Lecture 1.

Stylistics as a science. Problems of stylistic research.

Plan:

1. Problems of stylistic research.

2. Stylistics of Language and speech.

3. Types of stylistic research. Branches of Stylistics.

4. Stylistics and other linguistic disciplines.

5. Stylistic neutrality and stylistic colouring.

6. Stylistic function notion.

Basic notions: stylistic, style, stylistics of language, stylistics of speech, literary and linguistic stylistics, comparative stylistics, decoding stylistics, functional stylistics, stylistic lexicology, stylistic phonetics (phonostylistics), stylistic grammar, stylistic norm, stylistic neutrality, stylistic connotations (inherent/adherent); connotative meaning: 1) emotive; 2) evaluative; 3) expressive; 4) stylistic.

1. Problems of stylistic research.

1) the object and the material of studies;

2) the notion «style».

1) In 1955 the Academician V. V. Vinogradov defined style as “socially recognized and functionally conditioned internally united totality of the ways of using, selecting and combining the means of lingual intercourse in the sphere of one national language or another...” 

2) In 1971 Prof. I. R.Galperin offered his definition of style «as a system of interrelated language means which serves a definite aim in communication.”.

3) According to Prof. Y. M. Skrebnev, «style is what differentiates a group of homogeneous texts (an individual text) from all other groups (other texts)... Style can be roughly defined as the peculiarity, the set of specific features of a text type or of a specific text.” 

Functional styles:

Prof. I. R. Galperin suggests 5 styles for the English language.

1) belles-lettres style: poetry, emotive prose, and drama;

2) publicist style: oratory and speeches, essay, articles;

3) newspaper style: brief news items, headlines, advertisements, editorial;

4) scientific prose style; 

5) official documents style.

Prof. I.V.Arnold distinguishes 4 styles:

1) poetic style;

2) scientific style;

3) newspaper style;

4) colloquial style.

Prof. Y. M. Skrebnev maintains that the number of sublanguages and styles is infinite (if we include individual styles, styles mentioned in linguistic literature such as telegraphic, oratorical, reference book, Shakespearean, short story, or the style of literature on electronics, computer language, etc.).

Stylistics is that branch of linguistics, which studies the principles, and effect of choice and usage of different language elements in rendering thought and emotion under different conditions of communication. Therefore it is concerned with such issues as

1) the aesthetic function of language;

2) expressive means in language;

3) synonymous ways of rendering one and the same idea;

4) emotional colouring in language;

5) a system of special devices called stylistic devices;

6) the splitting of the literary language into separate systems called style;

7) the interrelation between language and thought;

8) the individual manner of an author in making use of the language
2. Stylistics of Language and speech.

The stylistics of language analyses permanent or inherent stylistic properties of language elements.

The stylistics of speech studies stylistic properties, which appear in a context, and they are called adherent.

So stylistics of language describes and classifies the inherent stylistic colouring of language units. Stylistics of speech studies the composi​tion of the utterance—the arrangement, selection and distribution of different words, and their adherent qualities.

3. Types of stylistic research and branches of stylistics

Literary and linguistic stylistics

They have some meeting points or links in that they have common objects of research. Both study the common ground of:

1) the literary language from the point of view of its variability;

2) the idiolect (individual speech) of a writer;

3) poetic speech that has its own specific laws.

The points of difference proceed from the different points of analysis. While lingua-stylistics studies

• Functional styles (in their development and current state).

• The linguistic nature of the expressive means of the language, their systematic character and their functions.

Literary stylistics is focused on

• The composition of a work of art.

• Various literary genres.

• The writer’s outlook.

Comparative stylistics

Comparative stylistics is connected with the contrastive study of more than one language.

Decoding stylistics (L. V. Shcherba, B. A. Larin, M. Riffaterre, R. Jackobson, I.V. Arnold).

Each act of speech has the performer, or sender of speech and the recipient. The former does the act of encoding and the latter the act of decoding the information.

If we analyse the text from the author’s (encoding) point of view we should consider the epoch, the historical situation, the personal political, social and aesthetic views of the author.

But if we try to treat the same text from the reader’s angle of view we shall have to disregard this background knowledge and get the maximum information from the text itself (its vocabulary, compo​sition, sentence arrangement, etc.).

Decoding stylistics is an attempt to harmoniously combine the two methods of stylistic research and enable the scholar to interpret a work of art with a minimum loss of its purport and message.

Functional stylistics

Functional stylistics is a branch of lingua-stylistics that investigates functional styles, that is special sublanguages or varieties of the national language such as scientific, colloquial, business, publicist and so on.

Any kind of stylistic research will be based on the level-forming branches that include:

Stylistic lexicology

Stylistic Lexicology studies the semantic structure of the word and the interrelation (or interplay) of the connotative and denotative meanings of the word, as well as the interrelation of the stylistic connotations of the word and the context.

Stylistic Phonetics (or Phonostylistics) is engaged in the study of style-forming phonetic features of the text. It describes the prosodic features of prose and poetry and variants of pronunciation in different types of speech (colloquial or oratory or recital).

Stylistic grammar:

a) Stylistic Morphology is interested in the stylistic potentials of specific grammatical forms and categories, such as the number of the noun, or the peculiar use of tense forms of the verb, etc.

b) Stylistic Syntax is one of the oldest branches of stylistic studies that grew out of classical rhetoric. Stylistic syntax has to do with the expressive order of words, types of syntactic links (asyndeton, polysyndeton), figures of speech (antithesis, chiasmus, etc.). It also deals with bigger units from paragraph onwards.

4. Stylistics and other linguistic disciplines.

Semasiology: a branch of linguistics whose area of study is meaning. All stylistic effects are based on the interplay between different kinds of meaning on different levels (grammatical, lexical, logical, denotative, connotative, emotive, evaluative, expressive and stylistic).

Onomasiology (or onomatology) is the theory of naming dealing with the choice of words when naming or assessing some object or phenomenon. In stylistic analysis we often have to do with a transfer of nominal meaning in a text (antonomasia, metaphor, metonymy, etc.)

Literary Stylistics will inevitably overlap with areas of literary studies such as the theory of imagery, literary genres, the art of composition, etc.

Decoding Stylistics in many ways borders culture studies in the broad sense of that word including the history of art, aesthetic trends and even information theory.

5. Stylistic neutrality and stylistic colouring

Most scholars abroad and in this country giving definitions of style come to the conclusion that style may be defined as deviation from the lingual norm or a departure from the norm of a given national language. (G. Leech, M. Riffaterre, M. Halliday, R. Jacobson and others).

What we often call “the norm” in terms of stylistics would be more appropriate to call “neutrality”. Thus we observe an opposition of stylistically coloured specific elements to stylistically neutral non-specific elements.

Within the stylistically coloured words there is another opposition between formal vocabulary and informal vocabulary.

Stylistically coloured words are limited to specific conditions of communication: you’re sure to recognise words like decease, attire, decline (a proposal) as bookish and distinguish die, clothes, refuse as neutral while such units as snuff it, rags (togs), turn down - as colloquial or informal.

Stylistic connotations may be inherent or adherent. Stylistically coloured words possess inherent stylistic connotations. Stylistically neutral words will have only adherent (occasional) stylistic connota​tions acquired in a certain context:

Eg.: A luxury hotel for dogs is to be opened at Lima, Peru a city of 30.000 dogs. The furry guests will have separate hygienic kennels, top medical care and high standard cuisine, including the best bones. (Mailer)

6. Stylistic function notion

The semantic structure (or the meaning) of a word consists of its grammatical meaning (noun, verb, adjective) and its lexical meaning. Lexical meaning can further on be subdivided into denotative (linked to the logical or nominative meaning) and connotative meanings. Connotative meaning is only connected with extra-linguistic circumstances such as the situation of communication and the participants of communication. Connotative meaning consists of four components:

1) emotive: express various feelings or emotions; the emotive component of meaning may be occasional or usual (i.e. inherent and adherent); inherent: interjections: adherent: He is a BIG boy already!
2) evaluative: charges the word with negative, positive, ironic or other types of connotation conveying the speaker’s attitude in relation to the object of speech; eg: to sneak  - “to move silently and secretly, usu. for a bad purpose”;
3) expressive: either increases or decreases the expres​siveness of the message; eg.: “She was a small thin delicate thing with spectacles”; “intensifiers”, words like “absolutely, frightfully, really, quite”;

4) stylistic: a word possesses stylistic connotation if it belongs to a certain functional style or a spe​cific layer of vocabulary (such as archaisms, barbarisms, slang, jargon, etc). Stylistic connotation is usually immediately recogni​zable; eg.: yonder, slumber, thence immediately connote poetic or elevated writing; price index or negotiate assets are indicative of business language.
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Lecture 2

STYLISTIC CLASSIFICATION OF THE ENGLISH VOCABULARY

1. General Considerations.   

2. Neutral, Common Literary and Common Colloquial Vocabulary.

3. Special Literary Vocabulary:

a) Terms 

b) Poetic and Highly Literary Words.

c) Archaic, Obsolescent and Obsolete Words. 

d) Barbarisms and Foreignisms. 

e) Literary Coinages (Including Nonce-Words).  

4. Special Colloquial Vocabulary:  

a) Slang.   

b) Jargonisms.   

c) Professionalisms.  

d) Dialectal Words. 

e) Vulgar Words or Vulgarisms. 

f) Colloquial Coinages (Words and Meanings).
Basic notions: common literary vocabulary; terms and learned words; poetic words; archaic words; barbarisms; foreign words; literary coinages; literary nonce-words; com​mon colloquial words; slang; jargonisms; professional words; dialectal words; vulgar words; colloquial coinages.

1. General considerations. 

The whole of the word-stock of the English language can be divided into three main layers: the literary layer, the neutral layer and the collo​quial layer.

The as​pect of the literary layer is its markedly bookish character; the aspect of the colloquial layer of words is its lively spoken character. It is this that makes it unstable, fleeting. The aspect of the neutral layer is its universal character. The literary layer of words consists of groups accepted as legitimate members of the English vocabulary. They have no local or dialectal character.
The colloquial layer of words as qualified in most English or Amer​ican dictionaries is not infrequently limited to a definite language community or confined to a special locality where it circulates.

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

The colloquial vocabulary: 1. com​mon colloquial words; 2. slang; 3. jargonisms; 4. professional words; 5. dialectal words; 6. vulgar words; 7. colloquial coinages.

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

2. Neutral, common literary and common colloquial vocabulary

Neutral words, which form the bulk of the English vocab​ulary, are used in both literary and colloquial language. Neutral words are the main source of synonymy and polysemy, and prolific in the production of new meanings.
Most neutral English words are of monosyllabic character.

Common literary words are chiefly used in writing and in polished speech. Literary units stand in opposition to colloquial units. This is especially apparent when pairs of synonyms, literary and colloquial, can be formed which stand in contrasting relation:

Colloquial

 Neutral                   Literary

kid                                 child                       infant 

daddy                            father                       parent 

The main distinction between synonyms re​mains stylistic. But stylistic difference may be of various kinds: it may lie in the emotional tension connoted in a word, or in the sphere of application, or in the degree of the quality denoted. Colloquial words are always more emotionally coloured than literary ones. The neutral stratum of words, as the term itself implies, has no degree of emotiveness, nor have they any distinctions in the sphere of usage.

Both literary and colloquial words have their upper and lower ranges. The lower range of literary words approaches the neutral layer and has a tendency to pass into that layer. The same may be said of the upper range of the colloquial layer: it can very easily pass into the neutral layer. The lines of demarcation between common colloquial and neutral, on the one hand, and common literary and neutral, on the other, are blurred.

The neutral vocabulary may be viewed as the invariant of the standard English vocabulary. The words of this stratum are generally deprived of any concrete associations and refer to the concept more or less directly. Synonyms of neutral words, both colloquial and literary, assume a far greater degree of concreteness.

Common colloquial vocab​ulary can be considered a part of the standard English vocab​ulary. It lacks homogeneity too. Some of the lexical items belonging to this stratum are close to the non-standard colloquial groups such as jargonisms, professionalisms, etc. 

The stylistic function of the different strata of the English vocabu​lary depends not so much on the inner qualities of each of the groups, as on their interaction when they are opposed to one another.

3. Special literary vocabulary
a) Terms

A term is generally very easily coined and easily accepted: and new coinages as easily replace out-dated ones. One of the most characte​ristic features of a term is its direct relevance to the system or set of terms used in a particular science, discipline or art, i.e. to its nomenclature. A term is directly connected with the concept it de​notes.

Terms belong to the style of language of science. They may as well appear in other styles — in newspa​per style, in publicistic and practically in all other existing styles of language. But their function in this case changes. When used in the belles-lettres style, for instance, a term may acquire a stylistic function and consequently become a (sporadical) SD. This happens when a term is used in such a way that two meanings are materialized simultaneously.

The following is an example where a term is used as an SD.

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

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

“I should like,” said young Jolyon, “to lecture on it: PROP​ERTY AND QUALITIES OF A FORSYTE. This little animal, disturbed by the ridicule (осмеяние, редк. - предмет насмешек) of his own sort, is unaffected (безучастный, не подвергающийся влиянию) in his motions by the laughter of strange creatures (you and I). Hered​itarily disposed to myopia/mai’oupiə/, he recognizes only the persons and habitats of his own species, among which he passes an existence of competitive tranquility (уравновешенность, безмятежность).” (Galsworthy)

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

With the increase of general education and the expansion of technique to satisfy the ever growing needs and desires of mankind, many words that were once terms have gradually lost their quality as terms and have passed into the common literary or even neutral vocabulary.  This process may be called “determinization”. Such words as ‘radio’, ‘television’ and the like have long been in common use and their terminological character is no longer evident.

Here is an example of a moderate use of special terminology bordering on common literary vocabulary.

“There was a long conversation—a long wait. His father came back to say it was doubtful whether they could make the loan. Eight percent, then being secured for money, was a small rate of interest, considering its need. For ten percent Mr. Kuzel might make a call-loan. Frank went back to his employer, whose commer​cial choler rose at the report.” (Theodore Dreiser, “The Financier”)

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

b) Poetic and highly literary words

Poetic words form a rather insignificant layer of the special literary vocabulary. They are mostly archaic or very rarely used highly literary words which aim at producing an elevated effect.
Poetical tradition has kept alive such archaic words and forms as y’clept (арх. шутл. – называемый, именуемый, нареченный) (p. p. of the old verb clipian—to call, name); quoth (1 и 3 л. прошед. времени) (p. t. of cwedan — to speak); eftsoons/eft’su:nz/ (eftsona,— again, soon after), which are used even by modern ballad-mongers:

 Byron’s Childe Harold’s Pilgrimage:

Deserted is my own good hall, its hearth is desolate /’desələt/.

The striving for the unusual—the characteristic feature of some kinds of poetry—is akin to the sensational and is therefore to be found not only in poetry, but in many other styles. A modern English literary critic has remarked that in journalese a policeman never goes to an appointed spot; he proceeds to it. The picturesque reporter seldom talks of a horse, it is a steed or a charger. The sky is the welkin; the valley is the vale; fire is the devouring element...
Poetical words and word-combinations can be likened to terms in that they do not easily yield to polysemy. They are said to evoke emotive meanings.
Poetic words are not freely built in contrast to neutral, colloquial and common literary words, or terms. The commonest means is by com​pounding, e.g. ‘young-eyed’, ‘rosy-fingered’.

Some writers make abundant use of this word-building means. Thus Arthur Hailey in his novel “In High Places” has ‘serious-faced’, ‘high-ceilinger!’, ‘beige-carpeted’, ‘tall-backed!’, ‘horn-rimmed’ in almost close proximity. 

There is, however, one means of creating new poetic words still recognized as productive even in present-day English, viz. the use of a contracted form of a word instead of the full one, e. g. ‘drear’ instead of dreary, ‘scant’ (scanty).

Poetical words and set expressions make the utterance understandable only to a limited number of readers. It is mainly due to poeticisms that poetical language is sometimes called poetical jargon.

In modern English poetry there is a strong tendency to use words in strange combinations:

‘the sound of shape’; ‘night-long eyes’; ‘to utter ponds of dream’; ‘wings of because’; ‘to reap one’s same’; ‘goldenly whole, prodigiously keen star whom she—and he—, —like ifs of am perceive...’ (E. E. Cummings).

c)  Archaic, Obsolescent and Obsolete Words
We shall distinguish three stages in the aging process of words:

The beginning of the aging process when the word becomes rarely used. Such words are called obsolescent (выходящие из употребления): thou /ðau/ and its forms thee /ði:/, thy and thine; the corresponding verbal ending -est and the verb-forms art(be , wilt (thou makest, thou wilt); the ending -(e)th instead of -(e)s (he maketh) and the pronoun ye/ji:/.
To the category of obsolescent words belong many French borrow​ings which have been kept in the literary language as a means of pre​serving the spirit of earlier periods, e. g. a pallet (= a straw mattress); a palfrey (=a small horse); garniture (=furniture); to emplume (=to adorn with feathers or plumes).

The second group: those that have already gone completely out of use but are still recognized by the English-speaking community: e.g. methinks (=it seems to me); nay (=no). These words are called obsolete.
The third group, archaic proper, are words which are no longer recognizable in modern English, words that were in use in Old English and which have either dropped out of the language entirely or have changed in their appearance so much that they have become unrecognizable, e. g. troth (= faith); a losel(=a worthless, lazy fellow).

The border lines between the groups are not distinct. In fact they interpenetrate. It is specially difficult to distinguish between obsolete and obsolescent words. 

There is still another class of words which is erroneously classed as archaic, viz. historical words: thane (глава клана, шотландский лорд), yeoman (фермер средней руки, дворцовый страж), goblet(бокал, кубок), baldric (перевязь, портупея), mace (булава, жезл).
They are historical terms and remain as terms referring to definite stages in the development of society. Historical words have no synonyms, whereas archaic words have been replaced by modern synonyms.

Archaic words are used in the creation of a realistic background to historical novels, but these elements must not be archaic in the narrow sense. They must be recognizable to the native reader and not hinder his understanding of the communication.

Archaic words and phrases have other functions found in other styles: 

1) in the style of official documents. In business letters, in legal language, in all kinds of statutes, in diplomatic documents and in all kinds of legal documents (aforesaid (вышеупомянутый, вышеизложенный), hereby, therewith, herein, afternamed).

The function of archaic words and constructions in official docu​ments is terminological in character. They are used here because they help to maintain that exactness of expression so necessary in this style.

2) in poetry. 

Archaic words and particularly archaic forms of words are sometimes used for satirical purposes.
This is achieved through what is called Anticlimax (a sudden drop from the lofty or serious to the ridiculous: This war-like speech, received with many a cheer, Had filled them with desire of fame, and beer/Byron). The situation in which the archaism is used is not appropriate to the context. There appears a sort of discrepancy between the words actually used and the ordinary situation which excludes the possibility of such a usage.

Here is an example of such a use of an archaic form in Shaw’s play “How He Lied to Her Husband” a youth of eighteen, speaking of his feelings towards a “female of thirty-seven” expresses himself in a lan​guage which is not in conformity with the situation. His words are: “Perfect love casteth off fear.”
Archaic words, word-forms and word-combinations are also used to create an elevated effect.
The stylistic significance of archaic words in historical novels and in other works of fiction (emotive literature - belles-lettres) is different. In historical novels they maintain “local colour”, i.e. they perform the function of creating the atmosphere of the past.

Not so when archaic words are encountered in a depiction of events of present-day life. Here archaisms assume the function of an SD proper. They are perceived in a twofold function, the typical quality of an SD, viz. diachronically and synchronically.

On the other hand, the crowding of such obsolete units of the vocabulary may be interpreted as a ‘parody on the “domain of the few”, whose adherents considered that real poetry should avoid using “mean” words.

In American English many words and forms of words which are obsolete or obsolescent in British English have survived as admissible in literary usage (cf: “there’s a new barn a-building down the road”. The form ‘a-building’ is obsolete, the present form being building (There is a house building = A house is being built).
Stylistic functions of archaic words are based on the temporal per​ception of events described. 

d) Barbarisms and Foreignisms

Barbarisms are words of foreign origin which have not entirely been assimilated into the English lan​guage. Most of them have corresponding English synonyms; e. g. chic (—stylish); bon  mot (= a clever witty saying, острота); en passant (мимоходом, между прочим) (= in passing); ad infinitum (до бесконечности) (= to infinity) and many other words and phrases.

Barbarisms are words which have already become facts of the English language. They are, as it were, part and parcel of the English word-stock, though they remain on the outskirts of the literary vocabulary. Foreign words, though used for certain stylistic purposes, do not belong to the English vocabulary.

In printed works foreign words and phrases are generally italicized to indicate their alien nature or their stylistic value. Barbarisms, on the contrary, are not made conspicuous in the text unless they bear a special load of stylistic information.

There are foreign words in the English vocabulary which fulfill a terminological function. Therefore, though they still retain their foreign appearance, they should not be regarded as barbarisms. Such words as ukase, udarnik, soviet, kolkhoz and the like denote certain concepts which reflect an objective reality not familiar to English-speaking communities. There are no names for them in English and so they have to be explained.

Further, such words as solo, tenor, concerto, bltizkrieg, luftwaffe and the like should also be distinguished from barbarisms. They are different not only in their functions but in their nature as well. They are terms. Terminological borrowings have no synonyms; barbarisms, on the contrary, may have almost exact synonyms.

