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Учебное пособие «Практикум по стилистике английского языка» предназначено для студентов третьего - четвертого курсов высших учебных заведений, обучающихся по специальности «Иностранный язык». Учебное пособие отвечает требованиям рабочей программы по предмету, составленной в соответствии с Государственным образовательным стандартом высшего профессионального образования по специальности 033200 "Иностранный язык с дополнительной специальностью" с учетом рекомендаций, данных в разделе «Стилистика английского языка» Программы дисциплин предметной подготовки по специальности 021700 «Филология» под редакцией В.А.Лукова.
Современная методическая наука требует сочетать преподавание иностранного языка с изучением стилистических особенностей этого языка, поскольку стилистика является одной из отраслей прикладной лингвистики. Практическая значимость стилистики разнообразна. Она не только развивает навыки вдумчивого чтения, но и дает основу для развития художественного вкуса. Знание стилистики способствует нормализации языка и помогает людям, владеющим языком, хорошо и выразительно говорить и писать. Предмет стилистики английского языка требует комплексной реализации всех целей обучения иностранному языку: практической, общеобразовательной, профессионально-педагогической и переводческой.

Целью изучения данной дисциплины является получение студентами необходимой суммы знаний, теоретически обобщающих и систематизирующих сведения по социолингвистическим и прагматическим аспектам различных  функциональных стилей  английского языка и по основным проблемам лингвистической стилистики. Практический аспект цели заключается в совершенствовании подготовки будущих учителей иностранного языка

Задачи изучения дисциплины

· научить студентов определять лингвистическую природу стилистических средств языка в их системе и функциональные возможности этих средств

· ознакомить студентов с различными функциональными стилями языка

· описать характерные особенности различных функциональных стилей английского языка

· дать студентам представление о современных подходах к изучению связи стилистики с теорией информации, о методах исследования художественных и нехудожественных текстов

· раскрыть закономерности стилистической нормы на всех уровнях речевой структуры устных и письменных текстов
Курс стилистики английского языка знакомит студентов с принципами выбора и использования лексических, грамматических, фонетических языковых средств для передачи мысли и эмоций в разных условиях общения. Органически соединяя стилистические знания с языковыми, курс стилистики английского языка вооружает студентов фоновыми знаниями, служащими основой для коммуникации и осознанного чтения, дающими возможность работать самостоятельно и способствующими развитию критической мысли. 

Основная цель практических занятий по дисциплине «Стилистика английского языка» - научить студентов выявлять в художественных текстах различные стилистические приемы и обосновывать их употребление в тексте для раскрытия замысла автора. При подготовке к каждому занятию необходимо обращаться к курсу лекций по данному вопросу и учебным пособиям, чтобы уточнить терминологию, найти аналогии анализируемым стилистическим приемам. При работе с примерами необходимо стремиться не только к узнаванию приема или выразительного средства, но и к пониманию цели его употребления в данном контексте и функциональной нагрузки, которой данный прием обладает.

«Практикум по стилистике английского языка» состоит из четырех глав. В первой части пособия представлены упражнения, направленные на развитие навыка узнавания стилистических приемов и выразительных средств языка в художественном тексте. Каждой группе упражнений предшествует теоретический материал. Во второй части приведены примеры стилистического анализа отрывков из прозаических и поэтических произведений разных периодов развития англоязычной литературы. В этой же части находятся задания для организации самостоятельной работы студентов по стилистическому анализу. Третья часть посвящена отдельным аспектам функциональной стилистики. В четвертой части пособия авторы-составители приводят фрагменты лекции по стилистике декодирования выдающегося представителя данного научного направления И. В. Арнольд.

В зависимости от условий работы преподаватели, использующие данное учебное пособие, могут вносить свои коррективы, варьируя содержание и составляя дополнительные задания.


This manual supplies students with materials illustrating the theoretical course of lectures in the English Language Stylistics. It strives to combine the principles of I.R. Galperin’s and I.V. Arnold’s approaches to stylistic analysis. This manual falls into four parts:

· Guide to Stylistic Devices and Expressive Means with Exercises (abridged from the manual in practical stylistics by V.A. Kuharenko Seminars in Style)
· Samples of stylistic analysis of poetry and prose
· Illustrative material on functional styles 
· Extracts from the lecture on decoding stylistics by I.V. Arnold
After working through these parts, students will be able to start their independent stylistic analysis. 
CHAPTER I
GUIDE TO STYLISTIC DEVICES

The main constituting feature of a stylistic device (SD) is the binary opposition of two meanings of the employed unit, one of which is normatively fixed in the language and does not depend upon the context, while the other one originates within certain context and is contextual.

It is possible to single out the following main groups of SD:

I. SD based on the binary opposition of lexical meanings regardless of the syntactical organization of the utterance - lexical stylistic devices.

II. SD based on the binary opposition of syntactical meanings regardless of their semantics - syntactical stylistic devices.

III. SD based on the binary opposition of lexical meanings accompanied by fixed syntactical organization of employed lexical units - lexico-syntactical stylistic devices.

IV. SD based on the opposition of meanings of phonological and/or graphical elements of the language - graphical and phonetical stylistic means.

When the opposition is clearly perceived and both indicated meanings are simultaneously realized within the same short context we speak of fresh, original, genuine SD.

When one of the meanings is suppressed by the other we speak of trite, or hackneyed SD.

When the second, contextual, meaning is completely blended with the first, initial one, we speak of the disappearance of SD and its replacement by polysemy or phraseology.

LEXICAL STYLISTIC DEVICES

Lexical SD are further classified according to the nature of lexical meanings participating in their formation.

Stylistic Devices Based on the Interaction between the Logical and Nominal Meanings of a Word

Antonomasia

Antonomasia is always trite when its contextual meaning is logical, because, to be employed as a common noun, the proper name must have fixed logical associations between the name itself and the qualities of its bearer which may occur only as a result of long and frequent usage.

The second type of antonomasia, as a rule, is original, for the variety of common nouns becoming contextual proper names is unlimited, and thus each case is a unique creation. The main function of this type of antonomasia - to characterize the person simultaneously with naming him - is vastly used in the so-called "speaking names" (Lady Teasle; Miss Sharp; Mr. Credulous, etc.).
Stylistic Devices Based on the Interaction between Two Logical Meanings of a Word

(1) Various objects, phenomena, actions, etc., may possess similar features, which fact provides the possibility of transference of meaning on the basis of similarity and association, i.e. metaphor. When likeness is observed between inanimate objects and human qualities, we speak of personification. When a group of metaphors is clustered around the same image to make it more vivid and complete, we speak of a developed (sustained, prolonged) metaphor.

Metaphor can be expressed by all notional parts of speech. The most complete identification of the associated phenomena is achieved in verb-metaphors.

(2) Metonymy reflects the actually existing relations between two objects and is thus based on their contiguity. Since the types of relations between two objects can be finally limited, they are observed again and again, and metonymy in most cases is trite (to earn one's bread; to live by the pen; to keep one's mouth shut, etc.). Most cases of original metonymy present relations between a part and the whole and are known as synecdoche.

Metonymy is expressed by nouns or substantivized numerals. (She was a pale and fresh eighteen.)

(3) Irony is the clash of two diametrically opposite meanings within the same context, which is sustained in oral speech by intonation. Irony can be realized also through the medium of the situation, which, in written speech, may extend as far as a paragraph, chapter or even the whole book. Bitter, socially or politically aimed irony is referred to as sarcasm.

Stylistic Devices Based on the Interaction between the Logical and Emotive Meanings of a Word

(1) Hyperbole is a deliberate exaggeration of some quantity, quality, size, etc., big though it might be even without exaggeration.

If it is smallness that is being hyperbolized (a woman of pocket size), we speak of understatement, which works on identical principles but in opposite directions with hyperbole proper.

(2) Epithet, the most explicitly subjective SD, structurally falls into: (a) word-epithets, i.e., epithets expressed by any notional part of speech in the attributive or adverbial function; (b) two-step epithets, i.e., epithets supplied by intensifiers (marvelously radiant smile); (c) syntactical epithets based on illogical syntactical relations between the modifier and the modified (the brute of a boy); (d) phrase-epithets, including into one epithet an extended phrase or a completed sentence (a you-know-how-dirty-men-are look); (e) sentence-epithets, expressed by a one-member (or one-word) sentence, which fulfils the function of emotive nomination (Fool!).

In the sentence epithets are distributed: (a) singly (a dry look); (b) in pairs (a wonderful and happy summer); (c) in strings (a ribald, thundering, insolent, magnificent laugh).

Semantic classification of epithets allows to differentiate among them metaphorical epithet, which are based on metaphor (the iron hate) and transferred ones, which transfer the quality of one object upon its nearest neighbour (tobacco-stained smile) thus characterizing both of them.

(3) Oxymoron joins two antonymous words into one syntagm, most frequently attributive (adoring hatred) or adverbial (shouted silently), less frequently of other patterns (doomed to liberty), etc.

Trite oxymorons (pretty lousily, awfully nice and others) have lost their semantic discrepancy and are used in oral speech and fiction dialogue as indicators of roused emotions.

In the treatment of both above-discussed groups the attention must be focused on the context and its role in the conversion of genuine SD into trite and dead ones as well as on the structural and semantic peculiarities and types of them.

Stylistic Devices Based on the Interaction

between the Free and Phraseological Meanings 
of a Word 

(or between the Meanings of Two Homonyms)

The main stylistic function of the indicated SD is to create humorous effect. Proceeding from the quality of the context and the structure of the SD we shall differentiate:

(1) Zeugma - the context allows to realize two meanings of the same polysemantic word (or a pair of homonyms) without the repetition of the word itself.

(2) Pun - the role of the context is similar to that of zeugma, while the structure is changed, for the central word is repeated.

(3) Semantically false chain - extended context prepares the reader for the realization of a word in one contextual meaning when unexpectedly appears a semantically alien element forcing the second contextual meaning upon the central word. As it is seen from the denomination of the SD, structurally it presents a chain of homogeneous members belonging to non-relating semantic fields but linked to the same kernel, which due to them is realized in two of its meanings simultaneously.

(4) Violation of phraseological units - occurs when the bound phraseological meanings of the components of the unit are disregarded and intentionally replaced by their original literal meanings.

EXERCISES

EX. 1. Discuss the interaction between the nominal and the contextual logical meanings and the associations caused by the latter in the following examples of antonomasia:

1. Kate kept him because she knew lie would do anything in the world if he were paid to do it or was afraid not to do it. She had no illusions about him. In her business Joes were necessary. (St.)

2. In the dining-room stood a sideboard laden with glistening decanters and other utilities and ornaments in glass, the arrangement of which could not be questioned. Here was something Hurstwood knew about . . . He took no little satisfaction in telling each Mary, shortly after she arrived, something of what the art of the thing required. (Dr.)

3. (The actress is all in tears). Her manager: "Now what's all this Tosca stuff about?" (S. M.)

4. "Christ, it's so funny I could cut my throat. Madame Bovary at Columbia Extension School!" (S.)

5. "You'll be helping the police, I expect," said Miss Cochran.

"I was forgetting that you had such a reputation as Sherlock." (D. S.)

6. Duncan was a rather short, broad, dark-skinned taciturn hamlet of a fellow with straight black hair. (D.H.L.)

7. Every Caesar has its Brutus. (O.H.)

EX. 2. State the number and quality of simple metaphors comprising the following sustained metaphors:
1. The stethoscope crept over her back. “Cough . . . Breathe . . ." Tap, tap. What was he hearing? What changes were going on in her body? What was her lung telling him through the thick envelope of her flesh, through the wall of her ribs and her shoulders? (D. C.)

2. The artistic centre of Galloway is Kirkcudbright, where the painters form a scattered constellation, whose nucleus is in the High Street, and whose outer stars twinkle in remote hillside cottages, radiating brightness as far as gatehouse of Fleet. (D. S.)

3. The slash of sun on the wall above him slowly knifes down, cuts across his chest, becomes a coin on the floor and vanishes. (U.)

4. His countenance beamed with the most sunny smiles; laughter played around his lips, and good-humoured merriment twinkled in his eye. (D.)

5. The music came to him across the now bright, now dull, slowly burning cigarette of each man’s life, telling him its ancient secret of all men, intangible, unfathomable defying long-winded description . . . (J.) 

6. She had tripped into the meadow to teach the lambs a pretty educational dance and found that the lambs were wolves. There was no way out between their pressing gray shoulders. She was surrounded by fangs and sneering eyes. She could not go on enduring the hidden derision. She wanted to flee. She wanted to hide in the generous indifference of cities. (S. L.)

7. As he walks along Potter Avenue the wires at their silent height strike into and through the crowns of the breathing maples. At the next corner, where the water from the ice-plant used to come down, sob into a drain, and reappear on the other side of the street. Rabbitt crosses over and walks beside the gutter where the water used to run coating the shallow side of its course with ribbons of green slime waving and waiting to slip under your feet and dunk you if you dared walk on them. (U.)

8. I have been waiting to talk to you - to have you to myself, no less - until I could chase my new book out of the house. I thought it never would go. Its last moments lingered on and on. It got up, turned again, took off its gloves, again sat down, reached the door, came back until finally M. marked it down, lassoed it with a stout string, and hurled it at Pinker. Since then there’s been an ominous silence. (K.M.)

9. His dinner arrived, a plenteous platter of food - but no plate. He glanced at his neighbors. Evidently plates were an affectation frowned upon in the Oasis.

Taking up a tarnished knife and fork, he pushed aside the underbrush of onions and came face to face with his steak.

First impressions are important, and Bob Eden knew at once that this was no meek, complacent opponent that confronted him. The steak looked back at him with an air of defiance that was amply justified by what followed. After a few moments of unsuccessful battling, he summoned the sheik. "How about a steel knife?" he inquired.

"Only got three and they're all in use," the waiter replied.

Bob Eden resumed the battle, his elbows held close, his muscles swelling. With set teeth and grim face he bore down and cut deep. There was a terrific screech as his I knife skidded along the platter, and to his horror he saw  the steak rise from its bed of gravy and onions and fly from him. It traveled the grimy counter for a second, then dropped on to the knees of the girl and thence to the floor. Eden turned to meet her blue eyes filled with laughter. "Oh, I’m sorry," he said. "I thought it was a steak, and it seems to be a lap dog." (E. D. B.)

10. Directly he saw those rolling chalk hills he was conscious of a difference in himself and in them. The steaming stew-pan that was London was left to simmer under its smoky sky, while these great rolling spaces sunned themselves as they had sunned themselves in the days of: the Barrow men. (W. D.)
EX. 3. Analyze the following cases of personification:

1. On this dawn of October, 1885, she stood by her kitchen window . . . watching another dismal and rainy day emerge from the womb of the expiring night. And such an ugly, sickly-looking baby she thought it was that, so far as she was concerned, it could go straight back where it came from. (P. M.)

2. He was fainting from sea-sickness, and a roll of the ship tilled him over the rail on to the smooth lip of the deck. Then a low, gray mother-wave swung out of the fog, tucked Harvey under one arm, so to speak, and pulled him off and away to lee-ward; the great green closed over him, and he went quietly to sleep. (R. K.)

3. A dead leaf fell in Soapy's lap. That was Jack Frost's card. Jack is kind to the regular denizens of Madison Square, and gives fair warning of his annual call. At the corners of four streets he hands his pasteboard to the North Wind, footman of the mansion of All Outdoors, so that the inhabitants thereof may make ready. (O.H.)

4. Dexter watched from the veranda of the Golf Club, matched the even overlap of the waters in the little wind, silver molasses under the harvest moon. Then the moon held a finger to her lips and the lake became a clear pool, pale and quiet. (Sc. F.)

5. Here and there a Joshua tree stretched out hungry black arms as though to seize these travelers by night, and over that gray waste a dismal wind moaned constantly, chill and keen and biting. (E. D. B.)

6. The Face of London was now strangely altered…the voice of Mourning was heard in every street. (D. D.).

7. Mother Nature always blushes before disrobing. (E.)

8. The rainy night had ushered in a misty morning, half frost, half drizzle, and temporary brooks crossed our path, gurgling from the uplands. (E. Br.)

EX. 4. Differentiate between trite and original metonymies:

1…for every look that passed between them, and word they spoke, and every card they played, the dwarf had eyes and ears. (D.) 

2. “…he had a stinking childhood.” “If it was so stinking why does he cling to it?” “Use your head. Can't you see it's just that Rusty feels safer in diapers than he would in skirts?” (T. C.)

3. “Some remarkable pictures in this room, gentlemen. A Holbein, two Van Dycks, and, if I am not mistaken, a Velasquez. I am interested in pictures!” (Ch.)

4. Mrs. Amelia Bloomer invented bloomers in 1849 for the very daring sport of cycling. (D.W.)

5. “I shall enjoy a bit of a walk.” “It's raining, you know.” “I know. I've got a Burberry.” (Ch.)

6. Two men in uniforms were running heavily to the administration building. As they ran, Christian saw them throw away their rifles. They were portly men who looked like advertisements for Munich beer, and running came yard to them… The first prisoner stopped and picked up one of the discarded rifles. He did not fire it, but carried it as he chased the guards… He swung the rifle like a club, and one of the beer advertisements went down. (I. Sh.)

7. I get my living by the sweat of my brow. (D.)  

8. I crossed a high toll bridge and negotiated a no man's land and came to the place where the Stars and Stripes stood shoulder to shoulder with the Union Jack. (St.)

9. Tom and Roger came back to eat an enormous tea and then played tennis till light failed. (S. M.) 

10. I hope you will be able to send your mother something from time to time, as we can give her a roof over her head, a place to sleep and eat but nothing else. (J. O'H.)

11. Being tired and dirty for days at a time and then having to give up because flesh and blood just couldn’t stand it. (S. M.)

12…the watchful Mrs. Snagsby is there too - bone of his bone, flesh of his flesh, shadow of his shadow. (D.)

13. Joe Bell’s is a quiet place compared to most Lexington Avenue bars. It boasts neither neon nor television. (T.C.)

14. She was a sunny, happy sort of creature. Too fond of the bottle. (Ch.)

15. To hell with Science! I have to laugh when I read some tripe these Journalists write about it… What has Science done for Modern Man? (P.)

16. It’s the inside of the man, the warm heart of the man, the passion of the man, the fresh blood of the man…that I speak of. (D)

17. The streets were bedded with six inches of cold, soft carpet, churned to a dirty brown by the crush of teams and the feet of men. Along Broadway men picked their way in ulsters and umbrellas. (Dr.)

18. Up the Square, from the corner of King Street, passed a woman in a new bonnet with pink strings, and a new blue dress that sloped at the shoulders and grew to a vast circumference at the hem. Through the silent sunlit solitude of the Square…this bonnet and this dress floated northwards in search of romance. (A. B.)

19. “I never saw a Phi Beta Kappa wear a wrist watch.” (J. O'H.)

EX. 5. Analyze the following cases of irony, paying attention to the length of the context necessary to realize it:
1. Contentedly Sam Clark drove off, in the heavy traffic of three Fords and the Minniemashie House Free Bus. (S.L.)

