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NPEAHCJIOBHE

Tlpofaemu cTaARCTHRH B MocAeanee spema Bee Godee n Gonee np-
BAEKAIOT BRUMAHHE TEOPETHKOS HIBIKOBEJOB W JHTEPAaTYPOBREROB, Npak-
THKOB-TIPENOAABATENER POAROTO H HHOCTPAWHEX H3INKOE, NEPEROAYHKOB
C POAROro A3HKA Ha WHOCTPANHLHA H ¢ HHOCTPAWNHOrO Na pognoli, cocta-
BHTEAC Caomapell B WMpONAX Kpyrop unTateaell, matepecylomnxcs
npobaemami AamKoBofi Hopmm.

Y nac wagany monorpadus B yuelHuxd N0 CTHANCTAKAM anrauf-
CROFO, Hemenxoro u @pasnyscxoro usukos. Paors copetrcKux Anmr-
BHCTOB-CTHAHCTOR ITHPOKO H3EECTHH He ToALKO B Coretcron Cowse, Ho f
Aafego 3a ero npexenani. Meorne patoTd HAWEX YYCHWX NeperognTed
HE8 HHOCTPAHKLE AAHIKH.

Oanago pocofpll mo TeXAfKe CTHAHCTHYECKOTO awarnsa npousne-
AEHEA PA3NBUREX CTHAEN peun B B 0coBEREOCTH CTHAS XYROMECTBEHHOR
peuH oueHb Mad0. A €3 TaxuX NocoOH{I MHOTHE TEOPETHRECKHE NONOKe-
HRA CTHAHCTRKR 0CTAI0TCA abGCTPaKTHEMA, ARMERHENE npaxTHYecKOfk
HEHHOCTH. BENh TONLKO yMERNE BUASTL HeAb NPAMENEHAR RIBKOBHX
CPEACTB JlaeT BOAMONMHEOCTL r.nyﬁxe NOHATE COJIEPKANRR Iyﬂﬂ“mk—

{ HOTO NPOH3BEACHHA, B KOTOPOM, XaK M3IneCTHO, ¢opua ssusoBoro

rEMPAWERHA WIpaeT HemanoRaXmylo poas. Ho anaawsuponate $opmy &

Apouaae;{euuz CTOMT ANMIB TOTAS, KOTAA cOjAepmanie AeACTBHTEILMY
HEJAACTCHA 3RANHTEAbHLIM. A 3T0, B CEOIO O‘IEPEM; GuBaeT TOALEKO ToOria,
Koraa ¢Opl{3 COrMACHA ¢ COAEpRAHNEM, KOTAd OHA CYNECTDEHHO Zonoa-
HAeT 370 CopepmanWe, Korja oHa cama nocebe HeceT B celie onpejesen-
Hoe coobmense,

Tipeanaraenan patora «OnuTH CTHARCTHYECKOrO ZNaNu3A», HanH-
cannan na awraniickom usmxe, crapnT ceoefl sananell noxasaTs, Xak
NOMHO TOAKOBATE XYAOKECTBCHHEE NPOHIBLACHNA H KBKYO POIb Wrpaer
B HHX NPHEMEHEHRE CHEHHANLAKX CTHAHCTHYCCKUY CPeacts,

Muorse unrarenu, HACAIRAARCH COBCPWIECHCTROM POPMEL XyAOKELT
DEHHOTO HFOISRMHI!I. Hé B COCTORHHH OllPEE.C-ﬂIl‘ﬂ:, 4TO HMEHHO co3ja-
€T 3T0 HYBCTRO 3CTETHHECKOTO HacamKaenns. Habnwogenne say xapakre-
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POM HCTIONLAOBAHAS PAIHUHEX CTHAHCTHUECKHX NPHEMOB H ASHKODLX
CPEACTE NO3RGJAART TIYGOKO MPOHMKHYTL B 3amumces asropa u, Godee
TOre, NOCTENEHHO NPHYUdeT YHTATeNd BHAETH ONpejelenHyio HeJeHa-
NpaBAEHHOCTL B HCITOAR30RAHAH 5THX cpefeTs, Ot nabaogennil uaraTeanp
NEpPeXoANT K 0000meHHaM, CTAPaeTCA PACKPHTH CMHCA HCNOAL3OBAHHA
TeX, & He HHEX cpeiacTs. Popma CTAHOBHTCNA COLEPKATENLHON H HaUNHART
OCMBCAATLCH KAK HEUTO CNOCOGHOE HECTH B cefie HEXOTOPYIO KOMMYH Ka-
LHIO, BOAYHHENHYIO OCHOBROMY COACPHARNIO BLHCKAIMBAHNN.

Yro0H BHROTHHTL DOCTARAEHNYK) HaMR 3ajauvy, HeoOXOAHMO THA-
TeALHO NOAOGPATL MATEPRAA, HA KOTOPOM MOMHO NIPOAEMOHCTPHPOBATH
CONEPKATEILHOCTE GOPME H €€ neaepoe nasnavenne. 310 MoKeT OHTH
cledano Ha Goaee HIH MEHEe 33aKONTeHHLX TEKCTAX, TAK KaK NOHNMaHHe
HEJAOT0 — HelpeMeHHoe YCAOBHE aHaansa ero sacTH. TaxiaM saxonuen-
HEM H OJHOBPEMEHHO KPATKHM XYAOKECTBEHHEM NPOH3BEXCHAEN ABJA-
ercs coner, B «Onmtaxs pasithl getnpe conera lllexcnapa, mHpoko ua-
BECTHRIE COBETCKOMY 4mTatesmio no nepesoaam C, Mapmaxa. Kamuui
COHET NOABEPIHYT CTHAHCTHUECKOMY 8HAJTHIY ¢ padunx ctopod. Kamaui
BB NPOAHAAN3HPOBANREYX CORETOR NPOTHBONIOCTARIEH APYTOMY COHETY €
APYTEM XYAOKECTBEHHWM 34jannes, [TosToMy YHTATENO AEI'KO ClelaTh
BLIBOJ O R3ARMO3ARHCHMOCTH Gopmil W comepxanua B conerax Illexe-
nupa.

Mostuneckan popma ocoferno Muora coofmaer unrateaio. Hymuo
TOALKO YMETh €& WuTath., UyscTRopath ee mepoctatouno. Hymuo
NOHATh SAKOHW €¢ DYHKIHOHHPOBAKHS, ee NOTeHUHANBHRE BOAMOMKHO-
CTH, €& 3EBHCHMOCThL OT JIPYTHX CPRACTB A3MKA, B TOM WHCAe d Tax
HBa3HBaEMHX HeATPaAbILIX.

INostaeecknil ofpas ne o6u3aTedbHO OOAEKAETCS B CTHXOTBOPHYIO
dopmy. Ha xypomecTpennofi npossl nams pmOpaE OTPHBOK H3 «Pom-
pecteenckofi ITecwus Jlnxxenca — xapaxkrtepuctixka Cxpyama. Dror
BHOOp G TPOJARKTOBAH CAEAYIONEMH COOOpamenAsMH: a) OTPHBOR
npeacTapifer cofofil Bronne saxonuennoe weaoe; ) OH HACHIICH BH-
PRBRTEALHWMH CPEICTEAMH ASKLIKA H NOSTOMY JErKo NOAAALTCA aHAANIY;
B) BMa CRpyaxa wacto ynorpedaserca B anranfickolt xyjgomecTeennoi
H NYGRRUBCTATECKON JHTEPATYpe B KauecTRe a/NJI03HH H CTAA0 HOUTH
HapHIATEALHEM, B JesaTH a63amax Zano HCYEPNLIBAWNEE ODHCAHNE
STOTO MepConaXa, ero BHEMHOCTH W BHYTpeHHEro Mupa. ABTop cosgaer
ofipas CEpyKa ADKHMH, WHPOKEME MAskaMu, of ¢ Goapimofl chaol ¥
SMOUKORAITBLHOCTHIO BHPAKACT CROE OTHOPEHHE K 3TOMY Nepeonaxy. 3o
OTHOWEHHE NPOABASETOR B TEX CPEACTBaX, ROTOPHE aBTOpP oTOHpaeT, T, e.
B CHHTAKCHWeCKOf, HHTOHauMoHHof W CTHANCTHNeCKOR Opranpsanue
pucKasmpanni. Kamxanii absan nogsepraercs anainsy co BCeX yKasal-
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HEX CTOPOH, H B PESYABTaTe UATATOAb HANHHAET NOHEMATH, KaKHMH
cpe,uc'mauu aBTOp peanuayeT cBOM XYIOMECTREHHHN 3JaMuCea,

Anannsy STEX ARYX THIOB XYAOKECTHCHEHX NpoHsBelenwil npemg-
NoCcHano KPaTkoe TeopeTHueckoe Bpefenune. lleabio sToro BrejeHHA
SABAHETCH PACKPLITHE OGmmX 3axoRomepHocTell cooTHOmENHs Gopmu H
copepxanns. Takoe ppejieHHe B CTHANCTRUECKN] aBAIN3 ABAAETES Ypes-
Enuaflno BAKHEM, NOCKOALKY OHO DACKPHBAET NEpejl YHTATeNEM OCHOB-
HUE TONOHERNH SCTETREO-ARTEPATYPHOR B ARRTBHCTHUECKON HayxH B
Tofl ofacTH, TA€ 3TH JBE HaykH HepekpemuBanTcsd, o6pasys cBOEro
pojia cunTes. Hagectyo, 4To NPE WAYIENHE UHOCTPANRLX ABLIKOR BHEMA-
Hie HEBOALHO 3ajepuBacTcs Ha GopMe, NOCKOALKY OHA, HBJIAHCH HO-
BOM, €ue He NPHBHYROR, TPEOYET NPHCTAABHOTO PACCMOTPEHNREA W ARATH-
34 a8 nosnMannis coflepmannsn. Tpyasocts oceoenna wyxaof dopumm,
TaxuM o6pa3ON, ABIAETCH 3AM0TOM TOTO BHHMAHHA K QopMe BHCKA3LBA-
HHA BOOONLE, KOTOpo€ HeoOXOAHMO 1A NOHHMAHME XYLOMECTBEHHO-
snavimoli Gopupl BLpamennd.

Hacrosniee nocotne Jo0KHO SAHRTEPECOBATS B NTPodecCHOHANLIEX
nepesoaun KoB, I1poGaemu nepepojia HeNnocpeiCTBEHHO CRA3AHM C nepe-
Aaueli ocofiennocTell A3MKOBOTO BHpAKEHHS OPHTHHANE, & 9TO HEBO3-
MOKFO Oe3 CTHAECTHUCCKOTO 8HANN34 s3kika oparunaaa, Toapko Torza,
KOTi2 NOAHOCTRIO NORATA PoPMaE BEPAMERAS B €8 XYJ0MECTReHHO-5CTe
THuecKoll GYHKINE, BOSMOKEH ajeKBaTHHI nepepo] copepmanng Xyio-
WECTBEHROTO NPORIBEACHNAS,

«OnuTaly A0MKAE NOMOYH H YUHTENAM cpearelt mxoan, Tpusats
BRYC K 4TEHRI0 Ha WHOCTPANNNX A3MKAX MOMKHO TOALKU B TOM CAyuae,
KOPJa caMm nponece urenss jocrapaser yaosoabersie, Huoraa sto yio-
BOALCTEHE OOECTEUNBALTCH CAMAM CIOMKETOM NOPECTRORANYKE, HapACTARU-
€M RITEpeca K paspepruBamiMes cobuTiaM, IToapaseTes HABNK OLCT-
POCo YTEEHH, NPH KOTOPOM HHOTAA ONYCKAWTCR AeTANH W ocofieHRo Ta-
KHe, KOTOPHE COZepXaT b céle nosTHuecKoe onncanne GaxTon, spaenift,
Peagyantatom Tagero uyTeHHs Bepeixo Gupaer npenelpexnTenpnoe un
HERHAMATENLHOE OTHOWERHE K S3HKOBRM CPEACTBAM.

Yunurteds cpexneli mMKoAW ROANKHL NPHYTATE YYamBXCs BHHMA-
TEABHO OTHOCHTLCA K (POPME SSLKOBOFO BRPBXKEHNSA, TOHHMATE QY HKINH
Toft WA HEOA GoPME B NPABHALEO ONEHHBATL 3HaveHHe GopMu B A4H-
HOM AMTEDATYPHOM NpoH3Besenun. HeyMmenne nowsTh podb saWKosoro
BHPAKCHHE B XVAOKECTEEHHOM NPOHIBEACHHH HEPeAKO NPHBOAHT K
ApeIMePHOMY YBACUEHHIO HapounTo Gpockoil, pwuypuoll dopuoll, kKoTo-
pas B GOPMANHCTHRECKHX NPOMSBECHNNX 3aTEMHALT CaMO COACPIKANNE,
@ HHOIAd H NPUCTO BRIXOJMAIHBEET €50,

IoaeanoeTs Takoro NocoOHA HE OrpaHHYHBALTCH NEpPeyHCAeHHHME
BOGMOKHOCTIME €70 NCNoALsoBannn. Jlasnnelimee passithe Hayke o
ASHKe B YHCTO TCOPETHYECKOM DJAHE A0AXKHO GHTh OCHOBAHO Ha Tma-
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TEALHOM 3 BCECTOPOHHEM aHAMNH3€ A3LKOBRX (AKTOB B BX pasnoobpasHom
npuMeneris, CTHARCTHYECKH 2NaNH3 eme Malo NPRBJACKAeTCA B Kaye-
CTBE METOAA anaan3a GakTos s3mKa ¥ peud. H3BECTHO,9TO TEOpeTHHECKHE
paboTh No H3IWKOIHAHNI B cnoen GOALINNAHCTBE OrPaBMYNBAIOTCH pPaM-
Kamn npeanomennn. Bee, wto 2eXNT 32 ppeaeaami sToll eAN HNIN PRCKA-
SHBAHKA, PACCMATPHBACTCS KaK HE HMEIOUIEE OTHOIWEHAA K JNHTBHC TH Ke.
To.‘luo B CAMOE TIOCAENEE BPEMS S3HKOBEAM CTaAM 00pamaT, BHHMAHRE
Ha TEX HAasHBaeMmE cBepX-(Pasosue EANNCTEA KAK CAUHMUN BHCKA3H-
BaHHS, NOLJEKANE SHAAN3Y AMHIBHCTHYECKHMI METOAAMM, BKIIOUAR
cTpyRTypHo-cemantHueckue. [las stux pabor cruancraveckuii ananns
fBAReTes  ofasatennRofl NpEeANoCHAKOl YCHCWHOID CTPYKTYPHOro
ananusa. Toapxo nyvem puscHenns Gysxuuil OTAENBELX CTHARCTHNE-
CKHX Npiemop n obmefl OPrannsauuy BLCKAIHBAKES MOXKHO NOJXYYHTE
O0LEKTHBHNE JaNHHe 0 MOJeasX Gonee KPYNHLIX €AMHHIL peui.