It is evident that barbarisms are a historical category. Many foreign words and phrases have little by little entered the class of words named barbarisms and many of these barbarisms have gradually lost their foreign peculiarities, become more or less naturalized and have merged with the native English stock of words. Conscious, retrograde, spurious (поддельный, подложный, иллюзорный) and strenuous (требующий силы, напряжения, энергичный, усердный) are word’s in Ben Jonson’s play “The Poetaster” which were made fun of in the author’s time as unnecessary borrowings from French.

Both foreign words and barbarisms are widely used in various styles of language. 
One of these functions is to supply local colour. 

In “Vanity Fair” Thackeray takes the reader to a small German town where a boy with a remarkable appetite is made the focus of attention. By introducing several German words into his ‘narrative, the author gives an indirect description of the peculia​rities of the German menu and the environment in general: “The little boy, too, we observed, had a famous appetite, and consumed schinken, and braten, and kartoffeln, and cranberry jam... with a gallantry that did honour to his nation.”

The function of the foreign words used in the context may be con​sidered to provide local colour as a background to the narrative: an example which is even more characteristic of the use of the local colour function of foreign words is the following stanza from Byron’s “Don Juan”:

... more than poet’s pen

Can point, - “Cost viaggino: Ricchi!”
(Excuse a foreign ‘slip-slop now and then,

If but to show I’ve travell’d: and what’s travel

Unless it teaches one to quote and cavil.

Another function of barbarisms and foreign words is to build-up the stylistic device of non-personal direct speech or represented speech. The use of a word, or a phrase, or a sentence in the reported speech of a local inhabitant helps to reproduce his actual words, manner of speech and the environment as well. Thus in James Aldridge’s “The Sea Eagle” – And the Cretans were very willing to feed and hide the Inglisi”-, the last word is intended to reproduce the actual speech of the local people by introducing a word actually spoken by them, a word which is very easily understood because of the root.

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

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

“Revelation was alighting like a bird in his heart, singing: “Elle est ton rêve!” (“In Chancery”)

Foreign words and phrases may sometimes be used to exalt the expression of the idea, to elevate the language.

The same effect is sometimes achieved by the slight distortion of an English word, or a distortion of English grammar in such a way that the morphological aspect of the distortion will bear a resemblance to the morphology of the foreign tongue, for example: “He look at Miss Forsyte so funny sometimes. I tell him all my story; he so sympatisch.” (Galsworthy)

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

Here is an example: “She had said ‘Au revoir!’ Not good-bye!” (Galsworthy) The formal and conventional salutation at parting has become a meaningful sentence set against another formal salutation at parting which, in its turn, is revived by the process to its former significance of “God be with you,” i.e. a salutation used when parting for some time.

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

“Yet en passant I would like to ask here (and answer) what did Rockefeller think of Labour...” (Dreiser, “Essays and Ar​ticles”).

e) Literary Coinages (Including Nonce-Words)

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

The first type of newly coined words (designate newborn concepts) - terminological coinages. The second type (words, coined because their creators seek expressive utte​rance) - stylistic coinages.
New words are mainly coined according to the productive models for word-building in the given language. But the new words of the literary-bookish type we are dealing with in this chapter may sometimes be built with the help of affixes and by other means which have gone out of use or which are in the process of dying out. 

Among new coinages of a literary-bookish type must be mentioned a considerable layer of words appearing in the publicistic style, mainly in newspaper articles and magazines and also in the newspaper style— mostly in newspaper headlines: blimp — a name coined by Low, the well-known English cartoonist. The name was coined to designate an English colonel famous for his conceit, brutality, ultra-conservatism. This word gave birth to a derivative, viz. Blimpish. Other examples are ‘backlash’ (отвечать ударом за удар, политика «белого бумеранга», неожиданное сильное движение назад, вызывать отрицательную реакцию) (in ‘backlash policy’) and its opposite ‘front lash’.

Throughout the history of the English literary language, scholars have expressed their opposition to three main lines of innovation in the vocabulary: firstly, to borrowings which they considered objection​able because of their irregularity; secondly, to the revival of archaic words; and thirdly, because the process of creation of new words was too rapid for the literary language to assimilate. 

The fate of literary coinages mainly de​pends on the number of rival synonyms already existing in the vocab​ulary of the language. It also depends on the shade of meaning the new coinage may convey to the mind of the reader. 

Many coinages disappear entirely from the language, leaving no mark of their even brief existence. Other literary neologisms leave traces in the vocabulary because they are fixed in the literature of their time. In other words, new literary-bookish coinages will always leave traces in the language, inasmuch as they appear in writing. This is not the case with colloquial coinages. These, as we shall see later, are spontaneous, and due to their linguistic nature, cannot be fixed unless special care is taken by specialists to preserve them.

Most of the literary-bookish coinages are built by means of affix​ation and word compounding. 

Semantic word-building, that is, giving an old word a new meaning, is rarely employed by writers who coin new words for journalistic pur​poses. It is too slow and imperceptible in its growth to produce any kind of sensational effect.

Conversion, derivation and change of meaning may be registered as means by which literary-bookish coinages are formed. These three means of word-building are mostly used to coin new terms in which new mean​ings are imposed on old words. Among coinages of this kind the word accessories may be mentioned. It has now become an important word in the vocabulary of feminine fashion. It means gloves, shoes and handbag, though jewellery and other ornaments are sometimes included. Mary Reifer’s “Dictionary of New Words” notes a verb to accessorize meaning ‘to provide with dress accessories, such as handbag, gloves, shoes, etc.’ 

The new meaning co-exists with the old ones. In other words, new meanings imposed on old words form one system in which old and new meanings are ranged in a dictionary according to their rate of frequency or to some other underlying principle. But there are cases when new mean​ings imposed on old words drive out old meanings: thus, the word admire, which, as in Latin, first meant ‘to feel or express surprise or astonishment’, has today lost its primary meaning and now has acquired a new one which, however, still contains a shade of the old, viz. ‘to regard with wonder and approval, esteem or affection, to delight in’.

Word-building by means of affixation is still predominant in coining new words.  Examples are: ‘orbiter—‘a spacecraft designed to orbit a celestial body’; lander—‘a spacecraft designed to land on such a body’; missileer—‘a person skilled in ‘missilery, or in the launching and control of missiles’; fruitologist and wreckologist which were used in a letter to the editor of The Times from a person living in Australia.

Among new creations those with the suffix -ize seem to be the most frequent. The suffix -ize gives a strong shade of bookishness to new words: ‘detribalized (Africans)’; ‘accessorize’; ‘moisturize’; ‘villagize’.

Some affixes are themselves literary in character and naturally carry this property to derivatives formed with them. Thus, for example, the prefix anti- has given us a number of new words which are gradually be​coming recognizable as facts of the English vocabulary, e.g.: ’anti-world’,    ‘anti-emotion’, ‘anti-hero’, ‘anti-trend’ and the like.

The suffix -dom has also developed a new meaning, as in ‘gangdom’, ‘freckledom’, ‘musicdom’ where the suffix is used with the most general meaning of collectivity. 

The suffix -ee has been given new life: ‘interrogatee’, ‘autobiographee’ (“...the pseudo-autobiographer has swallowed ‘the autobiographee whole.” New Statesman, Nov.29,1963); ‘enrollee’ (“Each enrollee is given a booklet filled with advice and suggestions, and attends the lecture...” New York Times Magazine, Jan. 26, 1964); ‘omittee’, ‘askee’ (“That’s a bad habit, asking a question and not waiting for an answer, but it’s not always bad for the askee.” - Rex Stout, “Too many clients”)

The suffix -ship has also developed a new shade of meaning as in the coinages: ‘showmanship’ (искусство организации публичных развлечений, уметь показать товар лицом), ‘brinkmanship’ (балансирование на грани войны), ‘lifemanship’ (шутл. умение жить, доказать свое превосходство)’, ‘lipmanship’, mistressmanship’, ‘supermanship’, ‘one-up manship’ (умение добиться преимущества), etc.

The word man is gradually growing first’ into a half-suffix and finally into part of the complex suffix -manship with the approximate meaning ‘the ability to do something better than another person’.

Among voguish suffixes which colour new coinages with a shade of bookishness is the suffix -ese, the dictionary definition of which is “1) belonging to a city or country as inhabitant (inhabitants) or lan​guage, e. g. Genoese, Chinese; 2) pertaining to a particular writer (of style or diction), e. g. Johnsonese, journalese.” Modern examples are: ‘Daily-Telegraphese’, ‘New Yorkese’; recently a new word has appeared— ‘TV-ese’.
There is still another means of word-building in modern English - that is the blending of two words into one by curtailing the end of the first com​ponent or the beginning of the second. Examples are numerous: musicomedy (music+comedy); cinemactress (cinema+actress); avigation (avia​tion+navigation); and the already recognized blends like smog (smoke+ fog); chortle(фырканье от смеха, сдавленный смех) (chuckle+snort); galumph (triumph+gallop) (both occur in Humpty Dumpty’s poem in Lewis Carroll’s “Through the Looking Glass”). A rockoon (rocket+balloon) is ‘a rocket designed to be launched from a balloon’. Such words are called blends. 

One more way to create a new meaning - injecting into well-known, commonly-used words with clear-cut concrete meanings, a meaning that the word did not have before. This is generally due to the combinative power of the word. Particularly productive is the adjective. It tends to acquire an emotive meaning alongside its logical meaning, as, for instance, terrible, awful, dramatic, top. The result is that an adjective of this kind becomes an intensifier: it merely indicates the degree of the positive or negative quality of the concept embodied in the word that follows. 
Another type of neologism is the nonce-word, i.e. a word coined to suit one particular occasion. Such words will always remain neologisms, i.e. will never lose their novelty: “Let me say in the beginning that even if I wanted to avoid Texas I could not, for I am wived in Texas, and mother-in-lawed, and uncled, and aunted, and cousined within an inch of my life.” (J. Steinbeck)

“You’re the bestest good one—she said—the most bestest good one in the world.” (H. E. Bates)

“That was masterly. Or should one say mistressly.” (Huxley)

In modern English new words are also coined by a means which is very productive in technical literature and therefore is mostly found in scien​tific style, viz. by contractions (сокращение, стяжение) and abbreviations: TRUD (= time remaining until dive), LOX (= 1. liquid oxygen explosive, 2. liquid oxygen) and GOX (= gaseous oxygen), laser (= light amplification by stimulated emission of radiation); Unesco (United Nations Education and Science Organization); jeep (GP=General Purpose car).

The stylistic effect achieved by newly-coined words generally rests on the ability of the mind to perceive novelty at the background of the familiar. The sharper the contrast, the more obvious the effect. 

A stylistic effect may also be achieved by the skilful interplay of a long-established meaning and one just being introduced into the lan​guage.

Thus the word deliver in the United States has acquired the meaning ‘to carry out or fulfill an expectation; make good’ (Barnhart Dictionary). 

Novelty is not a device.And still the novelty can be used for stylistic purposes provided that the requirements for an SD indicated earlier are observed: newly-minted words are especially striking. They check the easy flow of verbal sequences and force our mind to take in the re​ferential meaning. The aesthetic effect in this case will be equal to zero if the neologism designates a new notion resulting from scientific and technical investigations. The intellectual will suppress the emotional. However, coinages which aim at introducing additional meanings as a result of an aesthetic re-evaluation of the given concept may perform the function of a stylistic device.

4. Special colloquial vocabulary
a) Slang  
There is hardly any other term that is as ambiguous and obscure as the term slang. Slang seems to mean everything that is below the standard of usage of present-day English.

The first thing that strikes the scholar is the fact that no other Euro​pean language has singled out a special layer of vocabulary and named it slang, though all of them distinguish such groups of words as jargon, cant (жаргон, арго), and the like. 

Webster’s “Third New International Dictionary” gives the following meanings of the term:

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

The “New Oxford English Dictionary” defines slang as follows:

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

Slang is represented both as a special vocabulary and as a special language. 
J. B. Greenough and C. L. Kitteridge define slang in these words:

“Slang... is a peculiar kind of vagabond language, always hanging on the outskirts of legitimate speech but continually straying or forcing its way into the most respectable company.”

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

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

Any new coinage that has not gained recognition and therefore has not yet been received into standard English is easily branded as slang.

The confusion is made still deeper by the fact that any word or expression apparently legitimate, if used in an arbitrary, fanciful or metaphorical sense, may easily be labelled as slang. Many words formerly labelled as slang have now become legitimate units of standard English. Thus the word kid (= child), which was considered low slang in the nineteenth century, is now a legitimate colloquial unit of the English literary language.

The most conspicuous features of slang: it requires continuous innovation. It never grows stale. If a slang word or phrase does become stale, it is replaced by a new slangism. Slang is nothing but a deviation from the established norm at the level of the vocabulary of the language.

What is labelled as slang can frequently appear in lively everyday speech and just as quickly disappear from the language, or these are jocular words and word-combinations that are formed by using the various means of word-building existing in the language and also by distorting the form or sense of existing words:

to take stock in—‘to be interested in, attach importance, give cre/i:/d​ence (вера, доверие) to’
bread-basket—‘the stomach’ (a jocular use)
to do a flit  ‘to quit one’s flat or lodgings at night without paying the rent or board’

rot - ‘nonsense!’

the cat’s pyjamas— ‘the correct thing’

According to Eric Partridge, there are many kinds of slang: cockney, public-house, commercial, society, military, theatrical, parliamentary and others.

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

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

This message was delivered in the following manner:

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

It is suggestive that there is a tendency in some modern dictionaries to replace the label slang by informal or colloquial.’

On the other hand, some lexicographers, as has already been pointed out, still make use of the term ‘slang’ as a substitute for ‘jargon’, ‘cant’, ‘colloquialism’, ‘professionalism’, ‘vulgar’, ‘dialectal’.

Thus, in his dictionary Prof. Barnhart gives the label sl. to such innovations as “grab — to cause (a person) to react; make an impression on”, which should be classed as newspaper jargon; “grass or pot - marijuana”, which are positively cant words (the quotation that follows proves it quite unambiguously); “groove - something very enjoyable,” “grunt (пехотинец) - U.S.- military slang”, which in fact is a professionalism; “gyppy tummy, British slang,— a common intestinal upset experienced by travellers”, which is a colloquialism; “hangup (причина нервозности, раздражения, «пунктик») —a psychological or emotional problem”, which is undoubtedly a professionalism.
Thus, the term ‘slang’ is ambiguous because, to use a figurative expression, it has become a Jack of all trades and master of none.

b) Jargonisms
Jargon is a recognized term for a group of words that exists in almost every language and whose aim is to preserve secrecy within one or another social group. Jargonisms_are generally old words with entirely new meanings imposed on them.

Most of the jargonisms of any language are absolutely incomprehensible to those outside the social group which has invented them: grease -‘money’; loaf -‘head’; a tiger hunter - ‘a gambler’; a lexer - ‘a student preparing for a law course’,

Jargonisms are social in character. The following jargons are well known in the English language: the jargon of thieves and vagabonds, generally, known as cant; the jargon of jazz people; the jargon of the army, known as military slang; the jargon of sportsmen, and many others.

“He from the world had cut off a great man,

Who in his time had made heroic bustle. Who in a row like Tom could lead the van,

Booze in the ken1or at the spellken 2 hustle? Who queer a flat s? Who (spite of Bow street’s ban)

On the high toby-spice 4 so flash the muzzle? Who on a lark 6, with black-eyed Sal (his blowing) 9
So prime, so swell 7, so nutty 8, and so knowing?”

(“Don Juan” by Byron)

1 ken = a house in which harbours thieves

2 spellken = a play-house or theatre

3 to queer a flat = to puzzle a silly fellow

4 to flash the muzzle (gun) on the high toby-spice = to rob on horse back

5 a lark = fun or sport of any kind

6 a blowing = a girl

3 swell = gentlemanly

8 nutty = pleasing (to be nuts on = to be infatuated with)

Jargonisms do not always remain the possession of a given social group. Some of them migrate into other social strata and sometimes become recognized in the literary language of the nation. G. H. McKnight writes:

“The language of the underworld provided words facetiously adopted by the fashionable world, many of which, such as fan and queer and banter (добродушное подшучивание, шутливая беседа) and bluff and sham (поддельный, фальшивый, фиктивный) and humbug (обман надувательство, ложь, притворство), eventually made their way into dignified use.”

Jargonisms are therefore easily classified according to the social divisions of the given period. There is a common jargon and there are also special professional jargons.

Common jargonisms have gradually lost their special quality, which is to promote secrecy and keep outsiders in the dark.
Piou-Pioti/,pju:’pju:/ -‘a French soldier, a private in the infantry’. (франц. cолдат, пехотинец). According to Eric Partridge this word has already passed from military jargon to ordinary colloquial speech.

Hummen - ‘a false arrest’ (American)
Dar - (from damned average raiser) - ‘a persevering and assiduous student’. (University  jargon)
Matlo(w)/’mætlou/ - ‘a sailor’ (from the French word ‘matelot’)
Man and wife—‘a knife’ (rhyming slang) 

Manany /mæ’nja:nə/ - ‘a sailor who is always putting off a job or work’ (nautical jargon) (from the Spanish word ‘manana’—‘tomorrow’).

Other examples: brass (money in general, cash), joker — ‘something used to play a trick or win one’s point or object with’ from, card-playing, drag—‘to rob vehicles’; to soap-box—‘to make speeches out-of-doors standing on a soap-box’.
But soap and flannel meaning ‘bread’ and ‘cheese’ (naval) - can be classed as jargonisms.

Both slang and the various jargons of Great Britain differ much more from those of America

c) Professionalisms

Professionalisms - are the words used in a definite trade, profession or calling by people connected by common interests both at work and at home.

Professional words name anew already-existing concepts, tools or instruments, and have the typical properties of a special code. The main feature of a professionalism is its technicality.

The semantic structure of a professionalism is often dimmed by the image on which the meaning of the professionalism is based. Like terms, professionalisms do not allow any polysemy, they are monosemantic:

tin-fish (=submarine); block-buster (= a bomb especially designed to destroy blocks of big buildings) piper (=a specialist who decorates pastry with the use of a cream-pipe); a midder case (=a midwifery case); outer (=a knockout blow).

Some professionalisms, however, like certain terms, become popular and gradually lose their professional flavour: the word crane which Byron used in his “Don Juan”:1) ‘to stretch out the neck like a crane before a dangerous leap’; 2) ‘to hesitate at an obstacle, a danger’ (“No good craning at it. Let’s go down.” (Galsworthy)

T. Dreiser “Financier”:

‘Frank soon picked up all the technicalities of the situation. A “bull”, ‘he learned, was one who bought in anticipation of a higher price to come; and if he was “loaded” up with a “line” of stocks he was said to be “long”. He sold to “realize” his profit, or if his margins were exhausted he was “wiped out”. A “bear” was one who sold stocks which most frequently he did not have, in anticipation of a lower price at which he could buy and satisfy his previous sales. He was “short” when he had sold what he did not own, and he was “covered” when he bought to satisfy his sales and to realize his profits or to protect himself against further loss in the case prices advanced instead of declining. He was in a “corner” when he found that he could not buy in order to make good the stock he had borrowed for delivery and the return of which had been demanded. He was then obliged to settle practically at a price fixed by those to whom he and other “shorts” had sold’.

There are certain fields of human activity which enjoy nation-wide interest and popularity (in Great Britain - sports and games). Here is an example of the use of such professionalisms in fiction, 

“Father Knickerbocker met them at the ferry giving one a right-hander on the nose and the other an uppercut with his left just to let them know that the fight was on”( O. Henry “The Duel”.
Professionalisms are used in emotive prose to depict the natural speech of a character. The skilful use of a professional word will show not only the vocation of a character, but also his education, breeding, environment and sometimes even his psychology.

Canadian Globe and Mail:

JOURNALESE
I was glad to read recently how incomprehensible the language of city planners is to newspapermen. I decided to call the author of the article and express my appreciation:

“Hello, I’d like to speak to a reporter of yours named Terrance Wills.”

“Is he on city side or the night rewrite desk?”
“I’m not sure. Maybe he’s at his type-writer.”

The operator said something under his breath and then connected me to the third assistant executive city editor. After about 15 minutes of this I was finally able to communicate directly with Mr. Wills:

“That was a great story you did on ‘plannerese’, sir,” I told him. “Where did you get the idea for it?”

“Why, I just went to the morgue one day when there weren’t many obits to do and I got a few clippings. Then I talked with the copy-editor and he gave me a 32-point italic headline with an overhanging deck.”
“Is that good?”

“Sure it is. Even a cub knows that. Well I wrote a couple of takes and got it in the box just before the deadline for the second night final edition.”
“Is that hard to do?” I asked. My head was beginning to ache.

“What? Sure, I guess. Listen, I’d like to discuss this with you further but I’m on the rewrite desk and my legman is going to be calling in a scoop any minute now. Good-bye.”

d) Dialectal words
Dialectal words are those which in the process of integration of the English national language remained beyond its literary boundaries; and their user is generally confined to a definite locality.

With reference to this group there is a confusion of terms, particularly between the terms dialectal and vernacular.

Cecil Wyld’s “A History of Modern Colloquial English”:
“The history of a very large part of the vocabulary of the present-day English dialects is still very obscure, and it is doubtful whether much of it is of any antiquity. So far very little attempt has been made to sift the chaff from the grain in that very vast receptacle of the English Dialect Dictionary, and to decide which elements are really genuine ‘corruptions’ of words which the yokel /’joukəl/ (деревенщина, мужлан) has heard from educated speakers, or read, misheard, or misread, and ignorantly altered, and adopted, often with a slightly twisted significance. Probably many hundreds of ‘dialect’ words are of this origin, and have no historical value whatever, except inasmuch as they illustrate a general principle in the modification of speech. Such words are not, as a rule, characteristic of any Regional Dialect, although they may be ascribed to one of these, simply because some collector of dialect forms has happened to hear them in a particular area. They belong rather to the category of ‘mistakes’ which any ignorant speaker may make, and which such persons do make, again and again, in every part of the country.”