2. Stoney smiled the sweet smile of an alligator. (St.)

3. Henry could get gloriously tipsy on tea and conversation. (A. H.)

4. She had so painfully reared three sons to be Christian gentlemen that one of them had become an Omaha bartender, one a professor of Greek, and one, Cyrus N. Hogart, a boy of fourteen who was still at home, the most brazen member of the toughest gang in Boytown. (S.L.)

5. Even at this affair, which brought out the young smart set, the hunting squire set, the respectable intellectual set, they sat up with gaiety as with a corpse. (S.L.)

6. “If there's a war, what are you going to be in?” Liphook asked.

“The Government, I hope,” Tom said, “Touring the lines in an armored car, my great belly shaking like a jelly. Hey did you hear that? That’s poetry” (J. Br.).

7. He could walk and run, was full of exact knowledge about God, and entertained no doubt concerning the special partiality of a minor deity called Jesus towards himself. (A.B.)

8. Try this one, “The Eye of Osiris.” Great stuff. All about a mummy. Or Kennedy’s “Corpse on the Mat” - that's nice and light and cheerful, like its title. (D.S.)

9. Blodgett College is on the edge of Minneapolis. It is a bulwark of sound religion. It is still combating the recent heresies of Voltaire, Darwin and Robert Ingersoll. Pious families in Minnesota, Iowa, Wisconsin, the Dakotas send their children thither, and Blodgett protects them from the wickedness of the universities. (S. L.)

10….the old lady…ventured to approach Mr. Benjamin Alien with a few comforting reflections of which the chief were, that after all, it was well it was no worse; the least said the soonest mended, and upon her word she did not know that it was so very bad after all; that what was over couldn't be begun and what couldn't be cured must be endured, with various other assurances of the like novel and strengthening description. (D.)

11. Poetry deals with primal and conventional things - the hunger for bread, the love of woman, the love of children, the desire for immortal life. If men really had new sentiments, poetry could not deal with them. If, let us say, a man did not feel a bitter craving to eat bread; but did, by way of substitute, feel a fresh, original craving to eat fenders or mahogany tables, poetry could not express him. If a man, instead of falling in love with a woman, fell in love with a fossil or a sea anemone poetry could not express him. Poetry can only express what is original in one sense - the sense in which we speak of original sin. It is original not in the paltry sense of being new, but in the deeper sense of being old; it is original in the sense that it deals with origins. (G. K. Ch.)

12. But every Englishman is born with a certain miraculous power that makes him master of the world.  As the great champion of freedom and national independence he conquers and annexes half the world and calls it Colonization. (B. Sh.)

13. All this blood and fire business tonight was probably part of the graft to get the Socialists chucked out and leave honest business men safe to make their fortunes cut of murder. (L. Ch.) 

EX. 6. Compare hyperbole and understatement:

1. (John Bidlake feels an oppression in the stomach after supper): “It must have been that caviar,” he was thinking. “That beastly caviar.” He violently hated caviar. Every sturgeon in the Black Sea was his personal enemy. (A. H.)

2....he was all sparkle and glitter in the box at the Opera (D.)

3. “You remember that awful dinner dress we saw in Bonwit’s window . . . She had it on. And all hips. 

4. Calpurnia was all angles and bones; her hand was as wide as a bed slat and twice as hard. (H. L.)

5. This boy, headstrong, willful, and disorderly as he is, should not have one penny of my money, or one crust of my bread, or one grasp of my hand, to save him from the loftiest gallows in all Europe. (D.) 

6. They were under a great shadowy train shed with passenger cars all about and the train moving at a snail pace. (Dr.)

7. She would recollect and for a fraction of a fraction of a second she would think “Oh, yes, I remember,” and build up an explanation on the recollection. (J.O’H.)

8. Her eyes were open, but only just. “Don't move the tiniest part of an inch.” (S.)

9. The little woman, for she was of pocket size, crossed her hands solemnly on her middle. (G.)
EX. 7. Analyze the following examples of developed hyperbole:

1. The fact is that while in the county they were also in the district; and no person who lives in the district, even if he should be old and have nothing to do but reflect upon things in general, ever thinks about the county. So far as the county goes, the district might as well be in the middle of the Sahara. It ignores the county, save that it uses it nonchalantly sometimes as leg-stretcher on holiday afternoons, as a man may use his back garden. It has nothing in common with the county; is richly sufficient in itself. (A. B.)

2. In the intervening forty years Saul Pengarth had often been moved to anger; but what was in him now had room for thirty thousand such angers and all the thunder that had ever crackled across the sky. (M. W.)

3. George, Sixth Viscount Uffenham, was a man built on generous lines. It was as though Nature had originally intended to make two Viscounts but had decided halfway through to use all the material at one go, and get the thing over with. In shape he resembled a pear, being reasonably narrow at the top but getting wider all the way down and culminating in a pair of boots of the outsize or violin-case type. Above his great spreading steppes of body there was poised a large and egglike head, the bald dome of which rose like some proud mountain peak from a foothill fringe of straggling hair. His upper lip was very long and straight, his chin pointed. (P. G. W.)

4. Those three words ‘Dombey and Son’ conveyed the one idea of Mr. Dombey’s life. The earth was made for Dombey and Son to trade in, and the sun and moon were made to give them light. Rivers and seas were formed to float their ships; rainbows gave them promise of fair weather; winds blew for or against their enterprises; stars and planets circled in their orbits to preserve a system of which they were the centre. Common abbreviations took new meanings in his eyes and had sole reference to them: A.D. had no concern with Anno Domini, but stood for Anno Dombey and Son. (D.)

EX. 8. Discuss the structure of epithets:

1. "Can you tell me what time that game starts today?" The girl gave him a lipsticky smile. (S.)

2. The day was windless, unnaturally mild; since morning the sun had tried to penetrate the cloud, and now above the Mall, the sky was still faintly luminous, colored like water over sand. (Hut.)

3. Silent early morning dogs parade majestically pecking and choosing judiciously whereon to pee. (St.) 

4. The hard chairs were the newlywed-suit kind often on show in the windows of shops. (K.A.) 

5. ...whispered the spinster aunt with true spinster-aunt-like envy... (D.)

6. I closed my eyes, smelling the goodness of her sweat and the sunshine-in-the-breakfast-room smell of her lavender-water. (J. Br.)


7. Stark stared at him reflectively, that peculiar about to laugh, about to cry, about to sneer expression on his face. (J.)

8. Eden was an adept at bargaining, but somehow all his cunning left him as he faced this Gibraltar of a man. (E. D. B.)

9. At his full height he was only up to her shoulder, a little dried-up pippin of a man. (G.)

10. "Thief," Pilon shouted. "Dirty pig of an untrue friend." (St.)

11. An ugly gingerbread brute of a boy with a revolting grin and as far as I was able to ascertain, no redeeming qualities of any sort. (P. G. W.)

12. A breeze blew curtains in and out like pale flags, twisting them up toward the frosted wedding-cake of the ceiling. (Sc. F.)

EX. 9. Analyze the following string-epithets as to the length of the string and the quality of its components:
1. She was hopefully, sadly, vaguely, madly longing for something better. (Dr.)

2. The money she had accepted was two soft, green, handsome ten-dollar bills. (Dr.)

3. "You're a scolding, unjust, abusive, aggravating, bad old creature!" cried Bella. (D.)

4. Jack would have liked to go over and kiss her pure, polite, earnest, beautiful American forehead. (I. Sh.)

5. "Now my soul, my gentle, captivating, bewitching, and most damnably enslaving chick-a-biddy, be calm, said Mr. Mantalini.(D.)

6. It was an old, musty, fusty, narrow-minded, clean and bitter room. (R. Ch.)

7. “You nasty, idle, vicious, good-for-nothing brute,” cried the woman, stamping on the ground, "why don't you turn the mangle?" (D.)

8. And he watched her eagerly, sadly, bitterly, ecstatically, as she walked lightly from him... (Dr.)

9. There was no intellectual pose in the laugh that flowed, ribald, riotous, cockney, straight from the belly. (D. du M.) 

10. Mrs. Bogart was not the acid type of Good Influence. She was the soft, damp, fat, sighing, indigestive, clinging, melancholy, depressingly hopeful kind. (S. L.)

11. "A nasty, ungrateful, pig-headed, brutish, obstinate, peaking dog," exclaimed Mrs. Squeers. (D.)

12. They thought themselves superior. And so did Eugene — the wretched creature! The cheap, mean, nasty, selfish upstarts! Why, the majority of them had nothing. (Dr.)

EX. 10. Pick out metaphorical epithets:
1. The iron hate in Saul pushed him on again. He heard the man crashing off to his right through some bushes. The stems and twigs waved frantically with the frightened movement of the wind. (M. W.)

2. She had received from her aunt a neat, precise, and circumstantial letter. (W. D.)

3. There was an adenoidal giggle from Audrey. (St. B.)

4. Liza Hamilton was a very different kettle of Irish. Her head was small and round and it held small and round convictions. (St.)

5. He would sit on the railless porch with the men when the long, tired, dirty-faced evening rolled down the narrow valley, thankfully blotting out the streets of shacks, and listen to the talk. (J.)

6. There was his little scanty traveling clothes upon him. There was his little scanty box outside in the shivering wind. (D.)

7. His dry tailored voice was capable of more light and shade than Catherine had supposed (Hut.)

8. All at once there is a goal, a path through the shapeless day. (A. M.)

9. With his hand he shielded his eye against the harsh watty glare from the naked bulb over the table. (S.)

EX. 11. Speak about morphological, syntactical and semantic characteristics of epithets:
1. "It ain't o' no use. Sir," said Sam, again and again. "He's a malicious, bad-disposed, vordly-minded, spiteful, windictive creetur, with a hard heart as there ain't no soft' nin.'' (D.)

2. I pressed half a crown into his ready palm and left. (W. Q.)

3. Maycomb was an old town, but it was a tired old town when I first knew it. (H. L.)

4. He viewed with swift horror the pit into which he had tumbled, the degraded days, unworthy desires, wrecked faculties and base motives that made up his existence. (O. H.) 

5. Cecily, ever since I first looked at your wonderful and incomparable beauty, I have dared to love you wildly, impassionately, devotedly, hopelessly. (O. W.) 

6. The noon sun is lighting up red woundlike stains t»ii their surfaces. . . (A. M.)

7. He was young and small and almost as dark as a Negro, and there was a quick monkey-like roguishness lo ins face as he grabbed the letter, winked at Bibi and lint the door. (T. C.)

8. . . . the open-windowed, warm spring nights were heard with the party sounds, the loud-playing phonograph and martini laughter that emanated from Apartment  (I.C.)

9. A spasm of high-voltage nervousness ran through him. (T. H.)

10. "Fool," said the old man bitingly. (Ch.)

11. He had been called many things — loan-shark, l'intlint, tightwad pussyfoot — but he had never before been called a flirt. (S. I.)

EX. 12. Suggest the object the quality of which was used in the following transferred epithets:

1. He was a thin wiry man with a tobacco-stained smile. (T. H.)
2. He sat with Daisy in his arms for a long silent time. (Sc. F.)

3. There was a waiting silence as the minutes of the previous hearing were read. (M. W.)
4. He drank his orange-juice in long cold gulps. (I.Sh.).

5. The only place left was the deck strewn with nervous cigarette butts and sprawled legs. (J.)

6. Leaving indignant suburbs behind them they finally plunged into Oxford Street. (Ch.) 

7. Nick smiled sweatily. (H.)

8. She watched his tall quick step through the radiance of the corner streetlight. (St.)

9. Lottie retreated at once with her fat little steps to the safety of her own room. (Hut.) 

10. . . .boys and young men . . . talking loudly in the concrete accents of the N. Y. streets. (I. Sh.)

EX. 13. Discuss the structure of the following oxymorons:

1. They looked courteous curses at me. (St.)

2. He caught a ride home to the crowded loneliness of the barracks. (I. Sh.)

3. He was certain the whites could easily detect his adoring hatred of them. (Wr.)

4. It was an unanswerable reply and silence prevailed again. (D.)

5. Her lips...were...livid scarlet. (S.M.)

6. The boy was short and squat with the broad ugly pleasant face of a Ternne. (Gr. Gr.)

7. A very likeable young man, Bill Eversleigh. Age at a guess, twenty-five, big and rather ungainly in his movements, a pleasantly ugly face, a splendid set of white teeth and a pair of honest blue eyes. (Ch.)

8. From the bedroom beside the sleeping-porch, his wife's detestably cheerful "Time to get up, Georgie boy." (S. L.)

9. The little girl who had done this was eleven — beautifully ugly as little girls are apt to be who are destined after a few years to be inexpressibly lovely. (Sc. F.)

10. Huck Finn and Holden Caulfield are Good Bad Boys of American literature. (V.)

11. ...a neon sign which reads, "Welcome to Reno, the biggest little town in the world." (A. M.)

12. "Tastes like rotten apples," said Adam. "Yes, but remember, Jam Hamilton said like good rotten apples." (St.)

13. "It was you who made me a liar," she cried silently. (M. W.)

14. The silence as the two men stared at one another was louder than thunder. (U.)

15. I got down off that stool and walked to the door in a silence that was as loud as a ton of coal going down a chute. (R. Ch.)

16. I've made up my mind. If you're wrong, you're wrong in the right way. (P.)

17. Heaven must be the hell of a place. Nothing but repentant sinners up there, isn't it? (Sh. D.)

18. Soapy walked eastward through a street damaged by improvements . . . He seemed doomed to liberty! (O. H.)

EX. 14. Classify the following into zeugmas and semantically false chains:

1. Mr. Stiggins . . . took his hat and his leave. (D.)

2. Disco was working in all his shore dignity and a pair of beautiful carpet slippers. (R. K.)

3. Aunt Trundle was in high feather and spirits . . . All the girls were in tears and white muslin. (D.)

4. She put on a white frock that suited the sunny riverside and her. (S. M.)

5. The fat boy went into the next room; and having been absent about a minute, returned with the snuff-box and the palest face that ever a fat boy wore. (D.)

6. She had her breakfast and her bath. (S. M.)

7. Miss Bolo rose from the table considerably agitated, and went straight home in a flood of tears and a sedan chair. (D.)

8. A young girl who had a yellow smock and a cold in the head that did not go on too well together, was helping an old lady . . . (P.)

9. ...the outside passengers...remain where they are, and stamp their feet against the coach to warm them — looking with longing eyes and red noses at the bright fire in the inn bar. (D.)

10. Cyrus Trask mourned for his wife with a keg of whisky and three old army friends. (St.)

11. Its atmosphere and crockery were thick, its napery and soup were thin. (O. H.)

12. Mr. Smangle was still engaged in relating a long story, the chief point of which appeared to be that, on some occasion particularly stated and set forth, he had "done a bill and a gentleman at the same time. (D.)

13. He struck off his pension and his head together. (D.)

14. Sophia lay between blankets in the room overhead with a feverish cold. This cold and her new dress were Mrs. Baine's sole consolation at the moment. (A. B.)

15. From her earliest infancy Gertrude had been brought up by her aunt. Her aunt had carefully instructed her to Christian principles. She had also taught her Mohamedanism to make sure. (L.) 

16. ...he's a hard man to talk to. Impossible if you don’t share his fixations, of which Holly is one. Some others are: ice hockey, Weimaraner dogs, 'Our Gal Sunday' (a soap serial he has listened to for fifteen years), and Gilbert and Sullivan — he claims to be related to one or the other, I can't remember which. (T. C.)

 
17. But she heard and remembered discussions of Freud, Romain Rolland, syndicalism, the Confederation Generale du Travail, feminism vs. haremism, Chinese lyrics, naturalization of mines, Christian Science, and fishing in Ontario. (S.L.)


18. Only at the annual balls of the Firemen...was there such prodigality of chiffon scarfs and tangoing and heart-burnings. (S. L.)


19. Mrs. Dave Dyer, a sallow woman with a thin prettiness, devoted to experiments in religious cults, illnesses, and scandalbearing, shook her finger at Carol. (S. L.)

20. His disease consisted of spots, bed, honey in spoons, tangerine oranges and high temperature. (G.) 

21. A Governess wanted. Must possess knowledge of Rumanian, Russian, Italian, Spanish, German, Music and Mining Engineering. (L.)
SYNTACTICAL STYLISTIC DEVICES

Syntactical SD deal with the syntactical arrangement of the utterance which creates the emphasis of the latter irrespective of the lexical meanings of the employed units. It should be observed here that oral speech is normally more emphatic than the written type of speech. Various syntactical structures deliberately employed by the author as SD for the creation of the proper effect, in oral speech are used automatically as a norm of oral intercourse and are not to be considered SD. But when these syntactical oral norms are intentionally imitated by the writer to produce the effect of authenticity and naturalness of dialogue we may speak of his preliminary deliberate choice of most suitable structures and of their preconceived usage, i.e. syntactical norms of oral speech, interpreted and arranged by the writer, become SD in belles-lettres style. Though, while analyzing them we should always keep in mind that their employment as SD is secondary to their normative usage in oral speech and that their primary function as SD is to convey the effect of ease and naturalness of the characters' speech.

Depending upon the part of the syntactical structure that is endowed with contextual meaning to create the emphasis of the whole structure we differentiate the following syntactical SD:

(1) Inversion deals with the displacement of the predicate (which is the case complete inversion) or will the displacement of secondary members of the sentence (which is the case of partial inversion) and their shift into the front, opening position in the sentence.
The structure of questions as we know is characterized by the grammatically inverted word order. If direct word order is re-established in questions, we can speak of secondary inversion (i.e. inversion of inversion). The inverted questions (i.e. questions with direct word order beyond conveying the tone and manner of the speaker also due to the changed structure) acquire the connotation meaning of the questioner's awareness of the possible nature of the expected answer.

(2) Rhetorical question, which is the statement in the form of a question, also presupposes the possible (though not demanded) answer: the positive form of the rhetoric, question predicts the negative answer, the negative form - the positive answer.

(3) Apokoinu construction, characteristic of irregular oral speech, presents a blend of two clauses into one, which is achieved at the expense of the omission of the connecting word and the double syntactical function acquired by the unit occupying the linking position between both former clauses: thus, "I'm the first one saw her," presents the blend of the complex sentence "I'm the first one who saw her." Due to its contraction into the apokoinu construction syntactical functions of "the first one"— predicative of the first clause, and "who"— subject of the second one — are both attributed to "the first one" which becomes the syntactical centre of the newly coined sentence.

The main stylistic function of apokoinu constructions is to emphasize the irregular, careless or uneducated character of the speech of personages.

(4) In ellipsis, which is the omission of one of the main members of a sentence, we must differentiate the one used in the author's narration to change its tempo and condense its structure from the one used in personages' speech to reflect the oral norms and create the effect of naturalness and authenticity of the dialogue.


(5) Through detachment secondary members of the sentence acquire independent stress and intonation which leads to their emphatic intensification. The effect is the strongest if detached members are isolated from the rest of the sentence by full stops.


