LECTURE 4-5

  Expressive means and stylistic devices

General information
Expressive means (EM) of a language are those linguistic forms and properties that have the potential to make the utterance emphatic or expressive. They can be found on all levels of the language: phonetic, graphical, morphological, lexical or syntactical. 

The expressive means are facts of the language. They are studied in manuals of phonetics, grammar and lexicology. The expressive means are inherent in the language. They are used in ordinary speech by any speaker or writer irrespective of stylistic purposes. 

Morphological forms like diminutive suffixes in words like girlie, piggy, doggy, mummy, daddy, catling, manling, firstling, kinglet, princelet, weakling, snakeling, auntie, sweetie, mummy, fondling may have an expressive effect. Lexical expressive means may be illustrated by the so called intensifiers (awfully, terribly, absolutely, really, fantastically, remarkably). There are also syntactical expressive patterns as “I do know you!”, If only I could help you!”

Expressive means may be employed with a definite aim, in such cases they are arranged to create a certain stylistic effect. Any expressive means may be used in this case for specific artistic purposes. And when so employed, it is described as a certain stylistic device. Such is the relation between the expressive means of the language and stylistic devices, the latter being the artistic transformation of the language phenomena. 

According to I.R.Galperin, a stylistic device (SD) is a conscious intentional literary use of some of the facts of the language for further intensification of the emotional and logical emphasis contained in the expressive means. A stylistic device is a literary model in which semantic and structural features are blended so that it represents a generalized pattern. 

EMs and SDs have a lot in common. But they are not completely synonymous. All SDs belong to EMs but not all EMs are SDs. Phonetic phenomena such as vocal pitch, pauses, logical stress, drawling, etc. are EMs without being SDs. 

In comparison with the expressive means of the language, stylistic devices carry a greater amount of information as they show the attitude of the speaker or author toward he is speaking about. Stylistic devices are always emotionally charged.

Expressive means are registered in dictionaries, manuals on grammar and lexicology. Stylistic devices belong to stylistics only. Sound combinations, intonation, pitch are phonetic expressive means; they are facts of the language, but there are also certain sound arrangements which produce a desired effect. For example, such phonetic stylistic devices as alliteration and onomatopoeia are used for euphony.

Words, phraseological units are facts of the language, but when used in the contextual meanings they become lexical SDs. 

In syntax (the paragraph, sentence patterns and other syntactical expressive means) can serve to build syntactical SDs: e.g. parallel constructions, rhetoric questions, litotes and many other stylistic devices.  

There are different classifications of expressive means and stylistic devices. The classification suggested by I.R. Galperin is simply organized and detailed. He suggests the following subdivision of expressive means and stylistic devices based on the level-oriented approach:

1. Phonetic EMs and SDs.

2. Lexical EMs and SDs

3. Syntactical EMs and SDs. 

Phonetic Expressive means of language and stylistic devices

Phonetic EMs and SDs
It is very important to take into account how a word, a phrase, a sentence sound. The sound of most words taken separately will have little or no aesthetic effect. It is in combination with other words that a word may acquire a desired phonetic effect. 

Phonetic EM and SD include such means as onomatopoeia, alliteration, rhyme and rhythm.  
Onomatopoeia
Onomatopoeia is a combination of speech-sounds which aims at imitating sounds produced in nature (wind, sea, thunder, etc.), by things (machines, tools, instruments), by people (singing, laughter, patter of feet, etc.), and by animals (bark, growl, snarl, roar, etc.). Combinations of speech-sounds of this type will inevitably be associated with whatever produces the natural sound. 

There are two variants of onomatopoeia: direct and indirect. 

Direct onomatopoeia is contained in words which imitate natural sounds: ding-dong, buzz, bang, cuckoo, mew, ping-pong, roar, hiss (snakes),baa,  purr (cats),chirp, quack, bubble, flop, splash, rustle, tinkle, plop, bam, click, clang, clatter, thud, thump, etc.  

These words have different degree of imitative quality. Some of them immediately bring to mind whatever it is that produces the sound. Others require the exercise of a certain amount of imagination to decipher it. 