There is a definite similarity of functions in the use of slang, cockney and any other form of non-literary English and that of dialectal words. All these groups when used in emotive prose are meant to characterize the speaker as a person of a certain locality, breeding, and education etc.

There is sometimes a difficulty in distinguishing dialectal words from colloquial words: lass ‘a girl or a beloved girl’, lad ‘a boy or a young man’, ‘daft’ from the Scottish and the northern dialect, meaning ‘of unsound mind, silly’; fash also Scottish, with the meaning of ‘trouble, cares’
Of quite a different nature are dialectal words which are easily recognized as corruption of standard English words: hinny from honey; tittie apparently from sister, a children corruption of the word; cutty meaning a testy (вспыльчивый, раздражительный, брюзгливый) or naughty girl or woman’.

Most of the examples so far quoted come from the Scottish and the northern dialects.

Among other dialects used for stylistic purposes in literature is the southern dialect (in particular that of Somersetshire): ‘volk’ (folk), ‘vound’ (found), ‘zee’ (see), ‘zinking’ (sinking).
Galsworthy’s “A Bit of Love.”:

“Mrs. Burlacomble: Zurely I give ‘im a nummit afore ‘e gets up; an’ ‘e ‘as ‘is brekjus reg’lar at nine. Must feed un up. He’m on ‘is feet all day, goin’ to zee folk that widden want to zee an angel, they’m that busy; an’ when ‘e comes in ‘e ‘U play ‘is flute there. He’m wastin’ away for want of ‘is wife. That’s what’tis. On’ ‘im so zweet-spoken, tu, ‘tis a pleasure to year ‘im—Never zays a word!”

Dialectal words are only to be found in the style of emotive prose, very rarely in other styles.

The unifying tendency of the literary language is so strong that language elements used only in dialect are doomed to vanish, except, perhaps, those which, because of their vigour and beauty, have withstood the integrating power of the written language.

Words which are easily understood by the average Englishman are: maister, wee (омут, водоворот ), eneu/u/gh (достаточно), laird/leid/ (помещик), naething /nei/.

Dialectal. words, unlike professionalisms, are confined in their use to a definite locality and most of the words deal, as H. C. Wyld points out, with the everyday life of the country.

“Such words will for the most part be of a more or less technical character, and connected with agriculture, horses, cattle and sport.” 

e) Vulgar words or vulgarisms
The term vulgarism is rather misleading.

Vulgar, as explained by the Shorter Oxford Dictionary, means a) words or names employed in ordinary speech; b) common, familiar; c) commonly current or prevalent, generally or widely, disseminated.

Out of seven various meanings given in Webster’s ThirdlNew International Dictionary six repeat nearly the same definitions that are given in the Shorter Oxford, and only the seventh is radically different. Here it is: “5a: marked by coarseness of speech or expression; crude or offensive in language, b: lewd, obscene or profane in expression..: indecent, indelicate.”

So vulgarisms are:

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

2) obscene words. These are known as four-letter words the use of which is banned in any form of intercourse as being indecent. Historians tell us that in Middle Ages and down into the 16th century they were accepted in oral speech and after Caxton even admitted to the printed page. All of these words are of Anglo-Saxon origin.

Vulgarisms are often used in conversation out of habit, without any thought of what they mean, or in imitation of those who use them in order not to seem old-fashioned or prudish.

The function of expletives is almost the same as that of interjections, that is to express strong emotions, mainly annoyance, anger, vexation and the like. They are not to be found in any functional style of language except emotive prose, and here only in the direct speech of the characters.

The language of the underworld is rich in coarse words and expressions. But not every expression which may be considered coarse should be regarded as a vulgarism. Coarseness of expression may result from improper grammar, non-standard pronunciation, from the misuse of certain literary words and expressions, from a deliberate distortion of words.

f) Colloquial coinages (words and meanings)

Colloquial coinages (nonce-words) are spontaneous and elusive. Nonce-words of a colloquial na​ture are not usually built by means of affixes but are based on certain semantic changes.

“...besides, there is a tact -
(That modern phrase appears to me sad stuff.

But it will serve to keep my verse compact).

(Byron, “Don Juan”)

According to the Oxford Dictionary the meaning of the word tact as used in these lines appeared in the English language in 1804. Byron, who keenly felt any innovation introduced into the literary language of his time, accepts it unwillingly.

“Watching for a moment of weakness she wrenched (рвать, дергать, выкручивать, неправильно истолковывать) it free; then placing the dining-table between them, said between her teeth: You are the limit, Monty.”(“In Chancery”, J. Galsworthy); to be the limit = ‘to be unbearable’.

New coinage in colloquial English awakens as an emphatic protest on the part of literary-conscious people.

The New York Times Magazine:
“Presently used to mean ‘at the present moment’ but became so completely coloured with idea of ‘in the near future’ that when its older meaning came back into general use after World War II, through re-introduction into civilian speech of the conserva​tive military meaning, many people were outraged and insisted that the old meaning was being corrupted - whereas, in fact, the ‘corruption’ was being purged. 

“Peculiar originally meant “belonging exclusively to”. We still keep the older meaning in such statement as ‘a custom pe​culiar to that country’. But by extension it came to mean ‘uncom​mon’ and thence ‘odd’ with the overtones of suspicion and mistrust that oddness moves us to.” 

Some changes in meaning are really striking: nice (уст.притворно-жеманный), knave (подлец, беспринципный человек, мошенник; шутл. плутишка; валет), marshal, fellow (поклонник – ам. разг.)
Bergan Evans, co-author of “A Dictionary of Contemporary Usage” in an article published in The New York Times Book Review shows how the word sophisticated, undoubtedly a word of bookish origin, has devel​oped new meanings: 

The word sophisticated originally meant ‘wise’. Then, through its association with the Sophists, it came to mean ‘over-subtle’, ‘marked by specious but falla​cious reasoning’, ‘able to make the worse appear the better reason’. Then it developed the additional, derivative sense of ‘adulterated’, i.e. ‘spoiled by admixture of inferior material’. This meaning naturally gave birth to a new shade of meaning, viz. ‘corrupted’. Then suddenly (as Evans has it) the attitude implicit in the word was reversed; it ceased to mean unpleasantly worldly-wise and came to mean admirably worldly-wise. For the past fifteen years sophistication has been definitely a term of praise. By 1958 in John O’Hara’s “From the Terrace”, sophistication had come to signify not ‘corruption’ but almost the ‘irreducible’, ‘minimum good manners’.
The word sophisticated from its colloquial use denoting some passive quality started to mean ‘delicately responsive to electronic stimuli’, ‘highly complex mechanically’, ‘requiring skilled control’, ‘extraordinarily sensitive in receiving, interpreting and transmitting signals’. Or at least that is what one must guess it means in such statements as “Modern rea​der is vastly more sophisticated than quaint, old-fashioned reader”. (Time); “the IL-18 is aeronautically more sophisticated than the giant TU-114.” and “The Antikythera mechanism is far more sophisticated than any described in classical scientific texts.” (Scientific American).

Colloquial nonce-words can acquire a new significance and a new stylistic evaluation. They are then labelled as slang, colloquial, vulgar or something of this kind.

Nonce-coinage appears in all spheres of life. They may become permanent and generally accepted terms, or they may re​main nonce-words, as, for example, hateships used by John O’Hara in “Ten North Frederic.”

The contextual meanings of words may be called nonce-meanings: thus, the word ‘opening’ in the general meaning of a way in the sentence “This was an opening and I followed it”, is a contextual meaning which may or may not in the long run become one of the dictionary meanings.
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Lecture 3.

Expressive Resources of the Language

Plan:

1. Expressive Resources of the Language: Expressive means and stylistic devices; tropes;  

2. Different classifications of expressive means and stylistic devices from antique to modern times:

a) antique tradition (Gorgius (483-375 B. C.); Aristotle) 

b) Hellenistic Roman rhetoric system;

c) modern classifications of expressive means (G. Leech, I. R. Galperin and Y. M. Skrebnev).

Basic notions: expressive means; stylistic devices; figures of speech, tropes; comparison; simile; metaphor; polysemy; pun; oxymoron; euphemism; cliche; epigram; quotation; allusion; decom​position of set phrases; rhythm and period; antithesis; assonance of colons; equality of colons; puzzle; catachresis/malapropism; epithet, periphrasis; hyperbole; antonomasia; doubling/ reduplication, repetition; epenalepsis (polysyndeton); anaphora; epiphora; framing; enjambment; asyndeton; zeugma/syllepsis; chiasmus; ellipsis; paradiastola; anastrophe; detached constructions; parenthesis; parallel constructions; paradigmatic figures; syntagmatic figures; onomatopoeia; alliteration; rhyme; graphon; pleonasm; tautology; 
Expressive Resources of the Language: Expressive means and stylistic devices.

Expressive means of a language are those linguistic forms and properties that have the potential to make the utterance emphatic or expressive. These can be found on all levels—phonetic, graphical, morphological, lexical or syntactical.

 All stylistic devices belong to expressive means but not all expressive means are stylistic devices: 1) phonetic phenomena such as vocal pitch, pauses, logical stress, and drawling, or staccato pronunciation are all expressive without being stylistic devices; 2) morphological forms like diminutive suffixes may have an expres​sive effect: girlie, piggy, doggy, etc. 3) lexical expressive means may be illustrated by a special group of intensifiers—awfully, terribly, absolutely, etc. or words that retain their logical meaning while being used emphatically: It was a very special evening/event/gift; 4) there are also special grammatical forms and syntactical patterns attributing expressiveness, such as: I do know you! I’m really angry with that dog of yours! That you should deceive me! If only I could help you!

A stylistic device is a literary model in which semantic and structural features are blended so that it represents a generalized pattern.

Prof. I. R. Galperin calls a stylistic device a generative model when through frequent use a language fact is transformed into a stylistic device. Thus we may say that some expressive means have evolved into stylistic devices which represent a more abstract form or set of forms.

It is like an algorithm employed for an expressive purpose. For example, the interplay, in​teraction, or clash of the dictionary and contextual meanings of words will bring about such stylistic devices as metaphor, metonymy or irony.

The nature of the interaction may be affinity (likeness by nature), proximity (nearness in place, time, order, occurrence, relation) or contrast (opposition). Respectively, metaphor is based on the principle of affinity, metonymy is based on proximity and irony is based on opposition: 

1. My new dress is as pink as this flower: comparison (ground for comparison—the colour of the flower).

2. Her cheeks were as red as a tulip: simile (ground for simile— colour/beauty/health/freshness)

3. She is a real flower: metaphor (ground for metaphor—frail/ fragrant/tender/beautiful/helpless...).

My love is a red, red rose: metaphor (ground for metaphor - passionate/beautiful/strong...).

4. Ruby lips, hair of gold, snow-white skin: trite metaphors so frequently employed that they hardly have any stylistic power left because metaphor dies of overuse. Such metaphors are also called hackneyed or even dead.

A famous literary example of an author’s defiance against immoderate use of trite metaphors is W. Shakespeare’s Sonnet 130

My mistress’ eyes are nothing like the sun;

‘Coral is far more red than her lips’ red;

If snow be white, why then her breasts are dun 

If hairs be wires, black wires grow on her head.

I have seen roses ‘damasked, red and white,

But no such roses see I in her cheeks;

And in some perfumes is there more delight

Than in the breath that from my mistress reeks (дурной запах, вонь).

I love to hear her speak, yet well I know

That music hath a far more pleasing sound;

I grant I never saw a goddess go;

My mistress, when she walks, treads on the ground!

And yet, by heaven, I think my love as rare

As any she belied with false compare.

The more unexpected, the less predictable is the ground for comparison the more expressive is the metaphor.

Rhetoric is the initial source of information about metaphor, metonymy, epithet, antithesis, chi​asmus, anaphora and many more. The classical rhetoric gave us still widely used terms of tropes and figures of speech.

The first linguistic theory called ‘sophistry’ appeared in the fifth century B C. Oration played a paramount role in the social and political life of Greece so the art of rhetoric developed into a school: the Greek philosopher Gorgius (483-375 B. C.). Togeth​er with another scholar named Trasimachus they created the first school of rhetoric whose principles were later developed by Aristotle (384-322 B. C.) in his books “Rhetoric” and “Poetics”.

Aristotle differentiated literary language and colloquial language. This first theory of style included 3 subdivisions:

• the choice of words;

• word combinations;

• figures.

1. The choice of words included lexical expressive means such as foreign words, archaisms, neologisms, poetic words, nonce words and metaphor.

2. Word combinations involved 3 things:

a) order of words;

b) word-combinations;

c) rhythm and period (in rhetoric, a complete sentence),

3. Figures of speech.:

a) antithesis;

b) assonance of ‘colons;

c) equality of colons.

*A colon in rhetoric means one of the sections of a rhythmical period in Greek chorus consisting of a sequence of 2 to 6 feet.

Later contributions by other authors were made into the art of speaking and writing well developed antique system, and is called the Hellenistic Roman rhetoric system. It divided all expressive means into 3 large groups: Tropes, Rhythm (Figures of Speech) and Types of Speech.

Tropes:
1. Metaphor - the application of a word (phrase) to an object (concept) it doesn’t literally denote to suggest comparison with another object or concept: A mighty Fortress is our God.
1. Puzzle (Riddle) - a statement that requires thinking over a con​fusing or difficult problem that needs to be solved.

3. Synecdoche - the mention of a part for the whole: A fleet of 50sails (ships)

4. Metonymy - substitution of one word for another on the basis of real connection: Crown for sovereign; Homer for Homer’s poems, wealth for rich people.
5. Catachresis - misuse of a word due to the false folk etymology or wrong application of a term in a sense that does not belong to the word: Alibi for excuse; mental for weak-minded; mutual for common; disinterested for uninterested.
A later term for it is ‘malapropism’ that became current due to Mrs. Malaprop, a character from R. Sheridan’s The Rivals (1775). This sort of misuse is mostly based on similarity in sound.:   That young violinist is certainly a child progeny (потомок, потомство) (instead of prodigy (чудо)).

6. Epithet - a word or phrase used to describe someone or some​thing with a purpose to praise or blame: It was a lovely, summery evening.
7. Periphrasis - putting things in a round about wiry in order to bring out some important feature or explain more clearly the idea or situation described: I got an Arab boy … and paid him twenty rupees a month, about thirty bob (шиллинг), at which he was highly delighted. (Shute)

8. Hyperbole - use of exaggerated terms for emphasis: A 1000 apologies; to wait an eternity; he is stronger than a lion.
9. Antonomasia - use of a proper name to express a general idea or conversely a common name for a proper one: The Iron Lady; a Solomon; Don Juan.
Figures of Speech that create Rhythm
4 large groups:

Figures that create rhythm by means of addition 

1. Doubling (reduplication, repetition) of words and sounds: Tip-top, helter-skelter, ‘wishy-washy; oh, the dreary, dreary moorland.
2. Epenalepsis (polysyndeton) - use of several con​junctions: He thought, and thought, and thought, I hadn’t realized until then how small the houses were, how small and mean the shops.(Shute)

3. Anaphora - repetition of a word or words at the beginning of two or more clauses, sentences or verses: No tree, no shrub, no blade of grass, not a bird or beast, not even a fish that was not owned!
4. Enjambment - running on of one thought into the next line, couplet (рифмованное двустишье) or stanza without breaking the syntactical pattern:

In Ocean’s wide domains 

Half buried in the sands 

Lie skeletons in chains 

With shackled feet and hands (Longfellow).

5. Asyndeton - omission of conjunctions: He provided the poor with jobs, with opportunity.
Figures based on compression
1. Zeugma (syllepsis) - a figure by which a verb, adjective or other part of speech, relating to one noun is referred to another: He lost his hat and his temper, with weeping eyes and hearts.
2. Chiasmus - a reversal in the order of words in one of two parallel phrases: He went to the country, to the town went she.
3. Ellipsis - omission of words needed to complete the construction or the sense:  Tomorrow at 1.30; The ringleader was hanged and his follower, imprisoned.
Figures based on assonance or accord
1. Equality of colons - used to have a power to segment and arrange 

2. Proportions and harmony of colons.
Figures based on opposition
1. Antithesis - choice or arrangement of words that emphasizes a contrast: Crafty men contemn studies, simple men admire them, wise men use them; Give me liberty or give me death.

2. Paradiastola - the lengthening of a syllable regularly short (in Greek poetry).

3. Anastrophe - a term of rhetoric, meaning, the upsetting for effect of the normal order of words (inversion in contemporary terms): Me he restored, him he hanged.
Types of speech
Respectively all kinds of speech were labeled and repre​sented in a kind of hierarchy including the following types: elevated; flowery exquisite; poetic; normal; dry; scanty; hackneyed; tasteless.
Demetrius of Alexandria (Greece, 3d century BC): The Plain Style, he said, is simple, using many active verbs and keeping its subjects (nouns) spare. Its purposes include lucidity, clarity, familiarity, and the necessity to get its work done crisply and well. This style uses few difficult compounds, coinages or qualifications (such as epithets or modifiers). It avoids harsh sounds, or odd orders. It employs helpful connective terms and clear clauses with firm endings. In every way it tries to be natural, following the order of events themselves with moderation and repetition as hi dialogue.

The Eloquent Style in contrast changes the natural order of events to effect control over them and give the narration expressive power rather than sequential account. So this style may be called passive in contrast to active. Sentences are lengthy, rounded, well balanced, with a great deal of elaborately connected material. Words can be unusual, coined; meanings can be im​plied, oblique, and symbolic. Sounds can fill the mouth, perhaps, harshly.

Dionysius of Halicanassus (Rome, lst century BC): “On Imitation”, “Commentaries on the Ancient Orators” and “On the Arrangement of Words”.

Gradually the choices of certain stylistic features in different combi​nations settled into three types - plain, middle and high.

Stylistic theory and classification of expressive means by G. Leech
1967 “Essays on Style and Language”. He tried to show how linguistic theory could be accommodated to the task of describing such rhetorical figures as metaphor, parallelism, allit​eration, personification and others in the present-day study of literature.

Literature can be equated with the use of deviant forms of language. 

The degree of generality of statement about language. There are two particularly important ways in which the description of language entails generalization: I, they, it, him, etc. as objective personal pronouns with the following categories: first/third person, singular/plural, masculine, non-reflexive, animate/inanimate. Although they require many ways of description they are all pronouns and each of them may be explicitly described in this fashion.

The other type of generalization is implicit: language and dialect. This sort of description would be composed of individual events of speaking, writing, hearing and reading.
“Register scale” and “Dialect scale”.

“Register scale” distinguishes spoken language from written language.

Dialect scale” differentiates language of people of different age, sex, social strata, geographical area or individual linguistic habits (idiolect).
Paradigmatic and syntagmatic deviations.
Paradigmatic figures give the writer a choice from equivalent items: inches/feet/yard + away, e. g. He was standing only a few feet away.

Paradigmatic deviation in literary and poetic language: farmyards away, a grief ago, all sun long.
Personification: grammatical oppositions of personal/impersonal; animate/inanimate; concrete/abstract: As Connie had said, she handled just like any other aeroplane, except that she had better manners than most. (Shute).
Syntagmatic deviant features result from the opposite: the author imposes the same kind of choice in the same place: “Robert turned over a hoop in a circle” /“Robert Rowley rolled a round roll round”.

I. R. Galperln’s classification of expressive means and stylistic devices

1. Phonetic expressive means and stylistic devices.

2. Lexical expressive means and stylistic devices.

3. Syntactical expressive means and stylistic devices.

1. Phonetic expressive means and stylistic devices:

1) onomatopoeia (direct and indirect): ding-dong; silver bells... tin​kle, tinkle;

direct – is contained in words that imitate natural sounds: cuckoo, buzz, tintinabulation, mew.

Indirect – a combination of sounds the aim of which is to make the sound of the utterance an echo of its sense: “And the silken, sad, uncertain rustling of each purple curtain” (E. Poe)

2) alliteration  - is a phonetic SD which aims at imparting a melodic effect to the utterance(initial rhyme): to rob Peter to pay Paul; Deep in the darkness peering, long I stood there wondering, fearing, Doubting, dreaming dreams no mortals ever dared to dream before (E. Poe) 

3) rhyme – is the repetition of identical or similar terminal sound combinations of words. (full, incomplete, compound or broken, eye rhyme, internal rhyme. Also, stanza rhymes: couplets, triple, cross, framing/ring);

The full rhyme presupposes identity of the vowel sound and the following consonant sounds in a stressed syllable, as in might, right; needless, heedless.

Incomplete rhymes: 1) vowel rhymes: flesh-fresh-press 2) and consonant rhymes: worth—forth; tale—tool— Treble—trouble; flung - long.
Compound or broken rhymes: upon her honour—won her; bottom—forgot’em—shot him.
Eye-rhyme: love—prove, flood-brood, have—grave.

Rhymes within the stanza: 1. couplets - when the last words of two successive lines are rhymed. This is commonly marked aa.   

 2. triple rhymes—aaa
3. cross rhymes—abab-

4. framing or ring rhymes—abba
4) Rhythm: necessarily demands oppositions that alter​nate: long, short; stressed, unstressed; high, low; and other contrasting segments of speech.

Rhythm is to be a stylistic category, one thing is required - the simultaneous perception of two contrasting phenomena, a kind of dichotomy. Rhythm in verse as an SD is defined as a combination of the ideal metrical scheme and the variations of it, variations which are governed by the standard.