(6) Sudden break in the narration, or aposiopesis, is a norm of excited oral speech. As a SD it is used to indicate emotions paralyzing the character's speech or his deliberate stop in the utterance to conceal its meaning. Certain phrases, often repeated with the intonation of the nonfinished sentence, become trite aposiopeses. They indicate that the speaker's idea of the possible continuation of utterance exists in a very general, non-detailed, vague form. ("Well, I never!" reads approximately "Well, I never expected it"; "I never thought of it", etc.)


(7) Suspense, holding the reader or the listener in tense anticipation, is often realized through the separation of predicate from subject or from predicative, by the deliberate introduction between them of a phrase, clause or sentence (frequently parenthetic).


(8) The function and impact of repetition depends upon the position occupied by the repeated unit. Thus, 

· ordinary repetition offers no fixed place for the repeated unit: aa...,..a...,a.a.,aaa...etc.

· anaphora models differently: a...,a...,a...a...

· epiphora: ...a,.. ...a,..a, ....a. 

· framing: a...a, b...b. 

· anadiplosis (catch repetition) ...a, a... 

· chain repetition ...a, a...b, b...c,c...d.

We should not forget also morphological repetition when (mainly to achieve humorous effect) a morpheme is repeated.

(9) Repetition, involving the whole structure of the sentence is called parallelism and is differentiated into complete parallelism, presenting identical structures of two or more successive clauses or sentences, and partial parallelism, in which the repeated sentence-pattern may vary. 

(10) Chiasmus is also called reversed parallelism, for into its pattern two sentences are included, of which the second necessarily repeats the structure of the first, or in reversed manner, so that the general formula of chiasmus may be fixed as follows: SPO, OPS.

(11) Polysyndeton is also a kind of repetition — here conjunctions or connecting words are repeated. The repetition of "and", e. g., mainly creates the atmosphere of bustling activity; the repetition of "or" serves either to stress equal importance of enumerated factors or to emphasize the validity of the indicated phenomenon regardless of its varying denominations by various parties concerned, etc.

(12) Asyndeton, like polysyndeton, is a type of syntactical connection but unlike polysyndeton, offers no conjunctions or connecting words for this purpose. Hence difference in functions: asyndeton is used mostly to indicate tense, energetic, organized activities or to show succession of minute, immediately following each other actions. Opening the story (the passage, the chapter), asyndeton helps to give a laconic and at the same time detailed introduction into the action proper.

EXERCISES

EX. 1. Analyze the following cases of complete and partial inversion. State the difference between inversion in interrogative and affirmative sentences:
1. Out came the chaise—in went the horses—on sprul ie boys—in got the travellers. (D.) 

2. Up came the file and down sat the editor, with Mr. Pickwick at his side. (D
3. Women are not made for attack. Wait they must. (J.C.)

4. And she saw that Gopher Prairie was merely an enlargement of all the hamlets which they had been passing only to the eyes of a Kennicott was it exceptional. (S.L.)

5. Calm and quiet below me in the sun and shadow lay the old house. (D.)

6. How have I implored and begged that man to inquire into captain’s family connections; how have I urged and entreated him to take some decisive step. (D.)

7. Gay and merry was the time; and right gay and merry were at least four of the numerous hearts that were gladdened by its coming. (D.)

EX. 2. Discuss the nature and functions of the following rhetorical questions:

1. Gentleness in passion! What could have been more seductive to the scared, starved heart of that girl? (J. C.) 

2. Why do we need refreshment, my friends? Because we are but mortal, because we are but sinful, because we are but of the earth, because we are not of the air? Can we fly, my friends? We cannot. Why can we not fly? Is it because we are calculated to walk? (D.)


3. What courage can withstand the everduring and all besetting terrors of a woman's tongue? (W. J.) 


4. But what words shall describe the Mississippi, great father of the rivers, who (praise be to Heaven) has no young children like him?(D.)


5. How should a highborn lady be known from a sun-burnt milk-maid, save that spears are broken for the one, and only hazepoles shattered for the other? (W. Sc.) 


6. Who will be open where there is no sympathy, or has call to speak to those who never can understand? (Th.)


7. Wouldn't we all do better not trying to understand accepting the fact that no human being will ever understand another, not a wife a husband, a lover a mistress, nor a parent a child? (Gr. Gr.)

EX. 3. Indicate the type of complex sentences contracted in the following apokoinu constructions. Suggest conjunctions and connecting words which might have joined former clauses:

1. I'm the first one saw her. (T.C.)

2. It was I was a father to you. (S. B.)

3. He's the one makes the noise at night. (H.)

4. He would show these bums who it was kept them fed. (J.)

5. It was Sponge told Bruce who was in the car. (Sh.A.)

6. I didn't transfer. I was transferred. It was Houston did it because I spoke my piece. (J.)

7. There's no one enjoys good food more than he does. (S.M.)

8. You'd be surprised at the times we do get our man - sometimes after several years. It's patience does it—patience and never letting up. (Ch.)

9. It was then he took the plunge. (S. B.)

10. I love Nevada. Why, they don't even have mealtimes here. I never met so many people didn't own a watch. (A. M.)

11. There was a door led into the kitchen. (Sh.A.)

12. There was no breeze came through the door. (H.)

13. Everyone found him attractive. It was his temper let him down. (Ch.)

14. It was then he met Stella. (S. M.)

15. There was a whisper in my family that it was love drove him out, and not love of the wife he married. (St.)

EX. 4. Discuss the nature of the following elliptical and one-member sentences:

1. Fast asleep—no passion in the face, no avarice, no anxiety, no wild desire; all gentle, tranquil, and at peace. (D)

2. I’ll go, Doli! I'll go!" This from Bead, large eyes larger than usual behind his horn-rimmed glasses. (J.)

3. ...the girl was washing the glasses. The establishment boasted four; we do not record the circumstance as at all derogatory to Mrs. Raddle. (D.) 

4. There was only a little round window at the Bitter Orange company. No waiting-room—nobody at all except a girl who came to the window when Miss Moss knocked, and said: "Well?" (K. M.)

5. Pain and discomfort—that was all the future held. And meanwhile ugliness, sickness, fatigue. (A. H.) 

6. A poor boy... No father, no mother, no any one.

7. I am afraid you think I'm conservative. I am. So much to conserve. All this treasure of American ideals. Sturdiness and democracy and opportunity. Maybe not at Palm Beach. But, thank heaven, we’re free from such social distinctions in Gopher Prairie. (S. L.)

8. Not that I give a hoot about jewelry. Diamonds, yes. But it’s tacky to wear diamonds before you're forty; and even then it's risky. They only look right on the really old girls. Maria Ouspenskaya. Wrinkles and bones, white hair and diamonds. (T. C.)

9. Inspector Badgworthy in his office. Time, 8.30 a.m. A tall, portly man, Inspector Badgworthy, with a heavy regulation tread. Inclined to breathe hard in moments of professional strain. In attendance Constable Johnson, very new to Force, with a downy unfledged look about him, like a human chicken. (Ch.)

10. We have never been readers in our family. It don't pay. Stuff. Idleness. Folly. No, no! (D.) 

11. A black February day. Clouds hewn of ponderous timber weighing down on the earth; an irresolute dropping of snow specks upon the trampled wastes. Gloom but no veiling of angularity. The lines of roofs and sidewalks sharp and inescapable. The second day of Kennicott's absence . . . (S. L.) 

12. A dark gentleman... A very bad manner. In the last degree constrained, reserved, diffident, troubled. (D.) 

13. And we got down at the bridge. White cloudy sky, with mother-of-pearl veins. Pearl rays shooting through, green and blue-white. River roughed by a breeze. White as a new file in the distance. Fishwhite streak on the smooth pin-silver upstream. Shooting new pins. (J. C.) 

14. "What sort of a place is Dufton exactly?" "A lot of mills. And a chemical factory. And a Grammar school and a memorial and a river that runs different colours each day. And a cinema and fourteen pubs. That's really all one can say about it." (J. Br.)

15. "Good-night. Mr. Povey. I hope you'll be able to sleep." Constance's voice!

"It will probably come on again." Mr. Povey's voice pessimistic!

Then the shutting of doors. It was almost dark. (A.B.)

16."Them big-assed folks is dumb!" Emphatic judgement.

"Dumb ain't no word for 'em! They just like us, but they too damned mean to admit it!" Hilarious agreement.

"They scared to death of us. They know if they give us half a chance, we'd beat 'em!" Uttered with sage confidence ...

"Fish, you so quiet and wise." A memorized smile. 

"I didn't want to mess up my plans with no trouble with white folks." A spontaneous lie... 

"Gee, Fish, you lucky." Crooned admiration. "Aw, that's nothing." Hinting at undisclosed marvels. (Wr.)

EX. 5. State the functions of the following ellipses. Indicate most frequently omitted members of the sentence:

1. And if his feelings about the war got known, he'd be nicely in the soup. Arrested, perhaps—got rid of, somehow. (A.) 
2. He is understood to be in want of witnesses, for the Inquest tomorrow.. Is immediately referred to innumerable people who can tell nothing whatever. Is made more imbecile by being constantly informed that Mrs. Green's son "was a law-writer hisself..." (D.)
3. What happiness was ours that day, what joy, what rest, what hope, what gratitude, what bliss! (D.)
4. "I have noticed something about it in the papers. Heard you mention it once or twice, now I come to think of it." (B. Sh.)

5. "Where mama?" "She home," his father breathed. (Wr.)

6. "What you think, Fish?" Zeke asked with an aloof smile.
"Zeke, you a dog and I kind of believe you," Fishbelly said. (Wr.)

7. "She one of you family or something?" 

"Who, the one downstairs? No, she's called Mrs. Davies (K.A.)

EX. 6. Classify the following isolated members according to their syntactical function. Discuss the punctuation used to isolate the detached members and their distribution in the sentence:

1. Each of them carried a notebook, in which whenever the great man spoke, he desperately scribbled. Straight from the horse’s mouth. (A.H.)

2. She narrowed her eyes a trifle at me and said I looked exactly like Celia Briganza’s boy. Around the mouth. (S.)

3. And life would move slowly and excitingly. With much laughter and much shouting and talking and much drinking and much fighting. (P. A.)
4."How do you like the Army?" Mrs. Silsburn asked. Abruptly, conversationally. (S.)

5. He is alert to his fingertips. Little muffs, silver garters, fringed gloves draw his attention; he observes with a keen quick glance, not unkindly, and full rather of amusement than of censure. (V. W.)

6. Despiere had been nearly killed, ingloriously, in a jeep accident. (I. Sh.)

7. A hawk, serene, flows in the narrowing circles above. (A.M.)

8. The people are awful this year. You should see what sits next to us in the dining room. At the next table. They look as if they drove down in a truck. (S.)

9. I have to beg you for money. Daily! (S. L.)

10. And he stirred it with his pen — in vain. (K.M.)

11. And Fleur — charming in her jade-green wrapper — tucked a corner of her lip behind a tooth, and went back to her room to finish dressing. (G.)

EX. 7. Comment on the syntactical distribution of the following cases of aposiopesis and on the causes which necessitated them. Suggest the implied meaning of trite aposiopesis:

1. He would have to stay. Whatever might happen, that was the only possible way to salvation — to stay, to trust Emily, to make himself believe that with the help of the children... (P. Q.)

2. Paritt: Well, they'll get a chance now to show — (Hastily) I don't mean — But let's forget that. (O.'N.)

3. She must leave—or—or, better yet—maybe drown herself—make away with herself in some way—or—" (Dr.)
4. "Shuttleworth, I—I want to speak to you in—in strictest confidence—to ask your advice. Yet—yet it is upon such a serious matter that I hesitate—fearing—" (W. Q.)

5. Paritt: I told her, "You've always acted the free woman, you've never let any thing stop you from—" (He checks himself—goes on hurriedly.) That made her sore. (O.N.)

6. And it was so unlikely that any one would trouble to look there—until—until—well. (Dr.) 

7. "It is the moment one opens one's eyes that is horrible at sea. These days! Oh, these days! I wonder how anybody can... " (J. C.)

8. What about the gold bracelet she'd been wearing that afternoon, the bracelet he'd never seen before and which she'd slipped off her wrist the moment she realized he was in the room? Had Steve given her that? And if he had...(P. Q.) 

9. Oh, that's what you are doing. Well, I never. (K A.)

10."But, John, you know I'm not going to a doctor. I’ve told you." "You're going—or else." (P. Q.)

11. ... shouting out that he'd come back that his mother had better have the money ready for him. Or else! That is what he said: "Or else!" It was a threat. (Ch.)

12. "I still don't quite like the face, it's just a trifle too full, but—" I swung myself on the stool. (L.) 

13. "So you won't come at all?!" I don't yet know. It all depends." (P.)

14. "Will you ever change your mind?" "It depends, you know." (T. C.)

EX. 8. Analyze the manner in which the following cases of  suspense are organized:

1. All this Mrs. Snagsby, as an injured woman and the friend of Mrs. Chadband, and the follower of Mr. Chadband, and the mourner of the late Mr. Tulkinghorn, is here to certify. (D.)


2. I have been accused of bad taste. This has disturbed me, not so much for my own sake (since I am used to the slights and arrows of outrageous fortune) as for the sake of criticism in general. (S.M.)


3. No one seemed to take proper pride in his work: from plumbers who were simply thieves to, say, newspapermen (he seemed to think them a specially intellectual class) who never by any chance gave a correct version of the simplest affair. (J. C.)

4. ". . .The day on which I take the happiest and best; step of my life—the day on which I shall be a man more exulting and more enviable than any other man in the world—the day on which I gave Bleak House its little mistress—shall be next month, then," said my guardian. (D.)

5. "If you had any part—I don't say what—in this attack," pursued the boy, "or if you know anything about it—I don't say how much—or if you know who did it—I go no closer—you did an injury to me that's never to be forgiven" (D.)

6. Corruption could not spread with so much success, though reduced into a system, and though some ministers, with equal impudence and folly, avowed it by themselves and their advocates, to be the principal expedient by which they governed; if a long and almost unobserved progression of causes and effects did not prepare the conjuncture. (Bol.)

EX. 9. Classify the following cases of repetition according to the position occupied by the repeated unit. State their functions:

1. Heroes all. Natural leaders. Morrows always been leaders, always been gentlemen. Oh, take a drink once in a while but always like Morrows. Always know how to make heroic gestures—except me—how to knock their wives up with good Morrow sons – how to make money without looking like they even give a damn. Oh the Morrows and the Morrows and the Morrows and the Morrows, to the last syllable of recorded time...(T.H.)

2. "This is a rotten country," said Cyril. "Oh, I don't know, you know, don't you know!" I said. (P.G.W.)

3. ... the photograph of Lotta Lindbeck he tore into small bits across and across and across. (E. F.)

4. I wanted to knock over the table and hit him until my arm had no more strength in it, then give him the boot, give him the boot, give him the boot—I drew a deep breath . . . (J. Br.)

5. There followed six months in Chicago, in which he painted not one picture that was satisfactory to him, that was not messed into nothingness by changes and changes and changes. (Dr.)

6. There seemed to be no escape, no prospect of freedom. "If I had a thousand pounds", thought Miss Fulkes, "a thousand pounds. A thousand pounds." The words were magical. "A thousand pounds." (A.H.)

7. One may see by their footprints that they have not walked arm in arm; and that they have not walked in a straight track, and that they have walked in a moody humor. (D.)

8. It were better that he knew nothing. Better for common sense, better for him, better for me. (D.)

9. He sat, still and silent, until his future landlord accepted his proposals and brought writing materials to complete the business. He sat, still and silent, while the landlord wrote. (D.)

10. Supposing his head had been held under water for a while. Supposing the first blow had been truer. Supposing he had been shot. Supposing he had been strangled. Supposing this way, that way, the other way. Supposing anything but getting unchained from the one idea for that was inexorably impossible. (D.)

11. The whitewashed room was pure white as of old, the methodical book-keeping was in peaceful progress as of old, and some distant howler was hanging against a cell door as of old. (D.)

12. I wake up and I'm alone, and I walk round Warley and I’m alone, and I talk with people and I'm alone and I look at his face when I'm home and it’s dead...(J. Br.)

13. He ran away from the battle. He was an ordinary human being that didn't want to kill or be killed, so he ran away from the battle. (St.H.)

14....they took coach and drove westward. Not only westward, but drove into that particular westward division, which Bella had seen last when she turned her turned her face from Mr. Boffin's door. Not only drove into that particular division, but drove at last into that very street. Not only drove into that very street, but stopped at last at that very house. (D.) 

15. Failure meant poverty, poverty meant squalor, squalor led, in the final stages, to the smells and stagnation of B. Inn Alley. (D. du M.)
16. If he had acted guilty...they would have had him. But he had carried it off. He had carried it off, and it was the private who had come out as the guilty party. (J.)

17. Mr. Winkle is gone. He must be found, Sam—found: and brought back to me. (D.)

18. ...all was old and yellow with decay. And decay was the smell and being of that room. (B. D.)

19. You know—how brilliant he is, what he should be doing. And it hurts me. It hurts me every day of my life. (W. D.)

20. If you have anything to say, say it, say it. (D.)

EX. 10. Classify the following cases of morphological repetition according to the place of the repeated morpheme and the function of repetition:

1. She unchained, unbolted, and unlocked the door. (A. B.)

2. "You, Sir," said Snawley, addressing the terrified Smike, "are an unnatural, ungrateful, unloveable boy." (D.)

3. Young Blight made a great show of fetching from his desk a long thin manuscript volume with a brown paper cover, and running his finger down the day's appointments, murmuring, "Mr. Aggs, Mr. Baggs, Mr. Daggs, Mr. Faggs, Mr. Gaggs, Mr. Boffin. Yes, Sir, quite right. You are a little before your time, sir. . ."

Young Blight made another great show of changing the volume, taking up a pen, sucking it, dipping it, and running over previous entries before he wrote, as,"Mr. Alley, Mr. Bailey, Mr. Galley, Mr. Dalley, Mr. Falley, Mr. Galley, Mr. Halley, Mr. Kalley, Mr. Malley. And Mr. Boffin." (D.)

4. ...it's all the chatting and the feeding and the old squiring and the toing and froing that runs away with the time. (K.A.)

5. Laughing, crying, cheering, chaffing, singing, David Rossi's people brought him home in triumph. (H.C.)

6. There was then...a calling over of names, and great work of singeing, sealing, stamping, inking, and sanding, with exceedingly blurred, gritty and undecipherable results. (D.)

7. The procession then re-formed; the chairmen resumed their stations: and the march was re-commenced. (D.) 

8. Force of police arriving, he recognized in them the conspirators, and laid about him hoarsely, fiercely, staringly, convulsively, foamingly. (D.)

9. The doctor's friend was in the positive degree of hoarseness, red-facedness, all-fours, tobacco, dirt and brandy; the doctor in the comparative—hoarser, puffier, more red-faced, more all-foury, tobaccoer, dirtier and brandier.

10."She says—you know her way—she says, 'You're chickenest-hearted, feeblest, faintest man I ever see."

11. He had always been looked up to as a high authority on all matters of amusement and dexterity, whether offensive, defensive or inoffensive. (D.)