B saxnwovenne nano Ro0asiTs, 470 CTHARCTHYECKHE aHain3 23b-
KOBOA TKAHK XYAOKECTECHBHX NPONGBEAEHHA B 3BAYNTEALEON cTeneny
noMoraer Yuamemyca H B HPSITREQCKOH oBaAajenin asuxom, Caosa B
BHP2XERNHsS, Hajl KOTOPHMA YHAMIEMYCS TPHXOAHTCR AyMaTsh, 4ToOH
PEWHTL Bonpoc 06 HX PYHKUNR W 3HAYECHHNX, HAL0JT0 3aNOMUHAIOTCH |
AETKO axTHBHaRpyIoTes, Tpeacrapaas coboll oMK K3 BoaMOXELX nyTell
HETEPTIPETALNN COREPHKAHNS BHCRASHBAHWS, CTHANCTHHecKMil aunanus
neOyKAGeT YNAMErocH BHCK23aTh CBOIO TOURY SPEHHA HA B3ANMOOTHO-
menie GopMm B CofepImanns B AAHHOM Tponsseennn. Ioseasercs cTa-
Mya Jas musoro obeysaenns. OnKT nposejenns 3auaTuil no cTHANCTH-
YeCKOMY 2Haanay yOeamTeabHO NoKaszand, uto npu obcyxaenun Gopyul B
€€ B3ANMOCBRSH ¢ cofepxKanneM H obmefi naeelt nponanelenny ynamuecn
CBOGOAMO NOALIORAIHCE paHee HaKONJIeHHWM caoBapes, dpazecnoruet
H KOBCTPYKUHAMH SHFABACKOTO H3WEKE H WHPOKO ACHOSHAAN WX HOBH-
M, NpEoGPeTenHbMH B NpPOLECCe WHTEPECHON TBOPYECKOR paloTw MR
TEKCTOM.
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INTRODUCTION

Much has been said and written on the problem of matter
and form. Maxims like “there is unily befween the conient
and the form in which this content is expressed,” have
been widely recognized and interprefed in many ways.*
But a great deal has been left unsaid.

The solution to the problem is still lurking somewhere
in the recesses of the inquiring mind of the literary critic
and the linguist.

The problem cannot be solved unless a workable defini-
tion of the terms is arrived at.

The term form, when applied to any linguistic level high-
er than morphology, becames obscure, uncertain, inadequate.
This is apparently due to the misleading use of one and
the same ferm for different phenomena — parts of a word,
words themselves as parts of larger units, senlence patterns,
and paragraphs.

Form is set againsi content and is therefore viewed
as something deprived ol meaning, or having a special kind
of meaning known as grammatical meaning. However there
are literary critics and linguists who venture to suggest that
the form of a word or of a larger unit of speech may have
its own independent meaning which is not confined to gram-
matical meaning.

This point of view, if carried too far, will lead to the over-
estimation of form and its significance in the utterance.
Matter becomes of secondary importance.

* See references in Slﬁk in Language edited by Thomas A. Sebeok,
The Technology Press of Massachuselts Institute of Technology, 1960.
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Analysing Henry James's creative powers J. Middleton
Murry justly remarks that Henry James “... paid the penalty
of an undue preoccupation with technique; with the decline
of his power of receiving a direct emotional impulse from
the life he desired to represent he transferred the object of his
inferest to the process of representation ... Technique begins
to assume a life of its own; ... a writer's impulse is derived
from his delight in contemplating the formal beauty of the
intricate design he is engaged in constructing; and this ghost-
ly, almost supra-sensual emotion will take the place of the
primary, originating emotion upon which a real vitality of
style depends.” *

Neglect of matter is disastrous. Poor content, insignifi-
cant ideas will make themselves felt despite the author’s
efforts to hide the fact by intricale stylistic devices. 11 will
be shown that this neglect of matter affects the form itself.
The form, completely or partly deprived of matter, grows
weaker.

On the other hand, form may be neglecled to a point
when it becomes just as dangerous as the neglect of matter.
In recent years however neglect of form in literary crit-
icism has become almost traditional. The vague generali-
zations, the abstract concepts which one finds in some pa-
pers on literary theory stem from too abstract a concentra-
tion on matter to the detriment of form, although form is the
only way to express matter. Such neglect is natural, for form
is, by its very nature, elusive. It is far more difficult to per-
ceive than matter, though sometimes maiter is obscured
merely by the inappropriate use of form. Matter is the main
vehicle of information—iorm is of secondary importance.
It is the servant of matter, but an indispensable servant.

At Tirst we do not pay attention to the form because of
the content. The form becomes perceplible only after a
thorough investigation of the role it plays in an utterance.
Form is evasive because it is multiple. 1t seems to be at one
and the same time an element of the structure and an element
of the content. It depends on the level of observation. Thus
an image in a literary work will serve as the form of an utter-
ance to one who subjects the communication fo an analysis
on a literary level. It will be matter to a linguist who inves-
tigales the composition of the image.

* J. Middleton Murry. The Problem of Style. Oxiord, 1925, p. 22.



The form is assumed fo be known. The matter is intended
o be mew. The form is sometimes likened to a vessel in which
the matter is served. But must form really be regarded as
something knewn in all styles of speech? To answer this
question it will be necessary to distinguish form in emotive
literature from thal in other siyles of speech.

In this connection it is inferesting fo quote A. A. Po-
tebnya:

“An image is adapted, ‘lested’ ... therefore an image
may be called an example ... in the sense that it gets ils
meaning by the mere process of adaptation (through the
process of exemplification), Thus a line of demarcation
is drawn between internal and exlernal poetical forms. All
that preceded the adaptation in the process of the under-
standing of poetical works is but its external form. Thus
in the proverb “No snow, no traces,” not only sounds and
melre constitute the external form but also the closest
meaning.” *

In poetical works words are said to acquire new signifi-
cance, sometimes entirely new meaning. This meaning
may not even be recorded in dictionaries. It remains as it
were on the outiskirts of the language. But this elusive
meaning is essential in a particular context. It is used
to convey the author’s ideas with poetic, as opposed to
logical, precision. The additional meaning is suggested to the
reader by its dictionary meaning. In other words, that which
was matler in ordinary speech becomes form in poetic
speech,

Is it possible with this concept in mind to say that form
does nol carry any meaning? The answer is no. There is a
peculiar inlerrelation between form and matier when form
is introduced as a primary meaning. In this case the cer-
respondence belween form and matter may sometimes
assume an entirely dilferent interpretation. In some ol
the contexts the correspondence will be of a complementary
character. In other conlexts it will be of a concordant
nature. Somelimes {he correspondence will assume an unex-
pected pattern as contrast, i.e., the matter will conflict
with the form. This conflict, be it repeated, is of a deliber-
ate character, not accidental, inasmuch as the author is well

* A. A, Potebnya. [z zapisck po feorii slovesnosti. Kharkov, 1805,
p. 30,



aware of the discrepancy between the matter that he is deal-
ing with and the form that this matier is moulded into.

Hence, the term correspondence does not cover all the
possible relations which may exist between matler and ex-
pression.

The problem of matter and form should not be confined
only to the notion of correspondence. The analysis of a
varied. range of poetical and non-poetical works shows that
the actual problem lies elsewhere—does form make itsell
felt acutely or, on the contrary, is it dimmed by the over-
powering eifect of matter in the utterance? In other words,
does matter or form take precedence? Indirectly this prob-
lem is connected with one of the problems of the theory
of information—the problem of Rredictability.

Erroneous to my mind is the notion that the smaller
the degree of predictability of form, the greater the degree of
information which can be derived from the utterance. This
notion stems from the convicltion that all that glitters is
gold. 1 cannot but admire the following idea expressed by
A. A. Polebnya: “If our attention is caught by the word, eve-
ry obscurity, every marked uncommonness of the word dis-
tracts our attention from the matter, Only transparency
enables language to function lightly, powerfully, aesthet-
ically.” *

Uym:nmmonness of form, just like any other kind of
uncommonness, arrests the thought, makes it aware of some-
thing that does not find an immediate solution, and though
it sharpens the intellectual powers, the mind is deprived
for the time being of the perceplion of the content and of
the aesthetic value of the utterance. All this comes later in
the process of solving the riddle of the form in which the idea
is embodied. Some linguists, men of letters, lilerary critics
and others engaged in searching for the keys {o the mystery
of poetical creation, maintain that after such efforts of the
mind, after dissevering the Gesfali ** of the poetical work, .
the aesthetic aspect becomes more apparent, more vivid, :
more effective and therefore more rewarding. Some even go so
far as to maintain that it is only through this process that the
real cognitive power of the mind can be awakened.

* A. A. Potebnya, op. cit., p. 146,
** A new fierm signifying an integrated whole with properties
not derivable from its parts.
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This aspect of the problem of matter and form brings us
to angther problem, feeling and thought. These are also gen-
erally set one against the other. They are antidotes.

The process of thinking is markedly hindered by the
inclusion of any element of feeling and, vice versa, feel-
ings may be greatly suppressed by the working processes
of the mind. Much has been written on this subject and 1
presume there is no need to subject it to a detailed philo-
sophical or psychological analysis here. Lines from Shake-
speare's Much Ado About Nothing will express this idea
emotively:

Silence is the perfectest herald of joy;
1 were biit little happy if 1 could say how much.

It seems to me that in setting ideas against feelings
there is overemphasis of the natural oppositions of the two
concepls. In reality they are not opposed fo each other so
straightforwardly, but are interconnected in many diifer-
ent ways. Anything that has assumed the form of an utter-
ance must have passed through the mind, must have gone
through the intellectualizing powers of the mind. Of course
that intellectualizing power to some extent diminishes the
intensity of feeling. Moreover, it changes the character of
the feeling, attaching to it a kind of alien touch (i. e. the
cognitive element, the element that is strange lo leeling, of
which the feeling is fully or partially deprived). The feelings
that have gone through our mind do not cease to be feelings.
However they are refined by thought. They become more
acule, richer in variety, deeper in essence and more exact
inasmuch as they have been expressed in terms of language.

But can the specific character of the emotive meaning
be expressed in terms of language or, as in music, in tegrms
of notes and bars? Must it only be hinted at and leit unex-
plained, or should it be made explicit in music that the
ideas are prompted by the feelings roused through sotund com-
binations? The sounds do not hinder the natural faculty of
the mind from seeking a solution with the help of previous
experience. It is our former experience that calls forth both
the understanding of the phenomenon in question and the
feelings that accompany the mental processes from the reces-
ses of our mind.

It can be proved that all emotions experienced by us
pass through our mind. The impact which is produced by the

11
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“concord of sweet sounds,” finds response in an attempt
fo grasp the meaning conveyed to us by this concord. Tge
meaning, whatever il may be, is so far explained in terms of
language.*

The proof is in the lines just quoted above, The power
of feeling lies in the expression chosen. The depth of feeling
can never be adequately conveyed by geslure or expression
of the face or any other means of communication except lan-
guage. In denying words the overwhelming power {o express
feeling the poet shows this power through words. The lack of
an appropriate {erm to express what the poet wants {o ex-
press does not show in any way the imperfect character of
language. Periphrasis has taken upon itsell the burden of
expressing what has not been expressed in separate words.
Feelings are synthetic, massive, uncritical, whereas ideas
involve analysis and confine themselves lo the general and
the necessary.

The emotions that are reflected by linguistic means are
not genuine emotions, but hall emotions. This is an impor-
tant conclusion drawn from the speculations on the inferre-
lations of thought and feeling and correspondingly of the
expression and the idea. The filter of the mind changes the
massive and uncritical character of genuine emotions into
the most subtle and refined of “intellectual” emotions. They
have undergone some changes due fo the process of interpre-
tation which cannot be defined.

They are too universal or, fo use a more proper term,
they are too broad in their application fo be reduced to
only one definition.

On the other hand, they are too mullifarious in their
appearance to be confined to only one interprelation.

This, however, does not imply that the actual understand-
ing of the role of emotions in the utterance becomes vague.
Just as thoughts must have something in common to be able

"o cireulate in society in the form of linguistic terms, so must
it be with feelings. They must have something in common to
be understood, controlled, and restrained by the enormous
power of the human mind. This common nature of emotions
is predetermined by the life of the community, by the whole
experience of mankind.

* See also Ed, Stankiewicz. Prablems of Emotive Language.
Approeches o Semiotics. Edited by T. Sebeok. Mowlon & Co.
The Hague, 1964,
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The cognitive power of our mind is predetermined by
the level of scientific research. Even the seemingly unre-
strained flights of fantasy are circumsecribed by the achieve-
ments of science. This limiting power of our mind bridles
the alleged power of our feelings and reduces them to control
of the mind. Our thought, as V. G. Belinsky has it, “...is an
intermediary between us and the object of our investigation
... depriving us of the direct feeling and thus of the subjee-
tive inferences fo bring us back to the feeling that has already
gone through our mind. It is necessary in all spheres of know-
ledge—and in the understanding of art as well.” *

Thought that has mastered feeling becomes, as il were,
sharpened and somehow influenced by feeling, and an utter-
ance so produced is sald o acquire some kind of emotional
colouring. In fact it is the fecling that contributes to the
information carried mainly by the actual words used. This
confribution o the logical meaning is sometimes called the
emotive meaning of the utterance. In some cases it is im-
possible to define which of the elements of the utterance
bears the main bulk of emotiveness. Those who have fried
to define the various functions of the elements of language
at different levels (phonetic, morphological, lexical, phraseo-
logical, syntactic, stylistic) have done much to single out
such forms which possess the power to generate emo-
tiveness.

They have proved that in language there are certain cate-
gories of morphemes, words and combinations of both
morphemes and words, as well as stylistic devices, which are
distinguished by their faculily to generate emotive meaning
and inject it into a part or the whole of an utterance.

So far these devices ol language have not been viewed
as a definite system. True they are pointed out and men-
tioned here and there in linguistic research, but not presented
as a separate system.

This, then, has so far been the fate of emotive meaning.
I is recognized, but is still regarded with suspicion when the
system of language is under observation. Linguists would
rather push the problem of emotiveness to the border of the
system, somelimes even going lo the exireme ol declaring
emotiveness to be oulside the system and belonging {o extra-
linguistic calegories.

LS Belinsky. Sobranie Sochinenii v 8 fomakh. Moscow,
GIKHL, 1948, v. 1, p. 411.
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It is essential now not only to recognize the emotive
power of language but also to establish a system of elements
that generate emotiveness. So far such a system has not
been discovered and is therefore denied.

In spite of the nebulous nature of emotiveness, its
forms and [unctions, its devices and the effect it may have
on logical communication, there emerges a more or less
clear-cut ¢lass of words—interjections which are charged
with emotive meaning. In traditional linguistics they are
even hallowed into the rank of a part of speech.

Ar peculiarity of words of this class, and this holds true
of any language, is that anyone of them may represent an
independent utterance. The force of such words is so great
that sometimes they overshadow the logical communication.
The reader (and especially the hearer) of a communication
which contains an interjection will unwittingly be subjected
to the influence of this element of the utterance. Its power
depends on its juxtaposition.