2. Lexical expressive means and stylistic devices

The interac​tion of different types of a word’s meanings: dictionary, contextual, derivative, nominal, and emotive.

A. Means based on the interplay of dictionary and contextual meanings: metaphor: Dear Nature is the kindest Mother still. (Byron). 

‘Speed!” he shouted. And pushed it up to one hundred and five miles an hour and tore the breath out of his mouth (R.D. Bradbury). 

… but hearing only the scream of the car(R.D. Bradbury).

The thunder faded (R.D. Bradbury).

metonymy: The camp, the pulpit  and the law For rich man’s sons are free. (Shelly)

irony: It must be delightful to find oneself in a foreign country without a penny in one’s pocket.

…Well, c’est la vie, as Eric so originally says. (V. Nabokov. Pnin).
B. Means based on the interaction of primary and derivative meanings:

polysemy: Massachusetts was hostile to the American flag, and she would not allow it to be hoisted on her State House;
zeugma: May’s mother always stood on her gentility, and Dot’s mother never stood on anything but her active little feet. (Dickens)

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

The pun: “Bow to the board,” said Bumble. Oliver brushed away two or three tears that were ling/g/erring (сдерживать, удерживать) in his eyes; and seeing no board but the table, fortunately bowed to that’. (Dickens)

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

C. Means based on the opposition of logical and emotive meanings:

interjections and exclamatory words:

All present life is but an interjection
An ‘Oh’ or ‘Ah’ of joy or misery,
Or a ‘Ha! ha!’ or ‘Bah!’—a yawn or ‘Pooh!’
Of which perhaps the latter is most true.
(Byron)

Epithet (an adjective or descriptive phrase used to chracterise a person or object with the aim to give them subjective evaluation): a well-matched, fairly-balanced give-and-take (взаимные уступки, компромисс, обмен любезностями) couple. (Di​ckens).

… as he was helping her into her coat and as usual searching with a frown for the fugitive armhole. (V. Nabokov. Pnin).

… two monstrous status on primitive eyes of stone…(V. Nabokov. Pnin).

Oxymoron (a figure of speech in which opposite or contradictory ideas are combined): peopled desert, populous solitude, proud humility. (Byron)

D. Means based on the interaction of logical and nominal meanings:

Antonomasia (the use of a proper name in place of a common one or vice versa to emphasise some feature or quality): Mr. Facing-Both-Ways does not get very far in this world (The Tunes)

II. The principle for distinguishing is based on the interaction between two lexical meanings simultaneous​ly materialised in the context.
simile: treacherous as a snake, faithful as a dog, slow as a tortoise.

…morose étagères with bits of dark-looking glass in the back as mouruful as the eyes of old apes (V. Nabokov. Pnin).

“Maidens, like moths, are ever caught by glare” (Byron).

… two limpy old ladies in semitransparent rain-coats, like potatoes on cellophane (V. Nabokov, ‘Pnin’)

Periphrasis/circumlocution (renaming of an object by a phrase that emphasizes some particular feature of the object): a gentleman of the long robe (a lawyer); the fair sex, (women).

… an old inn frequented only by the peaceful sons of traffic (W. Irving).

Logical periphrasis: instruments of destruction (Dickens); the most pardonable of human weaknesses (Dickens); the object of his admiration (Dickens); that proportion of the population which... is yet able to read words of more than one syllable, and to read them without perceptible movement of the lips= ‘half-literate’.

Figurative periphrasis: ‘the punctual servant of all work’ (Dickens); ‘in disgrace with fortune and men’s eyes’ (Shakespeare); ‘to tie the knot’.

Euphemism is a word or phrase used to replace an unpleasant word or expression by a conventionally more acceptable one: In private I should call him a liar. In the Press you should use the words: ‘Reckless disregard for truth’. (Galsworthy).

To pass away, to expire, to be no more, to depart, to join the majority, to be gone.

1) religious: Father, Mother, Son, children.

 2) moral:  smock/shift/chemise/combination/step-in; a woman of a certain type; a four-letter word; to glow – to sweat. 

 3) medical: madhouse – lunatic asylum – mental hospital; idiots, imbeciles, the feeble-minded – low, medium and high-grade mental defectives; insane – person of unsound mind, mentally-ill patients; ; 

 4) parliamentary: liar – a purveyor of terminological inexactitudes, jackass/goose; dog, rat, swine/halfwit, Tory clot; 

5) political: tension – uprising; undernourishment – starvation; capitalists – free enterprises; profit – savings; the building up of labour reserves – unemployment; dismissal/discharge/firing – the reorganization of the enterprise.

Hyperbole: The earth was made for Dombey and Son to trade in and the sun and the moon were made to give them light. (Dickens).

“He was so tall that I was not sure he had a face.” (O. Henry).

III. The subdivision comprises stable word combinations in their interaction with the context:

A cliche is an expression that has become hackneyed and trite: clockwork precision, crushing defeat, the whip and carrot policy, rosy dreams of youth, the patter of little feet, deceptively simple, effective guarantees, immediate issues, statement of policy, reliable sources, buffer zone, to grow by leaps and bounds, to withstand the test of time, to let bygones bygones, to be unable to see the wood for the trees, to upset the apple-cart, to have an ace upon one’s sleeve, the patter of the rain, part and parcel, a diamond in the rough.

Proverbs and sayings.

Typical features: rhythm, sometimes rhyme and/or alliteration. But the most characteristic feature of a proverb or a saying lies not in its formal linguistic expression, but in the content-form of the utter​ance: brevity+ the actual wording becomes a pattern which needs no new wording to suggest extensions of meaning which are contextual 

Proverbs are brief statements showing in condensed form the accumulated life experience of the community and serving as conventional practical symbols for abstract ideas:

To cut one’s coat according to one’s cloth.

Early to bed and early to rise, Makes a man healthy, wealthy and wise.

Come! he said, milk’s spilt. (Galsworthy).

First come, first served.

Out of sight, out of mind.

Epigrams. 

An epigram is a stylistic device akin to a proverb, the only difference being that epigrams are coined by individuals whose names we know, while proverbs are the coinage of the people:

Art is triumphant when it can use convention as an instru​ment of its own purpose. A God that can be understood is no God.

A thing of beauty is a joy for ever. (Keats) 

Quotations: 

A quotation is a repetition of a phrase or statement from a book, speech and the like used by way of authority, illustration, proof or as a basis for further speculation on the matter in hand. Quotations are usually marked off in the text by inverted commas (“ “), dashes (—), italics or other graphical means: Ecclesiastes said, ‘that all is vanity’.(Byron) 

 Allusions: 

An allusion is an indirect reference, by word or phrase, to a historical, literary, mythological, biblical fact or to a fact of everyday life made in the course of speaking or writing. An allusion is only a mention of a word or phrase which may be regarded as the key-word of the utterance:

“Where is the road now, and its merry incidents of life’, old honest, pimple-nosed coachmen? I wonder where are they, those good fellows? Is old Weller alive or dead?” (Thackeray).

“Shakespeare talks of the herald Mercury

New lighted on a heaven-kissing hill; 

And some such visions cross’d her majesty

While her young herald knelt before her still. 

‘Tis very true the hill seem’d rather high,

For a lieutenant to climb up; but skill 

Smooth’d even the Simplon’s steep, and by God’s blessing 

With youth and health all kisses are heaven-kissing.”

(Byron)

Decomposition of set phrases.
The stylistic device of decom​position of fused set phrases consists in reviving the independent meanings which make up the component parts of the fusion.

Mind! I don’t mean to say that I know of my own knowledge, what there is particularly dead about a door-nail. (Dickens).

You know which side the law’s buttered. (Galsworthy).

It was raining cats and dogs, and two kittens and a puppy landed on my window-sill (Chesterton). 
3. Syntactical expressive means and stylistic devices

The principal criteria for classifying syntactical stylistic devices are:
— the juxtaposition of the parts of an utterance;
— the type of connection of the parts;
— the peculiar use of colloquial constructions;
· the transference of structural meaning.

Devices built on the principle of juxtaposition

Inversion (several types) - aims at attaching logical stress or additional emotional colouring to the sur​face meaning of the utterance.: 

A tone of most extravagant comparison A few Tox said it in, (Dickens)
Down dropped the breeze. (Colerigde).

Basic types of inversion.

1. The object is placed at the beginning of the sentence:

“Talent Mr.  Micawber /mi’ko:bə/ has;  capital Mr.  Micawber has not.” (David Copperfield).

2. The attribute is placed after the word it modifies (postposition of the attribute). This model is often used when there is more than one attribute, for example:

“With fingers weary and worn...” (Thomas Hood); “Once upon a midnight dreary” (E. A. Poe)

3. a) The predicative is placed before the subject, as in “A good generous prayer it was.” (Mark Twain)  

b) the predicative stands before the link-verb and both are placed before the subject, as in

“Rude am I in my speech...” (Shakespeare)

4. The adverbial modifier is placed at the beginning of the sentence, as in:

“Eagerly I wished the morrow.” (Poe) “My dearest daughter, at your feet I fall.” (Dryden) 

A tone of most extraordinary comparison Miss Tox said it in.” (Dickens)

5. Both modifier and predicate stand before the subject, as in:

“In went Mr. Pickwick.” (Dickens) “Down dropped the breeze...” (Coleridge).

Detached constructions - sometimes one of the secondary parts of a sentence by some specific consideration of the writer is placed so that it seems formally independent of the word it logically refers to: 

She was lovely: all of her-delightful. (Dreiser).

Steyne rose up, grinding his teeth, pale, and with fury in his eyes. (Thackeray)

Sir Pitt came in first, very much flushed, and  rather un​steady in his gait. (Thackeray).

Parenthesis - is a qualifying, explanatory or appositive word, phrase, clause, sentence, or other sequence which interrupts a syntactic construc​tion without otherwise affecting it, having often a characteristic into​nation and indicated in writing by commas, brackets or dashes. 

Parallel constructions:
The seeds ye sow—another reaps, The robes ye weave—another wears The arms ye forge—another bean (Shelley).

Parallel construction’s device which may be encoun​tered not so much in the sentence as in the macro-structures dealt with earlier, viz. the SPU(Supra-Phrasal Unit) and the paragraph. The necessary condition in parallel construction is identical, or similar, syntactical structure in two or more sentences or parts of a sentence in close succession, as in:

There were, .... real silver spoons to stir the tea with, and real china cups to drink it out of, and plates of the same to hold the cakes and toast in. (Dickens).

Parallel constructions may be partial or complete. Partial parallel arrangement is the repetition of some parts of successive sentences or clauses, as in: 

It is the mob that labour in your fields and serve in your houses—that man your navy and recruit your army,—that have enabled you to defy all the world, and can also defy you when neglect and calamity have driven them to despair. (Byron)

Chiasmus (reversed parallel construction) – a stylistic devices based on the repetition of a syntactical pattern, but it has a cross order of words and phrases:

In the days of old men made manners Manners now make men. (Byron).

Down dropped  the  breeze,
The sails dropped down. (Coleridge)

Chiasmus is sometimes achieved by a sudden change from active voice to passive or vice versa, for example:
The register of his burial was signed by the clergyman, the clerk, the undertaker and the chief mourner. Scrooge signed it. (Dickens)

There are different variants of the structural design of chiasmus:

The night winds sigh, the breakers roar, And shrieks the wild sea-mew. (Byron)

As a lexical device: In the days of old men made manners Manners now make men. (Byron).

Chiasmatic repetition: For glances beget ogles, ogles sighs, sighs wishes, wishes words, and words a letter. (Byron)/ “Stop!”- she cried, “Don’t tell me! I don’t want to hear; I don’t want to hear what you’ve come for. I don’t want to hear.”
The repetition of ‘I don’t want to hear’, is not a stylistic device; it is a means by which the excited state of mind of the speaker is shown.

If the repeated word (or phrase) comes at the beginning of two or more consecutive sentences, clauses or phrases, we have anaphora.
If the repeated unit is placed at the end of con​secutive sentences, clauses or phrases, we have the type of repetition called epiphora, as in:

I am exactly the man to be placed in a superior position in such a case as that. I am above the rest of mankind, in such a case as that. I can act with philosophy in such a case as that. (Dickens)

Framing: Poor doll’s dressmaker! How often so dragged down by hands that should have raised her up; how often so misdirected when losing her way on the eternal road and asking guidance. Poor, little doll’s dressmaker. (Dickens)

Anadiplosis - the last word or phrase of one part of an utterance is repeated at the beginning of the next part, thus hooking the two parts together: Freeman and slave... carried on an uninterrupted, now hidden, now open fight, a fight that each time ended, either in a revolutionary reconstitution of society at large, or in the common ruin of the contending classes.” (Marx, Engels)

Beauty is truth, truth beauty, - that’s is all

Ye know on earth, and all ye need to know (Keats).

Root-repetition: To live again in the youth of the young. (Galsworthy).

Synonymical repetition: are there not capital punishments sufficient in your statutes? Is there not blood enough upon your penal code?” (Byron).

The poetry of earth is never dead... The poetry-of earth is ceasing never...(Keats’ sonnet “The Grasshopper and the Cricket.”)

- pleonasm - the use of more words in a sentence than are necessary to express the meaning; redundancy of expression
- tautology - the repetition of the same statement; the repetition (especially in the immediate context) of the same word or phrase or of the same idea or statement in other words; usually as a fault of style:

It was a clear starry night, and not a cloud was to be seen.

He was the only survivor; no one else was saved.

Enumeration - a stylistic device by which separate things, objects, phenomena, properties, actions are named one by one so that they produce a chain, the links of which, being syntactically in the same position (homogeneous parts of speech), are forced to display some kind of semantic homogeneity, remote though it may seem.
There Harold gazes on a work divine,

A blending of all beauties; streams and dells,

Fruit, foliage, crag, wood, cornfield, mountain, vine

And chiefless castles breathing stern farewells

From grey but leafy walls, where Ruin greenly dwells. (Byron)

Scrooge was his sole executor, his sole administrator, his sole assign, his sole residuary legatee, his sole friend and his sole mourner. (Dickens)

Suspense - is a compositional device which consists in arranging the matter of a communication in such a way that the less important, descriptive, subordinate parts are amassed at the beginning,   the main idea being withheld till the end of the sentence:

Know ye the land where the cypress and myrtle... Know ye the land of the cedar and vine...
‘Tis the clime of the East-‘tis the land of the Sun (Byron).

“Mankind, says a Chinese manuscript, which my friend M. was obliging enough to read and explain to me, for the first seventy thousand ages ate their meat raw.” (Charles Lamb) 

Sentences of this type are called periodic sentences, or periods.
Climax - is an arrangement of sentences (or of the homogeneous parts of one sentence) which secures a gradual increase in significance, importance, or emotional tension in the utterance.:

They looked at hundred of houses, they climbed thousands of stairs, they inspected innumerable kitchens. (Maugham).

Logical climax:

Nobody ever stopped him in the street to say, with gladsome looks, ‘My dear Scrooge, how are you? When will you come to see me?’ No beggars implored   him to bestow a trifle, no chil​dren asked him what it was o’clock, no man or woman ever once in all his life inquired the way to such and-such a place, of Scrooge, Even the blind men’s dogs appeared to know him, and when they saw him coming on, would tug their owners into doorways and up courts; and then would wag their tails, as though they said, ‘No eye at all is better than an evil eye, dark master!’ (Dickens “Christmas Carol”).

Emotional climax:

He was pleased when the child began to adventure across floors on hand and knees; he was gratified, when she managed the trick of balancing herself on two legs; he was delighted when she first said ‘ta-ta’; and he was rejoiced when she recognized him and smiled at him.” (Alan Paton).

Quantitative climax:

They looked at hundreds of houses; they climbed thousands of stairs; they inspected innumerable kitchens. (Maugham).

The indispensable constituents of climax:

a) the distributional constituent: close proximity of the component parts arranged in increasing order of importance or significance; 

b) the syntactical pattern: parallel construct ions with possible lexical repetition;

c) the connotative constituent: the explanatory context which helps ‘the reader to grasp the gradation, as no...ever once in all his life, nobody ever, nobody, No beggars (Dickens); deep and wide, horrid, dark and tall (Byron); veritable (gem of a city).
Anticlimax - the ideas expressed may be arranged in ascending order of significance, or they may be poetical or elevated, but the final one, which the reader expects to be the culminating one, as in climax, is trifling or farcical. There is a sudden drop from the lofty or serious to the ridiculous:

In days of yore, a mighty rumbling was heard in a Mountain. It was said to be in labour, and multitudes flocked together, from far and near, to see what it would produce. After long expectation and many wise conjectures from the by-standers - out popped, a Mouse (Aesop’s fable “The Mountain in Labour.”).

This war-like speech, received with many a cheer, Had filled them with desire of fame, and beer. (Byron)

‘The soil is sacred’, he said. ‘But I wish it grew more potatoes’ (E. Hemingway/ “A Farewell to Arms”)

Antithesis - is based on relative opposition which arises out of the context through the expansion of objectively contrasting pairs, a device bordering between stylistics and logic:

Youth is lovely, age is lonely,
Youth is fiery, age is frosty (Longfellow).

Devices based on the type of connection include:

Asyndeton – is a connection between parts of a sentence or between sentences without any formal sign:

Soams turned away; he had an utter disinclination to talk, like one standing before an open grave... (Galsworthy).

Polysyndeton - is the stylistic device of connecting sentences, or phrases, or syntagms, or words by using connectives (mostly conjunc​tions and prepositions) before each component part:

The heaviest rain, and snow, and hail, and sleet, could boast of the advantage over him in only one respect, (Dickens).

Gap-sentence link - the conne​ction is not immediately apparent and it requires a certain mental effort to grasp the interrelation between the parts of the utterance, in other words, to bridge the semantic gap:

It was an afternoon to dream. And she took out John’s letters. (Galsworthy).

Functions: 1) to signal the introduction of inner represented speech; 2) to indicate a subjective evaluation of the facts; 3) to introduce an effect result​ing from a cause which has already had verbal expression. 

Figures united by the peculiar use of colloquial constructions

Aposiopesis (break-in-the-narrative) - a stop​ping short for rhetorical effect:

Good intentions but -; You just come home or I’ll...
In the spoken variety of the language, a break in the narrative is usually caused by unwillingness to proceed; or by the supposition that what remains to be said can be understood by the implication embodied in what has been said; or by uncertainty as to what should be said.

Question in the narrative – 1) is asked and answered by one and the same person, usually the author; 2) becomes akin to a parenthetical statement with strong emotional implications. 3) sometimes gives the impression of an inti​mate talk between the writer and the reader:

Scrooge knew he was dead? Of course he did. How could it be otherwise? (Dickens).

How long must it go on? How long must we suffer? Where is the end? What is the end? (Norris).

Represented speech (uttered and unuttered or inner represented speech)
There are three ways of reproducing actual speech: a) repetition of the exact utterance as it was spoken (direct speech), b) con​version of the exact utterance into the relater’s mode of expression (in​direct speech), and c) representation of the actual utterance by a second person, usually the author, as if it had been spoken, whereas it has not really been spoken but is only represented in the author’s words (represented speech).

There is also a device which conveys to the reader the unaltered or inner speech of the character, thus presenting his thoughts and feelings - represented speech. 

The representation of the actual utterance through the author’s language - uttered repre​sented speech

The representation of the thoughts and feelings of the character - unuttered or inner represented speech.

The term direct speech came to be used in the belles-lettres style in order to distinguish the words of the character from the author’s words. Actually, direct speech is a quotation. Therefore it is always in​troduced by a verb like say, utter, declare, reply, exclaim, shout, cry, yell, gasp, babble, chuckle, murmur, sigh, call, beg, implore, comfort. Direct speech is always marked by inverted commas, as any quotation is.

“You want my money back, I suppose,” said George with a sneer.

“Of course I do – I always did, didn’t I?” says Dobbin. (Thackery) 

We have indirect speech when the actual words of a character, as it were, pass through the author’s mouth in the course of his narrative and in this process undergo certain changes.

Represented speech is that form of utterance which conveys the actual words of the speaker through the mouth of the writer but retains the peculiarities of the speaker’s mode of expression.

a)   Uttered   Represented   Speech
Uttered represented speech demands that the tense should be switched from present to past and that the personal pronouns should be changed from 1st and 2nd person to 3rd person as in indirect speech, but the syntactical structure of the utterance does not change. For example:

“Could he bring a reference from where he now was? He could.”(Dreiser)

“In consequence he was quick to suggest a walk... Didn’t Clyde want to go?” (Dreiser)

b)  Unuttered or Inner Represented Speech
The thoughts and feelings going on in one’s mind and reflecting some previous experience are called inner speech:

An idea had occurred to Soames. His cousin Jolyon was Irene’s trustee, the first step would be to go down and see him at Robin Hill. Robin Hill! The odd - the very odd feeling those words brought back. Robin Hill - the house Bosinney had built for him and Irene—the house they had never lived in—the fatal house! And Jolyon lived there now! H’m!”   (Galsworthy) 

Inner represented speech, unlike uttered represented speech, is usually introduced by verbs of mental perception, as think, meditate, feel, occur (an idea occurred to...), wonder, ask, tell oneself, understand and the like.

Inner represented speech remains the monopoly of the belles-lettres style, and especially of emotive prose, a variety of it.
Transferred use of structural meaning.

Rhetorical questions - is a special syntactical stylistic device the essence of which consists in reshaping the grammatical mean​ing of the interrogative sentence:

How long must we suffer? Where is the end? (Morris)

Thus there is an interplay of two structural meanings: 1) that of the question and 2) that of the statement (either affirmative or negative). Both are materialized simultaneously:

“Are these the remedies for a starving and desperate populace?” “Is there not blood enough upon your penal code, that more must be poured forth to ascend to Heaven and testify against you?”  (Byron)

Rhetorical questions based on negation:

“Did not the Italian Mosico Cazzani

Sing at my heart six months at least in vain?” (Byron)

“Have I not had to wrestle with my lot?