12. The guides called to the mules, the mules pricked up their drooping heads, the travellers' tongues were loosened in a sudden burst of slipping, climbing, jingling, clinking and talking, they arrived at the convent. (D.)

13. ...the gloomy Cathedral of Our Lady . . . without the walls, encompassing Paris with dancing, love-making, wine-drinking, tobacco-smoking, tomb-visiting, billiard, card- and domino-playing, quack-doctoring... (D.)

EX. 11. Classify the following parallel constructions into complete and partial parallelism:

1. It was Mr. Squeers's custom to make a sort of regarding the relations and friends he had seen, the news he had heard, the letters he had brought down, the bills which had been paid, the accounts which had beer unpaid, and so forth. (D.)

2. It is the fate of most men who mingle with the work and attain even in the prime of life, to make many real friends, and lose them in the course of nature, it is the fate of all authors or chroniclers to create imaginary friends, and lose then in the course of art. (D.)

3. You know I am very grateful to him; don't you? You know I feel a true respect for him...don't you? (D.)

4. ...their anxiety is so keen, their vigilance is so great, their excited joy grows so intense as the signs of life strengthen, that how can she resist it! (D.)

5. "If you are sorrowful, let me know why, and be sorrowful too; if you waste away and are paler and weak every day, let me be your nurse and try to comfort you. If you are poor, let us be poor together; but let me be with you." (D.)

6. What is it? Who is it? When was it? Where was it? How was it? (D.)

7. The coach was waiting, the horses were fresh, the roads were good, and the driver was willing. (D.)

8. The Reverend Frank Milvey's abode was a very modest abode, because his income was a very modest income. (D.)

9. ...they all stood, high and dry, safe and sound, hale and hearty, upon the steps of the Blue Lion. (D.) 
10. The expression of his face, the movement of his shoulders, the turn of his spine, the gesture of his hands, probably even the twiddle of his toes, all indicated a half-humorous apology. (S.M.) 
11. The one was all the other failed to be. Protective, not demanding; dependable, not weak; low-voiced, never strident. . . (D.du M.)

12. The sky was dark and gloomy, the air damp and raw, the streets wet and sloppy. (D.)

13. Oh! be that ideal still! That great inheritance throw not away—that tower of ivory do not destroy! (O.W.)

14. Nostrils wide, scenting the morning air for the taint of game, his senses picked up something alien in the atmosphere. Naked body, taut and alert, his dark eyes searched the distance. (K.P.)

EX. 12. State what other syntactical stylistic means are used alongside with the following cases of parallelism: 

1. He was a sallow man—all cobblers are; and had a strong bristly beard—all cobblers have. (D.) 

2. You missed a friend, you know; or you missed a foe, you know; or you wouldn't come here, you know. (D.)

3. Through all the misery that followed this union; through all the cold neglect and undeserved reproach; through all the poverty he brought upon her; through all the struggles of their daily life . . . she toiled on. (D.)

4. It's only an adopted child. One I have told her of. One I an going to give the name to. (D.)

5. Secretly, after nightfall, he visited the home of the Prime Minister. He examined it from top to bottom. He measured all the doors and windows. He took up the flooring. He inspected the plumbing, he examined the furniture. He found nothing. (L.)

6. "Aha!" he cried. "Where now, Brass? Where now? Sally with you, too? Sweet Sally! And Dick? Pleasant Dick! Kit? Honest Kit!" (D.)

7. Passage after passage did he explore; room after room did he peep into...(D.) 

8. Talent Mr. Micawber has. Capital Mr. Micawber has not. (D.)

EX. 13. Discuss the following cases of chiasmus:

1. I know the world and the world knows me. (D.)

2. Mr. Boffin looked full at the man, and the man looked at Mr. Boffin. (D.)

3.There are so many sons who won't have anything to do with their fathers, and so many fathers who won't speak to their sons. (O. W.)

4. I looked at the gun, and the gun looked at me. (R. Ch.)

5. His dislike of her grew because he was ashamed of it...Resentment bred shame, and shame in its turn bred more resentment. (A.H.)

6. For the former her adoration was ecstatic and therefore blind; her admiration for the latter, although equally devoted, was less uncritical. (V.)

7. Well! Richard said that he would work his fingers to the bone for Ada, and Ada said that she would work her fingers to the bone for Richard. (D.)

EX. 14. State the functions of the following examples of polysyndeton. Pay attention to the repeated conjunction and the number of repetitions:
1. And the coach, and the coachman, and the horses, rattled, and jangled, and whipped, and cursed, and swore, and tumbled on together, till they came to Golden Square. (D.) 

2. And they wore their best and more colourful clothes. Red shirts and green shirts and yellow shirts and pink shirts. (P.A.)
3. Bella soaped his face and rubbed his face, and soaped his hands and rubbed his hands, and splashed him, and rinsed him and towelled him, until he was as red as beet-root. (D.)
4. Then from the town pour Wops and Chinamen and Polaks, men and women in trousers and rubber coats and oilcloth aprons. They come running to clean and cut and plack and cook and can the fish. The whole street rumbles and groans and screams and rattles while the silver rivers of fish pour in out of the boats and the boats rise higher and higher in the water until they are empty. The canneries rumble and rattle and squeak until the last fish is cleaned and cut and cooked and canned and then the whistles scream again and the dripping smelly tired Wops and Chinamen and Polaks, men and women straggle out and droop their ways up the hill into the town and Cannery Row becomes itself again—quiet and magical. (St.)
5. Mr. Richard, or his beautiful cousin, or both, could sign something, or make over something, or give some sort of undertaking, or pledge, or bond? (D.)
6. First the front, then the back, then the sides, then the superscription, then the seal, were objects of Newman's admiration. (D.)

EX. 15. Analyze the following cases of asyndeton, indicating their functions and paying attention to the quality of units, connected asyndetically:

1. The mail coach doors were on their hinges, the lining was replaced, the iron-work was as good as new, the paint was restored, the lamps were alight; cushions and great coats were on every coach box, porters were thrusting parcels into every boot, guards were stowing away letter bags, hostlers were dashing pails of water against the renovated wheels; numbers of men were rushing about..., portmanteaus were handed up, horses were put to, and in short it was perfectly clear that every mail there was to be off directly. (D.)

2. Double on their steps, though they may, weave in and out of the myriad corners of the city’s streets, return, go forward, back, from side to side, here, there, anywhere, dodge, twist, wind, the central chamber where Death sits is reached inexorably at the end. (Fr. N.)

3. He yawned, went out to look at the thermometer, slammed the door, patted her head, unbuttoned his waistcoat, yawned, wound the clock, went to look at the furnace, yawned, and clumped upstairs to bed, casually scratching his thick woolen undershirt. (S.L.)

4. Through his brain, slowly, sifted the things they had done together. Walking together. Dancing together. Sitting silent together. Watching people together. (P.A.)

LEXICO-SYNTACTICAL STYLISTIC DEVICES

While in lexical SD the desired effect is achieved through the interaction of lexical meanings of words and in syntactical SD through the syntactical arrangement of elements, the third group of SD is based on the employment of both — fixed structure and determined scope of lexical meanings. So, in

(1) Climax we observe parallelism consisting of three or more steps, presenting a row of relative (or contextual relative) synonyms placed in the ascending validity of their denotational (which results in logical and quantitative climax) or connotational meanings. The latter type of climax is called emotive and is realized through still another pattern of a two-step structure, based on repetition of the semantic centre, usually expressed by an adjective or adverb, and the introduction of an intensifier between two repeated units (I am sorry, terribly sorry).

If each step of climax is supplied with a negative particle, that necessitates the reversed – descending scale of its components: to emphasize absence of a certain fact, quality, phenomenon, etc., the row of relative synonyms begins with the one showing the highest degree of this quality, importance, etc. Thus the affirmative and the negative constructions of climax demand diametrically opposite order of the same lexical units, while stylistic functions of both structural types remain identical.

Sudden reversal of expectations roused by climax (mainly non-completed), causes anticlimax. The main bulk of paradoxes is based on anticlimax.

(2) Antithesis is a structure consisting of two steps, the lexical meanings of which are opposite to each other. The steps may be presented by morphemes, which brings forth morphological antithesis, (underpaid and overworked); by antonyms (or contextual antonyms) and antonymous expressions which is the case of antithesis proper; and by completed statements or pictures semantically opposite to one another which brings forth developed antithesis.

(3) Litotes presupposes double negation; one—through the negative particle no or not; the other—through (a) a word with a negative affix (not hopeless); (b) a word with a negative or derogatory meaning (not a coward); (c) a negative construction (not without love); (d) an adjective or adverb preceded by too (not too awful).

The stylistic function of all these types is identical: to convey the doubts of the speaker concerning the exact characteristics of the object in question.

The lexical meaning of the second component of litotes is of extreme importance, for similar structures may lead to opposite effects ('looking not too bad' expresses a weakened positive evaluation, while 'looking not too happy' expresses a weakened negative evaluation of the phenomenon).

(4) Simile is also a structure of two components joined by a fixed range of link-adverbs like, as, as...as, as though, etc. If there is no formal indicator of simile while semantic relations of both parts of the structure remain those of resemblance and similarity, we may speak of a disguised simile which preserves only one side of the SD - lexical, modifying its other side - structural. True enough, instead of the accepted simile-formants, in disguised similes there are often used verbs, lexical meanings of which emphasize the type of semantic relations between the elements of the utterance, such as 'to remind', 'to resemble', 'to recollect', 'to seem' and others.

If the basis of similarity appears to the author vague, he supplies the simile with a key, immediately following the structure and revealing those common features of two compared phenomena which led to the origination of the SD.

(5) The structure of periphrasis is modelled with difficulty, for it is exceedingly variable. Very generally and not quite precisely it can be defined as a phrase or sentence, substituting a one-word denomination of an object, phenomenon, etc.

Proceeding from the semantic basis for the substitution, periphrases fall into logical, euphemistic and figurative. The main stylistic function of all these types is to convey the author's subjective perception, thus illuminating the described entity with the new, added light and understanding.

(6) Represented speech, which combines lexical and syntactical peculiarities of colloquial and literary speech, has gained widespread popularity especially in the 20th century, allowing the writer in a condensed and seemingly objects e manner to lead the render into the inner workings of human mind.

EXERCISES

EX. 1. Discuss the nature and distribution of the components of logical climax in the following examples:

1. It was a mistake... a blunder... lunacy... (W.D.)

2. What I have always said, and what I always shall say, is, that this ante-post betting is a mistake, an error, and a mug's game. (P. G. W.)

3. And you went down the old steep way... the well-known toboggan run... insane pride...lies...treachery...murder...(P.)

 4. Poor Ferse! Talk about trouble, Dinny - illness, poverty, vice, crime -none of them can touch mental derangement for sheer tragedy of all concerned. (G.)

5. He was numbed. He wanted to weep, to vomit, to die, to sink away. (A.B.)

6. It is done—past—finished! (D.) 

7. "It must be a warm pursuit in such a climate," observed Mr. Pickwick.

"Warm!—red hot!—scorching!—glowing!" (D.)

8. A storm's coming up. A hurricane. A deluge. (Th. W.)

9. I was well inclined to him before I saw him. I liked him when I did see him; I admire him now (Ch. Br.) 

10. There are drinkers. There are drunkards. There are alcoholics. But these are only steps down the ladder. Right down at the bottom is the meths drinker—and man can't sink any lower than that. (W. D.)

11. "Say yes. If you don't, I'll break into tears. I'll sob. I'll moan. I'll growl." (Th. S.)

12. "I swear to God. I never saw the beat of this winter. More snow, more cold, more sickness, more death." (M. W.)

13 "My nephew, I introduce to you a lady of strong force of character, like myself; a resolved lady, a stern lady, a lady who has a will that can break the weak to powder: a lady without pity, without love, implacable..." (D.)

14. "I designed them for each other; they were made for each other, sent into the world for each other, born for each other, Winkle", said Mr. Ben Alien. (D.)

15. I don't attach any value to money. I don't care about it, I don't know about it. I don't want it, I don't keep it—it goes away from me directly. (D.)

EX. 2. State the nature of the increasing entities in the following examples of quantitative climax:

1. "You have heard of Jefferson Brick I see, Sir," quoth the Colonel with a smile. "England has heard of Jefferson Brick. Europe has heard of Jefferson Brick...(D.)

2. R: "I never told you about that letter Jane Crofut got from her minister when she was sick. He wrote Jane a letter and on the envelope the address was like this. It said: Jane Crofut; The Crofut Farm; Grover's Corners; Sutton County; New Hampshire; United States of America."


G: "What's funny about it?"


R: "But listen, it's not finished: the United States of America; Continent of North America, Western Hemisphere; the Earth; the Solar System; the Universe; the Mind of God—that's what it said on the envelope." (Th. W.)

3. How many sympathetic souls can you reckon on in the world? One in ten—one in a hundred—one in a thousand—in ten thousand? Ah! (J.C.)

4. You know—after so many kisses and promises, the lie given to her dreams, her words ... the lie given to kisses—hours, days, weeks, months of unspeakable bliss... (Dr.)


EX. 3. Classify the following examples of emotive climax according to their structure and the number of the components:

1. Of course it's important. Incredibly, urgently, desperately important. (D. S.)

2. "I have been so unhappy here, dear brother," sobbed poor Kate; "so very, very miserable." (D.)

3. The mother was a rather remarkable woman, quite remarkable in her way. (W. D.)

4. That's a nice girl; that's a very nice girl; a promising girl. (D.)

5. She felt better, immensely better, standing beside this big old man. (W. D.)

6. He who only five months before had sought her so eagerly with his eyes and intriguing smile. The liar! The brute! The monster! (Dr.)

7. I am a bad man, a wicked man, but she is worse. She is really bad. She is bad, she is badness. She is Evil. She not only is evil, but she is Evil. (J. O’H.)

8. "An unprincipled adventurer - a dishonourable character - a man who preys upon society, and makes easily-deceived people his dupes, sir, his absurd, his foolish, his wretched dupes, sir," said the excited Mr. P. (D.)

9. "I abhor the subject. It is an odious subject, an offensive subject, a subject that makes me sick." (D.)

10. "I'll smash you. I'll crumble you, I'll powder you. Go to the devil!" (D.)

11. Upon my word and honour, upon my life, upon my soul, Miss Summerson, as I am a living man, I'll ad according to your wish!" (D.)

12. ...to them boys she is a mother. But she is more than a mother to them, ten times more. (D.)

13. Mr. Tulkinghorn ... should have communicated to him nothing of this painful, this distressing, this unlooked-for, this overwhelming, this incredible intelligence." (D.)

EX. 4. Analyse the following examples of developed antithesis:
1. Cannery Row in Monterey in California is a poem, a stink, a grating noise, a quality of light, a tone, a habit, a nostalgia, a dream. Cannery Row is the gathered and  the scuttered, tin and iron, and rust and splintered wood, chipped pavement and weedy lots and junk heaps, sardine canneries of corrugated iron, honky tonks, restaurants and whore houses, and little crowded groceries, and laboratories and flophouses. Its inhabitants are, as the man once said, "whores, pimps, gamblers and sons of bitches," by which he meant Everybody. Had the man looked through another peephole he might have said, "saints and angels and martyrs and holy men," and he would have meant the same thing. (St.)

2. Men's talk was better than women's. Never food, never babies, never sickness, or boot's needing mending, but people, what happened, the reason. Not the state of the house, but the state of the Army. Not the children next door, but the rebels in France. Never what broke the china, but who broke the treaty. Not what spoilt the washing, but who spilled the beans... Some of it was puzzling and some of it was tripe, but all of it was better than darning Charley's socks. (D. du M.)

3. ...as we passed it seemed that two worlds were meeting. The world of worry about rent and rates and groceries, of the smell of soda and blacklead and "No Smoking" and "No Spitting" and "Please Have the Correct Change Ready" and the world of the Rolls and the Black Market clothes and the Coty perfume and the career ahead of one running on well-oiled grooves to a knighthood... (J. Br.)

4. It was the best of times, it was the worst of times, it was the age of wisdom, it was the age of foolishness, it was the epoch of belief, it was the epoch of incredulity, it was the season of Light, it was the season of Darkness, it was the spring of hope, it was the winter of despair; we had everything before us, we had nothing before us, we were all going direct to Heaven, we were all going direct the other way—in short the period was so far like the present period, that some of its noisiest authorities insisted on its being received for good or for evil, in the superlative degree of comparison only. (D.)

5. They went down to the camp in black, but they came back to the town in white; they went down to the camp in ropes, they came back in chains of gold; they went down to the camp in fetters, but came back with their steps enlarged under them; they went also to the camp looking for death, but they came back from thence with assurance of life; they went down to the camp with heavy hearts, but came back with pipes and tabor playing before them. (J. Bun.)

6. A special contrast Mr. George makes to Smallweed family ... It is a broadsword to an oyster knife. His developed figure, and their stunned forms; his large manner, filling any amount of room; and their little narrow pinched ways; his sounding voice and their sharp spare tones are in the strongest and the strangest opposition. (D.)

EX. 5. Classify the following cases of litotes according to their structure:
 1. His sister was in favor of this obvious enthusiasm on the part of her brother, although she was not unaware that her brother more and more gave to her the status of a priviledged governess. (J.O'H.)

2. "I am not unmindful of the fact that I owe you ten dollars." (J.O'H.)

 3. "How slippery it is, Sam."

"Not an uncommon thing upon ice, Sir," replied Mr. Weller. (D.)

4. In a sharp, determined way her face was not unhandsome. (A.H.)

5. Powell's sentiment of amused surprise was not unmingled with indignation. (J. C.)

6. He was laughing at Lottie but not unkindly. (Hut.)

7. ...there was something bayonetlike about her, something not altogether unadmirable. (S.)

8. She had a snouty kind of face which was not completely unpretty. (K.A.)

9. The idea was not totally erroneous. The thought did not displease me. (1. M.)

10. She was not without realization already that this lung was impossible, so far as she was concerned. (Dr.)

11. It was not without satisfaction that Mrs. Sunbury perceived that Betty was offended. (S. M.)

12. Bell understood, not without sympathy, that Queen had publicly committed himself. (J.)

13. Kirsten said not without dignity: "Too much talking is unwise." (Ch.)

14. She couldn't help remembering those last terrible days in India. Not that she isn't very happy now, of course... (P.)

15. Well, I couldn't say no: it was too romantic. (T.C.)

16. I felt I wouldn't say no to a cup of tea. (K.A.)

17. I don't think I'm the type that doesn't even lift a finger to prevent a wedding from flatting. (S.)

18. ...I am a vagabond of the harum-scarum order, and not of the mean sort. (D.)

19. Not altogether by accident he was on the train that brought her back to New York at the end of school. (J.O'H.)

20. He was almost the same height standing up as sitting down (a not all that rare type of physique in Wales). (K.A.)

EX. 6. State the semantic field, to which the second components of the similes belong:

1. Children! Breakfast is just as good as any other meal and I won't have you gobbling like wolves. (Th.W.) 

2. The eyes were watery and veined with red, like the eyes of a hound who lies too often too close to the fire.(Fl.)

 3. His mind went round and round like a squirrel in a cage, going over the past. (Ch.)

4. "We can hear him coming. He's got a tread like a rhinoceros." (K.A.)

