts and statutes, orders and minutes, notes and memoranda— all 
have more or less definite forms, and it will not be an-exaggeration  
to state that the form of the document is itself informat'ive, inasmuch 
as it tells something about the matter dealt witlı (a letter, an agreement, 
an order, etc).

In this respect we shall quote the Preamble of the Charter of the  
Urıited Nations which clearly illustrates the most peculiar form of the  
arrangement of an official document of agreement.

C H A R T E R  OF T H E  U N I T E D  N A T I O N S 1

“We the Peoples of the United Nations Deterınined
TO SAVF. succeeding generations from tl’.e^scourge of war, which 
twice in our lifetime has brought untold sorrow to mankind, and 
TO REAFFIRM faith in fundamental rights, in the dignity  
and worth of the human person, in the equal rights of men and 
women and of nations lärge and small, and 
TO ES’rABLISH conditions under which justice and respect 
for the obligations arising from treaties and other sources of 
international law can be maintained, and 
TO PROMOTE social progress and better standards of life in 
larger freedom,

1 The Random House D ictionary of the English Language. N. Y ., 1967, p. 1941



And For These Ends

TO PRACTICE tolerance and live together in peace with one  
another as good neighbours, and
TO UNITE our strength to maintain international peace and se- 
curity, and
TO ENSURE, by the acceptance of principles and the institution  
of ınethods, thal’ armed force shall not be used, save in the com- 
mon interest, and
TO EMPLOY international machinery for the promotion of 
the economic and social advancement of all peoples,
Resolved to Combine Our Efforts to Accomplish These Aims.

Accordingly, our respective Governments, through representa- 
tives assembled in the City of San Francisco, who have exhib- 
ited their full powers found to be in good and due form, have 
agreecl to the present Charter of the United Nations and do here- 
by establish an international organization to be known as the  
United Nations.”

5 is seen, all the reasons which led to the decision of setting up an 
national organization are expressed in one senteııce vvith parallel 
itive object clauses. Each infinitive object clause is framed as a 
■ate paragraph thus enabling the reader to attach equal importance 
ach of the items mentioned. The separate serıtences shaped as 
;es are naturally divided not by full stops but either by commas 
' semicolons.
t is 'also an established custom to divide separate utterances by 
bers, maintaining, however, the principle of dependence of all the 
ments on the main part of the utterance. Thus, in chapter I of the 
J. Charter the purposes and principles of the charter are given in a
ber of predicatives, all expressed in infinitive constructions and num- 
i:

"C H A P T E R  1

PURPOSES AND PRINCIPLES

The Purposes of the United Nations are:
1. TO AİAINTAIN iııternational peace and security, and to 

that end: to take effective collective measures for the prevention 
arıd removal of threats to the peace, and for the suppressioıı of 
acts of aggression or other breaches of the peace, and to bring 
about by peaceful means, and in conformity witlı the principles 
of justice and international lavv, adjustment or settlement of 
international disputesor situations vvhich might lead to a breach 
of the peace.



2. TO DEVELOP friendly relations amongnations based on res- 
pect for the principle of equal rights and selirdetermination of peo- 
ples, and to take other appropriate measures to strengthen uni- 
versal peace.

3. TO ACHIEVE international cooperation on solving interna- 
tional problems of an economic, social, cultural, or humanitarian 
character and in promoting and encouraging respect for human  
rights and for fundamental freedoms for all without distinction  
as to race, sex, language, or religion; and

4. TO BE A CENTRE for harmonizing tiıe actionsof nations 
in the attainment of tlıese common ends.”

Here is another sample of an official document maintaining the same 
principles:

United N ations Econoınic Distr. Limited
and Social Council R/TAC/L. 89/Rev. 2

29 Nov. 1955.
Original: English

Teclınical Assistance Coınmittee 
Expaııded Prograınme of Technical Assistance 
Review of the Programme for 1956 
Australia and Egypt: revised draft resolution.