Have I not suffered things to be forgiven?” (Byron)

Litotes is a stylistic device consisting of a peculiar use of nega​tive constructions.:

He was no gentle lamb (London); Mr. Bardell was no deceiver. (Dickens)

Two negative constructions produce a lesser effect than the corresponding affirmative ones:

1. It’s not a bad thing. - It’s a good thing.

2. He is no coward. - He is a brave man.

Transference of meaning - a device with the help of which two meanings are materialized simultaneously: the direct (ne​gative) and transferred (affirmative).

The stylistic effect of litotes depends mainly on intonation:

1. “Whatever defects the tale possessed—and they were not a few—it had, as delivered by her, the one merit of seeming like truth,”

2. “He was not without taste...”
3. “It troubled him not a little...”
4. “He found that this was no easy task.”
5. “He was no gentle lamb, and the part of second fiddle would never do for the high-pitched dominance of his nature.” (Jack London)

6. She was wearing a fur coat... Carr, the enthusiastic appreciator of smart women and as good a judge of dress as any man to be met in a Pall Mall club, saw that she was no country cousin. She had style, or ‘devil’, as he preferred to call it.

The negation does not merely indicate the absence of the quality mentioned but suggests the presence of the opposite quality.
Classification of expressive means and stylistic devices by Y.M. Skrebnev
Skrebnev’s approach demonstrates a combination of principles observed in Leech’s system of paradigmatic and syntagmatic subdivision and the level-oriented approach on which Galperin’s classification is founded.

Skrebnev first subdivides stylistics into paradigmatic stylistics (or stylistics of units) and syntagmatic stylistics (or stylistics of sequences).

He also singles out one more level. In addition to pho​netics, morphology, lexicology and syntax he adds semasiology (or semantics).

Paradigmatic stylistics
(Stylistics of units)←1. Phonetics 
→Syntagmatic stylistics
←2. Morphology 
→(Stylistics of sequences)

 


←3. Lexicology 

←4. Syntax 

←5. Semasiology

Paradigmatic stylistics

Paradigmatic phonetics actually describes phonographical stylistic features of a written text.
“Graphons” (a term borrowed from V.A. Kucharenko):
I know these Eye-talians! (Lawrence).

“Father, said one of the children at breakfast.—I want some more ‘am please”,—You mustn’t say ‘am, my child, the correct form is ‘am, — retorted his father, passing the plate with sliced ham on it. “But I did say ‘am, pleaded the boy”. “No, you didn’t: you said ‘am instead of ‘am”. The mother turned to the guest smiling: «Oh, don’t mind them, sir, pray. They are both trying to say ‘am and both think it is ‘am they are saying”.

Other graphic means to emphasize the “unheard” phonetic character​istics such as the pitch of voice, the stress, and other melodic features are italics, capitalisation, repetition of letters, onomatopoeia (sound mutation):

I AM sorry; «Appeeee Noooooyeeeeerr» (Happy New Year); cock-a-doodle-doo.
Paradigmatic morphology observes the stylistic potentials of grammar forms, which Leech would describe as deviant.

Historical present: What else do I remember? Let me see. There comes out of the cloud our house... (Dickens).

Stylistic colouring of gender (personification and depersonification). 

In modern English special rules concern whole classes of nouns that are traditionally associated with feminine or masculine gender: thus, countries are generally classed as feminine (France sent her representative to the conference.); abstract notions associated with strength and fierceness are personified as masculine while feminine is associated with beauty or gentleness (death, fear, war, anger—he, spring, peace, kindness—she); names of vessels and other vehicles (ship, boat, carriage, coach, car) are treated as feminine.

Person: One never knows what happens next/we never know; you never know. 

The plural of majesty: By the grace of Our Lord, We, Charles the Second…

The plural of modesty: Now, we come to the conclusion that…

The plural of humility: Oh, we are proud /Мы, стало быть, деревенские…

Pronouns: How is one to know that?/How should a body know it?

Number: Now, what’s that? Reading books instead of working?

How dare he talk like that to ladies?

This is what the student is supposed to know.

Paradigmatic lexicology subdivides English vocabulary into stylistic layers: neutral, positive (elevated) and negative (degraded.)  

Positive/elevated
poetic;
official;
professional.

Bookish and archaic words occupy a peculiar place among the other positive words due to the fact that they can be found in any other group (poetic, official or professional).

Neutral Negative/degraded
colloquial; neologisms; jargon; slang;
nonce-words; vulgar words.
Special mention is made of terms.
Paradigmatic syntax has to do with the sentence paradigm: complete​ness of sentence structure, communicative types of sentences, word order, and type of syntactical connection.

Completeness of sentence structure
Ellipsis: ‘Were they interesting books?’

‘Don’t know. Haven’t read them. Looked pretty hopeless (Christie).

“I love that girl.’

‘You what?’

‘I love her, you deaf?’ (McBain).

‘Will u and Johnnie come in and have drinks with us this evening, Maureen/’

‘Love to’. (Christie).

‘Stop it, Ernie,’ she said.

‘Sha’n’t,’ said Ernie and continued. (Christie).

‘Perhaps, perhaps not’. (Clifford).,
Aposiopesis (a sudden breaking off in the midst if a sentence as if from inability or unwillingness  proceed): KEITH (letting go her arms): My God! If the police come – find me here – (He dashes to the door. Then stops). (Galsworthy).
One-member nominative sentences: ‘London. For everywhere. Implacable November weather’.

‘The horror! The flight! The exposure! The police!.... (Dreiser).

Absence of auxiliary elements: auxiliary verbs, articles, prepositions, conjunctions:

‘Where was he born?’

‘London’. (Kanin)

‘What time did u get in?’

‘Four’ (Amis).
Redundancy: repetition of sentence parts, syntactic tautology (prolepsis), polysyndeton:

very, very good; for ever and ever; a little, little girl.

‘Yeah, uh, you’ve been busy busy busy busy, haven’t  you (Pendelton).

Prolepsis:

‘Miss Tillie Webster, she slept forty days and nights without waking up.’ (O. Henry)

Jack Sprat's pig, 

He was not very little. 

He was not very big... 

Little Miss Muffet 

She sat on a tuffet...

Ellen Adair she loved me well,

Against her father's and mother's will... (Tennyson)

The skipper he blew a whiff from his pipe And a scornful laugh laughed he. (Longfellow)

Tautology in appended (attached) statements:

"I washed my hands and face afore I come, I did... I know what the like of you are, I do." (Shaw)

"You've made a nice mess, you have... You'd get a scaffolding pole entangled, you would..." (Jerome)

Polysyndeton:

Advancing and prancing and glancing and dancing, 

Recoiling, turmoiling, and toiling, and boiling, 

And thumping, and plumping, and bumping, and jumping, 

And dashing, and flashing, and splashing, and clashing; 

And so never ending, and always descending... 

And in this way the water comes down at Lodore. (R. Southey)

“And only one thing really troubled him sitting there — the melancholy craving in his heart — because the sun was like enchantment on his face and on the clouds and on the golden birch leaves, and the wind's rustle was so gentle, and the yew-tree green so dark, and the sickle of a moon pale in the sky.” (Galsworthy)

Word order
Inversion of sentence members:

Down came the storm, and smote again 

The vessel in its strength... (Longfellow)

In she plunged boldly, 

No matter how coldly 

The rough river ran... (Hood)

Revaluation of syntactical meanings:

Communicative types of sentences
Quasi affirmative sentences: Isn’t that too bad? — That is too bad.
Quasi-interrogative sentences: Here you are to write down your age and birthplace = How old are you? Where were you born?
Quasi-negative sentences: Did I say a word about the money (Shaw) = / did not say...
Quasi-imperative sentences: Here! Quick! — Come here! Be quick!
Types of syntactic connection

Detachment:

Practically speaking, any secondary part may be detached:                 

Attribute: "Very small and child-like, he never looked more than fourteen."

Appositive: "Brave boy, he saved my life and shall not regret it." (Twain)
Adverbial modifier: "And my soul from out that shadow that lies floating on the floor

Shall be lifted nevermore!" (Poe)
Direct object: "Talent, Mr. Micawber has, capital, Mr. Micawber has not." (Dickens)
Prepositional object: "It was indeed, to Forsyte eyes, an odd - house." (Galsworthy)

Subordination and coordination:

"When the clock struck twelve, he came" - subordination.
"The clock struck twelve, and he came" - coordination.
"The clock struck twelve, he came" - asyndetic connection.

Parenthetic words, phrases and sentences:

In the following extract one can see the feverish succession of thoughts in Clyde Griffiths' mind:

"... he was struck by the thought (what devil's whisper? - what evil hint of an evil spirit?) - supposing that he and Roberta - no, say he and Sondra - (no, Sondra could swim so well, and so could he) - he and Roberta were in a small boat somewhere and it should capsize at the very time, say, of this dreadful complication which was so harassing him? What an escape! What a relief from a gigantic and by now really destroying problem! On the other hand - hold - not so fast! - for could a man even think of such a solution in connection with so difficult a problem as this without committing a crime in his heart, really — a horrible, terrible crime?" (Dreiser)

In other cases, the parenthetic form of a statement makes it more conspicuous, more important than it would be if it had the form of a subordinate clause:

"The main entrance (he had never ventured to look beyond that) was a splendiferous combination of a glass and iron awning, coupled with a marble corridor lined with palms." (Dreiser)
Paradigmatic semasiology deals with transfer of names or what are traditionally known as tropes. In Skrebnev’s classification these expressive means received the term based on their ability to rename: figures of replacement.
All figures of replacement are subdivided into 2 groups: figures of quantity and figures of quality.
Figures of quantity:

Hyperbole: A thousand pardons. I've told you forty times. He was fright​ened to death. I'd give worlds for it. Haven't seen you for ages.

"One after another those people lay down on the ground to laugh — and two of them died." (“Mrs. McWilliams and the Lightning”, Mark Twain).

"There I took out my pig... and gave him such a kick that he went out the other end of the alley, twenty feet ahead of his squeal." (O. Henry

Two geological ages later, we heard the soles of Alicus’s shoes scrape the front steps (H. Lee)
Meiosis (understatement, litotes):

"And what did you think of our little town?" asked Zizzbaum, with the fatuous smile of the Manhattanite.

"You've got good water, but Cactus City is better lit up."

"We've got a few lights on Broadway, don't you think, Mr. Platt?"(“The Buyer from Cactus City” by O. Henry).

"She sang listlessly as if she were bored with the whole thing, and the applause she collected could have been packed into a thimble, without overflowing." (Chase)/ he lives a stone's throw from here/ a cat-size pony/ a drop of water
I was half afraid you had forgotten me. 

I kind of liked it. 

She writes rather too often.

I am not quite too late.

A humorous effect is observed when meiotic devices (words and phrase called 'downtoners' - maybe, please, would you, mind, etc) co-occur witty rough, offensive words in the same utterance:

It isn't any of your business maybe. 

Would you mind getting the hell out of my way?

Litotes. This term denotes a specific form of meiosis, not an inde​pendent trope. Litotes is expressing an idea by means of negating the opposite idea:

"Jeff is in the line of unillegal graft. He is not to be dreaded by widows and orphans; he is a reducer of surplusage." (O. Henry)
"... she was not unlike Morgiana in the 'Forty Thieves'." (Dickens) 

"And Captain Trevelyan was not overpleased about it." (Christie)
"A chiselled, ruddy face completed the not-unhandsome picture." (Pendelton)

Less obvious examples:

"You wouldn't exactly call Warley heavily industrialized." (Braine)
"His suit... had... that elasticity disciplined only by first-rate tailoring which isn't bought for very much under thirty guineas.!”(Braine) 
Figures of quality comprise 3 types of renaming:

transfer based on a real connection between the object of nomi​nation and the object whose name it’s given.

Metonymy in its two forms: synecdoche and periphrasis:

Metonymy: / am fond of Dickens; I collect old china.

She is coming, my life, my fate (A. Tennison)
Names of tools instead of names of actions:

"Give every man thine ear and few thy voice." (Shakespeare)

Consequence instead of cause:

…the fish desperately takes the death…

Characteristic feature of the object:

"Blue suit grinned, might even have winked. But big nose in the grey suit still stared." (Priestley)

Symbol instead of object symbolized: crown for king or queen.
Other examples: 

"We smiled at each other, but we didn't speak because there were ears all around us." (Chase)
“Save your breath,' I said. 'I know exactly what you have been thinking.“ (Chase)
"... he didn't realize it, but he was about a sentence away from needing plastic surgery." (Clifford)

Synecdoche. The term denotes the simplest kind of metonymy: using the name of a part to denote the whole or vice versa:

hands wanted; All hands on deck!.
"Wherever the kettledrums were heard, the peasant (= all the peasants) threw his bag of rice on his shoulder, tied his small sav​ings in his girdle, and fled with his wife and children to the mountains or the jungles, and the milder neighbourhood of the hyena and the tiger (= of hyenas and tigers)." (Macaulay)

Periphrasis. This does not belong with the tropes, for it is not a transfer (renaming), yet this way of identifying the object of speech is related to metonymy:

"What do you mean by this?" said Sikes, backing his inquiry with a very common imprecation concerning the most beautiful of human features." (“Oliver Twist”. Dickens)

"Major Burnaby was doing his accounts or - to use a more Dickens-like phrase - he was looking into his affairs." 

"Pearson had apparently before now occasionally borrowed money — to use a euphemism — from his farm - I may say without their knowledge." (A. Christie)

"Delia was studying under Rosenstock - you know his repute as a disturber of the piano keys (= as a pianist)... Delia did things in six octaves so promisingly..."(= played the piano so well...).    

"Up Broadway he turned and halted at a glittering cafe, where are gathered together nightly the choicest products of the grape, the silkworm, and the protoplasm" (= the best wine, dresses, people).

"And then, to the waiter he betrayed the fact that the minutest coin and himself were strangers" (= that he did not have a single coin; that he had no money at all). (O’Henry)

Metaphor. This term (originally applied indiscriminately to any kind of transfer) denotes expressive renaming on the basis of similarity of two objects: the real object of speech and the one whose name is actually used. But there is only affinity, no real connection between the two. Similarity on which metaphorical renaming is based may concern any property of the thing meant. It may be colour, form, character of motion, speed, dimensions, value, and so on, that show a resemblance.

Head of Government, film-star, foot of a hill, bottle's neck, leg of a table, needle's eye.

He had enormous difficulty… with depalatalization, never managing to remove the extra Russia moisture from t’s and d’s before the vowels he so quaintly softened. (V. Nabokov, ‘Pnin’)

… century-old historical monographs, their somnolent pages foxed with fungus spots… (Ib.)

A factory worker’s family spent a quiet evening at home. All dressed up, in a parlour choked with ornamental plants, under a great silk lampshade. (Ib)

Trite metaphors: seeds (roots) of evil, a flight of (the) imagination, to burn with desire. to fish for compliments, to prick up one's ears, the apple of one's eye.

"I suppose," said Suzanne doubtfully, "that we're not barking up the wrong tree [= here not accusing an innocent person]?... (Christie)
"Pat and I were chewing the rag about it (= were chatting about it) when the telephone bell on Pat's desk came alive (= rang)." (Chase)
"What's bitingher, I wonder?" (Chase) The implication is: what makes her uneasy. "How about playing the game with the cards face up," Bolan suggested. (Pendelton)

Sustained metaphor:

"In November a cold, unseen stranger, whom the doctors called Pneumonia, stalked about the colony, touching one here and there with his icy fingers. Over on the east side this ravager strode boldly, smiting his victims by scores... Mr. Pneumonia was not what you would call a chivalric old gentleman..." (The Last Leaf by O. Henry)

Larry had no notion that he was driving a dagger in to her breast and with his every detached word twisting it in the wound (The Rainbow’s Glory is Shed. Shelly)

It surprised him to realize how fond he had been of his teeth. His tongue, a fat sleek seal, used to flop and slide so happily among the familiar rocks, checking the contours of a battered but still secure kingdom, plunging from cave to cove, climbing this jag, nuzzling that notch, finding a shred of sweet seaweed in the same old cleft; but now not a landmark remained, and all there existed was a great dark wound, a terra incognita of gums which dread and disgust forbade one to investigate. (V. Nabokov, ‘Pnin’)

He preached with fury, with passion, an iron man beating with a flail upon the souls of his congregation. But the souls of the faithful at Crome were made of India – rubber, solid rubber, the flail rebounded. (A. Haxley)

Catachresis (or mixed metaphor) - consists in the incongruity of the parts of a sustained metaphor. The incongruous metaphors:

"For somewhere," said Poirot to himself, indulging in an abso​lute riot of mixed metaphors, "there is in the hay a needle, and among the sleeping dogs there is one on whom I shall put my foot, and by shooting the arrow into the air, one will come down and hit a glass-house!" (A. Christie).

Allusion. The term allusion denotes a special variety of metaphor.

"If the International paid well, Aitken took good care he got his pound of flesh..." (Chase)

It’s his Achilles heel (myth of vulnerability).

Personification - attributing human properties to lifeless objects.

 How soon hath Time, the subtle thief of youth,

 Stol’n on his wing my three and twentieth year.’ (Milton)

"Then Night, like some great loving mother, gently lays her hand on our fevered head, and turns our little tear-stained face up to hers, and smiles, and, though she does not speak, we know what she would say and lay our hot, flushed cheek against her bosom and the pain is gone." (Three Men in a Boat by Jerome K. Jerome).

Antonomasia defined as a variety of allusion, because in Skrebnev’s view it’s the use of the name of a historical, literary, mythological or biblical personage applied to a person described:

Brutus (traitor), Don Juan (lady’s man.
Allegory (a story, poem, painting, etc. in which the characters and actions represents general truths, good and bad qualities) expresses abstract ideas through concrete pictures.

As for shorter allegorical texts, they are represented by proverbs:

All is not gold that glitters (= Appearances are deceptive); Beauty lies in lover's eyes (= Feeling excites imagination); Every cloud has a silver lining (= A period of distress is sure to have an end); No rose without a thorn (= Everything has its drawbacks).

"After two centuries of crusades the Crescent [= the Moslem religion] defeated the Cross [= Christianity] in all Southwestern Asia." (Daily Worker)
Irony. This well-known term going back to the Greek word eironeia ('mockery concealed') denotes a trope based on direct opposition of the meaning to the sense:

Obviously explicit ironical: That's a pretty kettle of fishl A fine friend you are!

Implicit: on the whole, irony is used with the aim of critical evaluation of the thing spoken about. The general scheme of this variety is: "praise stands for blame". Very seldom do we observe the opposite type: coarse, rude, accusing words used approvingly ("blame stands for praise"); the corresponding term is astheism: ‘Clever bastard'. ‘Tough son-of-a-bitch!’

TANNER: Where is she

ANNE: She is upstairs

 TANNER: What! Under Ramsden's sacred roof! Go and do your miserable duty, Ramsden. Hunt her out into the street. Cleanse your threshold from her contamination. Vindicate the purity of your English home. I'll go for a cab (“Man and Superman” by Bernard Shaw)

Syntagmatic styllstics
Syntagmatic stylistics (stylistics of sequences) deals with the stylistic functions of linguistic units used in syntagmatic chains, in linear combinations, not separately but in connection with other units. Syntagmatic stylistics falls into the same level determined branches.

Syntagmatic phonetics deals with the interaction of speech sounds and intonation, sentence stress, tempo.
Alliteration - recurrence of the initial consonant in two or more words in close succession:

Now or never, Last but not least; As good as gold.
With time its function broadened into prose and other types of texts.

It became very popular in titles, headlines and slogans:

Pride and Prejudice. (Austin)

Posthumous papers of the Pickwick Club. (Dickens)

Work or wages! Workers of the world, unite!

Today alliteration is one of the favourite devices of commercials and advertising language:

New whipped cream’. No mixing or measuring. No beating or bothering.
Colgate toothpaste: The Flavor’s Fresher than ever - It’s New. Improved. Fortified.
Assonance (the recurrence of stressed vowels):

...Tell this soul with sorrow laden, if within the distant Aiden; I shall clasp a sainted maiden, -whom the angels name Lenore. (Poe)

Paronomasia (using words similar in sound but different in meaning with euphonic effect):

And the raven, never flitting, still is sitting, still is sitting. (E.A. Poe’s Raven)
Rhythm and meter
The pattern of interchange of strong and weak segments is called rhythm. It’s a regular recurrence of stressed and unstressed syllables that make a poetic text. Various combinations of stressed and un stressed syllables determine the metre. Disyllabic metres are trochee and iambus; trisyllabic are dactyl, amphibrach and anapaest:

Disyllabic metres: 

1. Trochee. The foot consists of two syllables; the first is stressed: 'u. Disyllabic words with the first syllable stressed demonstrate the trochaic metre: duty, evening, honey, pretty (and many others, including the word trochee itself).

Men of England, wherefore plough

For the lords who lay ye low? 

Wherefore weave with toil and care  

The rich robes your tyrants wear? (Shelley)
2. Iambus. Two syllables. The first is unstressed: u'. Examples of iambic words: mistake, prepare, enjoy, behind, again, etc. 

There went three kings into the east

Three kings both great and high

And they had sworn a solemn oath

John Barleycorn should die. (Barns)
Trisyllabic metres:

3. Dactyl. The stress is upon the first syllable; the subsequent two are unstressed: 'uu. Examples of dactylic words: wonderful, beautiful, certainly, dignity, etc.