5. "I'm as sharp," said Quilp to him at parting, "as sharp as a ferret." (D.)

6. And then in a moment she would come to life and be as quick and restless as a monkey. (G.)

7. It was a young woman and she entered like a wind-rush, a squall of scarves and jangling gold. (T.C.)

8. "Funny how ideas come," he said afterwards, "Like a flash of lightning." (S. M.)

9. The sidewalks ran like spring ice going out, grinding and hurried and packed close from bank to bank. (J.R.)

10. She perceived that even personalities were failing to hold the party. The room filled with hesitancy as with a fog. (S.L.)

EX. 7. Analyze the causes, due to which a developed image is created (key to a simile, explicitness of the second component, etc.):

1. He felt like an old book: spine defective, covers dull, slight foxing, fly missing, rather shaken copy. (K.A.)

2. "You're like the East One loves it at first sight, or not at all, and one never knows it any better." (G.)

3. He ached from head to foot, all zones of pain seemingly interdependent. He was rather like a Christmas tree whose lights, wired in series, must all go out if even one bulb is defective. (S.)

4. London seems to me like some hoary massive underworld, a hoary ponderous inferno. The traffic flows through the rigid grey streets like the rivers of hell through their banks of dry, rocky ash. (D. H. L.)

5. It (the district) lies on the face of the county like an insignificant stain, like a dark Pleiades in a green and empty sky. And Handbridge has the shape of a horse and its rider, Bursley of half a donkey, Knype a pair of trousers, Longshaw of an octopus, and little Turnhill of a beetle. The Five Towns seem to cling together for safety. (A.B.)

6. For a long while—for many years in fact—he had not thought of how it was before he came to the farm. His memory of those times was like a house where no one lives and where the furniture has rotted away. But tonight it was as if lamps had been lighted through all the gloomy dead rooms. (T.C.)

7. Mag Wildwood couldn't understand it, the abrupt absence of warmth on her return; the conversation she began behaved like green logs, they fumed but would not fire. (T.C.)

EX. 8. Discuss the following euphemistic periphrases:

1. Everything was conducted on the most liberal and delightful scale. Excisable articles were remarkably cheap at all the public houses; and spring vans paraded the streets for the accommodation of voters who were seized with any temporary dizziness in the head—an epidemic which prevailed among the electors during the contest, to a most alarming extent, and under the influence of which they might frequently be seen lying on the pavements in a state of utter insensibility. (D.)                              

2. "I expect you'd like a wash," Mrs. Thompson said."The bathroom's to the right and the usual offices next to it."(J.Br.)

3. In the left corner, built out into the room, is the toilet with the sign 'This is it" on the door. (O'N)

4. I am thinking an unmentionable thing about your mother. (I. Sh.)

5. Jean nodded without turning and slid between two vermilion-colored buses so that two drivers simultaneously used the same qualitative word. (G.)

6. The late Mr. Bardell, after enjoying for many years the esteem and confidence of his sovereign, as one of guardians of his royal revenues, glided almost imperceptibly from the world, to seek elsewhere for that repose and peace which a custom-house can never afford. (D.)

7. James Porter, aged 25, was bound over last week after pleading guilty to interfering with a small cabbage and two tins of beans on his way home... (O.)

EX. 9. State the nature and functions of the following periphrases:

1. "That elegant connection of ours—that dear lady who was here yesterday—".

"I understand," said Arthur. "Even that affable and condescending ornament of society," pursued Mr. Meagles, "may misrepresent us, we are afraid." (D.)

2. She was still fat; the destroyer of her figure sat at the head of the table. (A.B.)

3. When he saw that I was looking at him, he closed his eyes, sleepily, angelically, then stuck out his tongue— an appendage of startling length—and gave out what in my country would have been a glorious tribute to a myopic umpire. It fairly shook the tearoom. (S.) 

4. And then we take a soldier and put murder in his hands and we say to him... "Go out and kill as many of a certain kind of classification of your brothers as you can." (St.)

5. Also, my draft board was displaying an uncomfortable interest; and, having so recently escaped the regimentation of a small town, the idea of entering another form of disciplined life made me desperate. (T.C.)

6. I wanted something that would depict my face as Heaven gave it to me, humble though the gift may have been. (L.)

7. In the inns Utopians were shouting the universe into order over beer, and in the halls and parks the dignity of England was being preserved in a fitting manner. The villages were full of women who did nothing but fight against dirt and hunger, and repair the effects of friction on clothes.(A. B.). 

EX. 10. Classify the following examples of represented speech into represented inner and represented uttered speech:

1. He looked at the distant green wall. It would be a long walk in this rain, and a muddy one. He was tired and he was depressed. His toes squelched in his shoes. Anyway, what would they find? Lot of trees. (J.)        

2. I shook her as hard as I could. I'd done it in play before, when she'd asked me to hurt her, please hurt her, but this time I was in brutal earnest... (J.Br.)

3. "...You ought to make a good mural decorator some day, if you have the inclination," Boyle went on, "You've got the sense of beauty." The roots of Eugene's hair tingled. So art was coming to him. This man saw his capacity. He really had art in him. (Dr.)

4. Ottilie should have been the happiest girl in Port-au-Prince. As Baby said to her, look at all the things that can be put to your credit: you have a lovely light color, even almost blue eyes, and such a pretty, sweet face—there is no girl on the road with steadier customers, every one of them ready to buy you all the beer you can drink. (T.C.)

5. He held the cigarette in his mouth, tasting it, feeling its roundness, for a long time before he lit it. Then with a sigh, feeling, well, I've earned it, he lit the cigarette. (I. Sh.)

6. She hadn't wanted to marry him or anyone else, for that matter, unless it was someone like her father. But there was no one like her father. No one she had ever seen. So, oh, well, what's the diff! You have to get married sometime. (E.F.) 
7. For once Wilson's hand (of cards) was poor, and; after staying a round because he was the heavy winner, he dropped out. When the campaign was over, he told himself, he was going to drum up some way of making liquor. There was a mess sergeant over in Charley Company who must have made two thousand of them pounds, the way he sold a quart for five pounds. All a man needed was sugar and yeast and some of them cans of peaches or apricots. In anticipation he felt a warm mellow glow in his chest. Why, you could even make it with less. Cousin Ed, he remembered, had used molasses and raisins, and his stuff had been passing decent,

For a moment, though, Wilson was dejected. If he was going to fix himself any, he would have to steal all the makings from the mess tent some night, and he'd have to find a place to hide it for a couple of days. And then he'd need a good little nook where he could leave the mash. It couldn't be too near the bivouac or anybody might be stumbling onto it and yet it shouldn't be too far if a man wanted to siphon off a little in a hurry.

There was just gonna be a lot of problems to it, unless he waited till the campaign was over and they were in permanent bivouac. But that was gonna take too long. It might be even three or four months. Wilson began to feel restless. There was just too much figgering a man had to do if he wanted to get anything for himself in the Army. (J.H.)

EX. 11. Discuss lexical and grammatical phenomena characterizing represented inner speech:

1. Then he would bring her back with him to New-York - he, Eugene Wilta, already famous in the East. Already the lure of the big eastern city was in his mind, its palaces, its wealth, its fame. It was the great world he knew, this side of Paris and London. He would go to it now, shortly. What would he be there? How great? How soon? So he dreamed. (Dr.)

2. Angela looked at him with swimming eyes. He was really different from anything she had ever known, young, artistic, imaginative, ambitious. He was going out into a world which she had longed for but never hoped to see — that of art. Here one was telling her of his prospective art studies, and talking of Paris, what a wonderful thing! (Dr.)

3 Oh, love, love! Edward! Edward! Oh, he would not, could not remain away. She must see him—give him a chance to explain. She must make him understand that it was not want of love but fear of life—her father, everything, everybody—that kept her so sensitive, aloof, remote. (D.) 

4. And then he laughed at himself. He was getting nervy and hot up like everybody else in the house. (Ch.)

GRAPHICAL AND PHONETIC EXPRESSIVE MEANS
(1) Graphical expressive means serve to convey in the written form those emotions which in the oral type of speech are expressed by intonation and stress. We refer here to emphatic use of punctuation and deliberate change of the spelling of a word. 

All types of punctuation can be used to reflect the emphatic intonation of the speaker. Emphatic punctuation is used in many syntactical SD—aposiopesis, rhetorical question, suspense, and may be not connected with any other SD (And there, drinking at the bar was—Finney! (R.Ch.) ) 

The changed type (italics, bold type, etc.) or spelling (multiplication—'laaarge', 'rrruin'; hyphenation—'des-pise', 'g-irl', etc.) are used to indicate the additional stress on the emphasized word or part of the word.

There is no correlation between the type of graphical means and the type of intonation they reflect, for their choice is too inadequate for the variety and quality of emotions inherent in intonation

(2) Phonetic expressive means — alliteration, onomatopoeia and others—deal with the sound instrumenting of the utterance and are mainly found in poetry.

Graphical fixation of phonetic peculiarities of pronunciation with the ensuing violation of the accepted spelling — graphon—is characteristic of prose only and is used to indicate blurred, incoherent or careless pronunciation, caused by temporary (tender age, intoxication, ignorance of the discussed theme, etc.) or by permanent factors (social, territorial, educational status, etc.).

Permanent graphon is vastly used by some modern writers in England (A. Sillitoe, S. Chaplin, D. Storey, and others) and by Afro-American and military-novel writers in America (R. Wright, J. Baldwin, J. Jones, J. Hersey, and others).

EXERCISES

EX. 1. Indicate what graphical expressive means are used in the following extracts:

1. "...I ref-use his money altogezzer." (D.)

2. ...on pain of being called a g-irl, I spent most of the remaining twilights that summer with Miss Maudie Atkinson on her front porch. (H.L.)

3. "...Adieu you, old man, grey. I pity you, and I despise you." (D.)

4. He misses our father very much. He was s-l-a-i-n in North Africa. (S.)

5. We'll teach the children to look at things...I shall make it into a sort of game for them. Teach them to take notice. Don't let the world pass you by, I shall tell them... For the sun, I shall say, open your eyes for that laaaarge sun... (A. W.)

6. "...I r-r-r-ruin my character by remaining with a Ladyship so infame!" (D.)

7. You have no conception no conception of what we are fighting over here. (H. L.)

8. "Oh, what's the difference, Mother?" "Muriel, I want to know." (S.)

9. "And it's my bounden duty as a producer to resist every attack on the integrity of American industry to the last ditch. Yes — SIR!" (S. L.)

10. "Now listen, Ed, stop that, now! I am desperate. I am desperate, Ed, do you hear? Can't you see?" (Dr.)

11.When Will's ma was down here keeping house for him — she used to run in to see me, real often! (S. L.)

EX. 2. Indicate the causes and effects of the following cases of alliteration:


1. Both were flushed, fluttered and rumpled, by the late scuffle. (D.)


2. The moan of doves in immemorial elms, 

And murmuring of innumerable bees... (T.)


3. His wife was shrill, languid, handsome and horrible. (Sc.F.)


4. ...he swallowed the hint with a gulp and a gasp and a grin. (R.K.)


5. You lean, long, lanky lath of a lousy bastard... (O'C.)


6. "Luscious, languid and lustful, isn't she?" "Those are not the correct epithets. She is—or rather was—surly, lustrous and sadistic." (E.W.)

EX. 3. State the part of speech, through which onomatopoeia is expressed, and its function:

1. Then with an enormous, shattering rumble, sludgepuff...puff, the train came into the station. (A.S.)

2. I hope it comes and zzzzzzz everything before it. (Th.W.)

3. I had only this one year of working without shhh! (D.C.)

4. Cecil was immediately shushed. (H.L.)

5. Streaked by a quarter moon, the Mediterranian shushed gently into the beach. (I. Sh.)

6. The Italian trio...tut-tutted their tongues at me. (T.C.)

EX. 4. Substitute the given graphons by their normative graphical interpretation:

1. "You remember him at all?"

"Just, sort of. Little ole private? Terribly unattractive" (S.)

2. "You're one that ruint it." (J.)

3. "You ast me a question. I answered it for you." (J.)

4. "You'll probly be sick as a dog tomorra, Tills." (J.)

5. Marrow said: "Chawming climate out heah in the tropics, old chap." (J.H.) 

6. What this place needs is a woman's touch, as they say in the pitchers. (I. Sh.)

7. "You ain't invited," Doll drawled. "Whada you mean I ain't invited?" (J.)

8. "I've never seen you around much with the rest of the girls. Too bad! Otherwise we mighta met. I've met all the rest of 'em so far." (Dr.) 

9. You're French Canadian aintcha? I bet all the girls go for you, I bet you're gonna be a great success. (J.K.) 

10. "You look awful—whatsamatter with your face?"(J.K.)

11. "Veronica," he thought. "Why isn't she here? Godamnit, why isn't she here?" (I. Sh.)

12. "Wuddaya think she's doing out there?" (S.)

13."...for a helluva intelligent guy you're about as tactless as it's humanly possible to be." (S.) 

14. "Ah you guys whattaya doin?" (J.K.)

15. How many cupsacoffee you have in Choy’s this morning? (J.)
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CHAPTER II
SAMPLES OF STYLISTIC ANALYSIS OF POETRY AND PROSE PIECES

SAMPLE I
A sonnet is a short poem or a stanza, complete in itself, with unity of substance and a fixed form. It consists of 14 lines generally of iambic pentametre rhyming according to a conventionally fixed scheme (often ababcdcdefef gg). It deals with a single emotion, sentiment or reflection which is introduced in the first part and completed in the second part. The second part, therefore, often takes the form of a reinforcement of the impression given in the first part from another point of view or some profound reflection suggested by it. The first part of the sonnet is called the octave, the second—the sestet. The last two lines of the sestet present a conclusion drawn from the whole sonnet. These two lines are called the epigrammatic lines of the sonnet.

SONNET XXVII

William Shakespeare
1. Weary with toil, I haste me to my bed,
2. The dear repose for limbs with travel tired;
3. But then begins a journey in my head,
4. To work my mind, when body's work's expired:
5. For then my thoughts, from far where I abide,
6. Intend a zealous pilgrimage to thee,
7. And keep my drooping eyelids open wide,
8. Looking on darkness which the blind do see:
9. Save that my soul's imaginary sight
10. Presents thy shadow to my sightless view,
11. Which, like a jewel hung in ghastly night,
12. Makes black night beauteous and her old face new.
13. Lo! thus, by day my limbs, by night my mind,
14. For thee and for myself no quiet find.
TASK: Read the following example of stylistic analysis paying attention to the wording and the development of the argument.
The structure of the sonnet is not strictly conventional, i.e. it is not divided into the octave and the sestet. However, it must be noted that the poet tackles the same theme (love) in different ways.Analysing the rhythmical pattern of the sonnet one may notice some deviations from the conventional scheme.

Note the rhythmical inversion in lines 1, 8, 9; the cases where it is possible to use spondee as an intensifier (an intensifying modifier of rhythm) in lines 8, 12, 14. Spondee emphasizes the blackness of the ghastly night, and the contrast between its ugliness and the beauty of the vision, which “makes black night beauteous and her old face new” (lines 8, 12). Spondee in the epigrammatic line of the sonnet stresses the poet's attitude towards the objects of his love, the intensity of his feelings which deprives the poet of “quiet”, rest both  physical or mental. 
The imagery employed by the poet is none the less impressive for being simple and realistic. The poet compares his train of thoughts with the journey of a pilgrim to some sacred place: “For then my thoughts, from far where I abide, intend a zealous pilgrimage to thee...” (lines 5, 6). The metaphors “journey in my head” (line 3) and “pilgrimage” (line 6) as well as the epithet “zealous” (line 6) are keyed to one purpose, namely, to stress the poet's longing for his beloved. Hence a long journey is the key image here.

Note the use of synonyms “travel”, “journey”, “pilgrimage in the sonnet. Pay attention to the fact that the sonnet opens with the inversion “Weary with toil, I haste me to my bed...”. This SD stresses the poet’s physical exhaustion and  his craving for rest. The poet uses “work” in the first case as the infinitive (“to work my mind”), in the second case the word “work” is a noun (“when body's work's expired”). This peculiar manipulation with words produces the effect of repetition which brings out the contrast between the physical condition of the poet and his mental state. This contrast may be regarded as a kind of antithesis based on the use of antonyms (mind—body).

Developing his theme further the poet passes over to another set of contrasting images; he describes the ghastly darkness of night and the shining beauty of his vision (“which... makes black night beauteous, and her old face new”). This contrast is revealed through various means. The intensity of darkness is enhanced by the striking use of combinations which have the character of oxymoron: “darkness which the blind do see”, “sightless view”. 
The contrast between the ugliness of “ghastly night” and the beauty of the poet's vision is revealed most emphatically by the use of a sustained simile (line 11) “which, like a jewel hung in ghastly night, makes black night beauteous and her old face new”. Note that such adjectives as “black”, “old”, “new”, “beauteous” opposed to each other for the sake of contrast, acquire a great emotional force and become epithets. The epigrammatic lines of the sonnet sum up the idea of the poet, whose overwhelming feeling for his beloved is revealed with a striking force. The parallel constructions help to bring out the intensity of the poet's feelings.

Note the subtle use of antonyms (day—night) and contextual antonyms (my limbs—my mind). These linguistic means supported by parallelism create the antithesis which culminates the whole sonnet.