At the morphological level there are special elements
that play the same parl as interjections. But their influence
does not go beyond words. The so-called diminutive suf-
fixes (nol a very exact term because the emoliveness of
words with such suffixes is not confined to the concept
of diminutiveness) -cule, -el, -ette, -ie, -in, -kin, -let,-ling,
-ock, -ule, -y, with the variety of nuances of emotive mean-
ing that they carry, will only contribute to the logical mean-
ing of the word itself. The contribution, on the other hand,
can be of so considerable measure that it may, as it were,
overshadow the logical meaning of the stem. In this case the
power of the emotive morpheme can be extended. There are
cases when the power of the suifix is so greal that it extends
its influence 1o the whole of the utterance. Generally though,
the emotive power of the emotive morpheme is confined, as
it should be, to the word.

But when we try to extend the investigation of emotive-
ness to other levels of language we meet with some obslacles
that are difficult to overcome. These obslacles sometimes
emerge Jfrom mere lack of observational capacity on the part
of the scholar, or from a deliberate neglect of the problem.

However, at the phonetic level there are some already
established and recognized devices for injecting an emotive
element into the ulterance. These are special arrangements
of sounds in words and in the whole utferance, the aim of
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which 'is to give additional information. To the purely
phonetic level belongs also that peculiar arrangement of
the utterance which, unlike ordinary speech, is subjected
to a more or*less rigid scheme of stress alternations, i.e.,
rhythm. Rhyme, pause, expansion of syllables, oversiress-
ing, whisper, and the like should also be treated as positive
signs of the presence of emotive meaning in the ulterance.
A mere statement that these phenomena are not unconnected
with the sense, though significant in itself, does not specify
the exact role of such elements in the system of communica-
tion.

We are now able {o make the following inferences from
our general remarks on the interrelations between feeling
and thought.

No linguistic form used {o express the idea of the uffer-
ance is unconnected with the idea itself.

Every linguistic form used to express the idea must carry
a modicum either of sense or emotion.

Every linguistic form used in an utlerance assumes a
new quality, sometimes almost imperceptible.* This new
quality of the form may sometimes be contextual and is
responsible for the tinge of emotional element present in the
utterance.

Emotional elements constifuie a definite system which
unfortunately has not yet been specified.

In some passages of poelry and emotive prose these
elements play an important role that it is next to impossible
to overlook. The emotive elements in these types of utterance
have been abundantly dealt with in many works of liter-
ary criticism. Poelry and emotive prose are in fact an inex-
haustible source of emoliveness. Reading through well-known
poetical works and some of the artistic passages of emotive
prose over and over again one cannot help marvelling at the
new insight info the logical meaning which is generated by
the emotive meaning contained in the linguistic forms. Some-
times this nolion is carried so far as to suggest that the
aesthetic perception of an artistic piece of emotive prose is
derived mainly from the form in which the matter is moulded.
The form itsell can generate delight provided that it is
in full concord with the idea.

* Cp.separate words and words in an utterance, diifereni pho-
nemes in actual speech as compared with those of the language, ete.
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It must be born in mind that unless the matter which
is somelimes deeply buried in the form proves worthy of the
energy required to extract it, no form will be able to generate
aesthetlic value and will therefore be deprived of emotive
meaning.

Another aspect of the same problem is that the aesthetic
value can only be appreciated through repetition. Spontanei-
ty isthe foe of aesthetics. The aesthetic value can be properly
estimated by a slow and gradual process of absorpiion of the
additional information contained in the form. Therefore
what we take for beauty at first sight is not true beauty.
Form must be studied by a slow process of dissection. When
this is done, the matter begins to display its depth or shal-
lowness, its eternal or transifory character, its logical or
figurative interpretation.

16
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PART 1

Four Sonneils by Shakespeare

With thése preliminary remarks about the nature of

form and its relation to matter we shall here iry to subject
four sonnets by Shakespeare to an analysis which is sometimes
not consistent with the purely linguistic aspect of the
_analysis of form.
*  The sonnet is a literary composition complele in fourteen
lines. It is short and at the same {ime is not devoid of the
definite compositional devices which generally characterize
literary work of greater dimensions. The sonnet expresses
a generalized concept of an individual life experience. Each
sonnet is, therefore, a single utterance which may be regarded
as a self-contained micro-literary work in which all the typ-
ical features of any literary work in general are patierned
and presented on a reduced scale,

Shakespesrian sonnels are superb both in form and con-
tent. A great volume of emotional charge is always blended
with rational elements. Only the genius of Shakespeare could
display the enormous powers of human intellect in struggl-
ing with the devastating and devouring flame of passion.;,
In this struggle the reasoning powers always take the upper
hand. The emotions, violent though they may be, are unable
{o shatter the logical arrangement of the utterance. The form,
bridled by the idea, grows into an additional source of com-
munication and begins to fulfil its part. The following anal-

ysis is only a humble attempt to say what so!faf Has beefi-~

unsaid. ;’J‘;Q.Ug_g_:/ o
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Sonnet 21

So is it not with me as with that Muse,
Stirr’d by a painted beauty to his verse,
Who heaven itsell for ornament doth use
And every fair with his fair doth rehearse,
Making a couplement of proud compare,
With sun and moon, with earth and sea’s
rich gems,

With April’s first-born flowers, and all

things rare

That heaven's air in this huge rondure hems.
O, let me, true in love, but truly write,

10. And then believe me, my love is as fair

11. As any mother’s child, though not so bright
12. As those gold candles fix'd in heaven's air:
13. Let them say more that like of hearsay well;
14. I will not praise that purpose not 1o sell.

%

Eoe XN @k koe

The analysis of any piece should begin with an atiempt
to grasp the idea expressed by this particular utterance.
The interpretation of the idea of this sonnet will not require
much effort on the part of the reader.

It lies on the surface. The poet is merely stating ihe fact
that he does not approve of those who use language as a tool
to embellish their ideas, and that he himself would not do so.
His principle is to use the language that is irue to life. Life
is beautiful and needs no additional ornament. This idea,
though not new, is here embodied in a form that brings
forth a new aspect of the idea itself. In other sonnets as well
as in his plays Shakespeare deals with the same problem but
every time in a slighily different way. In sonnet 130, for
instance, the poet mocks at those who use ornament in depict-
ing their beloved and maintains that such poets “belie their
fairs with false compare.” Life is more beautiful in its actual
and realislic presentation than in forms disguised by lan-
guage terms and false parallelisms.

The sonnet deals not only with the ways and means of
writing poetry but also to some extent reveals the attitude
of the writer to art in general.

How do we arrive at this idea? Have we not assigned to
the poet something that he did not say and, what is more,
had no intention of saying or perhaps even hinling at?
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This question can only be answered aiter a thorough anal-
sis of every linguistic means and stylistic device used
n this sonnek.

In the first line of the sonnet the word ‘Muse’ is nsed in a
metonymical sense to designate the poet. But why is this
word spelled with a capital letter? What is meant by the use
of the demonstrative ‘that’? According to Webster's New
International Dictionary the word ‘Muse’ means:

“1. One of the nine goddesses ... who preside over song
and the different kinds of poetry, and also the arts and sci-
ences;—often in pl. 2. (often not cap.) The inspiring goddess,
or special genius or style, of a poet. 3. (not cap.) A poet;
also his or her poetry.”

There is slight difference in the definition given by the
Shorter Oxford Diclionary:

“... 2, (with or without capital) a. Chiefly with possessive:
The inspiring goddess of a particular poet. Hence, his par-
ticular genius, style, or spirit.”

The definitions of the word ‘Muse’ in both dictionaries
suggest that it is used in two senses: the poet himself and
the style, the spirit of his poelry. To mv mind, it is to the
word ‘that’ that prominence must be given. 11 is used to spec-
ify the author’s attitude to the embellished verse, his detach-
ment from it. The demonsirative ‘that’ gathers derisive
nue;lnce of meaning by being torn away from its correlative
iw 0.‘

The inferpretation given above ol the first two lines
of the sonnet demands a corresponding presentation of the
rhythmical pattern, because it is due 1o the latter that we
begin to realize what parts of the utterance are given promi-
nernce. ’

The iambic pentameter is violaled in several lines.
The violalion assumes an informative quality. It contrib-
utes to the effect the poet sirives for. Of course the attitude
of the poet towards art in general is revealed through the
meaningful elements of language, i.e., through words and
their combinations, but it is also backed up by metrical de-
vices. The first line has instead of the necessary five heavy
stresses only four. The word ‘nol’ has the primary siress in
spite of its nature which demands a secondary stress, even in
emphatic positions, i.e., where it is metrically stressed. The
other heavily stressed elements are the personal pronoun
‘me,’ the demonstrative pronoun ‘that,” which together with
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the word "Muse' forms a spondee foot at the end of the line.

The effect is still more enhanced by the rhythmical inver-
sion with which the second line of the sonnet begins.*

The fthree syllables are successively given primary
stresses—’that ‘Muse 'Stirr’d—making each of them sound
emphatic, significantly charged with implications, and inde-
pendent. The pauses between them grow longer as is always
the case when two syllables are equally stressed.

The second line is, like the first, characterized by the
omission of one of the scheme stresses: it has only four
stressed syllables.

There may be two possible renderings of the third line
according to the metrical design of the line. Let us examine
the word ‘itsell” in this line.

It seems to me that this word should be stressed because
of the general emotional charge of the sonnet. So strong is
the author’s scorn for those who are addicted fo embellish-
ments in their verse thal it is next fo impossible not to
stress the only word that carries the pofential emphasis of
the utterance. Consequently, the syllable ‘-seli’ takes the
primary stress and the whole line becomes four-stressed, the
stressed svllables being "heaven, -self, ‘or-, "use.

There is no room for a more detailed rhythmical analysis
of each line, though such analysis would undoubtedly reveal
definite regularities in the correlation of the metre and the
idea of the sonnet. However it will not be out of place 1o
note that the number of stresses in the lines of the ociave, on
the one hand, and that of the sestette, on the other hand, is
in accord with the general evaluation of that additional in-
formation which is embodied in the formal elements of the
sonnet. Thus, for example, the lame rhythm of the first eight
lines in which ‘that Muse’ is dealt with, gives way 1o the
more regular, pleasing rhythm of the sestette which, accord-
ing to the idea of the sestette, deals with the author's Muse.

The first line of the sestette has a flowing, regular
iambic pentameler rhythm: five siresses falling where they
ought to fall; the second line has only one modification,

* The first foot is trochaic. But to my mind it should not be called
so inasmuch as trochee is a special kind of metre and not an accidental
change. The latier should be given a special name. Here the term
rhythmical inversion seems to be appropriaie to the occasion. Rhythmi-
cal inversions just as spondees and pyrrhics are here and henceforth
neant as modi{iers of the accepted metre.
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a rhythmical inversion in the fourth foot called forth by the
necessity to set the words ‘my love’ against ‘his fair’ in the
fourth line. In this combination both syllables are equally
stressed, giving the line a spondeic foot. The third line of
the second hali of the sonnet has again this flowing, regular
rhythm undisturbed by the irregularities which appeared in
the first line of the seslette; no modifiers of any kind.*

The fourth line of the sestette has again assumed the lame
rhythm characteristic of the octave. The second foot of
this line is spondeic. The word ‘gold’ is heavily stressed form-
ing with the preceding scorniul ‘those” and the following
word ‘candles® three syllables siressed successively. And
justly so. The moment the author’s mind is directed towards
the painted beauty—the periphrasis which stands for every-
thing that is artificial—the rhythmical design of the line
echoes the lame rhythm of the octave.

The same can be said about the two epigrammatic lines.
The last line but one which refers our minds to ‘that Muse'
is again characteristic of the so-called lame rhythm. In
fact there is hardly any regular alternation of stressed
and unslressed syllables al all. Almost all the syllables
(8 out of 10) are stressed though not equally. The rhythm
assumes a broken quality.

The last line which deals with the Muse of the author
is in conirast to the preceding line. It is more flowing
and rhythmically euphonic, although it is not deprived of
some modiliers of the rhythm. The word ‘not’ which carries
the main modal effect of the contrast is heavily stressed.

The inferences from this rather skeichy analysis of the
rhvthmical design of the sonnet can be summed up in the
following words: whenever and wherever the author speaks
of the poets who are apt to embellish their language when
expressing themselves and their feelings, the rhylhm is ar-
tificially uneven, deliberately jerky, lame. The modifiers
of the rhvthm are justified by the derisive and scornful atti-
tude of the poet. When speaking of those poets who ‘truly
write,” who are simple and natural in perceiving the realitics
of life, the poet uses a flowing, easily perceptible euphonic
arrangement of syllables. The varying rhythmic pattam is
x-asily accounted for by the reference to ‘that Muse.’

* There are of course some almost imperceplible variations
in the character of the stresses that fall on the schematically proper
places. But they can practically be ignored here.
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When we turn our mind to the words the same correlation
between form and confent can be observed. In the oclave
which deals with the ‘painted beauty,’ the choice of words
is marked with the same regularity and consistency: the
predominance of archaic or obsolete, or highly literary
or conventionally poetic words. Indeed such words as
‘Muse,” ‘ornament,” ‘rehearse,” ‘couplement,” ‘proud
compare,’ ‘heaven’s air,” ‘rondure’ ‘hem’ are markedly
literary and were so in the times of Shakespeare and there-
fore were not in ordinary use.

Even such words that now seem quite common, i.e. not
coloured with a specifically stylistic tinge, as ‘April’s
first-born flowers,” ‘sea’s rich gems' and the like assume a
definite stylistic value, carry a certain amount of additional
information not confined to the logical meaning they general-
ly convey to the reader. They become somewhat poetic and
convenlional. Perhaps this is the influence of the environ-
ment of other poetic words or word combinations proper.
The influence of the context in this case can hardly be over-
estimated. Bul whatever the cause, these words also contrib-
ute to the general effect achieved by the purely ink-horn
terms scattered in the octave.

When we turn to the analysis of the vocabulary of the
sestette we cannot fail to observe the purposely contrasted
choice. Almost all the words are simple, plain in meaning,
commonly used and naturally effective. The effect of the
choice of words is almost impossible to account for in lin-
guistic terms and it is only through conirast choices, the
seiting of one row of words against the other, that the real
stylistic evaluation of the two may be perceived. The sim-
plest observation ol such words as ‘let me,” ‘true love,”
‘truly write,” ‘believe,” ‘fair’ (used as an adjective), ‘moth-
er,” ‘child,” ‘bright,” shows that for an expression of the
author’s feelings the most common words and word combi-
nations were chosen.

The last line of the quatrain however seems somehow
different. The words ‘gold candles,” ‘heaven's air’ seem
to be in stylistic contrast to the rest of the vocabulary. But
it is not so. The derisive attitude of the writer {o such means
of emphasis is best revealed in the use of the pronoun ‘those.’*
It is well known what a strong intensifying meaning the

* Cp. the use of *that’ in the [irst line of the sonnet.



word ‘those’ bears in some contexis. Being placed in a
mefri€ally stressed position il is made still more conspic-
uous by the derogatory emotions that this word carries
alongside its logical meaning.