Take her up tenderly
Lift her with care, 
Fashion’d so slenderly 

Young and so fair. (Hood)

4 . Amphibrach. The stress falls on the second (medial) syllable of the foot; the first and the last are unstressed: u'u. Examples: umbrella, returning, continue, pretending, etc.

I sprang to the stirrup and Joris and he, 

I galloped, Dick galloped, we galloped all three. (Browning) 

5. Anapaest. The last (third) syllable is stressed: uu'. Examples: understand, interfere, disagree, etc.

I am monarch of all I survey

From the central all round to the sea. (Pope)

Rhyme consists in the acoustic coincidence of stressed syllables at the end of verse lines.

1. Rhymes in words ending with a stressed syllable (i.e. monosyllabic rhymes) are called mate (masculine, or single) rhymes: dreams — streams; obey - away understand — hand.

2. Rhymes in words (or word combinations) with the last syllable unstressed are female (feminine, or double) rhymes: duty-beauty; berry-merry, Bicket — kick it (Galsworthy)
3. Rhymes in which the stressed syllable is followed by two unstressed ones are 'dactylic' rhymes (in English, they are preferably called 'triple', or 'treble’ rhymes):

tenderly – slenderly; battery — flattery.

'Eye-rhymes' (or: 'rhymes for the eye'):

Thus, Byron rhymes the words supply and memory: 

For us, even banquets fond regret supply In the red cup that crowns our memory.

In the well-known poem My Heart's in the Highlands by Robert Burns we encounter:

Farewell to the forests and wild-hanging woods,

Farewell to the torrents and loud-pouring floods.

'Inner', or 'internal' rhyme:

I am the daughter of earth and water... (Shelley)

Rhymeless verse is called 'blank verse':

Should you ask me whence these stories,

Whence these legends and traditions

With the odor of the forest,

With the dew and damp of meadows (The Song of Hiawatha by H.W. Longfellow).
The structure of verse. The stanza

Two or more verse lines make a stanza (also called a 'strophe'). If the syllable is the shortest unit of prosody in general (i.e. prosody of both prose and verse), the foot is the smallest unit of metre in versification. The next unit is the line: it shows metrical pattern. Finally, the largest unit in verse is the stanza.

"Stanza is a verse segment composed of a number of lines having a definite measure and rhyming system which is repeated throughout the poem." (I.R. Galperin)

The ballad stanza:

Now Robin Hood is to Nottingham gone,

With a link a down a day,

And there he met a silly old woman

Was weeping on the way.

The heroic couplet.

The rhyming is aa, bb, cc, etc., the metre, iambic pentameter:

Whan that Aprille with his shoures soote

The droghte of March hath perced to the roote

And bathed euery vein in swich licour

Of which vertu engendered is the floor...( Canterbury Tales G. Chaucer)

The Spenserian stanza (introduced by Edmund Spenser in the six​teenth century).
Nine lines, eight of them iambic pentameter, the ninth iambic hexameter. The rhyme pattern is: a b a b b c b c c.
Whilome in Albion's isle there dwelt a youth,

Who ne in virtue's ways did take delight;

But spent his days in riot most uncouth,

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

Ah, me! in sooth he was a shameless wight,

Sore given to revel and ungodly glee;

Few earthly things found favour in his sight

Save concubines and carnal companie,

And flaunting wassailers of high and low degree. (Byron)

The ottava rima (from Latin octo, Italian otto, otta 'eight'). A stanza consisting of eight lines, each of them iambic pentameter. The rhyming pattern is very strict: ab ab ab cc. This stanza came to England from Italy in the sixteenth century:

In Seville was he born, a pleasant city, 

Famous for oranges and women - he 

Who has not seen it will be much to pity, 

So says the proverb - and I quite agree; 

Of all the Spanish towns is none so pretty Cadiz perhaps - but that you soon may see; - 

Don Juan's parents lived beside the river, 

A noble stream, and called the Guadalquivir. (Don Juan by Lord Byron)

Четырехстопный ямб мне надоел:

Им пишет всякий. Мальчикам в забаву

Пора б его оставить. Я хотел

Давным-давно приняться за октаву.

А в самом деле, я бы совладел

С тройным созвучием. Пущусь на славу.

Ведь рифмы запросто со мной живут:

Две придут сами, третью приведут. (A.S. Pushkin ‘A Cottage in Kolomna’)

The sonnet (from the Italian sonetto) is a stanza which at the same time is a complete poem in itself.

A sonnet is a verse of fourteen lines (iambic pentameter). The classical pattern is as follows: two quatrains (i.e. four-line stanzas) with only two rhymes in both: abba abba. The two quatrains are followed by two tercets (i.e. three-line stanzas). The rhymes in the tercets are usually cdc ded. It is preferable to alternate female (a) and male (b) rhymes (alternation of male and female is also typical of the tercets).

Shakespeare makes his sonnet of three quatrains (each with rhymes of its own) plus one couplet:

My mistress eyes are nothing like the sun;

Coral is far more red than her lips' red;

If snow be white, why then her breasts are dun;

If hairs be wires, black wires grow on her head.

I have seen roses damask'd, red and white,

But no such roses see I in her cheeks;

And in some perfume is there more delight

Than in the breath that from my mistress reeks.

I love to hear her speak, — yet well I know

That music hath a far more pleasing sound;

I grant I never saw a goddess go, —

My mistress, when she walks, treads on the ground.

And yet, by heaven, I think my love as rare

As any she, belied with false compare. (Sonnet 130)

Syntagmatic morphology deals with the importance of grammar forms used in a paragraph or text that help in creating a certain stylistic effect.

We find much in common between Skrebnev’s description of this area and Leech’s definition of syntagmatic deviant figures. Skrebnev writes: “Varying the morphological means of expressing grammatical notions is based ... upon the general rule: monotonous repetition of morphemes or frequent recurrence of morphological meanings expressed differently...”

He also indicates that while it is normally considered a stylis​tic fault it acquires special meaning when used on purpose. He describes the effect achieved by the use of morphological syn​onyms of the genetive with Shakespeare—the possessive case (Shake​speare’s plays), prepositional of-phrase (the plays of Shakespeare) and an attributive noun (Shakespeare plays) as “elegant variation” of style.

Syntagmatlc lexicology studies the «word-and-context» juxtaposition that presents a number of stylistic problems - especially those con​nected with co-occurrence of words of various stylistic colourings.

We have met this man before.
1. We have met this individual before.

2. We have met this person before.

3. We have met this chap before.

4. We have met this guy before.

"‘Overlooking such a trivial little peccadillo as the habit of manslaughter,' says I, 'what have you accomplished... that you could point to... as an evidence of your qualification for the position?'

"'Why,' says he, in his kind of Southern system of procrasti​nated accents, 'hain't you heard tell? There ain't any man, black or  white... that can tote off a shoat [= carry away, steal a pig] as easy as I can without bein' heard, seen or cotched [= caught]... Some day... I hope to become reckernized [= recognized] as the champion shoat-stealer of the world.'"(O. Henry)

Macaronic verses are those in which two or more languages in​termingle. 

Byron's description of a door in the last canto of Don Juan (canto = 'song', 'chapter'):

It opened with a most infernal creak,

Like that of hell. "Lasciate ogni speranza

Voi che entrate!" The hinge seemed to speak, 

Dreadful as Dante's rhima, or this stanza...

(The Italian quotation means: "Leave behind every hope you who enter!")

Lexical recurrence (reappearance of the same word in the text):

To live again in the youth of the young; the dodgerest of all the dodges; a brutish brute.

A variety of root repetition (polyptoton) is the recurrence of the same noun in different case forms, or, as regards English (with practically no case forms in nouns), in varying case-like syntactic positions: They always disliked their neighbour, their neighbour's noisy company, the very sight of their neighbour, in fact.

A tall, snub-nosed, fair-haired woman stood at the gate would be an example of redundance of syntactical elements and should, therefore, be treated in paradigmatic syntax
He thought and thought and thought it over and over and over – lexical repetition.

Repetition as an expressive device, as a means of emphasis, should be differentiated from cases of chance recurrence of the same word in unprepared, confused, or stuttering colloquial speech: "I - I – I- never — never met her there".

There are practically no rules to diagnose whether the recurrence of a word is a stylistic fault or an intentional stylistic device.

Syntagmatic syntax deals mainly with a chain of sentences, the sequence of sentences constituting a text. Here we search for stylistic functions in the sequence of sentence forms.

Skrebnev distinguishes purely syntactical repetition to which he refers parallelism as structural repetition of sentences though often accom​panied by the lexical repetition:

The cock is crowing, The stream is flowing...(Wordsworth) and lexico-syntactical devices such as

Anaphora (identity of beginnings, initial elements):

If only little Edward were twenty, old enough to marry well and fend for himself, instead often. If only if were not necessary to provide a do-wary for his daughter. If only his own debts were less. (Rutherfurd)

Epiphora (opposite of the anaphora, identical elements at the end of sentences, paragraphs, chapters, stanzas):

For all averred, I had killed the bird. That made the breeze to blow. Ah wretch! Said they, the bird to slay, That made the breeze to blow.’(Coleridge)

Framing (repetition of some element at the beginning and at the end of a sentence, paragraph or stanza):

Never wonder. By means of addition, subtraction, multiplication and division, settle everything somehow, and never wonder. (Dickens)

Anadiplosis (the final element of one sentence, paragraph, stanza is repeated in the initial part of the next sentence, paragraph, stanza:

Three fishers went sailing out into the West. Out into the West, as the sun went down (Kingsley)

Chiasmus (parallelism reversed, two parallel syntactical constructions contain a reversed order of their members):

That he sings and he sings, and for ever sings he - I love my Love and my Love loves me! (Coleridge)

She is killing somebody! Somebody is killing her! (T. Capote)

Syntagmatlc semasiology or semasiology of sequences deals with semantic relationships expressed at the lengh of a whole text. As distinct from paradigmatic semasiology which studies the stylistic effect of renaming syntagmatic semasiology studies types of names used for linear arrangement of meanings.

Figures of co-occurrence: identical, different or opposite.

Figures of identity:

Simile (an explicit statement of partial identity: affinity, likeness, similarity of 2 objects):

My heart is like a singing bird. (Rosetti)

as dead as a door-nail

as mad as a march hare

as bright as a button

as cool as a cucumber

as blind as a bat

as proud as a peacock

Among ready-made similes there are many without a trace of alliteration:

to fit like a glove

to smoke like a chimney

as fat as a pig

as drunk as a lord

Logical comparison:

She sings like a professional soloist. 

He talks French like a born Frenchman.

The changes in agriculture are as slow as they were last year.

She sings like a nightingale. He talks French like a ma​chine-gun.

Our agricultural reform is as slow as a snail.

Similie:

She sings like a nightingale. 

He talks French like a ma​chine-gun.

Our agricultural reform is as slow as a snail.

Hyperbolic similes:
"He held out a hand that could have been mistaken for a bunch of bananas in a poor light." (Gardner)
"She heaved away from the table like a pregnant elephant." (ibid.)

The following negative simile is at the same time a litotes: 

"His eyes were no warmer than an iceberg." (McBain)
Irony:

"Brandon liked me as much as Hiroshima liked the atomic bomb." (McBain)
'Extended', or 'sustained' similes:

"They eased me through a door as if I were a millionaire invalid with four days to live, and who hadn't as yet paid his doctor's bill."(Chase)

"The rye bread was a little dry and the chicken looked as if it had a sharp attack of jaundice before departing this earth." (Chase)

Quasi-identity.

Another problem arises if we inspect certain widespread cases of 'active identification' usually treated as tropes; when we look at the matter more closely, they turn out to be a special kind of syntagmatic phenomena - 'tropes predicated' or perhaps 'tropes pre-deciphered':

Your neighbour is an ass 

Jane is a real angel

Other types of illogical identification: cases when the subject (theme, topic) and the predicative (rheme, comment) do not imply comparison, do not claim similarity, but expressly point out a real connection between the two objects:

"That old duffer? He's oil, I guess."

"Caracas is in Venezuela, of course." "What's it like?"

"Why, it's principally earthquakes and Negroes and monkeys and malarial fever and volcanoes." (O’ Henry)

Some of quasi-identities manifest special expressive force, chiefly when the usual topic — comment positions change places: the metaphoric (metonymical) name appears in the text first, the direct, straightforward denomination following it:

"The machine sitting at that desk was no longer a man: it was a busy New York broker." (O’ Henry)

"... she shot at me with two blue pellets which served her as eyes." (Chandler)

Synonymous replacements – the use of synonyms or synonymous phrases to avoid monotony or as situational substitutes:

He brought home numberless prizes. He told his mother countless stories. (Thackeray)

I was trembly and shaky from head to foot.

You undercut, sinful, insidious hog. (O’Henry)

Figures of inequality:

Specifying, or clarifying synonyms:

"You undevout, sinful, insidious hog," says I to Murkison. (O’Henry)

"Joe was a mild, good-natured, sweet-tempered, easy-going, foolish dear fellow." (Dickens)

Climax (gradation of emphatic elements growing in strength).

What difference if it rained, hailed, blew, snowed, cycloned? (O’Henry),

Anti-climax (back gradation - instead of a few elements growing in intensity without relief there unexpectedly appears a weak or contrastive element that makes the statement humorous or ridiculous):

Awoman who could face the very devil himself or a mouse—goes all to pieces in front of a flash of lightning. (Twain)

Zeugma (combination of unequal, or incompatible words based on the economy of syntactical units):

She dropped a tear and her pocket handkerchief. (Dickens)

"At noon Mrs. Turpin would get out of bed and humor, put on kimono, airs and the water to boil for coffee." (O’Henry)
 Pun (play upon words based on polysemy or homonymy):

What steps would you take if an empty tank were coming toward you? - Long ones.

OFFICER. What steps [= measures] would you take if an enemy tank were coming toward you?

SOLDIER. Long ones.

DICKIE: I suppose you are thinking of Ada Fergusson.

PENELOPE: I confess she hadn't entirely slipped my mind.

DICKIE: Hang Ada Fergusson.

PENELOPE: I think it's rather drastic punishment.

CANNIBAL COOK: Shall I stew both those cooks we captured from the steamer?

CANNIBAL KING: No, one is enough. Too many cooks spoil the broth.

Disguised tautology (semantic difference in formally coincidental parts of a sentence, repetition here does not emphasize the idea but carries a different information in each of the two parts):

For East is East, and West is West... (Kipling)

"'Well,' he said vaguely, 'that's that,' and relapsed into a thoughtful silence." (Christie)

"Make yourself an honest man and then you may be sure there is one rascal less in the world”. (Carlyle)
Figures of contrast

Oxymoron (a logical collision of seemingly incompatible words).

E.g. His honour rooted in dishonour stood, 

And faith unfaithful kept Mm falsely true. (Tennyson)

O brawling love! O loving hate!

O any thing! of nothing first create.

O heavy lightness! serious vanity!

Mis-shapen chaos of well-seeming forms! (Shakespeare)

"I am preferably a man of mildness, but now and then, I find myself in the middle of extremities." (O’ Henry)

"I also assure her that I'm an Angry Young Man. A black humorist. A white Negro. Anything." (M. Richler)

Paradox (a seemingly absurd thought in fact well-founded statement:

It was too implausible not to be fact… (T. Capote)

Antithesis (anti-statement, active confrontation of notions used to show the contradictory nature of the subject described):

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 era of, incredulity, it was the season of light, it was the season of Darkness... Hope... Despair. (Dickens)

His fees were high, his lessons were light. (O’Henry)
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Lecture 4.

Decoding Stylistics and its Fundementals.

1. Stylistics of the author and of the reader. The notions of encoding and decoding. 

2. Essential concepts of decoding stylistic analysis and types of foregrounding.

a) Convergence
b) Defeated expectancy

c) Coupling
d) Semantic field
e) Semi-marked structures

Basic notions: encoding and decoding; foregrounding; convergence; defeated expectancy; coupling; semantic field; semi-marked structures.

1. Stylistics of the author and of the reader. The notions of encoding and decoding
Decoding Stylistics is the most recent trend in stylistic research that employs theoretical findings in such areas of science as information theory, psychology, statistical studies in combination with linguistics, literary theory, history of art, literary criticism, etc.
Decoding Stylistics makes an attempt to regard the esthetic value of a text based on the interaction of specific textual elements, stylistic devices and compositional structure in delivering the author’s message. This method does not consider the stylistic function of any stylistically important feature separately but only as a part of the whole text.
Encoding and decoding.

Decoding stylistics deals with the notions of stylistics of the author and stylistics of the reader.

2. Essential concepts of decoding stylistic analysis and types of foregrounding
Decoding stylistics investigates the same levels as lingua-stylistics - phonetic, graphical, lexical, and grammatical. The basic difference is that it studies expressive means provided by each level not as isolated devices that demonstrate some stylistic function but as a part of the general pattern discernible on the background of relatively lengthy segments of the text, from a paragraph to the level of the whole work.

Foregrounding means a specific role that some language items play in a certain context when the reader’s attention cannot but be drawn to them. In a literary text such items become stylistically marked features that build up its stylistic function.

2 a) Convergence implies denotes a combination or accumula​tion of stylistic devices promoting the same idea, emotion or motive. The use of more than one type of expressive means in close succession is a powerful technique to support the idea that carries paramount importance in the author’s view.

The door opened and from the cushions within emerged a tall young man in a clinging (облегающий) dove-gray coat. After him, like the first breath of spring in the Champs-Elysee came Mrs. Beste-Chetwynde - two lizard-skin feet, silk legs, chinchilla body, a tight little black hat, pinned with platinum and diamonds, and the high invariable voice that may be heard in any Ritz Hotel from New York to Budapest. (E. Waugh “Decline and Fall”)

b) Defeated expectancy
Miss Fairfax, ever since I met you I have admired you more than any girl... I have met... since I met you. (Wilde)

Defeated expectancy may come up on any level of the language. It may be an unusual word against the background of otherwise lexically homogeneous text.

It may be an author’s coinage with an unusual suffix; it may be a case of semantic incongruity or grammatical transposition. Among devices that are based on this principle we can name pun, zeugma, paradox, oxymoron, irony, anti-climax, etc.

Paradox: Divorces are made in Heaven.(Wilde)
c) Coupling
Coupling deals with the arrangement of textual elements that provide the unity and cohesion of the whole structure. The notion of coupling was introduced by S. Levin in his work “Linguistic Structures in Poetry” in 1962.

Coupling is based on the affinity of elements that occupy similar po​sitions throughout the text. Coupling provides cohesion, consistency and unity of the text form and content.

Like defeated expectancy it can be found on any level of the language, so the affinity may be different in nature; it may be phonetic, structural or semantic.
They are obviously cases of alliteration, assonance, paronomasia (каламбур), as well as such prosodic features as rhyme, rhythm and meter.
Syntactical affinity is achieved by all kinds of parallelism and syntac​tical repetition - anadiplosis, anaphora, framing, chiasmus, epiphora to name but a few.

Semantic coupling is demonstrated by the use of synonyms and antonyms, both direct and contextual, root repetition, paraphrase, sustained metaphor, semantic fields, recurrence of images, connota​tions or symbols.

Some of the well-known symbols are seasons (cf. the symbolic meaning of winter in Robert Frost’s poetry), trees (the symbolic meaning of a birch tree, a maple in Sergei Yesenin’s poetic work, the meaning of a moutain-ash tree for Marina Tsvetaeva), animals (the leopard, hyena, bulk, fish in Ernest Hemingway’s works) and so on.

Lloyd Williams lived in Collieryville, a mining town three or four miles from 10 North Frederick, but separated from the Chapins’ home and their life by the accepted differences of money and prestige; the miners’ poolroom, and the Gibbsville Club; sickening poverty, and four live-in servants for a family of four; The Second Thursdays, and the chicken-and-waffle suppers of the English Lutheran Church. Joe Chapin and Lloyd Williams were courthouse-corridor friends and fellow Republicans, but Joe was a Company man and Lloyd Williams was a Union man who was a Republican because to be anything else in Lantenengo County was futile and foolish. (O’Hara)

d) Semantic field
Semantic field is a method of decoding stylistics closely connected with coupling. It identifies lexical elements in text segments and the whole work that provide its thematic and compositional cohesion. To reveal this sort of cohesion decoding must carefully observe not only lexical and synonymous repetition but semantic affinity which finds expression in cases of lexico-semantic variants, connotations and associations aroused by a specific use or distribution of lexical units, thematic pertinence of seemingly unrelated words.

This type of analysis shows how cohesion is achieved on a less explicit level sometimes called the vertical context.

Lexical ties relevant to this kind of analysis will include synony​mous and antonymous relations, morphological derivation, relations of inclusion (various types of hyponymy and entailment), com​mon semes in the denotative or connotative meanings of different words.

If a word manifests semantic links with one or more other words in the text it shows thematic relevance and several links of this sort may be considered a semantic field.

Joe kept saying he did not want a fortieth birthday party. He said he did not like parties— a palpable untruth— and particularly and especially a large party in honor of his reaching forty... At first there were going to be forty guests but the invitation list grew larger and the party plans more elaborate, until Arthur said that with so many people they ought to hire an orchestra, and with an orchestra there would be dancing, and with dancing there ought to be a good-size orchestra. The original small dinner became a dinner dance at the Lantenengo Country Club. Invitations were sent to more than three hundred persons... (O’Hara)

e) Semi-marked structures
Semi-marked structures are a variety of defeated expectancy associ​ated with the deviation from the grammatical and lexical norm. It’s an extreme case of defeated expectancy much stronger than low ex​pectancy encountered in a paradox or anti-climax, the unpredictable element is used contrary to the norm so it produces a very strong emphatic impact.