SONNET LXV
William Shakespeare
Since brass, nor stone, nor earth, nor boundless sea,
But sad mortality o'er-sways their power, 

How with this rage shall beauty hold a plea,
Whose action is no stronger than a flower?
O, how shall summer's honey breath hold out
Against the wreckful (1) siege of battering days,(2)
When rocks impregnable are not so stout,
Nor gates of steel so strong, but time decays?(3)
O fearful meditation! where, alas,
Shall Time's best jewel (4) from Time's chest lie hid?
Or what strong hand can hold his swift foot back?
Or who his spoil of beauty can forbid?
O, none, unless this miracle have might,
That in black ink my love may still shine bright.
Notes:
1. wreckful — разрушительный
2. battering days — слово days передает здесь ход времени
3. decay — глаг. decay 'разлагаться', 'приходить в упадок' здесь выступает как переходный: 'приводить в упадок, разрушать' (устаревшее употребление)
4. Time's best jewel — люди —драгоценности, принадлежащие Времени, и лучшая из них — возлюбленная поэта. Скупец Время прячет эти драгоценности в свой сундук (так поэт изображает смерть)
TASK: Render the following stylistic analysis in English.
Текст построен на чередовании двух времен — будущего и настоящего общего вида (Indefinite). С помощью настоящего времени выражены общие истины, например: sad mortality o'er-sways their power.
Так происходит всегда, говорит поэт, движение времени неотвратимо, оно несет гибель всему существующему. В стихотворении, однако, преобладает будущее время. Вообще говоря, будущие времена, неупотребительные в прозаическом повествовании, не столь редки в стихах, где они передают надежды, опасения, мечты лирического героя. В сонетах Шекспира будущее время встречается довольно часто. Обратимся к его функции в сонете шестьдесят пятом. 
На первый взгляд кажется, что она та же, что функция настоящего времени: будущее время передает те же общие истины, переплетаясь с настоящим. Чтобы в этом убедиться, достаточно рассмотреть первый катрен (четверостишие) сонета. Тем не менее, будущее время вносит в текст новый оттенок мысли. Настоящее время, как известно, может выражать суждения, не связанные с моментом речи, а относящиеся ко всем временам: «Луна вращается вокруг Земли», «Все люди смертны». Такие высказывания объективны, в них исчезает личность говорящего. Будущее же время по своей природе связано с какой-то точкой отсчета, с моментом речи. Поэтому будущее время субъективно; отнесение высказывания к моменту речи — это также отнесение его к личности говорящего. 
Употребляя глаголы в будущем времени, автор высказывает уже не общие, вечные истины, а свои собственные мысли, наблюдения, чувства. Высказывания в будущем времени как бы исходят от самого Шекспира. Характерно, что в них идет речь не о времени и гибели вообще, а о гибели, грозящей близкому человеку — прекрасному существу, подобному цветку или драгоценному камню. Будущее время, следовательно, помогает внесению в содержание ее сонета личной ноты, передаче тревожного и глубокого чувства поэта. 
Небезразлично для смысла также употребление в третьем лице вспомогательного глагола shall вместо ожидаемого will. Во всяком случае, современный читатель, привыкший к четким правилам употребления этих глаголов, усматривает в таких случаях отклонение от нормы и в связи с этим передачу дополнительной информации. Но и в эпоху Шекспира, несмотря на отсутствие таких правил, глагол shall нередко сохранял значение модальности. Так обстоит дело и в сонете шестьдесят пятом: модальное значение долженствования в глаголе оживает, и высказывания приобретают оттенок неотвратимости, независимости от воли человека. 

В последних двух стихах катрена будущее время исчезает, но не заменяется объективным, безличным настоящим. Его место занимают сочетания с модальным глаголом саn, приближающие лирическое повествование к моменту речи и вместе с тем вносящие оттенок неуверенности. Если бы вместо who ... can forbid стояло who shall, это значило бы, что действие все же будет совершено, тогда как глагол саn в этом обороте указывает на невозможность совершения действия. Наконец, в заключительном стихе сонета находим модальный глагол may. Он выражает неуверенность: поэт не знает, как примут его стихи потомки. Но, с другой стороны, глагол may употреблен не в риторическом вопросе-восклицании, как выше глагол саn, а в утверждении; он выражает не невозможность, не отчаяние, а надежду. В заключительном дистихе выражена основная мысль сонета — утверждение силы поэзии, преодолевающей могучее время. Глагол may как бы ослабляет это утверждение, но его воздействие преодолевается образами света, соединенными с коннотацией радости, в словах концовки — shine bright.
SAMPLE II
THE BELLS
Edgar Allan Рое
Hear the sledges with the bells —
Silver bells!
What a world of merriment their melody foretells! 
How they tinkle, tinkle, tinkle,
In the icy air of night! 
While the stars that oversprinkle 

All the heavens, seem to twinkle 

With a crystalline delight; 

Keeping time,(1) time, time, 
In a sort of Runic(2) rhyme,
To the tintinnabulation that so musically wells 

From the bells, bells, bells, bells,
Bells, bells, bells — 

From the jingling and the tinkling of the bells.
Notes:
1. keep time — звучать в такт
2. runic — основное значение этого слова 'рунический*, то есть написанный рунами (древнегерманское письмо). Здесь, очевидно, использовано другое, более древнее значение слова rune ‘тайна’; ‘рунический’ значит тогда ‘таинственный, волшебный’. Сочетание Runic rhyme (rhyme в смысле 'стихи, песня') может напомнить также о древнегерманских стихах с их своеобразным ритмом и богатыми аллитерациями.
TASK: Render the following stylistic analysis in English.
Отрывок представляет собой первую строфу, точнее, часть, длинного стихотворения. Всего в стихотворении четыре неравных части: в первой - 14 строк, во второй - 21, в третьей - 34, в четвертой -44. Отдельные строчки тоже не равны по длине.
В каждой части изображается звон разных колокольчиков и колоколов: в первой - звон серебряных бубенчиков санной упряжки в ясную зимнюю ночь, во второй - венчальный звон золотых колоколов, в третьей медные колокола (в оригинале бронзовые) бьют тревожный набат, в четвертой звучит погребальный звон железных колоколов. Звон как будто нарастает и усиливается: каждая следующая часть длиннее предыдущей и в каждой все больше повторений ключевого слова bells. Части стихотворения отвечают эпохам в жизни человека. Первая — беззаботная радость детства и ранней юности, вторая — счастье любви, третья — тревоги и борьба зрелости, четвертая — смерть.
Все картины и образы текста — звуковые, зрительные образы даются в виде случайных деталей, чаще угадываются из подтекста. Можно сказать, что действие стихотворения развертывается не в обычном зрительном, а в звуковом пространстве.
Все стихотворение построено на звукописи: в нем не только рассказывается о звоне, но и изображается звон. Для этого использованы повторы, аллитерации, ассонанс, рифмы. В ткань звукописи входят как звукоподражания — tinkle, jingle, tintinnabulation, так и слова, не обозначающие звука, но подходящие по фонемному составу для создания звуковой картины. Именно в этом случае возникают окказиональные сближения значений.
Звукоподражательное tinkle ‘звенеть’, повторенное трижды для усиления изобразительной силы, оказывается в конце стиха. С ним точно рифмуются слова, не обозначающие звуков — oversprinkle ‘забрызгать’ (звезды «забрызгали», усыпали небо) и twinkle ‘мерцать’. Таким путем образ звучания сближается со зрительным образом мерцания звезд. В значениях слов tinkle, oversprinkle, twinkle выявляются не только различные, но и сходные признаки. Все эти слова обозначают многократное повторение какого-то изменчивого явления: падение брызг, переливы звука, мерцание света. В результате сближения этих слов по признаку многократности действия (заключенного, между прочим, в общем для этих слов полусуффиксе -le со словами oversprinkle и twinkle связываются представления о звуке, со словом tinkle — представление о мерцании. Так создается синестетический образ. 
Образы света и звука сливаются; соединительным звеном между ними служит серебро. Серебряные колокольчики звенят серебряным звоном и мерцают серебристым блеском. Серебристые звезды, мерцая, как будто издают звон. Выражение «ледяной воздух» (icy air of night) позволяет вообразить себе искрящийся серебристый снег или иней. Все эти образы проникнуты впечатлением «хрустальной радости» (a crystalline delight). Эпитет «хрустальный» относится к свету звезд. В то же время подбор звуков в этом слове включает словосочетание в звуковую картину: в этом образе и прозрачные переливы блеска, и хрустальный звон. Для внимательного читателя в нем содержится также аллюзия — воспоминание о древнем представлении о «музыке сфер», о звоне хрустальных сфер, на которых находятся звезды.
SAMPLE III
SILVER

Walter de la Mare
Slowly, silently, now the moon
Walks the night(1) in her silver shoon; (2)
This way, and that, she peers, and sees
Silver fruit upon silver trees;
One by one the casements(3) catch
Her beams beneath the silvery thatch; (4)
Couched in his kennel, like a log,
With paws of silver sleeps the dog;
From their shadowy cote(5) the white breasts peep
Of dovee in a silver-feathered sleep;
A harvest mouse goes scampering by,
With silver claws and a silver eye;
And moveless fish in the water gleam,
By silver reeds in a silver stream.
Notes:
1. walks the night — глагол walk употребляется как переходный с обозначениями места, например: walk the streets. Night в своем основном значении относится не к пространству, а к времени; с пространственными представлениями, однако, соединяется другое значение слова ‘темнота’. Walks the night обозначает ‘проходит через ночь, через ночную темноту’.
2. shoon — диалектная форма множественного числа от shoe. Здесь она связана с местом описания (уединенный деревенский уголок) и создает соответствующую атмосферу.
3. casement — окно со створками, которые открываются в стороны на петлях, в отличие от окна с подъемной рамой (sash)
4. thatch — солома или тростник для покрытия крыши; крыша из подобного материала
5. cote — помещение для животных; обычно часть сложного слова (dovecote, hencote, sheepcote). Здесь вместо dovecote.
TASK: Render the following stylistic analysis in English.
Стихотворение де ла Мара «Серебро» представляет собой изображение уединенного сельского уголка в лунном свете. На первый взгляд это совершенно статичное описание, но внимательное прочтение текста раскрывает в нем движение; это движение луны в темном небе, освещающей местность, и движение взгляда рассказчика (вместе с ним и читателя), переходящего с одного предмета на другой. Луна «вглядывается» (peers) и «видит» (sees) плоды, деревья и т.д.; лучи луны — это и свет, и взгляд, и точка зрения рассказчика.
Вся картина составлена из деталей. Поэт не описывает местность в ее основных чертах, и только путем реконструкции можно определить, что луна освещает сад, дом, двор и поле. Нет слова garden, есть только fruit и trees, причем первое предшествует второму: сначала мы видим плоды на деревьях, затем деревья целиком. Нет слова house или cottage, даются только его части — casements, thatch. Отсутствует обозначение yard, но можно представить себе двор, потому что упомянуты собачья конура и голубятня. Луг или поле вблизи коттеджа тоже дается через детали: появляется полевая мышь (harvest mouse) и ручеек, где возле камышей в прозрачной воде спят рыбы. Такое изображение явлений иногда называют пунктирным: целая картина, в нашем случае образ какого-то места в пространстве, дается через характерные детали.
Метонимическое изображение целого через детали в данном тексте оправдано точкой зрения: перечислено то, что «видит» луна, то есть то, что она освещает. Фруктовые деревья с их редкими листьями ярко освещены и видны целиком. Дом находится в тени, только поблескивает солома на крыше и вспыхивают в лунном свете одно за другим стекла окон. Лишь отдельные пятна света очерчивают двор. На открытой местности всего светлее, и, хотя она прямо не названа (нет слова field или meadow), мы видим вещи полностью — ручеек, камыши. Свет позволяет различить даже крохотную полевую мышь и рыб сквозь воду. Особенно далеко идет замена целого фрагментом при описании двора. Мы видим, собственно, не собаку (хотя она и упомянута), а лапы, освещенные луной (paws of silver); из темной голубятни выглядывают только серебристые грудки голубей. Интересно описание полевой мыши. На этот раз ничего из облика зверька не прячется в тени, но употреблен другой прием — крохотная мышь видна как бы в приближении, так что различимы становятся такие мельчайшие детали, как коготки и глаза.
Ключевым словом текста является silver ‘серебро’; оно встречается в четырнадцати строчках текста 10 раз (включая silvery и silver-feathered) и вынесено в заглавие. Зрительный образ серебра поддержан и усилен эпитетом white и обозначением блеска gleam. Картина серебряного лунного мира составляет содержание стихотворения, оно написано ради этой картины.
Кроме метонимии в широком смысле, понятой как выделение детали или фрагмента из целого, в тексте находим также случай переподчинения в словосочетании silver-feathered sleep. Признак, реально относящийся к голубям (doves), перенесен здесь на состояние (сон).
Мы видим, что весь текст выдержан в одной и той же поэтической манере: это выделение признака, детали. При этом картина не распадается, наоборот, она отличается удивительным поэтическим единством. Подобно тому, как построение стиха объединено одним приемом, так и картина, передаваемая текстом, объединена зрительным образом серебряного света.
SAMPLE IV
Chapter XIX “Ahab” (1) from MOBY DICK 
Herman Melville

Reality outran apprehension; Captain Ahab stood upon his quarter-deck.
There seemed no sign of common bodily illness about him, nor of the recovery from any. He looked like a man cut away from the stake,(2) when the fire has overrunningly wasted(3) all the limbs without consuming them, or taking away one particle from their compacted aged robustness. His whole high, broad form seemed made of solid bronze, and shaped him in an unalterable mould,(4) like Cellini's cast(5) Perseus.(6) Threading its way out from among his grey hairs, and continuing right down one side of his tawny scorched face and neck, till it disappeared in his clothing, you saw a slender rod-like mark, lividly(7) whitish. It resembled that perpendicular seam(8) something made in the straight, lofty(9) trunk of a great tree, when the upper lightning(10) tearingly(11) darts down it, and without wrenching a single twig, peels and grooves out the bark from top to bottom ere running off into the soil, leaving the tree still greenly alive, but branded. Whether that mark was born with him, or whether it was the scar left by some desperate wound, no one could certainly say.
Notes:
1.Ahab l'eihaeb] — Ахав (имя героя). Взято из Библии (имя одного из царей Израиля IX в. до н. э.). Все персонажи романа носят необычные имена.
2. stake — костер как способ казни (точнее, столб, к которому привязывали осужденного)
3. waste — иссушить, опалить
4. mould, mold — мульда, форма для отливки
5. Cellini, Benvenuto — итальянский скульптор и золотых дел мастер эпохи Возрождения 
6. cast — литой
7. Perseus ['pa:sju:sl — Персей, древнегреческий мифологический герой, 8. сын Зевса и Данаи, убивший чудовище Медузу. Возможно, образ Персея в сравнении навеян тем, что Ахав тоже стремится убить чудовище (как неоднократно называет автор «Моби Дика»).
9. livid— синевато-бледный
10. seam — шов; зд. узкая и длинная полоса
11. lofty — высокий  (архаизм)
12. upper lightning — молния, ударившая в верхушку дерева
13. tearingly — разрывая (кору дерева)

TASKS:
1. Find all examples of simile in the text.Comment upon the structure and size of the similes.
2. The text presents two powerful images: the image of a man cut away from the stake and the image of a great tree, when the upper lightning tearingly darts down it. What are the common semantic features of these two images?Are the above-mentioned similes connected only with the appearance of the captain? 
3. Read attentively the description of a great tree. What means make this description realistic? Comment upon the meaning of the verbs used in this description.
SAMPLE V
THE PICTURE OF DORIAN GREY

Oscar Wilde

The studio was filled with the rich odour of roses, and when the light summer wind stirred amidst the trees of the garden there came through the open door the heavy scent of the lilac, or the more delicate perfume of the pink-flowering thorn.
From the corner of the divan of Persian saddle-bags on which he was lying, smoking, as was his custom, innumerable cigarettes, Lord Henry Wotton could just catch the gleam of a laburnum, whose tremulous branches seemed hardly able to bear the burden of a beauty so flame-like as theirs; and now and then the fantastic shadows of birds in flight flitted across the long tussore-silk curtains that were stretched in front of the huge window, producing a kind of momentary Japanese effect, and making him think of those pallid jade-faced painters of Tokio who, through the medium of an art that is necessarily immobile, seek to convey the sense of swiftness and motion. The sullen murmur of the bees shouldering their way through the long unmown grass, or circling with monotonous insistence round the dusty gilt horns of the straggling woodbine, seemed to make the stillness more oppressive. The dim roar of London was like the bourdon note of a distant organ.
TASKS:

1. Name all the objects mentioned in the description and divide them into thematic groups. Which group prevails?
2. Find in the text examples of epithets, simile, metaphors. Which thematic group do they mostly belong to? Are they emotionally coloured?

3. Analyze the epithet “jade-faced”. Define its direct meaning and all connotations (shades of meaning, associations aroused by this word).
4. Analyze the word-combinations “the heavy scent of the lilac” and “the dim roar of London”. What are the meanings of the epithets used? Translate the epithets into Russian.
5. What tropes are combined in the word-combination “the burden of a beauty so flame-like as theirs”?
6. Pay attention to the use of details in the description. Through what details is one of the main characters of the novel, Lord Henry, introduced?
7. Being the description, the analyzed text has a static character. What article prevails in this description? How can the usage of the articles influence the meaning of the text?
CHAPTER III

ON STYLISTIC REGISTER

By register itself is meant a style situation, i.e. style in a situation or style because of a situation. The dominant factor is the situation, and the dominant factor of the situation is the people in it and the relationship between them: senoir – junior, speaker/writer – audience, equals and so on, determining the basic formal and informal spoken and written registers. Inherent therefore in the situation will mostl likely be traditional or unwritten demands based on respect, authority, custom, convention or equally on lack of formality, since this too can be a convention. At its simplest a subordinate does not greet the boss first thing in the morning with “Hi, Jack!”. Nor does a parishioner address the local clergyman as “Old boy!”. Like wise, a business letter ends “Yours sincerely”, not “Cheerio!”.

Taking a very basic sentence and writing it simply, as a novelist using a simple style might write it, and then writing it as it might be written or spoken by thirteen other people in different situations, will serve as an introduction to register and its differences.

TASKS:
1.Read the following and see what differences you notice between them in form, vocabulary, structure. Then read the notes.


Novel: He walked slowly down the road, admiring the sunset.


Friend: I’ve just seen old A. He was having a walk. Couldn’t take his eyes off the sunset.


Play: (A . walks slowly across stage, admiring sunset.)


Diary: Saw A. walking slowly down road. Was admiring sunset.

Popular newspaper report: Jack A., 32-year-old father of three, walked slowly down the road known as the ‘friendly road’ by neighbours. He was just admiring the sunset when...


Poetry: 
Slowly he went down the road

Eyes only for the setting sun...


Statistic: Roadwalker and sunwatcher, he...


Politician: My friends. I should like to tell you what I saw the other night. A man – a mere human being like any of us – was walking slowly down the road.


Psychiatrist: Case history: A., a married amn aged about thirty-two. He described an occasion when he walked down the road. He suddenly found himself very strongly attracted by the sunset. I asked him todescribe any other symptoms...


Film publicity: In the most sensational and dramatic stroy ever brought to the screen, you will see A. walk slowly down the road and admire the sunset. Don’t miss it. It’s the most brilliant, stupendous, magnificent performance of his entire acting career.


Police report: On May the twenty-seventh last, at nine o five (9.05) p.m., I observed A. Following the left-hand pavement for about forty yards in a south-westerly direction. As he proceeded he raised his eyes to an elevation of about 30 degrees and seemed, as far as it was possible to judge, to be gazing at the sun. 


Lawyer: The defendant has been accused of walking along Redtree Road on the evening of may the twenty-seventh and at the same time admiring the sunset.


Headline: MAN WALKS DOWN ROAD: ADMIRES SUNSET


Newspaper Placard: Sensation! Man Walks Down Road


Slang: This guy was stretching his legs and getting an eyeful of the sunset. 
Notes:

Speech prefers short sentences. Descriptions in a play use the Present Simple, and drop the articles. Diary writing, like note-taking, drops words such as pronouns and articles. Popular journalism tries to compress infromation, hanging it like washing on a line. A paper that deals less in ‘human interests’ and more in ‘hard news’ such as The Guardian or The Times would write the sentence more in its basic, first-given form. Poetry condenses, word order may be changed, and the shape immediately indicated the medium.