The epigrammatical lines are also built on the same
pattern. The first line speaks of those who are under the
charms of the ‘painted beauly' and therefore the choice
of vocabulary is in full accord with the tastes of such poets.
Particularly significant are the words ‘hearsay well.” The
conclusive line is as simple and straightiorward as are the
words in the first four lines of the sestette.

Passing over {o the syniactical pattern we must first of
all state that the octave is far more complicated than the
sestette. The use of long periods with present and past
participles in the function of connectives belween sentences
is positively bookish (not colloquial). The word order is
far from being simple or ordinary. Such inversions as
‘things rare’ and the place of the verb ‘to hem' at the end
of the senlence also contribute fo the elevated eflect aimed
at by the author,

Among other syntactical peculiarities of the oclave
which are conspicuously lofty is the use of a siylistic device
known as polysyndefon. The repelition of the word ‘with’
three times in two successive lines makes the whole utterance
sound monotonous though it simultaneously gives a greater
prominence to the pairs of words connected by the copulative
conjunction ‘and.’

The sestette, on the conirary, has a very simple syntac-
tical design. The first two lines of the sestette are connected
by colloguial ‘and then.” All other connectives are also sim-
ple. ‘As,” ‘though’ are the only conjunciions used in this part
of the sonnet. -

The polysyndelon is a peculiar syntactical stylistic
device. It is implicil nol only from the point of view of
the rhythm, but also from the indirect, semantic implica-
tions. The repetition of “with’ al the beginning of the line io
connect the most conventional symbols of beauty (sun, moon,
etc.) forcibly imposes on the reader a definite type of inlo-
nalion: that of tediousness.

Here again arises the old problem —whether such infer-
prelation is dictated by the form itself, The answer is the
alternative question—what other inferpretation of the delib-
erale use of the polysyndeton mayv be suggested?
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Let us try through transformative analysis to replace
the seemingly redundant ‘with’s' by pauses. In this case
we shall get the following syntactical structure of the utter-
ance: ‘With sun and moon, || earth and sea’s rich gems,
|| April’s first-born flowers, and all things rare.’

The touch of derision perceived through intonation is
lost, Consequently, the intonation of a tedious repetition
of hackneyed trivial symbols of beauty is primarily prompted
by the repetition of the word ‘with’ in combination with
the, conjunction ‘and” that pairs the symbols.

In considering the almost imperceptible additional
information which sometimes colours the utterance emotion-
ally, and sometimes contributes 1o the sense of the utlerance
one cannot avoid using the term implication. For want of a
better term we shall use ‘implication’ as a synonym of addi-
tional information.

Implications generally are of two kinds: emotional and
logical. The logical aspect is the one that carries additional
semantic information not revealed by the meaningful words
of the utierance. The emotional implication is carried fo the
reader by both meaningiul and formal elements.

Under meaningful elements of language we include all
kinds of interjections and exclamatory words and phrases.

It has already been pointed out that the power of inter-
jections extends over the whole ulterance, parlicularly
when they open the utterance. So in the sestette the beginn-
ing is marked off by the interjection ‘O’ followed by a rather
long pause indicated by the comma. This interjection col-
ours the whole of the sestette. And strange though it may
sound, the octave, thal aims at emotiveness and therefore
employs various means fo atiain it, fails fo convey this ef-
fect. The reader remains unaffected by the devices used and is
niot touched by the elaborate form of the octave. The sestetle,
on the confrary, can hardly be said to employ any special
stvlistic devices but it drives home the emotive effect most
forcibly.

Of course this is achieved nol only by the use of the inter-
jection ‘0.’ There are other means which have already been
alluded to. One of them is the emolive meaning of the pro-
noun ‘those.” The other is the simile ‘not so bright as.’
The third is the metaphorical periphrasis ‘gold candles.®
This stylistic device aims here at a mocking effect. The
reader cannot help fecling the very strong derisive attitude
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of the poet not only towards such “{affeta phrases,” {o use
Shakespearian words, with which the octave abounds, but also
to the devices that are typical of and sometimes even indis-
pensable to the ‘painted beauty.’ One of the most popular
stylistic devices used in poetry is undoubtedly the simile.
Shakespeare, rejecting traditional simile as ‘proud compare’
introduces none in the sestetie. The identiflication of ‘my
fair® with ‘any mother’s child’ is not a simile inasmuch as
it does not involve objects of different classes in the orbit of
comparisorn,

In conclusion we should like to peint to the semantic
aspect of the words used in the sonnet.

It is interesting to note that the words of the octave
are for the greater part not used in their direct or primary
meanings. Indeed. Such words as ‘muse,” ‘painted beauty,’
‘verse,” ‘fair,” ‘rehearse,” ‘heaven’s air’ are all used either
in a {ransferred meaning or in one of their derivative mean-
ings.

The words of the sestette, on the contrary, are all used
in their direct and primary meanings. The only exception
is the ‘gold candles’ which was dealt with above.

Sonnet 90

Sonnet 90 has been chosen for analysis because it is
written in a manner quite different from the one just anal-
ysed. Here it is.

1. Then hate me when thou wilt; if ever, now;

2. Now while the world is bent my deeds to cross,

3. Join with the spite of fortune, make me bow,

4. And do nol drop in for an after-loss. .

5. Ah, do not, when my heart hath ’scaped this
SOTTOW,

6. Come in the rearward of a conquer’d woe;

7. Give not a windy night a rainy morrow,

8. To linger out a purposed overthrow.

9. 1 thou wilt leave me, do not leave me last.

10. When other petty griels have done their spite,

11. But in the onset come, so shall 1 taste

12. At first the very worst of fortune's might.

13 And other strains of woe, which now seem woe,

14.  Compared with loss of thee will not seem so.
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This sonnet unlike sonnet 21 is very emotional, emphatic,
stronger in feeling and more stirring. This can be felt.
It remains fo be proved that it is so.

The form of the sonnet as a whole does not follow the
pattern. The matter is not divided between the oclave and
the sesfetie. There is no contrasting of ideas—only one idea
runs through the entire sonnet. The reader gels the impression
that the emotional surge is so violent that it breaks down the
conventional form in which the feelings must be expressed,
As usual, all patierns give way when the emotive aspect
takes the upper hand. This of course does not imply that
the f_-mculi::maf1 cannot, in its turn, be made to greater or les-
ser degree schematic. It also has its forms and patterns
{hou% much broader than the corresponding logical patterns.

e emotional aspect of the utterance can be also fraced
in the rhythmical arrangement.) It breaks away from the
iambic pentameler scheme to a far greater degree than in

the previous sonnet. There we can account jor some of the,

modifiers of the rhythm, such maodifiers as carry a modicum
of logical or emotional information, that enable us o
seek the reason of the violation in the given form of the ut-
terance.

In this sonnet the violations are so numerous that it is
practically useless to account for each and every modification
of the iambic pentameter. In fact these are not violations of
the rhythm but the infroduction of a specific rhythm that is
only basically iambic.

The rhythmical design of this sonnet can be presented
in the following graphical form, where the figures indicate
the number of syliables in the line, symbol || stands for.a

pause equal {o the length of a syllablx,svmhol =1, of the ||

l o o Tl | N l-—*—- 10 syllables+2 pauses— 1.5 syl.
luu'—u ' \_I'_\_"' =10 * +1 pause= ns"
Luu—u—un“u*’—]ﬂ 24 'f‘[ s T
uu\r NP N S u"': ]0 ¥ =10. o

Bt o™ st =11 ” 42 pauses=125"

‘-J‘vu-'—uuu“"u“t'z 10 B =10.0"*
?-_I\JULU_"\JJ'\./‘_"\_/ ]I " =110 x
B\J'\J\JU'\_I\_I\.J"—]O 3 =100 u:
Bt A 1 * 41 pause=—10.5 "
10 u";'ulu—'u'r'u‘—"= 10 ® =100"

* See analysis below, p. 27.
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1. ool ~=10 syllables -1 pause=11.0 syl.
l?-w—"uvu', u""’\/LZ 0 < =100 *
13.w "u’ \.)“r' l,\_/—l : '—310 L '“'.I pause=—= 105 .
Koot =10 1wkl 7 =™

The first thing that strikes one’s ear is the contamination
of the iambiec rhythm with a trochaic variant. Five of the
fourteen lines begin with the frochaic foot instead of the
iambic. We may of course also call them rhythmical inver-
sions of the iambic rhythm.* But wherever we encounter
numerous deviations from the accepted metre, and provided
that these deviations %_row into a regularity we say that there
is more than one rhythm present. In this case a combina-
tion of iambus and frochee.

Another striking peculiarity of the rhythmical structure
of this sonnet is the time beat of each iambic line. Pauses
as meaningful elements of the utterance here assume a far
grealer significance than usual. They, as it were, grow into
the consiructive element of the rhythmical design of the
sonnet. The longest pause in verse always comes at the end
of the line, except when we have enjamb(e)ment, i.e., the
overflowing of a syntagm into the beginning of the next line.
(See” Tor example lines 11 and 12.) The longest pause is
generally indicated by #. We do not show such pauses in
our graphical interpretation of the sonnet because they ap-
pear regularly. In the first line the pause indicated by
|| comes in the middle. It breaks the line into two parts
making each of the parts more lengthy and therefore more
conspicuous. Line 5 is especially long: 11 syllables--pauses.
Here length becomes a constructive factor. In line 5 after
the inferjection ‘Ah* comes a prolonged pause which almost
equals to two syllables and makes the line almost equal to
13.5 syllables. :

The design of the sonnet signals to the reader a high
degree of emotional tension. The emolive meaning of the
utterance suggests also a definite idea about the poet's
state of mind. He is supposedly overcome by the surge of
emotions. These are reflected by the pauses between the words
and prolonged vowels in the words.

Though this sonnet is nof semantically divided into
the traditional octave and sestette, it can nevertheless be

* See p. 2



split into these two conventional parts from the point of
view of emotional inierpretation.

The emotional element in the oclave, as has been already
pointed out, manifests itself most fully in the change of the
rhythmical arrangement of the lines. This arrangement is
evidently called forth by the peculiar syntactic patlern of
the sonnet. Six lines of the octave confain verbs in the imn-
perative: ‘hate,’ ‘join,” ‘make me,” ‘do not drop,” ‘do not
come," ‘give not.” They all begin the sentences.

It is interesting to note that this surge of emotional
tensign greally subsides in the sestette. There we find only
two imperatives and their impact is not so strong as in the
octave, It is perhaps due to the character of the distribution
of the imperatives. The first of the imiperatives in the
sesietie is placed after the if-clause (“if thou wilt leave me,
do not leave me last’). It is important to compare the place
of the subordinate clauses in the octave where they follow
the imperative (‘then hate me when thou wilt...") with the
place of the clause in the sestette where the imperative fol-
lows it (‘if thou wilt leave me..."). The second imperative
ol the sestette is also placed in a position which can hardly
be called conspicuous (‘but in the onset come’).

So we may conclude that the imperatives in the octave
are far more imperative than in the sestette.

Before proceeding to a further analysis of the formal
elements of the sonnet we must direet our atfention lo some

Isemantic aspects of the utterance as a whole.

The main idea of the sonnet can be summed up in the
following words: let the heaviest blow of forfune come first.
Hence a very important inference is drawn. To the poet love
is worth more than all other things in life. The form into
which this content is moulded is the succession of events
(here losses). The poet is depicted as a man who is losing
evervthing there is to be lost.

This interpretation of the main idea of the sonnet
leads us to the assertion that any utterance here dealing
with the succession of evenis becomes of paramount impor-
tance. Indeed all the words indicating fime or succession
are markedly conspicucus: ‘when,” ‘ever,” ‘now,’ ‘while,’
‘rearward,’ ‘last,” ‘onset,” ‘at firsi.” Some of them are
strengthened by the use of stylistic devices. The word ‘now’
in the first line of the sounet is repeated in the form of
anadiploses, i.e., the last word of the line opens the next
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line. The same word is emphatically stressed in line 13 where
it is made conspicuous by the introduction of a spondee in
the 18llowing fool.

The succession is also indicated by the juxtaposition of
the words ‘night’ and ‘morrow’ in line 7. The idea in this
micro-context is expressed through the following periphra-
sis: ‘a windy night” which stands for storms of life means all
the misfortunes that have befallen the writer. Note how
this periphrasis synonymously repeats the idea expressed in
the melaphorical periphrasis in line 2: ‘the world is bent
my deeds to cross,” which being deciphered means difficul-
ties in the man’s life. After a storm one expects a quietude,
repose, sunshine. ‘A rainy morrow’—the second periphra-
sis—stands for no quietude, a prolongation of despair though,

erhaps, not in violent form. ‘A rainy morrow,’ as is used
ere, is not a reward for ‘a conquer’d woe.” Note the
synonymical repetitions of ‘affer-loss,” ‘rainy morrow.’

For a stylistic analysis of the kind undertaken here
it is very important to observe various forms of repetition
including synonymical. Alongside such dictionary synonyms
as ‘woe’ (repealed three times in the sonnet), ‘grief,” ‘sor-
row’—there comes a siring of contextual synonyms similar
to those indicated above. Each of the synonyms adds a slight-
Iy modified meaning to the recognized basic meaning of
‘disaster.” The phrase ‘the spite of fortune’ may also
be regarded as a synonymous repetition of ‘woe,’ ‘misfor-
funes.’

Another stylistic device skilfully employed in the
sonnet is alliteration.

The poet implores for mercy violenily, passionately.
The force of the cry for mercy is strengthened by the repeti-
tion of the sounds: laul, loul, [31, [2:], [e].

The sounds [a], [o:] are repeated in the sonnet 16 times,
the sound [oul—9 times, the sound [«]—5 times, the sound
laul—6 times. The vowels [0}, [5:] and fou] constitute the
base of the phonetic arrangement of the sonnet.

Back vowels predominate. They form the melodic aspect
of the whole sonnet. This melody is an attempt to reproduce
in a very indirect way the groan of a lameniing man. The
reader, particularly one who would slightly prolong the vow-
els just referred lo, will not fail {o observe what an impor-
fant general emotional effect these vowels carry in the
utterance.
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Ivar Brown in one of his articles states that “...the work
of the artist who concenfrates on form can sometimes be
short of content. His craft in composition may have become
a series of technical {ricks. But there is no more excuse for
rejecting all {echnique because some technique covers lack
of substance than there is for starving the family because too
much cake makes the children sick.” *

The skill of Shakespearian alliterations lies mainly in
the cemplete subordination of the form of the utierance to
its meaning. Never does any formal element of the sonnel
manifest itsell independently of the idea dealt with.