The Technical Assistance Conımittee,

RECALLING THAT according to Econotnic and Social Coun- 
cil resolution. 542 (XVIII) the preparation and review of the 
Expanded Programme and all other necessary steps should be 
carried out in a way that TAC ought to be in a position to ap- 
prove the over-all programme and authorize allocation to 
participating organizations by 30 November at the latest, 
CONSIDERING THAT a realistic programmesuch asth eE xp an d -  
ed Programmc cannot be plaııned and formulated without prior 
knowledge of the financial resources available for its implementa- 
tion,
CONSIDERING THAT TAC, with the assİ6tance of such ad hoc 
subcommittees as it may find necessary to establish, will normally 
need about one week to carry out the task referred to in the res- 
olution mentioned above, bearing in mind the necessary consul- 
tations with the representatives of the participating organizations,

1. ASKS the Secretary-General to seek to arrange each year that 
tlıe Pledging Conference should be convened as early as possible 
taking due account of all factors involved;

2. DECIDES tlıat the Secretary-General should in future 
work oıı the assumption that in carrying out the functions of 
approving the programme and authorizing allocations as required 
by Economic and Social Couııcil resolution 542 (XVIII), the TAC 
will usually need to meet for one week;
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3. REQUESTS further the Secretary-General to transmit 
this resolution to all States Members and non-members of the 
United Nations which participate in the Expanded Programme.-”

In no other style of language will such an arrangement of utterance 
found. In fact, the u'hole document is one sentence from the point 
view  of its formal syntactical structure. The subject of the sentence 

he Technical Assistance Committee’ is followed by a number of par- 
npial constructions— ‘Recalling’— , ‘Considering’— , ‘Considering’— , 
cut off by a comma from them and from the homogeneous predicates—- 
sks’, ‘D ecides’, ‘Requests’. Every predicate structure is numbered 
d begins with a capital letter jııst as tlıe pnrticipinl ooııstrııctions. 
Tlıis structurally illogical way of conıbiııing difl’erent ideas has 
sense, In the text just quoted the reason for such a structural pattern 

abably lies in the iııtention to sh o w th e  equalityof the items and sim- 
ır dependence of the participial constructions on the predicate con- 
uctions.
“In legal English,” writes H. Whitehall, “...a significant judgement 

ay depend on the exact relations between words. .. .The language of 
e'law is wrHtennot so much to be understood as not to be misunder- 
Dod.” 1

As is seen from the different samples above, the over-all code of 
e official style falls into a system of subcodes, each characterized 
r its own terminological nomenclature, its own compositional form,
> own variety of syntactical arrangements. But tlıe integrating fea- 
res of all these subcodes, emanating from the general a im of  agreement 
tween parties, remain the following:

1) conventionality of expression;
2) absence of any. emotiveness;
3) the encoded character of language vsymbols (including abbre- 

ations) and
4) a general syntactical mode of combining several pronouncements 

to one sentence.

1 IS'/hitehall, H. Structural Essentials of English. N. Y ., 1956, p. 64.



f i n a l  REMARKS

This brief outline of the most characteristic features of the five lan- 
guage styles and their variants will show thatout of the number of fea- 
tııres wlıiclı are easUy disccrniblc iıı cach of tlıc c<ylcs, sorne should be 
considered primary and others secondary; some obiıgatory, others option- 
al; some constant, others transitory. The necessary data can be ob- 
tained by means of an objective statistical count based on a large number 
of texts, but this task cannot be satisfactorily completed without the 
use of computers.

Another problem facing the stylicist is whether or not there are sep- 
arate styles within the spoken variety of the language, and the analysis  
of these styles if it can be proved that there are any. So far we are of 
the opinion that styles of language can only be singled out in the written 
variety. This can be explained by the fact that any style is the result of a 
deliberate, careful selection of language means which in their correla- 
tion constitute this style. This can scarcely be attained in the oral va- 
riety of language which by its very nature will not lend itself to careful 
selection.

However, there is folklore, which originated as an oral form of com- 
munication, and which may perhaps be classed as a style of language 
with its own structural and semantic laws.