Statistical style coins words to describe whatever categories it wishes to make. Political style is often emotional, varied to suit its audience. Case histories: psychiatrists use special vocabulary, medical based ( e.g. symptoms) and shortened structures, like diarists and other note-takers. Film advertising deals in superlatives. Its main idea is to delude the public into believing that each film is something completely new and original. There is a certain nervousness and uncertainty about it. 


Police accounts are always factual, very careful of their facts, heavily detailed, and usuallu spoken from a carefully prepared written statement. Lawyers also use something of this factual style and a special vocabulary is noticed. Headlines, like diaries and notes, drop many words (articles, pronouns) and because of space use many short words (aim, bid, ban, rap, wed). Newspaper placards usually manage to include one of the four favourites “surprise, sensation, drama, shock”. Even the simplest action is ‘sensational’. English slang varies from job/area to job/area (apart from dialect), and is often American influenced (usually out-of-date American).

2. Similar to the above-given example change the following sentences for as many various registers as possible:
1) He ran quickly into the shop, knocking over an old woman. 2) She drove angrily up the hill, shouting through the window.
Suggestions for various registers for sentence # 1:

You should have seen; 

Knocked over; blue-eyed, 25-year-old bachelor; 

Like lightning, a poor old lady;

Hurrying shopper, public danger;

A sight to upset all those who care;

Strong desire to run, unaware of;

Action-filled, adventurous, most unusual, original;

Into the premises of Messrs Smith and Company, came into collision with;

Ladies and gentleman of the jury, You have heard this morning how...;

SHOPPER-IN-A-HURRY;

Bloke, old girl;

Shot into, flew into, tore into, tipping over, overturning.
3. Read the passage from the story “By Courier” by the American writer O’Henry. The humorous effect is based on the difference in stylistic registers. Find stylistic devices and expressive means which make the second passage different from the first one:

The original message: “Tell her I am on my way to the station, to leave for san Fransisco, where I shall join that Alaska moosehunting expedition. Tell her that, since she has commanded me neither to speak nor to write to her, I take this means of making one last appeal to her sense of justice, for the sake of what has been. Tell her that to condemn and discard one who has not deserved such treatment, without giving him her reason or a chance to explain its contrary to her nature as I believ it to be.” 


The message was delivered as follows: “ He told me to tell yer he’s got his collars and cuffs in dat grip for a scoot clean out to ‘Frisco. Den he’s goin to shoot showbirds in de Klondike. He says yer told him to send ‘round no more pink notes nor come hangin’ over de garden gate, and he takes dis mean of putting yer wise. He says yer referred to him like a has-been, and never give him no chance to kick at de decision. He says yer swiled him and never said why.”

	SPOKEN MODE
	WRITTEN MODE

	Context and Background Factors
	

	· Primary – both individuals and languages develop speech before writing. 

· ‘Natural’, no equipment is required. 

· Taken for granted, devalued.

· Aural; organized in time; transmitted over small spaces only until the 20th century developmnet of telephones, sound recording, electronic media; transient; spontaneous. 

· Addressee typically present; dialogic;dynamic, interactive, open-ended;immediate feedback;context-bound; presence of intonation and body language.
· Best suited for phatic exchanges and spontaneous, cooperative, immediate development of ideas.
	· Secondary – must follow speech. 

· Learnt. Specific equipment necessary.

· Prestigious,highly valued.

· Visual; organized in space; transmitted over considerable space and time; permanent; prepared. 

· Addressee typically absent; monologic; staic, closed; delayed feedback, if any; context-free; punctuation and layout.

· Best suited for complex material development of ideas allows planning, revision, inclusion of maps, graphs, diagrams, figures and formulae.



	Language characterized by:
	.

	· Problems due to pressure on the speaker: pauses, fillers (er, um), hesitations, breakdown in sentence organization, repetitions, interjections and discourse markers (oh, well, yeah)
· Strategies of addressee involvement: first and second pronouns, interrogative tags, imperatives, interrogatives, ‘markers of sympathetic circularity’(I mean, you know, sort of, like)

· Syntactic features: lack of clear sentence boundaries’ ‘minor’ sentences; clause complexity; coordination. 

· Lexical features: deictic reference; informal, vague; lexically sparse; slang, cliches, idiomatic expressions; hedges and emphatics (sort of, really).

	· Less audience-involving,

third person pronouns, declaratives.
· Clear sentence boundaries; complete, ‘major’ sentences; phrase complexity; subordination.

· Precise reference; more formal, precise; lexically dense; heavily nominalised.


CHAPTER IV

I. V. Arnold
INTERPRETATION of the LITERARY TEXT

(Abridged Lecture)

Part I. Fundamentals of Decoding Stylistics

The aim of this lecture is to show the future teacher of English how the language of a poetic or prose text should be analyzed in order to achieve a fuller understanding of the relationships existing between the linguistic form and literary function. It takes its direction from decoding stylistics, applying concepts of modern linguistics and Information Theory to text analysis. Its purpose is to introduce some additional precision into the theory and practice of interpretation.

The term Decoding Stylistics, first suggested by M. Riffaterre, does not mean that we propose to exclude intuition and personal judgement and provide instead some mechanical technique of stylistic analysis. Intuition is welcome, only it must be verified by what is actually said in the text. The term decoding implies that we concentrate our attention on the receiving end of Shannon’s chain of communication (objective reality ---- transmitter/encoder ---- message/text --- receiver/decoder ---- objective reality surrounding the addressee) and define our basic notions in conformity with Information Theory. 

Decoding Stylistics furnishes a theoretical basis for text interpretation concerned with the message and not with the individual style of the author, although traditionally style was regarded in connection with the author’s individuality in the first place which lead to the underestimation of the reader’s reaction. For the sake of the holistic approach our illustrations are largely taken from poetry because very size of the prose text is too bulky for grasping it as a whole.

Decoding Stylistics finds ways of prompting, directing and checking the reader’s intuition with the help of observing the vocabulary and its contextual organization in texts of various size and scope.

Foregrounding.

The main concept we study is that of foregrounding. The term is self-explanatory – to assure the hierarchy of meanings they are given artistic emphasis which brings them to the foreground.

Foregrounding is a special contextual organization focusing the reader’s attention on some elements of the contents of the message and establishing meaningful relations between juxtaposed or distant elements of the same or different levels and the text as a whole.

From the point of view of Decoding Stylistics foregrounding comprises both additional regularities and additional irregularities and may be regarded as a level above that of tropes. The notion of foregrounding is more comprehensive than that of a stylistic device or trope. The units may include tropes both taxonomically and syntagmatically. Foregrounding may cover bigger parts of texts containing several devices. 

The idea of foregrounding appeared first in the Prague School, where the phenomenon was mostly called deautomatization of the linguistic code. In foregrounding the reader’s attention is attracted to the formal means through which the meaning is conveyed, and the interpretation of sense demands some creative effort on the part of the reader. This attention to sense was suggested by the following scholars: P.L. Garvin in 1964 described foregrounding as a stimulus not culturally expected in a social situation and hence capable of provoking special attention; M.A.K. Halliday describes foregrounding as “motivated prominence”; G. Leech considers foregrounding to be of vital importance for stylistic analysis. Various aspects of foregrounding were described under different names in different publications. They were first collected, systematized and classified in Decoding Stylistics.

Under the general heading of foregrounding we include the following phenomena: coupling, convergence, defeated expectancy, semantic repetition, sailent feature and some others. They differ from expressive means known as tropes and stylistic figures because they possess a generalizing force and function and provide structural cohesion of the text and the hierarchy of its meanings and images, bringing some to the fore and shifting others to the background. They also enhance the aesthetic effect and memorability.

Coupling

Coupling is defined as a semantically relevant appearance of equivalent elements in equivalent positions in the text. Coupling was suggested and worked out by the American scholar S. Levin (S. Levin. Linguistic Structures in Poetry - The Hague, 1962). R. Jakobson before him also analyzed similar structures calling them parallel constructions. Levin’s contribution is valuable because he managed to show the almost universal character of coupling.

The possibilities of coupling are almost unlimited. It occurs on every level. In poetry a well studied example is the rhyme. The equivalence of the elements of the code is manifested in a certain resemblance of identity of sounds occurring in equivalent positions according to a certain scheme (mostly but not necessarily on the ends of lines). 

Coupling is especially pronounced in poetry, in proverbs, in aphorisms.

So long as men can breathe or eyes can see

So long lives this and this gives life to thee.

(Sonnet 18 W. Shakespeare)

Coupling serves here to join two of Shakespeare’s two themes – that of all-destroying time and the power of poetry opposing time and making beauty immortal. Its most obvious part is the anaphoric repetition: So long … So long. This is sustained by elements whose equivalence is synonymic: can breathe, can see, live – all these render the same notion – life and occupy syntactically equivalent positions. Finally, anadiplosis is also a form of coupling, more sophisticated than all the others: the pronoun “this” whose referent is the whole sonnet, is the last word of the first half-line and the first word in the second half-line.

Coupling has many points of similarity with parallelism but parallelism is above all associated with syntactic repetition, and in coupling other types of positional equivalence are also possible.

Defeated Expectancy

In Defeated Expectancy some element of the text receives prominence due to an interruption in the pattern of predictability. An unexpected change may be created due to some combination of extra regularity and extra irregularity. The low predictability of elements disturbs the pattern which the reader has been conditioned to expect. This causes a temporary sense of disorientation compelling the reader’s attention.

Defeated expectancy is mostly characteristic of humor and satire. The following example will make this point clear: A drunken G.I. shouts to his companion: “I cannot take another minute of it! The Army is brutal, dehumanized and full of morons. It’s time something was done. When I get back to the barracks, I’ll write my mother about it”. 

Defeated expectancy results from a glaring discrepancy between the decision taken and the scale of the denunciation of the state of things in the Army. The first three sentences make the reader expect that the soldier is ready for some action of revolt, and when we learn that all he is prepared is to complain to his mother, this is unexpected and amusingly childish. The decision is made prominent being abruptly detached from the rest of the context. 

It should be remembered that not all foregrounding is always based on this interplay of probability and improbability. There are several other recognized principles of artistic expression and they are also involved in foregrounding. These are contrast, repetition, implication and some others. All these are basic not only for cognition through art but for all types of human cognition in reflecting objective reality and communicating the results.

Convergence

The principles of reiteration and redundancy are at play in foregrounding called convergence. In convergence several stylistic devices converge to produce one striking effect, to create one image or to fulfill some other function together. The concept is due to M. Riffaterre. The type is very interesting because in it the relationship and difference between foregrounding and stylistic devices is most transparent.

In A Portrait of the Artist as a Young Man J. Joyce depicts his protagonist in the state of exaltation:

“His cheeks were aflame, his body was aglow, his limbs were trembling. On and on and on he strode far out over the sands singing wildly to the sea, crying to greet the life that had cried to him”.

The reader feels how excited the hero is as he perceives the anaphoric parallel constructions, high-flown archaic metaphoric synonyms “aflame” and “aglow” used as epithets, but insistent repetition of “on”, rendering unstoppable energy of motion, metaphorical personification of life – all these make the reader share the hero’s feelings.

The type of foregrounding to be taken next is a modification of the so-called “philological cycle” described by one of the most widely known stylistic critics of the beginning of the XX-th century Leo Spitzer. The method is based on the emphasis created by some salient feature of the text. Spitzer developed it as a way to concentrate on individual styles, indicative of the outlook of the writer, We shall make use of Spitzer’s procedures for a different purpose, namely that of solving the basic question of all text interpretation – how can we check  our intuition and prove that our understanding is correct.

Salient Feature

The metaphorical term philological cycle or “cycle of understanding” is justified because the procedure demands a to-and-fro movement from linguistic peculiarity to a literary explanation. Linguistic observation stimulates and checks the literary insight, and this in turn stimulates further observation in which lexical proof is especially important.

In illustrating the way in which the philological cycle and the salient feature are used in Decoding Stylistics it must be emphasized that a salient feature proves a convenient starting point for an analysis that is further continued on the basis of other types of foregrounding. To see this let us examine the Sonnet 66in the first line of which W. Shakespeare “cries for restful death”. We shall not attempt a complete interpretation but we shall only try to show how effective the salient feature may prove. There are several salient features in this famous poem. One of the most obvious peculiarities is the polysyndeton, i.e. the repetition in close succession of the conjunction “and” in the beginning of ten lines out of fourteen.

Tired with all these, for restful death I cry,

As, to behold desert a beggar born,

And needy nothing trimmed in jollity,

And purest faith unhappily forsworn,

And gilded honour shamefully misplaced,

And maiden virtue rudely strumpeted,

And right perfection wrongfully disgraced,

And strength by limping sway disabled,

And art made tongue-tied by authority,

And folly doctor-like controlling skill,

And simple truth miscalled simplicity,

And captive good attending captain ill:

Tired with all these, from these would I be gone,

Save that, to die, I leave my love alone.

Searching for an explanation, one sees that “and” links together object clauses to the verb “behold” and reduces a multitude of things to unity in one vast canvas.

But a canvas of what? To explain this one pays attention to the fact that the canvas is structured as a coupling in a series of parallel constructions. Its equivalent elements – a series of nouns given prominence by the preceding “and” have a common denominator – a strongly marked evaluative seme of ethical character, they are also semantically equivalent because they denote ethical categories (virtue, faith, perfection), a third point of equivalence is that they are marked by syncretism, they denote not only the qualities but also people personifying them.

One more salient feature is that the sonnet is divided vertically; there is a pause after each of the noun phrases. In the right-hand side of the poem another set of parallel constructions is correlated with the first. It has a predicative force. The pattern is again clear-cut. Participle II of the verbs meaning “to do great wrong to” is enhanced by adverbs of the strongest negative evaluation: “unhappily”, “shamefully”, “rudely”.

A third type of foregrounding present is that of contrast. Everything good is wronged and everything evil prospers. This prompts the most important step of interpretation – the canvas drawn is that of universal injustice and cruelty that makes the poet indignant. The first insights thus justified the reader is stimulated for further careful interpretation of every linguistic detail.

In conclusion of this brief description of foregrounding it is important to stress that there is a strong tendency for various types of foregrounding to occur and interact within the same text. 

Part II. Theory of Information
We have seen that the term Decoding Stylistics is convenient because it reveals the connection of text interpretation with information theory and also shows which end of communication process the attention of that branch of Stylistics is focused on, that our major interest is concentrated on the receiving end.

The Process of Communication

It seems obvious enough that language is used for communication and sharing experience. The process of communication is studied not only in linguistics but also in semiotics, in the Theory of Information, and many other disciplines. Information theory is actually a branch of mathematical physics that has emerged to meet the demands of modern engineering but very soon proved to be of very general usefulness. Its principles, ideas and notions are applied in many different fields. Not only it is the basis of cybernetics but becomes more and more indispensable in biology and semiotics, economics and warfare, medical sciences and last but not least linguistics.

It is necessary to emphasize and remember that Decoding Stylistics, we discuss, is interested not in the engineering possibilities of Information Theory but in its philosophical and heuristic possibilities. Moreover, this does not mean that all other critical approaches should be cast aside in worshipping what is new.

One should not confuse this application of Information Theory with its use for information retrieval, machine translation or any other use of computers in applied linguistics. There exists nowadays computer-oriented stylistics but we shall not discuss it here.

It may be helpful to note in this connection that the first to mention the importance of Information Theory for linguistics were not linguists but mathematicians – those who created Information Theory. Claude Shannon and H. Weaver in their classical book The Mathematic Theory of Communication, (Urbana, 1949) pointed it out that the analysis of communication will pave the way for a theory of meaning.

Information Theory is steadily making its way into poetics and linguistics. To prove that one could list quite a number of names A.N. Kolmogorov,           R. Jakobson, V.V. Ivanov, J.M. Lotman, I. Galperin, I. Levi, V.A. Zaretsky, A.M. Kondratov, J.A. Filippov and many other scholars in this country and abroad made good use of its possibilities. Not to mention many scholars dealing with the application of Information Theory in aesthetics, such as Moles or M. Bruce.

The important thing is for a scholar to be sufficiently acquainted with the notions he transfers from other areas into his own. Amateurish showing off and snobbishness does more harm that anything else. Using terms without understanding them is a sort of modern malapropism not to be tolerated.

Information Theory makes use of such terms as information, message, code, communication, channel, encode, decode, feedback, redundancy and some others that are less important for our needs. We shall explain these terms by and by and see their relevance for linguistics, stylistics and text interpretation.

Their importance and value for us depends on the possibility they give to grasp common features in apparently different phenomena, make new powerful generalizations and formulate laws common to different branches of knowledge in a united system of terms and notions. This permits very different and distant branches of knowledge to cooperate in development.

As an example of this cooperation one might consider the scheme of communication offered by Claude Shannon and mentioned in the opening paragraph of this lecture, and some of the many adaptations of this scheme by linguists.

Source of    ( Transmitter(Signal(Channel(Signal(Receiver(Addressee

Information

Message               (               Source of noise                    (                  Message

Roman Jakobson adapted this scheme for linguistics in the following form:

Addresser  (  Context  (  Addressee

                        Message

                        Contact

                        Code

Ivor Richards gave a more elaborate variant, considering not the participants or means of communication but the process itself:
Source ( Selection ( Encoding ( Transmission ( Reception ( Decoding ( Development ( Destination.

The most interesting additions are context with Jakobson and selection and development with Richards.

The adaptability of the scheme for the literary process from the point of view of the theory of reflection is comprehensibly analyzed by I. Levy, although he emphasizes that this does not yield the whole truth about literature because in his opinion it is unable to show the historical conditioning of literary facts. However, the fact that this scheme has not been used to show this conditioning does not mean that it cannot be used.

The element of development introduced by Richards is of great importance because it permits to account for that distinguishing feature of literary perception – imagination based on imagery (I.A. Richards Variant Readings and Misreading. Style in Language. Th. A. Sebeok (ed)., 1960).

Basic Terms

C. Shannon gave a new interpretation to such notions as information and message.

In the above scheme the information source is the source where the message to be sent is selected from an array of possible messages. The transmitter encodes the message into a signal. The signal is sent through a communication channel. The message is received and decoded by a receiver. There is a destination analogous to the source which makes use of the signal. Undesirable but inevitable variations in the signal due to various external causes affecting transmission are called noise.

In Shannon’s definition information refers not to the meaningful content of a particular message but to the degree of freedom of choice with which the information source may choose the elements to compose a given message. This information is non-semantic but probabilistic.

On a later occasion Shannon described information as what remains invariant in all reversible operations of coding or translation. This idea seemed so attractive to many linguists that they adopted it for a definition of meaning. In my opinion, however, the very general concept of information and the linguistic meaning should not be confused. It is much more important to regard information as the reflection of one object of reality upon another leaving some trace on the second. The scope of this notion is very great.

In Decoding Stylistics we are concerned with that trace as the influence of literature on the mind and personality of the reader and on his/her further active position in life. The process of communication does not stop with the first decoding point but goes on.