The phonetic arrangement of this sonnet clearly shows
that the form is in full accord with the meaning. This
correlation is of a complementary characler. The form contrib-
utes to the meaning and this addition is the gist of the
sonnet. Never would the sonnet produce the impression it
was meant to produce if it were not for the form in which
it is embodied, However the form itself can hardly be said
to occupy any conspicuous position in the sonnet as an
utterance. It is almost imperceptible. So much so that some
people, more or less dumb {o the musical effect, fail to
notice anything peculiar in the phonetic arrangement and
are apt to consider such analysis as an invention of the lit-
erar¥' critic. Such people are inclined to evaluate any work of
art from the point of view of its content only, forgetting
that substance cannot exist without form,

The intricate designs that sometimes constitute the form
are indeed fascinating. Even Shakespeare was nol entirely
freed from the magic spell of form. It woos the poels’ hearts
with the subtlety of a siren and no wonder that many a poet
could not escape the lure of form. They imagine themselves
discoverers of a new and enchanting land where Form reigns
and where new horizons are opened to those who can properly
evaluate the alleged independence of Form.

Here is an example of what J. Keats called “best bow”
to form made by Shakespeare.

Sonnet 24

Mine eye hath play'd the painter and hath stell’d
Thy beauty’s form in table of my heart;
My body is the frame wherein "tis held,

* New York Times Book Review. Nov. 17, 1963.




And perspective it is best painter's art.
“ For through the painter must you see his skill
To find where your true image pictured lies,
Which in my bosom’s shop is hanging still
That hath his windows glazéd with thine eyes,
Now see what good turns eyes for eyes have done:
Mine eyes have drawn thy shape, and thine for me
Are windows to my breast, where-through the sun
Delights 1o peep, o gaze therein on thee:
Yet eyes this cunning want fo grace their art,
They draw but what they see, know not the heart.

The form is very complicated. The idea of the sonnet
cannot be grasped atl once as in the two preceding sonnets.
It is hidden behind the elaboraie design which is not so
easily deciphered. Let us just state some of the points
without giving them proper siylistic treatment. There is
however one thing that must not be overlooked —the excess
of the formal element which is embodied in the infricate
design. The poet’s idea may be interpreted in the following
manner: such tricky modes of expression can appear only
when the heart is asleep. The words of the sonnet ‘play'd’
(in the first line) and ‘know not the hearl’ (in the last
line), show that such excessive use of the formal element
in the utterance can only be justiflied if and when there are
no true feelings in poets’ minds.

There is one more rather important point. The phrase
‘And perspective it is best painter's art’ seems fo be sig-
nificant. It can be interpreted as follows. Though form should
be always subordinate to content and though there should
always be this predominance of confent over form, the
Jatter should by no means be underestimated. *

Behind the intricate design of the sonnet, complicated
and elaborate as il may seem to the reader, is concealed the
author’s scorn and disdain of such infricacy. It is the delib-
erate character of the design that conveys this information
to the reader, stressing at the same time the waste of energy
and time that goes into the creation of similar literary works
the seeming beauty of which is less than skin deep.

The main stylistic device employed in the sonnetl is
that known as sustained metaphor. 11 consists of the principal
metaphor (image) and contributory or associated images.
The main image is the eye that is represented as a painter.
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The associated images are built through such metaphorical
words as: ‘stell’d,” ‘form,” ‘table’ {(a board or other flat
surface on which a picture is painted. Now obsolete), ‘frame,’
‘shop,” ‘to hang® (of pictures), ‘lo draw,” ‘shape,” ‘art,’
‘glaze,’ 'skill’ (of a painter), ‘pictured’ and other concepts
associated with the painter and his art.

It is of no use to subject each line fo a scrupulous seman-
tic analysis. 1 will amount merely 1o a search for logical
conneclions between the ideas expressed. They are entangled
in the intricate design of the sustained metaphor and not
clearly grasped.

And finally the last sonnet chosen for analysis.

Sonnet 66

Tired with all these, || for restful death T cry,

As, to behold desert || a beggar born,

And needy nothing|jtrimm’d in jollity,

And purest faith || unhappily forsworn,

And gilded honour | shamefully misplaced,

And maiden virtue || rudely strumpeted,

And right ﬁeriectinn || wrongfully disgraced,

And strength || by limping sway disabled,

Aund art || made tongue-tied by authority,

And folly, doctor-like, || controlling skill,

And simple fruth || miscalled simplicity,

And captive good || attending caplain ill:

13. Tired with all these,|| from these would
1 be gone,

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

B3 SRR Gt i S 00 3

What strikes one’s eye at the first glance is the wholeness
of the compositional structure of the sonnet. No division
into octave and sesiette. No pauses indicating any break in
the narrative, One has the impression that the whole of the
sonnet is but one utierance, without any intervals, in cne
gasp of indignation and disgust. But still so strong is the
brand of the form, particularly that of the sonnet, that the
‘best bow” to Torm assumes an air of concession to the conven-
tional compositional design: the last line breaks the monopoly
of the pattern adopted in the whole of the sonnet. It turns
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the mjnd of {he poet sonnetwise. It is so unexpected in the -
structure of this sonnet that the reader’s attention is unwit-
tingly drawn away from the contents of the preceding lines
and focuses on the feelings of the poet which allegedly are
stronger {han the emotions called forth by the injustice of
society in his day.

The main stylistic device employed here is antithesis
built on parallel constructions which are linked logether by
the initial position of the conjunction ‘and.” This gives the
second syllable of the iambic foot the maximum of sfress.
It is very important. The epithets ‘needy,’ ‘purest,” ‘gild-
ed.” ‘maiden,’ ‘right,” ‘simple’ grow significant by carry-
ing the predicative force and consequently the most impor-
tant share of the communication. The same can be said of
the adverb-epithets: ‘unhappily,” ‘shamefully,” ‘rudely,’
‘wrongfully.” They are in oppositional semantic relations
to the row of epithets enumerated above.

The whole of the sonnet can be divided vertically: there
is a pause in each line which stands between the subject
and the predicate, This pause is indicated by the sign || and
is easily perceived. Such a pattern is called dipody and now
means any breaking of the line inlo two parts,

Another stylistic device worth mentioning is a slight
personification of the abstract notions, such as ‘desert,’
‘nothing,” ‘faith,” ‘art,” ‘folly,” *good,” ‘ill." The predicates
that these words are connected with enliven the abstract
notions making them almost animaied objects.

It is significant to note the order in which the four
sonnefs by Shakespeare were chosen for stylistic analysis.
The first sonnet (21) is presented by the poet in the traditional
sonnel form. It fends to be more of an essayistic character.
The intellectual aspect predominates. The comparison of the
two types of poel reflects the author’s attitude towards art
in general. Every delail is carefully weighed and assigned its
proper place. The emotional elements, though they are sig-
nificant to the Gesfalf of the utlerance, are still subordinate
o the content, each contributing to it according lo the share
of meaning it carries in the whole of the sonnet.

The second sonnet (90) presents a variant to the ideal com-
positional design. First of all it is not so clearly divided into
octave and sestefte. The emotional aspect takes the upper
hand from the beginning and loudly claims its rights in the
system and signs of communication. The stylistic devices
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here are definitely informative. The contribution to the
sense made by the form itself is obvious.

The third sonnet (24) may be called an ode fo form. It
grows here into a self-sustained means of communication.
The idea can hardly elbow its way into the sense structure.
11 has to be dug out from under the pile of tangled elements
of the sustained metaphor. It is only through a scrupulous
stybistic dissevering of the parts of the sonnet that the
dim light of the hidden idea breaks through. But the Idea
itself justifies the choice of the compositional design of
thé sonnet: if there are no feelings, if form reigns supreme,
there can be no idea. The form must be fed by the idea.
If there is none, everything is subordinated entirely to the
iniricacies that the form is capable of.

And finally the sonnet that comes last (66) serves as an
antidote to sonnet 24. It is so crowded with ideas that
the form gives way to the content. The compositional design
is fully neglected. The whole of the utterance is a combination
of the intelleclual and the emotional. The siylistic devices
used here are not elaborate, they are mostly based on va-
rious forms of antithesis presented in parallel constructions,
And it is only at the very end of the sonnet that the poet
allows himsell to be reminded that form should always be
taken into consideration. Hence the poet’s ‘best bow’
to form, the sudden switch over from the social to the lyrical
aspect of the idea.

In conclusion I would like to suggest that further analy-
sis of the sonnets by Shakespeare from the point of view of the
interrelation of form and conient would greatly contribute
to the study of the works of the world genius, provided that
the form is regarded as capable of confributing meaning to
the utterance.



PART 11

An Excerpt from A Christmas Carol by Dickens

Poetical imagery and its poetical expression is not con-
fined to verse. Emotive prose being variety of what we call
beiles-lettres style, has almost all of the properties of poetical
language excépt metre. In other words all features by which
we characterize this style in general are to be found in the
emolive prose. But it has certain peculiarities that distin-
guish it from poetical language proper. That is why it is
generally regarded as one of the varieties of the belles-letires
style. One of these peculiarities is a specific rhythm, that of
prose, which is not so easy to feel. Sometimes it is almost
imperceptible, sometimes it is close to a metrical pattern.
The imagery of the emotive prose is likewise not so straight-
forward as that of poetry. Il varies not only in quantity but
in quality as well. It is not so difficult to observe as rhythm.
In poelry the imagery is more consecutive and orderly than
it is in prose.

The syntactical arrangement of emotive prose is not
so rigid as that of poeiry; it is not so sirictly subordinated
to the rhythmical design. 2

Emotive prose (belles-lefires style prose) is almost always
a combination of two aspects of expression: that of the
author and that of the characters. They are distinguished
from each other in more ways than one, the main diiference
being the direct speech of the characters and indirect speech
of the author. The mixture of these two forms is a special
stylistic device called represenied speech.®

* See 1. R. Galperin, Ocherki po Stilisiike Anglijshogo Jazika.
Moscow, 1958, p. 203-213.
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The speech of the characters is of a colloquial nature;
that of the author is literary-bookish.

The fragment of emotive prose which has been chosen for
a stylistic analysis is from A Chrisimas Carol by Charles
Dickens. 1t has been chosen for ils depiction of Scrooge,
the main character of the story. The excerpt is complete
in itself. It is interesting from the point of view of the
marked partiality of the writer for his hero. The nine para-
graphs of the story are [ull of all kinds of stylistic devices
which are easy o observe and as easy fo understand from the
point of view ol their stylistic function. The paragraphs will
be‘given separately and analysed accordingly. It is supposed
that the reader is well acquainied with the plot of the story,
it is no use analysing the part if the whole is unknown. The
first paragraph runs as follows.*

1. Marley was dead, to begin with. 2. There is no
doubt whalever aboul that. 3. The register of his
burial was signed by the clergyman, the clerk, the
undertaker and the chief mourner. 4. Scrooge signed
it: and Scrooge's name was good upon 'Change,
for anything he chose o put his hand to. 5. Old
Marley was as dead as a door-nail.

The idea expressed in this paragraph can be stated
as follows. The writer is trving to convince the reader that
Marley was dead. It is very important to understand that the
idea of the paragraph is not merely to stale the fact that
Marley was dead. For this purpose it would be enough to
say it only once. But as we see the writer finds it necessary
to use five consecutive sentences dealing practically with
one idea, Marley's death. Such persistency in carrving the
idea to the mind of the reader is explained by the fact that
Marley’s ghost will appear laler in the story and it is the aim
of the writer to play with the nature and supernatural which
it will be remembered is the gist of the story itself.

The main stylistic device used in the paragraph is
climax. The senlences are so arranged that each of the
consecutive sentences is more important, more significant
and more emotionally coloured than the preceding one, all
of them forming a chain of interdependent elements. It is

* The numbers to the sentences in the paragraphs are given
for the reader to follow the analysis easier.
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therefore important to observe the distribution of the senten-
ces forming this stylistic device. The [irst sentence merely
states the fact of Marley's death. The statement is made not
in what we generally call neutral style. It is somehow sty-
listically significant and therefore implicit in nature, What
makes il so arresting? The combination of a solemn idea—a
person being dead—and a common colloquial phrase—to
begin with—which is inappropriate, unfit {o the idea ex-
pressed. Such a notion as death generally calls forth loity
vocabulary and consiructions and the phrase ‘to begin with’
sounds out of place here.

This stylistic device—a deliberate mixiure of the
stylistic aspects of words—unwittingly puts the reader on
his guard. The solemnity of the idea is diminished to the level
of an ordinary event. It is the starting point of a climax.

The second statement is implicit in more than one way.
First of all there is an intensifier, the word ‘whatever,’
which gives the sentence a degree of importance higher than
the first. Then there comes a very iricky device. We suggest
that it should be called ‘implication.” Why should the writer
warn the reader that Marley’s deaih should not be subjected
to doubt? If a person is said to be dead, well, that is the long
and short of it. In ordinary circumstances no one would ever
subject this kind of statement to doubt. Strange though it
may sound the statement that is literally intended to convince
the reader that the event dealt with is true to fact, produc-
es just the opposite effect: it makes the reader doubt the
fact, or, 1o put it mildly, suspect something. Calling a per-
son’s attention to something that needs no proof is sometimes
on the same level as making the reader seek for the reason of
the verbal expression of a self-evident fact.

The third sentence shouild be anajysed in connection with
sentence 4. It is not independent from the point of view.of
the stylistic effect sought. The third sentence merely enu-
merates the people who signed the register of Marley’s burial.
The enumeration is made in the ftraditional pattern of
enumeration—the last member of the enumeration is con-
nected with its co-members by the copulative conjunction
‘and.” The members are equal in rank all bearing upon
one and the same semantic field —those engaged in the per-
formance of the funeral office.

But when taken in connection with sentence 4 it assumes
quite another stylistic significance: the two sentences
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taken together form a stylistic device known as chiasmus or
reversed parallelism. The third sentence is inverted as com-
ared with the fourth. The two members of the construction
orm a stvlistic whole in which the corresponding members
are distributed according to the pattern ABBA. The third
sentence is in the passive, the fourth in the active voice.

Let us by way of transformation compare the following
two varianis: *“it was also signed by Scrooge” and “Scrooge
sigamed it.” The two sentences, of course, must be analysed
in connection with the third sentence, inasmuch as we agreed
that both sentences represent a stylistic whole. The first
variant which we marked with an asterisk may be said to
form a parallel construction with the preceding sentence. In
that case Scrooge and the people enumerated in the third
senfence would occupy the same structural position. It
could, therefore, be assumed that there is no great diiference
between them and the main hero of the story.

This concept stems from the presumption that there is
always a certain parallelism between the ideas expressed
and the form in which they are wrought. When, however,
the parallelism is reversed in structure it can likewise be
assumed that there is no parallelism in ideas. Scrooge, of
course, is made far more important and significant in whatev-
er capacity he mdy be taken for comparison, than the other
people enumerated in the preceding sentence. This is proved
also by lexical means, by the idea expressed in simple, neu-
tral means of the language that Scrooge’'s name was reliable,

If we analyse the intonational pattern of the second sen-
tence we see that to the word Scrooge is given a strong
stress. And this is in full accord with the idea that the
author wants to emphasize.