The stupid heart that will not learn
The everywhere of grief.
Lexical deviation from the norm usually means breaking the laws of semantic compatibility and lexical valency:

She ... tried her best to spoil the party. (Erdrich)

Montezuma and Archuleta had recently started a mock-serious separatist movement, seeking to join New Mexico. (Michener)

Would you believe it, that unnatural father wouldn’t stump up. (Waugh) 

He liked the ugly little college... (Waugh)
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Lecture 5 
Stylistic Grammar
Basic notions: the theory of grammatical gradation; marked, semi-marked and unmarked structures; grammatical metaphor; gramma​tical transposition; morphological stylistics; stylistic potential of the parts of speech; stylistic syntax: ellipsis, one-member sentences, break-in-the narrative, suppression and aposiopesis, decomposition, reiteration, anaphora, framing, anadiplosis, epiphora, inversion, interaction of adjacent sentences: parallel con​structions chiasmus, climax, anticlimax.
Plan:

1. The theory of grammatical gradation. Marked, semi-marked and unmarked structures.
2. Grammatical metaphor and types of grammatical transposition

3. Morphological stylistics. Stylistic potential of the parts of speech:
a. The noun and its stylistic potential.
b. The article and its stylistic potential.
c. The stylistic power of the pronoun.
d. The adjective and its stylistic functions.
e. The verb and its stylistic properties.
f. Affixation and its expressiveness.

4. Stylistic syntax
1. The theory of grammatical gradation. Marked, semi-marked and unmarked structures.

One of the least investigated areas of stylistic research is the stylistic potential of the morphology of the English language. There is quite a lot of research in the field of syntagmatic stylistics connected with syntactical structures but very little has been written about the stylistic properties of the parts of speech and such grammatical categories as gender, number or person. So it seems logical to throw some light on these problems.

An essentially different approach of modern scholars to stylistic research is explained by a different concept that lies at the root of this approach. If ancient rhetoric mostly dealt in registering, classifying and describing stylistic expressive means, modem stylistics proceeds from the nature of the stylistic effect and studies the mechanism of the stylistic function. The major principle of the stylistic effect is the opposition between the norm and deviation from the norm on whatever level of the language, Roman Jacobson gave it the most generalized definition of defeated expectancy; he claimed that it is the secret of any stylistic effect because the recipient is ready and willing for anything but what he actually sees. Skrebnev describes it as the opposition between the traditional meaning and situational meaning. Arnold maintains that the very essence of poetic language is the violation of the norm. These deviations may occur on any level of the language—phonetic, graphical, morphological, lexical or syntactical. It should be noted though that not every deviation from the norm results in expressiveness. There are deviations that will only create absurdity or linguistic nonsense. For example, you can't normally use the article with an adverb or adjective,

Noam Chomsky, an American scholar and founder of the generative linguistic school, formulated this rule in grammar that he called grammatical gradation. He constructed a scale with two poles - grammatically correct structures at one extreme point of this scale and grammatically incorrect structures at the other. The first he called grammatically marked structures, the second - unmarked structures.
The latter ones cannot be generated by the linguistic laws of the given language, therefore they cannot exist in it. If we take the Russian sentence that completely agrees with the grammatical laws of this language Решил он меня обмануть and make a word for word translation into English we'll get a grammatically incorrect structure *Decided he me to deceive.
* In Chomsky's theory grammatically incorrect (unmarked) structures are labeled with an asterisk.

A native speaker cannot produce such a sentence because it disagrees with the basic rule of word order arrangement in English. It will have to be placed at the extreme point of the pole that opposes correct or marked structures. This sentence belongs to what Chomsky calls unmarked structures.

Between these two poles there is space for the so-called semi-marked structures. These are structures marked by the deviation from lexical or grammatical valency. This means that words and grammar forms carry an unusual grammatical or referential meaning. In other terms this is called transposition, a phenomenon that destroys customary (normal, regular, standard) valences and thus creates expressiveness of the utterance.
2. Grammatical metaphor and types of grammatical transposition
Some scholars (e. g. Prof. E. I. Shendels) use the term grammatical metaphor for this kind of phenomena .We know that lexical metaphor is based on the transfer of the name of one object on to another due to some common ground. The same mechanism works in the formation of a grammatical metaphor.
Linguistic units, such as words, possess not only lexical meanings but also grammatical ones that are correlated with extra-linguistic reality. Such grammatical categories as plurality and singularity reflect the distinction between a multitude and oneness in the real world. Such classifying grammatical meanings as the noun, the verb or the adjective represent objects, actions and qualities that exist in this world. Howev​er this extra-linguistic reality may be represented in different languages in a different way. The notion of definiteness or indefiniteness is gram​matically expressed in English by a special class of words - the article. In Russian it's expressed differently. Gender exists as a grammatical category of the noun in Russian but not in English and so on.

A grammatical form, as well as a lexical unit possesses a denotative and connotative meaning. There are at least three types of denotative grammatical meanings. Two of these have some kind of reference with the extra-linguistic reality and one has zero denotation, i.e, there is no reference between the grammatical meaning and outside world.

1. The first type of grammatical denotation reflects relations of objects in outside reality such as singularity and plurality.

2. The second type denotes the relation of the speaker to the first type of denotation. It shows how objective relations are perceived by reactions to the outside world. This type of denotative meaning is expressed by such categories as modality, voice, definiteness and indefiniteness.

3. The third type of denotative meaning has no reference to the extra-linguistic reality. This is an intralinguistc denotation, conveying relations among linguistic units proper, e.g. the formation of past tense forms of regular and irregular verbs.

Denotative meanings show what this or that grammatical form desig​nates but they do not show how they express the same relation. How​ever a grammatical form may carry additional expressive information, it can evoke associations, emotions and impressions. It may connote as well as denote. Connotations aroused by a grammatical form are ad​herent subjective components, such as expressive or intensified mean​ing, emotive or evaluative colouring. The new eonnotative meaning of grammatical forms appears when we observe a certain clash between form and meaning or deviation in the norm of use of some forms. The stylistic effect produced is often called grammatical metaphor.

According to Shendels we may speak of grammatical metaphor when there is a transposition (transfer) of a grammatical form from one type of grammatical relation to another. In such cases we deal with a redistribution of grammatical and lexical meanings that create new connotations.

Types of grammatical transposition
Generally speaking we may distinguish 3 types of grammatical trans​position.

1. The first deals with the transposition of a certain grammar form into a new syntactical distribution with the resulting effect of contrast. The so-called 'historical present' is a good illustration of this type: a verb in the Present Indefinite form is used against the background of the Past Indefinite narration. The effect of vividness, an illusion of «presence», a lapse in time into the reality of the reader is achieved.

Everything went as easy as drinking, Jimmy said. There was a garage just round the comer behind Belgrave Square where he used to go every morn​ing to watch them messing about with the cars. Crazy about cars the kid was. Jimmy comes in one day with his motorbike and side-car and asks for some petrol. He comes up and looks at it in the way fie had. (Waugh)

2. The second type of transposition involves both - the lexical and grammatical meanings. The use of the plural form with a noun whose lexical denotative meaning is incompatible with plurality (abstract nouns, proper names) may serve as an apt example.
The look on her face... was full of secret resentments, and longings, and fears. (Mitchell)

3. Transposition of classifying grammatical meanings, that brings together situationally incompatible forms—for instance, the use of a common noun as a proper one.

The effect is personification of inanimate objects or antonomasia (a person becomes a symbol of a quality or trait—Mr: Know-Ail, Mr. Truth, speaking names).

Lord and Lady Circumference, Mr. Parakeet, Prof. Silenus, Colonel MacAdder. (Waugh)

3. Morphological stylistics. Stylistic potential of the parts of speech
a) The noun and its stylistic potential
The stylistic power of a noun is closely linked to the grammatical categories this part of speech possesses. First of all these are the categories of number, person and case.

The use of a singular noun instead of an appropriate plural form creates a generalized, elevated effect often bordering on symbolization.

The faint fresh flame of the young year flushes From leaf to flower and from flower to fruit And fruit and leaf are as gold and fire. (Swimburn)

The contrary device - the use of plural instead of singular - as a rule makes the description more powerful and large-scale.

The clamour of waters, snows, winds, rains... (Hemingway) The lone and level sands stretch far away. (Shelly)

The plural form of an abstract noun, whose lexical meaning is alien to the notion of number makes it not only more expressive, but brings about what V.V. Vinogradov called aesthetic semantic growth.

Heaven remained rigidly in its proper place on the other side of death, and on this side flourished the injustices, the cruelties, the meannesses, that elsewhere people so cleverly hushed up. (Green)

Thus one feeling is represented as a number of emotional states, each with a certain connotation of a new meaning. Emotions may signify concrete events, happenings, doings.
Proper names employed as plural lend the narration a unique gener​alizing effect:

If you forget to invite somebody's Aunt Millie, I want to be able to say I had nothing to do with it.
There were numerous Aunt Millies because of, and in spite of Arthur's and Edith's triple checking of the list. (O'Hara)

These examples represent the second type of grammatical metaphor formed by the transposition of the lexical and grammatical meanings.

The third type of transposition can be seen on the example of personification. This is a device in which grammatical metaphor appears due to the classifying transposition of a noun, because nouns are divided into animate and inanimate and only animate nouns have the category of person.

Personification transposes a common noun into the class of proper names by attributing to it thoughts or qualities of a human being. As a result the syntactical, morphological and lexical valency of this noun changes:

England's mastery of the seas, too, was growing even greater. Last year her trading rivals the Dutch had pushed out of several colonies... (Rutherfurd)

The category of case (possessive case) which is typical of the proper nouns, since it denotes possession becomes a mark of personification in cases like the following one:

Love's first snowdrop Virgin kiss!
(Burns)

Abstract nouns transposed into the class of personal nouns are charged with various emotional connotations, as in the following examples where personification appears due to the unexpected lexico-grammatical valency.
The woebegone fragment of womanhood in the corner looked a little less terrified when she saw the wjne. (Waugh)

The chubby little eccentricity, (a child)

The old oddity (an odd old person). (Arnold)

The emotive connotations in such cases may range from affection to irony or distaste.

So, although the English noun has fewer grammatical categories than the Russian one, its stylistic potential in producing grammatical metaphor is high enough.

b. The article and its stylistic potential
The article may be a very expressive element of narration especially when used with proper names.
For example, the indefinite article may convey evaluative connotations when used with a proper name:

I'm a Marlow by birth, and we are a hot-blooded family. (Follett)

It may be charged with a negative evaluative connotation and diminish the importance of someone's personality, make it sound insignificant.

Besides Rain, Nan and Mrs. Prewett, there was a Mrs. Kingsley, the wife of one of the Governors. (Dolgopolova)

A Forsyte is not an uncommon animal. (Galsworthy)

The definite article used with a proper name may become a powerful expressive means to emphasize the person's good or bad qualities.
Well, she was married to him. And what was more she loved him. Not the Stanley whom everyone saw, not the everyday one; but a timid, sensitive, innocent Stanley who knelt down every night to say his prayers... (Dolgopolova)

You are not the Andrew Manson I married. (Cronin)

In the first case the use of two different articles in relation to one person throws into relief the contradictory features of his character.

The second example implies that this article embodies all the good qualities that Andrew Manson used to have and lost in the eyes of his wife.

The definite article in the following example serves as an intensifier of the epithet used in the character's description:

My good fellow, I said suavely, what brings me here is this: I want to see the evening sun go down over the snow-tipped Sierra Nevada* Within the hour he had spread this all over the town and I was pointed out for the rest of my visit as the mad Englishman. (Atkinson)

The definite article may contribute to the devices of gradation or help create the rhythm of the narration as in the following examples:

But then he would lose Sondra, his connections here, and his uncle—this world! The loss! The loss! The loss! (Dreiser)

No article, or the omission of article before a common noun conveys a maximum level of abstraction, generalization.

The postmaster and postmistress, husband and wife, ...looked carefully at every piece of mail... (Erdrich)
How infuriating it was! Land which looked like baked sand became the Garden of Eden if only you could get water. You could draw a line with a pencil: on one side, a waterless barren; on the other, an irrigated luxuriance. (Michener)

No sound, not quiver as if horse and man had turned to metal. (Dolgopolova)

They went as though car and driver were one indivisible whole. (Dolgopolova)

c. The stylistic power of the pronoun
The stylistic functions of the pronoun also depend on the disparity between the traditional and contextual (situational) meanings. This is the grammatical metaphor of the first type based on the transposition of the form, when one pronoun is transposed into the action sphere of another pronoun.

So personal pronouns We, You, They and others can be employed in the meaning different from their dictionary meaning.

The pronoun We that means «speaking together or on behalf of other people» can be used with reference to a single person, the speaker, and is called the plural of majesty (Pluralis Majestatis). It is used hi Royal speech, decrees of King, etc.

And for that offence immediately do we exile him hence. (Shakespeare)

The plural of modesty or the author's we is used with the purpose to identify oneself with the audience or society at large. Employing the plural of modesty the author involves the reader into the action making him a participant of the events and imparting the emotions prevailing in the narration to the reader.

My poor dear child, cried Miss Crawly, ...is our passion unrequited then? Are we pining in secret? Tell me all, and let me console you. (Thackeray)
The pronoun you is often used as an intensifier in an expressive address or imperative:

Just you go in and win. (Waugh)

Get out of my house, you fool, you idiot, you stupid old Briggs. (Thackeray)

In the following sentence the personal pronoun they has a purely expressive function because it does not substitute any real characters but has a generalising meaning and indicates some abstract entity. The implication is meant to oppose the speaker and his interlocutor to this indefinite collective group of people.

All the people like us are we, and everyone else is they. (Kipling)

Such pronouns as One, You, We have two major connotations: that of identification of the speaker and the audience and 'generalization' (contrary to the individual meaning).

Note should be made of the fact that such pronouns as We, One, You that are often used in a generalized meaning of a human being' may have a different stylistic value for different authors.

Speaking of such English writers as Aldus Huxley, Bertrand Russel and D. H. Lawrence, J. Miles writes in her book «Style and Proportions The power of Huxley's general ONE is closer to Russel's WE than to Lawrence's YOU though all are talking about human nature.

She points out that scientists like Charles Darwin, Adam Smith and many others write using ONE much in the same way as Huxley does.

She maintains that it is not merely the subject of writing but the attitude, purpose and sense of verbal tradition that establish these distinctions in expression.
Employed by the author as a means of speech characterization the overuse of the pronoun testifies to the speaker's complacency and egomania while you or one used in reference to oneself characterize the speaker as a reserved, self-controlled person. At the same time the speaker creates a closer rapport with his interlocutor and achieves empathy.

— You can always build another image for yourself to fall in love with.
—No, you can't. That's the trouble, you lose the capacity for building. You run short of the stuff that creates beautiful illusions. (Priestly)

When the speaker uses the third person pronoun instead of or we he or she sort of looks at oneself from a distance, which produces the effect of estrangement and generalization. Here is an example from Katherine Mansfield's diary provided in Arnold's book «Стилистика английског языка»:
I do not want to write; I want to live. What does she mean by that? If s hard to say.
Possessive pronouns may be loaded with evaluative connotations and devoid of any grammatical meaning of possession.

Watch what you're about, my man! (Cronin)

Your precious Charles or Frank or your stupid Ashley! (Mitchell)

The same function is fulfilled by the absolute possessive form in structures like Well, you tell that Herman of yours to mind his own business. (London)

The range of feelings they express may include irony, sarcasm, anger, contempt, resentment, irritation, etc.

Demonstrative pronouns may greatly enhance the expressive colouring of the utterance.

That wonderful girl! That beauty/ That world of wealth and social position she lived in! (London)

These lawyers! Don't you know they don't eat often? (Dreiser)

In these examples the demonstrative pronouns do not point at anything but the excitement of the speaker.

Pronouns are a powerful means to convey the atmosphere of informal or familiar communication or an attempt to achieve it.

It was Robert Ackly, this guy, that roomed right next to me. (Salinger) 
Claws in, you cat. (Shaw)

Through the figurative use of the personal pronouns the author may achieve metaphorical images and even create sustained compositional metaphors.

Thus using the personal pronoun she instead of the word «sea» in one of his best works The Old Man and the Sea Ernest Hemingway imparts to this word the category of feminine gender that enables him to bring the feeling of the old man to the sea to a different, more dramatic arid more human level.

He always thought of the sea as 'la mar' which is what people call her in Spanish when they love her. Sometimes those who love her say bad things about her but they are always said as though she were a woman. (Hemingway)

He is a great fish and I must convince him, he thought, f must never let y him Team his strength. (Hemingway)

 Such recurrent use of these pronouns throughout the novel is charged with the message of the old man's animating the elemental forces of the sea and its inhabitants and the vision of himself as a part of nature. It this case the use of the pronouns becomes a compositional device.

All in all we can see that pronouns possess a strong stylistic potential that is realized due to the violation of the normal links with their object of reference.

d. The adjective and its stylistic functions
The only grammatical category of the English adjective today is that of comparison. Comparison is only the property of qualitative and (quantitative adjectives, but not of the relative ones.

When adjectives that are not normally used in a comparative degree are used with this category they are charged with a strong expressive power.

Mrs. Thompson, Old Man Fellow's housekeeper had found him deader than a doornail... (Mangum)
This is a vivid example of a grammatical transposition of the second type built on the incongruity of the lexical and grammatical meanings.

In the following example the unexpected superlative adjective degree forms lend the sentence a certain rhythm and make it even more expressive:

...fifteen millions of workers, understood to be the strangest, the cunningest, the willingest our Earth ever had. (Skrebnev)

The commercial functional style makes a wide use of the violation of grammatical norms to captivate the reader's attention:

The orangemostest drink in the world.
The transposition of other parts of speech into the adjective creates stylistically marked pieces of description as in the following sentence:

A camouflage of general suffuse and dirty-jeaned drabness covers everybody and merge into the background. (Marshall) 
The use of comparative or superlative forms with other parts of speech may also convey a humorous colouring:

He was the most married man I've ever met. (Arnold)

Another stylistic aspect of the adjective comes to the fore when an adjective gets substantivized and acquires the qualities of a noun such as «solid, firm, tangible, hard» etc. 
All Europe was in arms, and England would join. The impossible had happened. (Aldington)

The stylistic function of the adjective is achieved through the deviant use of the degrees of comparison that results mostly in grammatical metaphors of the second type (lexical and grammatical incongruity). The same effect is also caused by the substantivized use of the $ectives.

e. The verb and its stylistic properties
The verb is one of the oldest parts of speech and has a very developed grammatical paradigm. It possesses more grammatical categories that, other part of speech. All deviant usages of its tense, voice and aspect forms have strong stylistic connotations and play an important  role in creating a metaphorical meaning. A vivid example of the grammatical metaphor of the first type (form transposition) is the use of 'historical present' that makes the description very pictorial, almost visible.

The letter was received by a person of the royal family. While reading it she was interrupted, had no time to hide it and was obliged to put it open on the table. At this enters the Minister D... He sees the letter and guesses her secret. He first talks to her on business, then takes out a letter from his pocket, reads it, puts it down on the table near the other letter, talks for some more minutes, then, when taking leave, takes the royal lady's letter from the table instead of his own. The owner of the letter saw it, was afraid to say anything for there were other people in the room. (Poe)
The use of 'historical present' pursues the aim of joining different time systems—that of the characters, of the author and of the reader all of whom may belong to different epochs. This can be done by making a reader into an on-looker or a witness whose thmeframe is synchronous with the narration. The outcome is an effect of empathy ensured by the correlation of different time and tense systems. The combination and unification of different time layers may also be achieved due to the universal character of the phenomenon described, a phenomenon that is typical of any society at any time and thus make the reader a part of the events described.

Various shades of modality impart stylistically coloured expressiveness to the utterance. The Imperative form and the Present Indefinite referred to the future render determination, as in the following example:

Edward, let there bean end of this. I go home. (Dickens)

The use of shall with the second or third person will denote the speaker's emotions, intention or determination:

If there's a disputed decision, he said genially, they shall race again. (Waugh)

The prizes shall stand among the bank of flowers. (Waugh)

Similar connotations are evoked by the emphatic use of will with the first person pronoun:

—Adam. Are you tight again?
—Look out of the window and see if you can see a Daimler waiting.
—Adam, what have you been doing? I will be told. (Waugh)

Likewise continuous forms do not always express continuity of the action and are frequently used to convey the emotional state of the speaker. Actually all 'exceptions to the rule' are not really exceptions. They should be considered as the forms in the domain of stylistic studies because they are used to proclaim the speaker's state of mind, his mood, his intentions or feelings.

So continuous forms may express:

• conviction, determination, persistence: Well, she's never coming here again, I tell you that straight; (Maugham)

• impatience, irritation:

—I didn't mean to hurt you.
—You did. You're doing nothing else; (Shaw)

• surprise, indignation, disapproval:

Women kill me. They are always leaving their goddam bags out in the middle of the aisle. (Salinger)

Present Continuous may be used instead of the Present Indefinite form to characterize the current emotional state or behaviour:

—How is Carol?
—Blooming, Charley said. She is being so brave. (Shaw)

You are being very absurd, Laura, he said coldly. (Mansfield)

Verbs of physical and mental perception do not regularly have continuous forms. When they do, however, we observe a semi-marked structure that is highly emphatic due to the incompatible combination of lexical meaning and grammatical form.

Why, you must be the famous Captain Butler we have been hearing so much about—the blockade runner. (Mitchell)

/ must say you're disappointing me, my dear fellow. (Berger)
The use of non-finite forms of the verb such as the infinitive and participle I in place of the personal forms communicates certain stylistic connotations to the utterance.