Onomatopoeic words can be used in a transferred meaning:

E.g. ding-dong representing the sound of bells ringing may mean 1) noisy, 2) strenuously contested - ding-dong struggle or row (A ding-dong row opens on Bill – in the newspaper headline). 

Cf.: The Italian trio tut-tutted their tongues at me.
Indirect onomatopoeia is a combination of sounds the aim of which is to make the sound of the utterance an echo of its sense. It is sometimes called the echo-writing. 

E.g.: “And silken, sad, uncertain, rustling of each purple curtain” (Edgar Poe). It is explained that the repetition of the “s” actually produces the sound of the rustling curtain. 

  “Whenever the moon and stars are set,

   Whenever the wind is high,

   All night long in the dark and wet

  A man goes riding by” (R. Stevenson).  

In the second example, the repeated sound “w” resembles and reproduces the sound of the wind. 

Alliteration(initial rhyme)
Alliteration is a phonetic SD which aims at imparting a melodic effect to the utterance. The essence of this device lies in the repetition of similar sounds, in particular consonants sounds, in close succession, mostly at the beginning of successive words. 

Note the use of alliteration in poetry and children’s literature. 

“Deep into darkness peering, long I stood there wondering, fearing,

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

A fly and a flea in the flue were imprisoned.

Said the fly: “Let us flee”,

Said the flea: “Let us fly”

So they flew through a flaw in the flue

The use of alliteration makes speech more expressive. It is generally regarded as a musical accompaniment of the author’s idea supporting it with some vague emotional atmosphere which each reader interprets for himself. Thus the repetition of the sound “d” in the poem “The Raven” by E.Poe is regarded by researchers as prompting the feeling of anxiety, fear, horror, etc.

The repetition of the initial sounds of stressed words in the line integrates the utterance into a compositional unit. It is also called initial rhyme. 

“I love your hills and I love your dales,

And I love your flocks a –bleating” (John Keats) 

It is frequently found in idioms (blind as a bat, neck or nothing, last but not the least, as good as gold, tit for tat) and in rhymes (Peter Piper picked a peck of pickled peppers).

Variants of alliteration are assonance and consonance. 

Assonance is the repetition of the same or similar vowels only, as in the phrase wear and tear (My shoes show the signs of wear and tear).

It can be also found in poetic speech. See the repetition of the vowel “e” in the line: Tenderly bury the fair young dead. 

Consonance is the repetition of the same consonant in close succession, not at the beginning of successive words (because it is the example of alliteration). 

Cf.: I dropped the locket in the thick mud.

United we stand, divided we fall.

Her finger hungered for a ring

Rhyme
Rhyme is the repetition of the same sounds in the last stressed syllable of two or more lines in a stanza of words. Rhyming words are usually placed at a regular distance from each other. In verse they are placed at the end of the corresponding line. 

By the type of the stressed syllable scholars distinguish between male rhymes and female rhymes. In the first type stress falls on the last syllable, in the second it falls on the last but one syllable. 

When the lamp is shattered,   (f)

The light in the dust lies dead, (m)

When the cloud in scattered, (f)

The rainbow’s glory is shed.  (m)   (P.Shelley)
Ah! ken ye what I met the day
(m)

Out oure the Mountains (f)

A coming down by by craggi[e]s grey (m)

An mossie fountains (f)   (J.Keats)

The identity and similarity of sound combinations may be relative. For instance, it is necessary to distinguish between full rhymes and incomplete rhymes. 

The full rhyme presupposes identity of vowel sound and the following consonant sound (as in might – right, needles – heedless). 

Incomplete rhymes are divided into vowel rhymes and consonant rhymes. In vowel rhymes the vowels in the corresponding words are identical, but consonants may be different (flesh – fresh – press). In consonants rhymes consonants are similar and vowels are not (forth – worth, tale – tool, flung – long). 

There are also the so called eye-rhymes when the elements rhymed are similar only in spelling but not in pronunciation (love – prove, flood – brood, have – brave). Many eye-rhymes are the result of historical changes in the vowel sounds in certain positions.

“Who hath not seen thee oft amid thy store?