The strongest, the most convincing proof, the undeniable
argument is given in the last sentence of the paragraph which
is the peak of the climax. In this sentence a phraseological
unit is used. No matter what we call it—a phraseological
unit or a fusion or an idiom or a saying—it is something the
author regards as the strongest of all possible proefs. Why?
Just because the colloquial phrases that are us d in ordinary
speech for the sake of emphasis have been already established
in the language as the strongest means of emphasis. They
reverberate the sounds of human voices and emanate the
warmih and infonaiional patterns of lively conversation.
They are, as it were, the accepted norm for emphasis and are
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intended to serve as such in the models of ezndphatic speech.
11 is well known that anything already accepled by a language
community will alwaéls be received more easil?( than some-
thing that neéds gradual decoding. But the effect is made
stronger not because it is momentous and unconditional.
It has acquired a definite stylistie funetion because it is in-
troduced info the author’s speech which, as has been already
pointed out, is generally devoid of such properties. A col-
loquial phrase, and an idiom in particular, will always pre-
senl a contrast to the norms of indirect speech. *The idiom:
used as the peak of the climax has lost its literal meaning
and is used as a mere emotional intensifiers It is registered
as such in dictionaries of the English language.

Therefore it may be said that the last sentence was in-
tended by the writer fo carry the most convincing proof
of Marley’s death.

The arrangement of the seniences in the paragraph is
by no means accidental. It is informative. It gives addition-
al information to the reader about the idea of the whole
story. In further narrative Dickens himself will state his
task. But now leading gradually up 1o the hidden idea that
he is pursuing, the writer makes the reader feel that there
must be a reason for proving such truisms as a person being
dead or being alive.*But the very plot of the slory, as the
reader will see later, is such that he must throughout find
himself between something that is real and unreal, some-
thing that is quite natural and something that seems fo be
unnatural, almost mysterious. Hence the necessity to prove
the Tact of Marley’s death to the reader. Hence the combina-
tion of the idea—elevated, as the idea of death itseli—
and the colloquial way of presenting it (lo begin with).

Summing up the stylistic analysis of the first paragraph
we may say that its idea or rather the intention of the writer
is to convince the reader that Marley was dead, not merely
o state that Marley was dead. For this particular purpose
the writer has selected the following stylistic devices and
expressive means of the language which, from his point of
view, will serve best {o achieve the aim set: climax, chias-
mus, combination of diiferent slylistic aspects ol words,
repetition (see the first sentence and the last sentence in
which the idea of Marlef's death is repeafed as a sort of
frame), enumeration, implication, phraseological fusion (dead
as a door-nail).
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To connect the purely linguistic analysis of the utterance
embodied in the first paragraph with the literary analysis
it, perhaps, will not come amiss to say a few words about the
composition of the paragraph from a literary viewpoint.

The aim of the wriler is the depiction of Scrooge. The
depiction is by no means objective, This will become appar-
ent from further utlerances. But in order {o impose on the
reader his altitude towards Scrooge Dickens poinis out the
character’s features which will be considered as non-partial.
Therefore Dickens begins the depiction with seemingly ob-
jettive stalement—Scrooge’s occupation and his social posi-
tion. In the first paragraph only one frait of his character is
given—reliability as a businessman. The fact that he is a
businessman is also given not in the manner typical of neu-
tral style. There is no direct indication of this fact. It is
understood indirectly, through the mention of the word
‘Change,’ a professionalism used mostly in business circles.

The stylistic and liferary aspects of the analysis are
interwoven: the literary is understood only through the
analysis of the linguistic fexture of the utterance.

The second paragraph of the story strikes one with iis
direct address to the reader. Let us first read it attentively
and observedly.

1. Mind! 2. 1 don’t mean to say that 1 know,
of my own knowledge, what there is particularly dead
about a door-nail. 3. I might have been inclined, my-
self, to regard a coffin-nail as the deadest piece of
ironmongery in the trade. 4. But the wisdom of our
ancesiors is in the simile; and my unhallowed hands
shall not disturb it, or the Country is done for.
You will, therelore, permit me {o repeat emphatically
that Marley was as dead as a door-nail.

Let us again begin our analysis by clearing up the idea
as it comes {o mind from the first uneritical reading. The
first thing, as has been already pointed out, is to find out
what the writer is driving at, what his idea is, what is the
purpose. In trying to answer these questions one is sure {o see
that the writer has digressed from the fopic he started with.
Only at the very end of the paragraph does he resume the con-
versation about Marley’s death, the beginning of ihe para-
graph being devoled to the analysis of the idiom ‘as dead as
a door-nail.” Looking deeper into the arrangement of the
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utterance we come to the conclusion that the writer wants fo
refresh a stale English cliché, or as we are used to calling
it, a phraseological fusion. Indeed, the phrase has become so
popular in thé English speaking community that it is hardly
possible to see any force in the saying. Dickens with his
acute feeling for the English language is well aware of the
fact that idioms soon wear out and become condifional
devices for the feelings or ideas they are called to represent.

But now we know that the phrase must serve as the peak
of the climax, in other words, as something which intends
to be the strongest ol all preceding utterances. A stale phrase
won't do jor this purpose. 1t must be siriking, vigorous,
effective and therefore strongly argumentative.* And Dick-
ens tries lo make it so. He adheres here fo a well-known
stylistic device: the breaking of the phrasecological unity
of the phrase injecting into it a new force, new vigour, new
life. When one begins to think about a phrase that is common-
ly used in ordinary speech and which is composed of the ele-
ments which are improper from the point of view of the
logical connection of the word-concepts, one begins to won-
der how the combination came to be in service of the
language. Having thus refreshed the old idiom, the writer
then again re-eslablishes it in its primary constructional
form for the reader to understand that the phrase has been
used for the sake of making the preceding ulterance most
efficient.

What do the stylistic devices used here mean? What are
their stylistic functions? How are they made to serve the
writer's purpose?

The first stylistic device has already been pointed out.
It is the direct address (o the reader. This stylistic device
has no special term for ils identification. It is somelimes
called ‘intimate style,” sometimes ‘familiar style.” We shall
agree to call it author's dialogue. The writer converses with
the reader as il he had an interfocutor before him. This
imaginary interlocutor not only listens to the author’s
speech but also asks questions, makes remarks, expresses
his consent or denial of the statements of the writer, in

* In the belles-leiires stvle, as we shall see later, the logical ele-
ment nol unfrequently gives way to lhe emotional. Belles-lelires style
avoids a purely logical approach to the phenomena of life. Emotional
loree is the main weapon used in trying lo make the reader comply
with the author's intentions.
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short, participales actively in the conversation that is
carried between the writer and himself.

This stylistic device, by ils very nature, calls forth
typical peculiarities of the oral {ype of speech——elliptical
sentences (Mind!), colloquial constructions, words, and
phrases, confractions (don’t, Country's done for, I don't
mean to say, etc.)

However, the paragraph now under observation is not
purely colloquial. It is built on the same principal device—
it combines the elevated with the commonplace, the loity
ang the common, which we have already noticed in the
first paragraph. In this paragraph the colloquial elements
already referred fo are intermingled with a loftiness of
speech alien to the colloguial character of the conversation.
Indeed, the phrase ‘and my unhallowed hands shall not
disturb it’ bears the imprint of biblical language. The use
of the word ‘unhallowed,’ the consfruction with ‘shall not,’
the word ‘disturb’ in the sense of ‘worry,” ‘violate,” shows
how non-colloguial the utterance is. On the other hand, it is
connected with the purely colloquial element mentioned
above, ‘the Couniry’s done for.” The colloquial touch appar-
ent in the senience ‘I might have been inclined, mysell, to
regard a coffin-nail as the deadest piece of ironmongery in the
trade’ is placed alongside the lofty statement ‘But the
wisdom of our ancesiors is in the simile.” This sentence con-
fains another stylistic device, the epigram, a short witty
saying resembling a proverb. It always shows an ingenuous
turn of mind, a quality which distinguishes it from ordinary
statement. Therefore it inevitably becomes elevated. Like
proverbs and sayings, the epigram is generally rhythmically
organized, very frequently alliterated and rhymed. This
epigram is also built on a phonetic principle — it abounds
in sibilants which make it be pronounced almost in whisper
as il in awe.

In passing, it is worth calling the attention of the
reader lo the following, from our point of view, very signif-
jcant semantic factor. The stylistic devices, at least many
of them, do more than add to the direct informational
value of the sentence, and therefore suggest a definite
intonation of the utlerance. In the sentence-epigram we
have just spoken of the sibilant foundation of the utterance
forcibly prompts a definite intonational pattern, that of
the whisper. The latter, as is known, is mostly used either
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with the inlention of not being heard by those to whom the
speaker does not address himself or fo express awe or respect
when speaking of a person of some rank. In ils turn the
intonational pattern of whisper suggested by the phonetic
arrangement of the epigram makes the utterance loity and
adds to the already mentioned effect of mixing up the sty-
listic aspecls of words.

The author’s dialogue in this paragraph is suggested not
only by the above mentioned typical collogquial features
of the utterance. It alsoreveals itself in the use of the person-
al pronouns ‘I" and ‘you’, the pronouns generally common
in a dialogue.

Coming back to the purpose of the writer in this paragraph
we must point to the statement made in the last sentence.
It points out the aim of this piece of communication. Dickens
himself states his intention: “...to repeat emphatlcally
Conse uently. the purpose of the first paragraph is not even
wncezﬁ y the writer. It is stated in plain words by the
author hlmse]f This can be done only in the hope of making
the reader believe that there will be no tricks in the story and
thus make him believe that all the facts described in the sto-
ry are frue to life.

Having digressed from the topic of the story by means
of the stylistic device which we agreed to call anthor’s
dialogue for the purpose of reireshing the stale idiom in
the minds of his readers, Dickens proceeds to use this partic-
ular stylistic device in a peculiar manner. But let us [irst
read the paragraph.

1. Scrooge knew he was dead? 2. Of course he did.
3. How could it be otherwise? 4. Scrooge and he were
pariners for 1 don't know how many years. 5. Scrooge
was his sole executor, his sole administrator, his sole
assign, his sole residuary legatee, his sole friend
and his sole mourner. 6. And even Scrooge was not
so dreadfully cut up by the sad event, but that he was
an excellent man of business on the very day of the
funeral, and solemnized it with an undoubted bargain.

The author’s dialogue continues. The very first sentence
I the proof. The author, as it were, answers the question
ol the reader-interlocutor. The question is not given. It is
implied by the repetition. The repeated question is built
i n purely conversational manner, i.e., the form of the
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question is that of a statement. The question is understood
as such only by the intonation which in its turn is implied
by the question-mark. The other proofs are the use of the
personal pronoun ‘I' and colloquial expressions that are
used mostly in dialogues—‘Of course he did,” ‘How could it
be otherwise,” ‘but that he was...,” ‘for I don’i know how
many years’ and others.

“Let us, however, proceed with the general scheme of anal-
ysis. The idea of the paragraph, i.e., its purpose, is to
poriray Scrooge. In this paragraph the word ‘Scrooge’ is
repeated four times. Practically every sentence of the
paragraph contains the name or ils pronoun, and though il
seems thal the writer 1se£eaking of Marlev—how lonely he
was, what role he plail in the life of Scrooge, actually
Dickens goes on with the portraying his main character, In
the first paragraph there was only a mention of Scrooge’s
occupation (calling), and even this was done indirectly.
Here a direct statement is made: Scrooge was ‘an excellent
man of business.’

Among the siylistic devices which are used in this
paragraph we shall only mention the important contributory
stylistic device which gives additional information {o the
utterance. This is the mixture of different stylistic aspects
of words. On the one hand, there is the business terminology,
which by its very nature is literary-bookish— ‘partner,’
‘executor,” ‘administrator,” ‘assign,’ ‘residuary legatee,”
and there is simple colloquial vocabulary already alluded to,
on the other. This combination oi different aspects of words
comes in {he narrative in waves, the crest followed by a
trough, and thus keeping the rhythm. This can be observed in
the enumeration of the duties which Scrooge had to perform—
business lerminology alongside such words as ‘iriend® and
‘mourner,” see also the combination of such elevated words
as ‘sad event® (a euphemism which stands for ‘death’),
‘solemnized’ and colloguialisms ‘dreadiully cut up,” ‘but
that,” ‘an undoubted bargain.’

Unlike the enumeration in the first paragraph, where
all the members are of the same rank (belong to the same
semantic field) and therefore are regarded as being homoge-
neous from the stylistic point of view, this device in the
paragraph now under observation is heterogeneous, the mems-
bers belonging to diiferent spheres. They are bound together
by the repetition ol the word ‘sole.” This repetition brings
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the necessary rhythm into the utierance and, besides, makes
the members of the enumeration more conspicuous because of
the stressed position they occupy.

The author’s dialogue also continues in the next para-
graph, but it gradually fades away. Here it is.

1. The mention of Marley's death brings me back
to the point | started from. 2. There is no doubt that
Marley was dead. 3. This must be distinctly under-
stood, or nothing wonderful can come of the story I
am going torelate. 4.1 we were not perfeclly convinced
that Hamlet’'s Father died before the play began,
there would be nothing more remarkable in his tak-
ing a stroll at night, in an easterly wind, upon his
own ramparts, than there would be in any other mid-
dle-aged gentleman rashly turning out after dark in a
breezy' spot—say Saint Paul's Churchyard, for in-
stance—literally to astonish his son’s weak mind.

The purpose of the writer in this paragraph is stated
in plain words by the writer himseli: to relate a wonderful
story. Dickens again digresses from the narrative, at least in
the second part of the paragraph which begins with the
words: ‘If we were..,” Note how skilfully Dickens is planting
the seeds of doubt in the mind of the reader. He resumes his
narrative nol with the words he ‘started from” as he states,
but with the words: ‘There is no doubt that Marley was
dead.” To pursue his aim he adheres here to the stylistic device
called allusion. The allusion in this paragraph is made in a
rather peculiar manner: it is humoristic. The humorous
effect of the allusion is achieved by the incongruous combina-
tion of the solemn idea of a ghost on which the plot of
Shakespeare’s tragedy is based and a rather frivolous mamner
in which the whole story is related in the paragraph. Some-
how the reader is accustomed to speak of ghosts with rever-
ence. It follows that a common colloquial vocabulary is
inappropriate in handling the idea of Hamlet's Falher.
Note that the word ‘father’ is given with a capifal letter.

The comparison infroduced into the allusion presents
the idea in a grotesque manner. One begins to think of the
Ghost of Hamlet's father in terms inappropriate to the
idea itself. Such words as: ‘a stroll,’ ‘in an easterly wind,’
‘middle-aged gentleman,” ‘rashly,” ‘lurning out,” ‘after
durk,” ‘a breezy spot,” ‘say,” ‘for instance,” ‘weak mind’—
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make the reader look upon the great tragedy with a sarcas-
tic eye.

On the other hand, ‘the gentlemen’s agreement’ that the
author of the Carol is seeking to conclude with the reader
colours the whole narrative into conventional design trick-
ily woven by the story teller. The reader finds himself on
tenterhooks. He knows that the story is a fiction and at the
same time is inclined to believe il.

The handling of lofty ideas in this story is of a peculiar
kind.

“In this paragraph there are no combinations of different
aspects of words. It achieves its effect by the use of colloquial
vocabulary in reference to something that requires a more
lofty form ol expression.

The next paragraph.