Among so many different choices the writer has to make in the stage of selection, note the selection of genre suitable for this or that subject-matter and idea. He has to decide when he encodes it, whether he does it as a novelist, a poet, a dramatist with further subdivisions of lyrical, satirical or comical approach and further still: an elegy, a ballad, a sonnet, etc. These organize and connect the message and may be regarded as very general code systems, imposing some choice of elements, and some further restrictions. 
The next step is the choice of images. As we read the elements of the text and their connections are gradually perceived, feedback plays the most important role because our response continuously changes, adapting to succeeding events going on as a process of retrospective patterning combined with some expectation from what is coming. The conclusion of a text is the point when the total pattern is revealed. As we read the poem our expectations of the probable further development depend on the interaction of what we read in the text and our thesaurus that is the contents of our memory, and these expectations are constantly readjusted in feedback.

We shall now try to see what these terms mean for us and how this general scheme works in the field of communication by the channel of literature. The process of communication starts when a writer or a poet, who receives a vast stream of information from the surrounding reality, selects in this mass of information something that he wants to impart to others. This stage is a complicated creative process studied in the history of literature. It results in compressing and encoding the message, i.e. choosing the necessary items from a system of codes. The codes involved are studied by linguistics, poetics, semiotics, etc.

A code is a set of signs and rules in which they are arranged used for transmitting messages through some specific channel (i.e. suitable for some specific channel).

The term sign can be used to mean a discrete physical element that carries information, i.e. something material that can be distinguished by the senses and stands for something else. Thus, in each letter of the alphabet we recognize a distinct shape different from that of any other letter, and standing for some sound. As elements of a code simple signs combine into more complicated codograms, and these, in their turn, form codograms of a higher level. Finally, a complete message is a result. In language all units (sounds, morphemes, words, sentences, etc.) are defined by placing them into larger units of higher levels. The theory of signs is studied by semiotics.

The term signal should be distinguished from the term sign. A text is an arrangement of static material signs situated on a page, framed by a margin and arranged typographically in a certain way. A signal is a dynamic nerve impulse transmitting the message of the reader’s mind. The transmission is simultaneously an interpretation directed by the signs of the text serving as directions.

A message is a sum total of the properties of the source reflected and transmitted to the addressee or, in other words, it is the state of one system rendered by the elements of another system. By encoding or coding we mean the operation of identification of symbols and groups of symbols of one kind with symbols and groups of symbols of a different kind. Decoding by the receiver is the reverse operation – reconstruction of the message by knowing code combinations. A communication channel serves as a medium of contact.

The transmitter encodes the message and transmits it in signals suitable for the channel serving as the medium of contact. In our case we regard literature as an analogy of the channel. At the stage of transmission the signal is mixed with inevitable noise, i.e. with various disturbances in the communication system that interfere with the reception of information.

The source of noise may be different. There may be for example changes that occur in one of the codes used during the time that passes between the moments of encoding and decoding. Changes may affect language or manners. Manners that were considered quite polite in the 17th century may seem revolting in the 20th. I.A. Richards thinks the codes that rule wit are peculiarly variable. Jokes are apt to become tasteless or lose their point with the passage of time.

Comparing our scheme with the original one as used in engineering it seems more appropriate to take the addresser, the transmitter and receiver as human, i.e. writer and reader respectively, and consider the end items, source and addressee, to be the social reality surrounding them.

Adaptation of Shannon’s Model

This model permits Decoding Stylistics to give a correct representation, reflecting the active role of literature in history, and the feedback between art and society.

This shows that as given by the theory of information the scheme is general and comprehensive. Information theory does not claim that it can substitute any other particular science or branch of knowledge. Its merit lies in creating a common language that facilitates the contacts between the languages; showing some basic universal laws and relationships, it creates the basis for a general approach and permits each science comparing its results with those of the other science to find the specific and peculiar features in a clearer and more rigorous way.

Thus the general notion of code that presupposes a system of signs of any nature is particularized in many different branches of knowledge according to their object.

Linguists have adopted Shannon’s scheme for their model of verbal communication for a very long time already. The term code is now used by most authors writing on style; R. Jakobson was one of the first. Now we find the word in the books by I. Levy, G. Leech and Chatman, by I.R. Galperin, V. Kukharenko and J. Lotman and many others.

To be operative the verbal message requires:
1) a code fully or at least partially common to the addresser and the addressee, i.e. to the encoder and the decoder of the message;
2) a context that the addressee can recognize, and that is either verbal or capable of being verbalized;

3) a contact, i.e. a physical channel and psychological connection enabling both participants to enter and stay in communication.

It must be emphasized that the definition of a code given above does not mention or presuppose the unchangeability of the system. On the contrary, the system of a code may develop adapting itself to the conditions under which it is used.

With a literary text even if the poet and his reader speak the same language and are contemporaries there is always some difference in the codes they use, moreover a poet always introduces some innovations by which he mobilizes the reader’s attention, his verbal code changes in the interaction with the message. 

Different philologists offered different variants of Shannon’s scheme so as to adapt it to what happens in verbal communication.

Compare the scheme by Cl. Shannon, I.A. Richards and R. Jakobson with the following scheme suggested here for the process of literary communication:
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surrounding               (encoder)                               (decoder)              surrounding

the writer                                                                                                  the reader

This last scheme brings, as we have already pointed out, Decoding Stylistics in correspondence with our view of literature as a social phenomenon. It is also an essentially cybernatical view of literature because it shows that literature controls the reader’s perception of reality and his activity in real life.

Very roughly it might be illustrated by W. Shakespeare’s Sonnet 66, as follows. The life in Tudor England on the threshold of the 17th century made Shakespeare indignant with its social injustice. He chose several general but discrete images, those of faith, maiden virtue, art, truth etc. that are oppressed, and misjudged, creating typical images of injustice, and encoded these in the form of a sonnet. During four centuries the sonnet decoded by many generations of readers influenced in some degree their mentality and even their behavior towards the reality of other different epochs.

Decoding Stylistics concentrates on the decoding and development processes. Literary stylistics on the contrary, is primarily interested in the first stage, i.e. how the source of information influences the encoder. Every message is sent by someone, sometime, somewhere to someone else. It is sent under the influence of a particular situation, external or psychological as a response to it. 

Specialists in literary stylistics look for what is peculiar in the codes of each writer as compared with his predecessors and contemporaries. They are more interested in poets than in their works or their readers. A work of art for them is in the first place a result, the causes of which have to be investigated. Decoding Stylistics considers a text as a source of impressions for the reader affecting his mental make-up and personality. Stylistics that is particularly interested in stylistic devices, above everything else concentrates itself on the code.

It is worth remarking that all this does not mean that either of the trends disregards the other stages completely, it only concentrates the bias chosen.

The Interaction of Various Codes

To illustrate the interaction of various codes in rendering an idea we turn to a poem by Wilfrid Owen (1893-1918). Wilfrid Owen – the poet of the First World War was killed just before Armistice, and before he was able to complete the book of poetry he had planned. The subject of this book was, as he said in the preface, “War and the pity of War”. His friend Siegfried Sassoon (1886-1967), another well-known English poet, published the book of his poems after Owen’s death. The theme of the sonnet below is the Pity of War, and the sonnet itself owes its expressiveness to the combined effect of many codes.

Anthem for Doomed Youth


What passing bells for those who die as cattle?


Only the monstrous anger of the guns.


Only the stuttering rifles’ rapid rattle


Can patter out their hasty orisons.


No mockeries for them; no prayers nor bells,


Nor any voice of mourning save the choirs,-


The shrill demented choirs of wailing shells;


And bugles calling for them from sad shires.


What candles may be held to speed them all?


Not in the hands of boys, but in their eyes


Shall shine the holy glimmer of good-byes.


The pallor of girls’ brows shall be their pall;


Their flowers the tenderness of patient minds.


And each slow dusk a drawing –down of blinds.

Exhaustive analysis of this poem has been done by N.J. Diakonova in Philologica (L., 1973). Our analysis although done from a different angle does not contradict it but adds some points.

The very first code any reader has to confront for every text is the graphic code. The very first glance at the page informs him that the length and arrangement of lines are those of poetry. The number of lines, as an experienced reader will also notice, is that of the sonnet. This is a through-level effect pointing out the genre and the genre has its particular code of rules connecting form and meaning. It demands, for instance a change of tone and theme after the octave, i.e. the first eight lines. The division in our case is emphasized by questions signaled by question marks: one at the end of the first line of the octave, the other at the end of the first line of the sextet. We shall keep that in mind and return to it later.

The main elements of the graphic code are the letters. The letters of the English alphabet are changed into sounds characteristic of the English language according to orthoepic rules. Blanks show the limits of words. A further graphical segmentation is the division of punctuation. The effect of punctuation is a through-level effect, as it signals not words but syntactic structures.

Sounds are combined into elements of the next subcode, i.e. words, in these they form metrical patterns and simultaneously in some parts of the poem produce an additional effect of onomatopoeia depicting and emphasizing by sound imitation and by a change of metric stress the wailing of shells and the rattling of rifles: “Only the stuttering rifles’ rapid rattle”.
An iambic foot has a stress on even syllables. Here the stress is shifted in the first words of each line onto the first syllable. This rhythmic violation creates a sort of deformation and tension emotionally affecting the reader. The relevance of the feeling is explicit on the lexical level in such words and phrases as “die as cattle”, “guns”, “rifles”, “shells”. Throughout the sonnet other words of the lexical field connected with death and sorrow combine with these making the war and “the pity of war” (in the poet’s own words) to be the main theme of the poem.

In decoding the message of the poem we have to do not only with linguistic and genre codes but also with the extra-linguistic semiotic code of funeral rites introduced by verbal description. Each element of this code carries its own symbol and its own wealth of sad associations. In the octave it is the sounds – the tolling of bells, the funeral prayers and requiem. In the sextet it is things perceived through the eye. The words render the predominantly visual quality of imagery. Yet it is not simple visualization – complex emotional associations are introduced by the attributes one sees at a funeral service – the candles, the pall, the flowers, and finally the sad custom of pulling down the blinds when somebody is dead.

All these things are the customary expressions of grief denied to the doomed youth. All these are said to be substituted by the terrible “monstrous” sounds of guns, the deep sorrow of people and friends and the bugles calling for more victims in the recruiting offices of the shires.

The division of the sonnet into two parts is very marked. The octave is imbued with protest and indignation at the fate of those who are doomed “to die as cattle”. The second part is more resigned – contains the denouement; it speaks of the sorrow of those left behind. The very last line is a kind of elegiac closure, describing one more extra-linguistic symbol of grief – the custom of drawing down the blinds in the house of the deceased. 

The rules according to which a sonnet is formed, belong to one more subcode – that of versification. By its structural organization a sonnet stresses simultaneously both its unity and disunity. The reader sees the whole of the sonnet at once. But the rhyme scheme of a sonnet is such as to make several kinds of internal divisions corresponding to syntactic and logical structure.

The two parts of the sonnet are united by coupling (the appearance of the equivalent elements in equivalent positions). Each begins with a question and contains a forceful answer. The questions are similar in meaning, they ask about the manner of funeral rites observed and the services held when the youth dies on the battlefield. The answers form a contrast. The first answer pictures the deafening maddening din of the slaughter, the second – the silent sorrow of parting.

The bitter insulting contrast (as N.J. Dyakonova puts it) between the solemn ceremony becoming death and the appalling cynicism of war is revealed on the lexical level in the mixture of the solemn words and rude colloquialisms standing in immediate proximity. E.g. passing bells – die as a cattle, patter out – orisons.

The paradoxical nature of the whole is continued on the level of stylistic devices in the metaphorical displaced epithets:

Nor any voice of mourning save the choirs

The shrill demented choirs of wailing shells

The amount of information compressed in these two lines is very great. The unthinkable absurdity of war is revealed in the octave by presenting war as the killer and the mourner at the same time. This is expressed by the metaphorical use of the word “choirs” about the roar of the guns; the epithet “demented” refers more directly to people stunned by this roar, or may be to the war on the whole; “wailing” has a double reference too: it describes the sound of the flying shells that is similar to a groan, it reminds one of the suffering a shell carries to its victims, and it also means that the shells moan and mourn for those whom they kill. The word “shrill” means sharp, piercing and marked by great intensity, disharmonious.

In the sextet the conflict is resolved albeit tragically. If in the first part the musical elements of the semiotic code of funeral rites: bells, prayers and funeral choirs were replaced by noise of cannonade and shooting, here the ritual objects: candles, the pall and flowers are substituted by human grief or reflected in the sad eyes and pale faces of the survivors.

To sum up our commentary on Anthem for Doomed Youth: the poem on the whole is encoded in several codes closely interrelating and intertwined. When interpreting it in terms of the communication scheme, we see that the reality corresponding to the source of information is that of the World War I, the encoder (transmitter) is the young soldier – poet Wilfrid Owen, the message is the sonnet – a requiem for the killed. The main codes we have to take into consideration are: the English language (including as every other language several subcodes), the extra-linguistic code of funeral rites, rendered verbally and the code of a particular poetic form – sonnet. The message is received and decoded in our case by the Russian teachers of English.

Part III. Norm and Deviation Preliminaries

In what follows attention will be concentrated on the relevance of norm and deviation from norm in the text interpretation.

This is a problem fast becoming the major focus of interest in Stylistics because much of the expressive affective or aesthetic emphasis added to the cognitive information conveyed by a text depends upon it. This emphasis constitutes the information of the second kind, which in its interaction with that of the first kind (cognitive) determines style. “Language expresses and style stresses” (M. Riffaterre).

As a writer does not possess the extra-linguistic means of stressing his meaning such as intonation, loudness or voice, gestures his means of adding emphasis to information conveyed is a special organization of material, including various types of deviation.

Note the word “including”. This means deviation is not the only basis, or rather that there is a sort of interaction between deviation from some general norm and creating a new norm specific to each given text. Neither regularity in itself nor any particular instance of creating linguistic prominence by deviating from it will be stylistically relevant unless it stresses something important in the meaning of the text. When the poet deviates from the usual semantic relations characteristic of the given language this reflects his looking at things in some new way.

To clear up this crucial point we shall need the support of the notions described in the previous paragraph. We must return in more depth to the notion of the code. As stated in Information Theory, a code is a system of signs and rules of combining them which is used to transmit messages through a given channel.

The notion of a set of rules implies here also constraints disallowing some combinations, and these have not yet been discussed. The fact that language is a social and psychological phenomenon, does not contradict the above definition and interfere with its being a system of signs. The difference of focus as compared to artificial codes leads among others to the priority of combinatorics. Many meanings are expressed not by separate signs – words but by the way they are employed in various codograms, i.e. combinations of signs. And this way implies not only rules but constraints and this is how the signal redundancy is ensured. 

Basic to all rules and constraints are the grammar rules and what was previously treated as “exceptions”. For example, English nouns can take a plural form (bell – bells) and be preceded by articles ( the bell, a bell). This, however, is not the case with all nouns. There are several meaningful constraints. Mass nouns and abstract nouns take zero articles and do not have a plural form. These constraints may be meaningfully broken in their turn. When they are broken the words where this deviation occurs are reclassified, i.e. they change their meaning, mostly their lexical-grammatical meaning (because of this reclassification) and also may acquire additional expressiveness.

The mass noun “sand” by taking a plural form receives the meaning of a vast amount of sand, i.e. – a desert. On the other hand, count nouns, such as “ear”, “eye”, “lip”, “hand” normally used in the plural may be reclassified into abstract nouns and be used figuratively, sometimes also in set expressions (keep an eye on, to have a good ear for music, curl one’s lip). 

In P.B. Shelly’s sonnet Ozimandias the words “lip” and “sands” show syncretism, that is they are used in two possible lexical-semantic variants at once.

Ozimandias*


I met a traveler from an antique land.


Who said: Two vast and trunkless legs of stone,


Stand in the desert… Near them on the sand,


Half sunk a shattered visage lies, whose frown,


And wrinkled lip, and sneer of cold command,


Tell that the sculptor well those passions read


Which yet survive stamped on these lifeless things,


The hand that mocked them, and the heart that fed:


And on the pedestal these words appear:


“My name is Ozimandias, king of kings:


Look on my works, ye Mighty, and despair!


Nothing beside remains”. Round the decay


Of that colossal wreck, boundless and bare


The lone and level sands stretch far away.

* Greek name for the Egyptian pharaoh Ramses II (13th century B.C.) who is said to have erected a huge statue of himself.

Thus, we have the general rule, the norm (the regular plural in –s), a constraint on this norm (no plural for mass nouns) and a meaningful deviation from this (reclassification) enhancing the impression produced by the picture of decay and loneliness presented in this sonnet. All three stages belong to the language and may be regarded as usual but very different in frequency.

This may be compared with the case where a proper name has only the plural form: the Alps, the Andes, the Himalayas, the Rockies. The break of this constraint is occasional and sounds funny in the following: “… being a stranger in the place I did not know one Alp from another. I Alped my way for some weary hours, till the sun went down”. (Brendan Behan). 

The violation of one rule may be individual, occasional, creating an unorthodox meaning of a word or a whole sentence. This brings us to the so-called semi-marked structures.
The following example is a famous case of linguistic deviation in poetry “a grief ago”(Dylan Thomas). The normal combination would be a minute, day, year ago. The poet, as G. Leech puts it, has gone beyond the normal range of choice. The word “grief”, being placed in a position normally taken by nouns denoting time, receives itself a temporal expressive meaning (compare: a few cigarettes ago, two wives ago). Two more examples by the same poet are: “all the sun long and all the moon long”. Here the words “sun” and “moon” acquire the additional meaning of “time full of light”.

A code, therefore, consists of rules that may be kept and may be broken. When the breaking of rules results in the appearance of a new meaning and/or additional expressiveness we shall call that deviation, whereas the main rules and restrictions of arranging the code constitute its norm.
On the other hand there are some rules which are rigid and if they are not observed the result is not a change of meaning but nonsense. For example, some types of inversion are emphatic others impossible as the following examples show.


The head that wears a crown lies uneasy. – neutral

Uneasy lies the head that wears a crown. – emphatic


Head the that wears crown a lies uneasy. – impossible
The importance of deviation lies in compelling the reader’s attention and helping him to see what is or is not important in the text. Everybody knows that it is possible from part of a sequence (a sentence, a line, a paragraph, etc) to predict with greater or lesser accuracy the succeeding features and this is what makes elliptic decoding sufficient for the reader. M. Riffaterre points out that it is natural for the decoder to disregard a high percentage of what the text contains and reconstruct the whole from the few words he actually perceives. To be noticed by the reader the important elements have to be either repeated or unpredictable.

The unpredictability may result from breaking the norms of linguistic code. It is not usual for the personal pronouns to be modified by adjectives and articles as in “a sadder he”. The other deviation is “sobra” instead of “more sober”.

He who attempts to tease the cobra

Is soon a sadder he and sobra.
Ogden Nash
Logical expectations also may be violated: in the sentence “Get a house and a wife and a fire to put her in.” the last verbal phrase breaks the expectation of marital bliss established by the previous enumeration of nouns after a sort of norm has been created within this very short space. 
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