Sometimes whoever seeks abroad may find
Thee sitting careless on a granary floor,

Thy hair soft lifted by the winnowing wind” (J. Keats) 

 There is another variety of rhyme which is called internal rhyme. The rhyming words are placed not at the end of the lines but within the line, as in:

“I bring fresh showers for the thirsting flowers.” (P.Shelley) 

“Once upon a midnight dreary while I pondered weak and weary.” (E.Рое)

 Internal rhyme breaks the line into two distinct parts, at the same time more strongly consolidating the ideas expressed in these two parts. Thus, rhyme may be said to possess two contradictory func​tions: dissevering, on the one hand, and – consolidating, on the other. These two functions of rhyme are realized simultaneously in a greater or lesser degree depending on the distribution of the rhymes.

  The distinctive function of rhyme is particularly felt when it occurs unexpectedly in ordinary speech or in prose. The listener's attention is caught by the rhyme and he may lose the thread of the discourse.

Rhythm
Rhythm exists everywhere, in all spheres of human activity. It could be musical, mechanical, and symmetrical (in architecture). In poetic speech it is produced by regular alternation of stressed and unstressed syllables. 

It is a deliberate arrangement of speech into regularly recurring units intended to be grasped as a definite periodicity which makes rhythm an SD. This device brings order into the utterance. 

In poetic speech it is produced by a regular alternation of stressed and unstressed syllables. It is illustrated by the following examples given by V.V.Gurevich: 

Why do you cry, Willy?

Why do you cry? 

Why, Willy, Why, Willy,   

Why, Willy, Why?

A division of the poetic line from stress to stress, which contains one stressed syllable and one or two unstressed syllables is called a foot. The foot is the main unit of rhythm in poetic speech. There are five types of feet:

1. Trochee or a trоchaic foot, with two syllables, of which the first is stressed and the second is unstressed. 

Peter, Peter, pumpkin-eater,

Had a wife and couldn’t keep her 

2. Iambus or an iambaic foot, with two syllables of which the first in unstressed and the second is stressed.

“And then my love and I shall pace,

My jet black hair in pearly braids” (S.T.Coleridge)

3. Dactyl or a dactylic foot, with three syllables, of which the first is stressed and the other two unstressed. 

Why do you cry, Willy?

4. Amphibrach or an amphibrachic foot, with three syllables, of which the second is stressed. 

A diller, a dollar, a ten o’clock scholar

5. Anapaest, with three syllables, of which the third is stressed.

Said the flee, “Let us fly”,

Said the fly, “Let us flee”,

So they flew through a flaw in the flue

The rhythm in prose will be based not on the regular alternation of opposing units, i.e. a regular beat, but on the repetition of similar structural units following one another or repeated after short intervals. The peculiar property of prose rhythm is that it occurs only in relatively short spans of text and constantly changes its patterns and may suddenly drop to a normal, almost unapparent rhythmical design or to no rhythm at all. The most observable rhythmical patterns in prose are based on the use of certain stylistic syntactical devices, namely, enumeration, re​petition, parallel construction and chiasmus.
I.R.Galperin gives a very interesting example of rhythm in prose which is based on the excerpt from Somerset Maugham's novel “The Painted Veil”:

“Walter, I beseech you to forgive me”, she said, leaning over him. For fear that he could not bear the pressure she took care not to touch him. “I’m so desperately sorry for the wrong I did you. I so bitterly regret it.”

He said nothing. He did not seem to hear. She was obliged to insist. It seemed to her strangely that his soul was a fluttering moth and its wings were heavy with hatred.

“Darling”.

 A shadow passed over his wan and sunken face. It was less than a movement, and yet it gave all the effect of a terrifying convulsion. She had never used that word to him before. Per​haps in his dying brain there passed the thought, confused and difficultly grasped, that he had only heard her use it, a common​place of her vocabulary, to dogs, and babies and motorcars. Then something horrible occurred. She clenched her hands, trying with all her might to control herself, for she saw two tears run slowly down his wasted cheeks.

”Oh, my precious, my dear, if you ever loved me—I know you loved me and I was hateful—I beg you to forgive me. I've no chance now to show my repentance. Have mercy on me. I be​seech you to forgive.”