1. Scrooge never painted out old Marley's name.
2.There it stood, years alterwards, above the warehouse
door: Scrooge and Marley. 3. Sometimes people new
{o the business called Scrooge Scrooge and sometimes
Marley, but he answered fo both names. 4. It was all
the same to him.

This paragraph is interesting from the point of view of
the way the idea may be hidden behind the unimportant
facts the author describes. The fact that the mgnbuard above
the warehouse door was not changed after Marley’s death
seems to be insignificant. One of the details which might
have been dispensed with. But this detail grows into a mean-
ingful item in the story. Through this detail Dickens shows
one of the irails of his character, which in combination
with other fealures already mentioned make Scrooge's
porfrait so complete. The real idea of this paragraph is {o
point out that Scrooge possessed no human feelings. This
comes out very conspicuously in the next paragraph. Here
though the firsl mention of Scrooge’s moral qualities is made.

It is a weli-established fact that a name is sacred {o the
bearer. We know how people hate to have their names
distorted or even mispronounced. We generally get very
easily hurt if our names are not remembered and are inclined
to carrect the person who addresses us by someone else's
name.

But Scrooge was indifferent to the way he was named as
long as his business did not suffer.
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So much so for the [iterary aspect ot the paragraph. It is
interegling, however, togo a little bit deeper into its lan-
guage texture.

It is written in almost neutral style. One can hardly find
any stylistic devices worth mentioning. This is apparently
due to the quiet narrative fone into which the writer has
fallen. When we say ‘neutral” we mean that it may be placed in
any other style of speech and it will not look like an alien
member. But it is not so. On a more careiul observation
of the language used it becomes obvious that the excerpt
belongs wholly to the belles-lettres style. This is accounted
for by the word ‘old” before Marley’s name. This word is
used not in its proper meaning but shows the author’s
attitude towards the character of the story. In this sentence
the adjective ‘old’ has lost its logical meaning and is used in
its emotional meaning only. There are some other properties
of the language used in this excerpt which make it unmistak-
ably emotive prose, such as brevily of expression, brevity
of a peculiar type. One can almost visualize the signboard,
one can almost hear the names of Scrooge and Marley pro-
nounced. But these observations besides being insignificant
are at the same time grossly subjective and might, therefore,
easily be dispensed with.

The word ‘old’ remains as a language indication of the
style employed here. The quiet, unaffected progress of the
speech has already been noted in passing. Each sentence
is logically connected with those preceding and following it
and the entire paragraph forms a syntactical whole.

The next paragraph is built in sharp confrast to it.
The author bursts with emotions. He is unable to conceal
his feelings {owards his own creation and pours on him the
full measure of his disgust and disapproval. g

1. Oh! But he was a tight-fisted hand at the grind-
stone, Scrooge! 2.— a squeezing, wrenching, grasping.
scraping, clulching, covetous old sinner! 3. Hard
and sharp as flint, from which no steel had ever struck
out generous fire; secret, and self-coniained, and
solitary as an oyster. 4. The cold within him froze
his ohf features, nipred his pointed nose, shrivelled
his cheek, stiffened his gail; made his eyes red, his
thin lips blue, and spoke out shrewdly in his grating
voice.'5. A frosty rime was on his head, and on his
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eyebrows, and his wiry chin. 6. He carried his own low
temperature always about with him; he iced his of-
fice in the dog-days, and didn't thaw it one degree at
Christmas.

As we pointed out the preceding paragraph was writien
in almost neutral style. But Dickens cannot be impartial
to his own creations, We know this only too well from his
other stories and novels, He always paints his characters
with only two colours: black and white. Scrooge is covered
with deep blaek colour. And the author does not even
prefend fo be objective.

"His attitude is shown in the firsl sentence. It is highly
emotional as is the whole of the paragraph. The emotional
aspect of any narrative is best manifested in the structural
design of the utterances. Syniax will always serve as the most
effective field where emotions can manifest themselves.
This is obviously due to the fact that syntax reflects, to
some extent, the inlonational pattern of the utterance.
Syniax, therefore, will be the main conductor of emotions
in the written type of speech.

Perhaps its only competitor in this respect will be the
class of words known as interjections. These are specially
coined o express emotions. Any sentence that contains in-
terjections will be marked as emotionally coloured.

The first sentence of the paragraph under observation
begins with the inferjection ‘Oh!' and therefore colours
the whole of the utferance. Buf the syntactical structure
of the first sentence is also emotionally marked. The sentence
contains a language device known as the tautological sub-
ject; it has two subjects, ‘he’ and ‘Scrooge.’ The pronoun is
placed at the beginning and the proper noun al the end,
thus framing the whole sentence. This device is well establ-
ished in colloquial English (cp. ‘She is a queer girl, is Mary!®
and the like). When used in narrative, in the written type of
speech, it assumes a new quality—that of a stylistic device.
The emotional value of the utterance is also backed up by a
metaphoric use of ‘a tight-fisted hand at the grindstone.”
This needs interpretation. There is an English saying—to
keep someone’s nose {o the grindstone—meaning “to give a
person no respite from work:” Scrooge squeezed everything
he could out of everybody. ‘A tight-fisted hand’ is a meto-
nymical periphrasis of ‘a man whose qualifies are known to
be negative in one particular way, greediness.’
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The second sentence is also remarkably emotive in ifs
structwral design, it is elliptical. It has no subject, no
link verb. It begins with an almost synonymical row of pre-
dicatives, all ¢haraclerizing Scrooge as a ‘greedy,” ‘selfish’
and ‘hardened’ man. These adjectives have not yet entirely
torn themselves away from the past participles of correspond-
ing verbs and therefore still bear the action fouch in Fhem.
The structural position of these adjectives makes them cons-
picuous in the utterance, enforces the vigour of the meaning
of each and every epithet. They are epitheis because they
give a rather subjective, evaluating, emotional characteristic
of Scrooge, which, be it repeated, reveals the emotions of the
writer as well,

Coming back o the problem of the author’s personalily
as judged by his speech, we would like to draw (he attention
of the reader to the number oi the exclamatory marks in the
utterance. Each sentence, so far, ends with a mark of excla-
mation, a signal of emotional {ension. Note that the nex{ sen-
tence has no such mark. The observing reader should draw a
certain conclusion from the very fact of the absence of this
signal. The absence is also significant, inasmuch as it marks
some difference in the emotional fension of the two preced-
ing sentences and the one that follows. The only coneclusion
that the reader may arrive at ig that the emotional tension of
the next sentence is subsiding. It is still felt in the general
design of the sentence, il is still elliptical; it has no subject
and no link verb, Just as the preceding sentence it begins with
adjectives. In this respect they may be said to be built in
parallel form—initial parallelism. But unlike the two preced-
ing sentences this one does not look so absolute, so structu-
rally independent as the one immediately before it. This
senifence is built on a stylistic device which may be described
as a sustained simile. Note also the repelition of the sound [s]
here. It also adds to the emotional aspect of the author's
speech,

The next phrase is also based on a simile, It is interest-
ing to note that the pause between the two parts of this
swenlence containing similes is less than between two preced-
ing or following sentences. This is also significant. General-
ly speaking pauses in an ulterance are meaningful. The pause
we are dealing with now is marked by a semicolon. It is
horter than the pause indicated by a full stop. This means
that there is a closer connection between the two sentences-
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similes. The second of the similes contains an additional
stylistic device which may be classed as contributory. It is
alliteration, note the sound [s] in the sentence. It produces
an unpleasant effect on the ear and thus contributes to the
generally unfavourable impression drawn by the reader from
the portraying of Scrooge.

This senfence may also be regarded as the continuation
of the first simile. Suppose we transform the two sentences
into the following one sentence pattern:

s ‘Hard and sharp as flint, secret, and self-contained,
and solitary as an oyster.’

In this case it would be hardly possible fo regard the two
sentences as independent. They form one senience which
contains two independent similes. But due {o the prolongation
of the first simile the paupse between the two senfences
becomes longer and as the result we are inclined to view
the second part of the sentence as an independent structural
unit.

The third sentence-simile has another contributory sty-
listic device. This is so-called polysyndeton—an abundance
of connectives in the senience. Note that the conjunction
‘and’ is placed affer each of the epithets. Moreover, there is a
comma Eefore each ‘and.” This indicates that the author
infends to make each of the epithets look as significant as

ossible: the reader, when reading the passage out loud will
inevitably place heavy siress on each of the epithels.

Sentence 4 begins a much calmer depiction of Scrooge.
This is clearly seen from the structural pattern of the sen-
tence. It is elaborately wrought. The sentence is no longer
elliptical and becomes formally organized. The parts are built
in parallel form, the pattern of the first part being subject
group plus verb plus object group and so till the pause marked
by a semicolon.The second half introduces some minor chang-
es in this paftern which may be disregarded for the time
being,

If the reader will excuse us for intermingling linguistic
and literary analysis we will venture {o make a supposition
that this subsiding of emotions in the sentence now under
observation may be due fo the fact that the author has turned
his mind from depicting of the inner qualities of his hero
to his outer appearance. One may draw a still bolder conelu-
sion from the Tact, the outer appearance of a man will
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never produce such a stormy Intellectual protest on the part
of the*writer as that of the inner traits. Dickens tries to
paint Scrooge’s portrait in full accord with his moral prop-
erties, Scroogd’s appearance being far from attractive.
But the writer's attitude towards thznrhysical aspect of
his hero is much more tolerant than towards the moral aspect.
And this is all drawn from the way the sentences are built.

Naturally this is mere supposition.

There are no direct indications about this particular
aspect of the analysis. But such is the nature of stylistic
analysis—it must account for each and every form of uiter-
ance, insignificant though it may seem. We have already
made a note elsewhere that any change of form will inevitably
cause a slight modification of meaning—Ilogical, emotional,
essential, or contributory. As an alternative to the suppo-
sition just made, we may ofier the reader to find another
explanation of the fact that the emotional tension of the ut-
terance is gradually subsiding. To help him in this respect we
may suggest the following. As was pointed out before, the
narrative is made in waves. The crest indicates a loftiness of
expression—the trough being a purely conversational man-
ner; the crest shows strong emotional tension—the trough
is quiet, impariial narrative. This can be observed in almost
every paragraph—each can easily be divided into two parts.
Sometimes these ups and downs can be distinctly felt in com-
paring the manner of expression of two conseculive para-
graphs, for instance, the one under observation now and the
preceding one,

The second half of the paragraph contains a metaphor.
It is the word ‘cold.’ It is realized only in connection with
the words ‘spoke out shrewdly.” 11 is a developed metaphor,
the contributory image being ‘the rime,” more exactly
‘frosty rime.’

It is interesting to interpret the epithet ‘frosty.”

The word ‘frosty” always suggests something thin, break-
able; frosty rime is needle-like rime; through transierence
of meaning it suggests white hair, especially when we have
{he indication where it is to be found-—‘on his head, and on
his eyebrows, and his wiry chin.” The metaphorical epithet
‘wiry® also suggests the kind of hair that grows on Scrooge’s
chin—like wire.

Another stylistic device should be noted in this sen-
lence—the polysyndeion. Again we find one extra ‘and’
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inseried in the sentence. Again there are commas that signal a
longer pause than ordinarily used in such cases.

The paragraph ends with a periphrasis of a logical kind.
The cold that was slightly personified iz now named ‘low
{emperature.” The periphrasis continues up to the very end
ol the sentence, presenting the idea of hot summer days
va1 ‘dog-days’ and cold winter time through a mefonymy
Christmas. The impression that Scrooge made on the people
whom he met at-the office and the way he treated them is also
presented in a periphrastic way, through the metaphorical
verbs ‘to ice’ and ‘to thaw,” as well as through the combina-
tion: ‘He carried his own low femperature always about
with him.”

The paragraph is, perhaps, the most vigorous depiction
of the hero of the story, It is highly emotional, subjective,

artial and unrestrained. Dickens in no way endeavours to
ide his own feelings under the mask of author’s impartial-
ity, as is the fashionable irend in modern literalure.

A natural flow of thought carries the writer from the
cold within him to the effect of the weather on Scrooge. To
show how hardened he is the writer points out thal Scrooge
was indifferent {o any kind of weather—a fact almost remark-
able and confrary fo human nature. It is well known how
people generally are subjected to the influence of weather,
A bad mood is mostly explained by nasty weather, if no other
plausible explanation can be furnished. People get well dis-

osed i the weather is good and favourable. But let us first
ave the paragraph.

External heat and cold had litile influence on
Scrooge. No warmth could warm, nor wintry weather
chill him. No wind that blew was bitterer than he, no
falling snow was more intent upon ils purpose, no
pelting rain less open to entreaty. Foul weather didn't
know where to have him. The heaviest rain, and snow,
and hail, and sleet, could boast of the advanlage over
him in only one respect. They often “came down™ hand-
somely, and Scrooge never did.

The paragraph falls into two parts. The first part ends
with the word ‘entreaty.’ This part can be felt as highly ele-
vated in its manner of expression. The lofliness of verbal
expression is due, first of all, to the rhythmical design of the
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utterance: it is almost verse-like, One can easily scan it, the
result seing an iambic pattern:

AT BRI G T S C g e

The rhythmical foundation of the first part of the par-
agraph as well as a loity vocabulary— ‘external,” ‘intent
upon ils purpose,’ ‘open to entreaty,’ ‘influence’ make this
part the crest of the structural unit—the paragraph, whereas
the second part with its highly colloquial vocabulary—
‘foul,” ‘didn’t,” ‘to have him,” ‘come down,’ and other
words and constructions typical of colloquial language—
form an antithesis to the first part.

It is interesting to trace once more the gradual change
from the elevated to the commonplace. The change is so
siriking that it can hardly be overlooked. It is carried
down to the use of a slangism, ‘to come down.” That is why
Dickens places the phrase into inverted commas, The use of
a stylistic device known as zeugma is also significant. The
device is very limited in its application and its function is to
produce a humorous effect. The simultaneous use of a word
(usually of a verb) to refer to two or more words in the sen-
tence in different senses, always produced such an effect. This
stylistic device is mostly made use of in the belles-letires
style. Indeed. Such a sudden fall from what intends to be
elevated to something that is slangy will inevitably be re-
garded as a joke.

When we consider the slylistic devices used to make the
first part of the utterance so lofty, we must not overlook
the following: the alliteration (lwl-sound) in ‘No warmth
could warm, nor wintry weather...’

The intonational pattern of the second part of the par-
agraph is inleresting because of the polysyndeton—three
‘and’s’ instead of one in a neutral style. The device is used
not only for the sake of rhythm. It suggests an almost
imperceptible climax order. Try 1o read it with a melody
which suggests gradation and you will undoubtedly feel that
there is only one possible intonational design for the ufter-
ance, namely, an ascending one.

We have violated the general scheme of stylistic analy-
sis according to which we first of all try to get at the writer’s
intention, at his purpose. The general idea of the paragraph
is undoubtedly a further depiction of Scrooge. The preceding
paragraph revealed his moral qualities and his appearance.
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This paragraph, as we have said, points out that no external
circumstances could affect him in any way.