* * *
The survey of different functional styles will not be complete without 

at least a cursary look into what constitutes the very notion of text as 
a production of man’s creative activity  in the realm of language.

The word ‘tex t’, which has imperceptibly crept into common use, 
has never been Imguistically ascertained. It is $o broad in its applica- 
tion that it can refer to a span of utterance consisting of two lines, on the 
one hand, and to a whole novel, on the other. Therefore the word needs 
specıfication in order to make clear what particular kind of language 
product has the right to be termed text. The student of functional styles  
will undoubtedly benefit by looking at the text from an angle different 
frorn what he has hitherto been used to. When aııalysing the linguistic  
nature of a text it is first of all necessary to keep in ıııind the corrcept 
of permanence as set against ephemerality. Text, being the result of lan- 
guage activity, enjoys permanence inasmuch as it belongs to the written 
variety of language.

Text can be what it claims to be only if it possesses the quality of 
integrity, i.e. wholeness characterized by its gestalt (see p. 30). In other 
words, text must enjoy a kind of independent existence; it must be an 
entity  in itself.
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The integrity of the text presupposes the subordination of.certaiıı 
^arts to one particular part which reveals the ırıain idea and the purjx)rt 
jf tlıe writer. It has already been stated that a text consists of units 
cvhich we called supra-phrasal (see p. 194). These units are not equal in 
their significance: some of them bear reference to tlıe nıain idea, others 
mly back up the purport of the author. It follows then that supra-phrasal 
m its can be classified as predicative and relative. Tlıe interrelation be- 
;ween these will show what kind of importance the author attaclıes to one 
)r other part of the utterance.

The theory of communication hasbrought about new concepts regard- 
ng the information imparted by different texts. It will be of use to 
listinguish between the following terms: rn e a n i n g, s i 'gn  i f  i- 
: a t i o n  and c o n t e n t. We shall reserve the ternı ‘meaning’ for 
he semantics of a morpheme, a word or of a word-combination. The term 
signification’ is here suggested to refer only to the sentence and supra- 
ıhrasal units. The term ‘content’ should be reserved for the information  
mparted by the whole of the text.

It follows then that the information contained in a text is its content.  
3owever, the content is not a mechanical summing up of the significa- 
ions of the sentences and the supra-phrasal units.- Likew'ise, the signi- 
ication of a sentence or of a supra-phrasal unit is not a mechanical sum- 
hary of meanings of the cons'tituents, i.e. of the words or word-combina- 
ions. The integrating power of the text greatly influences the significa- 
ion of the sentences, depriving theın of the independence they would  
njoy in isolation. The same can be observed-in the sentence, where the 
/ords to a greater or lesser degree lose their independence and are sub- 
ected to sonıetimes alınost irnperceptible semantic modifications. To 
ılırase tlıe issue differently, the content of a text modifies the signifi-  
ations of the sentences and the meanings of the words and phrases. The 
ntegrating power of the text is considerable and requires careful obser- 
ation.

The information conveyed by a text ınay be of different kinds; in 
articular, two kinds of information miglıt ,be singled out, viz. content- ] 
onceptual and content-factual.

Content-conceptual information is that which reveals the formation  
notions, ideas or concepts. This kiııd of inforıııation is not confined  

) merely imparting itıtelligence, facts (real or iıııaginary), descriptions, 
/ents, proceedings, etc. It is muclı ıııore conıplicated. Content-concep-  
tal information is not always easily discernible. It is something that } 
ay not lie on tlıe surface of its verbal exposition. It can oııly be grasped 
ter a m inuteexam inationof theconstituentsof the text provided that the 
ader has acquired the skill of supralinear analysis. Moreover, it 
ay have various interpretations and ııot infrequently reveals divergent 
ews as to its purport.

It follows then that content-conceptual iııformation is mainly found 
. the belles-lettres language style. Here it reigns suprerne although it 
ay also be encountered in some other functional styles and particularly 

diploınatic texts.
Content-factual information is tlıat contained in wlıat we have al-

l



ready named matter-of-fact styles, i.e. in newspaper style, in th e tex ts  
of official documents and in sonıe others.