Consider the following examples containing non-finite verb forms: Expect Leo to propose to her! (Lawrence)

The real meaning of the sentence is It's hard to believe that Leo would propose to her!
Death! To decide about death! (Galsworthy)

The implication of this sentence reads He couldn't decide about death!
To take steps! How? Winifred's affair was bad enough! To have a double dose of publicity in the family! (Galsworthy)

The meaning of this sentence could be rendered as He must take some steps to avoid a double dose of publicity in the family!
Far be it from him to ask after Reinhart's unprecedented getup and environs (Berger)
Such use of the verb be is a means of character sketching: He was not the kind of person to ask such questions.
Since the sentences containing the infinitive have no explicit doer of the action these sentences acquire a generalized universal character. The world of the personage and the reader blend into one whole as if the question is asked of the reader (what to do, how to act). This creates empathy. The same happens when participle I is used impersonally:

The whole thing is preposterous—preposterous! Slinging accusations like this! (Christie)

But I tell you there must be some mistake. Splendor taking dope! It's ridiculous. He is a nonchemical physician, among other things. (Berger)

The passive voice of the verb when viewed from a stylistic angle may demonstrate such functions as extreme generalisation and depersonisation because an utterance is devoid of the doer of an action and the action itself loses direction.

...he is a long-time citizen and to be trusted... (Michener)

Little Mexico, the area was called contemptuously, as sad and filthy a collection of dwellings as had ever been allowed to exist in the west. (Michener)

The use of the auxiliary do in affirmative sentences is a notable emphatic device:

/ don't want to look at Sita. I sip my coffee as long as possible. Then I do look at her and see that all the colour has left her face, she is fearfully pale. (Erdrich)

So the stylistic potential of the verb is high enough. The major mechanism of creating additional connotations is the transposition of verb forms that brings about the appearance of metaphors of the first and second types.

f. Affixation and Its expressiveness
Unlike Russian the English language does not possess a great variety of word-forming resources. In Russian we have a very developed system of affixes, with eval​uative and expressive meanings: diminutive, derogatory, endearing, exaggerating, etc,

Consider such a variety of adjectives малый – маленький – махонький – малюсенький; большой – большеватый – большущий - преогромнейший; плохой – плоховатенький – плохонький. There are no morphological equivalents for these in English. 
We can find some evaluative affixes as a remnant of the former morphological system or as a result of borrowing from other languages, such as: weakling, piglet, rivulel, girlie, lambkin, kitchenette.
Diminutive suffixes make up words denoting small dimensions, but also giving them a caressing, jocular or pejorative ring.

These suffixes enable the speaker to communicate his positive or negative evaluation of a person or thing.

The suffix -ian/-ean means 'like someone or something, especially connected with a particular thing, place or person, e. g. the pre-Tolstoyan novel. It also denotes someone skilled in or studying a particular subject: a historian.
The connotations this suffix may convey are positive and it is frequently used with proper names, especially famous in art, literature, music, etc. Such adjectives as Mozartean, Skakespearean, Wagnerian mean like Mozart, Shakespeare, Wagner or in that style.

However some of these adjectives may possess connotations connected with common associations with the work and life of famous people that may have either positive or negative colouring. For instance The Longman Dictionary of the English Language and Culture gives such definitions of the adjective Dickensian: suggesting Charles Dickens or his writing, e. g. a the old-fashioned, unpleasant dirtiness of Victorian England: Most deputies work two to an office in a space of Dickensian grimness, b the cheerfulness of Victorian amusements and customs: a real Dickensian Christmas.
The suffix -ish is not merely a neutral morpheme meaning a small degree of quality like blue—bluish, but it serves to create ‘delicate or tactful’ occasional evaluative adjectives— baldish, dullish, biggish. Another meaning is 'belonging or having characteristics of somebody

 Most dictionaries also point out that -ish may show disapproval (self​ish, snobbish, raffish) and often has a derogatory meaning indicating the bad qualities of something or qualities which are not suitable to what it describes (e.g. mannish in relation to a woman).

Another suffix used similarly is -esque, indicating style or manner, or distinctive character: arabesque, Romanesque. When used with the names of famous people it means 'in the manner or style of this particular person'. Due to its French origin it is considered bookish and associated with exquisite elevated style. Such connotations are implied in adjectives like Dantesque, Turneresque, Kafkaesque.
Most frequently used suffixes of the negative evaluation are: -ard, -ster, -aster, eer or half-affix -monger: drunkard, scandal-monger, black-marketeer, mobster.

Considering the problem of expressive affixes differentiation should be made between negative affixes such as in-, un-, ir-, non-, etc. (unbending, irregular, non-profit) and evaluative derogatory affixes. Evaluative affixes with derogatory connotations demonstrate the speaker's attitude to the phenomenon while negative affixes normally represent objects and phenomena that are either devoid of some quality or do not exist at all (e. g. a non-profit organization has mostly positive connotations).

All these examples show that stylistic potentials of grammatical forms are great enough. Stylistic analysis of a work of art among other things should include the analysis of the grammatical level that enables a student to capture the subtle shades of mood or rhythmical arrangement or the dynamics of the composition.
4. Stylistic syntax
Syntactical categories have long been the object of stylistic research. There are different syntactical means and different classifications. The classifications discussed earlier in this book demonstrate different categorization of expressive means connected with syntax. However there are a few general principles on which most of the syntactical expressive means are built. 
The major principles- at work on the sentence level are

I. The omission or absence of one or more parts of the sentence.

II. Reiteration (repetition) of some parts. 
III. The inverted word order. 
IV; The interaction of adjacent sentences.

I. The omission of the obligatory parts of a sentence results in ellipsis f various types. An elliptical sentence is a sentence with one or more the parts left out. As a rule the omitted part can be reconstructed the context. In this case ellipsis brings into relief typical features ' colloquial English casual talk.

The laconic compressed character of elliptical sentences lends flavour of liveliness to colloquial English. In fiction elliptical sentences have a manifold stylistic function. First of all they help ate a sense of immediacy and local colour. Besides they may add the character's make up, they lead to a better understanding of mood of a personage.

Wish I was young enough to wear that kind of thing. Older I get the lore I like colour. We're both pretty long in the tooth, eh? (Waugh)

Often elliptical sentences are used in represented speech because syntactically it resembles direct speech. The use of elliptical sentences in fiction is not limited to conversation. They are sometimes used in the author's narration and in the exposition.
I remember now, that Sita's braid did not hurt. It was only soft and heavy, smelling of Castile soap, but still I yelled as though something terrible was happening. Stop! Get off! Let go! Because I couldn't stand haw strong she was. (Erdrich)

A variety of ellipsis in English are one-member nominal sentences. They have no separate subject and predicate but one main part instead. One-member sentences call attention to the subject named, to its existence and even more to its interrelations with other objects. Nominal sentences are often used in descriptive narration and in exposition. The economy of the construction gives a dynamic rhythm to the passage. One-member sentences are also common in stage remarks and represented speech.

Matchbooks. Coaster trays. Hotel towels and washcloths. He was sending her the samples of whatever he was selling at the time. Fuller brushes. Radio antennas. Cans of hair spray or special wonder-working floor cleaners. (Erdrich)

Break-in-the narrative is a device that consists in the emotional halt in the middle or towards the end of an utterance. Arnold distinguishes two kinds: suppression and aposiopesis. Suppression leaves the sentence unfinished as a result of the speaker's deliberation to do so. The use of suppression can be accounted for by a desire not to mention something that could be reconstructed from the context or the situation. It is just the part that is not mentioned that attracts the reader's attention. It's a peculiar use of emphasis that lends the narration a certain psychological tension.

If everyone at twenty realized that half his life was to be lived afterforty... (Waugh)

Aposiopesis means an involuntary halt in speech because the speaker is too excited or overwhelmed to continue.

But Mr. Meredith Esther Silversleeves said at last, these people are heathens! Esther was the most religious of the family. —Surly you cannot wish... her voice trailed off. (Rutherford)

Decomposition is also built on omission, splitting the sentences into separate snatches. They are the result of detachment of parts of sentences. This device helps to throw in the effect of relief or express the dynamic pace of narration. Decomposition may be combined ellipsis.   
Him, of all things! Him! Never! (Lawrence)

Reiteration is never a mechanical repetition of a word or structure. |is always accompanied by new connotations. The repetition stresses the denotative but the connotative meaning,

The usage area of reiteration is casual and non-casual speech, prose poetry.

Different types of reiteration may be classified on the compositional principles:

Anaphora is the repetition of the same element at the beginning of or more successive clauses, sentences or verses.

They were poor in space, poor in light y poor in quiet, poor in repose, id poor in the atmosphere of privacy—poor in everything that makes man's home his castle. (Cheever)

Naming is an arrangement of repeated elements at the beginning and the end of one or more sentences that creates a kind of structural encasement.

He had been good for me when I was a callow and an ignorant youth; he was good for me now. (Shute)

Anadiplosis is such a figure in which a word or group of words completing a sentence is repeated at the beginning of a succeeding sentence. It often shows the interaction of different parts of a paragraph or text.

My wife has brown hair, dark eyes, and a gentle disposition. Because of her gentle disposition, I sometimes think that she spoils the children. (Cheever)

Epiphora consists in the repetition of certain elements at the end of two or more successive clauses, sentences or paragraphs.

Trouble is, I don't know if I want a business or not. Or even if I can pay for it, if I did want it. (Shute)

III. Inversion is upsetting of the normal order of words, which is an important feature of English.

By changing the logical order this device helps to convey new shades of meaning. The denotative meaning is the same but the emotive colouring is different.

Galperin describes five types of inversion that are connected with the fixed syntactical position of the sentence members. Each type of inversion produces a specific stylistic effect: 
it may render an elevated tone to the narration:

Of beechen green, and shadows numberless,
Singest of summer in full-throated ease. (Keats)

/ will make my kitchen, and you will keep your room, Where white flows the river and bright blows the broom. (Stevenson)
· or make it quick-paced and dynamic: 
· In he got and away they went. (Waugh)

Bang went Philbrick's revolver. Off trotted the boys on another race. Off trotted the boys on another race (Waugh)
Sometimes inversion may contribute to the humorous effect of the description or speech characterisation:

To march about you would not like us? suggested the stationmaster. (Waugh)

IV. Interaction of adjacent sentences is a compositional syntactical technique.

One of the major emphatic means is the use of parallel con​structions. They are similarly built, and used in close succession. It is a variety of repetition on the level of a syntactical mod​el. Parallel constructions more than anything else create a certain rhythmical arrangement of speech. The sameness of the structure stresses the difference or the similarity of the meaning. Some​times parallel constructions assume a peculiar form and the word order of the first phrase is inverted in the second. The resulting device is called chiasmus. It is often accompanied by a lexical repetition:

They had loved her, and she had loved them. (Caldwell)

Work— work— work!
From weary chime to chime!
Work— work— work
As prisoners work for crime!
Band, and gusset, and seam
Seam, and gusset, and band...
(Hood)

The climax is such an arrangement of a series of clauses or phrases that form an ascending scale, in which each of the sen​tences is stronger hi intensity of expression than the previous one.

We're nice people and there isn't going to be room for nice people any more. It's ended, ifs all over, it's dead. (Cheever)

Another device is the anticlimax, also called back gradation, which is a figure of speech that consists in an abrupt and often ludicrous descent, which contrasts with the previous rise. The descent is often achieved by the addition of a detail that ruins the elevated tenor of the previous narration.

Its main stylistic function is to give the thought an unexpected humorous or ironic twist.

I hate and detest every bit of it, said Professor Silenus gravely. Nothing I have ever done has caused me so much disgust. With a deep sigh he rose from the table and walked from the room, the fork with which he had been eating still held in his hand. (Waugh)

Glossary for the Course of Stylistics
A

acoustic adj. concerned with sound 
adherent adj. added shades of meaning 
affinity n. similarity, inherent likeness

allegory n. a story, poem, painting, etc. in which the characters and actions represent general truths, good and bad qualities, etc.

alliteration n. repetition of the same consonant or sound group at the beginning of two or more words that are close to each other

allusion n. reference to some literary, historical, mythologi​cal, biblical, etc. character or event commonly known

anadiplosis n. repetition of the last word or phrase hi one clause or poetic line at the beginning of the next

anaphora n. repetition of a word or phrase at the beginning of successive clauses or lines of verse

anastrophe n. a term of rhetoric, which means upsetting for effect of the normal order of a preposition before a noun or of an object after a verb, cf. inversion

anticlimax n. a sudden drop from the dignified or important in thought or expression to the commonplace or trivial, sometimes for humorous effect

antique adj. the ancient style, esp. Greek or Roman; classical

antithesis  n. opposition or contrast of ideas, nations, qualities" in the parts of one sentence or in different sentences

antonomasia n. the use of a proper name in place of a common one or vice versa to emphasise some feature or quality

apokoinu n. a construction in which the subject of one sentence is at the same time the subject of the second, a kind of ellipsis

aposiopesis n. a sudden breaking off in the midst of a sentence as if from inability or unwillingness to proceed

argot n. the vocabulary peculiar to a particular class of people, esp. that of an underworld group devised for private communication

Aristotle n. Greek philosopher, pupil of Plato (384-382 BC)

assonance 1. resemblance of sounds 2. partial rhyme created by the stressed vowel sounds

astheism n. deprecation meant as approval

asyndeton [a'smdatan] n. the omission of conjunctions

B
belles lettres n. literature or writing about literary subjects

C

couplet n. two successive lines of poetry, esp. of the same length that rhyme

coupling n. the affinity of elements that occupy a similar position and contribute to the cohesion of the text

catachresis n. incorrect use of a word, as by misappli​cation of terminology or by strained or mixed metaphor

chiasmus n. inversion of the second of two parallel phrases or clauses

cliche n. an expression or idea that has become trite

climax  n. a rhetorical series of ideas, images, etc. arranged progressively so that the most forceful is last

colon n. in Greek prosody a section of a prosodic period, consisting of a group from two to six feet forming a rhythmic unit with a principal accent

connotation n. idea or notion suggested by or associated with a word, phrase, etc. in addition to its denotation

connotative adj. having connotations

convergence n, concentration of various devices and expressive means in one place to support an important idea and ensure the delivery of the message

D

dactyl n. a metrical foot that consists of one accented syllable followed by two unaccented ones

Demetrius of Alexandria n. Greek orator and philosopher (b. 350 BC)

denotative adj. indicative of the direct explicit meaning or reference of a word or term

detachment n. a seemingly independent part of a sentence that carries some additional information

device n. a literary model intended to produce a particular effect in a work of literature

Dionysius of Halicarnassus n, Greek rhetorician, critic and historian (1st cent. BC)

E

ellipsis n. all sorts of omission in a sentence

emotive adj. characterised by, expressing or producing emotion

empathy n. ability to share ha another's emotions, thoughts or feelings

enjambment n. in prosody: the running on of a sentence from one line to the next without a syntactical break

enumeration n. a device by means of which homo​geneous parts of a sentence are made semantically heteroge​neous

epenalepsis n. a term of rhetoric meaning repetitive use of conjunctions in close succession, (cf. polysyndeton)

epigram n. 1. a short poem with a witty or satirical point 2. any terse, witty, pointed statement, often with a clever twist in thought.

epiphora n. repetition of words or phrases at the end of consecutive clauses or sentences

epithet n. an adjective or descriptive phrase used to char​acterise a person or object with the aim to give them subjective evaluation

euphonic adj. characterised by euphony

euphony n. a harmonious combination of sounds that create a pleasing effect to the ear

evaluative adj. giving judgement about the value of something

explicit adj. clearly stated and leaving nothing implied

F

figure of speech n. a stylistic device of whatever kind, including tropes and syntactical expressive means

figures of contrast: those based on opposition (incompatibility) of co-occurring notions

figures of co-occurrence: devices based on interrelations of two or more units of meaning actually following one another

figures of identity: co-occurrence of synonymous or similar notions

figures of inequality: those based on differentiation of co-occurring notions

figures of quality: renaming based on radical qualitative difference between notion named and notion meant

figures of quantity: renaming based on only qualitative difference between traditional

 names and those actually used

figures of replacement: tropes, 'renamings', replacing traditional names by situational ones

G

gap-sentence link seemingly incoherent connection of two sentences based on an unexpected semantic leap; the reader is supposed to grasp the implied motivation for such connection

Gorgias n. Greek philosopher (483-375 B.C.), founded one of the first rhetoric schools

graphon n. intentional misspelling to show deviations from received pronunciation: individual manner, mispronunciation, dialectal features, etc.

H
Hellenistic adj. of Greek history, language and culture after the death of Alexander the Great (323 B.C.)

hierarchical adj. arranged in order of rank, grade, class, etc.

hyperbole n. exaggeration for effect not meant to be taken literally

I

iambus n. a metrical foot, consisting of one unaccented syllable followed by one accented

idiolect n. a particular person's use of language, individual style of expression

imagery n. ideas presented in a poetical form; figurative descriptions and figures of speech collectively

implicit adj. implied; suggested or to be understood though not plainly expressed

inherent adj. existing in something or someone as a permanent and inseparable element, quality or attribute

inversion n. a reversal of the normal order of words in a sentence

irony n. a stylistic device in which the words express a meaning that is often the direct opposite of the intended meaning

irradiation n. the influence of a specifically coloured word against the stylistically different tenor of the narration

J

jargon n. the language, esp. the vocabulary, peculiar to a particular trade, profession or group

juridical adj. related to the law

litotes n. understatement for effect, esp. that in which an affirmative is expressed by a negation of the contrary

m
malapropisra n. ludicrous misuse of words, esp. through confusion caused by resemblance in sound

meiosis n. expressive understatement, litotes

metaphor n. the application of a word or phrase to an object or concept it does not literally denote., in order to suggest comparison with another object or concept

metaphor sustained/extended a chain of metaphors containing the central image and some contributory images

meter n. rhythm in verse; measured patterned arrangement of syllables according to stress or length

metonymy n. transfer of name of one object onto another to which it is related or of which it is a part

mythology - myths collectively and the beliefs that they contain

N
normative ['no: matrv] adj. having to do with usage norms

O

onomatopoeia n. the formation of a word by imitat​ing the natural sound; the use of words whose sounds reinforce their meaning or tone, esp. in poetry

oratorical n. characteristic of or given to oratory

oratory n. the art of an orator; skill or eloquence in public speaking

oxymoron n. a figure of speech in which opposite or contradictory ideas are combined

P

paradiastola n. in Greek poetic texts: the lengthening of a syllable regularly short

parallellism  n, the use of identical or similar parallel syntactical structure in two or more sentences or their parts

paranomasia n. using words similar in sound but different in meaning for euphonic effect

parlance  n. a style or manner of speaking or writing

periphrasis n, renaming of an object by a phrase that emphasises some particular feature of the object

personage n. a character in a play or book, or in history

personification n. the attribution of personal nature or character to inanimate objects or abstract notions

polysyndeton n. the use of a number of conjunctions in close succession

prosody n. 1. the science or art of versification, including the study of metrical structure, stanza form, etc. 2. the stress patterns of an utterance

proximity n. nearness in place, time, order, occurrence or relation

publicist n. referring to writing and speaking on current public or political affairs

R

recur v. to happen or occur again, appear at intervals recurrence [n'kArens] n. the instance of recurring, return, repetition

rhetoric n. L the art or science of all specialized literary uses of language in prose or verse, including the figures of speech 2. the art of using language effectively in speaking or writing 3, artificial eloquence

rhetorical adj. using or characterised by rhetoric

rhyme n. a regular recurrence of corresponding sounds at the ends of lines in verse

rhythm  n. 1. a regular recurrence of elements in a system of motion: the rhythm of speech, dancing music, etc. 2. an effect of ordered movement in a work of art, literature, drama, etc. attained through patterns in the timing, spacing, repetition, accenting, etc. of the elements 3. in prosody: a metrical (feet) or rhythmical (iambus, trochee, etc.) form
S

simile n. a figure of speech in which two unlike things are explicitly compared by the use of like, as, resemble, etc.
solemn adj. arousing feelings of awe, very impressive

sophistry n. in ancient Greece: the methods or practices of the sophists, any group of teachers of rhetoric, politics, philosophy, some of whom were notorious for their clever specious arguments. 2. misleading but clever, plausible and subtle reasoning

stanza n. a group of lines in a repeating pattern forming a division of a poem

suspense n. a compositional device that consists in with​holding the most Important information or idea till the end of the sentence, passage or text

syllepsis n. a term of rhetoric: the use of a word or expression to perform two syntactic functions, cf. zeugma

synecdoche n. a figure of speech based on transfer by contiguity in which a part is used for a whole, an individual for a class, a material for a thing or the reverse of any of these; a variety of metonymy

T

tautology n. needless repetition of an idea in a different word, phrase or sentence; redundancy; pleonasm

terminology n. the system of terms used in a specific science, art or specialised subject

trochee n. in prosody: a foot of two syllables, a stressed followed by an unstressed one

transfer v. to convey, cany, remove or send from one position, place or person to another

transfer n. the act of transferring

transference n. the act or process of transferring

Trasimachus n. Greek philosopher, together with Gorgius created one of the first schools of rhetoric in ancient Greece (c. 4 BC)

trope n, a figure of speech based on some kind of transfer of denomination

V

versification n. 1. the art, practice or theory of poetic composition 2. the form or style of a poem; metrical structure

Z

zeugma n. a figure of speech in which a single word, usually a verb or adjective, is syntactically related to two or more words, though having a different sense in relation to each
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