This paragraph must be analysed in connection with the
next one. There are positive ties between the eifects that
the weather or the people can produce on a man. In other
words, the two paragraphs compose a syntactical whole which
consists of the influence of (a) the weather and (b) the people
on_Scrpoge.

Here is the_next paragraph.

I. Nobody ever stopped him in the sireet to
say, with gladsome looks, ‘My dear Scrooge, how
are you? When will you come fo see me?' 2. No beg-
gars implored him to bestow a frifle, no children asked
him what il was o’clock, no man or woman ever once
in all his life inquired the way to such and such a
place, of Scrooge. 3. Even the blind men's dogs ap-
peared 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!’

The paragraph is inferesting in many ways from the
point of view ol composition. First of all there is again
the elevalion that manifests itsell in parallel consiructions
beginning with ‘No." Although they are not identical
throughout, they are still parallel inasmuch as they are built
on initial parallelism. There are fwo logical intensifiers:
tever’ and ‘ever once in all his life.” The whole of the par-
agraph is built on climax. Gradation of ideas discloses
the author’s attitude towards the phenomena dealt with.
The arrangement of ideas in this paragraph shows to the read-
er the inner world of the writer, reveals his world outlook,
describes his personal likes and dislikes. We derive all this
information from the distribution of ideas in this passage.
The first sentence can be regarded as the starting point of
the climax. If we arrange the ideas in an ascending order
of importance or significance, semantically it is ordinary,
It is generally so common to stop people in the sireet and
exchange some insignificant remarks of the kind we have
in the quotation marks that one can hardly attach any infor-
mational value to them. In fact they mean very little and
are on the verge of meaning nothing but a polite jform of
greeling, The elevated mode of expression is perhaps h
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accounted for by the word ‘gladsome.” It is a poetical
word, iow obsolete and therefore not used in ordinary speech.

The next sentence is o be considered in connection
with the sentefices that follow. The elevated tone of the nar-
rative is brought about by the use of such lofty words as
‘bestow’ and ‘implore,” the latter being an emotionally
stronger word than the corresponding synonyms: ‘ask,’
‘beg,’ ‘entreat,” ete. It is worthy of note that the next
sentence, though it does not contain any words that can be
marked as elevated, slill contribute to the idea of climax.
And that is because of the idea itself embodied in these sim-
ple words—the children who do not need to know what time
it is and who usually play with the grown-ups, who like to
make elder people extract their watches from their pockets,
look at the watch and seriously answer the child’s question,

The inferences drawn may seem exira-linguistic. But on
a closer observation what seems to be extra-linguistic bears
direct reference to the purely linguistic data, The phrase
‘what it was o'clock’ is not colloquial because it is rendered
in literary-bookish manner. This makes if elevated; anything
that is taken out of its usual environment will seem out
of place or at least contrasied to the accepted norms of usage.

An interesting and rather tricky way of making the next
part of the same sentence sound more emphatic than the
preceding one is revealed after a thorough analysis of its
structure,

The parts of the senlence leading to the climax are
built on parallelism; each part begins with the negation
‘No’ followed by a noun+-verb in the past tense- pronoun
‘him'—*‘No beggars implored him," ‘no children asked
him...". This structural design falls under almost the same
pattern as the first sentence of the paragraph; but as the
first sentence begins with the word ‘nobody,” the word which
has only one stress, the sentence is enforced by the adverb
‘ever.” It compensates the rhythmical deficiency of the
first sentence,

But unlike the preceding paris of the utterance the last
part breaks the strict order of the parallel construction and
presents a sort of a variant to the invariant parallel con-
siruction. The beginning is marked by the introduction of
the two-member subject ‘...no man or woman.” The next step
towards the enforcement of the emotional tension of the
narrative is taken by the insertion of a long adverbial phrase

65



into the already accepted pattern of the component parts of
the parallel constructions. The word ‘ever’ which was used
al the beginning of the paragraph scems to fail to further
convey the increasing tension. Therefore it is enforced by
the “..once in all his life.” But in this case it would be gram-
matically impossible tfo infroduce the pronoun ‘him’ in
its proper position, since its place is ocm:f\ied by the adver-
bial.plrase. Secondly, the verb ‘inquire’ demands a preposi-
tional phrase beginning with ‘of."—*‘Of Scrooge’ is placed
at the very end of senfence 2. This is not accidental.
11 Talls under the same intended pattern of climax design.
The phrase ‘of Scrooge' must be pronounced after a short
pause. You cannot avoid it, the sentence being too long
and impossible to pronounce in one breath. Thus this phrase
becomes more conspicuous than the preceding parls of
the utterance.

Another point that has so far escaped our critical eye:
the phonetic aspect of the name ‘Scrooge.” One cannol help
attaching some particular sound effect to if. It is jarring.
The combination of sounds in the name is also informative.
The author tries to impose his feeling of disgust on the reader,
The more oiten the name is repeated, the more acute this
feeling grows. Being placed at the very end of a long sentence
it sort of crowns the semantically negative features of the
hero of the story by its unpleasant, if not to say, ugly, name.

The last senience of the paragrth is marked by the
violation of the parallel patiern ol the utterance. The
structure of the sentence in no way resembles the striet, bal-
anced form of the preceding parts. And nevertheless the
sentence crowns the climax. The force of the utterance lin-
guistically, ie. from the purely formal point of view,
is introduced by the, let us call it, counferform, the {erm
signifying such an arrangement ol the utferance as will
counterbalance the already accepied and habitual design,
though in the micro-context. Just as in some Shakespeare’s
plays a sudden deviation from the iambic pentameter aims at
the elevation of the utierance, the deviation being of the
prose rhythm, so here a sudden deviation from the form of
parallelly built sentences all beginning with ‘no,” accepted
within {he paragraph, causes the desirable effect of breaking
the monotony of the rhythm and causes elevation. Of course,
the main argument lies still with the semantic value of the
sentence. The meaning of the sentence ‘dogs afraid of the
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sight of.Scrooge shelter their masters from his “evil eye,” "still
remains the strongest aspect of the utterance. So the sequence
ids as follows: nebody, beggars, children, strangers in town,
o0gs.
It seems rather odd to introduce the climax order of the
utterance in such a peculiar sequence. Butl that is the way
Dickens feels the importance of things. Not the doers of the
actions but the acfions they perform—acquaintances fo
stop him in the street and exchange some insignificant polite
remarks, beggars to implore him to bestow a trifle, children
to ask the time, strangers to inquire the way, dogs that run
away when seeing Scrooge—all these are arranged according
to their relative importance to Dickens. Climax as a stylist-
ic device is always represented in two aspects, objective and
subjective. Here we deal with the purely individual type
of the application of this stylistic device.
The sentence ‘No eye at all is better than an evil eye...
is an epigram.
We are coming now to the last paragraph depicting the
main character of the story. Here it is.

But what did Scrooge care? 1t was the very thing
he liked. To edge his way along the crowded paths of
life, warning all human sympathy to keep its distance,
was what the knowing ones call “nuts” to Scrooge.

This paragraph may justly be called a clincher paragraph.

It sums up all the traits of the hero scattered in the preced-
ing parts of the narrative in one short but exiremely expres-
sive paragraph. The first sentence from a purely stylistic
point of view is not a question, though it has a mark of inter-
rogation at the end. It is exclamatory. Formally a question,
it carries the definite information that Scrooge did not care at
all. The second sentence proves it. The most powerful is the
third and last senience of the paragraph. The infinitive
subject of the sentence is torn away irom the predicate
by the insertion of the participial phrase ‘warning all human
sympathy lo keep its distance.” The link verb ‘was’ is sim-
ilarly disconnected with the predicative ‘nuts.” The whole
sentence is constructed according to the stylistic device
known as suspense, The essence of the device lies in pushing
the main word or combination of words bearing the bulk of
information to the very end of the utierance, breaking the
regular, customary ties with the words they refer to. g
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The infinitive phrase is built on a stylistic device known
as metaphorical periphrasis. If we try to transform it into a
neutral style, it will sound something like this: not to mix
with people; fo be entirely independeni of the people sur-
rounding him; to be left alone. Tﬁis idea is pres.entecr in {wo
language images: (a) paths of life and (b) a slight impersoni-
fication of the concept ‘human sympathy.’

It is interesting to note that this paragraph, as well
as some other “paragraphs in this depiction of Secrooge,
stiggests a definite kind of intonational design. Moreover it
suggests even a gesture with which the utterance goes, a wave
of a hand to show the hopelessness and incorrigibility of the
man.

That is the end of the depiction of the main charactler
of Dickens's A Christmas Carol. 11 is presenied to the reader
with a definite purpose to impose on him the author’s
attitude towards his character.

The whole of the depiction is rendered in nine paragraphs
each of which has been subjected tfo the stylistic analysis
from different points of view including the so-called non-
linguistic data. Now we are able {o make some general re-
marks concerning the most conspicuous stylistic features
of the excerpi as well as of the author’s individual manner of
depicting this characler.

We hope thal the reader has not failed to observe a
certain pattern in arranging the paragraphs. No matter what
the main thought of the paragraph is or in what way it is
rendered-—with an elevation or in a mocking manner, highl
emotional or almost impartial-—each paragraph will be dividy-
ed into two parts: (1) the one that is stylistically coloured
with one of the aspects just enumerated and (2) a colloquial
phrase or word which will contrast with the preceding
manner of presenting the ideas. Thus, the first paragraph
ends with an idiom ‘as dead as a door-nail’; the second
paragraph reiterates the idiom after having dealt with the
linguistic aspect of the phrase. The third paragraph ends
with the words ‘dreadiully cut up,” *undoubted bargain’;
the jourth presents the colloguial aspect of the narrative
in the form of rendering the whole of the Hamlet's problem
in the words ‘weak mind’; the fifth has also a colloquial
touch ‘all the same to him"; the sixth paragraph after the
highly emotional tension of the narrative ends in purel
colloquial words with even a contraclion that is mostly
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in thé® oral type of speech-—‘clag days,’ and ‘didn’t’; the
seventh is wound up by a slangy ‘came down® which Dtckens
himself puts in inverfed commas as if excusing himself for
the liberty of using such unliterary forms. The same can be
said aboul the last paragraph in which the word ‘nuts,’

being the top of the climax, crowns the whole of the depiction
and manifests the general stylistic tendency of the Carol.

The almost impercepiible play with a stylistic device.*
The mixing up of different stylistic aspects of words—
the elevated and literary, on the one hand, and the colloquial
and slangy, on the other hand, is an indirect reflection of
the author’s subtle idea of presenting the reader with a story
in which the natural and supernatural, real and unreal blend
in a rather peculiar manner. One cannol help admiring the
easy way in which ghosts are dealt with in the story. Ghosts,
as it were, foréibly demand awe and respect, if one speaks of
them. And yet Dickens depicts them in almost realistic as-

t &%

Natural and supernatural go alongside in the whole of
the story. The language of the story tries to fall under
the same tendency. In almost every passage of the story one
can find elements of the elevated and commonplace, not
only from the ideographic point of view, but from the
linguistic point of view as well.

Dickens is extremely language conscious. The second par-
agraph is perhaps the best proof of if, an idiom used and
explained as if the aunthor were jusiifying himseli for intro-
ducing such ‘illegal’ stuff into his literary composition.
Other points of the narrative as well as of any oil]:er work
by this great English writer will bear the imprint of his in-
dividual style. In this story there are many language pecull-
arities that are characteristic of Dickens's individual manner
of using the English language. One of them has already been
alluded to. We shall note here, in passing, that the desire
o use a more colloguial vocabulary than the one allowed

* In fact the device has pot yet been cryslallised as such in the
system of s!{hstic deyvices of the English language and therefore
has no special name. It is sometimes called confaminafion, sometimes
mixfure of different aspects of words, and sometimes linguistic anlicli-
max inasmuch as there is always a sudden transition from something
clevated—from a linguistic point of view—to something common-
place

** Read, for exami{e the depiction of Marley’s Tace in the knocker,
or the appearance of Marley’s ghost.
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by the literary norms of his time, led Dickens to the tempta-
tion of introducing some vocabulary banned at that time.
But he took the opportunity to insert some of the unlawful
elements of the vocabulary in a form which was at that time
pardonable, i.e., in inverted commas.

There are many other language patterns typical of
Dickens’s individual style. To give them in a sysiematised
form will need a thorough investigation inlo his manner of
presenting more than one story. Therefore, being limited to
the analysis of only one story we can but hint at some of the
features. Among them is the rhythmical foundation of the
utterances. More than once the reader seems fo be aware of
the rhythm of passages, but it is not easy to delect the light
and flowing melody of the Carol. However the rhythm of
some of the passages is easily felt as something that comes
natural and organic to the utterance and with a good ear for
rhythm one can feel it as we did in analysing the paragraph
beginning with the words, ‘External heat and cold...’

The second Teature fo be mentioned among those thal are
typical of Dickens is the partiality of the writer for his
characiers. Dickens forcibly imposes on the reader his
personal attitude towards the characters of his novels. He
does it mainly by means of epithets and interjections. Take
for example the paragraph that begins with the words
‘Serooge knew he was dead?’ In this paragraph alone the
epithets form the main and decisive layer of vocabulary.
Here they are: ‘sole’—being hallowed into the epithet
through deliberate repelition, ‘dreadfully,” ‘sad,” ‘excel-
lent,” ‘undoubted.’

See also the string of epithets in the paragraph that
begins with the interjection ‘oh!’— ‘squeezing,” *wrenching,’
‘grasping,” ‘clutching,’ ‘covetous,® ‘old,” ‘generous,’ ‘se-
cret,” ‘seli-contained,” ‘solitary,” ‘pointed,” ‘shrewdly,’
‘grating,”’ efc.

Naturally, the use of epithets is foo general a device
to be typical of only one writer. Perhaps it would be wiser
to say that the abundance or lack of epithets will mark a
cerfain literary trend in the developmen! of emotive prose
and poetry. But still the choice of epithets made by Dickens
bears the imprint ol his personality and as the consequence his
literary {astes. The epithels are of highly emotional type most-
ly used in sirings. They are generally of a sirong emotive
meaning.

60

M A b ca L



In conclusion we may add that stylistic analysis of a
plece”of belles-letires style will never exhaust the wealth
of additional information contained in the use of stylistic
devices. They seem to reveal the enormous power they wield
only to those who have mastered the art of scrupulous liter-
ary criticism, or, as we prefer to call it, the art of stylistic
analysis. This art is, in fact, not art but knowledge. One
must be perfectly aware of different functions of stylistic
devices. It goes without saying that the abilily to recognize
stylistic devices in any text is the prerequisite of stylistic
analysis. The power of observation comes before the power of
generalization. To be able o detect the function of a stylist-
ic device requires a thorough knowledge of the linguistic
nature of differenl expressive means used in emotive prose.
And this can be achieved only through practice. After one
has learned to recognize stylistic devices and their functions
one must leatn to think deeply of the utierance where they
are used. Thinking deeply about the purpose of the stylistic
device will inevitably result in arriving at the hidden idea it
contains.
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