The classification of inforrnation into content-conceptual and con- 
tent-factual should not lead to the conclusion that texts of a scientific 
nature, for example, are deprived of concepts. The word ‘conceptual’ has 
multi-dimensional parametres, i.e. it can be applied to different phe- 
nomena, Scientific treatises and monographs are undoubtedly character- 
ized by original concepts, i. e. theories. hypotheses, propositions.But these 
concepts are explic itly  formulated and need no special stylistic  
inventory to decode them. Whereas the concepts contained in works of 
art (to which the functional style of belles-lettres belongs) are to be de- 
rived from the gestalt of the work. Taken by itself, such a division of in- 
formation nıay appear unconvincing, inasmuch as too many interpreta- 
tions of theword ‘conceptual’ can be suggested. But its aim, be it repeat- 
ed, is to emphasize the crucial difference between what is more or less 
clearly stated in verbal chains and what is only suggested and therefore 
needs mental effort to get at what is said by the unsaid.

In conclusion we suggest the following procedures in sty listic  analy- 
sis which will facilitate the process of disclosing the kind of information 
contained in the given text.

The first procedure is to ascertain the kind of text being dealt with. 
This procedure rnay be called the taxonomic stage of analysis. Taxonomy  
is the science of classification. It states the principles according to which 
objects are classified. There is an imnıediate need to get a clear idea as 
to what functional style this or that text belongs. Furthermore, the tax- 
onomical analysis will briııg to mind a definite ır.odel of a text in the 
giveıı style. Sometimes it is not enough to state that the text belongs to, 
let us say, the style of official documents. It is necessary'to specify what 
kind of a document is being analysed. Thus, it is very important to find 
out whether the text is a memorandum, or a note, or a protest, or a pact, 
etc. If the text is one that belongs to the belles-lettres style, it is neces- 
sary to point out what kind of a text it is, viz. a poem (what type), a story, 
a novel and further, within it, a description, a portrait, a conversation 
(dialogue), the author’s narrative, his speculations, etc.

The second procedure, which may be called the content-grasping
stage, aims at an approximate understanding of the content of the given  
text. It does not claim to be a complete and exhaustive penetration into 
the Iıidden purport of the author. The conceptual iııformation will be 
disclosed at later stages in the aııalyşis.

However, this superficial grasping of the general content'is an iınpor- 
tant stage, it should stand out against a deeper understanding of the in- 
formation tlıe text contains in the broad meaning of the term.

The third procedure, which might be called seınantic, has as its 
purpose the close observation of the meaniııgs of separate words and word 
combinations as well as of the significations of the various sentences and 
supra-phrasal units. TIıis stage of the analysis predetermines the lines 
of further analysis which will reveal thedeeper information. In maintain- 
ing this procedure it is vita lly  important not to lose sight of the fact
tlıat, as has been nainlexl anf +<--------- *
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)f 'the seııtences and SPUs are liable to modifications under 
ing power of the whole of the text, its gestalt. It is advisable  
5 of analysis to consult dictionaries inasmuch as dictionaries 
ıe polysemy of the words, thus enabling thestudent to distin- 
lultaneous realization of two or more meanings of a word in 
e.
th procedure, which should be called the stylistic stage, aims
out what additional information might be imparted by the
i of various stylistic  devices, by tlıe juxtapositionof sentences 
rger frame of utterance, tlıat is, in the SPU, and also by the 
lence of predicative and relative SPUs. 
h procedure, which conventionally might be called the func- 
e of analysis, brings us back to the second one, i.e. the con- 
ng stage. This analysis sets the task of investigating the con- 
ormation contained in the whole of the text. In maintaining  
of analysis the student should assemble the previously ac- 

,a and make a kind of synthesis of all the procedures.
[is no hierarchy in maintaining analysis procedures but the 
sequence has proved to be the most efficient in getting a deeper 
to what constitutes the notion text.

1
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